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Mdpyos N. BoyiatZéyrou | MpOAoyos



And 1w naidikd pou xpdvia, 10 evdIaPEPOV POU yia Thv Téxvn avanwixbnke oav
@ualodoyiKN MPOEKTAcN tNs aydnns pou yia tn {wh, tnv opop®id Kal tov nofiuoud.
Xtiowinke otadiakd péoa and mn douneld tou Natépa Pou nou oav enayyenuatias
PWTOYPAQPos avayvplle tnv avBpwnivn QUOIoYVWHia Kal anotnwve tnv ouaia.
Meyandvovtas, ol onoudés apXITEKTOVIKAS HE E0TPEYAV va Qwioypadiow Kal va
Kataypdyw ta nNpooguyika ktopata tns Néas lwvias. Autd Atav 10 npmto deiypa
evaoxéAnohs pou pe tnv kouAtoupa Kal v 10Topia.

H otpogn tns npoooxns pou otnv téxvn xpovodoyeital €6 kal tpldvia xpovia Kal
pebobevetal ta tedeutaia 6éka. To @dopa twv enidoy®y pou htav eCapxns gupu,
Xwpis oteyavd Kal anokAgiopoUs, Ye Kevipikd atova tn {wypaikh Kal Ty NPOowikn
pgou —o6tav pou divotav n eukalpio— oxéon pe tov kadaitéxvn. Tov {wypd@o nou n
npoonAwon oto €pyo tou kal n eleuBepia tns Onpioupyias tou pe wBoloe va
kKaAUYw xapaktnplotkés nepiddous tns Gounelds Tou Kal va éxw t duvatdtnta pias
ofokAnpwpévns gikévas ts dladpopns tou. Na ouvtoviotw dniadn pe tnv undéotaon
NS AKEPAIOTNTAS, TS CUVIETAYHUEVES XWPOU Kal XPOVOU, US UVAPES KAl TWV EIPPO TwvV
EVIUNMOEWY NMou 0 KAAAITEXVNS UETAPEPEI OTOUS PIAGTEXVOUS.

Ano i diadikacia cuidoyns Buudpal évtova us eniokéyels ota atenié. MNos Eekivouoa
ano 1o ypageio, v aduvapia Jou va Kpathow anootdoels, Ts KouPévies pas. HBena
ndvta va yivw n avanvon tou kadnitéxvn. Etol paleltnkav ta épya. Me dianoyo, pe
b1aBaopa, pe nnyaivéna. H 6An diadikaocia pe kaBiotd eni xpdvia EUTUXIOPEVO.

Kortwvias avadpopikd BAgnw OU €xw ouykevipwoel kupiws Aadia kal oxedia,
Bewpdvtas kal ta 6Uo ufikd uywnAd péoo ékppaons. Eipal onadods tou teddpou, e
KeVIpIKG afova tnv avBpmnivn gopen, dnws ol Nepiocdtepol cuniéktes veoeANNvIKNS
xvns. H avBpwnokevipikh tautdtnta p’ evliapépel OxI péoa and KANolo OKeMUKS
aloBnukns npooéyyions, aAfd yiat ayandw tn {wn, Y’ evbiapépel o dvBpwnos Kai n
@lyoupa tou.

Tov OktwBpio tou 2013, pe v ékBeon Zwypagikn 1870-1935, upoUpe tnv I0Topia NS
eAANvIkNs téxvns péoa and v npoondBeid pas va Geixtel oto eupU kolvo o NAoUTos Tns
eAAnvikns {wypagikhs. H dnuocionoinon tns XuddoynsT. N. Boyiatéydou, npdén 1n ol
napdninnes ekdbnAwaoels nou oxedialoups, ta Beatpikd dpwpeva, ol NapouaidaoEls, td
ogpIvépla Kal o Beopds s eNelBepns €10600U 0TO XWPO, AnodeikvUouv thy NBIKA Kal
NPAKUKA othpiEn and pépous pas, kai tnv NpdBeon pas yia aioBnukn kadAigpyeia Tou
KoIvoU kaBws kal tnv eknaideuon péoa and tnv xvn. M' auth tn okéyn, n cuddoyn,
npocappoletal ous avAaykes, oto oNpepa, KAvel pikpés naucels Kal npoofnénel otnv
KAAUYN TV KEVV KAl TNV EVIOXUON TWV EVOTATWV TNS.

To teniké anotéNeopa s napouaoas ékBeans kal ékdoans gival Npoidv tns cuAnoyikns
ouvepyaoias éAwv pas, tn Bépun kal v uneubuvétnta s EAévns Kunpaiou kal
tou Nikou Boylat¢éynou. Beppés euxapioties otnv kupia Maipn MixanAdidou yia wn
Beukn s aviandkpion oto KANeoud pas kai otny Tdiva ZupiBin nou éxel avandfer us
napdanAnnes ekdnAmosls.

Moles eivar ol npoodokies pas; Ba NBela, petd and Kaipod, va Néve GOOI ENIOKEPTNKAV
v MivakoBnkn: «H cudfoyn Boyiat¢dyAou sivar pia cundoyh kanhs OypagIkAsy.

YentéuPpios 2013



George N. Vogiatzoglou | Foreword



Ever since childhood, my interest in art has developed as a natural extension of my
love of life, beauty, and culture. It was built up gradually through my father’s job; as a
professional photographer, he recognised the human physiognomy and gave expression
to the essence. As | grew up, my study of architecture permitted me to make a record
of the refugee buildings of Nea lonia. This was the first token of my concern with
culture and history.

The turn of my attention to art dates back 30 years, and has been methodical for the
last ten. The range of my choices was from the beginning broad, without watertight
compartments and exclusions, its central axis being painting and my personal relationship
—if I had the opportunity for this— with the artist: a painter whose dedication to his
work and the freedom of his creation prompted me to cover typical periods of his work
and be able to form a rounded picture of his career. | was able to align myself, that is to
say, with the nature of the integrity, the co-ordinates of space and time, the memories
and cohesion of the impressions which the artist is conveying to the lover of art.

From the process of collecting, | have vivid memories of visits to studios. How | set out
from the office, my inability to keep a distance, our conversations. | always wanted
to be a breath of air for the artist. This is how | collected my works. By dialogue, by
reading, by comings and goings. The whole process made me happy for years.

Looking back now, | see that | have gathered together chiefly oil-paintings and
drawings, as | consider the two media a sublime means of expression. | am a champion
of the artist’s stretcher, with the human form as a central pivot, just like most collectors
of modern Greek art. The anthropocentric identity interests me not by reason of some
thinking about an aesthetic approach, but because | love life, and man and figurative
art interest me.

In October 2013, by the Painting 1870-1935 exhibition, we are honouring the history
of Greek art by our attempt to demonstrate to the general public the wealth of Greek
painting. The publicising of the G. N. Vogiatzoglou Collection Act 1, the events held in
parallel, the theatre happenings, the presentations, the seminars, and the institution of
free admission for the public are proof of moral and practical support on our part, and
our intentions for the aesthetic cultivation of the public and education through art. It
is in the light of this thinking that the Collection is adapting itself to current needs, to
today, is making short pauses, and looking towards filling the gaps and strengthening
its units.

The final result of the present exhibition and publication is the product of the collective
collaboration of all of us, the fervour and responsibility of Eleni Kipreou and Nikos
Vogiatzoglou. Our warmest thanks go to Mrs Mary Michailidou for her positive response
to our invitation, and to Gina Syrivli, who has undertaken the parallel events.

What are our expectations? | would like, in the course of time, those who have visited
the art space to say: “The Vogiatzoglou Collection is a collection of good painting.”

September 2013



Maipn Mixanhiou | Nedtepn EAANvIkA Téxvn oth ZuAhoyh Boyiat{oyAou



«... Eival enions aAnBeia nws ta épya Pyaivouv us NePIooOTEPES POPES OXeOOV Hovaxd
TOUS, XwpIs Ta X€PIa MoU ta énAacav, 10 €VOTUKTIA MOU Ta EyEvvnoav Kal To Nvelpa nou
10 enpocdidpioe va unoyiacBolv th Suvath twv NPayuaukdINta.

Kpupd, avenaiobnta, petpioppova, dnAadn «puaolkd», T €pya yevviouvial oav ta
@UAAa, oav tnv dvBnon, oav Tous Kapnous».

Euotpduos EneuBepiddns-Tériade
Mapiol 1926

H npwtoPounia evds nabiaopévou @INOTEXVOU VO OCUYKEVIPWOEl PE aydnn Kal
euaioBnofa pia evdiagpépouoa kal noAudpiBun cuAdoyh €pywv tns vedtepns eAANvIKNS
éxvns anotenel pia 161aitepa ENAIVETA yia TOV eUPUTEPO EIKACTIKO XWPO Npoondbeia.

Kupiws 6pws n peténeita npdBeon tou va Npoo@EpEl Ta €pya Tou otn Béaon dAwv Kal
€101KOTEPA TWV cUPNOAITWY Tou otnv Iotoplkn adAd andpakpn and 1o KEVIPO NePIOXh
s Néas lwvias dnou dnuioUpynoe yia tov okond autd évav eAkUoTUKSO ekBeoiakd
X@po nou Ba cupPfdnel, olUvtopa, otnv €E€AIEN Kal TN petatponn s noénns, o€
nuphva euputepns noAitotukns avéniEns, anotenei TNy EUYEVESTEPN XEIPOVOUIA TOU K.
MNopyou BoylatldyAou Kal twv ouvepyatwyv tou. H évaptn enopévws evés oinddotou
npoypdappatos Bepatkmy ekBEoEwY Pe v enmipénela tns ekAekths cuvadéngou Kal
oiins k. EAévns Kunpaiou npoegtoipadel, ye owotd 1podno, tnv npofonn twv épywy
s ouddoyns yiat enitpénel oto Kolve Kal KUpiws Otous VEous va yvwpioouv, va
anodauoouv kal TeAIKE va punBouv otnv opop@Id tns €xvns nou pas kAnpoddtnoay
anod us apxés tou 200U albva péxpl ohuepa aglol kal pwuopévol EANnves eikaotkof
onpioupyoi.

‘HOn otwnv evapktipia ékBeon nou kanuntel tnv nepiodo and 1o 1870 éws to 1935
(npepopnvia yévvnons kadnitexvmv) napouciadetal Pe yvawon kal nAnpdnta o Sikds
T0Us KOOHOS Kal kadeital o Beaths va Tov aviXveUoEl PE TOUS NPOCWIKOUS Tou KMOOIKES
HOTE va oxnpatiogl tn SIKN TOU yvdUN yid 10 Nds anotunodnke n {wn oty EANada
1a teneutaia xpovia kal Nms SIapopPDONKe N QUoIoyvVwuia ts vedtepns enAnviKNsS
TEXVNS.

YT0US MIO ONnpavukous €KNPOCMMOUS TNS Kal Otd M0 XOPAKINPIOTKA Tous €pya
eviunwoldder 181aitepa N dpvnon unotayns otous KaBiEpwEVOUS TUNOUS, N E0WTEPIKN
ave€aptnoia twv avalnthoewy Kal N pévipn npoondBeia va enitUxouv To NPOowniko
poponnactké tous 16iwpa.

Andwote, and vwpis avayvwpiletal, xwpis duokodia, n t@on v KaNAIteExvwy va
EKPPATOUV ToUs pOBouUs, Tous NpoBAnUatiopoUs Kal us eANIOES TOUS Kal va JETATpéWouv
1a ouvaloBnpatd tous og cuAdoyiko Biwpa MOoTe va NETUXOUV va Pas anoondcel and
v adlagopia, T otwikotnta kai tEAIKA v andBeia.

Ki av Ba pnopouoape va dextoupe du undpxel évas aubevukds nupnvas rnou KUpIapxei
otwnv eAdnvikn txvn, dev eival addos and tov Babid avBpwnioukd Kal Nacipavms
OIKOUMEVIKO TNS XapaKINPa.

Aev gival, BéPala, wxaio 6t ol EAAnves dnuioupyoi, ous popponoyikés petanidoels
s €IKAOUKAS yAMOOoas Mou XApaktiplioav otn oUyxpovn €noxh tnv naykéopia
kadnitexvikn napaywyn, kataBétouv tn paptupia s kaAfItexvikns ToUs aywvias
avidmvtas neipa kal évelpa and tous navapxaious anid Kal tous nio NpdoPatous
nonitopous.



Kupiws or adfayés nou kAnpoddtnoe o 190s aidvas otov 206 pe tnv anefeuBépwon
NS UMOKEIPEVIKOTNTAS, 00NYNOE YeVIKOTEPA OTOV OEPACUO NS MPOCWMIKOTNTAS TOU
atopou Kal €18IKOTEPa OUS EIKACUKES Exves, BonBnog, kaBopioukd, otnv angikdvion
s Npaypaukdntas péoa and v adnBeia kal i paud tou kdBe dnpioupyod.

Etol n téxvn katopbwoe va odnynBei oe véous Spopous, Eenépace oupPdoels

Kal kop@opuiopous tou napenBévios kal ol Sidpopol aioBnukoi kal Bewpnukof
npooavatofiopoi nou diatunmBnkav ané tous EANnves kanAitéxves avunpoowneUouy
10 0patod Kal antd deiypa s cuppEetoxns tou efinvikoU kanAitexvikoU duvapikou ota
61eBvN tektavopeva Kal ous eNOPATEIS TWV AVTUICTOIXWV PEUPATWV.

H enavdotaon auth ouvieleital otn xmpa Pas ous npwies dekaeties tou 200U aibva
ondte eykatadeinetal, PaBuiaia, n akadnuaikhn {wypadIKN MNOU EKNPOCWNOUOE
n xonh tou Movéxou kal Bacildtav otnv avuKeEIPEVIKA aneikovion s eEWTEPIKAS
nPAaypauxkotntas.

Xinv apxn de1fd peténeita e nupetdels puBuous, ol EAAnves kanAitéxves anodé-
XOVTal ToUS KAavOVes nou €0e0e O INNPECIOVIOUOS Kal oTpépovial oE nio eAgUBepn Kal
EOWTEPIKN EKPPOON.

H anesikdvion tns @uUoNs npayuatonoleital ma pe véous kavoves kal nap' 6o ou
n dopn tou nivaka napapével, ws npos tn olvBeon Kal tnv npoontkn, KAAoIKA,
n xpwpatkh kAiyaka avoiyel kal ta épya Aoulovial 6Aa oTo €viovo Qws tns eAANVIKNS
unaiBpou 6nou ol kadfitéxves dounelouv oxedbov anokneioukd. Kandnitéxves onws
o Poifods, n Aackapidou, n ®Awpd-Kapafia, o MnAiadns, o Adfns, o Mnpaéooas
nAnoidlouv otaBepd otn véa Npayuatkotnta.

Opws n anefeuBépwon s eAdnvikns xvns and us cupfdoels tou napenBovios
ouvieneital oploukd otav apxiel n ouclacukn s cuvbeon pe to Mapior 6nou
obnyouvtar ol EAAnves dnpioupyoi yonteupévol and tov andnxo twv oUyXpovwy
KATaKTNOgWY Nou Kuplapxouv, and kaipd, otnv MNéan tou Gwtds.

Zwypdpol 6nws o KoyeBivas, o NikdAaos AUtpas, o Znupos Mananoukds, o Kwv-
otavtivos Manéas, o Kwvotavtivos MapBévns, o MepikAns Buldvuos kar o Mixdnins
Olkovopou npoxwpolv pe 161aitepn OeCidtnta kal ondvio dnpioupyikd 0oiotpo
otV €Qappoyn twv véwv Wnwv Kal pas napadidouv épya nou Pacifovial 1600 o€
kaBiepwpéva npdtuna 600 Kal O€ VEOTEPES EIKACTKES AVAYVWMOEIS.

Mapd tnv kaBapd poviépva eikaotkn yAwooa, ol mio nodnoi EAAnves dnploupyoi,
béxovtal otoixeia and v eAAnvikn napadoon, KatopBwvouv va Td ApoUoImCOUY, Va
ta a§jonolnoouy Kail va napadmoouv Tous ENGPEVOUS TNV nnyaia kal yvhaola Sikh tous

ypaon.

Tous npofAnuaucpols Kal Us avadntnoeis TwV MVEUPATUKWOV Kal KaAMITEXVIKDV
bduvauewy tou ténou, n pikpaoiatkn tpaywdia addd kal ta xpévia nou akonoudn-
oav, JETETPEYPAV OE EVAYWDVIA NMPOondbeia evowPdtwaons otd €pya €xvns, SIAXPOVIKDY
OTOIXEIWV NS €BVIKNS TAUTOTNTAS.

Opws, ota xpoévia tou Meoonodépou n yevid tou '30 katopBwvel va Eenepdoel TUs
oteipes piphoels, anodeopevetal and us doudeies tou NapenBOVIos Kal NPOOPEPE!
otnv eAlnvikn €xvn tn véa onukh ts avidnyn. O «napadooiakds» KévioyAou, o
«nointukds» Manadoukds, o «ekAentuopévos» Toapouxns, o «coupeanioths» Eyyovo-
nounos Petaty twv dAnwv anotefolv pepikd and ta nio Xapaknploukd napadsiyuata
s SuvatdINTAS WV NEAYPATKOY dSNPIOUPYWOVY va enavadiatunmvouy, KaBe popd, v
évvola tns €Bvikns autoyvwaoias. Hon n endpevn yevid Ba nAncidoel and d1apopetkoUs



afnd egioou yovigous Spdpous tnv «eAANvIKA Npayuatikdtnta» kal Ba kateubuve,
ouveldbntd, npos nio autdvopes kal ev nofdois povaxikés atpanous. Kopuogaia
nepintwon o «Eupwnaios» e€npeoiovioths MNodpyos Mnoudidvns NOU PE TOV HOVAXIKO
tou Opodpo Ba anodeopeloel Tous vedTEPOUS Kal Ba Tous NPOTPEWE! va eyKataneiyouy
NV NAPACTATKA TEXVN YIA VA NPOOXWPNHOOUV OTO Kivnua tns apaipeons.

Avapeod tous o «kAaaolkds tns agaipeons» MNdavvns Lnupénoudos nou katdpbwoe va
otaBei 6infa ota O1eBvh 1Epd tépata Fautrier, Vedova, Burri, Hartung kai va anoondoel
10 1963, otnv kaBopliatikh yia to Kivnua Biennale Bevetias 1o Bpafeio tns UNESCO.

Mapd v neplopiopévn avadpoun otnv nopeia wns vedtepns €AANVIKAS TEXVNS,
biagaivetal n otaBepn diadpopn twv EARAvVwY Snpioupyv péxpls dTou NETUXOUV Va
EenepAoouv Navioeidn Kateotnpéva, KOIVWVIKA Taunou kal edpaiwpéva kKaAAItexviKa
npotuna, NPOoKEIPéVoU va PTdoouv Otov otdxo nou ol idiol ixav xapdtel.

MpoPAnpatopds, eykatdisiyn twv «wpaiwvy» UAIKOV, pIgdKA avatponi s d1aNektkNS
TOU €pYOU TéXVNS PECA OTO XPAVO Kal TNV I0TOPIKA otyun, €dwae otnv eNANVIKA téxvn
n duvatdtnta va Asitoupynoel e pia dAAn aiobnon tns npaypaukdtntas.

Ona ©¥Bnkav und eC€taon yia avalhtnon Tou ayvaoTtou, Yia andppIiwn tns yvaons, yid
oupnoépeuon eviénel Ye 1o NVEUPA PIAs ENOXNS NOU ouvOéetal nio otevd pe thy adnBivi
(wn.

Kupiws peta tov B’ Maykdopio MdAgpo ta Kolvwvikd npofAnuata, o noAitkes Siapdxes,
ol vées aioBnukés avalntnoels kal npondviwy n duvatdtnta Nou NPooPEépBnKe otous
vedtepous kanaitéxves va tagidéyouy, va douv kal va épBouv o€ enapn pe ta Siebvn
kanfitexvikd Kivapata, enétpeye tn dnpioupyia evés ouvexoUs diaunou eMIKOIVWVIAS
nou avédeie Tov eupUtato Topéa ns eikactikns avadhtnons and anid €idos aiobnukns
anénauons o€ nedio avanuons, npoPAnuatcopoy kai yévipou Siafdyou pe 1o €pyo
€xvNs Kal tov dnpioupyd.

‘Eto1 SiapoppdBnKe kal N pUCIoYVWHia ToU XWPou nou o MNapyos Boylatldynou avolte
yevwvaiodwpa og 6Aous kal anokdduye anid kal uoikd éod otov KOOHO NS TEXVNS
YVPIOE Kal aydnnaog, 6,1 and kaipd ovelpeUetal Kal otoxadetal.

Auyouotos 2013









Mary Michailidou | Modern-Greek Art in the Vogiatzoglou Collection



“...Itis also true that most times the works emerge almost on their own, without the
hands that moulded them, the instincts that spawned them, the spirit that led them
to suspect their potential realisation.

Secretly, subtly, modestly, i.e. ‘naturally’ the works are born like leaves, like blooms,
like fruits”.

E. Eleftheriades-Tériade
Paris 1926

The initiative of a fervent art lover to put together a large and interesting collection
of modern-Greek artworks in a loving and sensitive manner, is a highly commendable
venture to the benefit of the broader art world.

Yet the noblest gesture of Mr Giorgos Vogiatzoglou and his associates was the
subsequent decision to make these works available to all and particularly to his
neighbours in the historical but peripheral Nea lonia, in an attractive exhibition space
which will soon help the town evolve into a cultural hub. The launch of an ambitious
programme of thematic exhibitions, curated by my esteemed colleague and friend Ms
Eleni Kipreou, paves the way for the presentation of the collection in the proper way,
allowing the public —and mostly the young— to get to know, enjoy and ultimately
espouse the beauty of the art bequeathed to us by worthy and enlightened Greek
practitioners from the early 20th century to this day.

Their world already unfolds knowledgably and comprehensively in the inaugural
exhibition, which covers the period from 1870 to 1935 (date of artists' birth), where
viewers are called upon to approach it with their personal codes and form their own
opinion about the way life in Greece was rendered in art and how the physiognomy
of recent Greek art was shaped.

What is most striking in its major exponents and their most characteristic works is
how they refused to conform to the established formulas as the inner independence
of their quests drove them to attain their personal idiom.

Indeed, it is not hard to detect early on the artists’ tendency to express their fears,
their hopes and their concerns and translate their emotions into collective experience
and thus manage to jolt us out of our indifference, stoicism or even apathy.

If we could agree that there is an authentic core that dominates Greek art, this can
only be its deeply humanistic and unquestionably ecumenical character. And it is no
accident, of course, that what Greek artists contributed to the formal changes in the
visual language which marked world art in the contemporary era was the testimony
of their artistic anguish, with experiences and dreams drawn from age-old as well as
the most recent civilisations.

It was mainly the changes bequeathed to the 20th century by the 19th, with the
liberation of subjectivity, which led to an increased respect for the personality of the
individual; in visual art in particular, this was decisive in allowing reality to be rendered
via the personal truth and the gaze of each individual artist.

Art was thus able to overcome the conformism and conventions of the past and
explore new paths; the various aesthetic and theoretical orientations expounded by
Greek artists represent the tangible trace of Greek art’s participation in international
developments and in the influence of the various movements.



In our country, this revolution takes place in the first decades of the 20th century,
with the gradual shift away from academic painting as represented by the Munich
School and its emphasis on the objective rendering of external reality. At first timidly
and then feverishly, Greek artists adopt the rules of impressionism and turn to a freer
and more emotive expression.

Nature is now depicted under new rules, and although the structure of the painting
remains classical in terms of composition and perspective, the palette of colours
becomes broader and all works are drenched in the strong light of the Greek
countryside where the artists paint almost exclusively now. Artists like Roilos,
Laskaridou, Flora-Karavia, Miliadis, Davis and Braessas steadily approach this new
reality.

Yet Greek art’s liberation from the conventions of the past becomes final once its
connection with Paris has been fully established, as Greek artists are fascinated with
the echoes of the developments which have long dominated art in the City of Light.

Painters such as Kogevinas, Nikolaos Lytras, Spyros Papaloukas, Constantinos Maleas,
Constantinos Parthenis, Pericles Vyzantios and Michalis Oikonomou are particularly
skilful and creative in their application of the new formulas, creating works based on
both established standards and novel visual readings.

For all the purely modern visual vocabulary, most Greek artists receive elements from
Greek tradition which they manage to assimilate into their own genuine idiom which
they pass on to the next generations.

The Asia-Minor Disaster and the turbulent years that followed turned the quests and
concerns of the local intellectual and artistic forces into an anxious effort to invest
artworks with the timeless elements of national identity.

Itisin the inter-war years that the “1930's Generation” manages to go beyond sterile
imitation, shake off the shackles of the past and provide Greek art with its new visual
perception. The “traditional” Kontoglou, the “poetic” Papaloukas, the “refined”
Tsarouchis, the “surrealist” Engonopoulos are some of the most typical examples
of how truly creative artists manage to re-articulate the concept of national self-
knowledge at all times. The next generation was to approach “Greek reality” from
different yet equally fertile directions and consciously turn to more autonomous if
largely solitary paths. The outstanding example here is the “European” expressionist
Giorgos Bouzianis, whose solitary course would liberate younger practitioners
and encourage them to abandon representational art and join the movement of
abstraction. Among those, the “classic abstractionist” Yannis Spyropoulos was able
to stand next to such international names as Fautrier, Vedova, Burri and Hartung and
secure the 1963 UNESCO Award at the Venice Biennale, the event which had always
been so important for the movement.

Although necessarily brief, this look into the course of modern-Greek art shows the
unwavering journey of Greek artists towards overcoming all kinds of establishments,
social taboos and entrenched artistic formulas in order to attain the goal they had
set themselves.

Deep reflection, abandonment of the “beautiful” materials, a radical subversion of
the dialectic of the artwork within time and the historical moment enabled Greek art
to function through another perception of reality.

Everything was subjected to re-examination as part of the drive to seek the unknown,



reject received wisdoms, and ultimately to walk hand-in-hand with the spirit of an era
more closely associated with true life.

Especially after World War Il the social problems, the political conflicts, the new
aesthetic quests and above all the opportunity for artists to travel and gain contact
with the international art movements enabled the establishment of an unbroken
channel of communication which turned the broad field of artistic quest from mere
aesthetic pleasure to a field of analysis and constructive dialogue with the artwork
and its creator.

In this way the physiognomy of the space which Giorgos Vogiatzoglou generously
opened up to all took shape, and revealed what in the world of art he knew and
loved, what he had long dreamt of and aimed at.

August 2013



EAévn Kunpaiou | H ZuAAoyh tou giddtexvou MNwpyou N. Boyiat{dylou



Anpntpns AGBns
(y. Xavid 1905-n. 1973)

Mpoocwnoypagia E. Tkikadn
A&o1 oe kapPa
75 x 60 k.
ap. 22/ kt. 452

Aavink Aavin) (ANe€avépou)
(y. TUpvaBos 1914-n. 1988)

Néos pe k6kKkivn pnhoUda
A&o1 o kapPa

81,5 x 65 €k.
ap. 24/ kt. 439

Inupidwv Bikdtos
(y. Apyooténi 1878-n. 1960)

MaAapds
Aa61 og kapPd

33.5 x 24.5 &K.
ap. 11/«ku 415

H MvakoBhkn

H MvakoBnkn Tidpyou N. Boylat¢dydou 16puBnke tov ®ePpoudpio tou 2013 «kai
Baoiotnke owmn ouAdoyn €pywv MOU OUYKEVIPWVE O PIAGTEXVOS aPXITEKTOVAS Eni
p1dvia xpévia. To dvorypa s MivakoBnkns NpBe va cupnAnpwaoel TNV évolid «XmPos
noAruopou», nou divetal ouxvd oe ovelpondAous Nou enevdUouv otnv txvn Kal 161KE
otnv NPoo@uyIKN yeItovid tns Néas lwvias. Makpid and tov ubpokepaniopd Tou KEVIpou
s ABnvas, o MNwpyos Boyiat(oydou anopdaoioe va enevOUoel Otov TONO KATtaywyns
yla va upgnoel npwtiotws tous ocupnodites kal cuvavBpwnous tou. H anéeacn va
Eexivhoel 1o eyxeipnpa xwpis cupBouious kal Bapuydounous oxediacpous €6€iEe and
v NpwIn ouyuh t 61d6gon 6Awv va npayuatonoinBei 1o épapa autd apéows. LoV
UNAPXoVIa XWPO, Pe Ovelpa yia peyanUtepo Ktipio oto pénnov.

H npdwn ékBeon, apiepwpévn o évav véo (wypd@o’, é6€i€e tov xapakinpd s
MivakoBnkns. Xwpis va dnpocionoinBesi n cuddoyn h €éotw éva pépos tns, Ta eykaivia
unayopeUtnkav akpifws and tnv avdykn tou «Twpa, v déow Kpions, NApe!». Me
ta Adyla autd TauTiotnka KI eyW, KI €101 N evapktnpla ékBeon napékapye ta peydna
ovopata Kal enikevipmBnke otn duvapikh kal 1o péndov twv vidtwyv. Me cuvennpe éva
«QEPAKI», YO PPEOKAdA Nou €ixa xpdvia va VIDMOW OTOV XMPO NS TEXvNs. ..

E€apxns npolnoBeon tns oikoyévelas Boylat(oydou ntav n elelBepn eicodos kal
N €UPEia CUPPETOXN TOU KOIVOU, MEPAV TWV EIKACUKWV ekBéoewv, oe napdninies
pouoikés, Beatpikés kal Aoyotexvikés ekdnAwaoels. Enions, o010 €IKAOUKO KOPHAT
BanBnkape va ocupninpdooupe ta NdN undpxovia €pya s ocudfoyns pe véa
anokthpata, avé yevid kal kadaéxvn.

«H noinukn npofoAn tns annBeias, n onoia evidcostal Yéoa oto £€pyo téxvns, Sev
NPAyUatveTal Noté PYéoa oOto Kevo Kal Oto akaBopioto», pas Agel o XAIVieyKep
ownv «lMpoéneuon tou €pyou téxvns». Kal autol éyivav kal ol otéxol pas. Mpmtov, n
MivakoBnkn va eivar yepdtn kéopo kal o 61dnoyos peta&u koivou kal ekBepdtwy va val
katavontds Kal 1oéupos. AgUtepov, kal Baoel oxediou, and ékBeon oe ékBeon kal anod
napouciacn BiPAiou og ouvaudia, o xPos va kevipilel euaiodnoies, va SIapoPPOVEI
KpIuKN okéyn kal aioBnukd kpithpia, va ocupPdniel, éotw kal oto eAdxioto, otov
eknonitiopd s KaBnuepIvotntas.

H opydvwon twv épywv nou d1abétel n ouAdoyn, n pedétn tous kal n avadhtnon
KalvoUpiwv npos evioxuon, NAoUTOE TNV NPOCWMIKA pPou MivakoBAkn pvApns Kal
aioBnukns. Tia 1o 6No autd eyxeipnua, otov poAo pou ws enipenntplas/dieubuvipias,
otnv apxn unnpxe evBouoiaopds. Xtadiakd, €yive niotn.

O oUANKTNS

O,u oupPounés kal va dwoels o’ évav ouffgktn, o idios Epel an' tnv NPpWIN oUyuA
U tou apécel. Etol anodeikvietal and tnv neipa pou. Kar Ba akofouBei aidvia to
€vouktd tou, touddxiotov 6oo anodapfdavel tn oudfdoyn tou 1IBiwukd. Otav n
ouddoyh npdkertar va dnpooionoinBei, 10 «ous YiVETl MEPIOCOTEPO EUNKOOVY,
yiat o ouAddékins ektiBetal oo éoo kal o kanAiéxvns o pia aiBouca Téxvns.
H napouciaon pias cuAdoyhs dev nepiopietal otny Kataypaph A katnyoplonoinon
v épywv addd kal oty npoownikétnta tou ocudféktn nou n  avaldhtnon-

T EkBeon / €kSoon: Afékos Kupapivns / empéeia / keipeva: Aouila Kapamddkn, ExSooels Nnpéas,
®ePpoudpios 2013
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n penémn, n emipovi kal n afia twv épywy, eNiPéPous Kal ouvonikd, kaBpeptilouy us
npoBéaeis, v kataywyn kar v eEEMNIEN tou. Ba pnopouaoa va ypdyw éva noducénido
BiBAio yia tous EAAnves ocuAnéktes nou, petd and xpdvia droanns, ouvaiodnNPatkns
Kal apKETES PopEs UNoNoyIoTKAS ekTiunons, Mowyupi(ouv kal UNOUUOUV TUS NMPMTES
TOoUS aydnes.

O Nwpyos Boyiatoydou, Npoopuyikds ybévos, OIKOYEVEIAPXNS, afldMIoToSs enay-
yeduatias, ntav ndvia suaicBntonoinpévos e tov nepiyupo. EmAoyés kal ayopés
épywv «xtiotnkav» otadlakd, Pe ta xpovia. Ta épya nou anaptiCouv tn ocudioyn
U €ival unikés paptupies aiobnukns €€€NIENs. Mapou alyd olyd eEelbikeUtnke otn
yevid tou ‘30 kal tou ‘60, kal Npdoeata Kal otous véous {wypd@ous tns tefeutaias
bekaetias, n oxéon tou WP 1O €IKAOUKO NapeNBOv Tou €ival EpWTUKA KAl POUAVTIKA
OuUYXpOVWS. Epwtkh 6nws «yla navia 61kGS cou» Kal POUAVTIKA Onws «{wh Kal Txvn
évar. Tous upd 6nous. MikpoUs kal peydnous, yvwotous Kal ayvwotous. M' autés
us npolnoBéoels, xwpis evoxés, xwpls kapid O166eon «EekaBapiopatos», o MNwpyos
Boyiat¢éynou dnuioUpynoe pia cuidoyh nou onpepa, 10 2013, napoucialetal katd 10
éva néunto, katanoyoypageital, enikaiponoigital kal diepeuva diaxpovikés agies. Ti n
xapakinpilel; H nofupop®ia, to €Upos, o duvapiopods, n yevvaiodwpia, n avalhtnon,
Ol OUYYEVIKES TAOEIS Kal N egpovi oto teAdpo. H {wypaikn.

H ZuMoyn

H XuAddoyn Napyou N. Boyiat{déydou Ba napouciactei oe névie evotntes otadiakdy,
napdddnia pe us neplodikes, Bepatikeés kal atopikés ekBEaels nou dlopyavavoval,
akofouBdvtas tn xpovofoylkn avayvwon Twv €pywy, oUPPWvVa PE TNV nuepopnvia
yévvnons twv kadditexvav. Aev akodouBnBnke ugodoyikn N popeodoyikh katdtagn
nou d1apodpPWaoav Ol YevIES A Ta KIvApata, yiat ta €pya tns oudfoyns yeveanoyika
katavépovtal avioa, dAnote pe Nnpwipa kal dAnote pe dyipa épya. 1diaitepa nlovoies
Kal evnuepwpéves evotntes eival ol ouiioyes xapaktkhs kal oxediwv. Mapadinia
oupnAnpavetal n ydunukn anod us apxes tou 200U aidva Ms 1o ONPEPQ.

AveEdptnta and tnv nepiodofdynon tns 10topias ns veoeAAnVIKAS téxvns, Oev
pnopm va pn otabm og pepikous kaAnitéxves tns ouAdoyns, €ite yiat ta épya tous
gival onpavukd deiypata eNANVIKAS ypagns, €t yiati o ouAnéktns éxel dNPIOUPYNOE]
avUNPOCWNEUTIKA KEQANaIa PE Mnivakés tous, dnws tou Mapbévn, tou Gaciavou, 1ou
Toapouxn, tou Maupoidn, tou Mpdoivou, otnv NP evétnta tou Beopuiaktdnouou
Kalr tou Aépnana n.x. ous enOpeves napouaidoels ths cudfoyns. H nAnBwpa twv
épywv Oev pas enitpénel tnv napousiaon éAwv twv KAANITEXVOVY otov Katdfoyo Kal
v ékBeon’ Ba tous Oeifoupe apydtepa Bepatkd. Apxns yevopévns tov OKIMPBPIo Tou
2013, o1 nepiodor xwpilovial ws €EAs:

Zwypagikn 1870-1935

Zwypagikn 1935-1960

Zwypagikh 1960-2000

Zwypaikn / yAunukn / véa péoa and 1o 2000 ws onpepa
Ixédia / xapakukn / yAunukn and 1o 1900 ws chyuepa

Ta xpovonoyikd 6pia s cuddoyns nepifauPdavouv nepinou 140 xpodvia 1otopias s
veoeNANVIKNS TéxvNs PE ApxaldTePO €pyo TNV NMOINTKA akouapéna tou ANEEN Mnapkd®
(ogn. 31), tou OiIAavdou (wypdpou nou €{noe otnv ABnva kal tn Becoanovikn.

Mapia Mwn
(y. ABnva 1912-n. 2009)

Mnpootda otnv MUAn tou Mecoloyyiou
akouapéna

25 x 36 ek.
ap. 111 /«kt 213

Nopyos Baphapos
(y. Mépos 1922-n. 2011)

Noulouéia kitpiva
Aad1 og kapPa

60 x 70 &k.
ap. 6/t 181



MavwAns KaAhiyidvvns
(y. Aéofos 1923-n. 2010)

MuulAnvn
akouapéna

58 x 78 ek.
ap. 33/ «kt. 227

AAkns Meppdkos
(y. ®eooanovikn 1920-)

Tonio
A4d1 og EuAo
73 x 54 k.
ap. 107 / kt. 78

v npwn evotnta akodouBouv ol KaAAItéxves nou ennpedotnkav an’ 1o Moévaxo Kal
10 Mapior kal Bepefiwoav n doun tou PWTds Kal ToU xpwpatos otny EANada, dnws
0 Z. Bikatos (oen. 21), o K. MapBévns (oen. 46-47), xai (oen. 45) o K. Madéas, kai ol
ouyxpovoi tous s opadas «Téxvny». O Npwtos pe dUO 1oTopikd tonia ki 0 OeUTEPOS
pe o avavupn akpoyianid. Kar o 0o neplypd@ouv 0 avuKEiPeEVO Kal TOV XWPO
OQV P10 OUYKEKPIUEVN OVIOTNTA, EVOWHATWVOUV TS EUNEIPIES TOUS KAl EIOXWPOUV OTOV
E0WTEPIKO KOOPO TWV ToNiwv PE pia nayavioukn §1d0gon, pe 1o xpwpa va yivetal poxids
ouykivnons. £n ouAdoyn Ba doupe kanAItEXVES MOU KIVABNKAvV OTS MPOEKTATEIS TNS
oxonns tou Movaxou, énws n unaiBpIoUKA Kal IUNPECIoVIoTKN andédoon oto €pyo
tou N. OBwvaiou (ogA. 43) kal tnv agetnpia pias poviépvas 61d6eons otn vekpn puon
tou O. Apyupou (og. 39). H unokeipevikn anddoon twv Bepdtwv otn {wypagikn, To
npoownikd otiyya, odokAnpwvetal yéoa and tov dpapatikd Yuxiopd nou I0Ayaye o
. MnouQavns (oen. 48-49) ownv eAnnvikn (wypagikn. OI akouapénes tns ounioyns
eikoviCouv 6Uo an’ ta Béuata nou e€aviinos o Mnouddvns péxpl tnv NANPN anmAeia
OXAPATOS Kal opens. AvBpnou Kal Vekphs gpuons.

Tnv id1a enoxh o K. Mandpos (oen. 25) 1copponei avapeoa otov peaniopd Kal tov
unaiBpiopd, anodidovias apiototexvikd AnAote Tov TONo Kataywyns tou ki dAnote
aotkés avBoypapies, Bépa pe 1o onofo katanidvetal kal o M. MaBidnoudos, (oen.
34) ané twous PaoikoUs ekPPACTES pev tns eAANVIKAS tautdtntas, nMou OPws OTo
xapaktnpiotukd Bado pe AouAoudia tns tuAfoyns I'. N. Boyiat(oyfou avukatontpilel
pia €NeuBepn véa ypaen. lunpecioviotkd otoixeia ota {wypaeikd tou A. KoyeBiva
(ogn. 40-41) Ba doupe kal otnv Npwn evétnta s cuddoyns addd kar ous ekBEoels
oxediwv kal xapakukns, pad pe épya tou . Fouvapdnoudou, PE TOUS KUPATIOTOUS
OyKoUs TwvV e€1I0aVIKEUPEVWY HOPPMYV, O avtiBeon pe tnv npookdAAnon ous eANNVIKES
napadooeis tou . Mdoxou (ogn. 29) pe tov éviovo Aupiopd Kal ta pubikd B¢pata. O
I. Zikediotns (ogn. 86-89) kal o B. Lepeptwidns (oeA. 79), av kar pabntés tou Mapbevn
kal o1 dUo, ennpeacpévol and tn Aaikh {wypadikn, to BEatpo okimY Kal tov avBpwnivo
pOxB0, eknpoownouvial PE AVUMPOCWNEUTKE TOUS €pyad, €va tunikd nBoypa@ikod
Nnoptpéto kal pia olvBeon pe oniua, 0 NPWIOS, Kal thv autdxBovn tautdtnta tns
pobitkns tonioypagias o deUTePOS.

Ol ekpPAoTés Tou Poviépvou énws o Mayo (oed. 150) nou péoa and 1o €pyo tou
unootnpilel tnv apxn wns yeudaiobnons, kai o A. Tliepdkos (ogn. 23) NoU UNOVOUEUEI
k&Be évvola taluons ToU NPAyPaTKOU UE TO avanapioTUEVO JEoa and XeHappous
XPWHATK®Y toniwv, napatiBevial kal kKanAItéxves nou Pe appayida v eAAnvikotnta,
OIOUOPPOVOUY VEES MPWTOMNOPIAKES €yxwples npotdoels. Kadnitéxves onws o T.
Toapouxns (oen. 66-69), oen o X. Baoineiou (ogn. 56-59), o N. NikoAdou (cen. 64-65),
ouvBétouv tov KUpIo Koppd tns cuAdoyns, anoppintovias tnv akadnpaikh {wypaikn,
EVIOOOOWEVOI OTa KIVAUATA TOU YETPNPEDIOVIoOU, Tou KUBIouoU Kal tou pwpiouou. Eva
k&pPouvo peydiwv diactdoewy tou N. Eyyovénoudou (oen. 63), éva uneppeaniotkd-
wuxavanutikd oUuvoAo, apXAIONPENES KAl HOVIEPVO, HE Th oTBApOTNTA KAl TNV MUKVOTNTA
nou d1aBétel pia odokAnpwpévn eAaloypagia, oen, evowuatmvetal otn cuAdoyh nou
ouykevipwvel Aadia, oxédla kal oknvikd, and Siagopetkés nepidbdous, MoTEUOVIAS
oty autoténeia tou €pyou tous. O A. Acotepidbns, (wypdPos ToU aVOIXToU XMPOU,
pabnts tou Nik. AUtpa, ota Metéwpa (oed. 50-51) napouciddel pia véa avatpentkn
avtiAnyn BpnokeutkAs NpoohAwaons, TO00 GO0 Kal N CoUPEARIoTKN AUTOPATN YpapN
tou N. T. Mevtdikn, (ogA. 61) oto tonio Tou ZiyyIukoU KOAMoU.

Ta xpoévia tou ‘30, PEWd N PIKPAOIQUKA KATtaotpo®n, diavontés kal dnuioupyoi,
Siapopedvouy pia véa aviinyn yia tnv natpida kal v xvn. Ta véa NBn kai ta €01pa,
n véa eikaotukn nBoypagia, N avakaivion twv URIKOV KAl EKPPACTK®Y epyansiwy,
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n afdayh s onukns @épvouv évav kaivoupio agpa otnv edinvikh {wypa@ikn. Vool
avbpwBnkav ta xpdvia autd, o I. lafins (oen. 96-101), o . Znupdnounos (cen. 75),
o . Maupoidns (ced. 70-73), Eepetyouv and us 161dlouces eANNVIKES ouVONKes Kal
dleupUvouy eupwnaikd tn petanonepikn yevid. Méoa an’ tnv eEnpeaioviotkn agaipeon
Tou Xtdpou (ogn. 95), kal tn pwrtoxuaoia twv Atépuovwy nediwv, diapop@vetal n opada
TWV EIKAOTKWY Nou €dpaaav Kal ektds eAANVIK@OY ouvopwy, Onws n Xpuoa (oen. 128), pe
1a avayvwpiolya cupPonid s, onpata olyxpovwy Kataotdoewy Kal avaykdv, Nou pas
EVIUNMVOUV pIa véa TEEN npaypdtwy kal otnv xvn' o Eupwnaios Xpiotopdpou (oen.
90), YE US TEPATIKES HOPPES, AvaNTUOOEl PE TPAYIKA Kal Biain xeipovopia to nukvd ufikéd
U’ 0 efeyelakds afnd ouaiaotkés M. Mpdoivos, pe us elelBepes knnibes penavns,
oxnpatiCel paupa tonia anid kal npéowna oav tonia (oen. 80-83). O A. Mepdikidns kal
n noAitukonoiNPévn Kal EEATOPIKEUPEVN NIKAIPATNTA MOU EVOWHATWVEl ot {WYPAPIKA
tou cuvbualouv agaipeon Kal lonavikn npwtonopia (oen. 93).

MEe US KATAOKEUES, Tnv Kataotpoph twv nanaidv dopwv, o N. Keooavins (oen. 114-117)
kai o X. Kapds (oeA. 119) oen opilouv 10 véo anpdapnto tns eAANVIKAS TEXVNS MOU PEPVEI
™ pNEN oTNV EIKACTIKA NEAYPATKOTNTA TS XWPas. O KAIVOTOIES, N VEWTEPIOTKN Yatd
tou Aavini (ogn. 103), tou TodkAn (oed. 124-127) kal tou MauAou (ogn. 120-123), tou
ekpnkukoU Mavidpa (oe. 129), kaAnitexviv nou Slafpdvouy tnv UAN, aKUPWVOUV TO
1endpo Kal opapatidovial 10 acupPifacto otnv xvn, anotedolv —ws yevid tou '60,-
evioxupéva kepdnaia tns tuddoyns Boyiat¢dydou. O M. MpdBpanos, nou kiveital otov
XWPO 10U peaniopol pe oxedlaoukd (oen. 147) otoixeia, napouciddel pia ousIaotkn
paptupia ts KOIVWVIKAS S1AoTacns tns t€xvns, 6nws Kal n pugpephn anotdnwon (wns and
tov . Miyébn (oed. 106-108) tnv E. Mnoudyoupd (oen. 85), tnv K. MapaykonouUdou (oen.
76-77). AvtiBeta, o B. Anuntpéas (oed. 131) kar o I'. Mndios (oen. 130) tonoBestouvial
O€ pIa Npwtonopia Npoownikn, Pe eualoBnaoies kal Ekouyxpoviopous Bepeniakous. Evas
npwiyos B. Kavidpns (oen. 104-105) pas ekninooel pe tn {wypapikdtntd ou.

H npdwn evotnta wns ékBeons kai tns ékdoons onokAnpvetal e tov A. Mutapd (oen.
132-135) ced nou petanndBel tous anfols avBpwnous O UVNUEIOKES QIYOUPES WE
(wypagikd eCwtuopd kar tov A. ®aoiavé (oen. 136-143), nou cuvbudadlel tnv apxaia
ayyeloypagia, tn Bulavuvn txvn, pe v abwdtnta tou BedeIAou. And ta Pacikd
kepanaia tns MvakoBnhkns Boylat(dydou, o daciavés cuvexioths tou nBoypadikou
kAipatos tou Meocononépou, Ba anotwndoel tn petdBacn tou EAAnva and tn yertovid
otous oUyxpovous puBpous, pe to 61kd tou povadiko 16iwpa. To 1935 €ival 1o oUvopo
yla tnv enépevn evotnta.

OnokAnpwvovtas Bénw va enionpdvw ot og pia cufidoyn nou €yive pe aydnn, Ynopsf
kaveis va Slakpivel keva. Opovtidoupe va oupninpwBouv. Kal as pnv Eexvape nws ol
diapopeukol kaAditexvikoi npooavatoniopoi tnhs uddoynhs . N. Boyiat{dynou deixvouv
10 evOIaQépov Tou oUANEKIN va AMoKINOEl O ENIOKENTNS NS TivakoBNkns «Xndptn»,
pia ofokAnpwpévn oyn s enAnvikAs t€xvns. Na 600si, yéoa an’ tnv NPOowWMNIKA Tou
onukn, n eukalpia yia aiocBnukh naideia, autoyvwoia, kadnigpyeia kal ogfacpd otnv
noAiotkN pas kAnpovould.

Auyouotos 2013

BIBAIOTPADIA

Kdwotas Mahapos
(y. Ade€dvdpeia 1913-n. 2007)

Eowtepik6é MntpénoAns
Aad1 og kapPa

81 x 65 cm
ap. 55/ purch. 334

1. ZHMEPA H TEXNH, Ytaupos Tolykdydou/ekd. Kaotavidw, 2010, 2. H ouAdoyn ths ALPHA BANK, H EAAHNIKH TEXNH AMO TO 1920 EQY YHMEPA,2007,
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METAMOPOQIEIZ TOY MONTEPNOY, H EAAnvikn Epneipia, EBvikn MivakoBnkn, 1992., 7. LZYAAOTH T I. KATZITPA, Anpoukn MivakoBnkn Adpioas, 2005, MiAuddns
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EMOIETZOTAQY, Nebtepn kal Z0yxpovn EAAnvikA Téxvn, 1999.
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Giorgos Bouzianis
(b. Athens 1885-d. 1959)

Figure of a woman
watercolor

33,3x27,2cm
cat. N°88 / purch. 222

Emanuel Zeppos
(b. Pyrgos East Romylia 1905-d. 1995)

Girl with pigtails
oil on canvas
35x30cm
cat. N°32 / purch.539

The art space

The Giorgos N. Vogiatzoglou art space was set up in February 2013 and was based on
the collection of works gathered together by the art-lover architect over a period of 30
years. The opening of the art space served to complement the concept of a ‘space for
culture’ which is often attributed to those dreamers who invest in art, and especially in
the refugeés neighbourhood of Nea lonia. At a distance from the hydrocephalic centre
of Athens, Giorgos Vogiatzoglou decided to invest in his place of origin, in order, first
and foremost, to pay tribute to his fellow-citizens and his fellow human beings. The
decision to embark on this undertaking without consultants and grandiose planning
demonstrated from the very first moment the intention of all involved to make this
vision reality immediately — on the site which already existed, with dreams of a larger
building in the future.

The first exhibition, devoted to a single painter,’ demonstrated the character of the art
space. Without the collection, or even a part of it, being publicised, the opening was
dictated by the need contained in the words “Now, in the midst of the crisis, let's go!”.
And it was with these words that | identified myself, and so the opening exhibition
circumvented the big names and concentrated on the potential and future of youth. |
was thrilled by a ‘little breeze’, a freshness which | hadn't felt for years in the world of
art ...

An initial condition laid down by the Vogiatzoglou family was entrance free of charge
for the public and their general participation, apart from the art exhibitions, in parallel
musical, theatre, and literary events. Furthermore, in the area of art, we set ourselves
to supplement the works already in the collection with new acquisitions, by generation
and artist.

“The poetic projection of truth which is incorporated into the work of art is never
realised in the void and in the undefined”, we are told by Heidegger in The Origin
of the Work of Art. And these became our aims: first, that the art space should be
full of people, and that the dialogue between the public and the exhibits should be
intelligible and on equal terms; second -and in the light of a plan- from exhibition to
exhibition and from book presentation to concert, the place should goad sensibilities,
shape critical thought and aesthetic criteria, and should contribute, even if minimally,
to the civilising of everyday routine.

The organising of the works which the collection possesses, their study, and the quest
for new ones to strengthen it have enriched my own personal art space of memory and
aesthetics. For this whole undertaking, in my role as curator / director, to begin with,
there was enthusiasm. Gradually, it became faith.

The collector

Whatever advice you give to a collector, he knows from the start what he likes; so it
has proved in my experience. And he will go on for ever following his instinct, at least
for as long as he enjoys his collection privately. When the collection is going to be
publicised, ‘the ear becomes more attentive’, because the collector is exposed just as
much as the artist in an art art space. The presentation of a collection is not confined
to the recording or categorising of the works, but also involves the personality of the

! Exhibition / publication: Alekos Kyrarinis, curator / texts: Louisa Karapidaki, Nereus publishers / February
2013.
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collector, whose quest - study — persistence — and the value of the works, individually
or in total, reflect his intentions, origins, and development. | could write a thick book
about Greek collectors who, after years of slipshod, emotional, and often calculating,
evaluation, turn back and disparage their first loves and term their choices of other
times 'mistakes’.

Giorgos Vogiatzoglou, from a refugee family, a paterfamilias, a trusted businessman,
was always sensitised to his environment. Selections and purchases were built up
gradually as the years went by. The works which make up the collection are material
evidence of aesthetic evolution. In spite of the fact that little by little he specialised
in the generation of the ‘30s and the ‘60s, and, recently, in young painters of the
last decade, his relationship with his artistic past is at one and the same time erotic
and romantic — erotic as in ‘for ever mine’, and romantic as in ‘life and art are one’.
He honours them all - small and great, known and unknown. In the light of these
considerations, without regrets and with no intention of having a ‘clean-out’, Giorgos
Vogiatzoglou has created a collection which today, in 2013, has been catalogued to the
extent of one-fifth, is updated, and explores enduring values. What is it characterised
by? Multifariousness, breadth, dynamism, generosity, related trends, perseverance at
the easel. Painting.

The collection

The Giorgos N. Vogiatzoglou Collection will be presented in five units, in stages, in
parallel with the periodical, themed, and personal exhibitions which are being organised,
following a chronological reading of the works, based on the date of birth of the artists.
A stylistic or morphological classification shaped by generations or movements has not
been followed, because the works in the collection are unevenly distributed in terms of
generations, sometimes with earlier and sometimes with later works. The collections of
engravings and drawings are particularly rich and updated. At the same time, sculpture
has been supplemented from the early twentieth century to the present.

Regardless of the division into periods of modern Greek art, | feel bound to linger
over some of the artists in the collection, either because their works are important
examples of Greek style, or because the collector has created representative chapters
by means of their pictures, as in the case of Parthenis, Fasianos, Tsarouchis, Mavroidis,
and Prasinos in the first unit, and of Theofylaktopoulos and Derpapas, for example, in
the subsequent presentations of the collection. The large numbers of the works do not
allow an account of all the artists in the catalogue and exhibition; we shall show them
later in a themed manner. Beginning in October 2013, the periods are divided up as
follows:

Painting 1870-1935

Painting 1935-1960

Painting 1960-2000

Painting / sculpture / new media from 2000 to the present

Drawings / engravings / sculpture from 1900 to the present

Included within the chronological limits of the collection are some 140 years of history

of modern Greek art, the oldest work being the poetic water-colour of Alex Barkoff
(p. 31), the Finnish painter who lived in Athens and Thessaloniki.

Andreas Vourloumis
(b. Patra 1910-d. 1999)

Landscape
oil on plywood
40 x 50 cm
purch. 567

Giorgos Manousakis
(b. Heracleion Crete 1914-d. 2003)

Condominium
oil on wood

38 x 27 cm
purch. 228



Giorgos Moschos
(b. Alexandroupolis 1906-d. 1990)

Pindos mountain
oil on canvas
48,5 x 53 cm

cat. N°81 / kt. 383

In the first unit, he is followed by the artists who were influenced by Munich and
Paris, and were founders of the structure of light and colour in Greece, such as Spyros
Vikatos (p. 21), Constantinos Parthenis (p. 46-47), Constantinos Maleas (p. 45), and
their contemporaries in the ‘Techne’ group. The first of these is represented by two
historical landscapes, the second by a painting of an unnamed sea-shore. Both describe
the object and the space as a specific unit, they incorporate their experiences, and
penetrate into the inner world of the landscapes in a pagan mood, with the colour
serving as a lever for feeling. We shall see in the collection artists who worked within
extrapolations of the school of Munich, such as in the plein air and impressionistic
rendering in the work of Nikolaos Othonaios (p. 43) and in the starting-point for a
modern approach in the still life by Oumbertos Argyros (p. 39). The subjective rendering
of subjects in painting, the personal moment, is integrated through the dramatic
psychological element introduced by George Bouzianis (p. 48-49) into Greek painting.
The water-colours in the collection show two of the themes which Bouzianis pursued
to the point of the complete loss of shape and form - human or of still life.

At the same period, Costas Malamos (p. 25) balanced between realism and plein air,
as he portrayed in a masterly way sometimes his place of origin and sometimes urban
floriography - a subject with which Pavlos Mathiopoulos (p. 34) also occupied himself.
Mathiopoulos was, on the one hand, one of the principal exponents of the Greek
identity, but, on the other, in the typical vase of flowers in the G. N. Vogiatzoglou
Collection reflects a new - free - style. We shall see impressionist features in the
paintings of Lykourgos Koyevinas (p. 40-41) both in the first unit of the collection
and in the exhibitions of engravings and sculpture, together with works by Giorgios
Gounaropoulos with their undulating masses of idealised figures, which contrast with
the adherence to Greek traditions of George Moschos (p. 29), with his intense lyricism
and subjects from mythology. Giorgos Sikeliotis (p. 86-89) and Valias Semertzidis (p.
79), though pupils of Parthenis, influenced by folk painting, the shadow theatre, and
human toil, are present through representative works: a typical genre portrait and a
composition showing houses in the case of the former, and the indigenous identity of
the landscape of Rhodes, in that of the latter.

With the exponents of the modern, such as Mayo (p. 150), who by means of his work
supports the principle of trompe |I" oeuil, and Alkis Peirakos (p. 23), who undermines
any notion of the identification of the real with what is represented through torrents
of landscapes of colour are juxtaposed the artists who, with the seal of '‘Greekness’
upon them, shaped new pioneering proposals within Greece. Artists such a Yannis
Tsarouchis (p. 66-69), Spyros Vasileiou (p. 56-59), Nikos Nikolaou (p. 64-65) make up
the main core of the collection; these rejected academic painting and belonged to
be post-impressionist, cubist, and fauvist movements. A study in charcoal of large
dimensions by Nikos Engonopoulos (p. 62-63), a surrealistic-psychoanalytic work, both
archaising and modern, with the robustness and denseness possessed by a rounded
oil-painting, has been incorporated into a collection which includes oils, drawings, and
stage sets, from different periods, in a belief that his work should be self-contained.
Agenor Asteriadis (p. 50-51), a painter of the open air and pupil of Nikiforos Lytras, in
Meteora, demonstrates a new, disruptive approach to religious devotion, as does the
surrealistic automatic style of N.G. Pentzikis (p. 61), in the landscape of Sigitic Gulf.

In the years of the ‘30s, after the Asia Minor Disaster, intellectuals and creative artists
formed a new approach to homeland and art. The new manners and customs, the
new genre painting, the renewal of materials and tools of expression, the change in
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the viewpoint brought a wind of change into Greek painting. Those who grew up in
these years — Yannis Gaitis (p. 96-101), Yannis Spyropoulos (p. 75), Giorgios Mavroidis
(p. 70-73)- escaped from the particularity of conditions in Greece and broadened
out the post-War generation in the direction of Europe. Through the expressionistic
abstraction of Stamos (p. 95), and the outpouring of light in Endless Fields, the group
of artists who were active outside the borders of Greece took shape. These included
Chrysa (p. 128), with her recognisable symbols, signs of modern states and needs,
which impress upon us a new order of things in art; the European Christoforou (p.
90), with his monster forms, develops with a tragic and violent gesture his dense
material; the elegiac but substantive Prasinos (p. 80-83), with the free streaks of blue/
black, forms black landscapes, as well as people like landscapes. Dimitris Perdikidis
(p. 93) and the politicised and individualised topicality which he incorporates in his
painting combine abstraction with the Spanish avant-garde.

With constructions, the destruction of the old structures, Nikos Kessanlis (p. 114-
117) and Christos Karas (p. 119) define the new alphabet of Greek art and bring
about a break in the realities of art in Greece. The innovations, the novel viewpoint of
Danil (p. 103), Tsoklis (p. 124-127), and Pavlou (p. 120-123), of the explosive Paniaras
(p. 129), artists who erode the material, do away with the easel, and envision the
uncompromising in art, form - as a generation of the ‘60s — chapters of particular
strength in the Vogiatzoglou Collection. Panagiotis Gravvalos (p. 147), who belongs
within the space of realism with elements of design, offers a substantive testimony to
the social dimension of art, as does the tender representation of life by Yannis Migadis
(p. 106-108), Eva Boulgoura (p. 85), and Koula Marangopoulou (p. 76-77). On the
other hand, Vangelis Dimitreas (p. 131) and George Milios (p. 130) are to be placed in
an individual avant-garde, with sensibilities and fundamental modernisations.

The first unit of the exhibition and the publication is completed with Dimitris
Mytaras (p. 132-135), who remodels ordinary people into monumental figures with
an exoticism of painting, and Alekos Fasianos (p. 136-141), who combines ancient
vase-painting and Byzantine art with the innocence of Theophilos. Among the basic
constituents of the Vogiatzoglou Collection, Fasianos continues the genre painting
climate of the inter-War years and records the transition of the Greek from the local
neighbourhood to modern lifestyles in his own unique idiom. The date 1935 borders
upon the next unit. An early Kaniaris surprises with its “paintingness” (p. 107)

In conclusion, | would like to point out that in a collection assembled with love, gaps
can be identified; we are doing our best to fill them. And it should not be forgotten
that the various artistic orientations in the G. N. Vogiatzoglou Collection demonstrate
the concern of the collector that the visitor to the ‘Sparti’ art space should gain a
comprehensive overview of Greek art. It is hoped that, by means of his personal
viewpoint, an opportunity will be given for aesthetic education, self-knowledge,
cultivation, and respect for our cultural heritage.

August 2013

BIBLIOGRAPHY

Alexis Barkoff
(b. Helsinki 1870-d. 1942)

Horse and cart
watercolor

38 x 46,5 cm
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Maulos MaBi6noulos
(y. ABrva 1876-n. 1956)

AvBoypagia
naotén oe xaptu

33 x 55 ek.
ap. kat. 53/ kt. 431

Pavlos Mathiopoulos
(b. Athens 1876-d. 1956)

Floriography
pastel on paper

33 x55cm
cat. N°53/ purch. 431
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oeida: 36
ANéEavbpos Xpiotogns
(y. Neipaids 1882-n. 1953)

MuUAos

Aadi os EUAo

48 x 34 ek.
ap.kat. 141/ ku 54

oedida: 37
Anpos Mnpaéaoas
(y. Aitwniké 1880-n. 1964)

Tonio

A4d1 og EuAo

48 x 33,5 ek.
ap.kat. 90/ kt. 76

Page: 36
Alexandros Christofis
(b. Piraeus 1882-d. 1953)

Mill
oil on wood

48 x 34 cm
cat. N°141 / purch. 54

Page: 37
Dimos Braessas
(b. Aetoliko 1883-d. 1964)

Landscape
oil on wood

48 x 33,5 cm
cat. N°90 / purch. 76

OuuBéptos Apyupos
(y. Kapana 1883-n. 1963)

Nekpn @Uon
Aa61 og kapPd

35 x 45 ek.
ap. Kat. 2 / Kt 382

Umberto Argiros
(b. Kavala 1883-d. 1963)

Still life
oil on canvas

35x45m
cat. N°2 / purch. 382
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AukoUpyos KoyeBivas
(y. Képkupa 1887-n. 1940)

Inkoudvas
Aad1 og xaptov

15 x 23 ex.
ap. kat. 42 / kt. 405

Lykourgos Kogevinas
(b. Corfu 1887-d. 1940)

La Seine
oil on cardboard

15x 23 cm
cat. N°42 / purch. 405
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Nik6Aaos OBwvaios
(y. Kadapdta 1877-n. 1949)

Bdpka

Aadi os Ao
19,5 x 24 &k.

ap. kat. 97 / Kt 441

Nikolaos Othonaios
(b. Kalamata 1877-d. 1949)

Boat
oil on wood

19,5 x 24 cm
cat. N°97 / purch. 441
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Kwvotavtivos MaAéas
(y. Kwvotavuvounodn 1879-n. 1928)

Tonio pe Balacoa
A4d1 og EuAo
15 x 20,5 k.
ap. kat. 57 / kt. 288

Konstantinos Maleas
(b. Constantinople 1879-d. 1928)

Sea landscape
oil on wood

15x 20,5 cm
cat. N°57 / purch. 288
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Kwvotavtivos MapBévns
(y. ARegavdpeia 1878-n. 1967)

To mkpd ekkAnodki tns Kepalovids
Aadi oe kapPa

24,5 x 32 &k.
ap. kat. 102 / kt. 499

Konstantinos Parthenis
(b. Alexandria 1878-d. 1967)

Small church of Kefalonia
oil on canvas

24,5x32 cm
cat. N°102 / pur