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YANNIS MORALIS

A 20th-century classic

Yannis Moralis matured into an accomplished artist in the 1930s. A
student at the Athens School of Fine Arts since age 15 (1931), he ac-
quired a solid artist's training. Two of his professors, the most mod-
ern ones, Parthenis and Kefallinos, pursued, each in his own way,
a classical ideal. Kontoglou, Pikionis, Papaloukas, Ghika and the
young rising stars, students and followers: Tsarouchis, Diamanto-
poulos, Engonopoulos, Vassileiou, and more, were the most promi-
nent figures at the time. The Trito Mati review, an instrument of the
avant-garde, was eagerly read. Greek and international theoretical
writings converged towards the “utopia” of a Greek ideal that sought
aesthetic and formal bearings in both tradition and innovation.

The artistic mesoclimate in interwar Greece was often seen as a
national peculiarity. Yet, numerous studies and exhibitions have
demonstrated the scope of this phenomenon. The ambiguous
motto “return to order” - “return to tradition” resounded throughout
Europe in the aftermath of World War |, reflecting the urge to re-
store the ruins and, above all, the values.

In Greece, the return to tradition following the Asia Minor disaster came
in a different flavour. The dismembered body of the Greek identity
sought unity in art. Moreover, the more familiar traditions — the Byzan-
tine and the folk — not only reminded of the lost fatherlands, but also
confirmed the principles of modern art by giving them native status.

Greek painters of the generation of the 1930s, therefore, were not
a historical deviation. They spoke in an idiom that belonged to the
language of their time. What idiom was that? But of course Greek!
With his usual bull's eye succinctness, Moralis summed it all up
in one phrase: “Greekness? | think this might be an issue for phil-
hellenes, not for Greeks”. "An artist expresses himself through the
wounds of his time,” noted the artist in an interview. Through the
“wounds of his time”, Yannis Moralis produced body of work that is
both contemporary and classical.

Moralis arrived in Paris — via Rome — in 1937. The young artist ar-
rived intime to visit the Paris Expo. Picasso’'s work of protest against
the barbarity of the 20th century, the Guernica, in the modernist
pavilion of Democratic Spain, impressed him, yet did not influence
him. Another exhibition revealed Domenicos Theotokopoulos to a
dazzled Moralis. | added to the list of my teachers Greco, Picasso,
Braque, Matisse,” confessed the artist.

[MANNHZ MOPAAHX

‘Evag kAaokac tou 2000 atwva

0 Mdvvng MdpaAng dlapop@wvetal kat wpluddel yéoa otn dekastia tou “30.
MaBnti¢ otn 2xoAn Kahwv Texvawv and dekanevie e1wv (1931), kataktd pla
otépen kaAAexvikn nawdela. Avo and toug daokAAOUG Tou, OL MO HOVIEPVOL,
o MapBevnc kat o Kepalnvdg, kaAepyoUv, o kaBevag pe Tov Tpdno Tou, £va
KAQOWKS 10avikd. Aeandlouoeg puUaloyvwIEG TNG enoxng eivat o KévioyAou, o
Mkwvng, o ManaAoukdc, o Mkikag kat ot veapo{ avatéANOVIEG AoTEPEG, pabn-
TG Kal akdAouBot: o Toapouxng, o AlapavidnouAog, o EyyovdénouAog, o Ba-
olAelou K.4. To Tpito Mdti, dpyavo Tng npwtonopiac, dafdletat dnAnota. In-
vevi Kat &eva BewpnTikd Kelueva ouykAivouv Npog tnv «outonia» evog eAAN-
VIKoU 10gwdoug, nou avaldntd atoBntikd Kat pop@ikd epelopata 1600 otny na-
pddoon éoo kat otnv Npwtonop(a.

To KAAMTEXVIKO PIKPOKAIpA TG EAAADAG Tou HeGOMOAEUOU EpUNVEUTNKE GU-
xvd w¢ eBvikni Wotunia. MoAudplBueg €peuveg Kal ekBETELG €X0UV WOTA00
anodei&el 10 eUpog Tou @awvopgvou. To dNAS kat appionpo cuvBnua, «ent-
otpopnl otnv 1d&n», «eNoTpo@n otnv Napddoon», aviixnoe o' 0AGKANPEN
v Eupddnn tnv enadplo Tou Npwtou naykoopiou noAépou, ekppdloviag tn
onoudn yla avactiAwaon twv epetniwv Kal, Kuplwg, Twv aélwv. 2tnv EAAGDa,
n enwotpopn atnv napddoon, Tnv enopévn NG Mikpaolatikng Kataotpong,
eixe dMo xapaktpa. To dlapeMOPEVO 0wa Tou EAMNVIcoU avalntolaoe Ty
eveéTNTA Tou PEaa otnv TExvN. AMWOTE, oL eyyUtepec Napaddoelc —n Bulavit-
VA Kat n Agikn—, dxt gévo Bupidav Tiq xapeveg natpidec, aAd enaAnBeuav Tig
{Oleg TIG apXEC TNG poviEpvag texvNC, Oivovtdg Toug niotonolntikd 1Bayevelag.

Ot EAAnveg Cwypdgol Tng yevide tou 30 dev ouviatolv Aotndv LoTopIKN na-
PEKKALON. MoUv €va 1dlwpa nou avAkel 0Tn YAwooa Tou Kapou Toug. MNoto
WBlwpa; Ma @uotkd eMnvikd! O MépaAng, pe tn Aakwvikn tou euBuBoAia, ou-
voloe 1o BEpa oe pla mpdtaon: «n eAMnvikotnta; Nopiw nwg 1o npdBAnua
a@opd TouC PINEAMNVEG, OXL TouG EAANVEG». «O KaAATEXVNG K@PAZETaL PE TIG
NANYEG TNG €MOXNC ToU», €{xe Net 0 {wypdpog o Jia ouvevteu&n tou. O Mdv-
vng MépaAng dnpolpynoe PJEoa and TG «MANYEG TNG EMOXNG TOU» £va £pPY0
oUyYXpOoVvo Kat KAQGLKO.

0 Mépaing @tdvel oto Mapiol —péow Pwunc— 1o 1937. 0 veapdc (wypdpog
npoAapaivel va det v MNaykoopia ‘ExkBean. X1o poviépvo nepintepo tng An-
pokpatikng KuBépvnaong tng lonaviag, n ['kepvika, 1o €pyo-kpauyn tou [Mkd-
00, NMou KatayyEAeL Tn BapBapdtnta ToU alwva, Tov eviunwoldlel alhd dev
Tov ennpedlel. Mia dANn €kBeon anokaAUntel atov ekBapo Mépain tov Ao-
prviko Bgotokdnoulo. «Xtoug daokdAoug pou npdaBeaa tov [kpeko, Tov MMi-
koo, Tov Mnpdk, Tov Matic», opgoAoyel 0 KaALTEXVNC.

0 MépaAng eivat kAaowkdg. ‘Oxt kAaokiotne. INota n dlagpopd; O Npwtog cuva-
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VIA 0pYaVIKG TOUG VOUOUG TNG KAQOIKAG HOP@NG, and E0WTEPIKN avaykadtn-
10. Ano pua dnodin toug e@eupiokel UoTepa Toug enaAnBelel Ndvw ota peyd-
Aa npdtuna. O dedtepog Touc anootnBiCel kat Toug puetat. Onwg kéBe yvn-
010G KAAOIKAC, 0 MépaAng kaMAlepyel pia t€xvn avBpwnokevipikn. Ot npoow-
noypawieg tng Katoxnig kat tou Epguiiou eival and ta mo a&étpa pya tou
awdva pag. Ta vekpikd noptpaita tou ®aytolp Kat n {wypa@kn tng Mopnni-
ag eival 1a opgoAoynpéva pakpvd npdtuna NG T€Xvng Tou autn Tnv enoxn. H
ykdpa Tou elval npocwnikn, NEPLOPLOPEVN: XPWHATLOTA YKp(Za, naAuwdn, pL-
6{Covtar ndvw Toug Tpayoudouv Ta duvatd, aknABWTa KOKKLVa, Kat ta yadpa,
10 unépoxa pavpa Tou MdépaAn. O kaATEXVNG XTICEL TN POPUA PE PeyAAa eni-
neda, pe anAég kat andAuta eAeyxdpeveg xelpovopieg. Ot popweg Aoulovat
070 QWG 0 éva aBépufo, xvoudwTtd PwC, NMou anoppo@d TG avakAdoelc. O
nxnpeg Adpelg lvat ondvieg, kat yt autd noAUtiee. MAAL otig npoownoypa-
Oleq, HEPIKEG VEKPEC (PUOELG Kal Kdmola ondvia tonfa, nou polddouy va ava-
dUovtal peaa and tn pviun.

Mpw oto ‘50, n Bepatikn Tou MépaAn anokpuatalwvetal. Av o ToapoUuxng
€nAe&e Tov Upvo Tou PEMEPNPou Kkat Tou veéou, o Mdpaing Ba tpayoudnoel 1o
EPWTIKG UETTWA Tou KopLtoloU. Kdpeg nou kaBovtal aviikplotd i nou ava-
navovtat, oxedidloviag «apxalec» oTdoelg NAAL o€ Napactddeg, Ynpoaotd os
NopTEG. Ta 0WNATA TOUC, Ta PEAN TOUG apBpwVouV PLav apXITEKTOVIKN YWWpPL-
pn. O dwypdpog TNV €lxe PEAETNOEL OTIC VAOUOPPES OTNAEC Tou Kepapeikou
kat Tou EBvikou Mouaeiou. Ta owpata npofdMovtat kat kanote avadvoviat
and 1o oKoTeWd POvTo, nwe atnv epuBpdpopen ayyeloypagia i oty (w-
ypawn g MNopnniag. O MépaAng uy(lel TG QWTELVEC Kal TIC OKOTEWVEG (W~
veG. Opyavwvel Tn oUvBean yewpeTpikd, puBuikd, xwplc BdBoc. O KAaadg
Kavovag, «OUHEWVIa Twy PEPWV NMPOG AAANAT Kal Npog 10 dAov», enaAnBeu-
etat adldkona. H ykdua neplopidetal ota yawdn, oTiG WXPEG, OTLG OlEVEC, 0T
MNAE, 0Ta pavpa, o kdnola aoBeotwdn Aeukd. «Elval ta xpwuata tou [NoAu-
YVWToU», oxoAlale o wypdyod.

Ta EnduBia kat ta EmBaAduia, o Bavatog kat o £pwtag, n e€lowaon ng {wng,
KOpU@WVOUV auth tnv avadiitnon otn dekaetia tou '60. Xiyd-oyd, o dykog
unoxwpel, dlvovtag 1o Npwtelo 010 Neplypappa NoU TeVIWveTal SUVALKA, yia
va unofdAeL tn AavBavouoa tpitn ddotaon. H xpwpatikn kAuaka neplopide-
TaL ota «gpaAdikd» kdkkva (rouge anglais 1 kepaptdi), oto pnAe tou Ppadt-
vou oupavou, oTnv wxpd, aTo AEUKS, To paupo Kat 1o ykpido. KaBe unawiyuog
pwtookiaonc, mou unoBdaAAeL Tov dyko, e€oBeAiletal, To Xpwua elvat andAuta
en{nedo, nhakarto. To napddo&o pe tov MdpaAn ival étt oo ywvdtav no po-
VIEPVOG TO00 YvATaV Mo KAQOIKAG, «MLo apxa{og»* Kat akdun, 640 ylvotav nio
agnpnpévoc 1éoo ywvdtav nio ateBnaotakadg. Ot aviinaAeg kapnUAEG Twv veavt-
KWV 0WPATWY CUPMUKVWYOUV NAvta, 0Ta wpla €pya Tou, To 0edypappa Tou
£pwta. Me autd To navtoduvapo E6pKL 0 {wypdPog avVILETWNIOE VIKNQSOPa 10
ynpag kat tov Bdvaro.

H EBvikn MivakoBrikn-Mouaelo AAe€avdpou YoUtlou td tov asipvnoto Ad-
0KaAo, Tov eunatp(dn nou £@uye and t {wn oepva kat aBopupa, dnwg €4nae,
¢ Napapoveg Twv Xplotouyevwwy tou 2009. H aképatn npoownikétnTa Tou
Méwwn MépaAn, 1o ABoc, 1o €pyo. N avektiuntn SOAKTKA NPOCEoPAd Tou TN

Moralis is a classic. Not a classicist. The difference? The former ap-
proaches the laws of classic form organically, out of inner necessity.
In a certain respect, he invents them:; he then proceeds to test their
validity on the great models of the past. The latter memorises, imi-
tates them. Like all true classics, Moralis pursued an anthropocentric
art. His portraits dating from the Occupation and the Civil War count
amongst the most valuable works of the 20th century. He acknowl-
edged as the distant models of his art during this period the Fayum
funerary portraits and the Pompeii frescoes. His range is personal,
tightly controlled: vibrant, iridescent, coloured greys; on top of these
sing the powerful, spotless reds and the blacks, the wonderful blacks
of Moralis. The artist shapes form in large planes and simple, con-
trolled gestures. His figures are bathed in light — in a quiet, peach-
bloom light that absorbs reflections. Instances of sonorous lights are
rare, and for that valuable. Next to his portraits, a few still-life paint-
Ings and the odd landscape, as if of memories resurfacing.

Circa 1950, Moralis’s thematic core began to emerge crystal-clear.
If Tsarouchis celebrated pre-adolescence and youth, Moralis sang
of a girl's coming into sexual maturity. Kores, seated opposite each
other, or reclined in “antique” poses, next to pillars, against doors.
Their busts and limbs articulate a familiar architecture. The artist
had encountered it in the temple-shaped steles in the Kerameikos
cemetery, or in the National Museum in Athens. The bodies project
and sometimes emerge out of a dark background, in a way remi-
niscent of red-figure pottery, or Pompeli frescoes. Moralis balances
out luminous and dark zones. He arranges the composition in geo-
metric, depthless patterns. The classical principle “the parts must
agree with each other and with the whole™ is constantly reaffirmed.
The palette is limited to earthy colours, ochre, sienna, blue, black,
a few limestone whites. “These are the colours of Polygnotos,” re-
marked the painter.

The artist's exploration culminates in his Funeral Compositions
and Epithalamia, dating from the 1960s - death and love, the equa-
tion of life. Volume gradually receded, handing supremacy over
to the outline, which tenses dynamically in order to suggest the
latent third dimension. The colour palette is limited to “heraldic”
reds (English red, or sienna), to the blue of the evening sky, ochre,
white, black and grey. Any hint of chiaroscuro to suggest volume is
eliminated; colour is completely flat, solid. Paradoxically, the more
modern Moralis became, the more classical, more “ancient” he be-
came; moreover, the more abstract he became, the more sensual
he became. The opposing curves of the youthful bodies in his ma-
ture works become the ideogram of love. This was the potent spell
with which the artist defeated age and death.

The National Gallery-Alexandros Soutzos Museum honours Yan-
nis Moralis, the unforgettable Teacher, the gentleman who passed



away as quietly as he had lived, on the eve of Christmas 2009. The
integrity of Yannis Moralis, his ethos and body of work, his invalu-
able contribution as a professor at the Athens School of Fine Arts,
the pedagogy of the gaze that he practiced for the benefit of all of
us, have all left an indelible mark, not only on the history of contem-
porary Greek art, but on our lives.

The exhibition dedicated to the artist mainly comprises the artist's
substantial donation to the museum, including paintings, drawings
and engravings from 1930 to the mid-1980s. The exhibit is augment-
ed by a series of paintings dating from the artist's last creative pe-
riod, today in private collections. In this way, visitors to the exhibition
will glean an overview of the artist’s overall creative development.

The exhibition A Tribute to Yannis Moralis was curated by the Na-
tional Gallery curator, Dr Annie Malama, with scientific commmitment
and true passion, in close cooperation both with us and with the di-
rectors of the other museum departments: Dr Olga Mentzafou, Di-
rector, Collections and Museum Planning, Dr Michalis Doulgeridis,
Director, Conservation Laboratory, and Konstantinos Arvanitakis,
Director of Administration-Accounting, and his associate, Marina
Makri. Irene Tselepis, Press Officer, managed communications for
the exhibition. | would like to thank them all sincerely. Regarding
the display. signage and digital photographs that support the ex-
hibition, we cooperated with the excellent young graphic artists of
Busybuilding SA. The catalogue and other printed material was lov-
ingly and inspiredly designed by Thymios Presvytis and Thodoris
Anagnostopoulos of Peak Publishing. Sincere thanks are due to all
of the above.

| would like to sincerely thank the family of the late Yannis Moralis for
granting their permission to use photographic material from various
collections and archives. | extend my sincere thanks to all of them,
as well as to my friend, the excellent photographer Jean Francois
Bonhomme, for readily granting us his permission to use his pho-
tographs. Sincere thanks are also due to the collectors who readily
agreed to part with more recent works by the great artist to comple-
ment the array of works in his donation to the National Gallery.

The exhibition was made possible through the sponsorship of

PROTON BANK. | would like to thank my friend, and committed

supporter of our Museum, Mr Lavrentis Lavrentiadis. Thanks are

also due to the communication sponsors: ERT, MEGA, SKAI and

SKAI'100.3, Hellenic Parliament Television, FLASH, VIMA FM, 9.84

FM and the newspaper TA NEA. If not for their support, our exhibi-
tions would not be well known to the public.

Marina Lambraki-Plaka

Professor Emeritus of the History of Art

Director, National Gallery-

Alexandros Soutzos Museum

YxoAn KaAwv Texvav, N nadaywytkn tou BAEPPatoc, nou doknoe o dAoug
Toug EMnvec, dgnoav tnv avegitnAn og@payida Toug Oxt pévo otnv Lotopia Ing
aUyxpovng EAANVIKAG TEXVNG aAAG Kat otnv (Bla T {wh pac.

H €kBeon nou a@lepwivetal oTov KAATEXVN EXEL WE KEVIPIKO d&ova tn peyd-
An dwped Tou NPog To pouoeio kat neptAauBavel (wypapikd €pya, oxedta kat
XAPOKTIKE nou kaAuntouv tnv nepiodo and 1o 1930 €wg ta peoa tng dekasti-
ac tou 1980. Ta €pya twv ouMoywv TG EBviknc MivakoBrkng oupnAnpwvo-
VIaL PE Pia ogpd and nivakeg te teAeutaiag dNPLOUPYIKAG NEPLOOOU Tou {w-
ypA@ou Mou nNpogpxovial anod WIWTIKEG GUANOYEC. 'ETOL, 0 eMoKENTNG TNG €K-
Beong pnopel va anokToeL hla eNonTikn £lkdva NG EEMKTIKAG nopelag oAo-
KANPOU TOU £pyou Tou.

Tnv €kBean Twri otov dvvn MdpaAn enyeAnBnKe e ENLOTNPIOVIKA OUVENELD
kat aAnBvo ndBog n eneAntpla tng ENMMAL. Ap. Avwu MdAaua, og otevn
ouvepyaaia téoo pal{ pag 6oo Kat Pe TG undioneg dleuBuvoelg Tou Mouoe(-
ou: pe Tnv A/vipla ZuMoywv kat MouagloAoyikou Mpoypappatiopod Ap. Olya
Mevtdawou, pe tov Ap. MixdAn Aoulyepidn, AleuBuvtn Tou Epyaotnplou 2u-
viipnong, kat pe tov AleuBuvtd AloikntikoU-Owovopikol  Kwvotaviivo Ap-
Bavitdkn kat n ouvepydtdd tou Mapiva Makpn. H Etprivn TogAenn, ungdBuvn
lpapeiou Tunou, @poévtioe ta Bépata enkovwviag g €kBeang. Toug euxa-
pLoTW 6Aouc Beppud. 2tnv napouciaon tng €kBeang, oTn onyavon Kat otg Yn-
PUIKEC pwToypagieg nou tnv unootnpilouv, cuvepyactikape pe toug &ali-
petoug veapoug ypaploteg tng etatpelag Busybuilding. Tov katdAoyo kat 1o
EVIUMO UAIKG oxedlaoav Kat entueAnBnkav pe gpovtida kat epgnveucn o OUpL-
oc¢ Mpeofutne kat o0 Bodwpng Avayvwotdnouiog tng Peak Publishing. Ogel-
Aw o€ 6AOUC BepUEg euxaploTiec.

Euxaploted Bepud tnv olkoyevela tou asipvnatou davwn MépaAn, nou pag
€dwaoe TNV Adela va XPNOLHOMONCOUPE QWTOYPAPIKO UAKG and dldgopeg
OUMOVEG Kat apxeia. Toug euxaplotw dAoug, dnwg Kat tov @iAo, e€alpeto pw-
Toypdpo Jean Francois Bonhomme, nou guxaplotwg pag napaxwpnoe v
¢dEla va XpNOLWOMOMOOUE TIG YwToypa{ec Tou. OgpueC euxaploties opel-
Aoupe en{ong 0TouG CUANEKTEC Mou pe peydAn npoBupia déxBnkav va ano-
XWPLoToUV £pya Tou Peydhou (wypd@ou, Ta onoia avhkouv aTtnv nito Npdoea-
Tn Onptoupyla Tou Kal cUPNANPWYOUY Ta £pya TNG dwPEAC Tou Npog Ty EBvi-
kn MivakoBrikn.

H €xBeon npayuatonownBnke xdpig otn xopnyia tng PROTON BANK. Euxa-

PLOTW Tov iAo Kal otaBepd unootNPIKT Tou Mouaelou pag, Kuplo Aaupévin

Aaupevtddn. Euxaplotieg opeidw enlong atoug xopnyoug enkowvwviag: EPT,

MEGA, TKAI kat KAl padidgwvo, BOYAH, FLASH, BHMA FM, 9,84 kat Eq.

TA NEA. Xwplc tnv oupnapdotacn Touc ol ekBEoeLC Yag dev Ba yivoviav yvw-
OTEC OT0 €UPU KOWO.

Mapiva Aapnpdkn-TAdxka

Oudtiun KaBnyntpua lotoplag tng Téxvng

AeuBuvrpla tng EBvikig MivakoBrikng-

Mouoelou Ahe€avdpou Youtou



0 Mévvng MépaAng pe t Mapiva Aapnpdkn-MAdka otnv
EBvikn MivakoBrkn 1o peonpépt Ing 15n¢ Anpthiou 1988
(Owrt. Elprivn Toghenn).

Yannis Moralis with Marina Lambraki-Plaka

at the National Gallery, noon, April 15, 1988

(photo: Irene Tselepis).



THE IONIAN SEA LIGHT AND
THE COLOURS OF THE PARTRIDGE

Conversations of Yannis Moralis
with Marina Lambraki-Plaka

Yannis Moralis did not like to give interviews. He could not turn me
down, a young colleague at the Athens School of Fine Arts since
1975, under one condition: that our conversation, which took place
on April 15, 1988 at the site of his retrospective exhibition at the
National Gallery, would not be published as an interview, but as a
compendium of our long conversations all these years during our
meetings at the School. The conversation was taped, but was never
published in its entirety. Many confessions were made during this
conversation. | have respected the artist’s privacy.

In recent years, Yannis Moralis accepted to speak of his life and
work, not only to my colleague Fani-Maria Tsingakou, but also
to several journalists, as well as in the documentary by Stelios
Charalambopoulos Y. Moralis (2005, Periplous, CL Productions,
ERT. EKK). Yet, the importance of who you speak with cannot
be stressed enough. The presence of students from the Athens
School of Fine Arts gave a different character to important sections
of this interview, and to the conversation that unfolded in front of the
artist's works, confirming what Sartre once wrote: ‘It is always the
recipient that signs letters.” That is why we deemed it appropriate to
reprint this interview, first published in Tachydromos magazine on
May 26, 1988. On re-reading this interview, | made the following ob-
servation: The paintings selected, commented upon and discussed
by the unforgettable Teacher in his interview are landmarks in his
career and in his donation to the National Gallery. He had, after all,
already selected the works with which he wished to go down in the
history of Modern Greek art.

The orbit of caress

Yannis Moralis's graceful way of speaking, the spicy jokes he told
with the sly shyness of the eternal adolescent, made the seat next
to the professor extremely popular, especially during long and of-
ten tedious meetings. When | became a professor, in 1975, he in-
vited me, with his characteristic politeness, to sit next to him. | did
not need to be asked twice. And | kept that cherished seat until the
Master retired from the school, in 1983. Retired! It still escapes me
how an “adolescent” can retire.

Yannis Moralis carefully listened in meetings, often intervening in a
conciliatory, even-handed fashion in order to resolve a difference,
always in the direction of justice and leniency. At the same time, he
never ceased to sketch, even for a moment: " eat and write with my

TO ©Qx TOY IONIOY
KAl TA XPOMATA THX TTEPAIKAY

2 UVopIAlec Tou [tavvn MépaAn
pe tn Mapiva Aaunpakn-l1Adka

2tov lNdvvn MoépaAn dev dpeoe va divel ouvevielEelq. Xe Peva, vea ouva-
0eA@o otn XxoAn KaAwv Texvwv and to 1975, dev ynépeoe va apvnBei und
gvav 6po: OTL TN cUVOPIA{a pag, nou gywve éva peonuépt otig 15 Anptiiou tou
1988 010 Xwpo NG avadpoplkng Tou ekBeong atnv EBvikA MvakoBrikn, dev
Ba tnv napouciala wg ouvevieuén aAAd we andotayua Twv Pakpwy ouln-
TAOEWV Mou eixape, 6Aa autd Ta xpovia, OTLG CUVAVIACELG Pag atn 2xoAn. H
ouVopIAla payvnTo@wvnBnKke, aAd 0gv OnPooleUtnke Noté oAGKANPN. ToA-
Aa anpela tng ntav e§opoloynTikd. 2eBAcTNKa ToV IOLWTIKG TNC XApaKINea.

Ta teAeutaia xpdvia, o avvng MopaAng dExTnke va PIANCEL yia T {wn Kat
T0 £pY0 TOU OXL JOvo otn ouvddeiwo Pavi-Maplia Totykdkou, aAAG Kat ot
apkeToUg dnpootoypd@ouc KaBwe Kat 0to a&loAoyo VIOKLUAVTED TOU YTEAL-
ou XapaAaunénouAou, . MdpaAng (2005, MepinAoug, CL Productions, EPT,
EKK). Znpaaia wotdéoo €xel ndvia o cuvoplAnTAG cou. H napoucia twv pa-
Bntwv tng ALKT €dwoe dMo xapaktipa og kdnola onpaivovia onpela ng
OUVEVTEUENG, Kal 0Tn oulATNON MOU EYLVE UNPOCT 0Ta £pYa TOU KAMALTE-
xvn, enBefatwvoviag autd nou gypalie KANOTE 0 2aPTP: «TLG EMOTOAEC TIC
unoypdpel ndvia o napaAnnng». [ autd kplvape okoMWo va avadnyoot-
€U0OUPE QUTA TN OUVEVIEUEN, MOU MPWTIONAPOUCLACTNKE otov Taxudpduo
ot 26 Matou tou 1988. Kat pta napatripnon, nou €kava EavadlaBaloviag
autd 1o Kkelpevo: ol nivakes, nou Eexwpllel, oXoAldlel Kal avaAUeL 0TN CUVE-
VTIEUEN Tou 0 aAnopdvntog AdokaAog, anoteholv £pya-opdanya tng nopei-
a¢ Tou Kat tng dwpedg tou npog tnv EBvikn MivakoBrikn. Eixe Aowndv enAg-
EeL NdN 1a €pya pe ta onola nBeke va pelvel otnv wotopia TG vedtepng eA-
ANVIKNAG TEXVNC.

H tpoxid tng Bwneiag

0 xaplelc Adyog, 1a Ningpdta avekdoTa, ENWHEVA e TNV MovNPn VIponaAo-
oulvn Tou alwviou egnfou, ékavav nepllitntn T Bean d{nAa otov kaBnyntn
Mavvn MdépaAn, 1dlaitepa PAALOTa OTIG HAOKPEG Kal CUXVA aVIapES ouvedpld-
oelg. ‘Otav €ywva kaBnyntpla, 1o 1975, pe tnv guyeévela nou tov dLEKPLVE Nd-
VI0TE, JE KAAeoe va kaBnow d{nAa tou. AAo mou dev nBeAa. Kal kpdtnaa
autn TV akpLBn B€on we v wpa nou o AdokaAog nripe tn oUvia&n tou kat
anoxwpnoe and tn Xxohn 1o 1983. Tn auvta&n tou! AkSpa dev PNopw va Ka-
TaAdPw Nwg évag «€pnBoc» unopel va ndpetl ovvtagn.

0 NMavvng MoépaAng napakoAouBoloe NpooekTKd TG ouvedPLAOELC, Nape-
veBalve ouxvd aLOUPVNTIKG, LOOPPONIOTIKA yla va AUoEL pla dlagopd, ndvia
npog TNV NAgupd NG dlkaloouvng Kal Tn¢ entelkelac, aAAd dev énaue oute
OTLYMN va oxedlddel: «Tpwyw, Kal ypdew [e 1o 0g&l xépl, {wypagilw Ye 10



aplotepd». O MdpaAng eixe polpdoet Tiq Asttoupyiec. BAénw akoun 1o apt-
0TEPG TOU XEPL, APLOTOKPATIKG, GTOALOPEVO W' €va auotnpd BaxTuAidL, va di-
aypdgeL, e avaragpn olyoupld, KAUNUAEC aB€atwy Kopliolwy NAvw oTo
xapti, oav va ¢ xadeue. To nto agnpnuévo oxnpa tou Mépain-kat BpLokd-
paote 10tE otnv nep{odo NG apalpeonG-CUPNUKVWVEL TN VAN TG A@nG.
Mapddoéo! H apn otnv {wypa@kn petagpdletal e tnv ugn. Y1ov Mépain
N yPaupn @ALveL tn vénon pe tnv alioBnon. lowg yU' autd ayanoloe Ty Ka-
MNUAN, TNV Tpoxtd T Bwnelag.

Mapaokeun 15 Anpthiou, peonpépt. MepdlaBaloupe v €kBeon otnv MMva-
KoBnKn, atnpevn NN TPELG HEPEG NpLv and Ta Lotoplkd ykaivia. O MépaAng
elval eUXaplotNEEVOG Kat aviouxog, Onwg évac enueAng aBntig Alyo npwv
and TG e€etdoelc. Ynuatwpol I nopelag Tou, Ta €pya Mou GUYKEVTPWBNKav
yla v €kBeon avacuvBETouy 1o xpovikd plag {wnc. O Cwypdgoc Eavalel tn
dnpoupykn dladikacia, avanAdBel ti¢ ouvBrikeg tng, BuBiletal oto ouyKL-
vnolakd g kAlua. O xpdvoc xdvel ta 6ptd tou, 1o napeABov yivetal napov.
0 MdépaAnc autéc TG pepeG et o €va continuum, G€ HLa XWPOXPOVIKN OL-
dpkela. Mpdowna ayannuéva, xwpoL, avIKelipeva, xpwpata, avakaiouv atn
PVAUN Neplotdoelc, atoBrioelc, aoBrpata. O «xapgvog» N KaAJTepa o Kep-
dlopévoc xpovog avaouvtiBetal, EavaBpiokel Tnv evédtntd tou. AvanAéoviag
Tov NpakAe(telo notapo, o {wypdpocg avalntel niow and ta NAACTIKA ohya-
10 ™0 Blwpatikn toug agetnpla. Ki ey enwg@ehovpat and v napouaia twv
€pywv yla va enaAnBelow PvARES Kal NaMEC cuUlNTACELG.

0 Mdvvng MoépaAng yewnBnke otnv Apta, otig 23 Anpthiou/6 Malou tou
1916, 10 deUtepo and ta T€ooepa Nadld tou @dAoyou Kwvotaviivou Mo-
paAn kat tng BaotAikng, 1o yévog Avaotaoiou MixdAn. O natépag tou, pabn-
¢ Tou NikdAaou MoAltn kat Tou Xnup{dwvog Adunpou, avBpwnog pe nAa-
T4 Hépewon kat @AeAelBepo nBog, Ba nai&el anowaototikd pdAo otn di-
apdpeWon Kat atnv kAlon tou. «XTtnv Apta neépaca Ta Npwta Nadikd pou
Xpovia, aAAd BupoUpat akdpa noAAd npdyuata. Ot Bulavivég ekkAnaiec,
n Mapnyopntiooa, n Ayla Bodwpa, oL Toxoypapieg, ol EIKOVEG, N ATHO-
apalpa, pou npokahovoav d€o0¢ Kkat pe pdyeuav. Xn BiBAoBAkn tou na-
1€pa You, otnv latopla tn¢ EAAddoc¢ tou Adunpou, avakdiuga ta Ynedw-
14 ng PaBevvag oe paupdaonpeg pwtoypagles. Ta npdypata nou €uele
va ayannow ackouoav navw Jou pla neplepyn €AEN avapelktn Pe TpOUO0».
H yiayd tou Cwypdpou kataydtav and elnopn owkoyevela. Eixe teAeidoel
10 Apodkelo atnv Képkupa. Xtnv Apta owletal akopa 1o nNatpikd anitt Ing
pntépag tou. ‘Exel knpuxtel dlatnpntéo. «Tn Aadopnoyld Tnv npwtopUploa
o€ pla Bela pou, adeApn NG pntepag pou, nou wypdeile. TOTE NpWIApXL-
oa va oxedldlw. MNiyalva ye tov natépa pou ato lupvdoto, €nalpva KIdwAL-
€C. TI¢ BoutoUoa o€ PNAe PEAAVL, o KOKKLvo, Kal oxed{ala otov nivaka e
Tpla xpwpata, PNAE, KOKKLVO, Aompo. XTIG KOAMEeG nou neplooguav and Toug
dlaywviopoUg €kava oxedla YEWPETPLKA, EeKvadvTag and TG plyec. 2o lu-
pvdoto €BAena kat Buplveg pe Kteplopata, ote@dvia, avikelyeva, nou epg-
B1lav tn pavracia pou. Kaptd @opd avapwtieyal av ta npdyuata nou Byai-
VOUV KAnote otn {wypa@kn Pou, £pxovial and TG nadkeg Pvnpec. To na-
pagevo eival nwg autég T Bupiveg T EavaBpnika oto &l kAltog tng MNMa-
pnyopntlooac 1o ‘59, nou nnya otnv Aptas.

0 MdpaAng €xel pvnun wypdpou. Yuxvd akouyovtdg Tov Bupduouva apn-
ynoelg and kelpeva tou KAEe nou ypdgel kdnou: «Efyal agnpnuévog pe
avapvnoeLg». XxoAddovTac 10 MOPTPETO MOU EXEL KAVEL TNV MPWTN TOU YU-

right hand:; | paint with my left”. Moralis had separated his functions.
| can still see his left hand: aristocratic, ornamented with a plain
ring, outlining on paper, with a light yet assured touch, the curves
of invisible girls, as If caressing them. Even Moralis's most abstract
form — and this was during his abstract period - distils the memory
of touch. How strange! In painting, touch Is translated into texture.
With Moralis, the line reconciles the mental and the sensory. Per-
haps this is why he loved a curve, the orbit of caress.

Friday April 15, noon. We wander around the exhibition in the Na-
tional Gallery, which is all ready in place three days before the
opening. Moralis is pleased and restless, like a conscientious
pupil before exams. The “signalmen” of his career, the works
brought together for the exhibition trace the chronicle of a life-
time. The painter experiences again the creative process, recre-
ates its conditions, becomes immersed in its emotional climate.
The boundaries of time are lifted; the past becomes the present.
Moralis lives in a space-time continuum these days. Favourite
people, places, objects, colours recall to memory circumstances,
feelings, emotions. The time “lost”, or rather the time “regained”
is synthesised once again; its unity is restored. Going upstream
the Heraclitean river, the painter is seeking behind the pictorial
marks the starting point in his lived experience. And | take the
opportunity of being in the presence of the paintings to confirm
memories and old conversations.

Yannis Moralis was born in Arta on April 23/May 6 of 1916, the
second of four children to the philologer Konstantinos Moralis and
Vassiliki, daughter of Michalis Anastassiou. His father, a student of
Nikolaos Politis and Spyridon Lambrou, a man of broad education
and a liberal mentality, played a decisive role in the artist's shaping
and leaning. "It was my early childhood that | spent in Arta, yet | can
still remember many things. The Byzantine churches, Parigoritissa,
Aghia Theodora, the frescoes, the icons, the atmosphere filled me
with awe and enchantment. In Lambrou’s History of Greece, which |
found in my father's library, | discovered black and white reproduc-
tions of the Ravenna mosaics. The things | was destined to love ex-
erted on me a strange attraction, mingled with fear.” The painter’s
grandmother came from a wealthy family. She graduated from the
Arsakeio School in Corfu. His mother’s family house, listed as a
historic building, still survives in Arta. «l first smelled oil paint at
my aunt's house, my mother’s sister, who painted. It was then that |
first started to draw. | went with my father to the Gymnasium, took
some chalks and dipped them in blue and red ink, and | drew on the
board in three colours, blue, red, white. | used to make geometric
drawings, using the paper lines as a starting point, on exam paper
left over. | used to look at displays with funerary offerings, wreaths
and other objects that excited my imagination at the Gymnasium.
Sometimes | wonder if some of the things that emerge in my paint-
ing originate in these childhood memories. The funny thing is that
| found these displays in the right aisle of the Parigoritissa Church,
when | visited Arta, in 1959."



Moralis possesses a painter's memory. Listening to him, | often
thought of what Klee wrote once: "l am abstract with memories”.
Commenting on that wonderful portrait Moralis made of his first
wife in the black striped jacket (1943), he confessed: “I always
loved the contrast of black and white. My first childhood love — |
was barely nine — was a girl with a strange name. Her face was
as if made of ivory — perfectly white. Her hair was pitch black.”
This antithetical harmony stirred inside him the distant memory
of that face. "Of course, | love black and white for purely aes-
thetic reasons, too. They nicely set off all colours,” he rushed to
add as if to make up for his small emotional digression.

The love affair was set in Preveza, where his father became the
principal at the local Gymnasium in 1923. The town of the poet
Karyotakis was for the ecstatic boy far from the oppressive town
evoked by the poet: “l can still remember a pitch-black sailing
boat — | believe it was from Yugoslavia —anchored at the port.
An ochre yellow line run along the black vessel. Some parts
were red. Perhaps these ochres in my work, beside blacks, this
touch of red, all descend from this magical memory. [...] From
Preveza we used to go to Nikopolis. Xenopoulos's brother - a
typical lonian man — cleaned the mosaic floors. | loved them. |
was speaking of my Byzantine experiences to Kontoglou, much
later, and he told me: "Why don't you paint these things?" We had
taken in our house a refugee woman from Kerassounta of Pontus
after the Asia Minor disaster. She would read to us from Nikolaos
Politis's Greek Folklore. | first encountered the great painters in
some French art books in the library and, above all, in the Pyrsos
encyclopaedia magazine. It was there that | read what Corot used
to say, which ' have never forgotten: ‘Better to be nothing than the
echo of others.” My father bought Bastias's Greek Letters. It was
in the magazine of the Red Cross for the young that | saw two
drawings by Yannis Tsarouchis for the first time.

‘I am imbued with the lonian Sea. We belong to the lonian Sea.
There is another kind of light there, a sweeter, softer light. When
| first came to Athens, | was irritated by the bitter green of the
pine trees. On the contrary, what enchanted me, and finally rec-
onciled me to Attica, was the colour of the olive tree. To think
that an olive tree has all of the colours of Greco's painting! |
said that to Pantelis Prevelakis once, and he loved it. The olive
leaf for instance, cool grey in front, greener on the other side.
The fruit, with those black-purple colours. | do not know why
the olive tree reminds me of Greco.” The light and the colour
of Moralis were to preserve the memory of the lonian. A light
that is liquid, refined, soundless, absorbing reflections. And that
grey, rarely absent from his works, seems to be the distillation
of the memory of the mist that embraced in its magic the wet
lonian landscapes. In front of one of his last works, he remem-
bered his earlier confession about the lonian and added: “I love
greys; | do not know why. | have always aspired to painting in the
colours of the partridge.”

vaika, ekelvo 10 unépoxo Pe 1o pavpo pyé oakdkl (1943), e€ouooyeitat:
«dvta pyou dpeoe n aviiBeon AcukoU-pavpou. H npddtn pou aydnn, n nat-
dIKA-Apouva dev NOUVa EWILA XPOVWV-NTav €va Kop(tol Ye napd&evo ovo-
pa. To npdownd tou Ntav eWVTLoEVLO, KaTaonpo. Ta paAAd tou Katduaupa
aav tou kopdkou». Auti n aviinaAn apuovia Eunvdel Yyeoa Tou T Yakpwi
avapvnon and ‘kelvo 1o npdowno. «B€Bala, 1o donpo Kat 1o pavpo pou ape-
oouv Kat yla Adyouc kKaBapd nAaoTtikoUg. AvadelkvUiouv 0Ad Ta XpWHata»,
Bléletal va enavopBwael TN PIKPH CUYKLYNOLAKA EKTPONA.

Xwpog tou 10UAAou n MpéRela, drnou o natépag tou unnpetel we MNupvaot-
dpxng and 1o 1923. H néAn tou Kapuwtdkn dev eival dlOAoU aG@UKTIKA yLa
T0 €KOTATIKG aydpL. «QupoUual £va Katduaupo eTlo@opo -8appw ntav ylou-
YKoOAdBIKo- nou aykupoBdéAnoe oto Advt. Mua kitpivn ypapun, pla wxpa,
£1pexe Ndvw oto pavpo okapl. Kdnola e€aptipata Atav kékkwva. lowe au-
TEC Ol WXPEC OTA £pya HOU MAAGL 0Ta Paupa, auto To EAAXIOTO KOKKLVO, Va Ka-
Tdyovial and autn tn paykn pvipn». «<Ano tnv lNpgBela nnyaivape otn Ni-
konoAn. O adeApdg tou ZevdnouAou-kAaolkoc Entavnolog-kaBdpile ta Yin-
@WwTd ddneda. Mou dpeoav. MNoAd apydtepa pihovoa yua TG Bulaviveg
pou eunelplec otov KévioyAou Kt ekelvog Hou €heye: «[atl dev (wypapilelg
autd;». 210 onfu elxape ndpel, petd tn Mikpaolatkn Kataotpogn, pla npo-
opuya and tnv Kepaoouvta. Mag dwdBale and tn Aaoypapia tou NikdAa-
ou MoAltn. Toug peydAioug wypdamoug TOUG NPWTOYVWELOa and KATL YaAAL-
kd BBAla téxvne, nou ntav otn BRABRAKN, kat kuplwg and 1o NepLodkd NG
EyxukAonaidetac tou lMupood. Téte dlafaca autd nou eAeye o Kopd kat dev
10 &€xaoa note pou: «<KaAdtepa va pnv eipat tinote napd va sipat n nxw twv
aMwv». O natépag pou €nalpve 1a EAAnvikd [pdupata tou Mnaotd. Exel
avakdAua tov Gwtn KévtoyAou. 210 neplodikd tou EpuBpou Xtaupou Neo-
NToC €(0a yla Npwn @opd duo oxedta Tou Mdvvn Toapouxn».

«To lévio pe dandtioe. Epelc elpaote tou loviou. Ekel €xel Ao pwg, Mo
YAUKO, o padaké. ‘Otav npwtonpBa otnv ABriva ' evoxAolace 10 Nikpo
npdowvo twv neukwv. Avt{Beta, autd nou pe payeue Kat e CUPNEAIWOE TEAL-
KA pe TNV ATTKA ATav 1o XpwPa NG eAAC. I'a okeEPou 0Tl N eAd €xel 6Aa Ta
xpwpata e {wypa@kig Tou [kpéko. To €Aeya kanote otov MavieAn Mpe-
BeAdkn kat Tou dpeae MoAU. Mdpe 10 PUAAO TNC MGG e To Puxpd ykpido
pApootd, No npdatvo niow. MNdpe Tov kapno, W autod Ta pHaupdepd xpwuata
nou pwpilouv. Aev E€pw ylati n Ald pou Bupilet 1o Tkpéko». To WG Kat 1o
xpwpa tou MépaAn Ba kpaticouv Tn pvApn tou loviou. ‘Eva @wg uypd, dt-
UMopgvo, aBdpufo, mou anoppo®d i avakAdoels. Ki' autd to ykpilo, nou
ondvia anouaotdlel and ta €pya Tou, @aivetat va 'val 1o Pvnpoviké andotay-
pa and v opixAn, nou TUAyE Pe To payvddt Tng ta uypd tonia tou loviou.
Mnpoatd o' éva and ta teAeutaia tou €pya, EavaBuudrat Tnv naAdtepn ogo-
Aoy({a tou yia 1o Iévio Kat Tn oupnAnpwvel: «Ayanw ta ykpia, dev E€pw yia-
1. Mavta prodo&ovoa va (wypap{ow P Ta XpWHata NG NEPAIKAC».

H ABriva, n IxoAn, ot @iAot

To 1927 o natépag tou MdpaAn naipvel petdBeon otnv ABrva. H owkoyevela
petolkel kat eykaBiotatal oto Maykpdtl. Tov (do xpdvo eixe neBdvel o Ni-
koAaog Autpag. «E{da tnv avadpopikn tou €kBean oto Zdnneto. TpeAdBnka.
Apydtepa otnv MMivakoBrikn tou MNMoAutexveiou Baupdlape tnv Kuplia e ta
paupa, 10 wpaio NoPTPETO TNG yuvaikag Tou.



0 MdpaAng Ba @rotexvioel, and gwrtoypagia B£Rala, 1o NoptpETo Tou {w-
ypdpou yia Tn IxoAn KaAwv Texvawv (Eva ungpoxo €pyo nou kataotpdgn-
ke OUOTUXWG o€ pta and ti¢ kataAnyelc tou lMNMoAutexvelou.). To eviekdxpo-
vo aydpt dev eixe kAvel AddBoc.

0 NwdAaoc AUtpag yiog tou Nikngpdpou, ntav npdyuatt and touc no po-
VIEPVOUG {wypd@oug TNG yevidg Tou. H {wypapikn Tou xelpovopia Atav yev-
vaia kat dopkn. H ekAoyn tou otn 2xoAl KaAwv Texvwv to 1923, avil Tou
ouvunoynegiou tou lMapBévn, unopel va kpiBnke okavoaAwong, aAAd dev
ntav atuxng. O NikoAaog AUtpag enégepe 10 NPWTO NARYHA OTN 2X0AN TOU
Movdxou ek Twv €0w. Mévo nou xdBnke npdwpa.

H andgaon nAéov eixe napBel. O veapdc MdpaAng Ba ywvétav wypdgoc. O
natépag tou, nou endokipade TNV ekAoYNA TOU, TOV MAYALVE 0TO KUPLOKATIKO
paBnpa tng 2xoAng Kahwv Texvwv. «AdokaAoc Atav o ZtE€pavog Advioac,
€vag yepoc e pouadkl. To pdBnpa ywotav oe pua alBouca oto LodyeLo Tou
KevIplkoU Ktplou, yeudtn ndykoug e ekuayeia».0 lwypdeog MNavvng le-
WPYLONOUAOG, NMou EueAAe apydtepa va navipeutel tnv adeA@n Tou, Tov Npo-
etolyaoe yia ¢ e€etdoeLc.

To 1931, og nAwkia 15 1wy, 0 MépaAng yivetal dektdg otn IxoAn KaAwv Te-
xvv. O NikoAdou, o KanpdAog, o Taapouxng, o AtapavtonouAoc, dAot deya-
AUtepol Tou 6-7 xpovia, Bpiokoviav ndn ekel. «X10 KeVIpIkd Ktiplo tou MoAu-
Texvelou, atov endvw épo@o, oteyaldtav n MvakoBrkn. MNnyaivape ouxvd ota
dlaAeippata va doupe toug EEvoug kat toug EAAnvec {wypdpouc. O Manaviw-
viou eixe ayopdoet ekeivo 10 xpovo (1931) tn Juvaulia twv ayyeAwy Tou BO¢-
otokonouAou. O nivakag pag elxe yonteUoet Je TV TOAUN, TNV TEXVIKN TOU, TO
xpwpa tou. O MNapBévng €Bale Toug pabnTtég Tou va avilypdyouv ta €pya Tou
[kpgko, dnwc ywaotav ota &gva pouoeia. H MivakoBrikn eixe €va yepo @uAa-
ka. K&Be popd mou [ eBAene pou €Aeye: «Eal Ba nac pnpootd». Tnv npw-
N opd nou pe €ide va ouvodelw Kopltot, pou elne: «[1dgl, XAAaoeg Kt £0U».

«Tov Niko NikoAdou, Tov atevdtepo @ido pou, Tov eixa yvwploel npv ndw
otn 2xoAn. Tov ouvavinoa pia pepa Byaivoviag and 1o KUpLlakatiko pabnua.
Zntnoe va dgL ta oxedld pou. ‘Otav unnka otn 2xoAn yivaye axwplotol, nap’
0A0 nou ntav e@td xpovia peyaAlutepdg pou. Epeve otouc A€pndeg. 2uxva
nnyaivape BoAta otov Kepapelkd, avnpopilape otnv AkpénoAn. Téte ayd-
nnoa tnv apxala yAunkn, Ti¢ otAeg, Ta ayyeia. Me tov NikoAdou, eivat ne-
plepyo. Zupgwvouoape oe Bepata {wne. Alagwvouoaues Kapld @opd ot B¢-
pata xvng. Ot {wypdgol Tou Atav o [koyla kal o Pevoudp. Asv Aéw, pou
dpeoav Kat yéva. ‘0tav 10akwvOuaaoTe, NTav yla KAAMTEXVIKE BEpatax.

And toug daokdMouc tou (Tepaviwtn, MapBevn, Apyupd), o Mdépahng Bu-
pdtal ge ouykivnon 1o xapdkin Mavvn Kepalnvé. «Huouv and toug npw-
TOUG paBnteg Tou. Eni t€ooepa xpdvia @ottovoa ta anoyeUuata oTo Epya-
otpLo tou. Neogeppévog and to Maplot (1932), wpalog, poppwpévog, Ko-
oponoA{Tng, o KepaAhnvdg Atav yla peéva natepag, ddokaAog kat gihog. Ka-
noTeE NUOUV TPEAd epwTeupevog. Kivdlveua va xdow tnv KaAn pou. ‘HBeAav
va tnv navipePouv pe dMov. To epmiotedtnka otov Ke@aAinvé. «Tnv aya-
nag noAU;», pe pwtnoe gofapd. ‘HBeAe ouditnon; «Tdte Ndpe TN, KAEYE N>,
pe oupBoUAee. Mou @avnke tpopepd. O Ke@arAnvdg €Byale 10 NopTo@oAL
T0U, TPAPNEe €va nevioxiAlapo -peydAn undBeon 1dte- KAl Pou To NPOOPE-
pe. «[1dpto pou €ine, yia 1a npwta £€€oda. Acv gou 10 xapilw. Ba pou 10 yu-
ploelg kanote. Aev 10 0€xTNKa. H aywvia pou népace. Z€BUpava».
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Athens, the School, friends

In 1927, Moralis's father was transferred to Athens. The family
moved to Pangrati. Nikolaos Lytras had died during the same year.
‘I saw his retrospective exhibition at Zappeion. | was amazed. Later,
at the Technical University art gallery, we admired Lady in black”,
the nice portrait of his wife.”

Moralis made, from a photograph, of course, the portrait of the
painter for the School of Fine Arts (a marvellous work, sadly de-
stroyed during a Technical University occupation). The eleven-year-
old boy was not mistaken.

Nikolaos Lytras, the son of Nikiforos, was indeed one of the most
modern painters of his generation. His painting gesture was bold,
structural. His election as a professor at the Athens School of Fine
Arts, in 1923, over his fellow candidate, Parthenis, may have been
considered as scandalous, but it certainly was not unfortunate.
Nikolaos Lytras struck the first blow against the School of Munich
from within. Unfortunately, he was lost prematurely.

The decision had now been taken. The young Moralis was to be-
come a painter. His father, who approved of his choice, took him
to the Sunday art classes at the School of Fine Arts. “The teacher
was Stefanos Lantsas, an old, bearded man. The class was held
In a room on the ground floor of the main building, full of benches
with casts.” The painter Yannis Georgiopoulos, who was later to get
married to his sister, prepared him for the examinations.

In 1931, aged 15, Moralis was admitted to the Athens School of Fine
Arts. Nikolaou, Kapralos, Tsarouchis, Diamantopoulos, all of them
his seniors by six or seven years, were already there. “The Art Gal-
lery was housed on the upper floor of the main Technical University
building. We used to go there often during breaks to see foreign
and Greek painters. Papantoniou had acquired Theotokopoulos's
Concert of angels that year (1931). The painting fascinated us with
its audacity, skill and colour. Parthenis asked his students to copy
Greco's works, as was done in museums all over the world. An old
guard worked at the Art Gallery. Every time he saw me, he would
say, You are going to succeed.” The first time he saw me in the
company of a young lady. he said, "You turned bad, too, after all.

“I'had met my closest friend, Nikos Nikolaou, before going to the
School. I met him one day coming out of the Sunday art class. He
asked to see my drawings. When | became a student at the School,
we became inseparable, even though he was seven years my se-
nior. He left near Aerides, the Tower of the Winds, in Plaka. We
often walked around in Kerameikos, went up to the Acropolis. It
was then that | came to love ancient sculpture, steles, pottery. A
funny thing, with Nikolaou. We saw eye to eye on matters of life.
We sometimes disagreed on matters of art. His [favourite] painters
were Goya and Renoir. | cannot say that | did not like them. When
we argued, it was for matters of art.”

Out of his teachers (Geraniotis, Parthenis, Argyros), Moralis fondly



remembered the printmaker Yannis Kefallinos. “I was one of his
first students. | studied at his workshop in the afternoon for four
years. Fresh from Paris (1932), handsome, educated, cosmopoli-
tan, Kefallinos was to me a father, a teacher and a friend. Once, |
was crazy in love. | was in danger to lose her. They wanted to marry
her off to someone else. | confided in Kefallinos. ‘Do you love her
a lot?" he asked me seriously. Did he need to ask? Then take her,
elope with her,” he advised me. This sounded terrible to me. Kefal-
linos took out his wallet and gave me a five-thousand drachma bill
— quite a large sum at the time. Take this for your first expenses,
he said. | am not giving it away to you. You will pay it back one day.
| did not accept it. My anxiety passed. | got over it.

“The Athens society was small at the time. Everybody knew ev-
erybody. Pikionis, some twenty years older, an acclaimed teacher,
used to come to my house at Pangrati and check out my work.
Diamantis Diamantopoulos also lived in Pangrati. My father had
him as a student in Gymnasium and spoke very highly of him. | had
seen an exhibition of his at Velmos's Asylo Technis art gallery; he
deeply impressed me. He painted his metaphysical building sites at
the time. We were familiar with De Chirico’s metaphysical painting
from reproductions. | always liked it, and it continues to fascinate
me. But not what he did after 1920. It is as if they were two different
painters. A woodcut | made in Paris in illustration of Cavafy's poem
Voices is influenced by De Chirico.

“In Athens we used to learn everything. | read the magazines Trito
Mati and Eikostos Aionas. | listened to the futurist Marinetti's lec-
tures (Jan.-Feb. 1933). Of course, people did not understand him.
They made a fool of him. | also saw the futurists” exhibition at Nina
Rok's Studio, a cute little art gallery like the ones in Paris, behind
Ai-Ghiorghis Karitsis. It was there that | sold my first painting, in
1934, to the secretary of the Italian Embassy. The price was very
high at the time: five thousand drachmas. | remember that | had
a suit made; | was sorted for some time. Then we were accepted,
Nikolaou and |, still students, in the Eleftheroi Kallitechnes group.
We later exhibited with them.

‘I used to like Derain at first, not the old one, the fauve, or the cub-
Ist — the post-cubist, classical one. | also liked Galanis, who was
influenced by Derain. | used to look at his woodcuts at the Art Gal-
lery. | thought they were influenced by the Byzantine style. | also
loved another painter who belonged to the same current, Errikos
Frantziskakis. He had just returned from Paris and lived in Niko-
laou’s house. We used to hang out together. | had not met Konto-
glou yet. I met him later, during the Occupation. Yet, | was familiar
with his principles and methods through Tsarouchis. It was then
that a change emerged in my work. A temporary one. | made a
few works after the Byzantine, folk way. The two female figures in
At the outdoor photographer’s are among the most characteristic
ones. Yet, | soon broke away. It was not permissible. It was false.
That is what | thought. This style fit printmaking: it suited the gesture
of engraving. It became established there. For painting, we sought

«H kowvwvia tng ABrivag nftav téte pkpn. ‘OAot yvwplldpacte Petaéy pac.
0 Mikiwvne, KapLd etkooaptd xpdvia YeyaAlTtepoc, yvwaotdg Kat Kata&lwye-
VoG KaBnyntng, epxdtav kdnou-kdnou oto onitt pou oto Maykpdtt va deL Tou
B0UAeLd pou. MNaykpatwng Atav kat o Alapaviig AlapaviénouAog. O nate-
pag pou tov eixe paBnti ato Nupvdolo kat tov ekBelale. Eixa det pia €xBe-
an tou oto AguAo Texvng tou BéApou: pou €kave evidnwon. Zwypdetle 101e
10 YETA@UOLKA yand. Tn petaguatkn {wypagikn tou Nte Kipiko tnv E€pa-
pe and penpoviuldv. Mou dpeoe ndvta kat e€akoAouBei va pe yonteuel. Oxt
OUWC autd nou €kave petd 1o '20. Xav va npokettal yla duo Eexwplotouq (w-
ypdpouc. Mia Euloypapia, nou €kaua oto MNapiol yia va elkovoypa@now Tig
®wvec tou KaBden, eivat ennpeaopévn and tov Nte Kipiko».

«Xtnv ABriva nAnpogopoupaote ta ndvta. AdBala 1o Tpito Mdt, tov Ewko-
010 atdva. Akouaa TG OLaAEEeLC Tou poutouploth Mapuvett (lav-®efp.1933).
®uolkd dev Tov kataAdBawvav. Tov kopddeuav. Eida kal tnv ekBeon Twv
(POUTOUPLOTWY Mou opyavwBnke oto 2Touviio Ing Nivag Pwk, pila pkpn xa-
puwpévn ykaAepl, oav naptldvikn, niow and tov An-lwpyn tov Kaputon.
Ekel noUAnoa kat tov npwto pou nivaka 1o 1934 otov ypaupatéa tng (taAl-
KNG npeofeiac. H tun ntav noAU uPnAn yia tnv enoxn, névie XIMAdeg Opax-
péc. Buuoupal ékava KooTtoUpL, BoAeUtnka yia Alyo kawpd. Téte pag nipav,
epéva kat Tov NikoAdou, onoudaoTtég akopa otnv opdda «EAsUBepot KaAL-
TEXVEG». Apyotepa ekBeoape padl Touc».

« TNV apxn pou dpeoav o Ntepalv -dxt 0 naAdg, o wh i o KUBLOTAG- 0 Ye-
TaKUBLOTIKAG, 0 KAaoKAG. Mou dpeoe kat o [aAdvng, mou itav EMNPEAcHEVOG
and tov Ntepalv. 'EBAena tiq Euloypapieg tou otnv MivakoBrikn. Mou @aivo-
vtav 6t Bulavtvidouv. ‘Evag aAog {wypd@og nou Kvidtav oto (010 KAlua, o
Eppikoc ®pavidiokdkng, pou dpeoe noAU. MOA eixe yuplogl and to Mapi-
Ol Kal Katowkouae ato onftt tou NikoAdou. Kdvape napga. Tov KévtoyAou dev
Tov €{xa ouvavinoel akopa. Tov yvwploa apydtepa atnv Katoxn. ‘HEepa dpwe
10 OGYHA TOU KaL TNV TEXVIKN ToU and tov TaapoUxn. TOTE PAVNKE Kal Jla aA-
Aayn otn douAeld pou. Mpoowpvd. ‘Exkava pepikd €pya Bulavtvidovta, Aaika.
Ot duo yuvaikeg 2tov unalBpto pwtoypdpo (1934), elvat and ta nio xapaxn-
pLoTkd. «Mpriyopa duwe», ouvexilel, «E€puya. Aev ntav vépo. ‘Hrav edt-
ko. 'Etot nloteua. Yn xapaktkin koAhouaoe autd o Ugog, Taiplale otn Xelpo-
vopia tng xdpaénc. Exel népace. Na i {wypa@kn, yupelape d1dAyuata and
10 lNaplot. O kaMTEXVNG NpENEL va eKEPAZETAL E TIG NANYEC TNG EMOXNAG TOU».

H Popn kat 1o Mapiot

To 1936 0 MdépaAng netuxaivel oto dlaywviopd tng Akadnuiag ABnvadv yia
pla unotpogia PnwoBetikng oto e€wtepkod. To Mdptio tou 1937 xdvel Tov na-
T€pa Tou. 211G 16 louviou Tou (Blou xpdvou, o véog Cwypd@og @eUyEL yld TN
Poun. EknAnpwvovtag @Akh oud@wvia -émnotog kepdioel Npwtog unoTpo-
ola Ba ndpet padi Tou kat tov dAo- @elyel napea pe 1ov Niko NikoAdou. «Tnv
{0la ouppwvia eixape kdvel kat naldtepa pe tov Kanpdho. Ekelvog Atav non
oto [Naplot pe unotpopia, aAAd ritav NOAU PIKPN yLa va PNopECEL va NAPEL Kat
dAov. H Popn pag pdyele. To unapok, 6Ao padi, to tonio e, ot Adgot... [n-
yaivape ota pouoeia, avePaivape atov MNMaAativo, Ta&devape oto xpdvo, pey-
Baclape, neypdlape 1a dpopwa kopitala. Tdte €kava tnv autonpocwnoypagia
pou pe tov NikoAdou. Ekelvoc €uetve atéAsiwtog, ylati ou €Aeye Nwg To €py0
nTav KaAUtepo 1ot YnéBeoa ot Bapldtave va noldpet». MNapatnpw Nwg sivat
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NEAyHatt NoAU 6uop@o £1aL, Onwc N dIKA Tou Popen elval oto WG, v o Ni-
koAdou oto 0eUtepo eninedo avaduetal peoa and 1o NU{PWG.

Pdtnoa kdnote tov MépaAn av eixe Ty eukatpia otn Pwun va et toug lto-
Aoug Cwypdpouc Tou MeoonoAgpou, Tnv opdda «Novecento», Toug veona-
padoaotakoug tou MouaoAivt. «Eida pepikolc, onwg o Kapd, o Zefepivt, o
KapniAl Epeilc dpwe eixape 10 vou pag oto MNaplol. MNpoonaBouoa va nel-
ow tnv Akadnpla va pou enttpedet va ndw va onouddow oto Maplot. Eixape
pla dpapatikn alnioypagia. O Mewpylog Owovipou, Mevikog Mpappateag
Tou 10pUpatog, pou €ypage: «Ot MdAAoL {wypdpol ovelpeUovtat va ndpouv
10 Prix de Rome yta va ‘pBouv atn Pwun va peAetnoouy toug peydiouc (w-
ypdpoug Tng Avayevvnaong KL oV Bplokeoat ekel kal Beg va @uyelg va nag
oto lNMapiou» Téte TOU andvinoa pe €va ypdupa nou @aivetal Nwe EKave Je-
yahn aioBnan: «Xtn Pwun, €ypaga, eivat o MixanAdyyehog, o PaganA kat
eyw. Epgva dpwe pe evdlagepouy Kal ol evdldpeool». TeAKd Toug €nelaa.
AMwate oxoAn Png@oBetikng dev unipxe otn Popn. Eutuxwg dgv okE@in-
Kav va Je otefhouv otn PaBévva».

«210 MNaplot prdoape otg 17 NoguBpiou 1937. MpoAdBape va entokegtolpe
v lNMaykdéopia ‘EkBeon. Eixape tnv tixn va doupe tn [kepvika tou Mikdo-
00, vwnn akdpa. Entave €vav 0AdkANpo Toixo Tou KouoUu NepINTEPOU TNG
dNPOKPATIKNG KUBEPVNONG NG lonaviag. Xtn péon ntav €va KvnTikd yAu-
nté tou Kdhviep: n Kprivn tou udpdpyupou. H 0pXITEKTOVIKN TOU MEPLNTE-
pou, MOAAA AttA, NoAAR poviépva, pac eviunwolace. Exave peydAn aviiBe-
on e 1a nopnwdn @actotikd nepintepa. Tov (B0 xpdvo eidape v €xBe-
on tou [Kpéko e noAAoUg nivakeg and tn BactAiki cuAhoyn tng Poupavi-
ag. MeydAn lwypapkn! Mou dpeae Wdlaitepa o Ayio¢ Maptivog. Xnoudaio
epyo! Apydtepa eixape tnv eukalpla va doUpe NoAAEC exkBEaelg, Tikdaooo,
Mnpak, Matic. H napga pou oto Maplot Atav o KanpdAog, o MavéAng Xatdn-
ddknc, o Andptnc, o Moup€Aoc, Nou pou ‘Kave YaAAKa Kat Y’ €uaBe v' aya-
nw tov notnt Aa@opyk. Quuduat Nou Pou 'oTeEAE yla 0a0KAAd Jld UNEPOXN
pydoa, pla Mapuvikéla. O Kwatag Anpntplddng, o yAUNTnG, e dleUKOAUvE
noAU. Mou xdploe €va katanAnKTikd kKaBaAéto kat dAAa oUvepya (wypagt-
KNGQ. 2Tevog idog pou rtav kat o Mdvvng lMNManndc. Tou €kava éva NopTpETo.
Eyw ndAt tou noldploa oAGKANPOG Kat pou ekave eva wpaio dyaipa. Aev 1o
Aw enedn gipat eyw. To Yentépfplo tou ‘39, POALG KNPUXTINKE 0 NOAEWOC,
€puya ano 1o MNaplol. Mhyape otn MaooaAla. Meivape ekel eq@td nuépec ne-
pwevovtac to nhofo. Eyw, o KovtdnouAog, o ZnupdnouAog, o KanpdAog, o
Moupé€Aac kat dAot noAAol, 28 onoudaotéc. Zwdetal hia pwrtoypagia. MNhipa
padl pou 6oa €pya pou dpeoav and autd nou sixa kdvel oto lNapiot.

Mnpootd ota €pya Tou lNaptoloy, vatoupaAloTikd akdua, napatnpw: To Ma-
pial, o Mikdooo, o Mnpak, ot {wypdpol nou oac dpeaav, dev 6acg ENNpeacay
dueoa. «Elvat aAnBela, dev nBeha va punBw, va kavw MNikdooo «BeAtiwpe-
vo en{ 1a xelpw», 6nwc Ba €Aeye o Eyyovénouiog. ‘EYaxva va Bpw tov dikd
pou Opdpo. Yndpxouv dPwG NApauop@waoEeLl Jéaoa ata nhaiola tou vatou-
paAopou. Na, 0" autd 1o EanAwpévo yupvo (Muuvd, 1939), pikpawva To Ke-
(AL Kal Tévioa Toug yAoutoug, yiati nBeAa va eyypdPw n olvBeon ¢ éva
pOpBo». Mapatnpw ot elvat Wialtepa ateBnolakd. «Autn n dnoin P’ evol-
€pepe navrote. ‘HBeAa va kpatiow autn tnv aioBnon. Tn pvApn NG a@ng».

H Autonpoownoypapia (1938) tou lMapiolov eivat, Bappw, PETAKUBLOTIKA,
Exel yewpeTpkn andonoinon. Eivat €1o; «[dvia dpxila va wypaeilw pe

lessons from Paris. The artist must express himself through the
wounds of his time.”

Rome and Paris

In 1936, Moralis won an Academy of Athens scholarship to study mo-
saic abroad. In March 1937, he lost his father. On June 16 of the same
year, the young painter moved to Rome. Keeping a friends” promise
("Whoever gets a scholarship first takes the other one along”). he left
together with Nikos Nikolaou. “We had made the same deal earlier on
with Kapralos. He was already in Paris on scholarship, but it was too
small for him to be able to take along the other one. Rome enchanted
us. All of the barogue in the same place, the landscape, the hills... We
visited the museums, climbed up to the Palatino, travelled in time,
daydreamed, teased the beautiful girls. It was then that | made my
self-portrait with Nikolaou. He remained unfinished, as he told me
that the work was better that way. | guess he could not be bothered to
pose.” | remark that it really is very pretty like this, his own figure in the
light, and Nikolaou in the half-light against the background.

| once asked Moralis if he had had a chance to see the Italian inter-
war painters, the Novecento group, Moussolini's neo-traditionals. |
saw a few, such as Carra, Severini, Campili. But we had our minds
set on Paris. | tried to convince the Academy to allow me to go and
study in Paris. We had a dramatic correspondence. Georgios Oiko-
nomou, the foundation's general secretary, wrote to me, ‘French
artists dream of getting the Prix de Rome to come to Rome to study
the great artists of the Renaissance, and you, who are there, want
to get up and go to Paris?’ | replied with a letter that seems to have
caused quite a sensation. In Rome, | wrote, there is Michelangelo,
Rafael and |. But | am also interested in the in-between.” | finally
convinced them. Besides, there was no mosaic school in Rome.
Fortunately, it did not occur to them to send me to Ravenna.

“We arrived in Paris in early October 1937. In time to visit the 1937
Expo. We were fortunate enough to see the Guernica, its paint still
fresh. It took up an entire wall in the elegant pavilion of the demacrat-
ic government of Spain. In the centre, there was a kinetic sculpture by
Calder: Mercury Fountain. The pavilion's design impressed us with
its simplicity and modernity. It was quite unlike the pompous fascist
pavilions. During the same year, we saw Greca’s exhibition with sev-
eral paintings from the Royal Collection of Romania. Great painting! |
especially liked Saint Martin. An extraordinary work! We later had the
opportunity to see many exhibitions — Picasso, Brague, Matisse. My
friends in Paris were Kapralos, Manolis Hadjidakis, Apartis, Moure-
los, who taught me French and taught me to love the poet Laforgue. |
still recall that he sent me a lovely Creole woman from Martinique as
a teacher. Kostas Dimitriadis, the sculptor, helped me substantially.
He gave me a wonderful easel and other painting gear. Yannis Pap-
pas was also a close friend of mine. | made his portrait. | also sat for
him, and he made a nice statue of me. | am not saying this because it
Is of me. In September 1939, when the war broke out, | left Paris. We



went to Marseille. We stayed there for seven days, waiting for a ship.
|, Kontopoulos, Spyropoulos, Kapralos, Mourelos and many others,
28 students in all. A photograph survives. | took along all of the works
that | had made in Paris that | liked.”

In front of the Paris works, still in the naturalist vein, | remarked:
Paris, Picasso, Braque, your favourite painters, did not influence
you directly. “This is true; | did not wish to imitate, to make a Picasso
‘improved to the worse” as Engonopoulos would say. | was seeking
my own path. Yet, there are distortions within the naturalistic con-
text. See for instance this reclined nude (Nude, 1939); | made the
head smaller and accentuated the hips, as | wanted to inscribe this
composition into a rhombus.” | note that this work is especially sen-
sual. “This aspect has always interested me. | wanted to preserve
that feeling. The memory of touch.”

The Paris Self-portrait (1938) is, | think, post-cubist, geometrically
simplified. Is that so? “ always started painting with more geomet-
ric, more architectural shapes. | rounded things out as | moved
along. Here, it remained incomplete. In Lady in pink (1947), with the
exception of the head, which | wanted to be realistic, the rest I might
very well have done now. I liked it like this and | stopped it. The paint
is fresh, because | did not come back to it. Oil turns black if you go
back to it. The more you work at it, the more you tire it out.”

The Occupation

“You know, a Demotic school came to the exhibition two days ago.
Kids made very relevant questions. One of them asked me: "You
have experienced the Occupation. How did that influence your
work?" It did, I told him, but a painter is not a journalist; he nei-
ther records nor describes. | explained to him how experiences are
transformed into art. | think he understood. The Occupation was
hard. In 1941, after my military service, | got married to my first
wife. My works are a little like a diary. The portraits in which | de-
picted her by herself, or with me, date from this period (1942-43). |
got divorced in 1945. During the “interregnum” period, | made Two
friends (1946). The figure at the top is my second wife, the sculp-
tor Aglaia Lymberaki. The one in red is the sculptor Natalia Mela.
| liked her face, it was like a Fayum. They also made a bust of me,
each of them. I finally fell in love with Lymberaki. Here, in this 1948
portrait, she is pregnant.”

A goddess of fertility, as well as of the underworld, an apple in her
right hand, the seated pregnant woman is one of the finest portraits
in Modern Greek art. Austere, monumental, it captivates us with its
psychological density, architecture, restrained colour.

Technique

My students at the Athens School of Fine Arts — Moralis's grand-
children, as we called them, since they are students of his students

0oxAPATa No YEWUETPIKA No apXitektovikd. ‘0o npoxwpouaoa oTpoyyUAEua.
Edw €uewve ateAeiwto. 21nv Kupia ue ta pol (1947), av €€alp€aoelc 10 kKepd-
AL nou nBeha va potddel, 1o undAotno Pnopouoa va 1o €xXw KAVEL Kal Twpal.
Mou dpeoe €tol kat 1o otapdtnaa. To xpwya sivat gpeoko, yuatl dsv ena-
vAABa. To A&dL, dpa enaveABelg, paupicel. oo 10 douAeUelg, TO KOUPAZELG».

H Katoxn

«=Z€pelg, NpoxBeg npBe €éva dnuoTik6 oxoAelo otnv ‘ExkBeon. Ta nadid pou
£kavav epwtnNoelG NoAU elatoxec. 'Eva nadl pe pwtnoe: Znoate tnv Karto-
xn. Mg ennpéaoe 10 €pyo oac; «Me ennpéaoce», Tou elna, «aAd o {wypd-
pog dev eival dnpoactoypdpoc, dev kataypdgel, dev neplypdpel». Tou €En-
YNOa Nwe oTnv TExvN petapop@wvovtal ta flwpata. Nop{lw o6t katdhaBe. H
katoxn ntav OUokoAn. To 1941, petd tov atpatd, navipeUtnka TNy NPWIN Pou
yuvaika. Ta €pya pou eivat Alyo oav ngepoAdylo. An” autn tnv enoxn sivat
10 NoptP£Ta dnou T {wypd@ioa pévn tng i padi pou (1942-43). Metd xwpt-
0a, 1o 1945. Y1n «pecoBactiela» €kava g Avo @ideg (1946). H endvw eival
n 0gUtePN yuvaika you, n yAuntpla AyAaia Aupgnepdkn. H dAAN pe 10 KoK-
ko elvat n y\untpla NataAia MeAd. Mou dpeae 1o npdowno tng, Atav oav
®ayloup. Mou €kavav Kal kelveg and pua npotoun n kaBeptd. Tehkd, epw-
TeUTNKa TNV Aupnepdkn. ESw o autd 1o noptpéeto tou 1948, elvat £ykuogs.

Oed g euyoviag, padi kat xBovia, pe 1o PnAo oto 0eEl X€pL, N KaBLOTH €yKu-
oG yuvaika elvat €va and 1a wpaldtepa NOPTPETA TNG VEOEAANVIKAG TEXVNG.
Auotnpd, pvnpelako, cuvapnddet pe tnv PUxoAoyLkn Tou Nukvetnta, Ty ap-
XITEKTOVLKNA TOU, TN XPWUATIKNA TOU €yKPdTELa.

H texvikn

Ot paBnTtéc pou, ot anoudaoTég NG XX0ANG KaAwy Texvwy, Ta eyyovia Tou
MdpaAn, énwg Toug Baptioape, agpou gival yabnteg twv paBntwyv tou, pE-
VOUV €K0TaTIKo{ unpootd a' auteq Tig npoownoypagles. Tou ¢ntolve va Toug
MIARCEL yLa TNV TexVIKA. «H okoUpa npogtoldacia Tt kdvey; Aivel peyaidtepn
avayAu@Ikotnta oto £pyo. Kepdilouv 1a Aeukd, 1a @wtelvd. Xdvouy ta okou-
pa XPWHATa, MoU NPENEL Va €X0uV pla dla@dvela. YTov onpo poucaud Kep-
6iCouv 1a okoUpa. Ot wypdgol Tng Avayévvnaong, Wdlaitepa ot Bevetol kat o
[kpeko, Lwypapi{louv Ndvw o okoUpa Npostoluacia, KOKKvwnA. 1o pav-
po Balw ndvta Alyo kdkkvo Kat Alyn wxpa. ¥1o daonpo ndAt 1o o, Bdlw
€AAXLO0TN WXpa Kat {owg eva tolpnnua pavpo Kat, av TUXEL, Alyo XOVIPOKOK-
ko (rouge anglais). AAG 1o donpo 1o Bdlw kaBapo, yiatl xpwpartidetal ye
T0 CUPNANPWHATIKS Tou BtnAavou xpwuatog. Av BdAste €va kaBapd donpo
Kat nAdL éva kitpvo, 1o donpo ByAadel 10 CUPNANPWHATIKO, HwBIlEw.

Ot onoudaoTéc Tov pwtouv yia ta tonia. Toug paivoviatl Nnwg Oev €Xouv aAn-
Bwn aloBnon unaiBpou. «Elval aAnBela, 1o tonio dev P’ evdlEWepe MOTE.

‘Otav wypdeplla tonio, ABeAa ndvta va undpxel YEoa €va atolxelo apxiie-

KTOVIKO. Agv €xw Kdvel Noté pou nedlada». KaBwg aneuBuvetal oe {wypd-
(pouc, Toug divel PEPIKEG OUPBOUAEC yla Tn PeAETn Tou unaiBpou: «Mnv e&a-
VIAE(TE TNV avolXT NAAETa yla va petagppdoete tn dlag@dvela Tou oupavou.
Aev Ba 'xete nia 1pdno V' anodWOoETE 10 EKTUPAWTIKG donpo ota onfta. Ma
va Bpelte TN 0wotn lepdpxnon Twy TeVwY, Kolta&te 1o tonio dnwc kaBpeti-
(eTaL ¢’ éva paupo yuahi».
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Ot onoudaoTég eviunwaotddoviat and v NEPLOPLOPEVN XPWHATIKA KA{ua-
KO TWV OPPWY Epywv Tou MdpaAn, tnv navdpxatn ykdua tou MoAuyva-
TOU: TNV WXpa, To paupo, nou na{el 1o pdAo tou pnAe (atnv tptada twv Ba-
OlKWV) Kal T0 XOVIPOKOKKLWVO. Pwtdpe tov (wypd@o nol dddxtnke auth
Vv KAlUaKa.

«Hrav npdypata yvwotd, 1a ixa akoUoel, 1a ava@epel kKat o Toouviag. Av
BaAeLg Alyn wxpa oTo paupo 1o KAVELG NPAGLVO, av BAAELG Alyo XOVTIPOKOKKL-
VO, EXELG TO PWP, ONw¢ akpPWE Kal e 1o PNAE, JOvo nou ot Tévol givat Alyo
xapnAdtepol. Avaloyn KAlpaka, pe yawwdn, €xouv ol Bulavivol {wypdol
kat o KovtoyAou. AMNG dev e{uat dtdAou doypatikdc. H naiéta pou olabetet
EVOANAKTLKEG AUOELG. ZUuXvA XpNOLHONOLW duvatd Xpwpata».

Entyupia kaw EmBaAdpna:
«<Eywva 8gatig tng {wng pou»

KouBevtidlovtac €xoupe @Tdoel ota £pya Tng 0ekaetiac Tou 'B0. Eva o@xto
kopitol, oav Bétoalo, €xel Noldpel yla Touc Nivakeg Pe Ty €viovn NAAoTL-
koTnta. «Htav poviéAo' pou nélape névie xpovia, oxeddv kdBe pepa. ‘Hrav
kovtoUAa. ‘Otav dpwc yduvotay, Enalpve pvnuetakd peyeBoc. To xpwpa tng
ntav oav @{Avtiol. 210 yupvo tng MwvakoBrkng tng Pédou vopilw katdpe-
pa va T0 anodwow».

Yag evOlEpepe 0 OyKoG; Pwtouv ol gaBnteg tng 2xoAng. «M™ evOilEépepe ne-
ploadtepo 1o Kopltol, n napouoia». Xtn Mopwn tou 1951, 10 (B0 PovieAo
VIUPEVO [ €va paupo @dpepa, kdBetal mAdyla, otn yvwoth otdon nou ena-
vepxetal and 'dw Kat unpog otn {wypa@ikn tou MépaAn. AnAwvel oplloviia
10 0€&{ X€pL Kal To akouund adpavég ndvw a” éva tpanédl. «To xépt pou BU-
Ple anaopévo pENoG Tou aydAuatog. ' autd 1o €kava kat Baputepo. Evag
KPLTIKGG npdoege Tnv addpatn auth napapdpewaon. To dépua tng elxe Yu-
xpoUg Tévouc, dev EEpw av KATA@EPa va TouG anodwow».

0 MépaAng €xel Bpet tn Bepatikn tou: ta Emtdufia, 1a EnBaAduta. Bpn-
VNTIKEG eAeyeleq Kal Upvol Tou €pwta oe pla eUBpauotn woopponia. Pw-
tnoa tov Cwypdo yU auth T Bepatikn, ya tnv 8ldBeon nou v unayo-
peuce. «0 €pwtag Kat o Bdvatog ndve padi. Kat ta duo €natéav onpaviko
p6Ao otn {wn pou. Otav avipetwnila duokoAieg €Aeya: MNepipeve va dou-
pe nwe Ba e€eAxBouv 1a npdypata. To Bdvato tov aloBdvopual €KTote oAU
kovtd. lowg yt' autd ayanw tn {wn, Tov €pwtd. Ta KaAUTepa €pya pou Byn-
kav and tn otépnon. Me  {wypapkn npoonabw va payéPw, va Kpatn-
0w Ta Npdypata nou Kvduvelw va xdow n nou €xaca. " autd ta npdow-
na ouxvd poldlouvs.

«OL NpwToL Nou cUoXETloav autd ta €pya WE TG apxaieq oTAAEC Kat Ta ent-
TUpBa ntav o Mavoing Xatdnddkng, o AyyeAog lNMpokoniou, o HAlag Metpd-
noulog, o MNwpyog XaBBidng. AkorolBnoav kat AAAeG avaAloelg, no ent-
OTNHOVIKES. Onwc Agel 0 Ye@epng, OTo Kelyevo nou avadnpoolevstal oto
BIBAlo pou,' n eppunveia KABe £pyou glval n eppnvela Tou eautol Pag. AAAG,
elvat aAfBela 61l undpxel ¢° autd Ta €pya aioBnua Bavdtou Kat 6Tt AdGXTIN-
ka anod Ti¢ apxaleg otiAeg». Tov pwtdw av Tov ennpeace NapdAnAa n no-
pnniavn Cwypa@ikn. «Mdpa noAy, NoAU neplocdtepo and LG oTNAES dev 10
BAEMeLG: Auotuxwg Ogv elxa Tnv TUxn va dw Ta auBeviikd €pya. Agv nnya
oute otn NednoAn oUte otnv MNopnnia. Ta yvwptoa and ewkoveg. H «Bida twv
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- remain ecstatic in front of these portraits. They ask him to speak
to them about technique. "What does the dark preparation do? It en-
hances the relief. White, luminous colours gain. Dark colours lose,
which must have transparency. Dark colours win on a white canvas.
Renaissance painters, especially the Venetians and Greco, painted
on top of a dark, reddish preparation. | always add a touch of red
and some ochre to black. To white, | also add the slightest touch of
ochre and perhaps a tiny bit of black, and sometimes a little English
red. But | use white pure, as it takes on the complementary colour
of its adjacent colour. If you place yellow next to pure white, white
brings out its complementary; it turns slightly purple.”

Students ask him about the landscapes. They seem to them not
to have a genuine outdoor feeling. “It is true; landscape has never
interested me. When | painted a landscape, | always wanted to in-
clude an architectural element. | have never painted a flat plain.”
As It is painters that he is addressing, he gives some advice about
the study of landscape: “Do not exhaust the light-colour palette in
order to translate the transparency of the sky. You will run out of
ways of rendering dazzling white in houses. In order to place tones
correctly, look at the landscape as It is reflected in a dark glass.”

Students are impressed by the limited colour scale of Moralis's
mature works, the age-old range of Polygnotos: ochre, black,
which acts as blue (in the three basic colours) and English red. We
ask the painter where he learned that scale.

“These were familiar things; | had heard them; Tsountas also men-
tions them. If you add some ochre to black, you make green: if you
add some English red, you get purple, and the same applies to blue
- only the tones are slightly darker. Byzantine painters used a simi-
lar scale of earthy colours; so did Kontoglou. But | am not dogmatic.
There are alternatives in my palette. | often use strong colours.”

Funerary Compositions and Epithalamia;
“I became a spectator of my own life”

Our conversation turned to the works from the 1950s. A firm-bod-
led, pebble-like girl has sat for the paintings with the prominent
plasticity. “She was a model; she sat for me for five years, almost
every day. She was quite short. When she undressed, though, she
acquired a monumental scale. Her colour was like ivory. | think |
captured it in the nude in the Rhodes [Municipal] Art Gallery.”

“Were you interested in volume?”, the students ask. ‘| was rather
interested in the girl, in the presence.” In Figure, of 1951, the same
model in a black dress is seated in profile, in the familiar pose that
constantly recurred from then on in Moralis's painting. She has the
right arm extended horizontally, lying inactive on a table. “This arm
reminded me of a statue’s broken limb. That is why | made it heavi-
er. A critic noticed that imperceptible distortion. Her skin had cool
tones; | do not know if I have really captured them.”

Moralis has found his themes: Funerary Compositions, Epithala-



mia. Elegies of mourning and hymns of love in a delicate balance.
| asked the artist about this choice of themes and the mood that
dictated it. "Eros and thanatos go together. Both have played an im-
portant role in my life. Faced with difficulties, | used to say: ‘Let's
wait and see how things go." | could feel death very close from then
on. Perhaps this is why | love life, love. My best works are the result
of lacking things | needed. Through painting, I try to enchant, to hold
on to the things I risk losing, or have lost. This is why my figures
often resemble each other.

“The first to compare these works to ancient steles and funerary
monuments were Manolis Hadjidakis, Angelos Prokopiou, Ilias
Petropoulos, Giorgos Sawvidis. Further, more academic discus-
sions ensued. As Seferis said in the note reprinted in my book,'
‘The interpretation of a work of art is an interpretation of ourselves’.
But it is true that there exists in these works a sense of death’; [it
is also true] that | learnt a lot from ancient steles.” | asked him if
he had also been influenced by the Pompeii frescoes. “Very much
so, much more than by steles; can't you see that? Unfortunately, |
did not have the opportunity to see the authentic works. | have not
been to Naples, or Pompeii. | am familiar with them through re-
productions. The "Villa of the Mysteries’is a masterpiece! [...] When
| had Kessanlis as a student, we had bought an edition of Skiras
with the Pompeii frescoes for the school workshop. We cut out the
reproductions, glued them on to pasteboard and hang them up on
the wall. In one of these works, | discussed the concept of vacuum
in painting. How it can be eliminated through the compositional
elements.

One of my first funerary compositions (Composition I, inv. no. 7691,
1949-1958) came to me in a dream. Back then, | lived in that mel-
ancholy house in Nea Kifissia, which | painted, the one with the
little statue on the roof. It, too, resembled the facade of a grave.
Yet, you see, | was interested in this kind of composition also from
a purely aesthetic point of view, and not only from a symbolic one.
The wall behind the figures limits depth. In painting, everything can
be expressed within the depth of a relief. Say it takes half a metre,
perhaps one metre. No more is required. In order to avoid trompe-
U'cell, you will convey the concealed size by stretching the surface.
There is also perspective, of course, “emotional” perspective, as |
call it, as is the case in Dali, who captured infinity. He certainly did
not make painterly holes. The true masterpiece is Theofilos. His
colour spots are placed with such wisdom, that the painting never
suffers a hole.”

We find ourselves in front of the monumental three-figure
Funerary composition, of 1958, in the National Gallery. "Here,
the common denominator is the colour in the background, the
preparation (ochre, English red, black). | use preparation as co-
lour, as shade, in the same way that Byzantine and post-Byzan-
tine artists used the dark foundation outlines. We work in sections,
but should not miss the whole. And do not hesitate to sacrifice. You
begin to paint when you begin to sacrifice, as Delacroix used to

puotnplwv» eival éva aptotoUpynual Tov kawpd nou eixa pabntn tov Keo-
0aVAR, eixape NdpeL 0o £pyacTAPLO TNG GXOANG Pla €KOOCN TOU 2KIPd HE TN
Cwypakn Tng Mounniag. Eixape kKOPEeL TIC elkOVES, TIC eiXxape KOMNAOCEL g
XapToVLa Kal TI¢ Kpepdoape atov Toixo. Xe Jia and auteg TLG ouvBETELG, Toug
aveAuoa TNV €wola Tou kevou otn (wypa@tki. MNwg pnopel va e€oudetepw-
Bel e 10 otowxela g oUvBeonc.

Mwa and 1i¢ npwteg enttupPleg ouvBEaeLG pou, Ty ixa Oet oTo Gvelpd pou
(ZuvBeon A, ap. €pyou: 7691, 1949-1958). ZoUoa 161€ 0" ekelvo 10 PeAayxo-
A6 onftt tng N. Kngtotde, nou {wypdeloa, ekelvo pe 10 ayaApatdkl otnv
opown. Eivat kU autd oav npdoodn tdgou. Koltaée dpwg, autou tou g{doug
ol ouvBEaelg ' evdlEpepay Kal and kaBapd nAaotkn anoyn, Oxt uévo and
oupBoAkn. O Toixoc niow and ¢ popeec neplopidel To BdBog. Xtn wypa-
QKA Pnopelc va 1a ekppdoelg dAa o éva BdBog avdyAugou. Avie va na-
PEL PLOG PETPO £0TW, Kal €va PETPO Babog. Agv xpeldletal napandvw. Ma va
ano@uyelg tnv PeudaioBnon, To péyeBog nou KpUBetal Ba 10 epunveloelg
anAwvovtac v enpdveld. Yndpxetl B€Rala kat n npoontikn, «cuvaloBnpa-
TIKN» NPOOMTIKA TN Afw ey, dnwc otov NtaAl, mou anodidel 1o dnepo. Agv
kdvel BPata {wypa@ikeg Tpuneg. Ekelvo 1o aplotoUpynpa eival o Oed@iioc.
Ol XpwHaTIKEG Tou KNAIdEeG elvat 1doo copd BaAugveg, nou dev KAvel Tpuna
nouBevd o nivakac».

Bplokdpaote ynpootd otn pvnuelakn ouvBeon tng MNMivakoBrkng, 1o Emt-
tUpBo tou 1958 pe TiG TPELG HopPES. «EAW 0 KovAG Napovouactng eival o
Xpwpa tou BdBouc, n npoetolpacia (Wxpa, XoVIPOKOKKIVO, Jaupo). Tn xpn-
olonolww oav Xpwpa, aav okld, énwg ot Bulavtvol kat MetaBudlavrvol tov
nponAaopd. AouAeUoupe TUNPATIKA, AAAG Oev NPENEL va XAVOUPE TNV EIKO-
va Tou cuvoAou. Kat pn dotdlete va Buoldlete. Apxicelg va lwypagllele,
otav apx{letg va Bualalets, onwc €Aeye kat o NteAakpoud. YuvaioBnuatikd
pnopeic va Eexkvnaelg and pla Aentopepeta. AMo SpwG To kivnTpo kat aAko
nw¢ Ba 1o npaypatonotioelc. H {wypagikn eival yla yAwooa nenepacue-
VN, ONw¢ OAeC TG YAWOOoeC. Agv xwpdel 0Aa 6oa BEAoupe va noupe. Otav
dexteic autn T oupBacn, katd va nepiepyo tpdno, aneleuBepwveoat. Kat
va PaBete va dafadete ta €pya oac, apou Ta kavete. Autd Ba oacg BonBn-
g€l NoAU», cupBouleleL.

Ta ErmrduBia kat 1a EmBaidua €dwoav agoppn og noAAoUC LoTopIKoUg Kal
KPLTIKOUG NG TEXVNG va ouvdgaouv TN {wypa@ikn tou MdpaAn pe 1o no-
Augudntnpévo BEua TG «eAANVIKOTNTAG». 2€ OXETIKNA oulATNoN Mou e(xape
kdanote, o {wypd@og Pou andvingoe ntypauuatik@: «Eipaote ‘EAAnvec, &i-
pat ‘EAnvac. To npdBAnua tng eAAnvikdtntag Ba punopoUoe va anaoxoAel
TOUG QAENANVEC.

«0L nowntég pou»

Me 1a €€@UAAT Kal TG ElKOVOYPaPNAELG Tou 0 MGpaAng NETUxe eva «ond-
vio {euydpwpa» TNG {wypamIkng Je TN AoyoTexvia, yla va Xpnoldonomow
NV €KPPaocn tou Xe@epn. H neplepyetd pou Atav Aotndv Bepun, dtav tov
pWwINOoa, notot Atav ot notnTtég tou. «0tav €puya ya 1o Mapiot nhpa pad{ pou
TNV Npwtn €kdoan tng AvBoAoyiac tou AnootoAidn. Av tnv EgUANZeC -Ou-
OTUXWGE pou v ékAeav apydtepa kat AunnBnka noAu- Ba €BAensg Ti¢ oe-
AMdeg nou rtav KITpWIoPeveg kat tTaAatnwpnpéves. Ot nontég pou elvat o
KdABog, 0 oAwpadg, peptkd nopata Tou YikeAlavou Kat o KaBdgng. H Av-
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BoAoyia dev Y eykatéAswpe oUte otov oTpato. Tnv eixa viloel ge xaki xpw-
da yia va nepdost anapatipnn.

Tov Ze@éepn Kat Tov EAUTN Toug avakdAua apydtepa. XuvdeBrikape. Me tov
EAUTN yivape @idot. O AvBunioAoxaydg tne AABaviag tapldlel kKaAUtepa oto
a{oBnud pou and ta nAo@avn tou notnpata. Exw kdvel 10 e€W@UANO Kal
otnv taMkn €kdoan, ato Canto eroico e funebre.

0 lNdvvng MépaAng otn IxoAn

0 lMavvng MépaAng ogpdylos Ty totopia TS 2xoAng KaAwv Texvav de tnv
avoxti @ieAelBepn ddackaAia tou eni 35 xpdvia. H ekhoyn tou, 10 1947
o€ nhk{a 31 1wy, dvolye €va veo opilovta, Oxt Pdvo yia T IX0AR aAAd kat
yla v 1otopia tng veoeAANVIKAG téxvng. Ot 0ekAdeq PaBntég Tou dKalw-
VOUV TN OLOAKTIKN NPoa@opd Tou Pe TNV UPNAR NotdTnta Tou £€pyou TOUG Kal,
KUp{wC, TNV NOAAANASTNTA TWV KAAMTIEXVIKWY TOUC avalnticeEwy.

«0 0dokaAog pou, 0 KepaAnvdg, pe nieoe kal pe €neloe TeAlkd va unofa-
Aw unoyneiotnta. Aiotala noAu. @oBduouva pn yivw dnpoctog undAAnAoc,
pnv ndbw va Cwypapilw. O NikoAdou pou elne: MNhyawve €va xpdvo, dua
dev oou apeoel, PeUyELG. TEAKE dExTNKa. Tnv Npwtn PEPa, evad Nriyawva otn
YX0AR, é\eya aTov €aUTO POV yia va Tov kaBnouxdow: 0taoAe, dAot ot npo-
yovo{ oou tav ddokaAol, kKt Ba PBpelg va toug netg. Ot NpwTe pou AEEELC
ntav: BEAw va pe BAenete oav ouvddeAgo pe Alyo peyaAdtepn nelpa. Av oag
nw dev EEpw, PNV anopnoete. H npwtn pou eviunwaon POALG panka, ntav eva
ddoog and pavpa npdypata, oav ewtoypapies. AoUAcuav akdpa o Kap-
Bouvo, 6nwg 1o douAeUoupe Kt gpeic. To kKApPouvo eival va PoAUBL, Toug
Aéw, nou ypdeel nio padpa, olabetel yeyaiUtepn KAlpaka. Mia onouddotpla
ONKWVETaL Kal pwtd coPapd: Anayopevetal va BaAoupe daxtuho; —eondoa-
pe Aol oTa YEAD Kat n €vaon NG NpwIng ena@ig SLaAUBNKe, eKTOVWBNKE.

Katnyopouv tn ¥xoAl 61t dpnoe an’ €§w onPavIikoUG KAAALTEXVES ONwG 0
Toapouxng kat o AlapavténouAog. Asv eivat aAnBeta. Kat otoug duo €ylve
npdtacn va unofdiouv unodngidtnta. O Toapouxng pdAlota eixe dextel,
0AG TEAKE anooUpBnke.

Mou Aéve nw¢ €Byara anoudaioug padntég. ‘Etuxe va €pBouv oe péva av-
Bpwnot pe TaAévto. M" autdv nou €xel TAAEVTO ouvewoe(oal PE PLla YAWooa
eMelntikn, ouvBnuatiki. Kanote eixa BdAst pua ouvBean, tn Aaikn ayopd.
®pdvia ndvta va toug divw BeEpata Blwpéva, oxt otnueva. Aldieya Bepa-
10 JE aToXE(a NoU MPOCWEPOVTAL Va PETAPPACTOUV OTNV NAQCTIKNA YAWaoOoa.
21N Adikn ayopd €xoupe NotkIA{a and oxnuata Kat xpwuata. ‘Evag padntng,
kaBnyntng onpepa, pou ekave pla wpala olvBean, oxeddv peahotikn. Tou
{ATnoa va KAvel yia véa ouvBeon xpnaldonolwvtag ta (0l NAaoTikd otol-
xela, apou Toug aAdEel duwe BEan, peyeBog kat oxean, Eexvwviag T napt-
otdvouv. Mou €pepe Oxt hla aAAd névie ouvBEoELC, Tn pla KaAUTepn and tnv
AAMIN. Eixa pia Bupiva oto epyaoctriplo, dnou e{xa CUYKEVTIPWOEL PEPIKA €pya
and dLaPOopPES EMOXEC, MOU [ou xpnolpeuay yia va otnpi€w T NnapatnpAoEeLg
pou: €va NpwTtoxplotlavikd, eva Bepugep, éva Moéviplav, eva 2eldv, éva Mno-
vap. MNapagevo, dev eixa [kpeko, nou Tov ayanw Wiaitepa.

Kavovtag tov anoAoylopd, Bewpd Tov €autd pou NMoAU tuxepd nou nnya

otn 2xoAn. AMwoate, eixa opklotel va pn yivw note AleuBuvinc, oUte va ek-

pwvAow Adyoug Kkat 1o kpdtnoa. O 8ldAoyog Je TouG VEOUG, N enagn pag,
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say. Emotionally, a detail can be your starting point. But the motive
Is one thing and how to put it into practice is another. Painting is a
finite language, like all languages. Not everything that we want to
say can be accommodated. Once you accept this condition, you are
liberated, in a funny way. And learn to read your works, once they
are ready. This will help you immensely,” he advises.

His Funerary and Epithalamia series made many art historians
and critics to link Moralis’s painting to the much-debated issue of
“Greekness”. In a related conversation we once had, the painter
gave me a succinct reply: “We are Greek; | am Greek. Greekness
might be an issue for philhellenes.”

“My poets”

In his covers and illustrations, Moralis achieved a “rare fusion” of
painting and literature, to quote Seferis. With justified curiosity,
therefore, | asked him who were his poets. “When | left for Paris, |
took with me the first edition of Apostolidis's Anthology of Modern
Greek Literature. If you browsed through it — unfortunately it was
stolen from me later on, and | was very upset — you could see
how yellowed and worn the pages were. My poets are Kalvos,
Solomos, some poems by Sikelianos, and Cavafy. The Anthology
never left me, not even in the army. | had wrapped it up in khaki
for it to go unnoticed.

| discovered Seferis and Elytis later on. We came close. We be-
came friends with Elytis. The Lieutenant Lost in Albania agrees
more with my own sentiment than his sun-drenched poems. |
have made the cover for the ltalian edition, the Canto eroico e fu-
nebre.

Yannis Moralis at the School of Fine Arts

Yannis Moralis left an indelible mark on the Athens School of Fine
Arts, with his open-minded, liberal teaching for 35 years. His elec-
tion as Professor in 1947, aged 31, opened a new horizon, not only
for the School, but for the history of Modern Greek art. His doz-
ens of students testify to his contribution as a teacher through the
excellence of their work and, above all, their multifaceted artistic
investigations.

"My teacher, Kefallinos, urged me, and finally convinced me, to
apply. I strongly hesitated. | was afraid | might turn into a public
servant, | might stop painting. Nikolaou told me, ‘Go for a year, if
you don't like it, leave.” | finally accepted. On the first day, on my
way to the School. | tried to comfort myself by saying, "All your
ancestors were teachers; you'll think of something to tell them.’
My first words were: ‘| want you to see me as a colleague with a
somewhat greater experience. If | tell you, "I don't know", do not
be surprised.” My first impression when | went in was of a forest
of black things that resembled photographs. They were still work-



ing the charcoal as we do. ‘Charcoal is a pencil, | told them, which
registers in a darker tone, has a greater range.” A female student
stood up and asked seriously, ‘Aren’t we allowed to use a finger?’
We all broke out laughing, and the tension of the first contact was
resolved, it vanished.

“The Athens School of Fine Arts has been blamed for excluding
important artists, such as Tsarouchis and Diamantopoulos. This is
not true. They were both asked to apply as professors. Tsarouchis,
in fact, initially agreed, but finally withdrew.

‘| am told that | have produced great students. Luck had it that
talented people came to me. You can communicate in an elliptical,
secret language with talented people. | once set as topic an out-
door market. | always tried to give them topics from life, not set up
ones. | chose topics whose elements were suitable for translation
into a pictorial language. In an outdoor market, there is a variety
of forms and colours. A student, today a professor, made for me
a nice, almost realistic painting. | asked him to make a new paint-
ing by using the same pictorial elements in a different position,
scale and relationship, forgetting what each of them depicted. He
brought me, not one but five works, each one better than the other.
| had a display at the workshop, in which | collected a few works
from various historical periods that served as examples of my ob-
servations: an early Christian, a Vermeer, a Mondrian, a Cézanne,
a Bonnard. Funny that | did not have a Greco, a particular favourite
of mine.

“In retrospect, | consider myself very fortunate to have been at the
School. Besides, | had sworn never to become Principal nor to
give speeches; and | kept my word. Our dialogue, our contact with
young people was a constant source of enrichment for me. It ener-
gised me. | became more deeply aware of the issues of creativity.”

The young people from the School who came to meet the Teacher
at the National Gallery expected to see an inaccessible idol, a liv-
ing legend, and they found a young, simple and friendly person
eager to reply to their questions and encourage them, constantly
subverting pretentiousness with his inimitable sense of humour.

Teacher, how do you see young artists, the young people who have
recently graduated from the School? “They are very good. | saw
the graduates’ exhibitions last year and was impressed. Some of
the young painters who showed their work this year were extraor-
dinary. | believe in young people; | am optimistic.”

Marina Lambraki-Plaka

Professor Emeritus of the History of Art
Director, National Gallery-

Alexandros Soutzos Museum

1. He is referring to BaoiAng ®wténouhag, idwng Mdpaing, Athens,
Emporiki Bank of Greece Group of Companies, 1988 (foreword: Anpritpng
lMNanaotdpou).

pe nAoutle addkona. Avtholoa duvdapels. Yuveldntonololoa BaButepa ta
npofAnuata tng dnuoupyiag».

Ta natdid g ZxoAnc, nou npBav va cuvavinoouy 1o Adokaho otnv [Mvako-
Brikn, nepipevayv va douv éva anpdotto eidwAo, £€va {wvtavo BpuAo, kat Bpn-
Kav €vav avBpwno véo, anAd kat @IAKS, NpdBupo va Toug anavinoel oTig
anopleg Toug, va toug evBappUvel, «unovopeyoviag» adldkona tn oofapo-
(pdvela Pe 10 apipnto xwoUpop Tou.

AdokaAe, Nwg BAENETE TOUG VEOUC KAANTEXVEC, Ta Nawdld nou anooltnoav
npdéogata and t ExoAn; «[oAU kaAouc. Eida tig nepoveg ekBeaelg Twv Te-
Aetogoltwy Kat eviunwotdotnka. Mepikol veol Cwypdgot nou e&€Beoav @e-
10¢ Atav e€atpetikol. Motelw otoug veouc, elpatl atotddooc».

Mapiva Aapnpdkn-lAdka

KaBnyntpla lotopiag tng Téxvng
AleuBuvtpla tng EBvikng MivakoBrikng-
Mouocelou AAeEdvdpou 2outlou

1. Ewvoel tnv €kdoon [idvwng MdpaAng, tnv onola eneAnBnke o BaoiAng Pwid-
nouAog, Pe ewoaywyn Tou Anpntpn Manactduou, ABrva, Optog Etapudv Epnopt-
kn¢ Tpdnelag, 1988.
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YANNIS MORALIS
IN THE NATIONAL GALLERY

“There are images that you cannot show in words [...] the paint tube
[...] we sometimes say for senses [...] We do not speak about the
sense of smell very often [...] You speak [...] you have visual memo-
ries, auditory memories. Smell? It is too intense. | can still remember
the smell of the first refugees who arrived in Arta. Wet cloth, burnt
wood [...] something like that [...] And if you went near schools, or
hospitals where they were, there was a smell like chloroform. | will
never forget that. Well, | recall all these people coming there, and my
mother said, and we children used to listen, my sisters, too, that these
people went away leaving behind their fortunes, their homes, their
beautiful houses, their things, and you can see how they live today.
They lost all their valuables: even lost people [...] So | asked my moth-
er to make me a pouch with a string and | used to put all my posses-
sions in it in the evening. These consisted of a small magnifying glass,
which | do not even remember where | had found. some cinema film
strips and some other small images, and | used to hang it all like this.
My mother asked me, Why?' = So that if anything happens | will have
my little fortune.” That was my fortune. See what a person is like?”

Yannis Moralis, from the documentary Y. Moralis by Stelios Chara-
lambopoulos (Periplous, CL Productions, ERT, EKK, 2005)

“If philosophy serves any purpose, it is to take away the chalice of sad
passions and to teach us that pity is not a loyal affect, that our plaints
do not mean that we are right, and that victimhood is not the starting
point for thought. On the one hand, and as Plato teaches us once and
for all, licit passions and all creations with a universal intent originate
in Truth, which, if need be, can go by the name of Beauty or the Good.
On the other hand, as Rousseau knew, the human animal is essen-
tially good, and when it is not, that is because some external cause
forces it to be evil, and that cause must be detected, rooted out and
destroyed as quickly as possible and without the least hesitation.”

Alain Badiou, Pocket Pantheon, transl. by David Macey, Verso, Lon-
don — New York, 2009, p. 8, http://www.scribd.com/doc/46487658/
Badiou-Pocket-Pantheon [Retrieved 28-2-2011]

An artist’'s becoming acceded in the Pantheon of artists of his coun-
try is an honour and at the same time an obstacle. For, how feasible
can it be to approach with a clear mind, without the charge of a
symbol, the work of an artist whose name has been identified with
20"-century Greek painting, an artist who managed to convey in

O TTANNHX MOPAAHX
THX EONIKHZ TTINAKOOHKHX

«Kdt eikdveg, ot onolec e Adyia BEBata dev UNopeic... 1o owAnvdpl... kat Kd-
MwG... Mou Ague kapld popd yia TG aoBrice(... Asv uiAdue noAu yia v éogpn-
on. MIAGG... EXEIC TG OMTIKEG UVIAUEG, OKOUOTIKEC UVILEG EXELC. Tnv doppnaon;
Elvat noAAn éviovn. Akdua Buuduat t uupoudid, nou xav apxioet va pxoviat
otnv Apta ot npdapuyec ot npwrtoL. Bogugvo navi, kauuevo EuAo... Epw yw Kdtt
€T0(0... Kt dua nnyaiveg noAU npoc 1a yuuvdala i ata VOooKouEla nou gixav,
lowce Kdnwc o’ nave a pupwdld and xAwpopdppito. Autd dev Ba o éexdow.
Aoindv, Buudual, gixe €pBet 6AoG autds 0 KOOUOG EKEl KaL IAG EAEYE N LNTEPa
pou, akoUyaue ta natdid, ¢ a0eAQEC tou, ot autol ot dvBpwriol pUyave, agri-
0aVe TIC MEPLOUTIEC TOUC, Ta OniTia TouG, rnou eixav wpala onita, Ta npduara, €,
0Aa autd kat PAEneic nw¢ Jouv aripegpa. Kat xdoav 6,1 moAutudtepo eixav ki
Oxt évo autd, xdoav ki avBpwnoug...\otridv, kat napakdAeoa n LNTEPa Loy
Kal IOU EKQVE ET0L £Va 0aKOUAKL LIE T auTO (€va kopddvi ewoel) ki €Bala 10
Bpddu, 10 Kpeuaya ato Aawd pou ki fala peoa ta undpxovid Lou. Hrav €vag
UIKPOC (PaKAC LeyevBuvTIKAG Kt auTd nou Osv Bupduat nou to 'xa Bpet, KAt Kape
and @Ay, and kKivnuatoypd@o Kat KAt dAAEG KOVITOEC aKdla, Kal Ta Kpepaya
€0W. Kat ou AgeL n untepa pou, yiati; Edv yiver tinote va exw v ngplouaiouAa
pou. Autn ritav n neptouaia ou. Eidec nu¢ ivat o dvBpwrioc, €:»

And tnv agpnynon tou Mdvvn MépaAn 10 VIOKUHAVIEP TOU 2TEALOU XapaAa-
unénouAou, . MdpaAnc (MepinAouc, CL Productions, EPT, EKK, 2005)

«Av n piAocopla xpnoelel o KA, QUTO ouVIOTaTaL OTO Va aroMaKpPUVeL and
gudc 1o Nikpd notript Twv peAayxoAikwv nabwyv, va pag Si0dokel ot 10 EAeog
Oev elvat eikpivec ouvaioBnua, oUte 1o napdrovo o Adyoc yia va xouue Oikto,
oUTe dut 1o Buua eivat autd atn Bdon Tou orolou o@eiAouLE va OKEMTOUACTE.
Apevic, dnwc 1o edpatcdvel pia yia ndvia 1o nAatwviko gyxeipnua, kd8e Bept-
10 ndBoc¢ Kat KdBs Onutoupyia otKoUUEVIKIIC MpdaBAsing EAkouv Ty Katayw-
yri Touc and to AAnBec, mou dnAdvetal —dtav xpetdletatl- w¢ to (paiov i w¢ To0
AyaBdv. Apetepou, To avBpwinivo {wo, orwe 1o yvwplilet o Pouood [Rousseau],
elvat kat" ouolav kKaAd, kat dtav Oev sival, autd oupBaivel enedn eéavayrdde-
TaL and kdrolav eEWTEPIKA QLT(a, atTia nou MpENeL va aVIXVEUTEL va KatanoAe-
unBei, kat va kataotpapel oA eivat duvatdv, XwplG Tov napapkpd dlotayucs.

Alain Badiou, Mikpd ®opn1d ldvBeov, ptpp. Bayyehng Mnwtowpng, ABriva,
‘Aypa, 2009 (2008), 0. 8-10

H oupnepAndin evdg kaAexvn oto [ldvBeov Twv dnuloupywv Tng natpi-
da¢ tou eival kata&iwon kat tnv (dla otypn tpoxongdn. Matl, ndéoo e@Iktd
pnopel va eival va npooeyyioel kavelg pe BAEUPa kKaBapd, xwplc T @opTL-
an tng cupBoronolnong, To €pyo evog avBpwnou nou TavTioe 1o dvopd Tou
27



28

pe TNV eAANVIKD {wypa@ikn otov 20° alva Kat NETUXE va anodwoEL UE €L-
KOveG, oto nAaiolo pag kuplapxng agnynong, tn onpaocia tou va sioat ‘EA-
Anvag; M6co npooektika unopel ot aAnBela ta do&aatikd oxdAwa kat ot ye-
VIKOAoyeG anoBewTikeg ekTINATELG va okUBouv ndvw and To (BLo to €pyo Kat
Tov OnpLoupyd Tou, o€ moto BaBud cuveldntonololy, napakoAouBouv Kat og-
Bovtal Ti¢ aywvieg Tou, Ndoo evdla@épovial kal Néoo AapBdvouv npayuatt-
KA undPn 1600 TG ECWTEPIKEG-UMNOKEIUEVIKEG OlEpyaoiec 600 Kal TG e€w-
TEQIKEC-AVTIKEIUEVIKEG OUVBNKEG, P€oa OTIC onoleg ouvieAoUvTal Ta yeyovo-
1a; EvieAel, katd néoo npodyouv pia eni tng oualag ocuZntnon ava@opikd pe
v €BvIKA autoouveldnaia' kat dgv BLEKNEPALVOUV ANAWE PLO «UMOXPEW-
on», dTav 1a enxelpnpata e€aviAolvial o évav kdnote unep@ualo, adlégo-
00 alyoupa, oUANOYIKG VAPKLIOGIOUO N 0" €vav oUXVA GUUNAEYMATIKO €AAN-
VOKEVTPIKO (auTo)Baupacpo;

Oa Atav ydMov adiko Aotndv yla tov Mdvvn MépaAn, tov ddokaio mou Ka-
Bdploe 600 Alyol Tnv TUXN, TG EMAOYEG KAl TIG KATEUBUVOELG TNG EIKACTIKAG
napaywync otnv EAAGda, va aviiyetwniotel peéoa and epwtnuata nou, Alyo
€w¢ NoAU, ekBLddouv TIG anavinoeLc.

Ta teheutala xpdvia, povoypa@ikoU Xapaktipa PEAETEG OTNV EAANVLKA LOTO-
ploypagia Tn¢ t€xvng? unodelkvUouv €vav Ola@opeTikd OpOUo MPOGEyyL-
oNG Kal anotiunong Twv ded0PEVWY, avantUooouV £va OKEMTIKO Mou avoi-
YEL «10 O(noAo OnpLoupydg-€pya [...] atnv NoAU Neploadtepo OLAAEKTIKN Be-
WPNON TOU WG 0XEan ONpLoupyoU-£pywv-Kowou, Kal TwV OLa0OXIKWY Ku-
KAKWOV avadpdoewy Kal HETAOTOIXELWOEWY TWV UNOOXECEWV KAl MPOOOOKL-
WY, TWV PNVUPATwv-gpeBilopdtwy, Twv enPpafelocwy Kat Twv ana&lwoswy,
OANG KAl TwV VMKWV a&lwv nou aviaAdooouvs 3

Ev oAlyotc, n napaydpevn okepn teivel va dpet 1a egnddia ING avVILETWNONG
NG KAATEXVIKNG 01adkaas{ag, Twv OUVIEAECTWY Kal TwV NPoidvIwv TG otnv
LOTOPIKN ToUuG dldotacn, endLKOVIAsE akplBWG va Lotoptkonotioel TG {BLeg
ekelveg 10eoAnyieg nou naylwoav pia cUYKEKPLMEVN MNPAKTKN dlaxelplong I
OUZATNONG YLa TOV KAAMTEXVN Kal T0 €py0 Tou, eykAwB{Covtdag Toug o' éva ne-
d{o dlakpLd Kat acageg v (Bla oTyun, EpPINTIKG Kat ducMPAOLTO, yia Alyoug,
EKAEKTOUC «UUNPEVOUC». YTO ondelo auto, onwe opBwc éxel enonyavBel.®
OMO@WVOUV Anavieg oxe00v, KAAMLTEXVEC 1000 1epdkAToL 600 0 Mnoulld-
vng Kat 0 MépaAng, o KévtoyAou kat o Taapouxng. And tnv «e0wIEPIKA Pw-
vi»® Tou Mnoudldvn, wg Kvnthplag UVARNG TG KAATEXVIKAG Opdong, £w¢
TO «€VOTIKTO»® ToU MOpaAn, TNV anoKAEIOTIKGTNTA TOU VONUATOC TN KaBapnc
Cwypapkng’, nou, cUP@wva Je Tov Taapouxn, anoAauBavouy ot (dlot ot {w-
ypdpol, Kat Tnv ana&{won Twv LoToPIKWY NG TEXVNE and tov KévtoyAou®, opi-
Cetat pia enkpdtela nou aywvidetal va dapoponotnBel, va autovounBel and
TOV EAEYX0 TOU AGYOU Kal TNG KPLIKAG OTLC BeoponoNpEVES TOUG EKQPAVOELC.

Anotéheapa aAANAEVOETWY ouvenaywywyv atn dladlkacia oxnPatiopou Twy
VEWTEPIKWY KOWWVIKWV TAUTOTATWY, N CUYKPGTNON TOU KAAMTEXVIKOU Uno-
KELMEVOU eVTOG Twv eAadIkwv ouvopwy npoodlop{letal avandgeukta and
T0 0UVOAIKGTEPO BaBud oUykALoNG PLaG XwWpag TNG EUPWNAIKAG NEPLPEPEL-
ag pe 1o (ta) kévipo (-a) avapopdq tng,® Kat BERata toug pubpolc dlapdp-
(PWoNC Kat Nayiwong Twv 6pwv ToU KaAALTEXVIKOU nediou, w¢ autovopunuE-

visual terms, within the confines of a dominant narrative, the mean-
ing of being Greek? How carefully could comments of praise and
vague laudatory appraisals approach the work and its creator; to
what extent do they grasp, follow and respect his concerns; how
interested are they and how much do they take into consideration
the inner-subjective processes as well as the external-objective
circumstances in which the facts unfold? Finally, to what extent
do they promote a meaningful discussion concerning the national
self-awareness,' rather than merely carrying out an “obligation”,
when arguments are limited to a sometimes conceited and always
unproductive collective narcissism, or an often complex-ridden
Greek-centric (self-)admiration?

It would, therefore, be rather unfair to Yannis Moralis, the master
who shaped as much as few others did the choices made and di-
rections taken by the visual arts in Greece, to examine him through
questions that, more or less, determine the answers.

In recent years, monographic studies in Greek art history? suggest
a different approach to and evaluation of the facts; they develop a
concept that opens up “the dipole artist-work [...] to the much more
dialectical consideration of it as an artist-work-audience relation-
ship, and the successive cyclic feedback and transubstantiation of
the promises and expectations, of the messages-stimuli, of the re-
wards and devaluations, as well as of the material values which
they exchange.™

In short, the ideas produced tend to lift the obstacles to considering
the artistic process, the creators and their products in their his-
torical dimension, seeking to historicise precisely those fixed ideas
that perpetrated a specific practice of handling the debate about
artists and their work, which trapped artists into a space that is dis-
tinct and vague, hermetic and inaccessible at the same time, only
accessible by the few, select, “initiated” ones. On this point, as it has
rightly been remarked,* almost everybody agrees — artists as dis-
similar as Bouzianis and Moralis, Kontoglou and Tsarouchis. From
Bouzianis's “inner voice™ as the force propelling artistic activity, to
Moralis’s “instinct™, and from the exclusivity of the meaning of pure
painting,” which, according to Tsarouchis, the artists themselves
enjoy, to the contempt towards art critics by Kontoglou.® a realm is
defined that struggles to stand out, to liberate itself from the control
of rationality and criticism in their official manifestations.

The result of successive implications in the formative process of the
modern social identities, the creation of the art subject in Greece
was inevitably determined by the overall convergence of a country
in the European periphery with the central point(s) of reference’
and of course the rates of development and consolidation of the
terms of the art field as an autonomous realm and also as an area
of production and distribution of symbolic goods in a free market.

It is in this context, that of a free market, but a small-scale one,



of limited potential and newly-established cultural structures, that
Yannis Moralis, still a young student, attracted the interest of the
Nea Estia newspaper art critic, who singled him out amongst the
students of Umvertos Argyros’s workshop and. insisting on call-
ing him “Voralis” throughout his article, wrote about him: “[...] The
workshop of Mr Umvertos Argyros excels in variety and richness.
[...] There is, of course, a homogeneous atmosphere in the works
produced in this workshop, yet only here does one see more free-
dom and personality. A nude study of the same adolescent boy Is
a common starting point for everyone to demonstrate their merit."
Yet, alongside that, the students also exhibit other works, which
they have made outdoors, or in their studios — heads, landscapes
and still-life paintings. Mr Y. Voralis [sic] commands most of the
attention with his bold work. The powerful horse and the carriage
driver, both struggling to pull the carriage, make for a composi-
tion with unity, an art work with soul, freely made by an artist who
already demonstrates a sure hand. Two self-portraits, along with
a few caricatures and landscapes, make up a series of works that
speak of a future artist. And Mr Voralis [sic] is still but a child."?

This, in broad terms, is how exposure to the public realm begins for
an artist who was to become acclaimed, to associate his name with
the teaching of art in the most ancient official entity that represents
Modern Greek Art, the Athens School of Fine Arts, for more than
three decades,” to be assigned to represent Greece in international
events, to be awarded, decorated. to invest with images the "Mod-
ern Greek identity for national and international use”,'* to contribute
to matching social groups and aesthetic demands,'® without ever
abandoning the reassuring connotations of figurative art.

The pictorial world of Yannis Moralis does not “seek out the ex-
tremes”;'® it neatly arranges images, thoughts and feelings his art,
“a bourgeois art, in all senses, the etymological (urban), the so-
ciological (class), and predominantly “urbane”,"” excludes time in
its historical aspect'® and treats personal moments, remaining in
the safety of a sterilised private realm, without climaxes, where
everything is under control.'® A finding that applies to his work from
the interwar years to his works of abstract affinities dating from the
late 1950s, with his participation in the Venice Biennale, in 1958,
as the starting point of his related experiments. His essays in this
direction continued, multiplied and arriving at a new, personal style,
with the celebration of the geometric nature of the figure as its key
characteristic.

The overall assessment of the presence of Moralis in Modern Greek
art and its projection in the broader European horizon constitute a
challenge that goes beyond this essay. Moreover, in the research
process relating to the documentation of the artist's works in the
National Gallery collections, | consulted only the relevant litera-
ture,® as well as the then-contemporary and more recent media
coverage. Yet, the organisation and publication of the artist's per-

VNG NEPLOXNE KOl TAUTOXPOVA WG XWPOU Napaywyng Kat dlakivnong oupBo-
AKWV ayaBwyv oto nAaloto yilag eAeUBepng ayopdc.'

Ye autd akplBwe to nAaiolo, plag eAelBepng ayopdc, PIKPNG OPwC eufe-
AELOG, YE NEPLOPLOPEVEG DUVATOTNTEG KAl vEOoUOTATEG MOMTIOPIKEG DOREG,
VEQPOG OMoudaotng akdua, o Navvng Mépaing Ba Kvnoel 1o evolagEpov
Tou Texvokpltn tn¢ Neag Eotiag, o onoloc Ba tov Eexwploel avdpeaa otoug
onoudactég Tou epyaotnpiou tou OupBéptou Apyupou, Kal, eNPEVOVTac o
6Ao 10 &pBpo va Tov anokaAel «BopaAn», Ba ypael yia ekeivov: «[...] To gp-
yaotipto tou K. OupBeptou Apyupou napouctdlel TNy NOKIADTEPN Kal TNV
nAouolwtepn anddoot. [...] Yndpxet BERala pla opoloyevng atpudo@alpa ot
epyaoieg Tou gpyaotnpiou autol, aAAd povov 3w BAEneL Kavelc neploadte-
po pla eAeUBepn kivnol kal Npoownikeég NpoondBetleg. Mia onoudn Tou (Blou
YUHVOU gvog e@riBou anoteAel yia 6houg €va koo nedio epyaciag kat ent-
dellewe IKavotntwy. AMNA padi u' autd ot onoudactal ekBETOUV Kat MOAAG
AdAa OIkd ToUG KoppdTla, Kapwpeva oto UnatBpo, oto 0tkd Toug epyacti-
plo, Ke@AAL tonela, akoun kat ouvBéaelg. O k. |. BopaAng npokaAel pe tnv
gviovn gpyaoia tou 1o {wnpdtepo evdla@epov. To pwpaA£o dAoyo Kat o Ka-
potagpng nou npocnaBoulv pe v (Bla unepeviaon duvdPewy va cUpouy 1o
KApo elval Pla oUvBealg Pe evoTtnTa, €va KOUUATL e PUXA, MAQCPEVO EAEU-
Bepa, kat ano xept nou deixvel ao@dAela and twpa. Auo autonpoownoypa-
@lec Tou akdun, Pepkd ox€0La yeAoloypa@lkd Kat Tonefa anoteAolv pia
0AGKANPN CElPd EpywY MOU PAVEPWVOUV EVAV KAAATEXVN TOU UEAAOVIOG.
Kat o k. BépaAng eivat akéun natd( [...]1»."2

Kdnwc €10t Eekvd n €kBean otn dnudaola opaipa yla €vav KaAATEXVN nou
eNpokelto va OlakpBel, va ouvoéael 1o Gvoud tou Pe Tn ddaokaiia tng
{WYPAPIKAC oTov apxaldtepo BeoUIKd QOpEQ TNG VEOEANVIKAC TEXVNG, TNV
Avwtdtn IxoAn KaAwv Texvay, yla nepLocdteped and Tpelg 0ekastieg, va
avaAdel eBvikég eknpoownnoelg, va BpaBeuBel, va napacnuowopnBel, va
€nevOUOEL UE ELKOVEG TN «VEOEMNVIKA TAUTATNTA Y10 E0WTEPLKNA Kal yla €W-
TEPIKN XpNan»,™ va ouPBAAEL OTNV aVTLOTOIXION KOWVWVIKWY OpAdwyY Kal at-
0aBNTIKWY attnudtwy,'”® xwpic Noté va eykatalelel Tic KaBNOUXAOTIKES UNo-
dnAWoeLg Tng aAnBopdvelac.

0 wypapikdg kdopog Tou MNédvvn MdpaAn dev «enilntel ta dkpa»,'® Badel
0€ T4&N €lKOVEG, OKEYELG Kal ouvalaBnuata N tExvN ToU, «dld TEXvN aoTl-
KN JE TLG dUO €VVOLEG, TNV ETUPOAOYLKNA (TN NOANG), TNV KOWWVIOAOYIKA (TNG
T4ENC), Kal kateEoxnv «aoteia», Pe tnv apxaia €vvola TNG KopPatnTag Kat
TOU NoATlopévou»,"” anokAeiel Tov xpdvo otnv LoTopIkn Tou Oldotacn'® Kat
npaypaTeUeTal OTYHES NPOCWIKES, EMPEVOVTAC OTNV ao@AAELd ULag ano-
OTEPWHEVNG BLWTKNAG ogalpac, xwplc e€dpoetg, dnou 6Aa Bplokovtal und
€Aeyxo."® Alaniotwon nou oxUel yia th SoUAELA Tou and Ta Xpdvia ToU PECO-
MOAEUOU, JEXPL Ta a@alpeTkig 8taBeong €pya Tou, NdN and ta T€An g de-
kaet{ag tou ‘50, pe a@etNElakd onNUE(o TWV OXETIKWY NEPAPATIOPWY TOU TN
ouppetoxn Tou otn Biennale tng Bevetlag 1o 1958. Ot dokiyég og auth tnv
katevBuvon Ba ouvexiatoly, Ba nukvwoouv kat Ba odnyrncouv o” €va veo
npPoownkd UQog ypa@ng, K Bactkd XapakTNPLOTIKG TOU YVWPLoPa TNy avd-
O€lEN TNC YEWPETPIKNG UNGOTACNG TNG POPUAC.
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H ouvoAkn anotiynon tng napouaoiac tou Mépain otn vedtepn EAANVIKA TE-
XVN Kat N npoBoAn Tng oTtov eupUTtepo eupwnaiko opidovia, anoteAoly Npo-
kAnon nou unepBaivel 1a dpla autou Tou Kelwévou. EEGMou, oto nAaiolo
NG epeuvnTKAG dladikac{ac mou agopoUoe otny TEKUNP{WoN Twv EUPLOKO-
HEVWV OTLG oUMOYEG TN EBviknc MvakoBrkng €pywv tou, cupouAeltn-
Ka pévo T oxetkn BiBAoypapia,?’ KaBwg Kat T0 OOXPOoVo Kal UaTEPOXPO-
VO UAIKG unodoxng atov Tuno kat ahou. Elvat dpwc BERato étt n opydvw-
an kat dnpoacicucon Tou NpoownikoU Tou apxefou, nou exetl napaxwpnBel oto
Mop@wtko 10pupa tng EBvikng Tpdnelac, KaBWE Kat N UCTNPATIKA HEAETN
Twv Apxelwv Tng Avwtdtng Yxohng Kahwv Texviv.?' Ba dwoouv otny £peu-
va OLAPOPETIKNA WBNON Kal NpoonTkA. 2

To owpa Twv €pywv nou cuykpotel T dwped Tou npog tnv EBvikA MivakoBn-
kn ota 1988, n xpovid dnAadn nou 1o Mouacelo dlopydvwaoe yia exkelvov ava-
dpoptkn €kBean, eknpocwnel TNy auBeviikdtepn, ag pou entpansi va Nw, k-
doxn tou Lwypdpou. ‘Eva oivoro and oxedla Kat {wypa@kd £pya nou Eetu-
AlyEL T0 VAPA TNG NPOCWKAG TOU @NYNONG 0 OXEON [E TNV ENAYYEAUATL-
kn tou dladpopn. O MépaAng npoteivel tov MdpaAn nou 1o kowvé Ba nBeAe va
yvwploet kat va Bupdtat, ekeivov nou Ba peivel oto «Bnoaupo@uAdkio Tng eA-
ANVIKAG KAAMTEXVIKAG Onutoupylag and ta petafuldaviva Xpovia €wg TG JE-
PEC Hac»?. YuoThvel akplBWE Tov {wypdwo nou o (Blog avayvwpilel ato £pyo
ToU, évav {wypd@o auotnpd Napactatiké: 1ot enBupel va Tov kataypdel n
Lotopla NG vedtepng eEAANVIKAG TEXVNG, Napd 1o yeyovog OTL aTa TEAN NG de-
kaetiag tou ‘80 douleUel oxeddV aNOKAELOTIKA NLa, yia dUo kat NAEov OeKaeTi-
£G, £X0VTaG UI0BETNOEL NANPWC £vVav aQAIPETIKATEPO TPOMO ypa@nc. 'H, av Be-
Aoupe va e{paacte NEPLOGOTEPO OUYKEKPLUEVOL, EXEL OUVTAEEL pia Atdtepn, we
MpOG Ta EKPPACTIKA TNC YDA, EKOOXN TNC NAPACTATIKGTNTAG.

ElonyoUpevoc, wg enueAnTtng Tou eautoy Tou Katd kdnolo Tpéno, 10 OKe-
Ntk Puag €kBeong nou Ba pnopouce va Tov a@opd oto PEANoV, Owpllel
otnv EBvikn MivakoBrikn €pya nou anokaAuntouv tnv eEEALEN TwV NPOoW-
MKWV TOU NEPAPATIONWY PE TNV NapactatikdINa, 6Tov andnxo tng akadn-
paikng ddaokaAiag Twv xpdvwy tnc paBnteiag otnv AXKT apxikd, dinAa o
évav ouPBatiko, ouvtnpnTiké ddokaAo, dnwe o OupBEpToc Apyupdc.2 aAlg
KaL KOVTA aToV «peaNoTA [...] KooponoATn»? KepaAAnve, 1o epyaotiplo Tou
onofou Ba avoi&el yia Toug onoudactég to dlauAo enikowvwviag pe To Mapi-
Ol «TNV TEXVIKN Kal To nvelpa Tou [aAdvn».2¢ To gpyactrplo tTou Ke@ahin-
voU?’ g€ ouvdUdoud Pe To «@iAtpo» TN Téxvng Tou FaAdvn, Kat Tou André
Derain kat' enektaon, Ba npoodlopicouv kat v oxU tng enidpacng Twv
epebilopdtwy, nou o MépaAng Ba dexBel, Ba avitAngBel kat Ba katagepel va
QQOOLWOEL, €UPLOKOUEVOC eviEAeL oto Mapiot ota 1937.

«Otdoape oto Mapiol apxég Oktwfpiou 1937. Tpdptnka otnv Ecole des
Beaux Arts, wg éleve libre oto epyaotnpt tou Charles Guerain. MapdAAnAa,
@ottovoa otnv Ecole des Arts et Metiers oto gpyaoctriplo Pn@oBeTIKnG Pe
Tov Magne (o nanmnoUg Tou Mou ATav apXITEKTWY NPENEL va £(xe oxedLlAoeL
v ekkAnola tou Aylou Ywotn). Metd and €va xp6vo nriya oto pyactiplo
Towxoypaglag tou Ducos de ['Haille. Autdg Atav €vag KatanAnkTkog avBpw-
nog nou p' ayanouce. ‘Hrav PnAdc pe tepdotia xepla kat BupLle noptpaita

sonal archive, which was donated to the National Bank of Greece
Cultural Foundation, and the systematic study of the archives of the
Athens School of Fine Arts?" will certainly give a new push and a
different perspective to research.?

The body of works that comprises the artist's donation to the Na-
tional Gallery in 1988, the year when the museum organised his
retrospective exhibition, represents the artist's most authentic, if |
may say so, version. A set of drawings and paintings that unravels
the thread of his personal narrative in relation to his professional
development. Moralis proposes the Moralis that he would like the
public to know and remember, the one that will remain in the “trea-
sury of Greek artistic production from the post-Byzantine period
until today”.? It establishes precisely the artist that the artist himself
acknowledges in his work, a strictly figurative painter. This is how
he wants to go down in the history of Modern Greek art, although
in the late 1980s he worked exclusively in the more abstract style
that he had fully embraced for more than two decades. Or, to be
more specific, he compiled a leaner, in terms of expressive means,
version of figuration.

Proposing, as his own curator, in a way, the concept of an exhibition
that might concern him in the future, he donated to the National
Gallery works that trace the evolution of his personal experimenta-
tion with figuration, echoing his teaching at the Athens School of
Fine Arts, first, side by side to a conventional, conservative profes-
sor, such as Umvertos Argyros was,? as well as close to the “realist
[...] cosmopolitan™® Kefallinos, whose workshop would open up for
his students the channel of communication with Paris, "the tech-
nigue and spirit of Galanis”? Kefallinos's workshop,?” in conjunc-
tion with the "filter” of Galanis's art, and, consequently, that of André
Derain, would also determine the impact of the stimuli that Moralis
received, grasped and managed to assimilate, when he ultimately
found himself in Paris, in 1937.

“We arrived in Paris in early October 1937. | enrolled in the Ecole
des Beaux-Arts as an éleve libre in Charles Guerain's workshop.
Meanwhile, | also attended the Ecole des Arts et Métiers, the mo-
saic workshop taught by Magne (his grandfather, who was an archi-
tect, must have designed the church of Aghios Sostis). A year later,
| moved to the mural lab of Ducos de ['Haille. He was an amazing
person, who loved me. He was tall, with huge arms and reminded
me of Holbein's portraits. He really liked the frescoes that | made
back then. It all seems to me unreal now that | remember it: | had
a worker's overalls on and pushed a cart with sand and lime, and |
prepared these two-metre high walls with plaster before painting.
| wonder how | did itl When | went back to Paris, in 1955, after the
war, | planned to take a sabbatical and take it from there. It seems
that | had made a good reputation for myself, as | was told by sev-
eral Greeks who lived there.

| was lucky because when | went to Paris with Nikolaou,”® the 1937



Art Fair had not yet closed. Unlike the Russian and the German
pavilions, which were pompous and tasteless, there was the amaz-
ing Spanish pavilion, which was so modern that it could have been
made today. It was there that we saw the Guernica, its paint still
fresh, which made a great impression on us."?

Indeed, the elegant figure of Yannis Moralis and the artist's identity
for which he stands will be far removed from the “worker” that he
might have been when he attended Ducos de ['Haille’s workshop.
Equally distant were to remain the impressions of modernism in the
Spanish pavilion and the Guernica. Surprisingly (?). the renewal of
the visual language would come to Greece through examples that
sought to reduce the dizzying speed of the innovative experimenta-
tion exploding in Europe. "Return to order”, the famous rétour a
l'ordre of the European interwar period, would have on Moralis,
as on most Greek artists of the era,® an effect as “an escape from
academic painting and conservatism to a visually related modern-
ism that sought to renew the neoclassical visual art codes”, without
challenging their “empirical rationality” !

The mark of this innovative approach to academic figuration, which
the artist learned and pursued during his years of study at the Ath-
ens School of Fine Arts, was already evident in the works made in
Paris and in his development towards high-quality painting. in a
more personal style now, in the works that he showed at the 1940
National Art Fair in Zappeion, and in the first post-war National Art
Fair, in 1948. In other words, the body of work that was to secure
his election to the post of professor of the preliminary year at the
Athens School of Fine Arts, in late 194732

The main aim of the tests, and possibly the limit for the exhaus-
tion of his experiments with figuration, is reflected in the way he
describes to Fani-Maria Tsingakou the Nude of Paris, as he charac-
teristically calls it: "When | worked also as an art conservator dur-
ing the Occupation, | happened to clean up a work from the lonian
Islands which looked like it. Yet, when | looked at it closely, mine
appeared totally two-dimensional compared to the volume of the
old one.” Indeed, his works faithfully follow the tradition of aca-
demic painting and renew it in a prudent and measured way: rather,
they negotiate it anew, as even the questioning arises as a natural
continuation, in a way, rather than a full shift or rupture.

His studies, conversations, travel adventures and fermentation with
fellow artists and friends - "Once, Angelos Prokopiou asked me, he
recalled, whom | considered to be my teachers, and when | gave
him an endless list of friends’ names, such as Errikos Frantziskakis,
Tsarouchis, Nikolaou, Pappas, Kapralos, Kontoglou and more, he was
left speechless! What | mean to say is that there is give and take [...]
You see, by teachers | mean those who gave me something through
their work™* — never made his personal stance waver, a stance that
imposed true commitment to the real, the concrete, the stimuli re-
ceived by vision, the security of a defined, protected individuality.

Tou Holbein. Autég ol vwnoypagl{eg nou €kava tote Tou dpecav NoAU. Mou
@alvetal oav Pepata twpa nou 1o Bupduat: popovoa pla @oppa oav epya-
NG Kat KouBaAoUoa Pe 10 KapoTadKL Tnv AUPo Kal Tov acBEatn, Kat Npoe-
Toipala autolg touc duo pETpa Toixoug pe 0ofd yla va (wypagiow. Ano-
pW Nwc 1o €kava!l Otav Eavannya oto Mapiot 1o 1955 petd tov ndAepo, sixa
okond va Ndpw sabbatical kat va cuvexiow. Paivetal 01l eixa agricel kKaAd
6vopa, 6nwg pou €Aeyav ddpopol EAMNvVeEC nou népacav and kel

‘Huouv tuxepdg d16tL, dtav niyape pe tov NikoAdou oto MMapiol?® dev eixe

aképa KAgloel n peydAn €kBeon tou ‘37. Ekel, o€ avtiBeon ue 10 pwaolko Kat
TO0 YEPMUAVIKO Mou ATav mopnwodn Kal KakOyouoTd, UMNPXE TO EKMANKTIKG
lonaviké neplntepo, nou Atav T6oo PoviEpvo nou Ba pnopoUoe va eixe @tia-
x1el onpepa. Exkel e{dape tn Guernica nou ntav akdua @PETKLa Kal pag ixe
KAVEL peyaAn eviunwon».?

MNpaypatikd, n Kougn @ryolpa tou Mdvvn MépaAn kat n TauTtdTNTA TOU KaA-
AtExvn nou npeafevel, Ba €xel ato €€Ng EAGXLOTN OXEaN W ToV «EPYdTn»,
nou {owg unnpée napakoAouBwvtag 1o epyactipto Tou Ducos de ['Haille.
E&{oou pakpiveg Ba pelvouv kat oL eVIUNWOELG ToU PoviepVIoPoU Tou Lona-
vikoU neptntépou Kat tng Guernica. Mapaddéwg (;) n avdvewaon otnv €lka-
oTIKA yAwooa Ba €pBel yla tnv EAAGda peoa and napadeiyuata, nou otnv
Eupwnn natodoav 10 Qpevo Kat NASYXav TIG LALYYIWOELG TAXUTNTEG TwV NEL-
PAPATIOPWV KAl TWV VEWTEPLOTIKWV BOKLWWY. H entatpogn atnv tdén, To ne-
pipnuo rétour a lordre, Tou eupwnaikoU pecomnoAéuou, Ba Asltoupynaet
yla tov MdpaAn, dnwg Kat yla Toug NepLacdTtePOUC EMNVEG KAAMTEXVEG TNG
€Noxnc. ¥ wg «dia @uyn ano tov akadnuaiopo Kat 1o uvTNPNTIoKS NPogG Pla
OUYYEVA HOPMONAACTIKA VEWTEPLKOTNTA, Nou NpoonaBolcs va avavewoel
TOUG KAQGIKOUG EIKAOTIKOUG KWOIKEG», XWpP(G va NPOKaAEl Tov «gUNEPIKO
opBoAoyloud» Toug.®

To otlypa autiAg TNG avavewTkAG MPOCEYYLONG oTnV akadnaikn napaota-
TKOTNTa, Nou €uabe kat doUAeE Ta xpdvia Twv onoudwy Tou otnv AXKT, 10
BAgnoupe ndn ota €pya Tou lMaptoloy, kat atnv eEEALEN Tou, o€ UPNANG MoL-
0tNTag {WYPaPIKN, Pe eVIOVOTEPO TO MPOCWMIKG Tou UYOG Mid, ota £pya
nou Ba dei&el atnv MaveArvia €kBeon tou 1940 oto Zdnnelo, dNwg Kal otnv
NPWIN PETA Tov NoAepo MaveAdnvia, Tnv €kBeon tou 1948. To oUvoAo tng
douAeldg, dnAadn, nou Ba tou e€aocpaAioel Tnv ekhoyr otn BEan tou d1da-
OKOVTOG TOU MPOKaTapKTikoU £1ouc atnv AXKT ota téAn tou 1947.%

To Baowkd {ntoUpevo Twv 0OKIPWY, MBavwe Kat 1o éplo eEAVIANGNG TwV NeL-
POMOTIOPWV TOU JE TNV NAPACTATIKATNTA ANOTUNWVYETAL OTOV TPOMO HE ToV
onoio o {dlo¢ neplypdpet otnv ®avi-Mapia Totykdkou 1o [uuvd tou [a-
plotod, 6Nw¢ XapakInNpLoTikd 1o anokaAel: «Etuxe otnv Katoxi nou €ka-
va Kal ouvinpnaon £pywy Texvng, va kaBapiow €va Entavnolakd nou €uola-
Ce Y’ autd. AMG étav 1o €BaAa KATw Kat 10 KoltoUod MPOCEXTIKA, TO OIKO
pou qatvdtav NAdka, 6todldotato, o ox€an [e Tov Oyko Tou dAAou, Tou na-
AoU».® Oviwg, Ta €pya Tou napakoAouBolv niotd tnv napddoon tng akadn-
HaikAG {wypa@ikng Kal TNV avavewvouv OUVETd Kal PETPNPEVA” TNV enava-
npaypatevoviat ydAAov, apou akdua Kat n ag@LoBhtnon NpokUNTeEL we Qu-
OlKN OUVEXELd TNC W €vav Tpono, Napd wg NANPNG Yetaténion N pREN.
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Ot onoudéc, ol oulNTAGELG, N NEPLNETELD ToU TA&LOL0U Kat Twv CUPWOEWY JE
ouvadeAoug kat @idoug —«kdnote o AyyeAog Npokoniou pe pwinoe —ot-
nye{tal- nolouc Bewpw dackdAoug pou, Kat étav Tou apddlaca va owpo
ovopata eidwv, dnwg o Epplkoc ®pavidiokdkng, o Toapouxng, o NikoAdou,
o lNanndg, o Kanpdhog, o KdévtoyAou kat dMot, 1a ‘xaoe! Autd nmou BEAw
va nw elvat 1L undpxel €va ndpe-0waoe... KatahaBaivelg dnAadn o1, étav
Aéw 0dakaAol, evvow autoUc Mou Je TN GOUAELD TOUC pou £dwaav KaT»-,
Oev Ba PeTaKLvACOUV NOTE TO AUETAKANTO MNPOCWNIKS TOU 6pLo, Moy eNBAA-
AEL MLOTA NPOCNAWGCN CTO NPAYHATIKG, 0To antd, ata epeBiopata nou npo-
oAapBdvel n dpaon, otnv ao@dAela plag oploBETNUEVNG, NPOCTATEVPEVNC
atopkdTNTac.

Y €va 0EUdEPKEC Kal dLeloOUTIKOG KpLTIkG onpelwpa yua tnv ékBean Tou 1948
ato Zdnneto, o AyyeAog lNpokoniou Ba ypdet: «Kpdtnoav and tov MapBevn
TNV ENLOTNHOVIKA XpwHaToAoy(a, Ta ateBnTikd HUCTIKA TwV PVNPELOKWY OUV-
B€ocwv TNG KAAOIKAG Kal pecalwvikAc EANAdoG, dev euevay dwC moTol
oto 6papd Ttou. [...] O TaAdvng ntav yU' autoug o oUvdeopog tou Bulavtiou
He v naplovn (wypa@ikn Kat KivrBnkav npoc 1o 0popo Tou».3 Kal ouve-
xiCel: « Ouno a&déAoyol peta&y twv VEwv autwyv ntav o MépaAng kat o Toa-
pouxnc. AnaAAdoooviag 1o Xpwpa Toug and tn ewtookiaat kat 1o {Upwua,
{ATnoav TLG anAEg povoxpwpeg enupdveleg [...]. Mo ataBnotakdc kat avhou-
X0¢ 0 Toapouxng, Nto eNPEAAG oTNV TEXVIKA Tou 0 MdpaAng, BEAnoav kat ot
duo va £avadwaoouy 0To Koo TLG CUYKIVACELG Tou Bedpatog, nou €ixe eyka-
taAslel napnpnpgvn oxoAn. [...] And to Mdvvn Mépahn €xope peyaAUTepeG
a&loelg, yatl kat o (B1og €xel peyaiUtepeg OuvatdTNTEC an’ autég nou na-
poucldlel ota £pya tou. ‘Exel {owg aduvatn BEAnoL kat napacUpetat and Ka-
MOLEG LTAAKEG KOUPATNTEG MoU NTooUV £va Kowvd and avopn, aAAd dev oup-
BaMouv otn cofapn undBeat TNC T€XVNG. Tou ypdpw EAKPWVE TIG OKEPELG
pou yatl aloBdvopat Wdiaitepn aydnn yia 1o TaAEVTo Tou»

MMapd 10 yeyovdg ot ot pvApeg tng dtdaockaAiag tou MNapBevn Ba entotpe-
(Pouv, Kat kanote paAwota Ba ekdniwvovtat kat Ba aélonolouvial pe 1po-
no anpokdAunto —énwg, yla napddetypa, oto oxedlaopod kat Tnv uhonoin-
on TwV avayAuQwy eNLPavelwy otig npoaoyelc tou Eevodoxeiou XiAtov—,
n atpéoEalpa ToU £pyou Kal N NVEUHATIKATNTA ToU OAOKAAQU, NApAEVOUY
HAAov epuntikd duonpdattec. Mpodkettal otnv ouasia yia €vav Ao kdOpo,
yla Tn dlekd{knon g e§aUAWONG Kal ToU aVEPIKTOU, anevavil o€ pia eunet-
PN, NpaypatioTkn avtiAngn yua  {wn.®

Efvat akpBwc 1o THAKA Tou aotikoU Kovou, nou aonddetal autn TNy TEAEU-
taia avtiAngn, 10 onoflo o MdépaAng Ba caynveloet ota T€An tng dekaetiag
Tou 40 Kat katd tn didpkela TG dekaetiag Tou B0 pe ta €pya «katapuyla
ToU Xelalouevou avBpwniopou»*, i, kdvovtag «téxvn BeTkh», e 1a AS-
yla tou M. Kapaydton.

H povadikn {owg popd nou 1o €pyo tou MépaAn Ba yonteUoel delxvoviag

EUAAWTO Kal TpwTd, xwplc va @ofdtal TG atéAelEg Tou, nelpapatlOpevo

aKpBwG peoa and ta «Peyddia» tou, elval atnv €kBeon tng opddac «Ap-

H6C» ota 195241 H kpttikn 16Te Ba alpvidlaotel —eixe ndn evionioet T «pe-

1aBatikn neplodo»* Tnv onola dlepxdtav 10 £pyo Tou {wypdeou Katd tTnv
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In a perceptive and penetrating critical note on the 1948 National
Art Fair in Zappeion, Angelos Prokopiou wrote: “They preserved
Parthenis’s scientific chromatology. the aesthetic secrets of the
monumental works of the classical and medieval Greece, yet they
did not remain faithful to his vision. [...] Galanis was for them the li-
aison between Byzantine and Parisian art, and they moved towards
him.”® He continues: “Most notable among these young artists
were Moralis and Tsarouchis. Relieving their colour from chiar-
oscuro and impasto, they went for simple, monochromatic surfac-
es. [...] Tsarouchis being more sensual and restless, and Moralis
more meticulous technically, they both sought to once again offer
the public the excitement of viewing, which had been neglected by
the abstract school. [...] We are more demanding in Moralis's case
because he has greater possibilities than those currently realised
in his works. He is perhaps weak of will and is sometimes lured by
ltalian elegance, which concerns a snobbish public, but does not
contribute to the serious business of art. | write my thoughts on him
sincerely, as | am very fond of his talent.”®

In spite of the fact that the memories of Parthenis's teaching would
re-emerge, sometimes very explicitly expressed and used to good
effect — as was the case, for instance, in the design and execution
of the reliefs on the facades of the Athens Hilton Hotel*” - the ambi-
ance of the master's work and his spirituality remain completely
Inaccessible. This was in fact a different world, demanding the im-
material and unfeasible, as opposed to an empirical, pragmatic ap-
proach to life.*®

It was precisely the bourgeois audience, which embraced the latter
view, that Moralis would seduce in the late 1940s and in the 1950s,
with his works-"shelters of a threatened humanism”*® or by pro-
ducing “positive art”“* to quote the novelist M. Karagatsis.

The only time that Moralis's work may have appealed by seeming
fragile and vulnerable, fearless of its own imperfections, experiment-
ing precisely through its “flaws”, was at the Armos group exhibition,
in 1952 4" Criticism was taken by surprise at the time — it had already
identified the “transitional period™? which the artist's work was going
through at the National Art Fair in spring 1952, and in its most perva-
sive manifestations it seemed to understand "the continued division
of Moralis between realism and modern art™ and to identify "the
stability of an artist who combines technical knowledge with a deli-
cate lyricism — not unrelated to an idealised sensuality.*
tations, however, of the fans of conservative aesthetic choices, who
expected Moralis to continue to replicate the successful solutions
that had ensured his acceptance in the 1940s, did not materialise.”

The expec-

Accordingly, while reviews in the Press point out that, “Y. Moralis
enters a denial of colour”,*® or that, "After the first surprise, what
is of interest in these remarkable paintings may be the qualities of
draughtsmanship and composition mainly, rather than colour”,*’ the
artist himself explained, in December 1952, how he saw what he



did and supplied his own coordinates for his creative itinerary: "l am
of the opinion that good art, in whatever style it may be, is essential-
ly the same and has human beings as its starting point. Personally, |
love Hellenistic and Byzantine painting. Fayum portraits, the fresco
paintings of Pompeii and Byzantine mosaics, which all have shared
their roots in realism, have offered many lessons to my work.™®

The invocation and combination of visual paradigms from tradition-
al and contemporary art at the same time managed to reveal the
orientation of the “quest for Greekness™®, in the way that this was
perceived by the Armos group members and acted as one of the
key points of convergence for them. Eugenios Spatharis, the pre-
eminent Greek shadow play artist, was invited to participate in the
Armos exhibition. During the same year, he had “participated for the
first time as a painter in the National Art Fair”% All this would be
further clarified by Marinos Kalligas when, excited, he characterised
the Armos exhibition as “the first exhibition of Modern Greek Art [...]
in which the Greek element is so consolidated and expressed with
such knowledge of developments in the international arena.™

No matter if Moralis avoided talking about the Greekness of his work
- nevertheless regarding it as an integral part of his identity, a natural
and self-evident condition - the way in which he handled the evolution
of artistic form in his work, his very speaking, ultimately,” contribute
directly to (and are derived from) “an attempt to reconcile identity and
awareness, aesthetics and history, invention and experience.”

In the lecture by Kalligas, besides, who at the time represented
the bourgeois intelligentsia, with which Moralis had sided, one can
further deduce the causes that made the artist handle his means in
a different approach and become removed from the realism of his
earlier work: “The quality that makes creativity to be perceived liter-
ally, that is, as the production of something new, is what creativity is
all about, and this is what makes everything flourish, and the rest
is mere technical excellence,” explained Kalligas, and went on to
say, “Because to make something to look like the original is a mat-
ter of practice, not of intellectual background. Makers of pleasing
works are a class of painters that needs to be distinguished, at least
nowadays, from the class of artists.”™"

A shaken realism, however, was not the only reason why Moralis
was praised, or asked to “apologise”, in late 1952 and early in the
following year. The fact that marked this exhibition more than any-
thing else and which put to the test the cohesiveness of the group
and the true limits of the collectivity of each member, was this: the
removal “after police intervention” of a work by Tsarouchis, which
was deemed obscene, as it depicted “a naked man in bed and a
sailor seated opposite him.™

Tsarouchis appears not to have enjoyed the unanimous support of
the Armos group members® - for a significant period of time, press
articles focused upon the absence of a direct, official reaction, and.

MaveAAnvia €kBeon tnv dvolén tou 1952, Kat ot Nlo OLELGOUTIKEC TNG K-
BOXEC, avdtav va avilAapfavetal «to ouvexn dixaopd tou (MépaAn) peta-
&U peaAlopoU Kal poviépvag TExvNe»*, kaBwe kat va evionidel «tnv otabe-
pOTNTA TOU KAAATEXVN MOU GUVOUAZEL TNV TEXVIKNA yVWaoN PE €va AenTto Aupl-
opd —6x1L doxeto pe e€1davikeupévo aloBnaotacud».* Ot NpoodoKieg NAVIWG
eKelvy, oNadwy Twv CUVINENTIKWY atoBNTIKWY EMAOYWY, oL onoiol nepie-
vav 61t o MépaAng Ba ouvexioel va enavaAapBdvel TIC EMNTUXNUEVEC AUCELG
nou tou e§ao@dAioay tnv anodoxn otn dekastia tou ‘40, dlaevotnkav.®

Kl €10, evw ta dnuoctevpata otov Tunmo napatnpolyv 6t «O . MépaAng
pnalvel ge plav dpvnon ToU XPWHaToG»® 1 «OTt YeTd Ty npwIn €KNANEN
0,1 Kup{wg evllagépel atoug a&lonpdoeKToug autous Nivakeg ival pdAhov
apetéc oxedlou Kat oUvBeang Kat Oxt XxpwWHatog»47 o (Bloc, Tov Aeképfplo
Tou 1952, Ba e€nynoetl nw¢ avithapBdvetal autd nou kdvel kat Ba dWoEL TG
BLKEG TOU OUVIETAYHEVEC QvVAPOPLKA UE TIC petaton{oelc Tou: «Exw tnv yv-
uN Nwe N kaAn Cwypa@ikn, énota texvotponia KU av akoAouBn, oto BdBog
¢ eivat {Ola kat Eekwvdel ano tov avBpwno. Mpoownikd ayanw v EAMNVL-
oTkn {wypa@kni kat n BulavtvA. Ta noptpaita tou Payloly, oL Toixoypa-
¢lec g Mopnniag kat Ta Buavivd Pn@idwtd, nou 6Aa TOUG EXOUV KOLVEG
PEAMOTIKEC pICEC, HOU MPOCPEPOUV MNOAAG OLOGYNATa OTO €pY0 Hou».

H enikAnon kat 0 ouyKePAOMOG £KAOTIKWY Napadstypdtwy and tnv napd-
000N kat and t olyxpovn T€xvn TV {Ola otyun —otny €kBeon tou «ApuoUs»
KANBNKE va oUPPETEXEL ONWC NON avagepape o Euyéviog naBdpng, o onol-
0¢ ekelvn v xpovid «unaivel NpwIn @opd wg {wypdgog atnv MaveArivi-
0»%—, netuxaivel va delEel Tov NPOCAVATOALOHG TOU «alTNKATog TNG EAANVL-
KOTNTAG»>, pe Tov TP6No Nou yvoaTtav aviAniTtd and ta YEAN g opdadac Kat
AettoUpynoe WG €va and ta Bactkd onpeia oUyKALONG TwV PEAWY ToU «Ap-
pouU». Ba 1o npoadlopioel cagpéatepa o Mapivog KaAAlydg, étav evBouata-
opgvog Ba xapaktnploet v €kBeon toug «npwtn €kBeon NeoeAMnvikAG Te-
xvng [...] Y€ 1000 KATAOTAAQYHEVO TO EAANVIKG OTOIXE(D KAl EKPPACHEVO HE
10N YVWON TV KATaKTAoEWV Kal a1o dleBveg nedio».”

‘Oco kat av 0 MépaAng ano@eUyel va JAAGEL yla TNV EAANVIKGTNTA TOU €p-

YOU Tou, -Bewpwivtac Tn napdAa autd avandonacto oToxe(o TN TauToTNTAC
T0U, ouvBAKN autovdNTN Kat YUAlkni-, o TPéno¢ We tov onolo dlaxelpiletal
v €EEALEN TNG KAAALTEXVIKAG (POpHac otn doUAeLd Tou, o (8log Tou 0 AdyoG
TEAKE, ¥ oupBdaAouy akplBwe os (aAAG Kal mpokUnTouy and) «uia Npocnd-
Bela ouykepaopoU TauTtdTNTAC Kal cUVEdNONG, aloBNTIKAG Kat Lotoplag, ent-
vonaong Kkat Blwpatog»

Y10 Adyo Tou KaMyd €€dAhou, nou 1dte eknpoownel T0 TUAYA NG aoTL-
K¢ dlavonaong pe To onoio o MépaAng cupnAgel, unopel kavelc va avixveu-
O£l NEPLOOGTEPO avanmTtuypeva Ta afta, ta onoia €otpedav 10 {wypd@o oe
pLa dlapopETKn NPaypdTeuon Twv HEGWY TOU Kal Tov anopdkpuvav anod v
aAnBopavela ng NnponyoUpevng BOUAELAG TOU: «T0 OTOLXE(D €KelvVO Mou Kd-
vel va dlakpivetal n dnptoupyla otnv KuploAg&ia tng, n kataokeun dnAadn
ToU véou Ba net dnploupyia, Kat Y autd NnpokdBel To KABEe L, evwd T dAAa -
val TEXVIKAC apTdTnTacg», e€nyel o KaAydg, kat ouvexilel, «yati 1o va netu-
xaivel Kdtt va potdlel pe 1o npwtdtuno auto eivat ZATNUa aoKACEWS Kat OXL
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NVEUPATIKAG kataBoAnc. Ol KaTAOKEUAOTEG EUXAPLOTWY EPYywV lval PLa Ka-
tnyopia Cwypdpwv nou npgnet va tn dlakpivel kavelg, otnv enoxni pag tou-
Adxiatov, and tnv katnyopla Twv dnpLoupywv» 3

H kAoviopgvn aAnBogdvela ndviwg dev ntav o gévog Adyog yla tov onoio
0 MdépaAng enawvéBnke 1 KANBNKe va «anohoynBel» ota t€An tou 1952 kat
OTLG OPXEG TOU ENGUEVOU XpOVOU. To yeyovoG Mou oNUAdEWE TN OUYKEKPLUE-
vn €kBeon neploodtepo and oudnnote AAA0 Kal OOKI{UaCE TOUC CUVEKTIKOUC
deapoUC TG opAdac, ONwE KaL Ta NPaydatikd 6pla TNG GUAOYIKATNTAG Twv
HEAWV TG, unnp&e dAAo' n agaipeon «katénw enepfdocwc tng Aotuvopi-
ag» evog €pyou Tou Toapouxn, mou KpiBnke doepvo, kaBwg napiotave «&vav
Gvdpa oAdyupvo ato KpeBRATL kat anévavti Tou kaBlopgvov €va vautns 5

O Toapouxng gaivetat éu dev Ba Bpet oudBupn aAAnAgyyua otdon and ta
HEAN NG opddac tou «ApdoU»® -dnpooteduata otov TUMo yla oNPavIKé
Xpovikd Otdotnpa Ba eotdlouv akplPwg otnv anoud{a dpeong en{onung
avt{dpaaNng, Kal, 0€ OPLOPEVEC JAALOTA NEPLTTWOELG, OXEQGV Ba EMIXEPOUV
va v ekBldoouv.y’ Méoa o€ pla yevIKOTEPO POPTIOUEVN LOE0AOYIKA PETEW-
UMakn neplodo, ol ouZnTnaelg Kat To KAlpa nou Ba dnpoupynBel Ba ou-
pnapacUpouy Kal 1o €pyo Tou MépaAn, o onolog, €lpnoBw ev Nnapddw, ntav
avdpeoa 0" exkelvoug, nou dev EUevav apeToxol, enxelpnoav va dlaxelpL-
oToUv TNV Kplon Kal npoondBnoav va Bpouv uia Auon nou Ba ektévwve Ty
évtaon.%®

H pwtoypapia tTwv dIKWY Tou PdeydAwy yuvalkelwy yupvay, nou Ba dnuo-
olevoel n epnuepida tng Aplotepdc AAayn, oto NAaiolo TNG TEXVOKPLTIKNG
oTnANG tng Mivac Zwypdpou-Mepavaiou otig 18/12/1952, Ba npokaAgoet Tn
prvuon Tou gloayyeAéa, Uotepa and katayyehla ing Mevikng AopdAciac. Ot
paptupeg katnyoplag katéBeoav 41l 10 dnuoaieupa tng epnuepidag npo-
o€Bale «tnv dnuociav adw, d4TL ol avayvwaotal (tng) and aleBntikng ano-
PEewg avrkouy €1¢ Ta¢ KATwTéPag TAelg Kal Oev elval €1 BEatv va Kpivouv
QVTIKELEVIKWC TaG £lKOvVag».® H oulitnon eni tou Buatog Ba nupodotnBel
€K VEOU, N e@nuepida Ba nticel kat Ba dnpoalelost TIC andPelg KaAAlte-
XVWV Kat 8lavooupévwy, o Tunog yevikotepa Ba napakoiouBel 1o {htnua.®
0 {dlo¢ 0 MdpaAng Ba avtipetwnioet TNV KaTdoTAoN Pe CUVAVETIKNA PAANOV
d1aBean, oupBiBactikd, ano@sUyoviag va Xpwuatioel MOATIKG TNV andvin-
on tou, 0ev Ba aprioest dpwG NBikdG akdAunTtoug TNV e@nuep{da Kat Toug av-
Bpwnoug ng.®

Eivat aAnBwvd evdlapepov OTL Ye TNV a@oppn Twv dEewy Kal Twv €na-
kKOAouBwv dleveewy, dlatundwvovtal andPelc Nou pe anokaAuntkd Tpono
anoTUMNWYOUY €UPUTEPEG OE0AOYIKEC TOMOBETNOELG, avaWopLKa We Ta opla
NG eAeUBepnG Ekppaong, Tn Asttoupyia NG apxaldtntag wg va (00g Ko-
AUPBNBpag tou XIAWAY, TOUG 0pLOMOUC TNG TEXVNG KAl TOU KAAATEXVIKOU £p-
YOU, KaBW¢ Kal Tou Kowvou, oTo ono{o Ta Npoidvta NG KAAMIEXVIKNG ONpL-
oupylag anguBuvovtat kat pe 1o onoio ot dnutoupyol cuvdlaAgyovtat.

H dtadpopn and ta €pya tng lNMaveAriviag €kBeong tou 1952 kat tng €kBe-

ang tou «AppoU» 1o Zdnneto, yexpt T Biennale tou 1958 kat tnv npwdtn

atoikn €kBeon 1o 1959, otnv aiBouca tou «ApuoU» autn Tn @opd.? elval,
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in some cases, almost tried to elicit one.”” In the broader ideologi-
cally charged post-civil war context, the ensuing debate and overall
atmosphere also affected the work of Moralis, who, incidentally,
was among those who did not remain aloof, but attempted to deal
with the crisis and sought a solution to release the tension.®

The photo of his own large female nudes, published by the left-
wing newspaper Allagi, as illustration for the art review by Mina
Zografou-Meranaiou on 18/12/1952, caused a district attorney's
Inquiry in response to a complaint by the security agency. The wit-
nesses for the prosecution testified that the newspaper article went
against "the interests of public decency because readers hail from
the lower classes, aesthetically speaking, and are not in a position
to objectively judge the images.”™ The debate was rekindled, the
newspaper published the views of artists and intellectuals, the me-
dia in general followed the topic.® Moralis himself handled the situ-
ation seeking consensus, compromise, avoiding giving an explicitly
political reply: nevertheless, he did not leave the newspaper and its
staff without his moral support.®!

It is In fact interesting that, triggered by the prosecution and sub-
sequent debate, views were expressed which revealed the broader
ideological views regarding the limits of free expression, the role
of antiquity as a kind of a pool of Siloam, the definitions of art and a
work of art, as well as of the public, to which the products of artistic
creativity are addressed and with which the artists interact.

The path from the artist's works of the 1952 National Art Fair and
the Armos exhibition at Zappeion to the 1958 Biennale and the art-
ist's first solo exhibition, in 1959, this time at Armos Art Gallery,*
was, in a way, predetermined and predictable, in the sense that the
artist still had the same aspirations, pursued the same concept. Re-
maining anthropocentric and always concerned about the integrity
of the results obtained, Moralis's painting insisted on experiment-
ing in a fertile, and sometimes enchanting, manner, with the terms
of the encounter between the attempted references to the past and
recent artistic achievements — at least those that interested the art-
ist, and which he was able to grasp and assimilate.

The artist’s contribution to the Biennale, and that of Tsarouchis, in-
deed garnered favourable reviews. And the enthusiasm shown by
both for Gio Ponti's extensive reference to their work in Domus
magazine Is touching and surely indicative of how hard it was for
a Greek artist to attract international attention: “Three pages, with
plenty of photos and an article full of praise.”

The human-centric nature of their work, which attracted Ponti’s at-
tention,% in an international arena in which abstraction prevailed,
resulted in highlighting those figurative elements that contained
abstraction, irrespective, in essence, of the new formal explora-
tions, but inherent in the timeless quest “to express the ineffable
mystic experience of the absolute” %



“There is a secret cult,” wrote Ponti, "the cult of those who know
how to depict the human figure [...] And feel passionate bliss when
savouring with an animal pleasure the ability to represent this fig-
ure in all actions and fleeting, hard to capture expressions, and to
render its unique individuality and specific features in precise out-
lines [...] To depict it, regarding this depiction as an extreme level
of human expression, of human history, as well as of the history of
ourselves, which is evoked at the same time. The two Greek paint-
ers, Yannis Moralis and Yannis Tsarouchis, belong to this ‘secret
society’. When | saw their works in Venice, | rejoiced, as | belong to
the same cult.”®

In their subsequent development, it seems that both artists re-
mained, more or less — depending on the background and main
lines of interest in the work of each - loyal to Ponti's secret cult.
“In the room where my class was held, | had placed to the right
of the entrance a quite large display of various art reproductions,
for instance an archaic work side by side with a Mondrian, several
Bonnards and Cézannes, which is readable painting. especially
Cézanne, whereas a Van Gogh, for instance, only teaches its pas-
sion; one cannot use that for a lesson. Also, a Fayum, a fresco
from Pompeii, and more, [...]"” Moralis reminisced to Tsingakou,
speaking about his years as a professor at the Athens School of
Fine Arts.

With specific, clear shifts, from his Nude, of 1939, to the Pregnant
woman, of 1948, the Nudes of the Armos exhibition, only a few
years later in the early 1950s, until the girls of his Funeral Com-
positions, produced at the end of the decade and the early years
of the following one, we can follow the gradual careful, studied,
meticulous distancing of the painter from the lessons of Academic
painting and the gradual formation of an unmistakably personal,
authentic, realistic in its essence writing, “with seriousness and
morality”,®® where “each work is an achievement and does not re-
flect temporary impressions” %

It is for this reason perhaps that the body of the more abstract
works” is absent from the artist's donation to the National Gallery.
With his second solo exhibition, this time at the Hilton Art Gallery,”
Moralis may have felt that a major phase in his work had been com-
pleted, that he had reached some early key conclusions after a long
journey. For a man who seemed to be very strict and demanding
on himself, and probably fragile and insecure deep down, behind
that perfect equipoise of his visual art writing, what came after that
had not yet — according to his own standards of course — come full
circle so as to merit addition, in 1988, as a new chapter in the nar-
rative that concerned him.
Annie Malama
Dr History of Art
Curator, National Gallery-
Alexandros Soutzos Museum

Katd Kdnoto tpdno, NPodLayeyPAPHUEVN KAl aVAPEVOUEVN, JE TNV €wvold OTL
e€akohouBel va exel 1i¢ (dleg endlwéelg, va npaypateletal kat va avantio-
o€l 10 (0lo okenTIKO. MNapapévoviag avBpwnokevipkA Katl cuvexidoviag va
aywvild ya v apTdtnta Tou Napayduevou anoteAEodatog, N Cwypag@kn
T0U MépaAn entpgvel va nelpapatidetal Pe 1pdno yovLHo, KAl OPLOPEVEG (PO-
PEC KABNAWTIKA YONTEUTIKO, E TOUG OPOUC TNG CUVAVINONG TWV EMXELPOU-
HEVWV ava@opwy oto NapeABov pe TG Npdo@ateq KAAMIEXVIKEG KATAKIN-
0€1C ekelveg TOUAGXLOTOV Mou Tov evOLlaPEPOUV Kal lval o B€on va aviiAn-
@Bel Kat va apopolwoEL.

H napouaia tou atn Biennale, 6nwg dAwaote kal ekelvn Tou Taapouxn, KEp-
dloav npdypatt euvoikd oxoAla. Kat elvat ouyKvNTIKAG, Kat evOEIKTIKAG BE-
Bata tou ndoo dUokoho ntav yua evav EéAlnva {wypdgo va anoondoetl TNy
npoooxn extd¢ ouvopwy, 0 evBouolaoudg nou dsixvouv oL BUO TOUG yla
TNV EKTEVECTATN ava@opd oTo £pyo Toug and tov Gio Ponti oto neplodikd
Domus: «tpelg 0eAidec, pe @wtoypapiec UNOMKES Kal va Keldevo moAU
ENAVETIKG» &

O avBpwnoKevIpKAC XapakTApag Tou €pyou Toug nou Ba KvAceL TNV Npo-
goxn Tou Ponti.% ¢" éva dieBvég nepBdAov 6nou kuplapxel n agaipeaon, Ba
yivel apoppn va avadeixBoulv ekeiva 1a otoxela TNG NopactatkdtNTag nou
gUMEPLEXOLY TNV aaipeon, doxeta eni TNG ouciag JE TLG VEEG HOPPLKEG ava-
{NTNOELG aANG gyyevn oTn BLOXPOVIKA anoneLpa «va eKPPAcTel 10 avekppa-
010 HUOTIKO Biwya Tou anoAutou».®

«Yndpxel pgua puotikn aipean», ypdgel o Ponti, «n aipeon ekelvwv nou &g-
pouv va anekoviCouv tnv avBpwnvn pyopen. [...] Kat atoBdvovtat napdgo-
pn eudatpovia pe 1o va anoAauPdvouv pe {wikn xapd tn duvatdtnta va tnv
avanaplotolv auth TN Pop@n og OAEG TIG OPAoTNPLOTNTEC KAl OTIG OUOKOAO-
andd0TEC (PEVYAAEEG EKPPAOELG TNG PUOLOYVWHIaG TNG Kat va Tnv e€atopt-
KeUouv e Ta 1Ola{tepa XapaKINPLOTIKA TNG o€ neplypdppata akplPn [...] Na
v anewkovidouv BA€novtag o” autiv TNV anetkévion, ¢ auTthv TNV NPOowno-
ypdpnon éva akpdtato 6plo TNE Ekppaong TNG avBpwndtntag, tnv avBpwnt-
vn Lotop{a TNG aAAd Kal Tnv Lotopia Tou £aUToU Wag Nou NEPLyPAPETaL Ouy-
xpdvwg. Ot dUo ‘EAAnveg Cwypdgol, o Mdvwng MdpaAng kat o MNdavvng Toa-
poUXNG, AVAKOUV " auth TN «dUCTIKAY €Talpia». KaBwe aviikpuoa otn Beve-
{0 10 €pya ToUC Ta XdpnKa, yati otnv {dla aipean aviAkw Kat eyw».%

YInv petenetta nopeia toug, paivetal Nwg kat ot duo, AlydTeEPO N NEPLOOO-
TEPO, AVAAOYA WE TA MPOCWNIKA Tou £pAdla 0 KaBgvag kat Tn Bactkn npo-
BAnpatikn tng douAeldc tou, Ba napapeivouv niotol otnv ajpeon tou Ponti.
«2tnv aiBouca 6mou ywvétav 1o PdBnua, dtav £unaveg peoa de&ld sixa pla
Buplva peyaroutatkn, pe SLAQOPEG PENPOVIUELOY £pywy TEXVNG ONWG £va
apxaikd, 6{nAa eva Movtpldv, moAhoug Bonnard kat Cezanne, nou eivat ava-
yvaon wypa@kn, Owe o Cezanne, evw n.x. évag Van Gogh 0tddokel
pOvo To ndBog tou” dev PnopelG va tov kKdvelg pdBnpua. Eniong €va payloly,
uia toxoypagia g Mopnniag kat dAAa...».¥” Ba BuunBel va net otnv Tol-
yKdkou 0 MépaAng, avag@epduevog ata xpovia tng dtdackaAlag atn XXoAN.

Me ouykekplpeveg kal oageic petatonioelg, and to Mupvd tou 1939, otnv
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‘Eyxuo luvaika tou 1948, ta [uuvd tng €kBeong tou Appou, Alya pévo xpo-
via apyotepa —oTiG apxeg Tne dekastiag tou 50—, peéxpt ta kopltola twv Ent-
TUuBlwy FuvBgowvy ota TEAN NG (dlag dekaeTiag Kal oTLG apXEC TG ENGUEVNG,
napatnpoUpe, Tn oTadlakn, NPOCEKTKN, PEAETNUEVN, KOMwdN anootacto-
noinan tou {wypdpou and Ti¢ dtdaxeg Tou Akadnpaiopou, Katl TNy Npoodeu-
TIKN OUYKPATNON VOGS NPoownikoy, Wlaltepou, auBeviikoU, paAloTikoU oTny
ouaia Tou, TPANoU ypa@ne «de coBapdtnta Kal nBog» . dnou «1o kdBe £pyo
TOU £lval KL and Pla KatdkInan Kat 0gv annxel MposwpLvEC EVIUNWOELG» .5

Evdexopevwe yU autd 1o Adyo, T0 KOPUATL JE TIG MAEOV ApALPETIKES Tou dla-
TUNWoelc” anouotdlel and tn dwped tou Npog Ty EBvikn MivakoBrkn. Me
n deUtepn atopikn Tou €kBeon, otnv aiBouaca t€xvng Tou XiAtov auth Tn @o-
pd.”" 0 MépaAng niBavg Bewpel 6Tl oAoKANPWVETAL 0TO €PY0 TOU [Ld Peyd-
An evoTNTa, NPOKUNTOUV KANola nNpwta Pactkd cupnepdopata, Yetd and pia
pakpd dladpopn. MNa évav dvBpwno nou @aivetat va elvat Wialtepa auotn-
pOG HE ToV €aUT6 TOU, aNaLtNTIKGG, PaAAov eUBpaUCTOC Kal avao@aAnG Katd
BdaBoc, niow and autn thv T€Aela Loopponia TNG EIKAOTIKAG Tou ypapnig, doa
gnovial dev €xouv —oUP@WVa JE T0 MPOOWNIKG TOU KPLTAPLO aGPAAWG—,
0AOKANPWOEL £vav KUKAO, woTe va npoateBouy, ata 1988, we €va akdun Ke-
(dAato otnv aprynon nou Tov agpopd.
‘Avwwu MdAaua
Ap lotoplag tng 1€xvng
EnweAntpla EBviknc MvakoBrikng-Mouoeiou AAe€dvdpou Youtlou

YHMEIQXEIX

1. Kat' avuiotowxia kat ge 6oa unootnpidet o Ayyehoc AeAnBoppldg pe agopun thv npo-
o@atn avadpopkn €kBean evag dAAOU PeyEAOU NPWTAYWVLOTA TNG EAANVIKNAG TEXVNG TOU
20 awva, BA., «O lMdvvng Toapouxng Kat n onpacia tou €pyou tou», [dvvng Toapou-
xn¢ 1910-1989, enwéleta: Nikn Mpundpn. Mapiva MepouAdvou, Tdoog XakeAAapdnouAoc,
ABriva, Mouaei{o Mnevdkn, 2009, 0. 9.

la v «nawdaywytkn tou BAEupatoc nou (o Mépaing) doknoe ae dAoug toug ‘EMnveg»
Kdvel Adyo 0To €loaywylkd kelpevo Tou avd xelpag kataAdyou kat n Mapiva Aaunpd-
kn-TAdka.

2. Avagpépopat katd kUplo Adyo otig peAEteg Tou Euyéviou A. MatBiénouAou yia toug I
Mntapdkn, K. MapBevn, [T Toapouxn. BA., no ouykekpéva, J. Mita. H {wri kat 1o €pyo
tou [dvwwn Mntapdkn (1897-1963), ABriva, Mouaceio Mnevdkn, 2008, C. Parthénis. H {wri
Kat 10 €pyo tou Kwotr MNapBevn, ABriva, K. Addu Exkdotikn, 2008, kat, «Mpooeyy{ovtag
pe oepvn avaidela i {wn kat 1o €pyo tou Mdvvn Toapouxn», ato, [tdvvng Toapouxng
1910-1989, é.n., 0. 17-60. Enionc. otg dnpootevoelg Tou Nikou XatlnvikoAdou yia tov
Niko Xat¢nkuptdko-Tkika Kat 1a epwtipata nou eyeipel N Nepintwon Tou "€EAANVIKOU
ungppealopol”, BA. avt{otoxa, «To Beopikd NAaiolo Kat n Kowwvikh BEoN Tou KAALTE-
xvn: H nepimtwon tou Mkika», ato, Nikog AaokahoBavaong (enw.), B” Zuvedpto lotoplag
¢ Téxvng. lMpoaoeyyioeic tng KaAATeExviKAG dnutoupyiac and tnv Avayéwnan €wg TiC UE-
06 pag (25-27 NogpBplou 2005), ABriva, Ne@eAn, 2008, o. 23-65, kat, «O yaAkdg unep-
peaAlopdg unnpée avannpog: KEWELS yLa Tov eMnvikd uneppeaAiopd», oto, MdpBa lwav-
vidou (enwy.), H t€xvn tou 20 atwva: lotopla-Ocwplia-Eunesipla. ["Xuvedpto lotopiag tng
ExvNg (2-4/11/2007), AplototéAetlo Maveniothulo Oeaoalovikng, Topéag lotoplag tng Té-
xvng, 2009, 0. 629-651.

Evdlapépwv elval kat o tpénog ye tov onoio peBodedetal n Npocgyylon Tou €pyou Tou
Oedppaotou Tplavta@uAAdn and tov Aviwvn Kwtidn, oto, TpiaviaguAridong. Eva dAdo
todvra otn {wypaikr, Osaoalovikn, University Studio Press, 2002.

FOOTNOTES

1. In line with the view presented by Angelos Delivorrias in response to the
recent retrospective of another leading 20"-century Greek artist, see "0
[dvvng Toapouxng kat n onpacia Tou €pyou tou,” [tdvvng Toapouxncg 1910-
1989, Nikn pundpn, Mapiva epouddvou, Taoog ZakeMapdnouiog (eds.),
Athens, Benaki Museum, 2009, p. 9. The “pedagogy of the gaze” practised
by Moralis is also discussed by Marina Lambraki-Plaka in her foreword to
this catalogue.

2. | refer primarily to the studies by Eugenios D. Matthiopoulos on Y. Mitarakis,
K. Parthenis, and Y. Tsarouchis. See in particular, J. Mita. H {wri kat to €pyo tou
[dwwn Mntapdkn (1897-1963), Athens, Benaki Museum, 2006, C. Parthénis. H
{wri kat 1o €pyo Tou Kwotr lMapBevn, Athens, K. Adam Publishing, 2008, and
“Mpooeyyilovtag pe ogpvn avaidela i {wn Kat 1o €pyo tou [dvvn Toapouxn”
in [idvvne Toapouxng 1910-1989, op. cit.. p. 17-60. Also, for the publications
by Nikos Hadjinicolaou on Nikos Hadjikyriakos-Ghika and the questions
raised by “Greek surrealism” see “To Beopikd nAalolo kat n Kowwvikn B€on
ToU KaMAExvn: H nepintwon tou Mkika”, in Nikog AaokaAoBavdong (ed.), B”
Juvedpto lotoplac tng Texvne. [pooeyyiosiG tng kKaAAitexvikig dnutoupyiag
and v Avaygwnon £w¢ Ti¢ pEpec pac (25-27 November 2005), Athens,
Nefeli, 2008, p. 23-65, and "0 yaA\kéc uneppealopdg unnpée avdnnpog;
YKEPELC yia Tov EAANVIKG uneppealiopd”, in MdpBa lwawvidou (ed.), H texvn
Tou 20° aiwva: lotopla-Oswpla-Eunsipia. I Juvedplo lotopiag tng texvne (2-
4/11/2007). Aristotle University of Thessaloniki, Department of Art History.
2009, p. 629-651.

Also interesting is the way in which Antonis Kotidis approaches the work
of Theofrastos Triantafyllidis in TptavtagpuAAidng. Eva dAdo tpidvia otn
{wypaqpukri, Thessaloniki, University Studio Press, 2002.

3. MatBiénouhoc (2006), op. cit., p. 44.
4. Ibid.

5. "A true artist never thinks of any schools. He simply does what he feels,
what his inner voice tells him, to the point where he is fulfilled. And so he
goes, always growing.” Excerpt from letter by G. Bouzianis, quoted in E. A.
MatBiénoulog, ibid.

6. "No theory. If you go and ask a carpenter how something is done, he replies
right away. Just like that, without any explanation. Instinctively. You know, an
artist is a person who works with his heart, with his mind and with his hands.
A craftsman is a person who works with his mind and his hands. A workman
is a person who works with his hands. | do not begin with theory. | could
make up a theory afterwards, but | do not consider that useful. Nor do | wish
to be part of a group. | have always wanted to be free.” . MdpaAng. Ayyeol,
Mouawn, [loinon, ®avn-Mapla Tolykdkou (ed.). Athens, Benaki Museum,
2001, p. 107, 110.

Nothing has changed compared to what the artist said almost fifty years ear-
lier: “The Professor of the [Athens] School of Fine Arts Mr Yannis Moralis,
who is calling for the ‘creation of an art without rhetoric, or other pursuits, [an
art] stemming from the Greek tradition’, is of the opinion that what is most
difficult, most delicate for an artist is to speak about his own work. ‘A work of
art, Mr Moralis says, is something autonomous and must be able to speak by
itself. Besides, this is where its value lies, anyway.” See "H MvakoBrkn pag”,
Boaduvri, 17/12/1952.

7."What is pure painting? Only painters know.” Quoted in E. A. MatBiénouAog,
[tdvvng Toapouxng 1910-1989, op. cit., p. 35.

8. "Art historians, he wrote, are silly judges, official sentimentalists, frivolous



and tasteless, who never made a sculpture, or painting. who never under-
stood what ‘craftsman” means.” Ibid. p. 34.

9. For a similarly regional example, Bulgarian art, see article Irina Genova,
“Modernisms and Images of Modernity — Changing Narratives”, in exhibition
catalogue Faces of Modernism. Painting in Bulgaria, Greece and Romania
1910-1940. Mariana Vida, Irina Genova, Takng Maupwtdg (eds.), Athens, B &
M Theocharakis Foundation (12/3-9/5) 2010, p. 15-25.

10. Regarding the use of these terms and for a comprehensive negotiation of
the problem under discussion, see Pierre Bourdieu, Ot kavdveg tng texvng.
[€vean kat doun tou Aoyotexvikou nediou, transl. ‘Epn MavvonouAou, Athens,
Patakis, 2006 (1992).

The National Gallery exhibition Metamorphoses of the Modern - the Greek
Experience (14 May-13 Sept. 1992), curated by Anna Kafetsi, attempted to
address questions of this kind. Despite the criticism against it (see, for exam-
ple, Baola Kapapnehd, "Metapoppwaelg tou Moviepvou. Mia akdpn dnodin
yila tnv €kBean nou dlopyavwBnke and thv EBvikn MivakoBrkn, KaBnueptvr,
04/10/1992) the exhibition should be credited with initiating, as far as exhibi-
tions are concerned, the debate regarding the modern in Greece, on a differ-
ent basis, pointing out that, “Beyond any convergences and similarities in the
morphological area, what links Greek art to contemporary European stan-
dards of different periods, in an intimate, essential manner, is the replication
of roughly the same production and reception conditions.” See catalogue, p.
18.

11. This is perhaps the nude study now in the Athens School of Fine Arts col-
lection. See Nikog AaokahoBavdong (ed.), Awddokoviag v texvn. H otopla
¢ AXKT pgoa and 1o €pyo twv daokdAwy tng 1840-1974, Athens, School of
Fine Arts, 2004, p. 146.

12. A. A Kékkwoc, “H Téxvn — H en(dell¢ Twv paBntwv tng Avwtdng 2X0ANG
Twv KaAwv Texvav”, Néa Eotia, v. 12, No. 135, 1/8/1932, p. 831-832.

13. From 1948 until 1983.

14. Anpntpng TdéBag, O puBog tng yewvide tou tpidvia. Neotepikdinta,
eMnvikdtnta kat noAwouikn W0eoloyia (forthcoming). | sincerely thank him
for the chapters he entrusted to me and allowed me to consult before pub-
lication of the book.

15. See the argument of Antonis Kotidis regarding the “closed collectivity
[..] of an elite of intellectuals and bourgeois”, which constitutes the horizon
of reception of the Greekness worldview during the inter-war period, the
expansion of its social impact and the transition to "the open collectivity” of
the post-war lower social strata in general, and finally the “autobiographi-
cal” collectivity from the 1980s onwards, to use the term coined by Kotidis.
Avtwvng Kwtidng, Tt angylve o puBoc tng eMnvikétntag; MetaAhayég evog
KoopoeldwAou”, Egnatia, Scientific Annals of Philosophy, Department of His-
tory and Archaeology, Aristotle University of Thessaloniki, v. 13, 2009, p. 165-
184.

16. AAéEavopog =udng, “Tidwng MdpaAng. Mapouaiaon’, Mpotdoeic yia tv

lotopla tnc NeoeAMnvikric Téxvne. B. @opeic kat npofAruata, Athens, Olkos,
1976, p. 76.

17. Ibid. Discussing Moralis, in 1953, Spiteris also used the designation “bour-
geois anti-académique”. See Tony P Spiteris, “Expositions. Le Groupe ‘Ar-
mos”, Messager d’Athenes, 21/1/1953.

18. Discussing the first solo exhibition of the artist's work, D.E. Evangelidis
spoke of “a rarefied atmosphere of artistic game out of place and time.” See
Nea Eortia, v. 65, No. 764, 1/5/1959, p. 620.

3. E. A. MatBiénouloc (2006), 6.n., 0. 44.
4. 370 (010

5. «Evag yvriolog KaAMtéxvng dev oke@tetal kaBoAou tn oxoAn. Kdvel anAwg povo 6,1
awoBdvetal, 6,1 Tou Aget N €0WTEPLKA TOU Pwvn, WG £va onpe(o 6nou o (Blog ekNANpwVe-
1aL Ki €10l npoxwpel, npoxwpel ndvia kat avantdooetars. Anéonacpa and entotoAn tou
I Mnoudiavn, nou napatiBetat and tov E. A. MatBiénoulo, oto (O1o.

6. «Kapd Bewpla. Apa nag o” évav papayko Kat 1ov pwtnoeLg Nwe yivetat kAt 8a oou net
ap€owg. Etat, dixwg e€nynon. Me 10 évotikto. Onwc E€peLg, KaATExvNG elval autég nou
OOUAEUEL UE TNV KapOLd, e To HUAAS Kal pE To XEpL. Texvi{tng elvatl autdg nou SouAeUEeL Pe
T0 MUOAG Kat 1o x€pt. Epydtng elval autég nou GouAelet Pe To xEpL. Eyw dev Eekvd anod
T Bewpia. MNopw ek Twv UOTEPWV va BydAw eyw o (Olog pla Bewpia, aAa dev 10 Bewpw
xprotyo. OUte BEAw va eviaxBw o€ opdda. Eyw nBeAa ndvrote va elual eAelBepocy. 210,
1. MdpaAng. AyyeAot, Mouotkn, lNolnon, enpérela: Gavri-Mapla Totykakou, ABriva, Mou-
oelo Mnevdkn, 2001, 0. 107, 110.

Aev €xel aAG&el 1inota og ox€on Pe doa o {81oG unooTtPLle NeVAVIa OXedOV Xpovia Vw-
pltepa: «0 kaBnyntng tng Ixohng Kahwv Texvwv K. [dvwng MépaAng, nou npwrtootatel
yla TN «dnptoupyia plag €xvng xwplg pntopleg 1 entdldéetc dAou €idouc Kat ByaAugvng
péoa and tnv EAANVIKA napddoot», €xel TN yvwuNn Nwg 1o no dUOKoAo, To No Aento yla
1oV KaALEEXVN glvat va giaion o (01o¢ yia to €pyo tou. «Eva €pyo t€xvng —AéeL o k. Mdpa-
ANG- €{val KATL aUTOTEAEC Kat Npénet autd To (dlo va pnopn va ginon. Exkel aAwg te Bpi-
oketat kat n a&fa tou»». BA. «H MivakoBrkn pac», Bpaduvn, 17/12/1952.

7. «Tt Ba neL kaBapn {wypa@ikn; Autd to EEpouv pévo oL wypdgol». 110, E. A. MatBis-
nouAoc, dvvng Taapouxnc 1910-1989. é.n., o. 35.

8. «Ot 1otoptkol NG TéxVNG —€ypape— eivat avéntol IkaoTtég, enlonpot alaBnpatoAdyol,
ennoAatot kat avdAatol, nou Ogv KAvave Noté Toug YAUNTIKN A (wypa@kn, nou 0gv Kata-
AdBave noté touc Tt Ba nel pdotopacy. X1o (0lo, 0. 34.

9. MNa éva avtiotoxa neplpepelakd napddetypa, autd ng BouAyaptkig €xvng, BA. to dp-
Bpo tng Irina Genova, «Movtepviopol Kal EIKOVEC VEWTEPIKOTNTAG. MetaBaANdueveg apn-
YNOELG», 0ToV KatdAoyo g €kBeong Mpdowna tou Movtepviauou: BoulAyapia, EAAdda,
Poupavia. Zwypapikr 1910-1940, enpélela: Mariana Vida, Irina Genova, Tdkng Maupw-
146, ABriva, 16pupa B. & M. Beoxapdkn, (12/3-9/5)2010, o. 15-25.

10. Ava@opikd pE TN XpNon TwV CUYKEKPLUEVWY OpwV Kal yla pia ouvoMKaTepn npaypd-
Teuon g und ouZitnon npoPAnpatikig, BA., Pierre Bourdieu, Ot kavdveg tng t€xvne. [€-
vean kat douri Tou Aoyotexvikou nediou, utgp. ‘E@n Mavvonouhou, ABriva, ekdéoelg MNa-
Tdkn, 2006 (1992).

H €kBeon tng EBvikng MivakoBrikng Metauoppaosig tou poviepvou-n eAAnvikn euneiplia
(14 Matou-13 Zent. 1992), oe enélela ng Awag Kagéton, enxelpnaoe va dLaxelpLoTel,
petagl dAwv, Kat epwtnpata autou tou e{doud. Mapd v kpLtkh nou TG aokABnke (BA.,
eVOEIKTIKA, Bdola KapapneAwd, «Metapoppwoelg Tou Moviépvou. Mia aképun dnodin yia
v €kBeon nou dlopyavwBnke and thv EBvikn MivakoBrnkn», KaBnuepwvn, 4/10/1992), Ba
npeEneL va TG avayvwplotel o1t Eekivnog, oto eninedo g ekBeolakng npaypdteuong,
ouZntnon yUpw and 1o poviepvo otnv EAAGSa o pla dwapopetikn Baon, unoypaupico-
VIaG NWG «NEPa and TG 6noLeg OUYKAIOELG Kal OpoLOTNTEG OTO HOp@OoAoyLIKkO nedio, autd
MoU GUVOEEL TNV EAANVIKN TEXVN JE Ta EKACTOTE EUpwNAikd NpdTUNa, Katd TPono 0wWTE-
plkd Kat ouolaotiké eivat n avanapaywyn twv Blwv, Alyo wg NoAy, dpwv Napaywyng Kat
oe&iwang». BA., 0. 18 Tou KataAdyou.

11. Mpdkettat (owg yla Th onoudn yupvou nou orpepa QUAGooETal otn ZUAoyn tng Avw-
T¢TNG 2X0ANG Kahwv Texvav. BA., Nikog AaokahoBavdaong (eny.), Atddokovrac tnv T€-
xvn. H otopia tng AZKT uéaa and 1o pyo twv daokdAwy tng 1840-1974, ABriva, AZKT,
2004, 0. 146.
12. A. A Kékkvog, «H Téxvn — H enidel&Lq Twv padntwy tng Avwtdtng XxXoAng twv Kahwv
Texvv», Nea Eotia, 1épog 12°, tx. 135, 1/8/1932, 0. 831-832.
13. And 1o 1948 péxpt 1o 1983.
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14. Anpnitpng TQ6Bac, O pubog tng yevidg tou tpidvia. Neotepikdtnta, eAnvikdtnta kat
noAttioptkn 10goAoyia (und €kdoan). Tov euxapLotw Beppd yla 1a Ke@dAaLa Mo pou eunt-
0TeUBNKE Kat pou enétpede va oUPPBoUAEUTW NpLy TNV €kdoon Tou BLRAou.

15. BA. 10 okentkd tou Avidvn Kwtidn avag@optkd pe v «kAeloth cuAhoyikotnta |...]
pLag eAT SLaVOOUPEVWY Kal HEYOAOOOTWY>, MOU OUYKPOTE( Tov opidovia unodoxAg Tou Ko-
OMOEWWAOU TNG EAANVIKATNTAG KaTd TN JeconoAepkn nepiodo, Tn dleUpuvon TNG KOWW-
VIKAG TNG aniXnong Kat 10 NEPAcHa otny «avolxth SUANOYIKOTNTA» Twv NAQTUTEPWY Aa-
KWV OTPWHATWY PETANOAEUIKA, Kal, TEAOG, TNV «autoBloypd@iki», 6nwg tn xapakinpl-
Cel, GUNOYIKOTNTA, TwV Xpovwy and tn 0ekaetia Tou 1980 kL €netta. Avtwvng Kwtldng, «Tt
angywve o puBog TG eMnvikdtNtag: MetaAayeg evog koopoedwAou», Eyvatia, Enotn-
poviki Enetnpida tng dihooo@ikning 2xoAng, Teuxog Tunpatog lotoplag kat ApxatoAoylag,
AptototéAeto Maveniotpio Oeooalovikng, T. 13, 2009, 0. 165-184.

16. ANéEavopog =udng, «[dvvng MépaAng. Mapouoiaon», lpotdoelg yia tv lotopla tng
NeoeMnvikric Téxvng. B. ®opelc kat npofAriuata, ABrva, ekddoelg OAkac, 1976, o. 76.

17. Z10 (010. Kat 0 Znntépnc avagepdpevog otov MépaAn 1o 1953 xpnaotuonolel tov xa-
paKINPLOWO “bourgeois anti-académique”. BA., Tony P Spiteris, «Expositions. Le Groupe
"Armos”», Messager d’Athénes, 21/1/1953.

18. Avagepdpevog atnv NpwIn atodikn napouaiaon tou €pyou tou, o A. E. EuayyeAidng
Ba kdavel Adyo yia «plav 10eath atdéo@apa KaAATEXVIKOU natxvidlou €€w ténou Kat xpd-
vou.» BA, Néa Eotia, tépog 65%, tx. 764, 1/5/1959, 0. 620.

19. «0 MépaAng sivat npwtiotwg dvBpwnog Tou PETpoU Kat TG Tagewg, npdtunov KAaot-
KNG 10l0ouykpaoiac», ypdgel yua ekelvov, Alya xpévia apydtepa and tov =Udn, kat o Ni-
Kog Xatdnkupldkoc-Ikikac otn Néa Eotia, 15/5/1979, o. 716, enonyaivel otnv unoon-
pelwon 27, 0. 61, o N. Xat¢nvikoAdou (2008), é.n., evwy o 6pog «netBapxia» eivat Adn na-
pwv ato KpLtikd onpeiwpa tng EAévng BakaAd, nou a@opd atnv Npwdtn atopkn tou €kBe-
on 10 1959: «O KaATéxvng dev ek@pdlel anAWG TG OTLYHES TNG MPOCWIIKAG ToU {WNG, 1
TG OTLYHEG TNG EPNVEUCEWG KAl TWV OUYKIVAOEWV TOU, OAAG 0lKOOOWE( HE TIG OTLYHEG au-
T€Q, e v {wn auth, Kat Tnv nefpa tou, Tov NpoPAnuatiops tou, v nelBapxia tou, Ye v
Puxni Kat pe 1o nvelpa tou, €va €pyo». BA., «OL ekBEaelg Tou unvoc», Zuydc, ap. 41, Anpi-
Aloc 1959, 6. 32.

20. Avapeoa ot ek0G0ELG nMou agopoUv Tov [dvwn MépaAn, Ba Eexwplla, wg epyaoi-
ec-onpela avagopdg, de€apeveég GVIANONG OTOIXE(WV MOU TEKUNELWVOUV TO £pY0 Kal TNV
napouaia Tou, NPWToTWGE TG 0U0 aKGAOUBEC: N NPWTN £ival 0 TOUOG-APIEPWA, MOV NPo-
EKUIE PE TNV a@OopHn TNG avadpopIKng tou €ékBeang otnv EBvikn MivakoBrikn ota 1988
(‘Opthog Etapuwv Epnopiknc Tpdnedag), pe Ty npoownikn @poviida tou (dlou, entéAeta
Tou BaaiAn ®wtdnouAou kat eloaywyn tou Anuiten MNanaotdpou, kat n deUtepn, n €kdo-
on tou Mouoeiou Mnevakn I. MdpaAng. Ayyelot, Mouatkr, lloinon, nou neplAapBavet v
EKTEVN Kal evlagepouaa oudritnon tou de tn ®avit Mapia-Tolykdkou (yia ta nAripn otot-
xela g €kdoang BA. Tnv unoanpelwaon 6). Avtiotowxa, evdlagpeépov napouatalel n ouln-
tnon tou dvvn MdpaAn pe tn Mapiva Aapnpdkn-Adka, nou avadnpuocteletal otnv avd
xelpag €kdoon. AELOONPEIWTOC WC NPOG TNV TEKKNPLWTIKA Tou dldotaacn ival kat o Katd-
Aoyog tng €kBeang . MdpaAng. Mia avixveuon, (entuéleta: Kuptdkog KoutoopdAANG, Tek-
pnplwon: Nikog M. Matotog), Mouoeio YUyxpovng Téxvng, Avdpog, 2008.

21. «Ta apxeia tng AXKT and tn petanoiepikn neplodo kat e§ng dev €xouv otnv oucla
peAetnBel. H wotopia tng ExoAng epgaviletal npog 10 Napdv e Tov Xapaktipa Xpovikou,
nou Baoiletal o aNooNAcPATKA TEKUNPLA Kal NPOOWIKEG avapvioelg». BA., Nikog Aa-
okaAoBavaong (2004), é.n., a. 30.

22. Y10 onpeio auto Ba ABeha va euxaplotiow Beppd toug Niko Matoto, Kwvotaviivo OL-
oAdkn kat Bouha AiBdvn, nou aoxoAovvrat pe tnv opydvwaon tou Apxelou tou Mavvn Mo-
paAn oto MIET, yia v unootnpiktikn cuvepyaoia katd Tnv npogtoldacia TG €kBeong kat
Tou KataAdyou tne. Euxapiatieg ogeidw eniong otnv Xplotiva Anpakonothou, unodnigia
Owdktopa tou Tunuatog Bewpiag kat lotopiag tng Téxvng g AZKT, n onola noAU eu-
YEVIKA €Bg0g undPn pou Ta anoteAéopata NG PEXPL oAEPa €pEUVAC TG oToug TOHOUG
Twv Mpaktkawy Twv Zuvedpldoewy Tou LUANOYou Twv KaBnyntwy tng AZKT. Auotuxwg, n
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19. "Moralis is primarily a man of moderation and order, a standard of
classical temperament,” wrote about him, a few years after Xidis, Nikos
Hadjikyriakos-Ghika in Nea Eatia, 15/5/1979, p. 716, remarks N. Hadjinicolaou
in footnote 27, p. 61, (2008), op. cit, while the term ‘discipline’ is already pres-
ent in the critical note by Eleni Vakalo on the artist’s first solo exhibition, in
1959: "The artist does not merely express the moments of his personal life, or
moments of inspiration and emotions, but constructs his work through these
moments, this life, his experience, his reflection, his discipline, the soul and
spirit.” See "0t ekBeoelg Tou pnvoc”, Zuydg. No. 41, April 1959, p. 32.

20. Amongst the publications on Yannis Moralis | would single out as key ref-
erence for the documentation of his work and activity primarily these two: the
tribute that came out on the occasion of his retrospective at the National Gal-
lery, in 1988 (Emporiki Bank of Greece Group of Companies), overseen by the
artist himself, curated by Vassilis Fotopoulos and with a foreword by Dimitris
Papastamou; the second is . MdpaAnc. Ayyehot, Mouaikr, oinon, published
by the Benaki Museum, which includes an extensive and interesting conver-
sation of the artist with Fani-Maria Tsingakou (for full publication details see
footnote 6). Similarly. of interest is the conversation of Yannis Moralis with Ma-
rina Lambraki-Plaka reprinted here. Also memorable for documentation is
the exhibition catalogue I. MdpaAng. Mia avixveuan, Kuptdkoc KoutoopdAANgG
(ed.), documentation: Nikog 1. Matolog), Museum of Contemporary Art, Basil
& Elise Goulandris Foundation, Andros, 2008.

21. "The Athens School of Fine Arts archives from the post-war period and
beyond have not actually been studied. The history of the school appears to
date in the form of a chronicle, based on fragmentary evidence and personal
memories.” See Nikoc AaokahoBavdong (2004), op. cit., p. 30.

22. At this point | would like to sincerely thank Nikos Paissios, Konstantinos
Fiolakis and Voula Livani, who keep the Yannis Moralis Archive at the Na-
tional Bank of Greece Cultural Foundation, for their cooperation and support
in the preparation of the exhibition and the catalogue. Thanks are also due
to Christina Dimakopoulou, PhD candidate, Department of Art Theory and
History, Athens School of Fine Arts, who very kindly brought to my attention
the results of her investigation to date on the meeting minutes of the Athens
School of Fine Arts Faculty. Unfortunately, the whereabouts of the volume
covering the period 05/19/1944 to 11/12/1947 are unknown, and so is what
went on during the Faculty meetings relating to Moralis’s election.

23. See “The National Gallery today” on the National Gallery-Alexandros
Soutzos Museum website (www.nationalgallery.gr).

24. Whom, however, he chose, due to temperament and youthful frivolity, or
convenience perhaps, abandoning the workshop of Kostis Parthenis, whom
he certainly admired more as an artist: “Upon leaving Geraniotis, the stu-
dents mounted an exhibition. | remember that | showed a lot - oil paintings
and more. Then Parthenis took me in his workshop (because he chose his
own students). There prevailed a very strict atmosphere. When | asked him
something, he would reply: ‘What | told you." It was too schoolish in there;
| only stayed for two months and then went to Umvertos Argyros. All our
friends — Nikolaou, Kapralos, etc. — were there. Argyros let you do what-
ever you wanted! Imagine that | used round brushes and did not use white,
but Naples yellow instead. | enjoyed complete freedom.” See ®avi-Mapia
Tolykdkou (ed.), op. cit., p. 24.

25. According to Angelos Prokopiou; see “Texvokpltiikd onpeipata. Ta
Newtepa Peuparta g tnv MNaveMnviov tou Zanneiou”, KaBnuepivn, 4/11/1948.

26. Ibid.

See also Marina Lambraki-Plaka, "Yannis Moralis. A 20"-century classic”, in



Annie Malama (ed.), National Gallery Calendar 2011, Yannis Moralis 1916-
2009, Athens, 2010, n.p., This article was also published with minor changes
in Twri otov [dvwn MdpaAn. Adokalot kat paBnteg-kabnynteg tng AXKT, Ath-
ens School of Fine Arts, 2009. Both versions are based on “Tdvvng MépaAnc.
‘Evag kAaowkdg tou 20% awdva”, To Bripa, 24/4/1988, p. 47, an essay first pub-
lished by Marina Lambraki-Plaka on the occasion of the artist's retrospective
at the National Gallery.

27."I'had met Yannis Kefallinos before he became professor, at the workshop
of the sculptor Kostas Dimitriadis, who was the School Director and who was
arranging for me to get a scholarship to France. Well, it was in Dimitriadis’s
workshop that Kefallinos had seen my drawings, so | became his student
when he set up his workshop, in 1932. He was a great man, teacher, friend,
like a father to me.” See ®avi-Mapia Towykdkou (ed.), op. cit., p. 24. Kefal-
linos’s contribution towards the election of Moralis in the Athens School of
Fine Arts was decisive; see ibid., p. 49-50.

28. This story is quite well known. Moralis and Nikolaou met in Paris, with
only an interim stop in Rome, despite the fact that the scholarship that
Moralis had earned at an Athens Academy competition and which the two
of them shared, was for mosaic studies in Italy. Hariklia-Glafki Gotsi pro-
poses a different reading of their joint portrait made by Moralis while they
were still in Rome; see “Tlpocwnoypa@ieg Twv KAAMTEXVWY GTNV EMNVIKN
TEXVN TOU MECOMOAEHOU: MoviEpveg €KOOXEC TOU UMOKELUEVOU Kal TNG
KaMLEXVIKNG tautdtntac”, in MdpBa lwavvidou (ed.), op. cit., p. 163-175,
specifically p. 170-171.

29. ®avn-Mapla Toykdkou (ed.), op. cit., p. 34-35.

30. The Greek artists were not the only ones to show this preference. See
Irina Genova, op. cit., p. 22-25.

31. Euyéviog A. MatBiénoulog, “Ewkaotikeg 1€xveq’, lotopla tng EAAddac tou
20" awdva: O MeaondAeuog 1922-1940, Xprotog Xatniwony (ed.), v. 2, part 2,
Athens, Vivliorama, 2003, p. 449-450.

32. "The election was made in October-November 1947, and | began to teach
in February 1948." See ®avA-Mapia Tolykdkou (ed.), op. cit, p. 48. Also
see Proceedings of the Athens School of Fine Arts Faculty, v. 5 (11/2/1947-
2/10/1951), "Meeting of 31/01/1948: Introducing the new full professor of the
preparatory department of Painting Y. Moralis to the Faculty.”

33. ®avn-Mapia Tolykdkou (ed.), ibid., p. 105-106.
34. Ibid., p. 124.
35. See op. cit.. KaBnueptvri, 4/11/1948.

36. Ibid. In a note published a few days earlier, also in KaBnpeptvri (31/10/1948),
Prokopiou, always starting out from the 1948 Art Fair, discussed the historical
vortex of the War, the Occupation, the Civil War, and wondered how it seemed
not to be of any concern to the art scene. At the same time, he described
the composition of the body of participating artists in social terms: “It has
been ten years since the last National Art Fair at Zappeion. In the interim,
a world war broke out, which uprooted continental Europe and our poor
Greece more than any other country. This place is not yet calm. Around us,
people are killed, crops are burnt, schools are blown up. Each house weeps
for someone. Few eyes, few mouths remain open so that we may mourn
and hope. When we heard of the announcement of the Art Fair, we said
amongst ourselves: "An invitation to stand up and be counted; to see what
is left standing in the arts. [...] Who are these children who come to continue
the tradition of their fathers, those who erected new Parthenons on the sa-
cred rock after the devastation and destruction due to the Persian invasion?

TUXN TOU avVa@EPOUEVOU OT0 XPOoVIkG Otdotnua 19/5/1944 - 12/11/1947 tépou ayvoeitat,
kat padf tou 6,1 dinpelBn otig ouvedpldoelg Tou LUAAYoU nou agopolaoav atny EKAO-
yn tou Mépahn.

23. BA., «H MwakoBrikn onyepa», otnv enionun otooeAida tng EBvikAG MivakoBrikng-
Mouoelou AAeEdvdpou Zoutdou (www.nationalgallery.gr).

24. Tov onofo watéoo o {8tog enéAee, Adyw 1OL00UYKpaciac kat and veavikh entnoAats-
ta A guyonovia {owg, eykataAelnoviag to epyactnplo tou Kwotn MapBévn, nou ofyou-
p0 WG KaAExvn Balpale neploadtepo: «Pevyoviag and tov epaviwn oL onoudacTeg
kdvape Pla €kBeon. BQuudpal ot e€€Beoa NoAAd, Addta kat dAAa. Metd pe nipe oto ep-
yaotptd tou o MNMapBévng (B1dTL ekelvog dldAeye Toug pHaBnTég Tou). Ekel enkpatoloe pia
noAU auotnpn atydopatpa. Apa tov pwiovoa KAt anavioloe: “Autd nou oag eina”. ‘Hrav
NoAU oxohaoTikd ekel péoa, kaBnoa pévo duo Priveg kat Petd nriya atov OupBepto Ap-
yup6. OAn n napéa —NikoAdou, KanpdAog k.Am.- ntav ekel. O Apyupdg Atav “EAcuBépa
Képkupa”, 0" denve va kavelg 0,1t BEAelg! Na @aviaotelc 61t doUAeua pe aTPOyYUAd NLve-
Aa kat dev xpnatyonotoloa aonpo, aMd jaune de Naples. Eixa andAutn eheuBepia». BA.,
®avn-Mapla Tolykdkou (enwy.), 6.n., 0. 24.

25. Z0pgwva pe tov Ayyero Mpokoniou, BA.. «Texvokpltikd onpetwpata. Ta Newtepa Peu-
pata e1g tnv MaveAAnviov tou Zanneiou», KaBnuepwvn, 4/11/1948.

26. Y10 (O10.

BA. kat Mapiva Aapnpdkn-MAdka, «Mdvvng MépaAng. ‘Evac kAaokog tou 20% atwva,
oto. Awu MdAapa (enw.), HugpoAdyto ENMAL 2011, dwwne MdpaAng 1916-2009, ABr-
va, 2010, x.0. To {dlo &pBpo dnyooleUTnKe e PIKPEG aMayEég Kal oto, Tn otov [tdwwn
Mdpain. Adokadot kat paBnteg-kabnyntec tng AXKT, ABriva, AXKT, 2009. Kat ot U0 ek-
dox&c tou Baoiovtal oto, «[dvwng MépaAng. ‘Evag kAaoikég tou 20 awdva», To Bripa,
24/4/1988, 0. 47, kelpevo nou n Mapiva Aapnpdkn-IAdka npwtodnuocievoe Ye a@opun
NV avadpopikn €kBeon Tou kKaAtExvn atnv EBvikn MvakoBnkn.

27. «Tov [avvn Ke@ahnvd tov eixa yvwpioel npotou yivel kaBnyntig, oto Epyaotriplo
ToU YAUNTn Kwota Anpntptddn, nou Atav o AleuBuvtng TG X0ANG Kat o ono{og povIL-
Ce va ndpw unotpowia yia T MaAA{a. £1o epyaotipto Aotndv tou Anpntptddn eixe det OxE-
Oé pou o KepaAhnvdg kat €1at €ywva yaBntng tou, étav dvolée to epyactrplo 1o 1932.

‘Hrav onoudalog dvBpwnoc, ddokaiog, @iAog, oav natépac pou». BA., ®avA-Mapia Tot-

YKAKoU (enty.), é.n.. 0. 24. H oupBoAn tou KepaAAnvou unip&e ao@aAwg kaBoploTkn yia
Vv ekhoyn 1ou MépaAn otnv AZKT, BA., oto {dio, 0. 49-50.

28. H wotopla eivat Alyo-noAU yvwaoth. MépaAng kat NikoAdou BpéBnkav ato Maplol. pe
evOldpeao povo otabud T Pwun —napd to yeyovog Ot n unotpogia, nou o MépaAng eixe
kepdioel oe dlaywviopd g Akadnpiag ABnvav Kat polpdotnkav ot duo Touc, agopou-
o€ o€ 0noudEg Yn@oBetikng otny [taia. Ma tv Kown toug npoownoypagia, nou wypa-
@Loe 0 MépaAng, 600 akoun Bplokoviav otn Pwun, Npotelvel pla Sla@opetiki avayvwon
n Xap{kAela-Maokn Mkéton, BA. «[poownoypa@leg Twv KAATEXVWV 0TV EAANVIKA TE-
XVN TOU PHEGONOAEHOU: MOVTEPVEC EKOOXEC TOU UMOKEIUEVOU KAl TNG KAAALTEXVIKAG TAUTO-
ntag», oto, MdpBa lwavvidou (eny.), 6.n., 0. 163-175 kat, no cuykekplpéva, o. 170-171.

29. ®avn-Mapla Tolykdkou (enw.), 6.n., 0. 34-35.

30. Ot EMnveg KaATEXveC dev ITav oL pévol nou €9eL&aV T GUYKEKPLUEVN Npotipnon. BA.
OXeTKd, Irina Genova, 4.nm., 0. 22-25.

31. Euyéviog A. MatBiénoulog, «ElKaoTikeg t€xvec», lotopla tng EAAddac tou 20 aiw-
va: O MeagondAepoc 1922-1940, Xprotog Xatdniwong (eniy.). T. B", pépog 2°, ABrva, Bi-
BAW6papa, 2003, 0.449-450.

32. «OktdBpn-NoéuBpn tou 1947 €yve n ekhoyn kal paBripata dpxioa va kévw tov Oe-
Bpoudpto tou 1948». BA. ®avA-Mapia Towykdkou (enw.), 6.n., o. 48. Eniong, BA.. Mpa-
KTIKG Twv 2uvedpldoewy Tou ZUAMGYoU twv KaBnyntwv tng AZKT, Téuog 5 (2/11/1947-
10/2/1951), «Xuvedplaon tng 31/01/1948: Mapouaiaon tou véou TakkoU kaBnyntr tou
nPONapPacKeUaoTkoU TUAKATOG Zwypa@iknig |. MépaAn ato oUAOYO Twv KaBnyntwvs.

33. ®avn-Mapia Totykdkou (eny.).oto dto, 0. 105-106.
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34. 370 (Blo, 0. 124.
35. BA., 6.n., KaBnuepuvr, 4 NogpBplou 1948.

36. ¥10 (Bl0. Xe €va dnpooleupévo Alyeg PEPEG vwpltepa, eniong otnv KaBnuepwii
(31/10/1948), onueiwpa tou, o Mpokoniou, pe apopun ndvia tnv €kBeon Ttou 1948, ava-
@epdtav otnv Lotoptkn divn —tov MéAepo, Tnv Katoxn, tov EpgpuAio-, kat anopodoe n6co
€uotale va pnv agopd tov KAAATEXVIKG Koopo. Tnv (Bla otyun nepléypage T ouvBeon
TOU OWMATOG TWV OUHPHETEXOVIWY KAOAITEXVWV HE KOWWVIKOUG Opoug: «[lépaoav O€ka
xpovia and tnv teAeutaiav MaveMrviov ‘EkBeoty tou Zanneiou. 1o Oldotnya autd €yt-
VE €vac Naykooplog noAepog nou EeBepéAlwae v nnelpwtiki Eupwnn Kat neploodte-
po and kABe AAAN xwpa N PTwxn pag EAAGda. O 1énog autdg dev noUxaoe akdun. MUpw
Hag okotwvetal kdopog, kalovial cuykopldEe, Tivdlovtal atov aépa oxoela. To kdBe oni-
T KAaleL KU évav dvBpwno ko Tou. Alya pdtia, Aya otéuata pag Jévouv avolxtd yia va
Bpnvoupe kat va ghniCoupe. ‘Otav ydBape v nNpoknpuél tng EkBEoewg elnape petagu
pag: ‘Eva npookAntAplo yla va petpnBoupe va Wdoupe Tt anopével 6pBlo atov Topéa TG
€xvng. [...] MNota elvat Ta nawdid autd nou €pxovtat va ouvexioouv TNV Napddoot Twv na-
TEPWV TOUG, EKEVWV NMou €0TNoav aTov Lepsd BPAaxo HETA TNV €pAPWOL KAl TNV KAtaoTpo@n
G UNdIKAG €loBoAng, veoug lMapBevwved: Elval ta neploodtepa tekva OTwxwv avBpw-
nwv, d{xw¢ ovépata, dixwg neplouaia, dixwe otéyn [...]».

0 MdpaAng, wotdoo, epwtwpevog and tn Mapiva Aapnpdkn-NAGka oxetikd pe 1o Nwg
n Katoxn pnopel va ennpéace 1o €pyo tou, Ba anavticet: «Me ennpéace, ald o (w-
ypdpog Ogv glvat dnyootoypdwog, dev kataypdel, dev neplypdpel». BA., Mapiva Aa-
pnpdkn-MAdka (ouvévteu&n atnv Avva lpludvn), «Mua cudnitnon ya tov Mévvn MépaAn,
Limited Edition, tx. 2, AnpiAlog 2010, Ekddtng Eurobank EFG, o. 56, BA. kat atov katd-
Aoyo, 6. 21.Andvinon nou @aivetal va OIKalwvel, we éva Babud TouAdxLotoy, Tnv avayvw-
on tou €pyou, O {wypdpoc kat n yuvailka tou, 1942-43, nou enixelpel o MatBidnouAog,
BA.. «Ot elkaotikeg téxveg otnv EANGda Katd tnv neplodo 1940-1944», lotopia tng EAAG-
0a¢ tou 20° atva, Xpnaotog Xat¢niwong, Manaotpatng, Mp. (enw.), ©. 7, pépog 2°, ABA-
va, BiBAwpapa, 2007, o. 295-297.

37. Tov ouoxettopd kdvetl o Ayyerog lMpokoniou non ota 1966, BA.. lotopia tng texvng
1750-1950, 1. T, ABriva, ekddoelg MexABavidn, o. 348.

KAelvovtag 1o onpelwpd tou, Pe Titho «Aglypa tng nAdouotag paotoptdc tou Mdvvn Mépa-
An. ‘Eva toAunpd €pyo. «Attikn axtida»: o ene&epyaopévog Toixog Tou Eevodoxeiou «XiA-
Tov», Nou anoteAel €va eAappo kat ogpvo oToAdw, atnv egnuep(da To Bripa, 11/8/1962,
0 Mapivog KaAAydc Ba ypdyet oxetikd: «H dokiun auth €0€L&e pia akdun opd T pacto-
ptd Tou MépaAn. Mua pactoptd nAouaota, aAG ouykpatnpévn, auotnpi KL OUWG avaiagpn
Kal Talplactn oto £pyo nou aveAaBe kat 1o teAeiwoe pe eAeuBepia kal pe andAutn guve-
MELa yla va NeTUXeL Tov okond toux». BA. ato, Mapivoc KaAAtydc. Texvokpitikd 1937-1982,
Mpdhoyog-Eloaywyikd onpeiwpa: Ayyehoc AeAnBopptac. ABriva, Mouaoelo Mnevdkn, Ek-
d60elg Aypa, 2003, 0. 471.

BA. akdpn, A. T. Z0dng. «Euolwvn cuvepyaaia Téxvng kat ApxLtektovikig. To €pyo Tou
Mévvn MdpaAn 1959-1963», Apxitektovikr, ap. 42, NoguBplog-AekéuBplog 1962, o. 6-15
(avatuno).

[a v gupUtepn evaoxdAnon tou MépaAn pe 1o oxedlaopd Kat TNV KTEAEON dLaKOOKN-
KWV Npoypapudtwy, BA. ao@aldg kat 1o kelpevo g ERltag ApdnoyAou, «EANVEG KaA-
Atexveg oto Mont Parnes: Mapddoon Kat vewteplkotnta otnv aloBntkn twv aviipaoe-
wv tou 1961», avdtuno and 1o BBAlo tou Eppavouni B. Mapuapd, To éevodoxeio Mont
Parnes. Mia apxitextovikri opetvri totopla, ABriva, ekddoelg Kepkupa, 2007.

38. I'ta 10 youoto og aviiotowxia pe 1o Blotikd eninedo Kat pe 0edopévous 1pdnoug (wnc,
BA.. E. H. Gombrich, "Styles of Art and Styles of Life", oto, The Uses of Images. Studies
in the Social Function of Art and Visual Communication, London, Phaidon Press, 2006
(1999), 6. 240-261.

39. Mapiva Aapnpdkn-MAdka, 6.n., x.o.
40. M. Kapaydtong, «H MaveAriviog ‘ExBeatg», H Boadwn, 4/11/1948.

Most of them are the children of poor people, without names, without prop-
erty, without shelter. [...]"

Moralis, however, being asked by Marina Lambraki-Plaka how the Occupa-
tion might have influenced his work, replied: “It has, but the painter is not a
journalist; he does not record, does not describe.” See Mapiva Aaunpdkn-
[MAdka (interview to Awa lpdvn), "M oculntnon yia tov avwn MépaAn”,
Limited Edition, No. 2, April 2010, Eurobank EFG, p. 56, and also in this cata-
logue, p. 21. A reply that seems to confirm, to some extent, the reading of
the work The artist and his wife, 1942-43, attempted by Matthiopoulos; see
“O elKaoTIKEC T€XVEC otnv EAAGOa katd tnv neplodo 1940-1944," lotopla tne
EAAddac tou 207 awdva, Xprotog Xatdniwone, MNanaotpatng, Mp. (ed.), v. 3,
part 2, Athens, Vivliorama, 2007, p. 295-297.

37. The parallel is drawn by Ayyehog lNpokoniou already in 1966: see lotopia
¢ 1€xvng 1750-1950, v. 3, Athens, Pechlivanidis, p. 348.

Closing his article "Asiypa tng nAouolac pactoptdg tou [dvvn Mdépain. ‘Eva
ToAUNPS €pyo. ‘Attikn axtida’: o ene€epyaopevog Toixog tou Egvodoxelou
‘XiAtov' nou anotelel €va eha@pd kat oepvo otoAdL, In To Briua the newspa-
per, 11/8/1962, Marinos Kalligas wrote: “This experiment demonstrated yet
again Moralis's mastery. A bountiful yet restrained mastery, austere yet light,
and befitting the work which he began and finished with absolute freedom
and complete commitment in order to achieve his purpose.” See Mapivoc
KaMydc. Texvorpirikd 1937-1982, Foreword, Introductory note: AyyeAoc
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amazing talent at the previous National Art Fair with that masterful Woman
with apple, shows work that is below our expectations.” Neot. 1. Mdtoag,
“And tnv KaAATEXVIKNAV Pag kivnotv. H epetevn MaveAniviog. ‘Evag nevixpog
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50. See EAévn BakaAd, “Zntuata txvne. H ékBeatc Appou”, Ta Nea, 3/1/1953.
51. Mapivog KaMyde, To Brpa, 11/1/1953, see Mapivoc KaAydc.
Texvorptikd 1937-1982, op. cit., p. 256.

52. "I do not understand those who speak of ‘Greekness’ in Moralis’s works.
As if | painted by design. It is all about experiences... Since | am a Greek,
born and raised [in Greece], | like Greek nature and | therefore automatically
paint accordingly. Not by decision:; all this fuses inside me. | painted the way |
painted because that was natural.” See ®avi-Mapla Totykdkou (ed.). op. cit.,
p. 106-107.

53. T¢6Bac, op. cit.
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under the chairmanship of the vice chairman of Armos, the professor at the
Athens School of Fine Arts, Mr Moralis, six or seven Armos painters gathered
at Zappeion and yet again failed to decide anything related to the group’s
stance. The silence - they say — cannot but be construed as explicit rec-
ognition that Mr Tsarouchis’s colleagues accept, without any puritanism, of
course, the police view that the painting was obscene. And this is why they
leave their colleague unsupported. This author does not share this notion -
which would otherwise beg the question of why. if that were the case, the
Armos management initially allowed the painting to be shown — yet he fails
to explain why the group is absolutely silent as to whether its members dis-
agree, or not, with the action of the authorities.”
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Ta Néa, 13/1/1953; see also Ax. Mapdkng, “"H Kivnolg TwV EIKAOTIKWY TEXVOV.
To kaMuexvikdv penoptdl tng eBdopddoc.” EBvoc, 14/1/1953.

61. "The Professor of the Athens School of Fine Arts Yannis Moralis ex-
pressed his surprise for the fact that charges were pressed for the publica-
tion of photos of his works. Thousands of visitors, he said, come to Zappeion
every day, and it did not occur to any of them that the exhibits are obscene.
In every museum, in every exhibition ‘nude’ works are regularly shown, and
nobody ever thought of forbidding entry to minors, who allegedly have no
understanding of art. The artist went on to extend his thanks to the newspa-
per, ‘because the critic paid him the honour of allocating a large section of his
review to his work and to accompany his article with the disputed photos, for
the appreciation of those who were not able to visit the exhibition.” He also
pointed out that by publishing the photos the newspaper appeared consistent
and aware of its obligation towards readers, especially those in the provinces.
[Moralis] believed, he concluded, that the publication of certain works should
be banned - substandard works, which debase the aesthetic standards of
the public. Unless, he added., it was in this sense that charges were pressed
against the newspaper.” See AMayr, 11/1/1953.

62. “In Armos (21, Iraklitou Street, Dexameni, Kolonaki) the painter, profes-
sor at the Athens School of Fine Arts, Mr Y. Moralis, shows 16 paintings, four
lithographs and eight drawings. These include the works that the distin-
guished artist showed, with extraordinary success, at the Venice Biennale
last year.” See "KaMutexvikd. H €kBeotc tou kaBnyntou k. lwdvwou MépaAn”,
KaBnuepwvn, 21/3/1959.

63. See ®avn-Mapia Towykdkou (ed.), op. cit., p. 64-68, where Moralis dis-
cusses his Biennale experience. This is basically an excerpt from a conversa-



tion with Dionyssis Fotopoulos at the attic of the Ikaros bookstore in Athens.
The conversation was published in ®wtdnouAog, Ayannte pou [dwn, Athens,
1997, along with the letters Tsarouchis and Moralis exchanged when, after
Venice, the former went to Dallas to design the sets and costumes for Medea,
featuring Maria Callas and directed by Minotis. In one of those letters, Tsarou-
chis excitedly announced that he had found Domus magazine numbers with
the article by Ponti (see Gio Ponti, “Il piacere di disegnare la figura umana”,
Domus, 346, September 1958, p. 33-35) and would buy a copy for him. Gio
Ponti was Commissario Straordinario of the Biennale, and the art historian
Rodolfo Pallucchini General Secretary. Ponti, who was tasked with restoring
the Biennale after the War, in 1948, was an architect and also involved with
industrial design and the applied arts. Domus magazine, his pet project, was
first released in 1928.
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16/6/1958, in “La XXIXe Biennale de Venise”, in which he was described as
a "very interesting figurative painter”, while Le Monde, 15-16/6/1958, char-
acterised the two Greek painters as “classics” and compared Moralis, not
unfittingly, to Jean Souverbie.

64. J.P Hodin also discussed Moralis in particular, characterising his work
as a “pleasing Neo-Classicism a la Braque”, but classifying him in the same
category with artists from other countries (namely the Dutchman Gerrit Ben-
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THE GREAT MORALIS:
THE TRADITIONAL, THE CLASSIC,
THE MODERN, THE INNOVATOR

Thinking of Thesseus

The words of fine painters are always revealing, as they speak of
how these artists attempt to convey life itself by creating a distinctive
reality in their works. Yannis Moralis did so throughout his life. In the
extensive excerpt below, he discusses simple yet fundamental is-
sues surrounding artists relationship with art.

“The painter, | think, does nothing but compose colours and shapes
on an surface, creating works that, beyond their purely decorative
role in architectural applications, convey the feelings, ideas and im-
ages of the world as perceived by the artist's sensibility.

Painting Is an expression of life, and the artist expresses life, in the
broader sense of the word by employing either specific or abstract
forms [...] The artist has, and must have, only one goal: to express
himself fully [...] Of course, the artist must travel on a long and dif-
ficult path until he conquers his means, his language, that is, the cre-
ative means that enable him to convey his vision. It is a path he must
conquer step by step. This is unavoidable. And in his ongoing effort
he produces works that, while bearing the stamp of this effort, often
manage to be evocative.

Of course [...] if looking for my material | become encaged in my
technique, if, looking for the style and form that a painting will as-
sume, | take all the necessary steps in order for the painting to be-
long to this school, or to that one, If | disrespect my instinct, or my
material, then | will produce an inhuman painting, one that is un-
able to touch the heart, to convince, yet one that will be supported
by the followers of this or that school because it carries the school's
outward traits. Personally, | do not think there is a recipe to make a
genuine work of art.”!

Aged 40, Yannis Moralis, with a notable body of work in full swing,
with a personal écriture and reasoned opinion, with a high-quality
expressive idiom, speaks in a cultured, knowledgeable, intuitive
manner, with modesty, honesty, openness and sensitivity, about the
simple and the complex, the mundane and the spiritual in art; he
speaks with simplicity and clarity about the creative process, about
his periods of transition, research and study, his struggle to conquer
his artistic means, about style and form, technique in the service
of artistic creativity, about the feeble, artificial attempt to make art
conform to schools, about innovation, renewal and the evolutionary
stages of art, about the authenticity of a true work of art.

O METAAO2Z MOPAAHZ.
O MAPAAOXIAKOZ, O KAAXIKOZ,
O MONTEPNOZ, O ANANEQTHX

Me tn okégn otov Onoga

0 Adyoc Twv kKaAwv {wypdewy sival NnAvia anokaAumtikog yiati agnyeitat tov
TPOMNO PE Tov onoio ot KaAATExveS mpoonaBoulv va ekgpdoouy Ty dla T {wi,
p€oa and v dnptoupyia g Wialtepng Npaypatkatntag twv épywy toug. O
Mdvwng MdépaAng to npdttel oe dAN tou T {wn. Y10 EKTEVEG andonacua nou
akohouBel ekBetel anAd, aAd BepeAddn ¢ntripata yUpw and Tn oxeon Tou
KAAATEXVN PE TNV TEXVN.

«0 Cwypdpoc, vopilw dev kavel Tinota AAo and 1o va ouvBETeL oE plav enwpa-
VELO XpWHATA KAl 0XNata, SNpLoupywvIag 10l £pya, Nou népa and tnv kaBapd
BLOKOGUNTIKA TOUC XPNALoNo{non PJEGA 0'Eva APXITEKTOVIKO XWPO, EKPPAZouy,
unoBdAAouy, Ta cuvaloBruaTa, TG OEEC, TIG EIKOVEG TOU KOGWOU, OMwg Tov 0U-
vEAaBe 0 KaAATEXVNG We TNV euataBnaia Tou.

H Cwypapikn gival pla ékppaon {wng kat o {wypdeog ekppadlel Tn (wn, e
N YeVIKOTEPN onpaci{a Tou dpou, £lte PETAXEIPICOMEVOG YL QUTO OUYKEKPL-
péveg Hop@eg elte agpnpnuéva oxnpata...0 KaAALTEXVNG €va Kal JOvVo OKo-
N6 €XEL KAl QUTOV NPENEL Va €xeL: va ekppaotel andAuta... uatkd o {wypa-
(pog €xel va dlavuoel €va peydAo Kat OUoKoAo dpBHOo WOMoU va KAaTaxINael
T0 PECA TOU, TN YAWOGOa Tou, ONA. Ta EKPPACTIKA eKelva PEaa, MoU PUNopouv
va €K@pAoouy 1o dpapd tou. Elval évag dpdpog nou Ba Tov KAtaxtnoel Brya
npog Pripa. Autd eivat kdtt nou dev Pnopel va 1o napakduet. Kat katd tnv
adtdkonn auth npoondBeld Tou napdyel kat dnuloupyel €pya, nou, NapéAo
nou @epouV TN apayida autng tng npoondBelag, cuxvd dev navouv va &i-
vat unoBAnTka.

BéBata, av Paxvoviac yia 1o UAKG Hou, KAELOTW PETa oTnv TEXVIKN pou, av Jd-
XVOVTaG yla To U@og, Tn popen, nou Ba exel évag nivakag, ndpw 6Aa pou Ta Je-
TPA WOTE V' avAKeL 0 Nivakag @ auth TN 0XoAN KL 6XL oTnv AAAN, va acefnow ato
EVOTIKTO Wou, A TNV NPwTn pou UAN Ba Kavw toTe Jia {wypagkh andavBpwnn,
nou Oev Ba ouykivel, dev Ba neiBet, aAd Ba unootnpxBel and toug onadoug
NG 1d0e 1 delva oxoMAG eneldn Ba pepvel Ta eEwtepikd e yvwplopata. Mpo-
ownikd 0g vopidw NwG undpxel KapLd cUVTIAYN MOU Va Pag AEEL NWG KATAOKEU-
adetal €va yvnolo £pyo TEXVNC». !

0 Mavwng MdépaAng oe nAkia capdvta etwv, Ye akldhoyo €pyo o NAfdpn on-
HLOUPYIKN €EENEN, PE MPOCWNIKA YPA@n Kal TEKUNPLWKEVN dnoyin, e uPnAn
noLdTNTa TNG EKPEACTIKAG YAWOOOG TOU £pYOU TOU, HIAG e KAMLEPYEL, yvwon,
dla{oBnon, pe oguvotnta, elhikpivela, euButnta kat eualoBnoia, yla ta anAd Kat
10 0UvBeTa, yia Ta Nedd Kal Ta NVEUPATIKA TNG TEXVNG, KNG e anAdTNTa Kal Ka-
Bapotnta yia i dadikacia TG dnploupyiag, yia TG PETaBATKES NePLOdOUC, yla
TNV €DEUVA KaL TN PEAETN, IO TOV OyWVa KATAKINONG TWV EKPPACTIKWY HEOWY,
yla 1o Ugoc Kat Tn pop@n, yla TNV TEXVIKA otnv unnpeoia Tng dnptoupylac, ya
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TV Aveupn, Texvnn npoondBeta éviaéne e dnploupylag oe OX0AEG, yia Toug
VEWTEPIOMOUG, IO TNV AVAVEWON KAl Ta EEEAIKTIKA 0TddLa TG TEXVNG, YLa TN yvn-
0léTNTa TOU NPAyPaTkou £pyoU TEXVNG,.

H £€€Mi&n tng 1€xvng tou I Mépain,
Hé€aa and tn cuAloyrn tng EBvikii¢ MivakoBnkng

H ouAMoyn €pywv tou INdvwn Mépahn otnv EBvikn MivakoBrkn aplBuel ekatév
nevivia €va €pya, Addla, akpUAKE, 0xE0La, XapaKTikd, Ta ornola eKTEAEGTNKAV
and 1o 1934 wc 1o 1982. And 1o olvoAo autd, pévo ta Tplaviaentd sivat {w-
YPAPIKA £pya, KUplwe eAaloypawlec, KL and autd ta evvea eival Epya nou ano-
KtBnKav oe nponyoUpeveg NepLddoUG N Npogpxovtal and T cUAAOYN KoutA-
dn. Ta unéAotna EIKOCLOKTW NPOEPXOVIaL and T peyaAn dwped Tou {wypdgou
npog v EBvikn MivakoBrkn, cUVOAIKA ekaTév OEKA TPLWV £pywy, e and@aon
Tou A.. tou IdpUpatog, pe npepounvia 5 louAiou 1988. Ta elkoolokTw povadika
£pya NG Owpedc, ouveldnTeC enAoyeg and tov (810 1o {wypdo, KaAUMTouV Ty
nepiodo and 1o 1934 €wg 1o 1968.

A&iCel 6uwg oto anpelo autd va avagepBoupe og kKANoLUG and Toug MoAAOUG
HEAETNTEC TOU €pyoU Tou PeydAou pag {wypdou.

0 ouvodotndpog Tou MépaAn, o @iAog TG yevidg tou 1930, o Nikog Xat{nkupla-
koc-T'kikac, 1o 1979, datunwvel €vav Uuvo VoG KAATEXVN NPog AoV, opoi-
dedtn kaAExvn: «Elval npwtiotwe dvBpwnog Tou PETPOU Kat TG Ta&ewg, Npo-
unov KAaookng Wdloouykpaoiac... Toladtn ev oAiyolg n nopeia tou kaAAe-
Xvou, ek’ Tng onofag duvatal kavelg va cuvaén 1o cofapdv, Eviuov kat Bappa-
A£0V ToU XapaktApog Tou. Ekelvo akplBwg dnep pag unoxpewvel va avayvwpl-
OWEV €LG AUTOV TNV avwTePOTNTA, ATLC O€0V KATA TNV yWWUNY Jag va tundn dua
Tou Aplotelou Twv Texvav TG Akadnpiag ABnvwys. 2

H 1010pIKAG TEXVNG, N naAawdtepn, Aapnpn EneAitpla tng EBvikng MivakoBn-
kNG, NEAN MiotpAi, entkevipwvoviag otnv ouocia ypdgel 10 1983: «[aviou n
{®la avaywyn otnv 1d€a, oto WeoAoyikd aneikaopa tng npaypatkétntag, na-
vioU o {Olo¢ otoxaopdg yia tnv unap&laxn kat tTeAoAoyikn undotacn twv avBpw-
MWV KAl TwV Npaydatwy». ®

H EAévn BakaAd, tnv (dla xpovid, avaAlovtag 1o pyo Tou I MépaAn avagepet:
«Nn@aha, eheyxdpevn @uon, o MépaAng ypriyopa anopakpuvetat and TG po-
MaVTIKEG KAlOELG eEnpealovioTikoU TUNou, yia va ekpeaoctel, and Wloouykpaaia,
«KAQOOIKG», EWow [e NPGBean Kat aTdXo TN Pop@N Kat OxXL e YETO TN HOp@N.

‘Etot 10 npdBAnua eppavidetat, nwg Ba eviaxtel n Hop@n pe TV oAokANpwan
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NG o€ YKo, YN Kat 8pLa, UECa OTO XWPO TOU ENNEDOU», Kal ouvex(Zel v avd-
AUON TNG OXETKG HE TO XWPO, TO POAO TOU PWTAG, T KOWVA XAPAKTNPLOTIKA ToU
€pyou Tou pe autd Tou Toapouxn. 4

Me v eukatpia Tg avadpoptkng €kBeanc Tou {wypdgou oto Mouaeio to 1988,
0 16T OleuBuvtig T EBvikng MvakoBrikng, Anuritpng MNanaotdpoc, npoxwpd
0€ HLa eKTEVA avaAUGN TNG MPOOWNIKATNTAG, ToU £pyou, TG Bepatoypapiag Kat
NG HOPPOAOYIKNG EEENENC Tou €pyou Tou [dvvn MdpaAn. 21o Keluevo avage-
PETAL KAl OE OUYKEKPLUEVA €0y TNC PETENELTA CUMOYNAC Tou Mouaeiou.

The evolution of the art of Yannis Moralis
through the collection of the National Gallery

There are 151 works by Yannis Moralis in the National Gallery col-
lection - oil and acrylic paintings, drawings, prints — made between
1934 and 1982. Of these, 37 only are paintings, mostly oils, and nine
were previously acquired or came from the Koutlidis collection. The
remaining 28 form part of the artist's major donation to the National
Gallery, totalling 113 works, according to the decision of the founda-
tion's Board dated July 5, of 1988. The 28 unique works in the dona-
tion, chosen by the artist himself, span the period 1934-1968.

Let us now make a brief reference to some of the numerous schol-
ars who studied the work of the great Greek painter.

Moralis's companion and friend from the Generation of the 1930s,
Nikos Hadjikyriakos-Ghika, wrote, in 1979, the following as praise by
an artist to a fellow artist of the same persuasion: “"He is primarily a
man of moderation and order, an exemplary classical personality |[...]
Such is this artist's career, in short, that it demonstrates the serious-
ness, integrity and courage of his character. It is precisely that which
forces us to acknowledge in him the superiority that, very appropri-
ately in our opinion, is honoured by the Medal for Excellence in Fine
Arts from the Academy of Athens.”?

The art historian and former brilliant curator of the National Gallery,
Nelly Missirli, focusing on the essential, wrote in 1983: “The same
reduction to the idea is, to the ideological facsimile of reality is ev-
erywhere; the same thought about the existential and teleological
essence of people and of things is everywhere.”*

In her discussion of Yannis Moralis's work, Eleni Vakalo wrote, dur-
ing the same year: “A sober, controlled nature, Moralis soon moved
away from romantic inclinations in an expressionist vein, in order to
express in a “classical” manner by temperament, that is, with form
as his intention and goal, rather than as his medium. The problem
therefore arises of how form becomes part of the mass, appearance
and limits within the plane”, and she went on to discuss space, the
role of light, common features in his work and in that by Tsarouchis. *

In the context of the retrospective exhibition for Moralis at the Na-
tional Gallery, in 1988, the then director of the museum, Dimitris Pa-
pastamos, made extensive reference to the personality, work, sub-
ject matter and morphological evolution of Yannis Moralis's work.
Papastamos also discusses some of the works that would become
part of the museum collection later on. 3

In 1993, Chryssanthos Christou made a comprehensive, systematic
and dense analysis of the work of Yannis Moralis. In his detailed dis-
cussion of the artist's evolution, he mentioned several works in the
National Gallery collection. Some of his general findings are notable:
“An intellectual person, a true artist, Moralis, his work distinguished



by its wealth of morphological invention and quality of expressive lan-
guage, the inner life of the figures and the evocative power of space,
is the epitome of post-War [Greek] art.” And he concludes: “Moralis
firmly remains the seeker of a utopia, the apologist of a classical vi-
sion in a world characterised by a homogenising visual perception.
And this is precisely the reason why his work is instructive.” ¢

Below is a discussion of the works in the collection of the National
Gallery divided into sections according to morphological and aes-
thetic content, chronologically arranged by decade.

In the first section, the National Gallery collection comprises 11 oil
paintings, dating from the early 1930s. They are mainly portraits,
still lifes, a landscape and a nude. Chronologically the first, Still Life,
of 1934, is a small-scale arrangement of objects — a pitcher; cups,
books on a table laid with a white tablecloth, against a neutral space
of dark planes. At the outdoor photographer’s is a well known work
dating from the same year; it emanates from a completely differ-
ent concept, in a mood of experimentation and simplified articulation,
with influences from the folk tradition. Landscape in Athens, of 1936,
in dark shades of brown, is one of the few landscape paintings in the
artist's entire body of work.’

The unique works The painter with Nikos Nikolaou, of 1937, in the
Koutlidis Foundation collection, and Self-portrait, dating from the fol-
lowing year, along with several portraits of the 1930s, evolve through
naturalism and a distinctive realism, in an investigation of the mystery
of the figures and their psychological examination, with an emphasis
on silent symbolism.

In the first, the figure of the artist's friend, the painter Nikos Niko-
laou, can barely be identified in the background, whereas the figure
of Moralis is Iin the foreground, in a Renaissance-like pose, looking
straight at the viewer, as if he wished to generously lay bare all as-
pects of his personality. This work is a kind of official validation of a
sincere friendship. It was made when the two friends and painters
left for Rome together, sharing the Academy of Athens fellowship
won by Moralis, in accordance with the terms of their agreement that
if one of them got it, he would share it with the other. Self-Portrait, of
1938, is a monumental, minimalist, hermetic rendition of reality, a clin
d'ceil to eternity.

The inner vibrancy of the figures and their introspective mood are
characteristic of the artist's early portraits and continued to imbue his
figures throughout his career. Portrait of the sculptor Yannis Pappas,
of 1938, in the Koultlidis Collection, and Portrait of Fokion Dimitriadis,
donated by Maria F Dimitriadi in 1982, reveal an effort to capture both
the facial features and personality of the sitters. In the latter, the treat-
ment of the white shirt, with the shadows and angular deployment of
the folds, is an early example of a morphological feature that would

O XpUoavBog Xpriotou, 1o 1993, KaTaBETEL Yla EPNEPLOTATWHEVN, CUCTNPATIKA
Kat NUkvn avéAuon tou €pyou Tou [ MépaAn. £In Aemtopepn avaiuon ng e&e-
NKTKNG nopelac tou {wypdpou, ava@epeTal Kat o MoAAd €pya NG GUANOYNG
¢ EBviknc MivakoBrkng. A&{CeL va ouyKpaTNOOUPE KAMOLEG YEVIKEG BLaMLoTW-
o€l Tou: «[Nveupatikdg dvBpwnog, yvnolog dnploupydg o MépaAng, e To £pyo
ToU Mou Blakpivetat yia Tov MAOUTO TNG MOPPONAQCTIKAG TOU (avIaciag Kat v
noLdTNTA TNG EKPPACTIKAG TOU YAWOOAC, TNV E0WTEPIKGTNTA TWV HOPQWY Kat T
dUvapn unoBoAiG Tou xwWpPou, eKPPAZEL TN JETANOAEUIKN Hag TExvN». [1a va ka-
TaMAEEL pPEeTd TV etevn Tou avdAuon: «O MépaAng napapevel otaBepd o Kuvn-
YOG pag outoniac, o anoAoyntig evag KAaolkoU opduatog a° evav KOoHo nou
xapaktnpiZetat and pia 1.oonedwtkn otk aviiAnyin. Tt autd akpBWg Kat 1o
£pyo OLOAoKEL>.

AxoAouBel n napouaiaon twv £pywv NG GUAMOYNG NG MNivakoBAKNG Katd evo-
TNTEG, POPPOAOYIKOU Kal aloBnTikol NEPLEXOPEVOU, OE ULd XPOVOAOYIKA €EEAL-
&n katd dekaetiec.

YNV mp@Tn gvetnTd TNG oUMOYNG TNG MivakoBrkng avikouy évieka £pya, Ad-
dla tng dekaetiag 1930. Kuplwg mpdkettat yia npoownoypaies, vekpeg QUoEL,
eva Ton{o Kt eva yupvo. To mpwto —xpovohayikd— €pyo pe titho Nekpri uon,
Tou 1934, €pyo pikpwv dlaotdoswy, anelkovilel Eva 6UVOAO QVIIKEWHEVWY, ULa
kavdta, @Alévia, BB, ndvw o €va Tpanedl pe Asukd tpanelopdviino, o
avdanTtugn ag €vav oUBETEPO XWPO He okoupa enineda. Tng {dlag xpovide eivat 1o
ywatd 2tov unalbpio pwtoypdo, pe TEAElwe Sla@opeTikn cUMNYIN, e NeEwpa-
patikn dldBeon kat anhonotnpgvn dlatinwon, Je ENPPOES and tn Aaikn napd-
doan. To Torio tng ABrivac, Tou 1936, oe oKoUpeC anoXpWaELG Tou Kage, lvat
€va and ta Alya Tonia ta onola NPOCHETPWVTAL OTNV Ndpaywyn Tou {wypdpou.’
Ta povadikd €pya, O lwypdpoc e tov Niko NikoAdou, tou 1937, tng ouMoynig
Tou 1dpUpatog KoutAidn, kat Autorpoowroypadla, TNG eENOUEVNG XpoVIAG, ONwe
Kal MoAAEC npoownoypapiec Tou 1930-1940, avantUooovtal péoa and éva va-
TOUPaALOG, évav 181aiTepo PEAAOO, e pta avadiitnon Tou Puotnp{ou Twv Hop-
@wv, e pa 8ldBean Yuxoroyknig dieioduong ota Mpdowna, Kat EJgacn o eva
Boufé cupBoAopo.

270 Mpwto, N @ryoupa tou @ihou tou {wypdgou Nikou NikoAdou oe deltepo
NAQvo axvopEYYeL evw 0 MdpaAng, oto npwto eninedo, og avayevwwnolakou TU-
nou otdon, Koltd Katdpata 1o Beatn, Aeg Kat BEAeL anAdxepa va Tou anokaAu-
(el 6Aa Ta otowxela Ing NpoownikdTNTdg Tou. To €pyo anoteAel £va eidoc enion-
JNG KaToXUpwaong Plag eKpvoug @iiac. Elvat n otyun nou ot duo pirot {w-
ypdpol, peUyouv pali ya i Pwun, yopalduevol Ty unotpogia tng Akadnpiag
ABnvwy, nou kEpdLae o MépaAngc, plag kat n oup@wvia peta&l Toug NTav Nwe
6notog and toug dUo v KEPALe, Ba tnv potpaldtav Ye tov dAo. H Autorpo-
ownoypagpia, oy 1938, anoteAel pvnpelo PIVIHAALTTIKAG, EpPNTIKAG anotunw-
0NG TNG NPaypaTkoTNTag, KAslvovtag to pdtt otnv atwvidtnta.

H eowtepkdTNTa Twv HOP@WY, aAG Kat n evdookonkn OldBeon xapaktnp{lel
0 NPWTa NopTpETa 10U {wypd@ou, evw eEakoAouBel va ouvtpo@elel TG Hop-
(PEC Tou og OAN TV EEALEN TNC TEXVNG TOU PEDa aTo xpdvo. H MMooownoypagpia
tou yAuntn [dvvn Nannd, Tou 1938, tng XuMoyng KoutAidn, kat n [poowrio-
yoapia Qwkiwvoc Anuntoiddn, dwped Maplag ®. Anuntplddn, 1o 1982, napou-
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olddouv pia npoondBela doyng anddooNnG Twv QUOLOYVWHIKWY XAPAKTNELOTL-
KWV Kal TNG MPOCWNIKATNTAG Twv MPoownwy. 210 deUTEPO, N enefepyaaia Tou
AEUKOU MOUKAMLOOU, WE TIC OKIEG KAl TLG YWVIWOELG avanTtUEELS Twv MTUXwV, €l-
val €va apxké otoxelo pop@onAaoTkAG avdmuéng, Nou eNAVEPXETal GE MLo
OUYKPOTNUEVN Npdtacn otn oelpd Twv EmtuuBlwviuvBeoswy, Tou 1958-1963.

Ynv [Npooownoypapia 2uapdydac Moatpdrou, Tou 1939, o (wypdpoc eotialel
o010 BAEpa, evw otnv ooawnoypagpia tou {wypdpou Bsodoaiou Xplotodou-
Aou, Tou 1938, enkevipwivetal neploadtepo otnv anddocn Tou puatnpiou g
NPOCWNIKATNTAC, HE TN SLOTAKTIKN KAION TOU 0WHATOC, HE TO aLypevo Be&{ XEpL
KaL TNV oxnuatonoinon atnv aneévion ToU NPOoWoU Kal TNV OTOXELWON ano-
TUNWON TWV PUOLOYVWULKWY XOPAKTNPLOTIKWV.

la 10 €pyo o Twvng Znntepng avagepet 1o 1952: «O néAepog avaykadlel tov Mo-
paAn va enwatpéPel atnv EAMGSa. 2uykevipvetal. To noptpaito tou K. Xploto-
doUAau, 1o onofo napouctdlet otnv 1" MaveArivia ‘ExkBean, dev Ba eival napd
€va Npwto PBra ota nAaiola authg TG avadiitnong Tou NVEUPATIKOU, angd 1o
onofo 1o €pyo tou Ba popTioBel and dw kat népa. H nolnon tou Béuatoc ekppd-
Cetal 0w e TNV epunveia tnv onola divel o (wypdpog oe oxéon Je Tov Baupa-
oMo Tou otn Uon. H UAN Tou gival Asia kat OouAepEvN, To 0XEOLO TOU MPOCEKTL-
KO, N KATAoKeUn Tou yivetal no otépen». 8

H Nekpn puontou 1939, Tng cuMoyig KouTAidn, e To avanodoyupLopévo oup-
TdpL ta BBALD, Tov KovOUAOPAPO, TO ACNHEVIO KOUTI, TO KOALE apyapLiaplwyv Kat
10 Xpuad daxTUABL, dev elval mapd pla agopun ya va avantléel o wypd@og
Tnv duvatédTNTa anGdoaong TNG NPAYMATIKATNTAG, KE Jla oknvoBetnuevn anotu-
Nwan Tou oTydla{ou Kat Tou @euyaieou, Pe o avolxto BiBAlo otnv PREFACE kat
TNV QvoIXTH KOGUNUaToBriknN.

To luuvd, Tou 1939, ue tnv EanAwpévn yuvalkeia @yolpa pe BEa Ty NAGTN Kat
T0 N{ow PEPOG TOU 0WHATOC, Hag npodidet Tnv patd nou exet pi€eL o veapdc (w-
ypdpog ata didonpa EanAwpgva yupva e Avayewnang, ot Appoditeg Tou
Giorgione kat tou Tiziano. Efvat n nepiodog 1937-39 tng napapovig tou Mdpa-
An otn Pwun kat 1o Mapiol, pe unotpopia tng Akadnuiag ABnvwy, and 1o kAn-
podotnua tng Oupaviag Kwvotavtvidou, kat n geAETN and @uotkoy, Twv Jeyd-
AWV OTLYHWV TNG LoTop(ag NG TEXVNG,.

H e&rynon, yati o MépaAng dev napépetve otn Pwun, énou nnye tov lodvio tou
1937, aMG €guye yia 1o Maplot 1o NoépBplo tng Blag xpovidg, T otyun novu,
Katd tnv Akadnpi{a ABnvadv, ot FdAAOL @OLTNTEG ovelpeUoviav va Kepdioowv To
Prix de Rome, €pxetat anootopwtikd and tov (dlo: «Xtn Pwpun Bplokovtat o Pa-
anAoc, 0 MxanA AyyeAog Kl eyw. Ba enBupoloa va yvwpiow dAouc doouc
undpxouv evdldueca».*H andvinon auth eniong npodlaypdgel Tnv nopeia tou
MdpaAn, Tnv OLldBeon Tou yia yvwon, HEAETN Kal €peuva, otnv unnpeaia Tng ava-
{iATNoNG pLag veac, otepeag kat kaBapd npoownikig dlatunwong. O MépaAng
oto lNaplot Ba cuvexioel TG onoudeg Tou, Pe pabnpata {wypamIkig Kat Towxo-
ypagiac oty Ecole des Beaux Arts, aMd kal pwadikoU otnv Ecole des Arts
et Métiers. Akoun, ota pouoeia Ba «yvwploe» GAoug doouC UNApPXouv avapeoa
oto PaganA, tov MxanA ‘AyyeAo kat tov (8lo, 0nwg avepepe napd navw.

‘OAa 1a €pya g dekaetiag tou 1930 anokaAUmtouv TG oxeOA0TIKEG Kat {w-
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re-emerge, in more accomplished form, in the series of Funerary
compositions, of 1958-1963.

In Portrait of Smaragda Mostratou, of 1939, Moralis focuses on the
gaze: in Portrait of the artist Theodossios Christodoulou, of 1938, the
artist focuses on capturing the mystery of the sitter's personality, his
body leaning hesitantly, his right hand clasped tight, with a stylised
rendition of the face, his facial features sketchily outlined.

Tony Spiteris wrote about this work, in 1952: “The War forced Moralis
to return to Greece. He was able to concentrate. The portrait of Mr
Christodoulou, on display at the 15 National Art Fair, was but a first
step in this quest of the spiritual, which will charge his work from
now on. The poetry of the subject is conveyed in the artist’s interpre-
tation of his admiration of nature. His material is smooth and elabo-
rately processed:; his draughtsmanship meticulous; the construction
becomes more solid.”®

Still Life, of 1939, in the Koutlidis collection, featuring an overthrown
drawer, books, a fountain pen, a silver box, a pearl necklace and a
gold ring, provides the pretext for the artist to capture reality in a
staged portrayal of the fleeting moment, the book open on the pref-
ace page, the open jewellery box.

Nude, of 1939, with the reclining female figure seen from the back,
testifies to the fact that the young painter spent some time looking at
famous Renaissance reclining nude figures, Giorgione and Tiziano's
Venuses. This was 1937-1939, the period Moralis spent in Rome
and Paris as a scholar of the Ourania Konstantinidou bequest of the
Academy of Athens, when the artist studied from life some of the
greatest examples in art history.

The reason why Moralis did not stay on in Rome, where he went in
June 1937, but left for Paris in November of that year, when, accord-
ing to the Academy of Athens, French students dreamed of winning
the Prix de Rome, which enabled them to visit Rome, Is supplied by
the artist himself: “In Rome there is Michelangelo, Rafael and I. But
| am also interested in what came in between.” *Moralis's response
also decided the artist’'s path, his inclination for knowledge, study and
research, in a quest for a new, substantial and entirely personal kind
of painting. In Paris, Moralis pursued his studies, taking up painting
and mural at the Ecole des Beaux Arts, and mosaic at the Ecole des
Arts et Métiers. In addition, he familiarised himself with all those “that
came in between” Raphael, Michelangelo and himself.

All the artist's works from the 1930s demonstrate his realistic draw-
ing and painting mastery using dark, neutral spaces, which are bare-
ly defined but are there. A classic treatment of simple and suggestive
allusions. Finally, his works from the 1930s and 1940s are character-
ised by the fundamental acquisition of the Renaissance styles, the
local use of colour and chiaroscuro. Emphasis is placed on mystery



and on a kind of symbolism; elements of French modernism are also
apparent, particularly from Derain.

In the second section, comprising works from 1940 until the early
1950s, there are seven works which are closely linked to those of the
previous section, in what is a harmonious continuation of his artistic
production. These works are portraits and a still life.

Portrait of loanna N. Lourou, made around 1940, part of the loanna
N. Lourou bequest, portrays the young woman seated in three-quar-
ters. The portrait conveys peace, grace and elegance.

In the unique The painter and his wife, of 1943, Moralis is depicted at
ayoung age, aged only 27, together with his first wife, Maria Roussen,
in full-body portraits. Two well-dressed, young, upper-class people,
in an almost completely frontal pose, the artist looking straight at the
viewer and his young wife looking towards him. The painter is in the
foreground, the wife, discreetly, a little further behind. The painter is
holding his brush:; the young woman'’s hands are clasped in front of
her. On the floor, in front of his wife's feet in white high-heel shoes
with ribbons, are scattered the painter’s tools — two brushes, a bottle
of turpentine, a metal plate, a crumpled piece of paper. The overall
atmosphere has something of the restrained, suggestive rendering
of figures in the Renaissance.

In Portrait of Maria Roussen, of the same year, the woman gazes
ahead towards the viewer against a dark, neutral background, her
hands resting on the table. The portrait is simple yet formal. The
young woman is portrayed with her face made up, wearing a hat, a
chalk-stripe jacket, a pearl necklace, a white glove. Elegance, finesse
and serenity characterise this portrait, too.

Two friends, of 1946, is certainly an important, a unique work, and
a landmark in the artist's development. In the foreground, Natalia
Mela, the architect Aris Konstantinidis's wife, is portrayed seated, and
behind her, a little above her, Moralis's second wife, Aglaia Lymber-
aki. Two friends, two fellow students, two sculptresses. Serious and
silent, they look straight towards the viewer. The meticulous render-
ing of the facial features impresses the viewer. Mela's nose, lips, eyes
really come alive.

This work remains a masterpiece amongst double portraits to date.
Beside the figures, the sculptor’s tools — a hammer, a folding ruler,
a pair of compasses, a ruler in Mela's hands — easily legible hints,
reflecting an earlier practice of allusive characterisation of the sitters.
Expressive and real, the hands create patterns of calm and symme-
try within the composition (Mela), or evoke movement and a centrifu-
gal tendency towards the outside of the painting (Lymberaki). The
background, a neutral dark brown area, simply suggests a space
against which the female figures project.

The upper section of the composition is enveloped in a folded, flow-

YPOPIKEC IKAVOTNTEG ToU {wypd@ou yia anddoon pldg PEAAOTIKNG Npaypatl-
kétNTag, nou dladpapatidetal oe OKOUPOUG, OUBETEPOUG XWPOUG, oL omnoloL Po-
ALG oploBeTouvtal, wotdao ugiotavial Mua KAaoKn anewévion pe VUEELS anAEC
Kal UNAWVIKTIKEG. TEAoG, Ta €pya tou 1930, aAAd kat tou 1940, xapaktnpilovtat
and 16 BepeANwdELG KATAKTAGELS TN aoBNTKAG TG Avayewwnong, TNG XpAong
TWV TONKWY Xpwdtwy Kat ing pwtook{aong. Eppacn didetal oto puotiplo kat
o€ va eldoc oupBoAlopoy, evid cuvundpxouv Kanola otolxela Tou yaAkou po-
VIEPVIOHOU, Kuplwg tou Derain.

Y1n dedtepn evotnta, pe pya and 1o 1940 €wg 16 apxeg tou 1950, undpxouv
€NTA £pya, 4PPNKTa oUVOEdEPEVA E Ta €pyA TN MPONYOUHEVNG EVOTNTAG KAl OE
anoAUTa OPHOVIKNA OUVEXELD TNG KAMTEXVIKAG Tou napaywync. Mpdketal yia
NPooWNoypawieg Kat pua vekpn @uon.

H lNooownoypagpia lwdvac N. Aodpou, exteAeapévn nepinou 1o 1940, and to
kAnpoddtnua lwdvvag N. AoUpou, napouctdlel oe pta kaBlot atdon TpLwv Te-
TépTWV TNV EKOVILOPEVN VEpn yuvaika. XTnv npoowrnoypagia anod{dovial xa-
PAKTNPLOTIKA, Onw¢ npepia, xdpn, KopyadTnta.

210 povadiko gpyo O lwypdpog e T yuvalka tou, Tou 1943, anewkoviletal o
MdpaAng oe veapn nAia, HOALG 27 1wy, Pe Tnv npwtn cUluyd Tou Mapia Pou-
0gv, o€ 0AGOWHa noptpaita. AUo veol aatol KAAOVTIUPEVOL O GXEDOV PETWMIKA
otdan, 6mou o {wypdpog kottddel katduata o Beatn evd n veapn oUZuydg Tou
OTPEPEL TO PAEUHa Npog Tov (dlo. O wypdpog os npw1to eninedo, n culuyoc di-
aKpLka Alyo o niow. O Cwypd@og kpatd To NveAo Tou, VW N veapn yuvai-
KO EXEL TA XEPLA OTAUPWHEVA PNPOCTd TNG. 210 NATWA, Unpootd ata nédia g
0ulUyou, UE TIG ASUKEG YOBEG HE Ta ploykdKLa, plypéva ta olvepya tou {wypd-
(pou, OU0 MVEAQ, €va PNMOUKAAGKL VEQTL, £va ETAAAKO NIATAKL, €va TOOAAKWE-
vo xapt(. H 6An atydo@atpa €xel kAt and t ouyKPATNPEVN, UNAWIKTIKN anddo-
on HopeWV TNG Avayewwnang.

Ynv Mpoownoypapia Maplag Poucev, Tng (Blag xpovidg, n yuva{ka, og 6koupo,
OUOETEPO (POVTO, KOLTG WUNpoatd To Beath, evid akouund ta xépla TG oTo Tpa-
nedl. To moptpaito eivat Aad, aAd kat enfonpo. H veapn yuvaika, napouotale-
Tl JAKLYLOPLOKEVN, JE TO KAMEAO, TO PLYWTO GAKAKL, TO JAPYAPLTAPEVLIO KOALE, TO
AEUKG NG yavTL H kopidtnta, n Aentdtnta kat n npepia xapaktnpidouv Ki autd
10 noptpalto.

To €pyo Auo @iAec, Tou 1946, anoteel olyoupa €va onpavikd, €va povadikd
€pyo, anoteAel dUwWC Kal €va otaBud VIOKOUPEVTO yia TNV PeANOVIKA eEEAEN
Tou £pyou Tou (wypdpou. Le npwto eninedo, kaBloth n NataAla Meid, audu-
yog tou Apn Kwvotavividn kat niow g, Alyo pnAdtepa, n deUtepn oUluyog
10U MdpaAn, AyAdia Aupnepdkn. Ato @iheg, dUo ouppaBrTeleg, dUo YAUNTPLEG.
YoPBapéc kat apiAnteg Kottouv euBeia 1o BeatA. H teAetdtnta otnv anddoon twv
(PUOLOYVWHIKWV XAPAKINPLOTIKWY dayvntilel 1o Beath. H putn, ta xelAn, 1a ud-
Tl IN¢ MeAd eivat {wvtava aav aAnBivd.

To €pyo péxpt orpepa napapével éva aplotolpynpa ONARG Npocwnoypag{ac.
AinAa ot @ryoUpeg, ta epyalela tng yAuntkig -o@upl, p€tpo, dlaBritng, xdpa-
Kag ota x€pla NG MeAd- anAeg VUEELG, Onwg NaALd, evoc UNAWIKTIKOU Npoadt-
0PLOHOU TWV EIKOVILOUEVWV MPOCWMIKOTATWY. Ta XEPLA, EKPPACTIKA Kat aAnBL-
49



50

vd, dnploupyolv puBuoUc npeuiac, CUPKETP(OG OT0 E0WTEPIKG TNG OUVBEONG
(MeAd), kivnang Kat @uydkevipng TdoNG Npog To e€WTePIKO Tou Nivaka (Aupne-
pdkn). To Bd&Bocg, 10 pdvto Tou nivaka pe Jia okoUpa oUdETEPN, KAWETLE Npa-
VELO anAd oploBetel 1o Xwpo, 6nou NPoBAMovial ol YUVaIKE(EC HOPPEC.

H oUvBeon oto dvw pEpog nepikAsictal and eva NepinenAeypévo, Xutd Upaca.
To Upaopa autd, we UAKS, aMd Kal wg @opuad, anoteAsl TV Npwtn eP@avt-
an, 10 NpwTo dglypa plag HEAMOVIKAG dlepevnang, ae eninedo pdppag kat ne-
plexopévou. Eivat 1o npwto newpapatikd 1@AunKa 1o onoio Ba to cuvavinoou-
pe apydtepa, wq Bactkd atoixelo oTg oUVBETELG Twv EmtuuBiwy ng dekastiag
Tou 1950 kat tou 1960, KaBwG kal oTa aWaPETIKA JE YEWUETPIKA OToXEla Epya
tou 1970-1980 kat pexpt v tTeAeutaia napaywyn Tou {wypdgou, NG dekasTi-
ag tou 2000.

To apXITEKTOVIKO, DOUIKO, EVWOLOAOYIKO Kal alaBntikd autd oToxeio, Mou Npw-
Toeppaviletat otn ouvBeon tou nivaka pe g Avo @idec kal avantyooesTat ne-
ploodtepo atnv nopela and v KAAoA avanapdotacn NG Npaypatkatntag
MPOG Ha 6A0 Kat Mo apalpeTikn dlatunwan, anodelkvUel éva Bactkd otowxeio
NG GUVBNKNG TNG KAAATEXVIKIAG dnploupyiag Tou Mépain. H €peuva kat n ye-
AT pe avoxtoug opidoviec, odnyel 1o dnutoupyd Priya-Prpa, otadlakd npog
pla avavewaon, érou To nepacua and tn pla neplodo otnv dAN yivetat appovi-
K&, OTéPE, NATWVTag NAvia otig nponyoUUeVES KATaKTAGELS. To atoxelo autd
efvat (dlov Twv PeydAwv dnuoupywv.

Ynv Eykuo yuvaika, tou 1948, anewoviletal kaBloth og petwnikn otdon n dgu-
Tepn 0Uuyog tou MépaAn, n yAUntpla MnoUpna Aupnepdkn, €ykuog aTo Jova-
X0y16 Tou MépaAn, Kwvaotavtivo. XTo Xwpo aplotepd, £va NTUoaopevo napafdav,
eva Niow and v yuvatkela @ryoUpa axvopeyyeL £va KavinAL Ndvw oto Tpanédl.
H €ykuog yuvaika, P pua padpn pouna, OKEMTIKNA, YE Ta JATLa OTpaypeva Xapn-
A& 0€€1d TG, oto de€{ XEPL KPaTa £va PNAO, £V TO APLOTEPG AKOUKNG OTNV Kol-
Ad tng. Ta 8la ouotatikd g xvng Tou {wypdpou, KAQon ouvBean, npepa,
OKEMTIKIOMOG, dplotn avanapdotaon Kat pla vUEn cupBoAkn yUpw and tn {wn
kat 1o Bdvato. To nawdi nou Ba yewnBel, 1o kavinAL NG wng péxpL To Bdvato, n
©BapTdTNTa MG KaL N YOVIIGTNTA TOU PNAOU, KL EVO HIKPO XAPTAKL OTO NATWHA,
anAol, ebAnnToL cupBoAwopol.

To épyo To Tpargdl, tou 1947, eivat delypa pag kaBapng npdtaong (wypa@kig.
Mua vekpn uUon o 0wTePIKO, Pla e&alpetkii anddoaon Tou Xwpou. 210 3dBog
0 XWPOG KAElveL and o napadv, drou eivat KPEPAOHEVO T YINEKO Tou (wypd-
ou, £va pol UPaopa Kat Jia KOKKLVN ENLPAVELT, YLd TNV 0AOKANpwon ¢ oUv-
Beonc. 2e npwto eninedo, eAawpwg og dlaywvia didtagn, éva ykpido Tpanedt pe
avtkelyeva. ‘Eva pnpoutdivo Bado, évag KovOuAo@OPOG, XapTid, JEAAVL, oAURL,
(PAoyEpa Kat €va 6otpako. Mnpoatd oto Tpanédt, 6pBla aKoUUNIoUEVN N OTEKA
HE TO NPOOTATEUTIKG NavdkL, unofonBntikd epyaAe{o atn povaxikn dadikaaoia
NG NP&ENC I Lwypa@kng. Me apetnpla TN UAKA NpayuaTkéTNta, e Epga-
0N oTG NAQOTIKEG a&lec, anotundvetat n aioBnon tng anouaciag T avBpwnvng
Unapénc, JEoW TNG UNGVOLaG TNG XProNG TWV AVIKELPEVWV.

To €pyo Moperi, Tou 1951, napouctdlel og npo@iA pia kaBotn, og YdBvn Kape-
kAa, veapn koneAa. Auadikec avtiBeoelg xtiouv Tn ouvBeaon. Ta palpa YaAd

ing cloth. This marks the first appearance, both in material and in
form, of a new investigation in form and content. It is an early ex-
perimental venture that was to resurface later on as a key feature in
the Funerary compositions of the 1950s and 1960s, as well as in the
abstract, geometric works from the 1970s until the artist's last output
in the 2000s.

This architectural, structural, conceptual and aesthetic element,
which first appeared in Two friends and morphed from a classi-
cal representation of reality into an increasingly abstract treatment,
demonstrates a key element of the condition of Moralis's creativity.
The open-minded investigation and study gradually takes the artist
towards innovation, in which the transition from one period to the
next is harmonious, solid, always based on the previous achieve-
ments. This is a characteristic quality of great artists.

In Pregnant woman, of 1948, Moralis's second wife, the sculptress
Bouba Lymberaki, pregnant on the artist's only son, Konstantinos,
is depicted in a frontal sitting pose. On the left, a foldable screen,
and behind the female figure the dim light of a candle on the table.
The expectant woman, in a black robe, is in contemplation, her eyes
turned to her lower right, the right hand holding an apple, the left
resting on her belly. The perennial qualities of the painter's art — clas-
sical composition, serenity, contemplation, masterful figuration and a
symbolic allusion to life and death — are all present here. The child to
be born, the candle of life until death, decay and fertility in an apple,
and a bit of paper on the floor, simple, easy to understand symbols.

The table, of 1947, is an example of a pure painterly proposition. An
interior still life, an extraordinary rendition of the setting. In the back-
ground, the space is framed by the screen, on which hang the paint-
er's vest, a pink cloth and a red surface to round off the composition.
In the foreground, in a slightly diagonal arrangement, a gray table
with objects on it. A bronze vase, a penholder, paper, ink, a pencil,
a flute and a seashell. In front of the table, the measuring stick is
placed standing, wrapped up in its protective cloth, a helpful tool in
the solitary act of painting. With physical reality as a starting point and
an emphasis on the values of plasticity, the human absence is sug-
gested through the evocative use of objects.

Figure, of 1951, depicts a young woman in profile, seated in a wicker
chair. The composition is built upon binary oppositions. The black hair
and the black dress weave a contrast with the whiteness of the skin.
The blue background contrasts with the brown floor. The two arms
and the right leg lead the composition forward and to the left, and the
left foot, gracefully leaning against the chair leg in counterbalance,
momentarily pauses this forward movement. Studied poses for the
balance and variety of composition, a meticulous rendering of form.

Angelos Prokopiou, referring to this work, writes: “In the 1952 Na-



tional Art Fair, Moralis established himself with a large-scale painting
entitled Figure (ill. 153). A young woman is depicted larger than life,
in profile. The originality of this work is the two-colour palette. The
dress and hair are rendered in black. The drawing is refined, and the
way forms are set in space testifies to the artist's fine taste. '°

The work is reproduced in ANéEavdpog =udnc, [lpotdoelg yia v
lotopia tne NeosAAnvikric Texvng, where the Greek art critic wrote, in
his discussion of Moralis’s body of work: “In front of a work by Moralis
come to mind the words accomplishment, equilibrium, rationalism —
desirable yet dangerous concepts.” !

The works in this section share many characteristics inherent in the
previous section and also present, to some extent, in the next one.
An outstanding depiction of reality, space and the figure, based on
systematic measurement and on the relational analysis of space
and figures. This reflection of reality does not entail imitation, but
a personal interpretation by the artist. The impeccable rendition of
the figures' features culminates in a touching resemblance, which is
reinforced by the artist's personal interpretation and treatment. The
surroundings are always built in dark and neutral colours, and so is
the figures’ clothing. The restrained colour palette comprises black,
white, gray, brown, red and blue.

The bare composition is informed by simplicity; nevertheless, it is
meticulously staged. The objects are often evocative of the figures’
characterisation, or effect a reduction to a concept. The figures are
characterised by serenity, solemnity and introspection. The works
dating from 1940 and 1950 may be characterised as simulacrums;
such is their illusory power, whose allure tends to replace reality it-
self. Their strength, however, lies in the personal interpretation, not
in verisimilitude.

The third section comprises 13 works dating from the 1950s to early
1960s. It begins with a number of female nudes and evolves towards
the celebrated Funerary compositions. Morphologically, Moralis's art
in his early nudes adopts a naturalistic treatment of reality through
personal interpretation, before introducing a certain stylisation in
forms, space and composition, and, through an increasingly preva-
lent process of abstraction, arrive at totally suggestive works.

In Female nude, of 1950, a work donated by Dimitris Karayiannis,
in 1977, the nude bust of a young brunette woman is depicted, her
arms crossed; she is looking solemnly towards the viewer. With great
economy, the artist produces a revealing image. Three colours, many
hues and tones. The white skin of the youthful body gleams against
a monochromatic burgundy background, and the black eyebrows,
eyes and hair accentuate the composition.

In Figure, of 1930, the same model is depicted in a seated pose, on
burgundy and white fabric, the folds projecting against a green and

KaL TO Maupo @dpepa NAEkovTal avilBeTKa Ue T Asukdtnta e endepp{dag. To
MMAE dvTo Pe To kKaeT! ndtwpa. Ta duo xépta kat 1o dg&l nédL odnyouv T aUv-
Beon Npog Ta uNpog Katl NpPog Ta aplatepd, eV T0 aplotePd NAdL e XApn akou-
pnopévo kdBeta oto NédL NG kKapekAag, aav aviiBapo, PPevVAPEL MPOC OTLYUAY
auTh TNV Kivnon npog ta Pnpog. MeAstnpgvec oTdoELG yia Ty Looppon{a kat Ty
nolIAla TG olvBeong, peAstngvn anddoon NG POPHaAC.

0 Ayyehoc lNpokoniou, avagepduevog aTo £pyo ypdgeL: «2Tnv [aveArivio Tou
1952 0 MdpaAng enBdMetat P’ €va peydAo Tou nivaka pe tov 1tho Moppn (Ewk.
153). Mua véa yuvaika, og unep@uolkd peyeBoc (wypagiletal oe nAdyla otdon.
H npwtotunia tou €pyou eivat n dixpwpia Tou. To @dpepa Kal Ta HaAALE €xouv
anodoBn e 1o paupo. To ox€dL6 Tou elvat Aemtd kat o 1pénog nou tornoBetou-
VIQL Ol HOPWEC TOU GTOV XWPO JAPTUPOUV TO EKAEKTO YOUGTO TOU KAAAMTEXVN». !

To €pyo anewoviZetal kat oto BBAlo Tou AAeEavdpou =Udn, lpotdoels yia v
lotopia tn¢ NeoeAMnvikric Texvng, dmou 0 EAANVAG TEXVOKPLTIKAG, avapepoe-
VOG YEVIKGTEPQ OT0 £py0 Tou MdpaAn, Aéetl: «Mnpog ato €pyo tou lNdvwn Mdpa-
An €pxovtal oo vVou oL AEEeLG: TeAeiwan, lopponia, Aoykn, Ewoleg eNBUPNTEC
aAAG Kat enikivouvegs.!

Y10 €pya NG eVOTNTAG AUTACG UNAPXOUV MNOAAG KoV XapaktnpLoTtikd, 1a onola
EVUMAPXOUV KAl OTNv NponyoUpevn Kat ouvexidovial Yéxpl éva BaBud kat oty
endpevn. Ajoyn anekdvion NG NPAYHATIKATNTAG, TOU XWEOU KAl TWV HOPQWV,
JE £OBL0 TN CUCTNHATIKA JETPNON KAl TNV avaAOyLIKnA avaAucn TOU XWPOU Kal
Twv dopewv. To anslikaoua TG NPayuatikdtntag autng dsv Napaneunel otnv
avtypagn, aMd otnv npoownikn eppnveia tng and 1o wypdgo. H 1éAela and-
800N TWV XOPAKINPLOTIKWY TWV JOPPWY, KATAANYEL GE JId CUYKIVNTIKA OpoLd-
TNTa, N onofa dpWe evioxUetal NAAL and TNV NPOCWNIKN gpunveia kat anddoon
Tou {wypdpou. O nepBdMwy xwpog xTidetal névia e Xpwpata okoupa Kat ou-
0€1EPQ, KaBWG Kal Ta pouxa Twv pop@wy. H oAtyoxpwpia cuvtapidletat and 1o
paupo, 1o AoMnpo, TO YKEL Ta KAPETLE, TO KOKKLVO KaL T WMAE.

H Autn oUvBeon otnpiletat otnv anAdtnta, aAd elval ndvia oknvoBetnugvn otn
Aentopgpela. Ta avikelyeva anotehodv ouxvd UNAWIKTIKOUG Mpoadloplopous,
0€ OXE0N HE TG HOPPEG N avagEpovtal o kdnola avaywyn oe 1Wéa. Ot pop-
éc xapaktnpi{lovtat and pua  npepia, Pia cofapdtnta Kal Pld €0WTEPIKOTNTA.
Ta €pya tou 1940 kat 1950 pnopoUlv va xapaktnplotolv we simulacrum, t16co
noAU Aettoupyolv w¢ pia YeudawoBnolakn ekdva, TG onoiag n yonteia Telvel
Va Unokataotnoel v {Bla tnv npaypatkotnta. H duvapn tng dpwc Pploketat
0TNV NPOoWNIKA eppnvela kat dxt atnv Mot avanapdotaon.

H tpitn evétnta apopd dexkatpia €pya tng dekaetiag Tou 1950 PEXPL TIG PXEC
TG dekaetiac 1960. =exwvd and kdnola yuvatkeia yupva kat npoxwpd npog TG
YVWOTEC ENTUPPLEC OUVBEDELG Tou. Mop@oAoyikd N TEXVN ToU 0Ta NPWTA YUPVE
akohouBel Tn vatoupoAaTikn anddoaon TG NEaypatikatNTac Yeéoa and yia npo-
OWNIKN EPUNVELD TNG, VIO VA NMPOXWPNGCEL OTN CUVEXELD OE JLd KAnola oxnpato-
noinon Twv PopEWV, ToU XWPOU, TNG UVBEONC Kal va KATtaANEEL MPOOSEUTIKA,
pEDQ and pla 6Ao Kal onUavIkAtepn a@apetikn dladikaaia, os TeAelws unat-
VIKTIKEG oUVBEoELC.

Y10 [uvaikeio yuuvo, Tou 1950, dwped Tou Anpritpn Kapaywawn, 1o 1977, na-
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poualdleTal 1o yupve unodaoto PLag VEapne, HEAOXPLVAG KOMEATG E OTAUPWE-
Va Ta XEPLa, Nou pe ooBapdtnta kottdel o Beatn. Ta péoa Atd, aMd téoo ano-
KaAUMTIkd. Tpla Xpwpata, MOAAEC OL ANOXPWOELG KAl OL TOVOL. 2€ UOVOXPWHATIKG
BaBu pnopvtd @oévto, eeyyilel n Asukn endepuida Tou vEaVIKoU CWHATOC, EVW
1a patpa @pudla, pdta kat yaAhd tovidouv kat otnpidouv T clvBeon.

Y10 €pyo Mopgri, Tou 1950, o (Olo HovTéAD o€ MPAOLVO Kal YKL (OVTO, MApou-
olddetat yupvo, KaBlotd og Pnopvid Kat ASUKA updopata, e TG «avayAupes»
MTUXWOELG TouG. H yolpa kottd kateuBelav 1o Beatn, evw 1a xEpla ekteholv
KwAoeLG. To de&l onkwveTal Npog Tov WHO OPLYHEVO Kal TO aploTepd NAPAUEVEL
enflong oplypévo. Ta néApata natolv OTEPEA OTO NATWHA, £V 0Ta OAKTUAT Twv
NodLWV OAOKANPWVETAL N TEAELD avaTopkh anddoon.

Ytn Mopepri, Tou 1951, evtoniZetat pia dlapoponoinon, we NPog TNy avanapa-
otatki anddoon, NPog pla Mo atoxelwdn eneggpyaoia e pyolpag, pta oxn-
patono{non g Pop@ng Kal pla cupfBoAotikn ddotacn g pepfudoug ka-
TGOTAONG TNG YUMVAG VEAG. TO JIKPWYV OlAOTAGEWY AUTO £PY0, EKTEAECHEVO E
auyd og EUMo, eival and ta €pya e Biennale tng Bevetiag tou 1958.

Y1n JuvBeon A, ekteheopévn eni pia dekaetia nepinou, avdpeoa ota 1949 kat
10 1958, n oxnuatonoinon Npoxwpd Neplaadtepo, KaBwg kat n avalhtnon Peoa
and nedia g apxalag EMNVIKAG TExvNg, TNG {wyPaPIKAG, TNG YAUNMTIKNAG, TNG
Mohuyvatlag  tetpaxpwpiag, Tou AcukoU, Tou paupou Tou BaBukoKKvou Kat
NG WXPAG.

H oUvBeon opyavvetal and KABETeG, opllOVIIEG KAl KAUMUAEC, JE éviova ne-
plypdupata, yUpw and avuBetka otowxela. Ac€ld, n ouvBeon opiletat and v
kaBetdtnta TG yupvng, épBlag yuvaikag, Wwuevng and Ty NAAT, n onola ka-
TeuBUvetal Npog Pla piodvolxtn ndpta. Aptatepd n oUvBeon kAsivel and v ka-
MNUAN TnG NAGTNG Kat Tou KoppoU NG KaBLotie, yupvng veac, n onofa otnpiCet
TO KEPAAL TNG OTO APLOTEPS XEPL AKOUMMNWVIAG OTO Tpangdl, G€ pta olwnnAn Ka-
téotacn pepacpou. Avdpeoa otig dU0 yuvalkes 1o KEVIPO TNG oUvBEaNG KAAU-
ntetat and v kdBetn ndépta and wxpa. ‘Eva evolapépov Hop@oAoyIKA OTOIXE(D,
dlatdpaéng NG otaTkaTNTag, £ival 10 AcUKO navi PeE TG MTUXWOELG oE dlayw-
via avantuén, ota nédla ng KaBlotig yuvaikac. To €pyo ektEBnke atnv €kBeon
NG opddag «Apudc» ato Zannelo, aAAd Kat atnv Biennale tng Bevetiag to 1958.

Ye eninedo Bepatoypagiag, dagaivovtat did@opa cUPBOAKA otoxeld, dnwg
n napouacia Tou NepLoTEPLOU KATW aplotepd, N PLGAvoXTn NOPTa Kat 10 NEpa-
opa og dav AAN npaypatikdtnta. Ot UNAVIKTIKEG avaywyeg npoadidouv oto
€pyo plav dAn didotacn, népa and Ty anAn anekovion dUo YURVWV HOppwY
0€ EOWTEPLKO.

2Tn yewatddwpn dwped Tou MépaAn, tou 1988, dnou avrkel To €pyo. o {wypa-
og npdoBeoe Kat Tpla oxedla pe Aadonactel, ekteAeopeva otg 7/6/1950, ta
onofa enpgnouv TNV Napatipnon NPOETOAaciag TG YEVEONG TOU £pYOU. 21d
lpooxedia yia 1o pyo «2uvBean A’», ap. 7958/1 kat 7958/2 napatnpolpe yla
OUVOMTIKNA, YPryopNn anddoon TG TEAKNG 0UVBEONC, YL OTOXELWON Kataypapn
GYKWY, HOPQWY, QVTIIKELLEVWY, XWPOU, Ke anAn dlagopornoinon ae eninedo xpw-
HOTIKAWV EMAOYWV, EVW 0T0 0XEDLO pe ap. 7958/3, o wypdpocg oklaypael vav
E0WTEPIKO XWPO HE aVIIKE(UEVQ.

gray background. The figure gazes straight towards the viewer, the
arms in movement. The right arm is lifted towards the shoulder, the
hand in a fist, and the left hand is also clenched in a fist. The soles
rest firmly on the floor, and the true-to-life anatomical rendering en-
compasses the toes.

In Figure, of 1951, there is differentiation in the figurative treatment
towards a more elementary rendering of the figure, a stylisation of
the form and a symbolist quality in the daydreaming state of the nude
young female figure. This small-scale work in egg on wood panel is
among those shown at the 1958 Venice Biennale.

In Composition |, made over a period of almost a decade (1949-
1958), stylisation increases, as does the exploration of areas of an-
cient Greek art, painting and sculpture, of Polygnotos' tetrachromy of
white, black, dark red and ochre.

The composition is organised through vertical, horizontal and cur-
vilinear lines of bold contour around contrasting elements. On the
right, the composition is defined by the verticality of the standing
nude female figure, seen from behind, heading towards a half-open
door. On the left, the composition is framed by the curves of the back
and the trunk of the seated nude young female figure, her head lean-
Ing against her left hand, which rests on the table, in a silent reverie.
In between the two female figures, the composition centre is occu-
pied by the vertical element of the door in ochre. The white piece of
cloth, its folds arranged diagonally, on the lap of the seated woman
is @ morphologically interesting element that counters stillness. This
work went on display at the Armos exhibition at Zappeion, as well as
at the 1958 Venice Biennale.

Regarding the semantic content, various symbolic elements can be
identified, including the dove at the bottom right and the half-open
door, symbolic of the passage to another reality. These allusions give
another dimension to this work, beyond the simple depiction of two
nude figures in an interior.

Three drawings in oil pastel, made on 7/6/1950, are included in
Moralis's generous donation of 1988. These afford insight into the
preparatory steps leading to a new work. In Preliminary drawings
for Composition I, inv. no. 7958/1 and 7958/2, we note a quick and
easy portrayal of the finished composition, an elementary record-
ing of volumes, figures, objects and space, and a coarse tonal
gradation; in drawing no. 7958/3, the artist outlines an interior with
objects.

The organisation of the Funerary composition, of 1958, with the
standing young female figure who embraces and kisses the seated
figure on the right, is effected through a summarily depiction of the
forms and figures in pure white, surrounded by bold black outlines
and interrupted by the black incisions of the folds and objects. The



whiteness of the figures projects against a background of bright
red at the top and ochre at the bottom.

Funerary composition, of 1958, inv. no. 7706, provides an opportunity
to discuss Moralis's spontaneous, inspired, well researched knowl-
edge and ability for a creative, original appropriation of influences,
specifically those by ancient funerary steles. All of the painter's out-
put of the Funerary compositions series, of the 1950s, is a shining ex-
ample of a personal proposition, of the “Greekness™?, of the Genera-
tion of the 1930s, in which assimilated influences are based on both
the ancient Greek tradition and the propositions made by European
modernists, such as Picasso, Klee, Kandinsky, Mondrian, Léger and
Matisse.

Furthermore, it is worth noting that these genuine influences on
Moralis - the youngest of the Generation of the 1930s, alongside
Yorgos Sikeliotis (1917-1984) — and on other artists of the same gen-
eration have different starting points and take different paths. The
influences originally came from the observation of ancient Greek art
in the museums. But they also came from the morphological and
aesthetic integration of elements from works by contemporary Euro-
pean artists who had already acknowledged their selective influence
by ancient Greek art. Ancient Greek art, then, reached Moralis from
twin starting points, from the funerary monuments and images on
ancient vases as well as from the recognition of their value by Eu-
ropean modernists and from the appropriation by the latter of prin-
ciples of this art of the past.

By way of illustration, the funerary stele of Hegeso, ca 410 BC, in
the National Archaeological Museum of Athens (No. 3624), is a good
example of what was a model for Moralis. Even the jewel in the hand
of Hegeso, the daughter of Proxenos, is echoed by Moralis in the
right hand of his own seated figure. Another example of a funerary
stele, dating from the mid-4th century BC, also in the Athens Na-
tional Archaeological Museum (No. 870), is known as the “Stele of
Farewell”. Moralis retains pictorial elements from steles, such as the
poses of the seated woman, the deceased and her servant, as well
as the theme of the grand farewell, the remoteness of sadness and
detachment. ©®

Around the same formal development of a melancholy contempla-
tion revolves Reminiscence, of 1959, also executed in oil and egg
on hardboard, similarly to the work discussed above. On the same
funerary theme is the large-scale Funerary composition, of 1958,
inv. no. 2432, acquired from the artist in 1961. Here, the two seated
nude female figures on the right of the composition, framed by a Il
shape, mounted as if in a recess, differ slightly from the standing
nude female figure on the left, leaning against the door frame, as
if on the threshold between this setting and the darkness lurking
behind the door.

H opyavwon tng EmrouBiac ouvBeong, tou 1958, pe tnv dpBla Konéha nou
ayKaAldlel kat @AG v kaBlot ata degLd, yivetal Ye ouvontikh anédoon Twv
GYKWV KaL TwV Hop@wV ag andAuTn AeukdTtnta, nou neplBaietat and ta éviova
pavpa neplypdppata kat dlakéntetat and TG HaUpES XapageLs Twy MUXWOEWY
KAl TV QVIKEEVWY. H AcukdTnTa Twv Hop@wv NpoBAAETaL 6E POVTO £Viovou
KOKKLVOU OTO Qv PEPOG KAl WXPAG 0TO KATW.

H EmtouBia ouvBeon, tou 1958, pe ap. 7706, pag divel tnv eukatpia va avagpep-
Boupe otnv nnyala, eunveucpevn, NpwTGTUNN OKeononon Twv eNdpPAcEwy
ToU MdpaAn, Kal CUYKEKPIUEVD Twv eMOPAocwy Nou OEXETAL and TG apxaleg
enupBlec otnAec. ‘OAa Ta €pya TN napaywyng tou {wypdgou ue Bépa ta Emi-
tUuBatng dekaetiac 1950-1960, anoteAoulv éva Aapnpd napddelypa avantuéng
pLag MPOoWNIKAG MPATaonG, TG «eEANVIKOTNTAC»'? TnC yevide tou 1930, énou
Ol OWOHOIWMEVEG ENOPACELC, OKOUPNOUY T000 otnv apxala eAAnvikn napddo-
an, 400 Kal OTLG NPOTACELC TWV HOVIEPVIOTWY TNG EUPWNAIKAG TEXVNG, 6NwG 0
Picasso, o Klee, o Kandinsky, o Mondrian, o Léger i o Matisse.

Akdun, a{lel va enonpdvoupe NWG oL YWACLEG QUTEC ENWOPACTELS Tou MdpaAn
-Tou Beviapiv pad{ pe tov MNuwpyo Xikehwtn (1917-1984), tng yevide tou 1930-
0AAG Kat AAMwV KaATEXVWY TG Yevidg autng, akoAouBouv dla@opeTikeG no-
peiec kat agetnpieg. OLendpdoetg Npogpxovial apXikd and TNV NapatienNon I
apxaiag EMnVIKAC Texvng, eni 1énou ota pouceia pag. MNMpogpxoviat dpwe tau-
TOXPOVa Kal and TN Hop@OnACTIKA Kal aloBnTkh evowpdtwon otoxelwy and
épya eupwnalwy olyxpovwy KAATEXVWY, oL onofol AdN eixav avagepBel otig
ENEKTIKEG ENOPATELG Toug and tnv apxaia eAnvikn téxvn. H apxala eAAnvi-
KN €xvn @Bdvel Aotndv atov Mépain and dutth agetnpla, téoo and ta entip-
Bla kat ¢ napactdoelg ota apxata BAada, 6co kat and v avayvwpelon Ing a&i-
4G TNG and Toug EEVOUG OVTEPVIOTEG, KAl TNV OIKNA TOUG OLKELOMO{NON apXwV NG
OUYKEKPLUEVNG TEXVNC TOU NapeABOvVTOC.

EvdelkTikd, avapepoupe nwe n avayhuen enttyfla otiAn g Hynoouc, yUpw
o010 410 n.x., Tou EBvikoU ApxatoAoyikoU Mouceiou ABnvwy (No 3624), ano-
TeAel €va kKaAd napddetypa npotunou yia tov MépaAn. AkGun Kat 1o KGGuN-
pa nou Kpatd n Hynow, kdpn tou lNMpo&gvou, avanapdyetat and tov Mdépain
o010 Oe&{ xEpL NG OIKNC ToU KABLoTNG popenig. 'Eva dAAo napddetypa enttdupt-
a¢ OTAANG, TwV PECWY TOU 4% awwva n.x., eniong tou EBvikou Apxatohoyikou
Mouoeiou ABnvwv (No 870), ivat n enovopalduevn Tou «anoxalpetopoy». O
MdpaAng ouykpatel elkovoypa@ikd otoxela Twv eMTUPBLWY GTNAWY, ONwC ot
0Td0ELG TNG KABLOTAG yuvaikac, TNG VEKPNG, Kal TNG UNNPETPLAG TNG, ONWG 10
B€ua Tou teAeutalou anoxalpetiopoy, 1o anduakpo tng BAIPNG kal tng ano-
otactonoinong.'®

Ytnv Bla popponAaotikh avantuén, evag peAayxoAikoU SlaAoylopou Kiveltat
kat 1o AvaridAnan, Tou 1959, €pyo eniong ekteAeopévo pe AddL kat auyd o xdp-
VIUMOPVT, ONwC Kal To nponyoUpevo. XTnv dla Bepatikn Twv eMtUuBLwyY Kivel-
TaL KAl 10, peydAwy dlaotdoswy, EmruBio, Tou 1958, ue ap. 2432, ayopd and
oV {010 Tov KaMtExvn, 10 1961. ESW ol BUo KaBLOTEG, YUPVEC, YUVAIKEEG @L-
youpeg, ota 0g€Ld g ouvBeong, NAalolwpgve and éva I, TonoBetnuéveg oav
ge €0oxn, dlagopornololvial eAagpd and v 6pBla yupvn, yuvalkela @you-
pa, ota aplotepd, n onola akoupnwvIag ato nAaiotlo tng néptac, potdlet va Bpi-
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OKETAL 0T0 PETAlXULO TNG NapoUoad oKNVIG aAAd Kal Tou epEPoUG Nou ekTeive-
Tat niow and Tnv népta.

AxkolouBel pla gpBAnuatikn oglpd Tou €pyou Tou Ndvwn MépaAn 1600 ya
Hop@n, 600 Kal yla To NEPLEXOUEVO, £vag oTaBuoC yia Ty eEEAEN Tou €pyou Tou
EMnva wypdgou. Mpdkettal yia pta eEeNKTKN oelpd £€L €pywv Ta onola exte-
Aéatnkav and 1o 1958 €wg 10 1963. Elval n «EmrdpBia 2uvBean» e aplBuouc
A-7."E&L ekdoxEQ plag eEeAkTikng anddoong tng (Blag aAAnyopiknig ouvBeonc,
pe oTadlakn aQalpeTikn téon.

To ErnrduBa 2uvBean A’ eival 1o nlo vatoupaAloTiké g oelpdc. H ouvBeon op-
yavwvetat o€ 0o enineda. XT0 Npwro, Pla KOWWLoPEVN yupvh yuvaika EanAwpe-
vn, Katd ta npdtuna twv dtldonpwy EanAWPEVWY YUUVWVY TNG naykooulag loto-
plag tng Téxvng, dnwg tou Giorgione, Tou Tiziano, Tng Aavdng tou Mpddo, Tou
Goya n Tou Manet, Ta nédla Auylopéva, Ta XEPLO aKOUPMIoUEVA XaAdpd Kal To
Ke@AN yeppevo npog Ta de€ld tng. 210 deUtepo eninedo, niow g kat 6pBla
Hla dAAN yuvalkela @ryoupa, oav AyyeAog, okuBovtag v okenddet pe €va Acu-
K6 Uaopa. To poviého tou MépaAn yU auth tnv epfAnpatikn EanAwpévn yop-
N, e TLG £€L OLadoXIKES EkDOXEC UMNPEE N paBritpla Tou wypdgou, XapdkTpLa,
Mapldvva zevakn.

YTov OeUtepo nivaka &apviddel n andtopn Kal viovn YEWHETPKATNTA, N alg-
vidla avéntuén npog pa NoAU No agalpetikn ouvBean. To NPwTo eniNedo Twv
dU0 PopEWY, 0UCLAOTIKG eVWVETaL PE To BABOG, EVw NOPAPEVEL APKETA avVayVw-
plown n yupvn EanAwpévn @youpa npog ta 0e€d. Eniong, n ouvBeon avantio-
0ETAL NPOG TO MAATOG.

H EmtduBia 2uvBeon 7, exteAeopévn and 1o 1958 €wc 1o 1963, otig (Olec Oi-
aotdoelg Tou Tetpaywvou 150X160 ekatootwyv g A’, polddel va eival n dedte-
pN €KAOXN TNG OEPAC, YLAG KAl ENAVEPXETAL O TUNMOUG VATOUPAALOTIKOUG, HE [L-
kpn €EEAEN Npo¢ TN oxnuatonoinan, Tn cUpPETpia Kat v a@alpetkn dladika-
ola. 'Eva veo otoxelo we npog v A” eival n eviovatepn pwrtookiaon yupw angd
T0 WA NG EaNAwPEVNG YUPVAG @Lyolpac.

YNV TETapTN Kat néuntn, ekdoxn (A" kat E’), tou 1963 kat ot dUo, n nopela
npog Tnv apalpeon gival no €viovn, oL Hop@EC yivoviat OUodIAKPLTEG, N ye-
WHETPIKOTNTA KePOZEL £0a@OC, £T0L WOTE Ta OTOXE(D TWV CWHATWY, TO AgU-
k6 navi nou dlapehiletal og Aeukd Tplywva, Kal 1a avikeipeva, polddouy va
dlakénTovial and €vioveg Paupeg enupavelec, oav va sival €vBeta og pau-
PO @OVIO.

Ytnv teAeutaia ekdoxn (Z°), n ouvBean aAdleL, n 6pBla yuvaika e€agavidetal,
n veapn yupvn napouatdZetal kaBotA, n apaipeon npoadlop{letatl and NAQTEG
XPWHATIKEG ENUPAVELEC, EVW T XpWHaTa Neplop{ovial oTo Yavupo POVIO Kal 10
AEUKG TOU OWHATOG KL TWV QVIIKELJEVWV.

‘OAa 1a €pya tou MdpaAn, ta onoia dwanpayuatevovial a Emrdufia, Bepatkd,
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anoteAolv pla petagopd atnv Wea T {wnc kat tou Bavdtou, Tou Ynvou kat
Tou Bavdtou, Tou KOOHOoU Twv {WVIavWV Kal TwV VEKPWY, Tou NevBoug Kat Tg
BAIPNG. Anploupyouvtal pe €gacn otny npepia, Tn yanvn, TN UPPETPia Kat
v 1a&n. O Tpdnoc nou enAevel va eng&epyaotel €va Bepa twv apxaiwv o Mo-
paAng &agviddet and Tov EVIOVO XapaKINpa TNG aVavVEWONG KAl TwVY VEWTEPLOTL-

A flagship series in Moralis's body of work, concerning both form
and content, and a milestone in the evolution of the Greek painter
work, follows. This is an evolutionary series of six works made in
1958-1963, Funerary compositions |-V, six examples of the evolu-
tionary treatment of the same allegorical subject, with an increas-
ing abstract trend.

Funerary composition | is the most naturalistic in the series. The
composition is organised in two planes. In the first, a sleeping female
reclining nude, reminiscent of the celebrated reclining nudes in world
art history by Giorgione, Tiziano, the Danae in the Prado, Goya, Manet,
her legs bent, hands resting casually, head tilted to the right. On the
second plane, standing behind the first, another female figure, remi-
niscent of an angel, leans over her to cover her with a white cloth.
Moralis's model for the six successive versions of this iconic reclining
figure was a painter’s pupil, the printmaker Marianna Xenaki.

The second painting in the series surprises us with its sharp, prom-
Inent geometry and its rapid advancement towards a much more
abstract composition. The foreground with the two figures essen-
tially merges with the background, and the reclining nude figure on
the right remains quite legible. Moreover, the composition unfolds
widthwise.

Funerary composition lll, made in 1958-1963, measuring the same
as the 150x160 cm square of / looks as if it were the second ver-
sion in the series, as it returns to a naturalistic typology, with a minor
development towards stylisation, symmetry and the process towards
abstraction. A new element, compared to /. is the more prevalent
highlighting around the body of the reclining nude female figure.

In the fourth and fifth variants (/Vand V), both of 1963, the progres-
sion towards abstraction gains momentum, the figures become
more unintelligible, geometry more prevalent, so that the elements
of the bodies, the white cloth, fractioned into white triangles, and the
objects seem to be interrupted by bold black areas, as if inlaid in a
black background.

In the last version (V)), the composition changes: The standing female
figure disappears, the young nude figure is depicted in a seated pose,
abstraction is evident in broad colour fields, and colours are limited to
the black background and the white of the bodies and objects.

All Moralis's works on the funerary theme are a metaphor for the
notion of life and death, Hypnos and Thanatos, the realm of the
living and the realm of the dead. grief and sorrow. They accentu-
ate tranquility, serenity, symmetry and order. The way Moralis ap-
proaches an ancient theme astounds us with the wealth of innova-
tive elements and formal sophistication.

On the topic of his influences, Moralis, in an honest, revealing con-
fession, said, in 1956: “It is certainly hard to say what you like most,



yet | could mention some of the things | love, for example the Fa-
yum portraits, Pompeian painting, ancient Greek mosaics, the mo-
saics in the church of Agios Dimitrios, in Thessaloniki, the Ravenna
mosaics, works by Greco, Velazquez, Picasso and many others.
All these may seem to be an unlikely mix, yet they have so many
things in commmon.” '

In the 29" Veenice Biennale of 1958, with Commissioner Tony Spiteris,
Greece was represented by Yannis Moralis, Yannis Tsarouchis and the
sculptor Antonis Sochos. Moralis showed a total of 48 works made in
the 1940s, of which 24 made in oil and egg tempera. Of these waorks,
at least seven are part of the artist's donation to the National Gallery.

In the French-language catalogue, in his three-page introductory
essay, Spiteris first discusses contemporary Greek art, then dedi-
cates one page to Yannis Tsarouchis's work, moving on to discuss
Moralis's work, in a little less than a page, concluding with two short
paragraphs on the work of Sochos. He wrote about Moralis: “With
his rejection of any radical solution, with his modernist conservatism,
he represented not only the spirit of a generation, but of a class that
loves order and restrained tranquility, which forms a large part of [the
Greek] society. He goes on to write that in his latest paintings, “while
preserving the poetic lyricism and tranquility found in his previous
work [...] [Moralis] managed to imbue his work with a breath of fresh
air’, and concludes, “A poet, he knows how to take up his song again
without ornamental lyricism, but with this amazing tenderness, char-
acteristic of beings that are aware of their own power.”

The artists Georges Brague, Massimo Campigli, Osvaldo Licini, Lucio
Fontana and Alberto Viani participated in the main exhibition at the
Palazzo Centrale during the 29" Venice Biennale, in 1958. The French
pavilion featured works by A. Manessier and G. Richier under the title
Sacred Art. Retrospective exhibitions were also organised for artists
including Gustav Klimt (1862-1918) from Austria and Wassily Kandin-
sky (1866-1944) from Germany. Solo exhibitions by foreign artists were
also held: by Britain for S.W. Hayter, William Scott, Kenneth Armitage,
and by the US. for Seymour Lipton, Mark Rothko, David Smith, Mark
Tobey, Francia, Raymond Legueult, André Masson, Edouard Pignon,
Ferdinand Springer, Antonio Pevsner and Johnny Friedlaender. ®

In the 1958 Biennale, consequently, Moralis was able to see works by
Braque, Klimt, Kandinsky, as well as by Fontana, Manessier, Rothko,
Tobey, André Masson, Antonio Pevsner and others. It was at this mo-
ment that the Greek painter accomplished the shift from figurative
art to abstraction, both in his work and in his teaching at the School
of Fine Arts. His work Funerary composition, of 1958, on display at
the Greek pavilion, featuring white figures with black streaks, already
heralded that thoroughly studied process towards abstraction.

KWV OToXe{Wv Mou Tov OLaKateXeL, aMd Kat and tov NAoUTO TNG Lop@ONAACTL-
KNG avantuéng.

YXEUKA HE TG MWBPACELS Tou, 0 [dvwng MépaAng eAKpIVAG, anokaAUMTIKOG
xwplc neplotpoeg, 1o 1956, Aéet: «Eival BERala dUokoro va nelg 1 o apéoel
o NoAY, Ba pnopouoa dPWE va ava@épw UEPIKA ano Ta Npdyuata nou ayanaw.
n.x 10 NopTpealta Tou @ayloUp, v nopnniavi Jwypapkn, 1a apxala eEAANVIKA
pwoaikd, 1a pwoaikd Tou aylou Anuntpiou tng Beccaiovikng, Ta Pwoaikd g
PaBevvac, 1a €pya Tou [kpgko, Tou BeAdokeB, tou MNikdooo Kat noAAG dAAa. Mi-
Bavév va aag palvovtat 6Aa ToUta oav €va aniBavo avakAtwa Kat GpwG xouv
1600 KoWva onpeia PeTagy twv».1

Ytnv 29n Biennale tng Bevetiag tou 1958, pe enitpono tov Tedvn Znntépn, n
EAGGa exknpoownnBnke and tov MNévvn MépaAn, tov Mdavvn Toapouxn kat Tov
yAUmTn Avtwvn Xwxo. O MépaAng €€€8eae ouvoAkd oapdvia oKTW £pya NG
dekaetiac 1940 kat 1950, ek Twv onolwv elkooteooepa AAdLa KAl AUYOTEUNEPEG.
And ta €pya autd, Touhdxiotov entd anoteAolv PEPOG TNG dwpedg Tou {wypd-
©ou npog v MvakoBrikn.'

270V KatdAoyo ota YaAAIKA, 010 £10aywyIKO Kelevo Tpwy oeAidwy 0 nntepng,
QVaQEPETaL apxIkd atn oUyxpovn eAMNVIKA TExVN, EEKIVG OTN CUVEXELD PE TNV
avdAuon tou €pyou Tou I Toapouxn, atov onolo aglepwvel pla oeAida, npoxwpd
otnv avdAuon tou £pyou Tou Mdpahn ag Alyo Alydtepo and pla oeAlda, kat ka-
TaAAYEL JE BUO UIKPES NApaypd@ouG OXETIKA JE To €pyo Tou 2Wxou. [1a Tov Mo-
paAn avagépet: «Me v avt{Beon Tou oe kKABe plloonactikn AJon, e Tov Jo-
VIEPVLOTIKG GUVINPNTIOKO TOU, QVIIMPOCWEUE OXL OVO TO MVEURA Jlag YevIdg,
aM@ pag tdéng nou ayand tnv &N Kat TNV YeTPNUEVN npepia, n onola ano-
TeAel €va peyaAo THAKA TNG Kolvwviag pag». Yuvexidel Nwg otoug TeAeutaloug
NVaKEG Tou «dLaTNPWVTAE TOV MONTIKG AUPLOKO Kat TNV yaArivn nou cuvavia-
pe otnv nponyoUpevn OOUAELD TOU ... KATAEPE va OWOEL £va VEO AE£PA OTO EPY0
TOU», IO va KataAn&et: «Montng EEpeL va Jag enavagepeL 10 dopa Tou Xwplg
OLOKOOUNTIKG AUPLOWG, OANG e auTh TNV KATAnANKTKA Tpugepdtnta, (Blov Twv
OVIwV Nou €xouv ouvaioBnaon g GUVAPNG ToUG».

Ytnv 29" Biennale tng Bevetiac tou 1958 otnv kevipikn €kBeon tou Palazzo
Centrale ouppetéxouv ot kaMuexveg Georges Braque, Massimo Campigli,
Osvaldo Licini, Lucio Fontana, Alberto Viani. 210 neplntepo tng laAag, pe
1(tho lgpn Texvn, extiBevial ot A Manessier, G. Richier. Opyavavovtat kat ava-
OPOUIKEG, Onwg Tou Gustav Klimt (1862-1918) and tv Auatpia kat tou Wassily
Kandinsky (1866-1944) and tnv leppavia. Mpoownikég ekBETELC EEvv KaML-
TEXVWV, opyavwvovtal and T MeydAn Bpetavia twv S.W. Hayter, William Scott,
Kenneth Armitage kat and 1 HIMA twv Seymour Lipton, Mark Rothko, David
Smith, Mark Tobey, Francia, Raymond Legueult, André Masson, Edouard
Pignon, Ferdinand Springer, Antonio Pevsner kat Johnny Friedlaender.'®

0 MdpaAng, otnv MniewwdAe tou 1958, €xetl Aoindv tn duvatdtnta va deL £pya
Twv Braque, Klimt, Kandinsky, aA\d kat twv Fontana, Manessier, Rothko, Tobey,
André Masson, Antonio Pevsner kat aMwv. Eivat n otypni nou o ‘EAMnvag {w-
ypdpog, 1600 péaa and 1o £pyo Tou 6oo Kat and t dackaia Tou otnv AYKT,
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netuxaivel auto To Népacpa and v Napactatiki xvn atnv agalpeon. ‘HoN, 1o
€pY0. Mou Napouatdlel ato eMnVIKO nepintepo, EnrupBa ouvBean, tou 1958,
ME TLG AEUKEG (LyoUpEC e TIC Maupeg paBdwaoelg, npoavayyeAAeL auti T PeAe-
uévn nopela npoc tnv agaipeon.

2tnv EA@da, n agnpnpuévn t€xvn KAvel eniong Tnv ep@davion g otnv dekae-
Tla tou 1950, eved 10 1960 KatakAUZeL TNV KAATEXVIKA Napaywynh Tne Xwpag. O
YnupdnouAog (1912-1990) kat o Kovtdnouhog (1904-1975) napapéevouv ot ek-
(PPACTEG TNC TEXVNC QUTNG PEXPL TO TEAOG TG {wng Touc. Ot Maftng (1923-1984),
MaAtédoc (1915-1987), MdpBag (1905-1965), Koopdg zevakng (1925-1984), Ka-
vidpnc (1928-2011), Aedrng (1906-1969), Nikog Zaxivng (1924-1989), lNdawng
YBopwvog (1919-1986), nepapatiCovial pe dlaPOoPETKA PEGT Kal alBNTIKES
avantU&elg kat Napouctdlouv EEXwPLOTEC, MPOCWIKEG NMPOTACELG KLag apnpn-
HEVNG YPa@nG.

Ot nto evepyol UNOCTNPIXTEG TNG VEQC QUTNG TEXVNG yla Ta dedopeva TG EAG-
dag elvat ot kaMtexveg g yevide 1950-1960. H dudBeon dtagoponoinong and
NV NAvIa [oxXupn npdtaon NG «eAANVIKATNTAG» NG yevidg tou 1930, kaBwg Kat
N NPOCPePOUEVN BuVATATNTA £KPEACNG, PECA and TNV agaipean, e pa Npw-
ToTUNN ypaen kat pia Wialtepn eikaotikn yAdwaooa, yonteUet 1ouc EANvVeG Kah-
AITEXVEC, PLOG Kal TOuG avolyel veoug opldovieg piag Wdtunng, veag, eAcuBepi-
a¢ anopdkpuvong and TNV NPaypatkdtnTa, and v aneikévion TouU aVIKELE-
VOU Kal TLG 0eapeloelC TnG. A&{Cel va onPELWOOUPE NWG 0L KAATEXVEC TNG Ye-
vidc tou 1960 eival pabntég tou MépaAn otn IX0AN.

H >XT" MaveAnviog tou 1960 xapaktnpiletat eniong and t padikn dvodo NG
agnpnpevng €xvng. H E. BakaAd, pe tnv kpttkn e, efvat npo@ntkn yla ta (xvn
g 0daokaAiag Tou MépaAn, Kupiwg oe eninedo xpwatkig ene€epyactac.'”

Ytnv Biennale tng Bevetlac tng (Blag xpovide, n agalpeon KatakAUZeL To EMN-
VIKO nepintepo, NAAL pe enitpono tov T. ZNNTEPN Kal KAATEXVESG Toug Kovto-
nouAo, Xnupdénoulo, Aapgpa, AAe& MuAwva, kat E. Manadnuntpliou. H EAAG-
da oupfBadicet pe to dlebvec yiyveaBal, evw o Xnupdnoulog kepdilel To Bpa-
Beio tng Unesco.

la va enavéABoupe otnv napouciaon twv €pywv tou MépaAn, tng EBVIKAG
MivakoBrAkng, n Té€taptn gvétnta, akoAouBwviag peta&d dAAwY pla xpo-
vohoylkn EEALEN, neplAapBavel T€ooepa €pya, and 1o 1962 €wg to 1968.
Oa pnopoucape va dATUNWOOUPE TNV dnodn Nwc NpOKeLTal yla €pya,
10 onoi{a anoteAoUv a@OPUEC YlO NEPATEPW MEWPAPATIOPOUG, o enine-
00 KUp{wG Hop@ONAQCTIKWV OlaTUNWOEWY, MG Kat dlepeuvnoelg Bepa-
ToAOYIKWV avantuéewy. Ta xapakinplotikd Toug eivat nwg otnpilovtal o
gl ypnyopn ektéAeon, o€ €€MPeolovIoTIKOUG TUNOUC Kal NAQTIEC adpEg
XPWHATIKEG enpdveleg, dnwg ota €pya [uuvd, tou 1962, Nea luvaika,
tou 1962, Avduvnon, tou 1963. En{ong napatnpoUpe pla 8lakoounNTkA dt-
aBeon oto €pyo Neéa [uvaika. Ma €ugacn oTo paupo, okoUpo @OvTo, T0
onofo nailet kKuplapxo poAo otn gUvBeon cuvavioUe ata €pya [UuvE Kat
Avduvnan. Téhog, 1o €pyo Kadokaipt, tou 1968, Baciletat otn otoxetwon,
eninedn anddoon Twv PopPEWY Kat Tnv oAyoxpwiia. To [uuvd tou 1962,
elvat ayopd and tov {610 tov KaAAExvn 1o 1963, evd Ta dAAa Tpla avikouv
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In Greece, abstract art also made its appearance in the 1950s, while
in the 1960s it inundated Greek art. Spyropoulos (1912-1990) and
Kontopoulos (1904-1975) remained the exponents of this genre until
the end of their lives. Gaitis (1923-1984), Maltesos (1915-1987), Mar-
thas (1905-1965), Kosmas Xenakis (1925-1984), Kaniaris (1928-2011),
Lefakis (1906-1969), Nikos Sachinis (1924-1989), Yannis Svoronos
(1919-1986). all experimented with various media and aesthetic pur-
suits and made distinctive personal propositions in the abstract vein.

The most active proponents of this, new for Greece art were the
artists of the Generation of the 1950s. The quest for differentiation
from the always strong proposition of “Greekness” put forth by
the Generation of the 1930s, as well as the expressive potential
of abstraction, through an original écriture and a distinctive picto-
rial language fascinated Greek artists and opened new horizons,
in a new, distinctive freedom to move away from realism, from
the figurative representation of the object and its limitations. It is
worth noting that the artists of the Generation of the 1960s had
been Moralis's students at the School.

The 6" Greek National Art Fair, in 1960, was also characterised by
the abstract art boom. In her criticism, Eleni Vakalo was prophetic
about the traces of Moralis's teaching, especially as regards the
treatment of colour. 7

In the Venice Biennale of the same year, abstraction was preva-
lent at the Greek pavilion, whose Commissioner was once again
Tony Spiteris, and contributing artists were Kontopoulos, Spyro-
poulos, Lameras, Alex Mylona and E. Papadimitriou. Greece kept
abreast of international developments, and Spyropoulos received
the UNESCO prize.

To return to the Moralis exhibition at the National Gallery, the fourth
section, following, among other things, a chronological development,
includes four works, dating from 1962 to 1968. It might be argued
that these works give rise to further experimentation, mostly in terms
of form, as well as investigations of thematic developments. They
are characterised by quick execution, expressionistic typology and
broad, coarse colour areas; this is the case, for instance, in Nude,
of 1962, Young woman, of 1962, Reminiscence, of 1963. Also noted
is a decorative tendency in Young woman. An emphasis on a black
background, which plays a dominant role in the composition, is en-
countered in Nude and Reminiscence. Finally, Summer, of 1968, is
based on a sketchy rendition of the figures and a limited colour pal-
ette. Nude, of 1962, was acquired from the artist, in 1963, while the
other three works form part of the artist's donation. Summer, of 1968,
is chronologically the last work in Moralis's donation.

This brings us to the final, fifth section, and the last two works
in the National Gallery collection. These are works of a different



mentality, of absolute geometricity, on the path towards abstrac-
tion, based on the elemental, the schematic, focusing on simple
compositions using a limited colour palette and an allusive evoca-
tion of space and figures, around the development of the theme.
This is a morphological and aesthetic perception that informed
the artist's output until the end of his life, in 2009, throughout a
creative career that lasted some 40 years.

Dialogue, of 1974, was acquired from the artist in 1976. Against a black
background, the artist inlays large white geometric fields, evoking two
facing massive figures engaged in conversation. The artist builds the
two monumental figures using eleven white flat geometric shapes.
The interplay of white and black is complemented by a small red rect-
angle, a small ochre triangle and three small blue triangles. Small
hints, little touches of the artist's unintelligible abstraction. The compo-
sition, in a flatter, purely geometric rendering, seems to be in continu-
ation of Funerary composition VIl of 1963, both as regards the black
and white overall arrangement, and the pose of the seated figure with
crossed legs on the right. In its simplicity, the poetry of the line evokes
planes and volumes.Chronologically the last work in the collection,
Erotic, of 1982, was acquired from Zoumboulakis Galleries by decision
of the National Gallery Board (4/11/1983). The same two-dimensional
geometric arrangement, in large uniform fields and planes, a develop-
ment of minimalist values through preserving the elemental. This is a
rendering of harmonious balance, based on a simple combination of
horizontal, vertical and curved lines and a circle, again together with
Polygnotos” tetrachromy. This is a cerebral retention of the elemental
thanks to a process parallel to that of nature.

These works of geometricity, full abstraction and structuralist
articulation often deal with sexual intercourse, with increasingly
candid embraces, veiled by the liberty afforded by the entirely ab-
stract expression, the free reign of the imagination in search of
styles and poses.

The origins of this period, which begins with Epithalamia, dating from
the 1970s, and continues with Erotic scenes, and other themes until
the end of Moralis’s activity, in the late 2000s, are the evident influ-
ences by works by Picasso and, even more so, by works by Matisse,
such as The dance - Battle of the Nymphs, of 1931-33, on display
at the Museum of Modern Art of the City of Paris, or characteristic
works by Matisse, dating from the 1930s, such as Pink nude seated,
of 1935-36, in the Museum of Modern Art, Centre Georges Pompi-
dou. The two-dimensional space, the emphasis on contour and on
the broad, uniform fields, even in the poses and movement of the
bodies in the French artist's works are also to be found in the works
by the Greek artist. The affinity is evident.

Moralis, of course, often transforms the curves found in some of the
works by the French artist into a sharp-topped deployment, into hori-

otnv dwped Tou. To Kalokaipt tou 1968 xpovoAoyikd eival 1o teAeutaio
£pyo In¢ dwpedc Tou MdpaAn.

®Bdavoupe otnv teAeutaia, TNV néPRNTn gvétnta, ota 0UO TeAeutala €pya
NG oUMoynG TG MivakoBrkng. MNMpdkettal yia €pya plag dAANG avtiAnying, puag
andAUTNG YEWUETPIKATNTAG, Kag Nopelag mpog TNV agalpean Mou akouund oto
OTOXELWOEC, 0N oxnpatonoinon, otlg MTEG ouvBEDELG plag oAyoxpwpiag Kat
HLOG UNAWIKTIKAG avanapaywyng ToU XWPou Kal Twv Jop@wy, yUpw and v
avdantuén tou Bepatoc. MNpodKettal yua yia Jop@onAacTikn Kat aloBntkni avtiAn-
(i nou akoAoUBnaoe TNV KaAATEXVIKA napaywyn Tou {wypd@ou, PEXPL TO TEAOG
NG (wnc tou 1o 2009, dnpoupyia nou dinpknoe nepinou 40 xpdvia.

0 AwdAoyog, tou 1974, ayopdotnke and tov KaAtexvn 1o 1976. e padpo @o-
V0, 0 {wypawog evBETEL oXedIALEL, HEYAAEC, YEWUETPIKEG, AEUKEG ENUPAVELEC,
oL onoieg unovoouv dU0 OYKWOELG aVIKPLOTEG PLyoUpES MOU OUVOUAOUV. Me
EVIEKO AEUKA VEWETPIKA, enineda oxripata o {wypdpog ouvBETeL TG OUo, pvn-
PELOKOU Xapaktipa, Hop@eG. H dixpwpia Tou AcukoU Kat Tou Javpou, SUPNAN-
pwWveTaL angd &va Pikpd NapaANASYPapo KOKKLVO, £va PIKPO Tplywvo wXpacg,
kat tpla PiKpd pnAe Tplywva. MIKpeG VUEELG, PIKPEG MIVEALEG TNG BUaBLAKPLING,
aapetkig dlatunwong tou {wypdpou. H alvBeon, oe mo eningdn, kaBapd
YEWHETPIKN anddoon poldlel va anoteAel ouvexela Tou €pyou EmtuuBia 2uvBe-
on Z ,1ou 1963, 1600 wg Npog 10 acnpduaupo ouvolo, 600 Kal wg NPog TN otd-
an ¢ de€ldg KaBlopgvng Hop@NG P aTaupwpiéva Ta nédla. H nointikdtnta g
YPAMMNAG p€oa and tnv anAdtntd tng, dnploupyel enineda Kat Gykouc.

To teAeutaio, xpovohoykd €pyo NG oUMoyNG, 1o Epwrikd, Tou 1982, ayopd-
otnke and tnv MkaAepl ZoupnouAdkn, pe andgacn tou A.X. Tou IdpUpatog, ot
4/11/1983. H (dwa yewpetpikn dlodidotatn avantuén, og YeyaAeg evialeg enwpa-
velee kat enineda, pa avanTtuén PvidalloTkwy agliv, p€oa and t cuykpdtnon
TOU OTOIXELWOOUG. [pdKettal yia tnv anédoon pLag appoviKig loopponiac, Ba-
OlopEVNG o€ €vav anAd ouvduacuod ypappwy, optlovilwy, KaBETwWY, KaunuAwy
Kal evog KUKAOU, o€ cuvduacopd Kat NAAL Pe Tnv noAuyvwtia Tetpaxpwpia. Mpo-
KELTAL YLa PO EYKEPAAKN OUyKPATNON ToU 0UaLwdouG, Xdpn o€ Jla epyacia na-
PAAMNAN e auth NG @UONG,.

Ta €pya autd, TG YEWHPETPIKATNTAG, TNG MANPOUG a@a{peang KAl TwV OTPOUKTOU-
PAAOTIKWY dlATUNWAEWY, 0UXVA ene€epyddovial BENaTa EpWTKWV CUVEUPEDE-
wv, 6A0 Kat Mo akpaiwy kat anoKaAUMTIKWY NepTUEEWY, OUYKaAUPPEVa and
NV gAeuBepla NMou NMPooEEPEL N aNOAUTA A@AIPETIKA dLATUNWon, N avantuén
NG (paviaoiag yla avadritnon Jop@wy Kat oTAoEwV.

H neplodoc autn, nou Eexkwvd pe ta EmbaAduia ing dexaetiag tou 1970 kat ou-
vexietat Je 1a Epwtikd, aAd Kat dAa BEpaTa, PEXPL TO TEAOG TNG KAAMTEXVIKNG
dnptoupyiac Tou MdpaAn, oto t€Aoc Tng dekaetiag tou 2000, £xet Tnv apxn TG
YEVEONG TNG OTIC epaveic emBpdoerg £pywy Tou Picasso, aAd Kuplwg oe €pya
Tou Matisse, 6nwg 10 La danse-lutte des nympes (O xopdg-aydvag twv vu-
av), Tou 1931-33, exteBelpévo oe aiBouoa tou Mouoeiou Movtepvag Texvng
¢ MOANG Tou laploloy, 1 oe XapakTNPLOTIKA £pya Tou Matisse tng dekaeti-
ag tou 1930, 6nwg 1o Rose nu assis (Pod yuuve kabauevo), tou 1935-36, tou
Mouoeiou tou Kévipou Zwpd Mopnvtou. O diodLldotatoc Xwpog, N Pgpaon oto
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neplypaupa, otg NACTIEG, evialeg eNWAVELES, aKOPN Kal OTIC OTACELC Kal OTnv
Kivnon Twv KOPULWY Twv £pywv Tou yaAou {wypd@ou, ouvaviwvial kat ota
€pya Tou EMnva. H opoldtnta Kat n ouyyevela eival ep@avig.

0 MdpaAng, BeBata, TLg KANOLEG KAUMUAEG TwV EPYWVY TOU YAAOU KAAMTEXVN TIG
METaTPENEL OUXVA 0 0EUKOPUPEC avamTuEelG, oe euBeleg kat kdBeteg. Eniong,
npoxwpd o€ N duadldkpuin Kat N eninedn avantuén. Ma dAMn pa @opd. o
MdpaAng olkelonoleital Pe NPOowIKG TPOMo AUTEC TIG EMOPAOELS TWV EPYWV
Tou Matisse, n¢ dekaetiag Tou 1930, i tou Picasso, tng dekastiag Tou 1950 i
Tou 1960."

2TNV anotignon TNG avavewTtikng duvatdtntag TG KAATEXVIKNAG dnuoupylag
Tou, o Ndwng MépaAng anedelée Nwg pe oUAeLd, UeAETN kat eAeuBepla, pe ou-
oTNUaTKN €pguva, enl Ndvw and 70 xpdvia, XwplC onacpwdIKES KIVNOELG aAAd
Brua-Prya, NPOXWENOE 0 AVAVEWTIKEG NAVIA VEWTEPIOTIKEG KIVACELG. H og-
pvéTNTa, N Aoytkn Kat n elAkpiveld Tou Spwg xapaktipllav and noAwd 1g €o-
HOAOYNOELG TOU.

Y1ov [wpyo MNetpn, 1o 1956, dev dlotdlel va oporoyrioel: «AuokoAsUopat ndvia
0Tn doUAeLd pou. ‘Exw ndvia Ty evidnwon nwg Uotepa and duo Tpelg unveg Ba
elpat kaAUtepoc. MNdvta pou gaivovial Nwe Ta €pya pou dev glval aviinpoow-
NeUTKA. AMAlw ouvexwg T douAeld pou, yiatl dev ikavonotoupat... Ouwg na-
poAa autd Ba RBeAa va unopouoa va ek@paldpouva Pe Ty auecdTNTa Nou K-
ppdletal vac Aaikdc Cwypdgog n eva nawdi. Mwa duwg kat Ogv UNopw va Exw
v ayvotntd Toug, Ba npenet oyd- oyd pe T yvwon, and dAAo dpdpo, va @Td-
0w 0T0 HovadIKd okond KABe KAAITEXVN, Va EKEPPACTW AUEOa Kal Eviova».'®

270 onpeio autd OAOKANPAVETAL h NEPUAYNGN OTA £pyad TNG SUAOYAG TN EBvI-
KNG MvakoBrikng, otouc NiVAKEG TOUC EKTEAEOUEVOUG AMOKAELOTIKA E AAOLa,
OKPUAIKA Kal QuyoTEUnePES. Ta €pya nou anoktiBnkav npLy, Kat autd nou ano-
TeAoUV TN peydAn dwped tou . MdpaAn tou 1988. Ta £pya N yewalddwpng
Owpedg tou Ndvwn MépaAn npog v EBvikn MivakoBrikn anoteAouv dlapdva
NG KAMTEXVIKNG Tou dnpoupylag, and 1o 1934 w¢ to 1968. MoAAd €pya elval
povadikd, €pya otaBuol yia v eEEMEN TNG KAAATEXVIKAG TOU SLadPOUNG, AAAG
Kal €pya onUavIikd TG oUyxpovng EMnVIKNG t€xvng. O Mépaing enéAege va
HNV Ta anoxwpLoTel KaL og KAMOLa OUyKeKpLUeVN atyun ta dwploe atnv [Mva-
koBrKN, yla va dla@uAdEel Tnv duvatdtnta Napatpenong g eEEMENC Tou €p-
you tou. Efvat BBato nwg n enthoyi autn €yve and tov (010, YE OVIIKEEVIKG
KpLtrpLa, WG NPOG TNV PovadikatNTa, TNV NoLGTNTA Kat TNV avavewtkn dUvaun
TWV EQYWV.

Autd nou Napapével £va epwTnPATKG ota pdtia pag efval yuati otapdtnoe v
dwped Tou otnv Napaywyn tou 1968. Matl anékAsloe AN v teAcutala pakpd
nep{odo NG YEWPETPIKAG, QQAPETKNG Napaywyng, n onoia dipkeas oxedov
40 xpdévia. Aev elval duvatdv va pnv dlagUAaTie Kanola EExwPLoTd, kdmnola
avTINPOCWNEUTIKG £pya TNC TeAeuTaiag 100 Hakpdc autic neptddou. EEGANou,
n dwped €yve 1o 1988, 0 (Blog dpwWC ouvexioe va dnpoupyel pe v da at-
aBntkn avtiAndin ywa aképn pla eikooaetia. BeBaiwg, eutuxwg undpxouv dUo
avTiNPoowneuTIKG dslyuata ypapnig ayopaouéva katd tn dekastia tou 1970 kat
Tou 1980, €10l WOoTe va 0AOKANPWVETAL N OUVOAIKN MopEia Tou €pyou Tou atn
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zontal and vertical lines. He, moreover, goes into a more subtle and
flatter development. Once again, Moralis appropriates in a personal
way these influences by the works by Matisse from the 1930s, or by
Picasso from the 1950s, or 1960s. '€

In our assessment of the innovative potential of his artistic creativity,
Yannis Moralis demonstrated that with hard work, study and free-
dom, with systematic investigation over more than 70 years, with-
out hasty moves, he always took one step at a time in innovative
directions. Modesty, common sense and sincerity, however, have
always characterised his confessions.

He did not hesitate to confess to Yorgos Petris, in 1956: "l have al-
ways had difficulties in my work. | am always under the impression
that after two or three months | will be better. My paintings always
strike me as not representative. | constantly change my work be-
cause | am not satisfied [...] Nevertheless, | wish | could express
myself with the immediacy of a folk artist, or of a child. Yet, since
| can not have their purity, | must slowly, through knowledge, take
another path towards the unique purpose of every artist, to speak
directly and strongly.” '®

At this point, the tour ends of the works by Moralis in the National
Gallery collection, works made exclusively in oil, acrylic and egg
tempera. Both the works acquired earlier on and those included
in the major donation by Yannis Moralis, in 1988. The works in the
generous donation by Yannis Moralis to the National Gallery are
true gems of his artistic output from 1934 to 1968. Many of these
works are unique landmarks in the development of his develop-
ment as an artist, turning points in contemporary Greek art. Moralis
chose not to part with them and eventually donated them to the
National Gallery at a well chosen moment in order to preserve the
possibility to follow the development of his work. This choice was
undoubtedly made by the artist using objective standards regarding
the uniqueness, quality and originality of these works.

A question that lingers in our mind is why he stopped his donation
with his 1968 production. Why he excluded all of the later long period
of geometric, abstract output that lasted almost for 40 years. He must
surely have saved some outstanding, representative works from that
long period that came after. Besides, his donation was made in 1988,
yet he went on to produce work along the same aesthetic lines for
20 more years. Fortunately, there are two representative examples,
acquired in the 1970s and 1980s, to round off the museum collection.
Yet, the question remains why the artist decided not to include works
from that period in his donation. The fact that he pursued his cre-
ative activity with the same passion and the same drive for innovation
for 40 years can only mean that this abstract approach continued to
satisfy him. Moreover, these works were much easier to find than
earlier ones, since he continued to produce them until the end.



In the artist's last solo exhibition at the Zoumboulakis Art Galler-
ies, in 2006, the exhibits pleasantly surprised me, as they continued
to exude power and to fascinate. A work hanging on the opposite
wall remains indelibly etched in my memory. It portrayed a female
nude, leaning backwards with raised arms. Images of monumental
Renaissance works, a Michelangelo, with its masterful perspective
in anatomically difficult poses immediately came to my mind. This
was Erotic, of 2002, when Moralis, aged 86, continued to astonish
us with the power of his originality, the spontaneity of assimilated
influences and the purely personal expression. This work is related
to Epithalamium, of 1971, in terms of composition and, above all,
for the sophisticated pose, the perspective and the anatomical de-
tail in which only the essential is retained.?

| had the opportunity to see Erotic. of 2002, again at the tribute to
Yannis Moralis on November 23, 2009 at the Athens School of Fine
Arts, concurrently with an exhibition entitled Teacher and students-
professors at the Athens School of Fine Arts, an event which the
artist was unable to attend; he passed away shortly afterwards.

On that evening, Marina Lambraki-Plaka spoke extensively about
Yannis Moralis, citing the artist's own words on his art, influences,
thoughts, from the valuable taped conversations she had had with
the artist. In the catalogue of that exhibition, the National Gallery Di-
rector remarked: “The artist's exploration culminates in his Funer-
ary compositions and Epithalamia, dating from the 1960s — Thana-
tos and Eros, the equation of life. Paradoxically, the more modern
Moralis became, the more classical, more ‘ancient’ he became;
moreover, the more abstract he became, the more sensual he
became. The opposite curves of the youthful bodies in his mature
work become the ideogram of love.”?'

Concluding this tour in the visual world of Yannis Moralis in the
same way that we started it, and since artists’ words are usually es-
sential and revealing, we would like to quote an older excerpt of the
artist's words, which offers a glimpse into his character, his sense
of humour, his thoughts on art: “If someone said, | am a poet’, he
would certainly not be taken seriously, as this is not a profession.
But if someone said, ‘| am a painter’, people would show more
respect, as, if need be, he would be able to paint a door. Pity for the
one and pity for the other, as they both try to achieve the same thing
through different media.” %

Since Moralis compares a painter to a poet, let us see what two
great Greek poets wrote about him.

Discussing Moralis’s illustrations for his poems, Seferis noted:
“Rarely have | had success with fusing different genres. Yet, when
[...] Moralis showed me his paintings, | realised that there are times
when there may be no cart at all, but only two horses galloping

ouMoyn Tou Mougeiou. Zyoupa 6uwG Napapével €va epwtnpatikd yatl o {Blog
Oev Bewpnoe okonWo va evidéel otnv dwped €pya autng Tng neptddou. la va
ouvexiCel pe 1o {010 NdBoc kat v (dla avavewtikn dtdBeon eni capdvta xpdvia
Tnv dnptoupyia tou onpaivet 1t N agapetkn auth dlatinwon e&akoAouBoloe
va Tov Ikavorolel. EEGAAou, n eUpeon Twv £pywy autwy RTav NoAU Mo UKOAN,
0€ OXEON JE Ta MPONYOUMEVA, JLAG KaL CUVEXIZE EXPLTO TEAOG va Ta dNpLoupyel.

Y1nv teAevtaia atopikn €kBeon tou (wypdyou, otnv [kalep{ ZoupnouAdkn 1o
2006, ta €pya pe eviunwaiaoav euxdplota yiati e€akorouBouoav va Bydlouv
ga dUvapn Kat va ackouv yontela Kat NepLEpyela ota PATa Pou. 2T pvAun
Hou pevel ave€tnAa xapaypevo €va £€pyo Mou NTav KPEUAoUEVO OTOV anevavil
T0{x0. XTNV 0UvBeon BLEKPLVE Kavel pla yupvh yuvalkela @ryoUpa pe kAlon Tou
OWHaTOG NPOG Ta Ni0W Kal Ta XEPLA ONKWHEVA. XT0 JUOAG CUVELPHIKA hpBav
OMEOWE €PYA TNG PVNUELOKNG TEXVNG TG Avayewnang, evog MxanA Ayyélou
HE TNV an6doon NG MPOOMTKNAG, o OUOKOAEG avaTOPIKEG OTAoELS. [Tpdkettal
yla 10 Epwtikd, Tou 2002, énou o MdépaAng o nAikia 86 €twv, e€akorouBouoe
va &agviddet euxdplota, we NPog v dUvaun TN avavewTkNg Tou duvatdtntag,
TNV NNyadtnTa Twv endpdoewy Kat Ty kaBapd npocwnikn dlatnwaon. To €pyo
EXEL OUYYEVELEG W va EmBaAduto, Tou 1971, wg npog tnv oUvBeaon Kat, Kuplwg,
WC NPOG TNV NOAUNAOKATNTA TNG GTdoNG, TNV anddoon NG MEOOMTKAG kat Ty
ENTUXA avanapaywyn avatopikwy AEMTOPEPELWY, PHEGA and TNV ouyKpdtnon
TOU OTOIXELWOoUC.?

To Epwtikd tou 2002 1o aviikploa Eava otny ekdNAWON Mou opyavwBnke otiq
23 Noeppplou 2009 otnv Avwtdtn 2xoAr Kahwv Texvav, npog tunv tou ldwn
Mdpahn, padl pe pla €xBeon pe titho Adokaiog kat pabntec-kaBnynteg e
AXKT, exdniwon tnv onola o kaATexvng Ogv UNdpece va NapakoAouBAoEL,
evw Alyo apydtepa €guye an’ n {wn.

Tn Bpadd auth n Mapiva Aapnpdkn-TAdka piAnoe noAU yia tov Mawn Mdpa-
An, p€oa and ta copd Adyla Tou {Blou Tou wypdou, yia TV TEXVN Tou, TIG ML=
OPACELC TOU, TNV OKEWN TOU, XPNOLHOMOLWVIAG TLG MOAUTIUES aNOpayvNToMwWyN-
HEveC UNTACELC TOUG. 2TOV KATAAOYO, MoU GUVODEUE TN CUYKEKPLEVN EKBeDN,
n AleuBUvtpla ing EBvikng MivakoBrikng peta&l dAwv avépepe: «Ta EmtuuBa
kal ta EmBaAduia, o Bavatog kat o €pwrtac, n e&{owon e {wNG, KOPUPWVOUV
autiv Tnv avaZitnon otn dekaetia tou '60. To napado&o pe Tov MépaAn eivat ot
600 yivetal no poviepvog 1é0o vyivetat nio kKAaokac, no apxaloc. H aAxnpela
TNG TEXVNG TOU KPATAEL Kal €va AM0 JUCTIKO: 600 yiveTal no agnpnuevog 1oo
ylvetat no aeBnaotlakdc. 2tn dekaetia tou 70 ot aviinaAeg KapNUAES Twv veavl-
KWV CWHATWY CUPNMUKVWOVOUV £va 10£0YpaUa ToU £pwTa» 2

KAeivovtag dnwge Eekwvnoape Ty Nepiynon auti oTov £IKAoTKG KOOWO Tou
Mdvwn MépaAn, kL enedn ol pACELG Twv KaMexvwv ouviBwg efvat anokahu-
MTKEG KOl OUCLAOTIKEG, NapaBeToupe €va nahd andonacpa tou (Blou tou (w-
ypdpou péoa and to onolo dlapaivetal o Xapaktipag Tou, To XoUhop Tou, N
OKEPN TOU yLa TNV TEXVN: «2aV 00U MeL Kave(G «elpat mointig», eival BERalo nwe
0ev Ba tov ndpouv cofapd, yati autd dev eivat endyyeAda. Zav net OUwG «elat
{wypdpoc» 0 NOAIG KOOHOG TOV EKTIA NEPLOOATEPO, yLaTi atnv avdAykn Jnopel
kat va Bdget kat kaptd népta. Kplpa Kat yua tov évav Kat yia Tov dAdov, yiati kat
oL dUo 10 (Blo Npdua NpoonaBolv va KAvouv JE DLAWOPETKA PEaa» 2
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Kat pta kL o MépaAng ouvdgel kat e€lowvet Tov {wypdgo Je tov notntd, a&{lel va
BupunBoupe Tt ypadiav yia 1o {wypdgo dUo PeydAol MOWNTEG |aC.

0 2e@épng, PAWVTAC yla TNy elkovoypdenon Twv Notnpdtwy Tou and tov Mo-
paAn, Aéel: «2ndvia pou netixavav ta {eEuyapwuata twv TExVWV... Qotéco
6tav....0 MépaAng pou €Jdelée TG LwypapLEC Tou, KatdAaBa Nwe Ynopel kanote
va pnv undpxet ddAou apdél napd povo dUo elelBepa dAoya kaAndloviag
ave&dptnta o €va npdovo ABAdL KatdAaBa nwg eixe kavel pla epyacia nou
NPOKaAoUGE T0 ALAAOYO0 £VOC VESTEPOU KOANTEXVN, Mou dev ayvONOE Ta £pya TNG
nolnong W* évav Katd pLon yeved naAadteps tou» 2

0 Oduaogag EAUTNG pe T oelpd Tou avaAlel: «M’ va ohyoriglo aAgdfnto oto
XEPLO TOU, OrMouU Ta CTOIXE(D Nou enavépxovial NepLoadtepo eival ot dUo avtiBe-
TEC KAUMUAEC, N (IXPa Kal To Jaupo, eNETuxe 0 MépaAng va petatpeeL tnv ot-
ANa Twv npaypdtwy o ontiké @awvdpevo, katd Tpdno Povadlkd peoa otn oly-
Xpovn eEMNVIKN Texvn. Ml oplopévn auotnpdTnta, ....0UVaVINBNKE PE JEPIKEC
and TG Mo anattNTKEG PETA-0e{avikeG eupwnaikeg avalntnoelg. Otav dpwce
évac {wypdog KatopBuwvel va Bivel TIC NPOoWNIKEG Tou epnelpled...Eepelyel
and Toug dlaxwplopoUug Tng Tpéxouaag alaBntikng. Kat {owg elivat yu' autd nou
npaypatikd dev atgBdvetal kavelc v avdyknv v avapwtnBel av o MépaAng &f-
val Joviepvog i KAaoowkac, EMnvikac i Eupwnailwy....kal ivat n nepinmwon
nou avtikp{Coupe anpepa ata «EMBaAduid» Tou — €va YuoTriplo Kal puav lepa-
TKOTNTA BBAKNA» 2

Ye OAn v eEEAKTIKA Nopela Tou €pyou Tou, 0 MdpaAng ouvduddel pe yvwaon,
00BapdTNTa, EUNVEUCN Kal TAAEVIO TIG KOTAKTNOELG KAl Ta XAPAKTINPLOTIKE TNC
TEXVNG TOU NAPeABOVIOG, [E TIG VEEG MPOTATELG TNG CUYXPOVNG TEXVNG TNG EMO-
XNG ToU. 2€ OAN Tou TNV TEXVN, and TNV Napatnenon TG OMTKAG Npayuatkotn-
Tac, otnv Npoawnikn anddocn Kat v nopeia npog tnv agaipeon, o MépaAng
npotdooel ndvta v avaywyn oe pia 10€a, e NVEUPATIKOTNTA Kal e TEAEiwG
MPOCWNIKG KAl aVAVEWTIKO TPOM0. MEXPLTO TEAOG, [E EOWTEPIKOTNTA KAl OTOXA-
oo, o {wypdwocg evepyonolel Ta oxrpata, ta enineda, Npoadidoviag, GG anAEC
YPOAPUEC, NEPLEXOUEVO Kal ouUvVaIOBNUATIKECS NpoeKTAaelc. H dnutoupyla Tou, nd-
VIO avavewTikn, dev unipée Note otatkn N Egnepacpevn.
Aiva Tolkouta-Aeipedn
Ap. lotoplag g €xvng
EnweAitpua EBvikrc MivakoBrkng-
Mouoeiou AAeEdvopou 2outlou
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free across a green field. | felt that his work invited into dialogue a
younger artist who did not ignore the works of poetry and another
artist half a generation his senior.” 2

Odysseus Elytis, inturn, remarked: “With an alphabet of a few letters
in his hands, in which the elements recurring the most are the two
opposite curves, ochre and black, Moralis managed to transform
the voice of objects into a visual phenomenon, in a manner unique
in contemporary Greek art. A certain austerity [...] joined some of
the most demanding post-Cézanne European investigations. Yet,
when a painter manages to convey his personal experiences [...] he
transcends the discriminations of the dominant aesthetic. And it is
for this reason perhaps that indeed nobody feels the need to won-
der whether Moralis is modern or classic, Greek or Europeanising
[...]and is the case we witness today in his Epithalamia — a mystery
and a Biblical solemnity.” %

Throughout his evolution as an artist, Moralis combined the
achievements and characteristics of the art of the past and the new
propositions of the contemporary art of his period, and did so with
expertise, seriousness and talent. Throughout his art, from the ob-
servation of visual reality to a personal rendition and the drive to-
wards abstraction, Moralis always put first the reduction to an idea,
in a deeply spiritual and completely personal, innovative manner.
With profound inner perception and thoughtfulness, the artist en-
ergised, until the end, shapes and planes, charging simple lines
with content and emotional repercussions. His output was always
innovative, never static, or dated.
Lina Tsikouta-Deimezi
Dr History of Art
Curator, National Gallery-Alexandros Soutzos Museum
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To Epyaotipto tou Mavwn MépaAn otnv AL K.T. (1954
n 1955). Awakpivovtat ot MNatAog Atovuaénouiog, Nikog
KeaoavArc, BAdong Kavidpng kat Kaatag TodkAng.
Yannis Moralis workshop at the Athens School of Fine
Arts (1954 or 1955). In the photo can be seen Pavlos
Dionyssopoulos, Nikos Kessanlis, Vlassis Kaniaris and
Kostas Tsoklis.

0 Kwvatavtivog MNapBévng e @oltntég Tou
n Oekaetia tou 1930.

Konstantinos Parthenis with students

in the 1930s.

To teAeutalo pdBnua otn ZX0AN Kal 0 aNoXAPETIONAG HE TOUG POLTNTEG TOU
(27/5/1983).

The last teaching session at the Athens School of Fine Arts; farewell with
students (27/5/1983).

Metd v Egvdynon twv padntwv ing Mapivag Aapnpdkn-TAdka
otnv €kBeon tou 1988 otnv EBvikn MivakoBrkn.

After the guided tour by Moralis of Marina Lambraki-Plaka’s
students to the 1988 exhibition at the National Gallery.

0 Mévvng MépaAng otnv aiBouca Bewpntikwdv otnv AZK.T.
Dwroypapia Anpritpn Mutapd.

Yannis Moralis in the art theory room at the Athens School of Fine Arts.
Photo taken by Dimitris Mytaras.



PARTHENIS-MORALIS

Two great teachers
Athens School of Fine Arts 1929-1983

On the occasion of this publication, it would be interesting to men-
tion a few of our views and thoughts that have long settled down.
Since 1982-1983, when | began my ongoing involvement with the
study and research of Greek art in the interwar period and its
development in the post-war decades. | reached the conclusion
that the two great teachers who shaped the development of the
Athens School of Fine Arts and influenced the evolution of Greek
art through their work and by teaching succeeding generations of
artists are Konstantinos Parthenis (1878-1967) and Yannis Moralis
(1916-2009).

These two towering figures have a lot in common yet many stark
differences, as well. They were both great painters, men of ex-
traordinary culture, artists of a sound theoretical background and
a solid knowledge of art history, well-travelled, studied abroad,
familiar with the most advanced and innovative currents in the
art of their times. Teachers who creatively assimilated their influ-
ences, making groundbreaking personal propositions; who were
able to passionately transmit the latest developments to their
students. For all these reasons they stand out in the Greek art
scene and the prevailing atmosphere of provincialism, ignorance,
or mediocre teaching. Their intellectual scope and lack of dogma,
their freedom from imposing their artistic choices on their stu-
dents are also common qualities these two artists shared.

With their teaching, they managed - in spite of the appeal of their
excellent work and their influential, innovative teaching - to pro-
duce a wealth of eminent artists who have shaped Greek art from
1930 to date. In spite of their strong personalities, their wish was
simply to supply their students with all the required technical and
theoretical qualifications, seeking at the same time to alert them
to the elements of each one’s artistic personality that they con-
sidered as important. Both of these two great teachers were not
merely looking to create imitators of their own work, but to pro-
mote a deeply personal artistic activity amongst younger artists.

Konstantinos Parthenis began his teaching career in 1929, at age
51; it lasted for 18 years and came to an end with his unexpected
resignation, in 1947

Yannis Moralis began teaching as a professor of the preparatory
course in the Athens School of Fine Arts that same year, 1947,

[MAPOENHX-MOPAAHX

AUo peydhol daokaAol
AYKT, 1929-1983

Me tnv eukatpia TNG napouoag €kdoaong €xel evdlapepov va avagpepBolpe
o€ Bewpnoelc Kal OKEPELG Jac, mou €xouv KataoTtaAdéet and kalpo. And 1o
1982-1983, dtav dpxLoa TNV CUCTNHATIKA £VAOXOANCA POU HE TN JEAETN Kal
NV €pEUVA TNG EAMNVIKNAC TEXVNG KATA TNV Nep(odo ToU PECOMOAENOU Kal
v nopela TNG oTLC deKaET{EC TNG PETANOAEUIKNG NepLddou, KateAn&a ato
oupnépaocpa Nwe otnv Avwtdtn 2xoAn KaAwv Texvwv ot dUo peydAot da-
okaAol, ot ono{ot kaBoptoav 1600 Thv Nopesia TNG LX0ANG 600 Kal TN €&E-
AEN TNC eAANVIKAG TEXVNC, TO00 PYeEoa and 1o €pyo Toug 600 Kal pEoa and
TNV 810a0KaA{a TOUG OTIG ENOPEVEG YEVIEC KAAALTEXVWY, £lval o Kwvotavti-
vog lNapBevng (1878-1967) kat o MNdavvng Mépaing (1916-2009).

Ot dUo TePdaTIEG QUTEG KAAMTEXVIKEG Napousciec €xouv MoAAG Kovd Kal
AaAAa tedelwg aviiBetikd xapaktnptotikd. Mpdkettat yia dvo peydAouc (w-
ypdpoug, dUo e&alpetikd kalAlepynuevouc avBpwnoug, U0 KAAANTEXVEG,
ot onofot €xouv Bewpntikd unoBabpo Kat oTépeeg YVWOELC yUpw and tnv
lotopia NG TEXVNC, €xouv Ta&EPEL, €xouv OMouddoel OT0 EEWTEPLKO,
yvwpldouv TI¢ Nto NPOWBNUEVEC KAl AVAVEWTIKEC HOPPEG TNG OlEBVOUC TE-
XVNC TNG EMOXNC TOUC, €X0UV YOVIUa olkelononBel TLq eMPPOEC TouC, Ka-
1aB€toviag pla npoownikn pnéikéAeuBn npdtaon kat akdun elvat oe BEaon
va Petadwoouy, va petahapnadsvoouy, pe ndBog, otoug paBnteg toug, 4.1
Mo VEO Kal npowBnugvo. Xtov eMnvikd xwpo, Eexwpllouv yla 6Aa autd,
OUXVA PEGQ 0" €va KAlUa YEVIKOTEPOU ENAPXLWTLOMOU, dyvolag A Kal JeTpL-
otntag, o€ eninedo ddaokaiiag. H eupUtnta Tou nvelpatog, kaBwc kat n
EMeWn doyPaTiopoU Kat oTevng eNBOANG TWV KAATEXVIKWV TOUG EMAO-
YWV 0Toug paBntég toug eival eniong Kolvd XapakTtnPLOTIKAG TOUG.

Ye en{nedo d1daokaAlag kata@epvouy, napd tnv yontela tou 1600 UPNAAG
noldTNTag €pyou TOUC Kat Tov KaBoploTikd Xapaktipa avavewtkng 0tda-
okaAlag Toug, va dnPLoupynoouy oTpatleG a&lOAOYwWY KAAATEXVWY, KOAAL-
TEXVWV MOU PE To €pyo Touc KaBdploav kat e€akoAouBouv va kaBopilouv
v eAAnvikn t€xvn and 1o 1930 péxpt onpepa. MNapd tnv €viovn npocwnt-
KOTNTA TouC, N BoUAnan toug ftav anAd va dwoouv OAa Ta €@EALd, TEXVL-
KAC, BewpnTIKAC KAAUUNG oTouC PHaBnTég Toug, NpoonaBwvtag Tautdxpo-
va va ToUg otpePouv Npog ekelva ta otolxela TNG KAOAALTEXVLKAG TOUG Mpo-
OWMNIKOTNTAG, Nou ot {dlot dLEKplvav we onpaviikd. Kat ot dUo peydAol dd-
okaAot Oev anéPAenav otn dnuLloupyla avilypa@ewy ToU Epyou TouG aAAd
otnv WBnaon npoc pla kaBapd npoownikA dnuloupyia oToug vedTEPOUG.

0 Kwvotavtivog MapBevng Eekivnoe tn didaokaAia tou 1o 1929 o€ nAkia
51 e10dv, ddaokaAia n onoia dinpknoe 18 £1n kat 0AokANPWBNKE, YeTd TNV
atpvidla napaltnon tou, 10 1947,
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0 lMNavvng MépaAng Eekivnoe T dldaokaAla Tou wg kaBnyntic tng MNpona-
paokeuaotikiAg Taéng tng AZKT, tnv (dla xpovid, 1o 1947, o nAkia poALG
31 e1dv. Alda&e NoAAEC yeviEc kaAAtexvwv eni 36 €tn, uéxpt o 1983. Eva
€PWINUATIKG Napapégvel yiati o MépaAng PETA T0 NPONAPACKEUACTIKG, e
kaBnynth tov Anpitpn Mepavidtn 1o 1931, evw napakohouBel apxikd 1o
gpyaatiplo tou MNapBevn, TeAlkd anoxwpel Kal eyypageTal aTo £pyactiplo
tou QupBeptou Apyupou.

Eival yvwotd nwg o MapBevnc dev ythovoe noAU napd ekppaldtav PHEoW
¢ wVAG g oullyou tou Yoplac MapBevn, napoloag oe GAEG TG Y-
pavioelg kat dtdaokaAieg tou. To yeyovdc autd niBavd va evoxAolaoe Tov
veapd MdpaAn, kaBw¢ eniong 1o 61t Atav TeEAe{we OLaPOPETIKEG NPOCWNL-
KOTNTEC, akdun Kat o€ en{nedo oupneplpopdc. Qotdoo, €va Kovd atolxeio
ntav n Babeld eowTePIKN €uyévela nou xapaktiplle Kat Toug 0Uo o€ OAEQ
TG EKQAVOELG TNG CUMNEPLPOPAG TOUG, aKOUN KaL NPO¢ Toug MabnTég Touc.

0 MopaAng, ektd¢ and v €uyEveld Kal TN AentdTNTa oTN CUUNEPLPOPd
TOU, €XEL EUXEPELT AdyOU, JIAAEL MOAU OTOUG PaBNTEC Tou, TOUG VOUBETEL,
TOUG MpoTpENEL va dnuloupyolv Peaa and tn yvwon kat tnv eAeuBepia.
‘Exel éva aotelpeuto xtoupop kat ouvnBilel va dinyeital avékdota, cuxvd
toAunpd. O MNapBevng, avtiBeta, eival cofapdc kat ap{Antoc.

A&iCel 0w va avagpépoupe 10 NABog, Tnv aydnn Kat 10 ogfacud Pe Tov
ono{o Pholv yia Tov peydio dAokaho Tng 2x0ANG, tov Kwvatavtivo lNap-
Bévn, OUo Eexwplotol paBnTéc Tou, TEAEWC dLaWOPETIKWY YEVLWY, 0 Eyyo-
vonouAoc kat o AavinA.

0 Nikog Eyyovénoudog (1907-1985), oe noAAéc sukalplec aAAd Kat og
NPOOWNIKES Wag ouvoutAleg (1983-1985), dlatunwve og ungpBeTikoUg To-
VOUG TNV eUuyvVwHooUvn Tou npog tov 8dokaAd tou: «Eutuxnoa va pabnteu-
ow kovtd atov peydho EAMnva, tov Kwvotavtivo MNapBevn, o onoloc ano-
tedel TN kat 86&a yia toug ABnvalouc». Akdun, o Eyyovénouiog €leye
nwg o MapBevnc dev NBeAe va kavel MNapBevdkia, avi{Beta npoonaBouoe
va otpéel kdBe pabntn tou, Wote va avantUéel tnv WBLaltepn KAlon tou
KAAMTEXVIKOU TOU TAUNEPAUEVTOU.?

Ytn AwdAgén yia ™n {wypagikn, o ENANvVac uneppeaAlotng ypdopel : «Eu-
TUxnaoa va onouddow otny 3w Avwtdtn YxoAn twv KaAwv Texvav. Ekel
eutuxnaa va padntéPw nAnclov tou Kwvotavtivou MapBevn... O MapBe-
vng, 0 peydAog {wypd@oc, o peydhog dvBpwnog, o peydiog diddaokaAog!
‘OAot pag oot paBntéPape kovid tou, 0gv Eexvolpe TV anepavioouvn
TWV YVWOOEWY TOU, ToU NVEUaTdg Tou, TG Kapdldc tou. Me 1t xapd dAot
pag unotacoodpaote otny netBapxia tou, pe 1 0{Pa akoUyaue TG cUpBou-
AEC TOU, HE TL gpniotoolvn akoAouBouoape Tig unodei€elg tou. Kovtd atov
MapBévn peAEtnoa TN @UoN, Kovid Tou €volwaa Th onuacia Tou XpWHaTog
Kal TNG ypapung. kovtd tou €paBa ta ndvia 6oa yvwpilw otn {wypa@kn.
O MapBgvng pe punoe atnv €vvola Twv avalnticewy Tou Manet, ota ent-
Telypata Tou Seurat, otG katakmnoelc tou Cézanne, otn d6&a nou ovo-
padetal OgotokdnouAog...lMAovaotol kal Ye ToUTa: TNV Ne(pa Kat TNV «TEXVL-
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at age 31 only. He taught generations of artists for 36 years, un-
til 1983. A question that is yet to be answered is why, after his
preparatory course under Dimitris Geraniotis, in 1931, Moralis left
Parthenis’s workshop, which he had attended in the beginning, in
favour of Umvertos Argyros’s workshop.

It is well known that Parthenis did not speak much; instead, he
expressed himself through the voice of his wife, Sophia Partheni,
who was present at all his appearances and courses. This may
have irritated the young Moralis, also considering the fact that
they were totally contrasting personalities, even as far as their
behaviour was concerned. Yet, a quality they both shared was the
profound inner gentleness that informed every aspect of their be-
haviour, and which extended also towards their students.

In addition to the gentleness and finesse of his attitude, Moralis
had a great gift of speech, spoke a lot to his students, counselled
them and urged them to be creative through knowledge and free-
dom. He had an inexhaustible sense of humour and used to tell
jokes, often obscene ones. Parthenis, on the other hand, was so-
ber and reserved.

It is worth remembering the passion, love and respect with
which two outstanding students of totally different generations,
Engonopoulos and Daniel, spoke of the great professor of the
School of Fine Arts.

On many occasions, also during our private conversations, in
1983-1985, Nikos Engonopoulos (1907-1985) expressed his un-
limited gratitude towards his teacher. | was fortunate to study un-
der the great Greek Konstantinos Parthenis, the pride of Athens.”
Engonopoulos also said that Parthenis did not want to produce
new little Parthenises; on the contrary, he sought to help each stu-
dent develop the specific strengths of his artistic temperament 2

In his Lecture on painting, the Greek surrealist wrote, "l was for-
tunate to study at the Athens School of Fine Arts. There, | was
fortunate to study under Konstantinos Parthenis [...] Parthenis,
the great artist, the great person, the great teacher! All of us who
studied under him will never forget the immensity of his know!-
edge, of his spirit, of his heart. With what pleasure we all yielded
to his discipline, how eagerly we listened to his advice, how trust-
fully we followed his suggestions. Under Parthenis, | studied na-
ture; near him | felt the importance of colour and line; with him |
learnt everything | know about painting. Parthenis introduced me
to the meaning of Manet's explorations, Seurat's achievements,
Cézanne’'s conquests, to the glory that is Theotokopoulos [...]. We
are also wealthy in these: the experience and ‘technique’, the so-
called métier, with which the great Teacher supplied us. Parthenis
drew my attention to the so-called ‘Byzantine” art [...]."



Daniel (Panagopoulos) (1924-2008), a pioneer of the 1960s gen-
eration, loved discussing, in both his essays and other writings,
as well as in our regular personal discussions, from the 1990s
until the end of his life, Parthenis’s inspiration on his own work,
as well as on that of many major artists of different generations,
who shaped post-war art in Greece. Smiling, Daniel used to say
that Parthenis did not speak, but made his remarks through Mrs
Parthenis, or made suggestions by direct corrections on the can-
vas on his students’ easels.

Daniel, as a young student who attended the School of Fine Arts
preparatory course under professor Biskinis, noted in admira-
tion the works by the students in Parthenis’'s workshop, as “their
drawings were more solid, but above all more modern than ours
at the preparatory course. | gradually began to change my work-
ing style. Corners increased and sfumato decreased.” He remem-
bers watching Parthenis: “| used to observe how the charcoal in
his hand became a tool of extraordinary accuracy, when he drew
shapes distorted by light, or analysed the tones. He did not teach
painting with words; he taught us how to see. Near him, | felt, but
only much later really grasped, that in painting words are cheap.
During breaks, we used to gather around him to listen to his brief,
aphoristic phrases. On Theotokopoulos, Cézanne, economy in an-
cient art.

It is worth noting at this point how great Daniel's esteem of
Parthenis was, when the former said that, “In painting words are
cheap” - he, a radical painter, a conceptual artist and above all the
artist of his generation who expressed so systematically, clearly
and casually his theoretical views on art.

After Parthenis resigned, in 1947, Daniel switched to the work-
shop run by Umvertos Argyros, the professor that Moralis had
chosen after a brief stint at the Parthenis workshop. Contrary to
Moralis, Daniel wrote about Argyros, “I gained almost nothing af-
ter a year of attending the Argyros workshop.™

In conclusion, we note that two pioneers, two “innovators” in
Greek art from the interwar period until the contemporary, post-
war art, exponents of two pivotal generations in the evolution
of 20"-century Greek art, the one belonging to the generation
of the 1930s and the other to that of the 1960s, speak lovingly,
passionately, gratefully of the contribution of their teacher. Both
recognised that Parthenis equipped them with all the required
technical, theoretical and aesthetic qualifications, as well as en-
couraged them to grow through freedom and exploration of their
personal visual expression.

This also perfectly applies to Moralis. It has been gratefully ac-
knowledged by several of his students, important figures in the

Kr», 10 métier nou Aev, pe ta onola pag eixe epodidoet o peydiog Awdd-
okahog. O MapBévng enéotnoe TNV Npoooxn pou atn Aeyopévn «Bulavil-
vi» TEXVN...»°

0 AavinA (MavayoénouAoc) (1924-2008), évag npwtondpog NG yevidag tou
1960, 1600 ota BewpnTikd TOU KelUEVA, 0TA ypaNTA 10U 600 KAl OE NPOow-
NIKES pag ouvexelc oudnTnoelg, and tn oekaetia tou 1990 uéxpl To €Aog
¢ {wNg Tou, ayanouoe va ava@epetal ato péio nou €natée o MapBevng
otn dLapdpPPWoN ToU NPOCwWNIKOU TOU £pY0U, 00 Kal GTO £pY0 MOAAWYV on-
HOVILKWV KOAALTEXVWY DLAQOPETIKWY YEVLWV, Nou kaBdploav th yetanoAe-
pKA tExvn otnvy EAAGSa. O AavinA xapoyeAwviag éAsye nwc o MNapBevng
Oev p{Aaye, dlatUnwve TIC NApATNPACELG TOU JEOW Tou Adyou Tng Kag MNMap-
Bévn 1 unodelkvue tnv nNpdtaon Tou, PEow OlopBwoswy aneuBelag otov
kapPRd, oto kaBaA€to Tou pabntn Tou.

0 veapog AavinA, éviag oto lMpokatapktikd TuApa Ing 2xoANnG, pe kaBn-
yntA Tov Mntokivn, napakoAouBoUoe pe Baupaopd 1a €pya Twv pabntwy
ToU gpyaotnpiou tou lMapBevn, plac kat «ta ox€dLd Toug NTav Nnio yepd, ya
Kup{wg Mo poviepva and Ta dlkd Yag 0To MPOKATAPKIKO. 2Lyd-olyd dp-
X100 va aAAGZw tpdno douleldc. MARBalvav ol ywvieg kat unoxwpouae 10
a@oupdto». MNapatnpwvtag tov MapBevn Bupdral: «Koitala nwe ato xept
ToU 10 KdpPouvo yvotav €va epyaielo KATanANKTIKNAG akpifBelag, dtav oxe-
olale 10 oxnpata napagop@wueva and 10 Pwe, N aveAus Toug TOVoUG.
Aev 8{daoke TN {wypa@kn Pe Aoyla, pac pdBawve va BAénoupe. Kovtd
Tou OlaloBavlnka, pa noAu apydtepa ouveldntonoinoa, 6t ta Adyla sival
n @TOXELd NG {wypa@Ikng. 2ta daAsippata, palepevol yUpw ToU aKoU-
YAUE TG oUVTOWEC, oav ano@Beyuata, epdcelg Tou. [a 10 OgotokdnouAo,
10 Cézanne, T AlTOTNTA 0NV apxaia téxvn»

A&{Cel va napatnpricoupe oto onpeio autd, néoo YeydAn eivat n ektiunon
Tou AavinA yla tov lNMapBévn, dtav Aéel nwg «ta Adyla sival n PTWXeLd Ing
(wypaplkNG», autdc evag pLloondotng, £vag evvoloAOYLIKOG KAAALTEXVNG,
Kal KUp{wg 0 KAAALTEXVNC TNG YEVLACG Tou, 0 onolog e€€ppace 10060 CUGTN-
MOTIKA, JE eukpivela kat dveon, tn BewpnTikn Tou OKEPN yLa TNV TEXvN.

O AavinA, yetd tnv napaitnon tou MapBévn to 1947, nepvd oto epyaotn-
plo tou OQupBéptou Apyupou, Tou daokdAou, nou eixe eMAEEEL 0 MopaAng,
JETA TO NEpacpd tTou and 1o gpyactnplo tou MapBevn. 2e aviiBeon pe Tov
MdpaAn, o AavinA yia Tov Apyupd ypdopet: «Aev anekduioa oxeddv tinota,
€va xpdvo NapapovAg oTo £pyactniplo Tou Apyupou».®

KataAfdyovtag pnopoUpe va OlanMoTWooUPE Nwe Vo npwtondpol, dUo
«QVAVEWTEG» TNG EAMNVIKAC TEXVNG TNG NEPLOdOU and ToV HEGONOAEHO HE-
XpL TN oUyxpovn PETANoAEUIKN TExvN, OU0 eknpdownol U0 GNUAdLaKWy,
KaBoploTIKWY yevewv otnv eEEALEN TNG EAANVIKAC TExvNg Tou 20% alwva,
€vag g yevidg tou 1930 kat €vag tng yevidg tou 1960, pholv pe aydnn,
pe ndBoc, pe euyvwpoouvn, avayvwpidoviag tnv OaKIkh Npoa@opd Tou
daokdAou Toug. Kal ot dUo avayvwpilouv nwg o MapBevng toug e€énALoe,
a@’ evlég pe OAa ta TeExVIKA, Bewpntikd kat atoBntukd e@ddia, KL and tnv
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AAAN, Toug npogtpee va avalntiocouy tnv eEEMEN p€aa and Ty eAeuBe-
pla Kat Tn dlepeivnon TNG NPOOWMIKNAG EIKACTIKAG TOUG EKPEAONG.

To {810 akpBWC oxUel Kat ya Tov MépaAn. To paptupolv Kat 10 avayvw-
pilouv pe peydAn guyvwpoouvn OLd@opol YabnTég Tou, PE OLAPOPETIKEG
aloBNTIKES OLATUNWOELG, ONUAVTIKEG EIKACTIKEG NPOOWMNLKOTNTEG, MOV HE
10 €pyo Toug nailouv évav Wlaitepo péAo otnv e€EALEN TNG GUYXPOVNG EA-
ANVIKAG TEXVNG, EVW 0pLlopévol an’ autouc pe Tn oelpd touc unnpéav dd-
OKOAOL 0€ NAVEMIOTNPLAKESG OXOAEG, ONwC N AZKT, n ZxoAn KaAwv Texvav
n¢ Beooalovikng n N ApXITEKTOVIKNA 2x0AN tou EMTT. Meta&l twv pabn-
WV Tou Mépain a&ilel va ava@EPoUPE OPLOPEVOUC EVOEIKTIKA, ONWC Ol
AekouAdkog, Kapdc, Kovtdg, Keaoavinig, Kavidpng, Mutapdg, Kokkwvidng,
TodkAng, ®actavog, MndtooyAou, Oeo@uAaktdnouAog, Anuntpeag, Kava-
Kaktq, MNanaonupou, MNatpaokidng, BaiaBavidng, Xpiotdkng kat téoot dA-
Aot vedtepol.

Mpwv avag@epoupe paptupiec paBntwv Tou, TG yevidg tou 1960, tou 1970
kat tou 1980, a&ilel va kavoupe pla dlanioTwon oXeTKA Pe TNV eEEAEN
NG olyxpovng PETANoAeUIKNAG texvng otnv EAAGda kat To pdio tng dida-
okaAlag Tou Mdavvn MépaAn oe auteg Tig yeviec. Elval yvwotd nwe n no-
pela TNG EAANVIKNAG TEXVNG and TIC aPXEC TOU alwva Kal PEXpPL Th dekae-
tla tou 1960, nepvd péoa and Aaunpd napadelypata NPoownikKAG KAAATE-
XVIKNG Onploupyiag, aAAd kuplwg kat géoa and v ToAUNPR Kal EPnveu-
ouévn npoondBela avalhtnong TautétnTag g yevidag tou 1930, tng onol-
ag Beviapiv eivat o MépaAng. Muag yevidg nou toApd va dlatunwoet pia
dptla Npdtacn, Baclopévn o€ Evav EKAEKTIKIOTIKO KAl MPOCwnikd cuvdua-
o6 Nnapddoong Kat Poviepviapoy, énou n ynyevic, dlaxpovikn napddoaon
enaveetddetal kat agloAoyeltal kat geoa and tn «xprion» Kat tnv «avakd-
AUPR» TNG and tov eupwnaikd Poviepviopo. H eEEMEN TNG EAMANVIKAG T€-
XVNG OUWC Npoxwpd NAvia e pla kaBuotépnaon, Kat pla EJ@Avion Twy Ki-
VNPATWY TNG Upwnaikng TExvng, ouxvd petd and elkoot, Tpldvia Kat oa-
pdvta xpdvia otnv EANGdaQ.

H yevid-topn, yla dtdpopouc Adyouc nou dev ynopouv va avaiuBouv £0w,
6nou n eAANVIKN Téxvn Tautidetal kat Onploupyel oxeddv Tautéxpova e tn
dleBvn kKaAAtexvikn npaypatikotnta, eivat n yevid tou 1960. Ta ta&idla kat
Kup{w¢ n napapovn KaAATeExvwy oto eEwTeptkd, otnv Eupwnn, otn Pwun,
oto lMapiot kKat aAou, BonBd oTov oUYXPOVIOUS TWV KAATEXVIKWY avaln-
oewv. H yevid tou 1960, nptv ndet oto e€WTEPIKS KAl KATAPEPEL va OTa-
Bel nAdL otn olyxpovn npwtonopia NG eNoxXAC, ONWG EYIVE PE TO YAAAKO
k{vnua tou Nouveau Réalisme tou Pierre Restany, kat toug AavinA, Ka-
vidpn, KeaoavAn, MauAo, Bewpolpe nwg dviAnoe ta Bactkd e@ddia and n
d1daokaAia tou Mdavvn MépaAn, yia yvwon, eAeuBepia, avavewan kat npo-
ownkn avalntnaon.

O MavieAng zayopdpng (1929-2000), autdc o 1é00 EexwpLaoTodg €AANVAG
dNULoUPYOG, PIAWVIAG yia TNV NPoownikn epnelpia Tou wg pabntng otnv
AYKT 10 1948, avagepetal apxikd otov NauAo MaBiénouAo, nou, énwg &i-
Oaue, Pe TNV oupneplpopd tou, wbnoe tov MapBévn oe napaitnon. H kpi-
on Tou glval okANPnN yia Tov NPWTo Tou OACKAAO, TOV «MpoowpLvé 0GoKaAD

visual art scene, coming from different aesthetic backgrounds,
whose work played a distinct role in the evolution of the contem-
porary Greek art. Some of them, in turn, became professors at
the Athens School of Fine Arts, the Thessaloniki School of Fine
Arts, the Department of Architecture, NTUA. Among Moralis's
students should be mentioned in passing Dekoulakos, Karas,
Kontos, Kessanlis, Kaniaris, Mytaras, Kokkinidis, Tsoklis, Fassia-
nos, Botsoglou, Theofylaktopoulos, Dimitreas, Kanakakis, Papas-
pyrou, Patraskidis, Valavanidis, Christakis.

Before discussing accounts by his students from the 1960s, 70s
and 80s generations, we should make an observation regarding
the evolution of the contemporary, post-war art in Greece and the
role of Yannis Moralis's teaching with respect to these genera-
tions. It is well known that the path of Greek art, from the early
20" century to the 1960s, is strewn by supreme examples of un-
mistakably personal art, but also by the bold, inspired quest for
identity of the generation of the 1930s, the youngest member of
which was Moralis. This was a generation that dared to formulate
an accomplished proposition based on an eclectic and personal
fusion of tradition and modernism, in which the century-old local
tradition was revisited and reassessed through its “use” and “dis-
covery” by the European modernism. Yet, the evolution of Greek
art is always marked by a delay, European art currents often
emerging 20, 30, even 40 years later in Greece.

The pivotal generation, for various reasons that cannot be dis-
cussed here, when Greek art kept up with the international art
scene, was the generation of the 1960s. Artists travelled, above
all lived in Europe = in Rome, Paris, elsewhere — and this contrib-
uted to a timelier synchronisation of artists” explorations. Before
the artists of the generation of the 1960s went abroad and caught
up with the avant-garde scene of the times, as was the case with
Pierre Restany’'s Nouveau Réalisme in France and Daniel, Kania-
ris, Kessanlis, Pavlos, we believe that they received their basic
supplies from the teaching of Yannis Moralis on knowledge, free-
dom, innovation and personal exploration.

Speaking of his personal experience as a student at the Athens
School of Fine Arts, in 1948, Pantelis Xagoraris (1929-2000), a very
special Greek artist, first mentions Pavlos Mathiopoulos, whose
action, as we have already seen, made Parthenis to resign. Xago-
raris’s verdict falls heavy upon his first teacher, “my temporary
teacher, Pavlos Mathiopoulos, who with his academic knowledge
and formal pomposity of style enjoyed the certainty afforded by
ignorance.” And he goes on, “Fortunately, the newly appointed
Yannis Moralis came later [...]. The well known humility and gen-
tleness of Moralis, his anti-academic teaching and effort to adapt
to objective knowledge, a lesson learnt from Cézanne’s painting,



were Xagoraris's first impressions, which established a climate of
esteem, respect, and intellectual and artistic discipline.

| recall that during that period. in my house attic as well as in
day-long excursions to Kokkinos Mylos, we used to paint, more
with Tsoklis and less with Kessanlis, our first oil paintings, and we
would then anxiously show them to our teacher, Moralis, awaiting
his verdict.

This always came in an innovative, for the period, direction, with
frequent reference to the work of Cézanne, Picasso, the early
cubists and their views concerning the purity of form, the equilib-
rium of volumes and the accuracy of colour tones.

By Moralis | was taught how to seek out the plastic virtues of
drawing and to pursue a harmony that limited the exaggerated,
and often superfluous, distortions of drawing.”

Speaking of the beginning of her apprenticeship, loanna Asmani
(1929) said, forty years later, “l entered the School of Fine Arts
when Moralis became a professor [...] . Moralis succeeded as
a teacher and produced students of such different personalities
because he had intelligence and an alertness that enabled him to
go beyond the typical and acceptable. Moralis, now that  am in a
position to be objective, never touched our wings: “If you want — |
would not want to impose it on you — add a little red”, he used to
say [...]. We used to wait for him eagerly, lying down on the grass
and on the school's stairs, to set up the model, and we flocked
around him from everywhere to fill up the room. The way he set
up the model had turned the old school on its head.”

In 1956, after nine years at the School of Fine Arts, Moralls,
speaking of the two-way, creative teacher-student relationship,
said with humility: “In painting, the teacher may at first have a
rational relationship with the student, that is, telling him techni-
cal things that can be checked out [...]. Yet, an intellectual bond
gradually grows with the student at the School, and in this af-
fectionate atmosphere the teacher is able to offer more. Having
fewer demands for a total contact with the student, the teacher
tries to help him with his experience to discover the language
with which the student has opted to work. Of course, when the
student has other intellectual qualities besides perception, then
you communicate with him with your experience as a human
being, too. Yet, under no circumstances do | want my students to
standardise my views, to see things according to my own mod-
el. There are some who codify what you say and then they fall
into a facile construction; it should be underlined that the level
of performance at the School today is higher than before. Young
people show genuine interest. Many are those who follow in-
ternational art reviews, who are interested in contemporary art

Tov [NavuAo MaBidnouAo nou pe tnv akadnpaikn yvwon Kat Iy TUMKA Pe-
yaAonpégnela Tou Ugoug eixe tnv BeBatdtnta nou divel n dyvola». Kat ou-
vexi{Cel: «ApydTepa, eUTUXWC, NpBe o veodloplopevog ddokaiog Mdvvng
MépaAng....H yvwotn gepvdtnta kat uygvela tou MdpaAn, n aviiakadn-
paikn ddaokaA{a Tou Kal N NPoondBela NPOCAPUOYNG OE AVILKELMEVIKEG
YVWOELC ennpeacpeveg and ta 0waypata tng Lwypa@ikng tou Cézanne,
ATav Ol NPWTEG EVIUNWOELG NouU Onploupyouaoav éva KAlua ektipnong, oe-
Baopou Kal IVEUPaTIKAG Kal KaAMTEXVIKNG nelBapxiac.

Quudpat 6t tnv neplodo ekelvn, o€ pLa cog{ta Tou onttioV Jou Kat o€ Npe-
proleg ekdpopeg otov Kékkivo MUAo, Cwypawi{lape, neplocdTePo PE TOV
TookAN Kat Alydtepo pe Tov KeooavAn, Toug Npwtous pag nivakeg pe AddL,
nou Ttoug delxvape PETd Ye MOAA cuykivnon kat tapaxn otov 0dokaio
MépaAn neptpgvovtag v Kpion Tou.

O kploelg Tou akohouBoUoav NAvIa Pl avavewtikn, yla v enoxn ekeivn,
kateUBuvaon e OUXVEC ava@opeg aTto £pyo Tou Cézanne, Tou Picasso, Twv
NPWIWY KUBLOTWY Kal TI¢ avTANYELG TOUG yia Tnv kaBapdtnta Tng dépuac,
TNV Looppon{a Twv GyKwv Kat TNV akp(Bela Twv XpWHATKWY TOVWV.

And tov MdpaAn didaxtnka va avaldntw TG NAQOTIKEG APETEG ToU OXed(-
0U Kal va eNBLWKW TNV Npayuatono{non plac apuoviag NEpLopLoTKAG Twy
UNEPROAIKWV, Kal GUXVE NEPLTTWY, NAPAPOPPWOEWY ToU oxXediou».b

H lwdvva Acpdvn (1929), pihwvtag ya to &exkivnua tng pabBnteiag tng,
avagepel Petd and oapdvia xpovia: «Eyw pnnka oto oxoAeio Twv KaAwv
Texvav étav o0 MépaAng pnnike otn 2xohl KaAwv Texvav kaBnyntic.... O
MépaAng npdkole oav kaBnyntig kat eByale paBnieg pe 1600 dlago-
PETIKEG MPOCWMIKATNTEG, yiaTl eixe pia e€unvada kat pla yopydtnta, nou
dev Tov otapdtaye ota Tunikd kat kateotnyeva. O Mépaing, Twpa nou &i-
paL avTKelPeVIKA, dev AyylEe NOTE Ta PTEPA HaG, <KL av BEAELC —OxL OTL OTO
eNBEMw— BAAe Kat Aiyo KOKKWAaKL» €eye... Tov nepiUévape volaopévol,
OTPWWEVOL 0TO YpacidlL Kal oTLG OKAAEG TNG LXOANG va OTNOEL TO POVIEAD,
kat galeudpaote an’ OAeq TIG PepLeG Eoniow Tou va ynoupe va yepioet ti-
yka n aiBouca. Kt o tpdnoc nou eixe tonoBetioel 1o poviéAo, ixe Eetvd-
EeL Ta XAN Kal 1a €pERN TNG NAALGG OX0AAG».”

0 (8tog 0 MdpaAng, 1o 1956 petd and evvéa xpovia otnv AXKT, pidwviag
yla tnv ape{dpopn, dnploupytkn axeon ddokalou-padntn, EAeye pe anAd-
NTA: «2TN WYpa@ikn, 0 0AoKaAOG Unopel va €xel atnv apxn dia Aoyki
eNa@n e 1o JaBnth, va tou net OnA. Npdypata TeExViKAG, Nou ynopoulv va
gheyxBouv...Opwc kat otn IxoAn, olyd-olyd avantyooetat Kat Pla YPuxikn
enagn pe 1o uabntn kat 10te YEoa o autn Tn Bepun atpdopalpa o ddoka-
hog unopel va npoo@épet neploodtepa. O 0AoKAAOG €X0OVIAG TG AYOTEPES
anattnoELqg yla plav anéAutn enaen pe 1o pabntn, npoonaBei va tov Bon-
Bnoet pe v nelpa tou yla va yvwpioel Tn yAwooa nou dldAe€e yia va p-
yaotel. Otav B€Pata o paBntig dlaBeétet ektdc and tnv avtiAnin kat Puxi-
ka xaplopata, téte €pxeoat o” enagn pal{ tou kat pe v nelpa oou Kat aav
avBpwnog. e kKaplav opwg nepintwon dev BEAw ol pabntéc pou va tuno-
notoUv TI¢ andyeLg pou, va BAEnouv ta Npduata cUp@wva Je 1o OLKO Jou
67
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npdtuno. Yndpxouv Yepikol mou KwdlkonotloUv 6,1t Aeg Kat 1éTe EENEPTouy
o€ plav eUKoAn Kataokeun® Ba npgnel va unoypappiooupe nwg n otdl-
MN TV anoTeAEopdTWY TN 2X0AN onpepa elval avwtepn and naAdtepa.
Ta nadid delxvouv npaypatiké evolapepov. Yndpxouv noAlol nou napa-
KoAouBouUv &€va KaAALTEXVIKG Neplodikd, evOla@epovTal yla Ta cuyxpova
npoBAAdata tng T€xvng, yvwpilovial Je ToUG KAAALTEXVEG Kal TN OOUAELG
TOUG, KGVouv 6,TL UNopouv yia V' aveBouys».8

H Péva lMNManaonupou (1938), paBrtpld tou autnc ng neplddou, Autd, ota-
pata Kat Yeotd ypdoet: «Ynnp&e kaBnyntng otnv AXKT ula nepiepyn eno-
xn. To peTep@uALaKks KAla ntav €viovo. Ot dvBpwnol eixav {noel dUoko-
Aa. H veoAala Atav aviicuxn, ouykpatnuévn kat oyéBpale. X1a €lkaott-
KA, eKTOC and eAdxL0Teq EQLPETELG, 0 XWPOC NTAV OUVINENTIKAC Kal Wi-
Cepoc. Evnpgpwon kaBoAou, Ta&idla noAU ondvia. Xtnv AXKT n didacka-
Ala akadnuaikn.

0 MdpaAng npwtog €kave pla d1dackaAia dla@opeTkN, MPOXWPNPEVN Kal
dlagoponotnpévn, 1600 oav artoUuevo 600 Kal oav lkactikn anoyn. lNa
péva ntav o ddokalog, nou e oapnvela pou paBe tn Bactkni avaioykn
avdAuon twv dedopévwy NG £1KOvag. Mia yvwon yia ndvia».®

0 &exwplotdg €lkaoTkOg Kal dlavooupevog BayyéAng Anpuntpgag (1934),
paBntic, and 1o 1958 €wg 1o 1963, ato epyacthiplo tou MépaAn, Kat apyd-
TEPQ KAAGG Kal euouveidntog kaBnyntAc, enl oelpd €TV otn 2X0An KaAwy
Texvav Ing OeaoaAovikng, ava@epdPevog oTn ANTéTNTA, TNV EUYEVELD TOU
MdpaAn Kat 1o xtoUpop, Nou Tov Xapaknptle, Aéel Nwe o MépaAng €kave
OlOKPLTIKG TO OlaXwplopd avdpeaa atouc pabntéc tou. ‘0oouC TOUC EKTL-
pouoe €Aeye Nw¢ NTav HaBnTEC Tou, yia Toug AAAOUG EAeye NwG ATav oTo
epyaotipld tou. Akoun Bupdtal PeTapoplkeg pAOELS Tou daoKAAOU Tou
OXETIKA PE TNV KAAALTEXVIKA OnpLoupyia: «An’” 1o povigho nalpvelg, ahAd n
glkdva dev npeneL va eival avilypapo», kat e&nyel nwe o MépaAng evvoou-
og 0Tl ouvex(elg Yetd Tn IX0AN Kal unopeic va nag napangpa.

Tou ¢ntiicape va dlaTuNwaoeL o€ oUVIOWO Kelpevo tnv avduvnon and tn Ot-
daokaAia tou daokdAou Tou. To €kave Pe olkovopia kat akp{Bela oto Adyo.
«Nop{Cw o1t o MNdvvng MépaAng d{daoke e MPOOOXA KAl EMLHOVA «YAWO-
0lKd atoxela» g wypa@IKAG Kal ané@euye, 600 Pnopouaoe va enPBAAAEL
atoBntikec kateuBuvoelg. BeBalwg, kaBuwc elval puaolkd kat avand@euKTo,
e{xe al0BNTIKOIOEOAOYIKEG MPOTIUNCELC, MOU ENNPEAOAV Kat Tn OLOAKTIKA
TOU Kal, Katd kalpoug, Atav epgavels. Maviwg, daniotwvoupe ot o Mdv-
vng MdpaAng eixe pla ddaktikn upUtnta, NoAAR XpAGLUN, Kupiwg av dev
Eexvape TNV KaTdotaon Tou KAAALTeExvIKoU nedi{ou TG XWpag Jac.

Na npooB€ow, UNaVIKTIKG KAt avaykny, 0Tt 0{0A0KE NWG 0pyavwvovIal ol
EIKOVEG NapPaATNPEWVIAg an’ I @uon, 6xt OpWE avilypa@a ng @UoNG, aAAd
OXETIKA aUTOVOREG Kal KaTtd To duvaTOV APTIEG KAAALTEXVIKEG AVAPOPEC.

MNpdtewve akdpa, yla 600uG ToV AKouyav NPOoEKTIKA, TPONoUG Slelpuvong

NG £IKOVAC Kal TPOMOUG anopdkpuvang and To VaTOUPAALOHO Kal TO €ML-
XelpoUoe NAvIa PE NPOCNVELD KAl EUYEVELD».

O AnpooBegvng Kokkwvidng (1929) poltnoe otnv AXKT, and 1o 1952 €wg

Issues, who are familiar with artists and their work, who do what
they can in order to go higher."

Rena Papaspyrou (1938), his student from that period, succinctly
wrote: "He was a professor at the School of Fine Arts at a strange
time. The post-Civil War climate was all-pervading. People had
experienced hard times. Young people were restless, restrained,
in a state of fermentation. The visual arts scene, with very few ex-
ceptions, was conservative and miserable. There was no informa-
tion; travel was rare. Teaching at the Athens School of Fine Arts
was academic. Moralis was the first to teach in a way that stood
apart, was advanced and distinctive, both as regards his demands
and in his views on the visual arts. For me, he was the teacher
who clearly taught me the basic proportional analysis of image
data. That was a lesson to cherish for ever.™

The outstanding visual artist and intellectual Vangelis Dimitreas
(1934), a student at Moralis’s workshop from 1958 to 1963, and
then a good and conscientious professor for a number of years at
the Thessaloniki School of Fine Arts, said about Moralis's finesse,
gentility and unmistakable sense of humour, that Moralis dis-
creetly distinguished between his students. He referred to those
he valued as his students, and for the rest he just said that they
were in his workshop. Dimitreas also remembered his teacher's
metaphorical sayings regarding artistic creativity: "You receive
you're your model, but the image must not be an imitation.” He
explained that Moralis meant that one must move on after the
School.

We asked him to write a few words of reminiscence from his
teacher's method. He went about it economically and precisely:
‘| believe that Yannis Moralis taught the ‘linguistic elements’ of
painting with attention and insistence and avoided as much as
possible to impose aesthetic guidelines. Naturally and inevitably,
he had aesthetic and ideological predilections that influenced his
teaching and became evident at times. At any rate, we note that
Yannis Moralis had a breadth in his teaching that was very useful,
especially considering the conditions in the art scene in Greece.

Let me add only as a hint, by necessity, how he taught the way
Images are organised by observing nature, but not imitations of
nature, but, rather, relatively autonomous and, to the extent pos-
sible, integral reference art works.

He moreover proposed, for those who listened attentively, ways to
extend images and ways to break from naturalism; and he always

went about it gently and politely.

Demosthenis Kokkinidis (1929) studied at the Athens School of
Fine Arts, in Moralis's workshop, from 1952 to 1957. From 1976,
he taught at the School, and was dean during 1979-82. His twofold



experience as both student and teacher was important, and his
opinion, therefore, weighed a lot. During the tribute to Moralis
held in parallel to the exhibition Teacher and students — Athens
School of Fine Arts professors, a series of lectures by the school's
professors on November 23, 2009, Kokkinidis, in a dense, reveal-
ing and disarming speech, talked about his teacher’s work with
respect to the latest currents and modernism. He said that Pante-
lis Prevelakis, in his history of art course, taught them the Renais-
sance and the Baroque, whereas they, being young artists, longed
for the modern, the contemporary. It was the painter Yannis Mora-
lis that taught these in his workshop.

In the catalogue Twn otov . MdpaAn, which accompanied the ex-
hibition, Triantafyllos Patraskidis (1946), the school's dean at the
time, wrote in his foreword: "He inspired trust, seriousness, se-
curity. A point of reference for most, he taught for 36 long years
at the school, and many of his students went on to distinguish
themselves. The teacher felt our anxiety; he intervened, always
to the point and when required, without nebulous theories and
big words; he was serious, venerable. We learnt from his ethos,
his sense of measure, his economy in the use of words and the
promotion of his own work.”

In a personal conversation with me in 1986.,'° Chronis Botsoglou
(1941) confessed: “I entered the School in 1960. My preparatory
course teachers were first Mavroides and then Moralis. Students
always come into conflict with their teachers. | was interested in
a more expressive painting. | already was familiar with Bouzia-
nis's painting and received a certain influence from that, certainly
superficial. Inner influences are harder to detect, to grasp. | put
that influence up against Moralis's teaching. Nevertheless, after
some time —as his was a strong personality and was a very great
artist himself - he exerted his own influence on me, in matters
of substance.™

Moreover, Botsoglou recognised that Moralis taught him “the
meétier, taught him basic things, such as structure, or colour
palette."?

Finally, Frantzis Frantziskakis mentioned an event during Mora-
lis's last lecture at the School.

“One morning this year, in late May, arriving at the School of Fine
Arts to give his last lecture, [Moralis] found his students all gath-
ered up, waiting for him [...]. They wanted to tell him in a simple,
human way their great "thank you". Embarrassed, as people are
on such occasions, afraid they might say or do something that
might be perceived as too much, or sound false, they meekly took
a small commemorative gift out of a box, with the date of the last
lecture engraved on it, and offered it to him [...]. Then he, visibly

10 1957, 010 £pyactripto tou Mépain. Ano 1o 1976 dida&e atn LX0AN, evwd
10 dldotnua 1979-82 unnipée Mputavng. H dnAn epnetpla tou, wg pabn-
T aAAd Kal w¢ daoKAAou, oNPavIKA, Kat yU' autdé n yvwun tou Bapuvou-
oa. Katd tnv tuntikn ekdniAwan yla tov MépaAn, nou nAaloiwoe tnv €xBe-
on AdokaAo¢ kat pabnteg-kabnyntéc tng AXKT, ekdNAWON PE OPINEC Ka-
Bnyntwv Tng XxoAng, nou npaypatonownBnke otg 23 NoepBpiou 2009, o
Kokkv{dng, pe évav geatd, anokaAunTikd kat a@onAloTikG Adyo, ava@ep-
Bnke 010 BLOAKTIKG Epyo Tou daokAAou Tou yUpw and ta véa peupata, Kat
10 poviepvo. Elne nwg o MavieAng MNpeBeAdkng oto pdBnua tng otopiag
NG T€xVNG Toug 0(0aoke tnv Avayévvnon kat 10 Mnapdk, evw autol, wg
VEOL KaATEXVEG, dupoUoav yia 1o JOVIEPVO, yla To Uyxpovo. Autd Toug 10
d{daoke 0 Cwypdyog [ MépaAng ato gpyactnptd tou.

YTtov katdAoyo pe t{tho Tiun atov [ MdpaAn, nou cuvddeue tnv (Bla €k-
Beon, o 16t€ MpUTavNCg TNG 2X0ANG, Tplavid@uAlog lNatpackidng (1946),
0T0 €L0aYWYIKO Tou Kelyevo avageépet: «Evénvee epniotoouvn, cofapdin-
10, aopdActa. Xnpelo ava@opdg yla Toug neploadtepoug, didage eni tpud-
via €& 0AOKANPa xpdvia aTn X0AN Kat moAAol paBntég tou dienpedav 0To
xwpo. 0 ddokalog apouykpaldtav Tnv aywvia pag, napevéBatve elotoxa,
dtav Kat énou xpelaldtay, xwpig vepeAdwdelg Bewpleg katl peydia Adyia,
ooBapdc kat oeBdopioc. Awdaxtikape and 1o NBog Tou, T0 PETPO, TNV OLKO-
vop{a 010 AGyo Tou Kat oTnv NPoBoAN ToU £pyou TOU.

0 Xpdvng Mndtooyhou (1941), 6 Nnpoownikn yac ouvopiAia to 1986,'° e-
puotnpeUtnke: «Mnaivw otn IxoAn 1o 1960. ‘Exw daokdAoug ato lNpoka-
TapKTIKS Tov Maupoidn Kat otn ouvéxela Tov Mopain. Ot yaBntég €pxoval
oe avi{Beon ndvia pe 10 0doKaAd Toug. Evolapepopal nepLoodTeERO yia pLa
Cwypa@kn no ekppactikn. Exw ndn yvwploel tn {wypagikn tou Mnou-
Qdvn Kat €xw dextel kdnota enidpaacn, oiyoupa e&wteptkn. TIC e0wWTEPL-
KEC endpAoelg elval no SUOKOAO va TG NACELG, Va TIG KATavonoelg. Autn
v enidpaan tnv aviinapaBetw, otn didackaAia tou MdpaAn. Mapd talta,
META and kAnolo Oldotnua —eneldn €xel Pla duvath NPOCWNIKATNTA Kal 0
{Oloc elval €vag noAU peydAocg kaAAltexvng— doknoe pla en{dpaon endvw
Hou, o€ NpdyPata NoAU ouclaoTika». "

Aképun, o MnétooyAou avayvwpilel nwg o MépaAng tou €uabe «to métier,
Tou €uaBe ouclaoTikd npdyuata, 6nwg n dopn Tou €pyou N Ta Xpwuata
NG NAAETAC»."?

Téhoc, 0 Opavilic Opavi{loKAKNG ava@ePEL Eva NEPLOTATIKG and 1o Te-
Aeutalo paBnpa tou MépaAn atn IXoAN:

<Eva npw{ g@étog, nepl 1a 1€An Malou, nnyaivoviag otnv Avwtdtn IxoAn
KaAwv Texvav va kavel 1o teAeutalo tou ydBnua, ide toug pabntég tou,
OUYKEVIPWHEVOUG, Va Tov NepLpevouy..Htav pdvo yia va Tou nouyv, 600 nto
anAd kat avBpwniva pnopolaoay 10 HEYAAO «euxaplatw». Aunxavot, onwg
ouvRBWG o€ TETOLEG NEPINTWOELG, HE TOV POR0 vVa TOUG EXEL KUPLEUOEL UN-
nw¢ Nouv 1 kavouv KAt nou va BewpnBel unepBoAkd N Yedtiko, EByaiav
delAd and 10 Koutl Tou €va PP avauvnoTiko dWpo, PE yxdpaktn end-
VW Tou TNV npepopnvia tou teAeutaliou paBrpatog, Kat Tou 10 NPooEPe-
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pav....Tote Kal ekelvog, pavepd ouyKIVNPEVOC, €ByaAe and tnv TOENN Tou
€va xapti nou eixe okono, eUyovIac va ToUg TO APNOEL 0aV ANOXalpeTL-
oTnpLo. 210 xaptl ekeivo noav ypappevol ol napakdtw otixot tou Mwpyou
Yepepn and 1o MuBiotdpnua:

E0W teAetdvouy ta €pya tnc 8dAacoac ta €pya tng aydnng.
Ekeivot mou kdnote Ba Zricouv €0 nou TEAELWVOUE

av TUXEL Kat auplost atn pvAun Touc 1o ailua va EexstAlost

ag un pag éexdoouy, TG aduvapes YuxeG ueoa ot aopodila,
ag yuploouv npog 10 £pefog 1a kKepdAla Twv Buudtwy:

Eueic nou tinote dev eixaue Ba touc 0tddEouue T yaArvn».'

H Ntiva MnaAiovd (1956), paBitpla tou MdépaAn tng teAeutalag @oup-
vide, andgottog tou 1983, Bupdtat pe ouykivnon tn oknvr autd Tou ano-
XALPETIOMOU e T0 OAoKAAO, MoU KATEANEE 0 AvaUVNOTIKEG @wToypa@(-
€C 0Ta O0KaAdKLa TN 2x0ANG. Ma tnv Eexwploth didaokalia Tou pag elne:
«0tav dKouyeg pLa KouBévta and To oTopa Tou Atav oAGKANPN n wypapt-
KN. YNQWIKTIKOG Kal OXL NEPLYPAPLKAC, MOAU SLOKPLTKAG yla va oou dWOEL
eAeuBepla va EedinAwoelg 1o TaAévio oou. ‘Eokufe ndvw oe kdBe pabntn
JE TO XaPAKINPLOTIKG ToU UNAOKAKL We To pdviado. Me ox€dla Kal okapt-
pnuata €kave unodel€elg yla kdBe €pyo, xwplg va akouundel Kal va napa-
Blalel 1o €pyo oou. Ot ONPELWOELC TOU, MPAYHATIKA €pya TEXVNC, yla KABe
natd{ ntav noAdtipeg. Ot unodel€elc Tou ywvdtav pe dLakplikotnta, Xwplg
va nNpoofdAet i1 va niédet To pabntn.

It tov kaBgva npoonaBouace va Tov KateuBuvel, GTPEPOVTAG ToU TO VOL-
a@EpPov Npog ta ekel nou o (dlog nioteue dtt Tou Tatplalel. Mua pepa, PAe-
novtag €va €pyo pou, pou elne av yvwptla tov De Staél kat va ndw otn Bi-
BAL0BAKN va dw ylatl Ba ' evdiEgepe. Madl Tou pdBaveg MoAU KaAd To
xpwpa. O MépaAng avalntoloe ota €pya tn doun. Eixeq noAeg avayw-
YEQ va Kavelg». '

And ¢ nokiAeg paptupleg Twv pabntwy Byaivel 1o OLaltepo TaAEVTO TOU
daokdAou Mdpahn Baclopevo atn yvwaon Kal v eAeuBepia.

And 10 0UVOAD TwV KELPEVWY Kal TIG HapTuples Twv paBntwv twv dUo pe-

yaAwv {wypdowy Kal 0aokdAwy, Tou Kwvatavtivou MNapBgvn kat tou Mdv-

vn MépaAn, avadeikvietal, yeca and 1o €pyo kat Tn ddackaAia toug, o

kaBoplotkdg pdAog touc, enl Ndvw and PLod alwva, 1600 OTNV AvVavew-

on tn¢ ddaokaAiac otnv AZKT, 600 Kat otnv eEEALEN TNG EAANVIKAG TEXVNG
Tou 200U alwva.

Aiva Tolkouta-Agipédn

Ap. lotopiag Tng t€xvng

EnweAntpla EBviknc MvakoBrikng-Mouoeiou AAeEdvdpou Youtlou

touched, took out of his pocket a piece of paper, which he planned
to leave with them as a farewell. On that piece of paper were writ-
ten these lines from George Seferis's Mythistorema:"

Here end the works of the sea, the works of love.
Those who will some day live here where we end —

should the blood happen to darken in their memory and overflow

let them not forget us, the weak souls among the asphodels,
let them turn the heads of the victims towards Erebus:

We who had nothing will school them in serenity.

[Translated by Edmund Keeley and Philip Sherrard]

A student of Moralis who attended his last lecture, a graduate of
1983, Dina Balona (1956) remembers with emotion that farewell
scene with the professor, which ended with taking snapshots at
the stairs of the school entrance. She told us about his outstand-
ing teaching, "When you heard a word come out of his mouth, it
was all of painting. Evocative, rather than descriptive, very dis-
creet, so as to give you space for your own talent to unfold. He
leant over each student with his characteristic clip notebook. He
made suggestions for each work, using drawings and sketches,
never touching. or violating your work. His notes, true works of
art, were invaluable for each student. His suggestions were dis-
creet, without offending or pressurising the student.”

“He tried to guide each one in the direction he thought was fit-
ting for him. One day, looking at my work, he asked me if | was
familiar with De Staél and told me to seek him out in the library,
as he would interest me. You learnt colour very well under him.
Moralis sought structure in works. There were many reductions
to make."*

Out of all these students’ accounts emerges the distinctive gift of
the teacher Moralis, which was based on knowledge and freedom.

These writings and accounts by the students of the two great
painters and teachers, Konstantinos Parthenis and Yannis Mora-
lis, highlight their definitive contribution, through their work as
artists and as teachers, to the renewal of teaching at the Athens
School of Fine Arts and to the evolution of 20"-century Greek art

Lina Tsikouta-Deimezi
Dr History of Art
Curator, National Gallery-Alexandros Soutzos Museum



NOTES

1. It seems that Parthenis was insulted by the behaviour of his fellow profes-
sor at the School, Pavlos Mathiopoulos, during the student evaluation proce-
dure. See essay by lN€tpoc Xdpng in Anpuntpa ToouxAou, Acavioup Mnaxaptav,
H Avwtdtn 2xoAn twv KaAdv Texvddv. Athens, Apopsi, 1984, p. 91-93.

2. Magdalini Tsikouta, Le peintre poete Engonopoulos et le surréalisme en
Grece, Master's thesis, Université Paris IV, Sorbonne 1983, p. 46-47.

3. Nikog Eyyovénoulog, “AdAeén via n {wypa@kn”, Embewpnon Texvng,
1963, p. 193-196; specifically see p. 195; retrospective exhibition catalogue
Niko¢ EyyovénouAoc, National Gallery-Alexandros Soutzos Museum, Athens
1983, p. 13.

4. AavinA, Kiapookoupo A’ Lechaina Cultural Association, 1982, p. 44-45, 82,
84, 91 and Aiva Tolkouta, "AavinA Epaotiq tng awdviag vedtntag tng Téxvng”
in Lina Tsikouta (ed.). AaviriA, retrospective exhibition catalogue, Athens Na-
tional Gallery-Alexandros Soutzos Museum, 1998.

5. AavinA (1982), ibid. p. 82.

6. Anuntpa ToouxAou, Acavtoup Mnaxaptdv, op. cit., p. 127-129. Notably, the
book cover features a woodcut by Yannis Moralis, reprinted from Zuydg, de-
picting the Athens School of Fine Arts.

7.1bid., p. 131-132.

8. Nwpyog Metpng, “O Mdvwng Mdpahng yia ™ {wypa@kn’, Embedpnon
Téxvng, No. 20, August 1956, p. 132-135, specifically p. 134-135.

9. This essay was written especially for this study. Her opinion as a student is
pertinent also in view of her important output as a visual artist, and because
she, too, was an outstanding teacher at the Athens School of Fine Arts; her
students include eminent artists of the generation of 2000, such as Andreas
Sawva, llias Papailiakis, and many more.

10. Information from my recorded conversation with Chronis Botsoglou on
25/9/1986 in his studio on 23, Digeni Akrita Street.

11. Magdalini Tsikouta, Les influences dans la peinture grecque apres 1945,
doctoral thesis, Paris Université Paris IV Sorbonne, 1991, v. Il p. 557.

12. Ibid., v. I, p. 309.

13. ®pavidng Gpavidiokdkng, «O Mdépaing ddokarog», Zuydc 1983, No. 60,
p. 24-27; see also Anuntpa ToouxAou, AcavtoUp Mnaxaptdv, op. cit., p. 264.

14. From a personal conversation with the author about this essay, in Janu-
ary 2011.
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Athens-Rome-Paris-Athens

“Yannis Moralis became an accomplished and mature artist in the 1930s. Which educational models guided his youthful
explorations? A student at the Athens School of Fine Arts since age 15 (1931), he acquired a solid training in the work-
shop. Two of his professors, the most reliable ones, Parthenis and Kefallinos, pursued, each in his own way, a classical
ideal. The senior artist was a man of few words, distant, mysterious. The younger one, a cosmopolitan, an intellectual,
a progressive person, striving to pass knowledge and information on to his students; to bathe them in the atmosphere
of Paris. It was to Kefallinos that Moralis owed two of his early “loves”: André Derain, the post-Cubist classicist, and his

Greek counterpart, Galanis”.

M. Lambraki-Plaka “Yannis Moralis. A 20th-century classic”, To Vima, 24/4/1988



ABnva-Popn-llapioct-ABnva

«0 [dvvng MopaAng dlapoppuvetal kat wpthalel peoa otn dekaetia Tou ‘30. MNowa nadeutika npdtuna kateuBuvouy TiQ
VEQVIKEG ToU avadntnoelG; MaBntng otn 2xoAn KaAwv Texvwv and 15 xpovawv (1931), kataktd pla otepen epyactnplakn
nawdeia. AVo and toug 0aokKAAOUG Tou, oL Mo PoVIEPVOL, oL Mo a&téniotol, o [NapBevng Kat o Ke@aAAnvoc, KaAAlepyouly,
0 KaBevag pe Tov IpoMo Tou, £va KAaoko 1daviko. O npeafutepog elvat AtyouiAntoc, yakpvoc, puotnplwodng. O
VEWTEPOG, KOOUOMOATNG, OlavooUPEeVOC, MPOOOEUTIKAC, PAEYETAL VA PJETAOWOEL GTOUC HABNTEG TOU YVWOELC Kal
nAnpopopiec. va toug Bagtioel otov agpa Tou MNaptoloy. 2tov Ke@arnvo xpwotdel o MépaAng duo an’ TG NPWIHUES

“aydnec” tou: tov Avtpe Ntepaly, Tov HETAKUBLOTIKO, TOV KAQGLKO, Kal Tov EéAAnva opoAoyo tou, Tov [aAdvn».

M. Aaunpdkn-TAdka, “Ttavwnc MépaAnc. ‘Evac kAaowkdc tou 2000 awdva” To BAua, 24/4/1988
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0 lMdvvng MépaAng pe tov Niko NikoAdou, to 1936,
MpLV aVaXwpPNnoouwv yla th Popn.

Mdvvng MdépaAng, ‘EMn Moupghou kat Bavdong
Anpvaiog oto Café Bonaparte oto [Mapiat, 1o 1938.

0 lNdvvng MépaAng otnv ABriva, to 1937.
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Nekpn @Uon, 1934

NGOl og pouoaud, 55,2 x 44,2 ek.
Still Life, 1934

Oil on canvas, 95,2 x 44,2 cm

Itov unaiBplo pwroypdepo, 1934
AddL o€ pouoapd, 70 x 55 ex.

By the Outdoor Photographer, 1934
Oil on canvas, 70 x 55 cm
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0 Zwypdegog pe tov Niko NikoAdov, 1937
AddL o€ pouoapd, 91 x 72 ex.

The Painter with Nikos Nikolaou, 1937
Oil on canvas, 91 x 72 cm
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MNpocwnoypaepia tou {wypdpou Ocodoaiou XpiatodolAou, 1938
AddL o€ pouoapd, 92,5 x 53,5 ek.

Portrait of the Painter Theodossios Christodoulou, 1938

Oil on canvas, 92,5 x 53,5 cm
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Tupve, 1939

A@dL o€ pouoapd, 70,5 x 144,5 ek.
Female Nude, 1939

Oil on canvas, 70,5 x 1445 cm
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MNpocwnoypagpia tou yAuntn Mdvvn Mannd, 1938
A&OL og pouaapd, 54 x 46 ex.

Portrait of the Sculptor Yannis Pappas, 1938

Oil on canvas, 54 x 46 cm

Mdvvng MNanndg (KwvotaviivounoAn 1913-ABriva 2005)
0 Jwypdegog Mdvvng MépaAng, 1937

OpeixaAkog, 174 x 55 x 45 ek.

EBvikn MvakoBrkn- Mouoelo AAe€avdpou 2oUutlou
Awped ANeékou lwavvou Manna

Yannis Pappas (Constantinople 1913-Athens 2005)
The Painter Yannis Moralis, 1937

Bronze, 174 x 55 x 45 cm

National Gallery-Alexandros Soutzos Museum
Donated by Alekos I. Pappas
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Nexkpn @Uon, 1939

A@dL og pouoapd, 32 x 41 ex.
Still Life, 1939

Oil on canvas, 32 x 41 cm

MNMpoownoypagia Xpapdydag Mootpdrou, 1939
Ad@dL o pouoapd, 45 x 38 ex.

Portrait of Smaragda Mostratou, 1939

Oil on canvas, 45 x 38 cm
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Tonio tng ABnvag, 1936
Q0L o€ pouoapd, 43 x 87 ex.
Athens Landscape, 1936
Oil on canvas, 43 x 87 cm
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Bois de Boulogne, Halles aux vins, 1938
MeAdvt og xapti, 13 x 13,5 k.

Bois de Boulogne, Halles aux vins, 1938
Ink on paper, 13 x 13,5 cm

Boulevard Pasteur, 1938
MeAdvt o xapti, 13 x 13,5 ek.
Boulevard Pasteur, 1938
Ink on paper. 13 x 13,5 cm

Kn@uowd-Kepahdpy, 1936
MoAUBL oe xaptt, 26 x 33.3 ek.
Kifissia-Kefalari, 1936
Pencil on paper. 26 x 33,3 cm

Ndpodog tng Aewpdépou AAeEdvdpag, 1935
MoAUBL oe xapti, 18 x 32,5 ek.

Off Alexandras Avenue, 1935

Pencil on paper, 18 x 32,5 cm
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Villa Borghese, Papn, 1937
MeAdawt og xapti, 23 x 30,5 ek.
Villa Borghese, Rome, 1937
Ink on paper, 23 x 30,5 cm

Villa Borghese, Papn, 1937
MeAdvt og xapti, 23 x 30,5 ek.
Villa Borghese, Rome, 1937
Ink on paper. 23 x 30,5 cm



Apra, 1940

MeAdwt (kat apatwpeévo peAdvy) os xapti, 28 x 21,5 ek.

Arta, 1940
Ink (and ink wash) on paper, 28 x 21,5 cm

Apra, 1940

MeAdvt (kat apatwpévo pehdvy) oe xapti, 20 x 28,5 ek.

Arta, 1940
Ink (and ink wash) on paper, 20 x 28,5 cm
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Znoudn, 1940

MeAdavt og xapti, 44 x 25,5 ek.
Study, 1940

Ink on paper, 44 x 25,5 cm



Mpooxédia oUvBeong, 1939

MeAdwt og xapti, 31,5 x 24 & 31, 5 x 24 k.
Preliminary sketches for a composition, 1939
Ink on paper. 31, 5 x 24 & 31,5 x 24 cm
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Mpoox£Edio yua vwnoypadpia, 1939

Apatwpévo pehdvt kat poAUBL oe xaptl, 31 x 24 ek.
Preliminary sketch for fresco, 1939

Ink wash and pencil on paper, 31 x 24 cm

Fétes Foraines, 1938

MeAdwt kat udatoypapia oe xaptl, 13 x 21 ek.
Fétes Foraines, 1938

Ink and watercolour on paper, 13 x 21 & cm

Mopen, 1954
MoAUBL oe xaptl, 21,5 x 9 ek.
Figure, 1954
Pencil on paper. 21,5x 9 cm

Fétes Foraines, 1938

MeAdvt kat udatoypapia oe xaptl, 21 x 16 ek.
Fétes Foraines, 1938

Ink and watercolour on paper, 21 x 16 cm
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“Ydpa, 1936
=uloypaepia, 29 x 31 ex.
Hydra, 1936
Woodcut, 29 x 31 cm

H IxoAn KaA@v Texvav tng ABrivag, 1934
=uhoypaopia (Bokpn), 23,5 x 33 K.

Athens School of Fine Arts, 1934
Woodcut (proof), 23,5 x 33 cm
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Aydnn - EAnig, 1934
=uloypaepia, 335 x 18 ek.
Love - Hope, 1934
Woodcut, 33,5 x 18 cm

Autonpocwnoypadgia, 1934
=uhoypaoia, 40,8 x 37 k.
Self-portrait, 1934
Woodcut, 408 x 37 cm
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Café, 1939

Enwypagiopévn Euroypapia, 31 x 26 ek.
Café, 1939
Painted woodcut, 31 x 26 cm
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Zevydpy, 1942

=uloypaepia (1n dokiun), 44 x 20,5 ex.

Couple, 1942
Woodcut (1st proof), 44 x 20,5 cm

Tperg konéheg, 1940
=uhoypaoia, 27,5 x 19,5 k.
Three Girls, 1940
Woodcut, 27.5x 19,5 cm
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Ot katdhoyol Twv MNaveMnviwv KaAtexvikaov
ExBeoewv twv etcdv 1940 Kkat 1948.

0 lNdvvnc MépaAng oto epyaotriptd Tou otnv 006
Kapatiokdkn, otnv Kngtotd, 1o 1954.
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MNpocwnoypagia Mapiag Poucéy, 1943
AdQdL o€ pouoapd, 92,6 x 43,5 ek.
Portrait of Marie Roussin, 1943

Oil on canvas, 92,6 x 43,5 cm
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0 Jwypdeog pe T yuvaika tou, 1943
A@dL o€ pouoapd, 148 x 74 k.

The Artist with his Wife, 1943

Oil on canvas, 148 x 74 cm
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"Eykuog yuvaika, 1948

A@dL o€ pouoapd, 102 x 65 ex.
Pregnant Woman, 1948

Oil on canvas, 102 x 65 ex.
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To tpanéqy, 1947

Aot og pouoapd, 100 x 63 ek.
The Table, 1947

QOil on canvas, 100 x 63 cm

Adbo @ieg, 1946

A@dL o€ pouoapd, 100 x 67 k.
Two Girl Friends, 1946

Oil on canvas, 100 x 67 cm
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MNpocwnoypaegia lwdvvag N. AoGpou, n. 1947
Ad@dL o€ pouoapd, 117 x 84,5 ek.

Portrait of loanna N. Lourou, ca 1947

Oilon canvas, 117 x 845 cm
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MNMpocwnoypagia Pwkivvog Anpntpddn, n. 1950;
AddL o€ pouoapd, 81 x 65 ex.

Portrait of Fokion Dimitriades, ca 19507

Oil on canvas, 81 x 65 cm
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Moprokahég, 1940

Mehdwv, og xaptl, 13 x 17,5 k.
Orange Trees, 1940

Ink on paper 13x 17.5 cm

Mpépeda, 1940

Téunepa, o€ xaptl, 12 x 14,5 ek.
Preveza, 1940

Watercolour, on paper 12 x 145 cm

Kopitoua, Apra, 1940

Téunepa, peAdvt oe xaptl, 21 x 14 ek.
Girls, Arta, 1940

Watercolour, ink on paper 21 x 14 cm

Ix€dio, 1940

MeAdwt og xapti, 19,5 x 10,5 ek.
Drawing, 1940

Ink on paper, 19,5x 10,5 cm
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Ano o otpard, Apra, 1940

MeAdvt kat oAUBL oe xaptl, 19.5 x 29,5 ex.

From the Army, Arta, 1940
Ink and pencil on paper, 19.5x 29,5 cm

Ané o otpard, 1940

MeAdvL Kal xpwpatiotd
poAUBLa g xapti, 14 x 17,5 ek.
From the Army, 1940

Ink and coloured pencils

on paper, 14 x17,5cm

Ano 1o otpard, 1940

MeAdvt Kal xpwpatlotd
poAUBLa o xaptl, 12,5 x 12 k.
From the Army, 1940

Ink and coloured pencils

on paper, 125x 12 cm

Ano o otpard, Apra, 1940
MeAdvt o xapti, 16,5 x 21 €k.
From the Army, Arta, 1940
Ink on paper, 16,5 x 21 cm
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An6 o otpatd, Apta.

Mpocwnoypagieg Tou Xpratégpopou MouviZa, 1940
MoAUBL kat peAdvi oe xaptl, 29.5x 19,5 & 23 x 19,5 ek.
From the Army, Arta.

Portraits of Christoforos Gountzas, 1940

Pencil and ink on paper, 29,5 x 195 & 23 x 19,5 cm

Ano o otpard, Apta, 1940
MeAdvt oe xapti, 12 x 9 ek.
From the Army, Arta, 1940
Ink on paper, 12x 9 cm
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Ano o otpard, Apra, 1940

MeAdvt kat oAUBL oe xaptl, 19.5 x 29,5 ex.
From the Army, Arta, 1940

Ink and pencil on paper, 19.5x 29,5 cm

An6 o otpatd, Apta. BapéAng =evopav, 1940
MeAdvt og xapti, 22,5 x 12,5 ek.

From the Army, Arta. Varelis Xenofon, 1940
Ink on paper, 225 x 12,5 cm

Ano o otpard, Apra, 1940
MeAdwt og xapti, 19.5 x 14,7 ek.
From the Army, Arta, 1940
Ink on paper. 19,5 x 14,7 cm
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Ané 7o atpatd, Apra, 1940
MeAdwt g xapti, 16 x 14 ek.
From the Army, Arta, 1940
Ink on paper, 16 x 14 cm

An6 o otpard, Apra, 1940
Mehdvi o xapti, 16 x 19,5 k.
From the Army, Arta, 1940
Ink on paper, 16 x 19,5 cm

Ané 7o otpatd, Apra, 1940

MeAdwt og xapti, 29,5 x 19,5 ek.

From the Army, Arta, 1940
Ink on paper. 29,5x 19,5 cm
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The 1 9505: from the National Art Fair

at the Zappeion and the “Armos” group exhibition (1952-3)
through the Venice Biennale (1958) to the first solo
exhibition at Armos Art Gallery (1959)

“Once again at Armos Art Gallery, Moralis, after a long time, presents us with new examples of a fine artistic production, with
simple works yet rich in shapes and tones. The human figure in the simplest of poses and movements features in these
paintings. Arrangements of two figures in architectural poses of studied movement, informed by an effortless regularity and
balanced by a inner rhythm in a composed harmony of classical serenity. This is complemented by quiet, cool tones, which

establish a transcendental atmosphere of an art game outside of place and time.”

D. E. Evangelidis, “Exhibitions”, Nea Estia, 1/5/1959



H 6€K08qu TOU 1 950 and tnv MaveAAnvia
‘EkBeon oto Zanneto Kat tnv €KBeon thng opadag tou «<Appou»
(1952-3), otnv MnievdAe tng Bevetiag (1958) kat tnv npwtn
atodlKn €kBeon otnv aiBouoa ekBEoewv Apuocg (1959)

«2Tnv aiBouoa ndAt tou “Apuou” o MépaAng Uotepa and apketdv Kapo pac xapidel vea delypata plag AEMTNG KAAAITEXVIKNAG
dnploupylacg pe Tig anAéc aAAd NAoUGLEC OE OXNPATA Kal ToVoUG oUVBEDeLS Touc. H avBpwnvn pop@n otig anAoUcTePEC
OTAOELC Kal KIVACELG anoTeAel To Bpa Twv MvAKwY autwy. YUVBESELG Pe BU0 NPAowNa OE TEKTOVIKEG OTACELG PE MEAETNUEVEG
KIVAGOELC Mou TG puBuicel pla aBlaotn kKavovikotnta Kat TL¢ Lloopponel Kpupdc puBuadc oe ulav npepn appovia

KAQoGOLKNG yaAnvng. M autnv ouvexidovtat nouxol Puxpol Tévol Kat dnptoupyouyv plav eatn atpgoo@alpa KAAATEXVIKOU

naxvidlou 6w TOMOU Kal Xpovou».

A. E. EuayyeAidng, “EkBeaelc”. Nea Eotia, 1/5/1959
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‘ApBpo otnv epnuepida Le Monde yia tnv MmtevaAe tng Bevetiag to 1958.
MdpaAng kat Toapouxng nou eknpocwnnoav v EAAGSa ekelvn tn xpovid,
Eexwpllouv wg «0U0 KAaOLKo(», CUMPWVA E TO OUVIAKTN.

0 Mdvwng MopaAng pe PEAN TG KAATEXVIKNG opadag «Appdc» oth OgaoaAovikn,
10 1950 (Buakpivovtat ot N. Xat¢nkuptdkog-Tkikag, N. NikoAdou, N. MeAd, A. Aphdtn).

0 Mdvvng MépaAng e tov Tavn Znntépn Kat tov Mévwn ToapoUxn otnv MntevaAe g
Bevetlag 1o 1958. Awakpivetal niow and tov Teapouxn o €pyo tou [avwn MépaAn,
ErrdpBio (M.2432), pépog tng dwpedg tou otnv ENMAL.

0 Mdvvng MépaAng otnv MmevdAe tng Bevetiag to 1958.
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luvakeio yupve, 1950

NGOl og pouoaud, 69,4 x 45,2 ek.
Female Nude, 1950

Oil on canvas, 69,4 x 45,2 cm

Mopepni, 1952

A@dL o€ pouoapd, 160 x 86 ex.
Figure, 1952

Oil on canvas, 160 x 86 cm
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Mopepn, 1951

Auyotéunepa og EUAo, 49 x 38 ek.
Figure, 1951

Egg tempera on panel, 49 x 38 cm
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Mopepn, 1951

AddL og pouoapd, 160 x 104 ek.
Figure, 1951

Oil on canvas, 160 x 104 cm
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Mpooxédia yua 1o €pyo “XGvBeon A”, 1950
Aadonaotéh oe xapti, 20,5 x 19,6 & 28,5 x 35 ek.
Preliminary Sketches for “Composition A”, 1950
Oil pastel on paper, 20,5 x 19,6 & 28,5 x 35 cm

IovBeon A, 1949-1958
AddL o€ pouoapd, 81 x 65 ex.
Composition |, 1949-1958
Oil on canvas, 81 x 65 cm
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Enttoppro, 1958

AdQdL o€ pouoapd, 204 x 223 k.
Funeral Composition, 1958
Oil on canvas, 204 x 223 cm
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Enttoppla oGvBeon, 1958

AdBL Kal auyotépnepa og xdpvipnopvt, 106,5 x 77,5 ek.
Funerary Composition, 1958

Oil and tempera on hardboard, 106,5 x 77.5 cm
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AvanéAnon, 1959

AdBL Kal auyotépnepa og xApvipnopvt, 106 x 77,4 ek.
Daydreaming, 1959
Oil and tempera on hardboard, 106 x 77.4 cm
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Eocwtepkd, 1954

AadonaotéA e xapti, 19.8 x 29,8 ek.
Interior, 1954

Oil pastel on paper, 19,8 x 29,8 cm

Mpoox£dio ya o £pyo “TGvBeon A”, 1950
Nadonaotéh oe xapti, 20 x 12,5 ek.

Preliminary Sketch for “Composition A”, 1950
Oil pastel on paper, 20 x 12,5 cm

Pwyolpa, 1954

AadonaotéA e xapti, 29,6 x 16,1 ek.
Figure, 1954

Oil pastel on paper, 29,6 x 16,1 cm

146



147



Mpoox€dia guvBeong, 1954

Aadonaoté kat poAUPL o xapti,

1:195x175,2:21 x19.4,3: 195 x 14, 4:21.5x 19 ek.

Preliminary Sketches for a Composition, 1954

Oil pastel and pencil on paper, 1: 195x 17,5, 2: 21 x 19.4,3: 195 x 14, 4:21,.5x 19 cm
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Mpooxédia kat enpewdoelg, 1955-1960

MeAdvt kat oAUBL og xapti,
1:71%x94,2:21.3%x225,3: 21.3x 14,5, 4: 108 x 10 ek.
Preliminary Sketches and Notes, 1955-1960

Pencil and ink on paper,

1:71%x94,2:21.3%x225,3: 213 x 145, 4: 108 x 10 cm
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Mpoox£dia kat onpewdoelg (14 ato alvolo, oe kowvd nAaioto), 1955-1960
MeAdvt kat HoAUBL oe xaptévia, 50 x 35 ek.

Preliminary Sketches and Notes (14 in total, framed together), 1955-1960
Ink and pencil on cardboards, 50 x 35 cm
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Mopen, 1954
MoAUBL oe xaptl, 21 x 11,5 k.
Figure, 1954
Pencil on paper, 21 x 11,5 cm

Mopen, 1954
MoAUBL og xaptl, 27 x 9 ek.
Figure, 1954
Pencil on paper, 27 x 9 cm
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Mopgég, 1955

MeAdvt og xapti, 20 x 20,5 ek.

Figures, 1955
Ink on paper. 20 x 20,5 cm

Krinog otnv Knguoud, 1959
MoAUBL og xaptl, 31 x 25 k.
Garden in Kifissia, 1959

Pencil on paper, 31 x 25 cm

Mopen, 1954

Mehdvi o xaptl, 29 x 21 ex.
Figure, 1954

Ink on paper. 28 x 21 cm
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Mpoox£édio ouvBeang, 1954
MeAdwt og xapti, 33.5 x 21,5 ek.
Preliminary Sketch, 1954

Ink on paper. 33.5x 21,5 cm

Mopen, 1954
MoAUBL oe xaptl, 32 x 21,5 €k.
Figure, 1954
Pencil on paper, 32 x 21,5 cm

Mopen, 1954
MoAUBL oe xaptl, 32 x 21,5 k.
Figure, 1954
Pencil on paper. 32 x 21,5 cm

Mpoox€dio cuvBeang, 1954
MeAdvt o xapti, 34,5 X 24 €K.
Preliminary Sketch, 1954
Ink on paper. 34,5 x 24 cm



159



160

Kngowd, 1950
MoAUBL o xaptl, 17,5 x 25 ek.
Kifissia, 1950
Pencil on paper. 17.5x 25 cm

Epyactripy, 1954

MoAUBL oe xaptl, 18,4 X 24 K.
Atelier, 1954

Pencil on paper, 18,4 x 24 cm

®wyolpa, 1953

MoAUBL o xaptl, 20 x 14 k.
Figure, 1953

Pencil on paper. 20 x 14 cm

Kopitot, 1953

MoAUBL oe xaptl, 20 x 14 ek.
Girl, 1953

Pencil on paper, 20 x 14 cm

“Ydpa, 1953

MeAdwt og xapti, 21,5 x 28,5, ek.
Hydra, 1953
Ink on paper. 21,5 x 28,5 cm
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Mpoox£édio ouvBeang, 1954

MoAUBL oe xaptl, 17,5 x 25 k.

Preliminary Sketch for a Composition, 1954
Pencil on paper. 17.5x 25 cm

Mpoox£Edio yua 1o €pyo «EnttupPro», 1958

MoAUBL oe xaptl, 29,3 x 19,5 ek.

Preliminary Sketch for “Funerary Composition”, 1958
Pencil on paper. 29,3 x 19,5 cm

Mpoox£édio ouvBeang, 1954
MoAUBL og xaptl, 24 x 31 k.
Preliminary Sketch for a Composition, 1954
Pencil on paper. 24 x 31 cm
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Tupve, 1955

MoAUBL oe xaptl, 16 x 10,5 k.
Female Nude, 1955

Pencil on paper. 16 x 10,5 cm

Tupvé, 1955

MoAUBL oe xaptl, 7.5 x 12 ek.
Female Nude, 1955

Pencil on paper, 7.5 x 12 cm

Mpooxédio oGvBeong, 1955
MoAUBL oe xaptl, 20 x 28,5 ek.
Preliminary Sketch, 1955
Pencil on paper. 20 x 28,5 cm
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Mpooxédio guvBeong, 1956
MoAUBL oe xaptl, 21 x 32 ek.
Preliminary Sketch for a Composition, 1956
Pencil on paper, 21 x 32 cm

Ecwtepké pe dUo yUpVvEG @ryolpeg, 1956
MoAUBL o xapti, 20,3 x 31,5 ek.

Interior with two Nude Figures, 1956
Pencil on paper, 20,3 x 31,5 cm
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H 6€K08T[q ToU 1960 n deUteEPN ATOMLKA

€KBeon otnv aiBouoa t€xvng tou Eevodoxeiou XiAtov (1963)
KalL ol NELPAMYATIOMOIl HE TNV AQPALPETLKA NapAcTATIKATNTA

«210 XIATON, undpxel yla oxeTikd neplwplopevn aiBouaca yla ekBeaelc. Ta eykaivid tng otnv {wypa@ikn, EKave o [avvng
MdpaAnc. Ektdc and tnv pakeTta tou e€wteptkou Bdpetou Tolxou Tou Egvodoxelou Kal HEPLKWY BLOKOOUNTIKWY MoU
xpnaotlyonotnBnkav ato XiAtov aAAd kat 6° dAAa olkodounpata o MépaAng napouctddel Yia oslpd €pywy NMou Ta KUPLWTEPA EXOUV

1{tho «ouvBeoelc». H «dvolén», N «véa yuvaika», 1o «yupvo» elval ki autol nivakec pe yuvalkelec poppec, otnv dla

avanautikn otdon. Eivat napaMayeg oto (0o Bpa. H Ae€n «BEua» €ywve oTIC HEPEC Pag o «anodlonopunalog TpAyoc» aTnv TEXVN.

Twpa dpwe NAAL npdo@ata, yiverat MoAUG Adyog yia ENGTPOEN OTNV NAPACTATIKA TEXVN Kal akoUyovial
BplapBoAoyiec Twv aBepdneuta kaBuotepnuevwy KL aveldonointwy ota Bpata tng €xvng. H texvn eivat ndvra uia, ot

npaypatikol KaAexvec elval mavia Alyol, evd dlapkwe pe dd@opa npooxnuata aAAddouy oL TPOMoL EKPEACNG».

M. KaAydg, «To Xpoviko Twv EIKAOTIKWV Texviv. Mia onpaviikn ékBeon. H npdowatn douAeld tou dvvn Mépain» To Briua, 18/5/1963
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Anpoofeupa otnv egnuepida MeonuBptvri (29/4/1963), ue agopun
deutepn atoutkn €kBeon tou dvvn Mépahn otnv alBouca ekBEoewv
Tou =evodoxeiou XiAtov. Atakpivovial Ta EUPLOKOUEVA CNUEPT OTLG
oUuMoveEc Tng EMNMMAX €pva, EmtuuBia ouvBeon A’ (11.7702), EmitouBia
ouvBeon B (1.7703) kat EntdpBia advBeon [T (11.7704).

0 lNdvvng MépaAng ato atelle tou {wypapicel To, MpoopLlduevo
yta 1o dlapéptopa tou Mdavou XatdlddkL, €pyo, Avorén (1963).






Néa yuvaika, 1962 (evundypapo)
&0l og pouaapd, 63 x 43 ekx.
Young Woman, 1962 (signed)

Oil on canvas, 63 x 43 cm

Tupve, 1962 (evundypapo)
Ad@dL o€ pouoapd, 60 x 80 ex.
Nude, 1962 (signed)

QOil on canvas, 60 x 80 cm
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Avdpvnon, 1963 (evundypawo)

K&Ma BvaBUA os pouoapd, 63 x 81 ex.
Memory, 1963 (signed)

Vinawyl glue on canvas, 63 x 81 cm

Enttoppa XGvBeon Z', 1963 (evundypago)
KéMa BvaBUA og pouoapd, 79 x 73 ex.
Funerary Composition VII, 1963 (signed)
Vinawyl glue on canvas, 79 x 73 cm
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Enwdppa obvBeon B, 1958 - 1962 (evundypawpo)
Aot og pouaapd, 116 x 168 ek.

Funerary Composition Il, 1958 — 1962 (signed)
Oil on canvas, 116 x 168 cm

Enttoppa XGvBeon A, 1958 - 1962 (evundypawo)
AddL o€ pouoapd, 150,5 x 150,5 ek.

Funerary Composition I, 1958-1962 (signed)

Oil on canvas, 150,5 x 150,5 cm
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Enttoppa XGvBeon E’, 1963 (evundypawo)
KéMa BvaBUA og pouoapd, 79 x 73 ex.
Funerary Composition V, 1963 (signed)
Vinawyl glue on canvas, 79 x 73 cm

Enttoppa XGvBeon A, 1963 (evundypago)
KéMa BvaBUA og pouoapd, 73 x 73 ex.
Funerary Composition IV, 1963 (signed)
Vinawyl glue on canvas, 73 x 73 cm
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Enttoppa govBeon I, 1958-1963 (evundypapo)
AddL o€ pouoapd, 150 x 150 ek.

Funerary Composition Ill, 1958-1963 (signed)
Oil on canvas, 150 x 150 cm
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Kalokaipt, 1968 (evundypago)

KéMa BvaBuA og poucapd, 106 x 70 ex.
Summer, 1968 (signed)

Vinawyl glue on canvas, 106 x 70 cm
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0 lNdvvng MépaAng atnv Alywva, oto epyactnpld tou, 1o 1974 (pwt. Apnc Kwvotavividng).
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(0. 188-189) AudAoyog, 1974 (evundypawo)
@01 o€ pouoapd, 97.8 x 165,7 ek.

(p. 188-189) Dialogue, 1974 (signed)

Oil on canvas, 97.8 x 165,7 cm

Epwtiké, 1982 (evundypapo)
AKpUAKS o€ pouaapd, 200 x 230,4 ek.
Erotic, 1982

Acrylic on canvas, 200 x 2304 cm
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Zmiwl LoD METVFUY T LEUNUOIDIRTE TEY TELVEW.
(Bivay xdwvte i péve atm oy Oed Ghoya Copdvo

o 0o ALaf mob Sageod tgapoty mgbe dveldeTeg.

patelitvong. TEToL dxovan pk molt ooy Thy
Wén tob Frapor vt Dytion dsh th Ddvwn Mopaky
vix gldovoyougAjoel Té oot pow.
"Dordan Bray, totepe Gad doxetobe pives, & Moowiagg
wol Eele tig Loyemquée Tow, mnvdhufio mig wIroget
witmote i wip Sadoyel ko duibl, adgh pduo dued
ghetfegu dhove xehmdlovong dveldpmnte o Bva spd-
oo Afiad. Kovdhalle mbe elye adver i toyocle moi
THOAAROVOE TH MRV Bvie vedTeomy wukliTéyyn, st
Bev deyromou h Eoyo Rz molvong, woBvuy ARt ek
vevelr makadtepd toun. Tlg eladveg Tov tig elba by
Evoy dvifloyo Tonoternuévo ak dowpogetead] siiudso,
mi aufhdoptre, mb qodone dad 8,0 yeved ovvilos )
Tgepepu] g Royotepvie, M Srevay vz Tig mpooio
whtks of Troyouciés o0t Tl yepiln, T yerdla wil
T8 poow @oTsel gorhuete: Evag xeplolnhicr GO
el Bvo Gmsdyned segotéps Bva ceoifidhe gove-
WEVD HEATOUG WIQOOTHE 0 Bvit ¢ Topamijiovd e oty pud

0 Zeépng oto Ogatpo Tou Atovioou 1o 1965 (pwrt. Philip Boucas).

ahadgry mod 2ol Fva mahayo axb mévgiva ool
Th wourdto hurdgag alaw dad i hadoudyn nooTe
O posplvdg OpICoYTag ag yrhacpévng moilteiag dad
mochad., Ko dhio dmdpn. [Iog sovfevnidler wovelg we
téti swpdyuate; Ko duog vadpye Evag ovihudg, moi
T Svibver DL e DT wob Ti sdves i gof), kol T SR
Tey Adofve —-

i HETE AEAGRUTE Rl FTA0PTIG

pod) g Tooyouda o A gk, T Siusspastiae onihudg,

[Tage v nE Qo Toowy Gy otk ol siedveg elvel 1) oo~
FTi| Dol fopnvela Tdy wompdTov [Lov, O Enog-
iz mAOeTToT TG elwola Phénel aig Bev Dadoysl e
pepipevo o Bvi tEnia Sodogue TT tguavela zdds Eg-
o glvin fopnvein ToD Fovtol wog, G drelvou mot 1
uoteynoe, Ghk dxalvon mob t hafdie, h fléme |
th dxove, TEhe vie od 1ol fuerod pog dy by 10D
Bohouue uwdy Gasppohing otevdgmpy Ewvoid, Ay Ty
OYOUGOOUNE — BT —— Ty «30BT0 pas Eoutds, nutl
i) dboarakiv tod Zinshavon,

ﬁJFth %#‘*7{""5‘““&
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Zwypa@keég 6uVBEoELG-0x0ALa yia TN cuMoyn [ouriuata
Tou Mwpyou Zewépn (ekddoelg Tkapog), 1965
AadonactéA, 24,5 x 35 ek.

Paintings - pictorial commentary on the collection

of Poems by George Seferis (Ikaros Editions), 1965
Oilpastel, 24,5 x 35 cm
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Zwypa@keég 6uVBEoELG-0x0ALa yia TN cuMoyn [ouriuata
Tou Mwpyou Zewépn (ekddoelg Tkapog), 1965
AadonactéA, 24,5 x 35 ek.

Paintings - pictorial commentary on the collection

of Poems by George Seferis (Ikaros Editions), 1965
Oilpastel, 24,5 x 35 cm



199



200

Zwypa@keég 6uVBEoELG-0x0ALa yia TN cuMoyn [ouriuata
Tou Mwpyou Zewépn (ekddoelg Tkapog), 1965
AadonactéA, 24,5 x 35 ek.

Paintings - pictorial commentary on the collection

of Poems by George Seferis (Ikaros Editions), 1965
Oilpastel, 24,5 x 35 cm
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Zwypa@keég 6uVBEoELG-0x0ALa yia TN cuMoyn [ouriuata
Tou Mwpyou Zewépn (ekddoelg Tkapog), 1965
AadonactéA, 24,5 x 35 ek.

Paintings - pictorial commentary on the collection

of Poems by George Seferis (Ikaros Editions), 1965
Oilpastel, 24,5 x 35 cm
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Zwypa@keég 6uVBEoELG-0x0ALa yia TN cuMoyn [ouriuata
Tou Mwpyou Zewépn (ekddoelg Tkapog), 1965
AadonactéA, 24,5 x 35 ek.

Paintings - pictorial commentary on the collection

of Poems by George Seferis (Ikaros Editions), 1965
Oilpastel, 24,5 x 35 cm
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H ZQIPAGIKH 2YNOEXH 'lA TO =ENOAOXEIO MONT PARNES (1961)
THE PAINTING FOR THE MONT PARNES HOTEL (1961)
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(0. 206-207) ZdvBeon, 1961

BuwaBuA og voPondv, 190X355 ek., evundypapo (k.0.), Advelo Awapkeiag otnv EMMAY,

YuMoyn Regency Casino Mont Parnés kat EMnvika Touptotikd Akivnta.
(p. 206-207) Composition, 1961

Vinavyl glue on particle board, 190x355 c¢m, signed (b.r).

on indefinite loan to the National Gallery-Alexandros Soutzos Museum,
Regency Casino Mont Parnes and Hellenic Tourist Properties.

To peydMo eotiatdplo Tou =evodoxeiou Mont Parnes, 6rou tonoBetiBnke 1o €pyo tou Mdwwn
MépaAn.
The large Mont Parnes Hotel restaurant, where Yannis Moralis's work was installed.

0 Kwvatavtivog Todtoog, ouvodeudpevog and tov pntporoAitn Attkng kat Meyapidog Idkwpo.
NPOCEPXETaL ota eykaivia Tou Mont Parneés. 1o BdBog dakpivetal kat ndAL 1o €pyo tou I- MépaAn.
Constantinos Tsatsos arrives for the Mont Parnes opening, accompanied by the Metropolitan of
Attica and Megaris, lakovos. Yannis Moralis's work can be seen in the background.

Téooepa npooxEdia yia tn XGvBeon tou Mont Parnés, 1961
AByotéunepa, 15 x 27, 28 x 47, 15 x 27 ex. & HoAUBL, 21,5 x 28 ek.

Four preliminary drawings for the Mont Parnes Composition, 1961
Egg tempera, 15 x 27 cm, 28 x 47 cm, 15 x 27 cm & Pencil, 21.5 x 28 cm



Yannis Moralis's Composition — one of the artist's largest murals —
was made in 1961, commissioned for the Mont Parnes Hotel. The
architect Pavlos Mylonas, who was tasked with the construction of
the Mont Parnés Hotel in the late 1950s, cooperated with a large
number of artists; among them, these three “art advisors” enjoyed
a special place: Nikos Hadjikyriakos-Ghika, Yannis Tsarouchis and
Yannis Moralis, who seems to have been the most active contribu-
tor of the three. Regularly visiting Mont Parnes, he made construc-
tive suggestions, providing creative and original interventions on
architectural design subjects; it is not by accident that P Mylonas
called him a “soulmate” for the harmony of their views concerning
the fusion of architecture and art. A. Xydis characteristically wrote
about Moralis: “For years now | have believed that the virtues of his
art lent themselves well to the completion of architectural projects.
His power and his love for arrangement, his sensitive, weighed
colour harmonies, his meticulous execution, the clarity and mon-
umentality in the arrangement of planes and mass, were all key
qualifications for an architect.”" Besides, Moralis had been actively
involved in other studies for a harmonious blend of architecture
and the visual arts: Already in 1959, he had begun to design the
exterior walls of the Athens Hilton Hotel, while in the following two
years he worked on compositions which fall under the category of
architecture for the Hellenic Tourism Organisation hotel in Florina
and for the "Okeanis” restaurant in Vouliagmeni

Moralis was commissioned to make the unique mural that was to
be the centrepiece of the Mont Parnés ground floor, on the far end
of the restaurant, an impressive, long and narrow room with un-
obstructed view to the landscape of Attica. Having worked out the
details of the interior design of the room, the artist made a work in
perfect harmony with the perspective and luminosity of the room.
His familiar figures are depicted floating in a dream-like land-
scape of lush vegetation against a lyrical, almost monochromatic
field. Their allegorical, vibrant, graceful movement is at the core of
the narrative. M. Hadjidakis reminds us precisely of this key ele-
ment throughout Moralis's work: “The human figure, especially the
youthful female figure, is at the centre of [Moralis’s] interest.”

Evita Arapoglou
Art Historian
Curator, A.G. Leventis Foundation Collection

FOOTNOTES

1. ®wtdnouroc B. (ed.). Mdpaing Athens, Emporiki Bank Group of
Companies, 1988, p. 475.

2. ibid., p. 591.
3. Xat¢ndakng M., "Twavwng MépaAng”, Zuydc, No. 80, July 1962, p. 5.

To €pyo ZuvBean tou [dvvn MépaAn -€va ano ta peyaAdtepa enitoxa (w-
YPAQIKE €pya ToU KaAMTEXVN- @lAoTeEXVNBNnKe To 1961 yla Toug XWpoug Tou
—evodoxeiou Mont Parnés. Yta 1€An tng dekaetiag tou 1950, o apxitexto-
vag MavAog MuAwvdg, €xoviag avaAdfel TNV Kataokeun tou =evodoxelou
¢ MNdpvnBag, cuvepydotnke pe evav peydAho aptBud KaAMTeEXvVWY, avdue-
0a otouc onoloug Eexwploth BEon eixav ot TpELG «KaAALTEXVIKO! GUPBOUAOL»:
o Nikog Xatdnkupidkog-kikag, o Mavvng Toapouxng kat o Mavvng Mépa-
Ang, o onofog gaivetat va unnp&e o UVAUIKOTEPOG GUVIEAEOTNG avdpeaa
oTnv opdda Twv TpLwv. TakTkAg otig entokePelg Tou otnv [dpvnBa, cuvep-
YAoTNKE £NOIKOOOUNTIKA NPOCEEPOVTAC ONULOUPYIKES NPWTOTUNEG eNepBd-
0€LC NAVW O apXITEKTOVIKA dlakoounTikd B€patar dev elvat tuxaio nou o [1.
MuAwvdg tov anokdAece «adeA@n Puxn», ava@epdpevog otn cUPNVoLa Twv
andPedv Toug og 6,1t aPopoUse TN CUMMAEUCN APXLTEKTOVIKAG KOl KAAAL-
Texviag. O A Z0dn¢ €ypalie yla Tov MépaAn xapaktnpLotikd: «Xpdvia Twpa
en{oTEVa NWC Ol APETEG TNG TEXVNG TOU NPOa@EPOVIaV atnv aptiwon €pywy
QPXITEKTOVIKAG. H dUvaun Kat n aydnn tou otn olvBeaon, ot eualoBnteg Kat
CUYLOPEVEC XPWHATIKEG appovieg Tou, N ENPEAELT TNG TEXVIKAG TOU, N a@n-
VELO KAl N PVNPELOKGTNTA OTNY opydvwaon NAdvwy Kat dykwv anotehovdoav
6Aa npoadvta NepldnnTa yia £vav apxitéktovax».! O MépaAng, eEaMou, eixe
avapexBel evepyd o€ AMeG PEAETEC apPOVIKAG OULEUENG aPXITEKTOVIKAC
Kal ElKAoTIKWY Texvav: and 1o 1959 eixe Adn apxioel va oxedldlel tn Olako-
opnon Twv eEWTEPIKWV Toixwv Tou Eevodoxeiou Hilton atnv ABrva, evw tnv
endpevn dlet{a epydotnke Ndvw o CUVBECELC MOU £VTIAOCOVTAL GTNV apPXLTE-
KTovikn yla 1o Eevodoxelo Tou EAANVikoU Opyaviopou TouptopoU otn OAw-
pLVa Kal yla 10 £0TLaT6pLo «Qkeavig» otn BouAlaypévn.?

0 MépaAng avéraBe tn dnptloupyia Tou povadikoU €pyou (wypa@IKNG nou
eixe npoPAe@Bel va deondlel oto odyelo Tou Mont Parnés, oto BdBog tng
aiBouoac @ayntou, evdc HakpAOTEVOU EVIUNWALAKOU XWPOU PE anpdoKontn
B€a 10 attkd tonio. ‘Exoviag enwpeAnBel pad{ pe tov MuAwvd TiG AenTopEpELEG
dlakdopnong tng aiBouoag, o {wypd@og evapuovLIoE T0 £pY0 TOU JE TNV MPOO-
NTKA Kal T gwtevdtnta Tou dwpatiou. Méaa a’eva Auptkd -oxed0v Hovoxpw-
patké- nedio aneikovidovial oL YWWPLUEG HOPPEC TOU, AlWPOUMEVES PECT O
€va ovelpIko ton{o Nukvng BAdotnaong. Muprivag tng apriynaong, N BEAKTIKA K-
vnon Toug, aAAnyoptkn Kat {woddxog akplRwe o M. Xat¢nddkng Bupilel autd
10 OOUIKO oToIXE{D OTO €pyo Tou MEpaAn: «kEVIPo Tou evOlaWEPOVTOQ Tou &l-
vat 0 avBpwnoc Kat £0IKOTEPA N VEQVIKN YUVALKELD Hop@n» 3

EB{ta ApdnoyAou
loTOPLIKAG TNG TEXVNG
EnweAntpla LuMoyng 18pupatog A. I AgBevin

YHMEIQXEIY

1. ®wtdnoudog, B. (eniy.), MdpaAng, ABriva, ekd. Opidou Etawpiwv Epnopiknig Todnedac,
1988, 0. 475.

2. 2710 (010, 0. H91.
3. Xatdnddakng, M., «[dvvng MépaAng», Zuyde, . 80, loUAlog 1962, o. 5.
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EPTA TTPOEPXOMENA ATO IAIQTIKEX 2YAAOI'EX
WORKS FROM PRIVATE COLLECTIONS

Kopitat nou Auvel 1o gavddA tou, 1973

AKpUAKS o€ poucapd, 146 x 100 ek.

YuMoyn MopewtikoU 18pupatog EBvikig Tpanédng tng EAAGGOQ
Girl untying her sandal, 1973

Acrylic on canvas, 146 x 100 cm

Collection of the National Bank of Greece Cultural Foundation
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Aiywa, 1974

AKpUAIKS o€ pouoapd, 114 x 165 ek.

YuMoyn 16pUpatog AAéEavdpog . Qvdong
Aegina, 1974

Acrylic on canvas, 114 x 165 cm

Collection of Alexander S. Onassis Foundation

212






Epwukoé, 1979

Akpuhiké oe navi, 140 x 140 ex.
DLWtk cuMoyn

Erotic, 1979

Acrylic on canvas, 140 x 140 cm
Private collection

Mopepnri A, 1978

AkpuAiké og nav(, 140 x 140 ek.
[Slwtkn cuMoyn

Figurel, 1978

Acrylic on canvas, 140 x 140 cm
Private collection
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Awddoyog, 1982

Aot og pouaapd, 200 x 230 ek.
YuMoyn L. Zaxaptdon
Dialogue, 1982

Oil on canvas, 200 x 230 cm

S. Zachariades collection

‘Ayyehog, 1979

AddL og pouoapd, 80 x 80 ex.
TuMoyn . Zaxaptddn
Angel, 1979

QOil on canvas, 80 x 80 cm

S. Zachariades collection
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Agnpnpévo, 1991

AddL og pouoapd, 130 x 162 k.
TuMoyn . Zaxaptddn
Abstract, 1991

Oil on canvas, 130 x 162 cm

S. Zachariades collection
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Epwuké, 1994

AkpUAKS o€ pouoapd, 130 x 130 ek.
YuMoyn Zwthpn O€Alou

Erotic, 1994

Acrylic on canvas, 130 x 130 cm
Sotiris Felios collection
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Kahokaipt, 1995

AKpUAIKS o€ pouoapd, 165 x 114 ek.

YuMoyn 16pUpatog AAéEavdpog . Qvdong
Summer, 1995

Acrylic on canvas, 165 x 114 cm

Collection of Alexander S. Onassis Foundation
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Kahokaipt, 1997

AKpUAIKS o€ pouoapd, 147 x 162 ek.
YuMoyn Zwthpn O€Alou

Summer, 1997

Acrylic on canvas, 147 x 162 cm
Sotiris Felios collection
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Kav-kav, 1998-2001

AddL o€ pouoapd, 120 x 106 k.
TuMoyn . Zaxaptddn
Can-can, 1998-2001

Oil on canvas, 120 x 106 cm

S. Zachariades collection
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‘Aurdo, 2001

AkpUAKS o€ pouoapd, 120 x 120 ek.
[Slwtkn cuMoyn

Untitled, 2001

Acrylic on canvas, 120 x 120 cm
Private collection
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Epwuké, 2002

AKpUAIKS o€ pouoapd, 162 x 130 ek.

YuMoyn Zwthpn O€Alou

Erotic, 2002

Acrylic on canvas, 162 x 130 cm
Sotiris Felios collection

231



Nepiokeyn, 2007

AKpUAKS o€ pouaapd, 100 x 81 ex.
[Slwtkn cuMoyn

Contemplation, 2007

Acrylic on canvas, 100 x 81 cm
Private collection
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E=| ANATAYOA AIAKOXMHTIKA T'1A TA TIETAXMATA
TOY IX0I'EIOY TOY =ENOAOXEIOY XIATON

DECORATIVE RELIEFS FOR THE GROUND FLOOR
PANELS OF THE HILTON HOTEL

lodyelo tou Egvodoxelou XiAtov. MudAwva netdopata pe ta avdylupa
Tou Mdvvn MépaAn kat otig 6Uo delg, Aeképfplog 1962

Hilton Hotel ground floor. Glass panels decorated with Yannis Moralis’
reliefs on both sides, December 1962

‘E&L avayAupa Slakoopntikd yia ta netdopata tou tooyelou tou Eevodoxeiou XiAtov.

TonoBetiBnkav 1o 1962 kat €pelvav wg 1o 2000. Aouloudia

Yx€olo: Mavvng MépaAng, 1961-62 Mnpouvtdog natvaplopévog 28 x 33 x 5 k.
XUteuon: AdeAgol MoAuxpovénoudot, 1962 Flowers

Awped: lovikn Zevodoxetakai Enwxeprioeig A.E., 2011 Patinated bronze 28 x 33 x 5 cm

Six decorative reliefs for the ground floor panels of the Hilton Hotel.

They were placed in 1962 and remained until 2000. Podud

Drawing: Yannis Moralis Mnpouvtdog natvaplopévog 23,5 x 29,5 x 4 ek.
Casting: Polychronopouloi Bros Foundry Pomegranate

Donated by lonian Hotel Enterprises S.A., 2011 Patinated bronze 23,5x 295 x 4 cm
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"HAwog

Mnpouvtdog natvaplopevog 23,5 x 29,5 x 2 ex.

Sun
Patinated bronze 23,5x 29.5x2 cm

lNopyova

Mnpouvtdog natvaplopévog 20,5 x 29,5 x 3 ek.

Mermaid
Patinated bronze 20,5 x 29,5 x 3 cm

KoukouBdywa

Mnpouvtog natvaplopévog 24 x 28 x 1,5 ex.

owl
Patinated bronze 24 x 28 x 1.5 cm

Miiyacog

MnpoUvtoc Nnatvaplopévog 24 x 28 x 3 k.
Pegasus

Patinated bronze 24 x 28 x 3 cm
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PANAYIOTIS TETSIS
ON YANNIS MORALIS

Academy of Athens
April 29, 1996

* This speech was delivered on the occasion of the exhibition Yan-
nis Moralis, organised at the Academy of Athens in spring 1996 and
featuring works from the Yannis Moralis donation to the National
Gallery-Alexandros Soutzos Museum. The exhibition was curated by
the Academicians Panayiotis Tetsis and Chryssanthos Christou.

Tonight is an evening of celebration. The Academy of Athens honours
Yannis Moralis.

The personality, prestige and contribution of Mr Moralis to cultural
life in Greece is undisputed. In addition, the Athens Academy Excel-
lence Award has been conferred upon him. For many years now, he
has been Professor at the Athens School of Fine Arts and a splendid
teacher of many of today's major artists. For all of these reasons,
honour is due to him. | would like to briefly expand on Yannis Mora-
lis's presence and teaching at the Athens School of Fine Arts, as |
believe that his election as Professor did not merely turn a page for
the school, but rather initiated a new volume in its history.

At that time, in the late 1940s, the pre-eminent figures at the school
were Kefallinos, Prevelakis and Tombros, the last one an exponent
of modern art. Parthenis had resigned, and therefore the number of
progressive professors was reduced, with the result that a conser-
vative spirit prevailed at the school. | must say that this spirit, or the
attitude of a misunderstood impressionism, prevails at the School on
the part of both professors and students, who reacted against any-
thing of merit and were attached to a false tradition that they perpetu-
ated in teaching each other. Matisse and Picasso, in their view, were
laughable and to be sneered at. Only Bourdelle, Maillol and Despiau
were salvaged, in sculpture, thanks to the extensive reference to the
robust sculpture of Olympia in their work. This teaching was influ-
enced by Tombros, alongside some influences by modern sculpture,
mostly pertaining to Zadkine.

At that moment, the bold new movements and ideas in post-war art
were emerging outside Greece, after the revolution of contemporary
art had broken out, decades before, in the early [20th] century.

Parthenis’s resignation left his few students helplessly dangling, and
Kefallinos's few select students — according to his aristocratic prac-
tice — were a small group that was crushed by the mediocre majority.

O NMANATIQTHX: TETXHX
[TA TON 'ANNH MOPAAH

Axkadnuia ABnvwv
29 AnptAiou 1996

*10 Kelpevo ekpwvnBnke Pe TNV agopun tng ekBeanc idwwng MdpaAng, mou
olopyavwBnke otnv Akadnuia ABnvv tnv dvolén tou 1996, pe €pya npo-
gpxodpeva and tn dwped tou ldvwn MdépaAn npog tnv EBvikn MivakoBn-
kn-Mouae{o AAeEdvdpou Youtlou. Tnv enpéleta Tng €kBeang autig sixav
ot Akadnpaikol MNavaylwtng Tétong kat XpuoavBog Xprnaotou.

Andye eivat Bpadid yioptig. H Akadnuia ABnvav Tipd tov MNdvvn Mépahn.

H npoownikdtnta, To KUPOG Kat N Npoo@opd Tou Kup{ou MépaAn otnv nveu-
patikn {wn NS XWpag pag elvat népav ap@lopntnosws. EKTéc toutwy, €xel
TunBel and v Akadnpla pe 1o aploteio. Ynipée enl pakpdtatov xpdvo Ka-
Bnyntig TG Avwtdtng 2xoAng KaAwv Texviv Kat 0GokaAog Aaunpdg noA-
AWV ONPEPIVAWV ONPAVTIKWV KaAMTexvwy. [1a toUtouc toug Adyouc n TN
npog autov elvat opethdpevn. Oa nBeia va enektaBw Alyo neploadiepo atnv
napouaia Kat oto dBAKIKG £pyo Tou Idvwn MdpaAn otnv Avwtdtn IXoAn
Twv KaAwv Texvay, ylatl notelw ot pe tnv €l00d6 tou o” autriv wg kabn-
yntA Oev yupilel anAwc pla oeAida yia 1o 1dpupa autd TG TEXVNG, aAAG ap-
x{Cel évag veéog 1dpog atnv Lotopla Ine.

Y authv tnv enoxn, T€Aog tng dekaet{ag tou 40, ol WTEWES NPOCWNIKO-
NTEC NG lvat: 0 KeaAnvag, o MpeeAdkng kat o Téunpog, eknpdow-
nog tn¢ poviépvag exvng. O MapBeévng €xel napattnBel, kal €101 €xel Pelw-
Bel 0 apBPBC Twv NPOOBdEUTIKWY, e ANOTEAEGUA Va ENKPATE! GTN XX0ARA TO
nveUpa Tou ouvtnpnTiopoU. Ba Npgnet va nw kKuplapxeital n IxoAn and autd
10 nvedpa i and v avtiAnPn evég nape&nynuévou eunpectoviopol 1000
and v nAgupd Twv daokdAwy, oo Kat and tnv pepld pabntwy, ot onolot
avtidpolv og 6,1 Kawvoupylo €xel a&fa, NpookoANUévol o pla AavBaopé-
vn napddoon tnv onoia ouvexiCouv aAAnAodidackdpevol. O Matisse kat o
Picasso, katd v kpion toug, €ivat pawdpol kat xAsudlovtal. Alaowlovtat
pévo otn yhuntikn o Bourdelle, o Maillol, o Despiau, enedn eivat €kdnAeg
010 €pY0 ToUG ol pidec and tnv eUpwotn yAuntikn tng OAuuniag. Elvat dda-
okaAla tnv onola katnUBuve npoc ta ekel o TéPNpog, padl ye KANoleg ent-
Opdoelc and tnv Joviepva YAUNTIKA, Nou ava@epovial kupiwg atov Zadkine.

Tn otyun ekelvn TNG KOAMTEXVIKNG Neviag yla eudc, npoetodloviat aA-
AoU Ta ToAUNPA KIVAPATA Kal oL VEEG avTIANELS OTn PETAanOAEUIKN nopela,
KL a@oU exel nponynBel, dekaet{eg Nptv, OTLG APXEG TOU alwva, N enavdota-
on TN oUYXPOVNG TEXVNC.
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0 avaxwpnioag MapBévng agnvel PETEwpoUC Toug Alyoucg paBntég tou Kat
ol Alyot eniAekTol Tou Ke@aAAnvou —katd tnv aploTokpatikn Tou ouvnBela—,
anoteAolv Pikpn pepida n onoia cuvBABetal and tnv petpiou enneédou
nAglovoTtNTa.

H ekAoyn Tou MépaAn oupBdAAeL otnv evioxuon NG €wg TOTE PelovOTNTAG
TWV NPo0dEUTIKWY Kat UPnAoTEpou Nveupatikou entnédou otoxelwv. Anut-
oUpynoe KNANEN 10 OTL e€eAeyn kaBnynTAC o vedtatn nAkia —pOALC EXeL
OUMNANPWOEL Ta TPLdvia—, Kal a@nvel N{ow onPAvIKoUG KAAATEXVEC TNG
naAdTepnC yevidg, ot onolol €novtat kat yivoviat dextol apydtepa, 6nwc o
atuxng Manaioukdc. Aev eivat tuxaio Nwg egnioteUovial 1oV VEo OUVAULKG
KAAMTEXVN, TOU ono{ou €xouv EKTINOEL Ta €W TOTE ONUIOUPYLKA EMNLTEVY-
HaTa PE Pla ogpd €pywy avVINPOOWNEUTIKWY TNG EMNOXNG Tou, Ta onola &f-
vaL ano TIC ONPAVIIKOTEPEC KATABEDELS 0TO NavOPAa NG VEOEAANVIKNG (w-
YPAPIKAG.

Motot lval dpwc autol nou tov epgniotevovtat; ‘Oxt pévov ekelvol Toug onol-
0UG XOPAKTINPLOO WG PWTEVG NPOO0JEVUTIKA MveUUaTa aAAd nNpowavwe Kat
ekelvol mou noav NpoodedepeEvol 0E GUVINPNTIKEG aviAnYel. Enopévwg,
TN Kal 0° ekelvouc, ylati elxav tnv n{otn Nwg avoiyoviav ot NOPTEC TNG XX0-
AAG 0" €vav NoAU onpavIikd KAAMTEXVN TNG VEAG YeVLAC TNG ENOXNG KAl pe-
ydho tou peAovtog. EntnAgov, elxav dlaBA£et tnv ikavdtntd tou wg da-
okdMou. Aev dleelaBnoav otig NpoPAEYELS TOuG.

ApXIKd, oTnv NMponapackeuaotikn taén, étav unnpxe akdpa, katopBwvel
6vtag dplotog oxedlaotAg, va eunveloel atoug pabnteg Tou 1o otaBepd Kat
yepd unéBabpo tou oxediou, Wate va anofdAouv Ti¢ Kat' e€oxnv eUKOAEG,
TOU 0av GUWEPO GQPOUNATOU, Mou OLaKIVOUVTO €we TOTE, Kal va evBappu-
VEL TN POVAOIKOTNTA TOU KAAATEXVN, TNV avnoux{a, Tov npoBAnuatiopd tou,
o€ avtiBeon npog tnv &lowan TN atdpaxng opolopopeiac. Otav Alyo petd
nepvdel oto Epyaotnplo, and tnv npwtn otypn yivetal dektog Pe evBouat-
aopd 1600 and ToUg VEOUG JEANOVTIKOUC KaAATEXVEG nou onouddlouy, 600
Kal and 1o KAAMTEXVIKG olva@L aAAd Kal and 1o @AGTEXVO Kowve. To Npéow-
noé tou aokel EAEn oav NéAog BeTkGG. 2ndAvio ya eva {wypd@o va EXeL Ty
opé@wvn endokpaocia.

To Epyaotnpld tou katakAUZetat and Toug noAAoug, nou BEAouy va napako-
AhouBricouv autdv kat yévo. Ku av Atav ot onoudaadtég autol nou {ntovoav
pla ywvid kdnou ato adtaxwpnto Tou Epyactnpiou, dpwg ntav kat ekeivol ot
dixwg onoudaotikn WOIWGTNTa aAAd pe T owodpn entBupia va Tov akoUoouv
€0Tw, NOU €NETEVAV TN 0TEVOTNTA TOU XWPOU.

Adaée, kat dkouoav nepinou dUO yevieg Tov dAokaAo Nou PAoUoE TN YAWO-
0a g {wypa@kng Kkat nou Eavalwvidvee VEKPWUEVEC APXEC, ONwE TN
oUvBeaon, €xovtag KL autog pabntedael navioy, Nio NoAU otnv apxatdtnta,
OTLG EMTUPRLEC OTNAEC.

Q¢ dplotoc ddokahog, dpnve Tov K&Be €va va avanti&el Tnv dpaocn Tou Kal
v ontacia, @tdvel va 0tEBeTe, akoAoUBwC, 10 NPOCWNIKG Tou W{wPa, Kat
Tov eveBdppuve. Méoa and ta €pya Twv pabntwyv tou dERAENE Kavelc, akpl-
Beatepa, noav oho@advepa, Ta yepd aTnplyuata nou Toug €ALVE.
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The election of Moralis helped reinforce what was until then a minor-
ity of progressive professors and elements of a higher cultural level.
It came as a surprise that he was elected Professor at a very young
age — he was barely 30 - leaving behind artists of the older genera-
tion, who were elected at a later time, for instance the unfortunate
Papaloukas. It s not an accident that they trusted the young, dynamic
artist and appreciated his creative achievements, which culminated
in a series of works that were the true reflection of the times and
which came to be regarded amongst the most important contribu-
tions in the panorama of Modern Greek painting.

Yet, who were those who trusted him? They were not only those
whom | characterised as bright, progressive spirits, but evidently
also those who were attached to conservative views. Therefore,
credit goes to them, too, for they had the faith that the school's gates
were opening to a very important artist of the young generation of the
present and a great artist of the future. Moreover, they were aware of
his potential as a teacher. Their expectations were fully met.

Early on, in the preparatory class, while that still existed, Moralis, be-
ing an excellent draughtsman, managed to instill in his students the
sound and solid foundation of draughtsmanship so that they might
reject the facile, cloud-like sfumato prevalent until then, and to en-
courage artistic uniqueness, restlessness, investigation, as opposed
to the equalisation of a placid uniformity. When he soon switched
over to the Workshop, he was greeted with enthusiasm right from
the start both by young artists to be who were his students and by
the artists” community, as well as by the art-loving public. His figure
exerted a positive attraction. It was a rare thing for an artist to enjoy
unanimous support.

His Workshop was inundated by the majority, who wanted to follow
him only. In addition to the students who sought a spot in his packed
Workshop, there were others, too, who had a passionate desire to
listen to him and who exacerbated the scarcity of space.

Some two generations listened to this teacher, who spoke the lan-
guage of painting and who revived dead principles, such as compo-
sition, having studied everything, even more so antiquity, funerary
steles.

Being an excellent teacher, he let each student develop his own gaze
and vision - as long as he had one - and encouraged him to pur-
sue his own personal idiom. Through the works of his students one
could detect - or rather could not miss - the solid foundations that
he provided.

Older and younger colleagues who have had an active contribution
to the art of Greece, as well as today’s teachers, were his students.
And many an artist cherish the gift of having been his students as a
title of honour.

Affable, well-liked, a most gentle person, friend with everybody, he
was a favourite of the opposite sex with his charm as a teacher and
his warmth as a friend.



When Yannis Moralis was elected, it was a breath of fresh air for the
school, which was reinforced by new eminent figures, such as Yannis
Pappas and, later on, Pavlos Mylonas, Spyros Papaloukas, Efthymis
Papadimitriou (he died before assuming his duties), Kostas Gram-
matopoulos, George Mavroides, Thanassis Apartis, Nikos Nikolaou.
All of them helped bring innovation and reorganisation to the school
in accordance with the spirit of modern art.

If Moralis had not been the harbinger of innovation, art education
in Greece would certainly have followed a different path; the same
applies to the temperament of the Athens School of Fine Arts. At a
time - after the mid-20th century — when there was fermentation and
change in the arts around the world, in Greece the stagnant waters
of Munich still remained, a school that had already accomplished its
mission earlier on.

| 'was fortunate and honoured to be included amongst the teacher’s
colleagues for many years. We rarely met, as classrooms were
scattered about due to the school's housing constraints. The faculty
meetings were an opportunity to meet. These sometimes ended up
in a storm. Yet, no matter how stormy the outcome, Yannis Moralis
had his own way to bring peace and stability. Humour has never been
in short supply with him. He generously sprinkled it around before
we sat at the meeting table, and his jokes or wordplay were indis-
pensable — a sign of culture.

The supreme cultural entity in Greece honours him today. It has con-
ferred upon him — | would like to remind you of this, as it was a long
time ago - its Award of Excellence in Fine Arts. You may wonder why
this honorary event was delayed for so long. | could not say. What I do
know Is that Yannis Moralis does not like demonstrations of emotion
and expressions of affection. A second question will certainly arise:
Why he has not become member of this organisation, being an artist
of indisputable statute and of such prestige that, one can imagine, he
would be unanimously elected so that his presence would honour
the Academy. He made it clear on repeated occasions, even to me
personally once, in a brief phrase: "I have told myself that | will never
become the school's Director, or Dean, nor an Academician”. That
was his wish. He has been consistent.

Our friend, Yannis, you are a great painter. Your work is a cornerstone
of Modern Greek art. You have much more to give. We all admire
your art and love you.

Qpwot, 6nwg Kat vewtepol ouvadeA@ol pag, Pe evepyd GUPBOAN otnv Té-

XVN TOU TOM0U Jac, 6nwg Kat onpepvoi 0dokaAot, unnp&av padntéc tou. Kat
NARBoC KAAALTEXVWY TO XAPpLopa autd va £xouv paBntedoel Kovid Tou, To E-
pouv w¢ T{tho TWAC.

Npoonvng, ayanntdg, yAukutatog, @iAoc pe 6Aouc, anoonouaoe guvola and
TI¢ ouvaleBnuatikeg undpéelg Tou dAou @UAou, pe tTn yontela Tou daoKda-
Aou kat tn BEpun Tou @iAou.

Me tnv €{oodo tou Mdvvn MépaAn n IxoAn euBUc apéowg naipvel mvon Kat
TNV EVIOXUOUV VEEG MPOCWNIKOTNTES, ONwG ekelveg Tou Mdvvn lNannd, ako-
AouBouv tou Maviou MuAwvd, Tou 2ndpou MNManaioukd, Tou EuBUWN Mana-
dnpntplou (o Bavatoc eMMABe mpo NG avaAnPews Twv KaBnkoviwy Tou),
10U Kwota Mpappaténouiou, tou Mpyou Maupoidn, tou Bavdon Andptn,
tou Nikou NikoAdou. ‘OAot autol cupBdArouv otnv avaveéwan TG oUP@wva
PE 10 Nvelpa NG VEWTEPNG TEXVNG, 600 Kal atnv avadlopydvwan.

Av 0 Mépahng dev itav 0 Nponopndc oTo avapopewIkG nvelpa, alyoupa
n e£EAEN TNG ekNadeloews OTNY TEXvN ToU TOMoU Pag, 6nwe Kat N Quot-
oyvwpia tou eknadeutikoU IdpUpatog g €xvng, Ba Ntav dAeg. 2e eno-
X nou -and ta yéoa tou 20° awwva- ouvieAouvio CUPWOELG KAl avakatatd-
EELG 0TNV KOAALTEXVIKN yeveon avd Tov KOOHOo, evw 0w, 0ToV T0M0 Jag, Al-
pvalav akdpa undéiona Tou Movaxou, Nou €ixe NPONYOUHEVWG EMTEAEDEL
anooToAn Kal £pyo.

Eixa tnv dxn Kat tnv T yia xpdvia va oUyKaTaAg£yopal oToug oUVadeA-
(oug tou daokdAou. Ot ouvavtACELS pag NTav apatég, yati n oTeyaotkn pi-
Cépla InC 2x0ANG enéPRale dlaonopd twv xwpwv dtdackaAiiag. Ot cuvedpla-
0€lC Ntav eukalpia ouvavinoewy. Kapld @opd auteg enalpvav tponn Bue-
AwdN. AMG doo @ouptouviaouevn EEMEN KL av akoAouBouaav, o Mdvvng
Mépahng eixe Tpdno va @epvel npepia Kat loopponia. To xioUpop Note dev
anouo{ace, oUte Aydotee pexpl onpepa and TNV Koufevia tou. To okop-
novoe npwv kaBicoupe 0To TPANEQL Twv oUVEDPLACEWY, KL NTaV anapaitnto
€va hoyonaiyvio n 1o avékdoto tou. Aelypa noAttiopou.

YApepa tov Tud 1o Avwrato lNveupatikd 1dpupa, 1o onolo tou €xel anovel-
HEL xpdvia npv —To Bupidw ylatl €xel nepdoetl 1600G Kalpdg—, 10 Aplotelo
Twv KaAwv Texvv. Oa anopnoete ylat kaBuotépnoe ToUTn N THNTIKA EKON-
Awaon. Agv Ba ynopouca va oag anavinow. Z€pw NAviwg ot o Mdvvng Mo-
paAng dev oupnaBel TI¢ OUYKIVAGELG Kal TIC EKONAWOELG aydnng. M 0gu-
TEPN Kat alyoupn anopia cag Ba eivat kKat toutn: 1o yati dev nephapBdve-
10l METAEU TV PEAWVY TOU €vag KAATEXVNE avau@oBrtntng anodoxng Kat
TETOLOU KUPOUG Kal nou @avidleote, dikatoAoynpeva, 6Tt Ba yvotav dekTog
dwa napPneiag, wote n napoucia Tou va td v Akadnpia. EEednAWvVETO
€NAVELANPPEVD, KAl OE €UEVA NPOOWMIKA KAMOTE, [E TOUTOV TOV aQOPLOWO:
«"Exw net otov €autd pou nwg dev Ba ylvw noté AleuBuving i MNpudtavng ing
YX0AAG, oUte kat Akadnuaikéc». Aev BEAnoe. Ynnpée ouvennc.

®{Ae pag lavvn, eloat €vag cnoudaiog peydrog wypdyog. EBaAeg to
aykwvdpt oou otn alyxpovn VEOEAANVIKN TExvN. ‘EXELG va Npoo@EpeLg Kt
GAAa MoAAG akoun. ‘OAot epel Baupdloupe TNy T€xvn 00U Kal G ayandye.
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BIOIPA®IKO 2HMEIQMA

23/4/1916 (6/5/1916)

O Mavvng MdpaAng yevvnBnke atnv Apta, deltepo and ta 1€ooepa nadld
Tou Kwvaotavtivou MépaAn kat tng BaotAikng, 1o yévog Avaotaaiou MixdAn.

1922 H owkoyévela MépaAn eykaBiotatat otnv MNpgfeda, dnou o Kwvotavti-
vo¢ MdpaAng unnpetel wg yupvaolapxng.

1927 Oplotkn eykatdotacn Inc owkoyevelac otnv ABriva. O veapdc Mdépa-
Ang €xel ndpet v andgacn va yivel {wypd@oc Kat apxidel va napakoAou-
Bel 10 «kUplaKdTIKo PABnua» otnv Avwtdtn XxoAn KaAwy Texvav. Ekel yvw-
pieL tov Niko NikoAdou.

1931 TMpoetowddetal yia TG eloaywylkég e€etdoelg otnv AXKT kovtd oto
peteneta yapnpd tou, {wypdo Mdvvn Mewpydnoulo. Entuyxdvel kat gy-
ypdpetal oto [ponapackeuaotikd TAPa e kaBnynth tov Anuntplo Mepa-
vidtn. M'vwpiletat pe tov MNdvvn Toapouxn kat tov Xpnaoto Kanpdo kat &a-
vaouvavtd tov NikoAdou.

Efval peta&y twv onoudaatwv nou o Kwvaotaviivog MNapBevng enAgyel yia
10 gpyactiptd tou. «Ekel enkpatoloe pia noAd auatnpn atudopaipa. Aua
Tov pwtodoa Kdti, anaviodoe: «Auté nou oag eina». Hrav noAu oxoAaoti-
Kd ekel pgoa, kdBioa ovo duo urives kat uetd niya atov OuuBepto Apyupd.
0An n napga — NikoAdou, KarnpdAoc KTA. ritav exel. O Apyupdc ritav «EAsu-
Bepa Kepkupa», o” denve va kdvelc 6,1t BeAeig! Na gpavtaoteic ot douAcua
UE atpoyyuAd miveAa kat dev Xpnatuomotovoa donpo, aAAd jaune de Naples.
Eixa andAutn geAeuBepla». [®aviA-Mapia Toykdkou (enw.), . MdpaAnc. Ay-
yeAor, Mouatikn, MNoinon, Mouoelo Mnevdkn, ABrva, 2001, 0.24]

1932 0 A. Kdkkivog dnpoaotetet oto neplodikd Nea Eotia (1/8/1932) tnv
NpPWIN evBouoLWAN KPLTIKA yLla «Tov veapd K. BopaAn», dnwg entuével va tov
anokaAel oto dpBpo, e apopun v €kBeon tTwv padntwv tng AXKT. O Mdv-
vn¢ MdpaAng sivat téte 16 povo etwv.

1932/1933 ApxiCel va napakoAouBel 10 vEo €pyactnplo XApPaKIKAG Tou
[avvn Ke@aAAnvou, pe oupgotnteg touc Tadooo, Anpou, Ntdko kat Paga-
nA. <Huouv and touc npwtouc uabntéc tou. Eni t€éoogpa xpdvia gottovoa ta
anoyeuuata oto epyaatriptd tou. Neopepuevog and to lNapiot (1932), wpai-
0G, HOPPWUEVOG, KoauonoAitne, o KepaAAnvdc ntav yia peva natepac, od-
okaAoc kat pidog». [Andonacpa and th cuvoptA{a Tou Mdvvn MépaAn pe n
Mapiva Aapnpdkn-TAdka, BA. atov avd xelpag katdAoyo, o. 19]

1933 Yuppetexel og €ékBeon atnv [kaAepi tnc Nivag Pwk. Metaél twv €pywv,
nou ekBetel kat nou Ba nouAnaet, eva noptpeto tng Tirikag Nikn@opdkn.

1936/1937 Anowottd and tnv AXKT. Zuppetexel otnv ‘EkBeon EAAnvikAG Xa-
paktkng otnv Toexoohofakia. To keluevo Tou KataAdyou unoypdyel o Za-
xapiac Manaviwviou.

To 1937 neBaivel o natépag tou oe tpoxaio atdxnua. Tov louvio tng (Blag
XpovLdc avaxwpouv yia T Pwun pe tov Niko NikoAdou. Ba potpactoly tnv
unotpogia nou képdloe 0 MdpaAng otov dlaywviopo tng Akadnu{ag ABn-
vav (kAnpoddtnua Oupaviag Kwvotavtvidou) yia onoudeg Pn@oBetkng
070 €WTePIKO. AUTN ATav N QIAKA ToUg cupwvia, va @uyouv padl oto e&w-
TEPIKS yla onoudeG, 6MoLog KL av kEPOLZE TNV unotpowia.

Ytnv ItaAia Ba peivel pexpt Tov NoguBplo tou 1937, ondte kat eykaBiota-

BIOGRAPHICAL NOTE

23/4/1916 (6/5/1916)

Yannis Moralis was born in Arta, the second of four children to
Konstantinos Moralis and Vassiliki, née Anastassiou Michali.

1922 The Moralis family settled in Preveza, where Konstantinos
Moralis served as Gymnasium director.

1927 Final installation of the family in Athens. The young Mora-
lis has made up his mind to become a painter and begins to at-
tend the Sunday classes at the Athens School of Fine Arts. This is
where he met Nikos Nikolaou.

1931 He prepares for the entrance examinations to the School
of Fine Arts, under his brother-in-law to be, the painter Yannis
Georgopoulos. He was admitted to the preparatory course, under
Professor Dimitrios Geraniotis. He meets Yannis Tsarouchis and
Christos Kapralos and joins Nikolaou again.

He is among the students chosen by Konstantinos Parthenis for
his workshop. “There existed a very strict atmosphere. Once |
asked him something, and he replied: “What | said.” It was very
scholastic in there; | stayed for just two months, and then joined
Umvertos Argyros. All my friends — Nikolaou, Kapralos, etc. -
were there. Argyros let you do whatever you wanted! Imagine that
I worked with round brushes and did not use white, but Naples
yellow. | enjoyed complete freedom.” [Fani-Maria Tsingakou (ed.),
Yannis Moralis. Angels, Music, Poetry, Benaki Museum, Athens
2001, p. 24]

1932 D. Kokkinos publishes in Nea Estia review (1/8/1932) the first
rave review for "the young Mr Voralis”, as he keeps spelling the
artist's name in his article, in response to the Athens School of
Fine Arts student exhibition. Yannis Moralis was only 16 years old
at the time.

1932/1933 He attends the new printmaking workshop of Yannis
Kefallinos; his peers include Tassos, Dimou, Dakos and Rafael. 7
was among [Kefallinos’s] first students. | attended his afternoon
workshop for four years. Fresh from Paris (1932), handsome, edu-
cated, cosmopolitan, Kefallinos was to me a father, teacher and
friend.”

[Excerpt from the conversation of Yannis Moralis with Marina
Lambraki-Plaka, in this catalogue, p. 19]

1933 He contributes to an exhibition at the Nina Rok art gallery. The
works he showed, and sold, included a portrait of Titika Nikiforaki.

1936/1937 He graduates from the Athens School of Fine Arts. He
participates in a Greek printmaking exhibition in Czechoslovakia.
The catalogue essay was by Zacharias Papantoniou.

In 1937, his father died in a car accident. In June of that year, the
artist left for Rome with Nikos Nikolaou. They will share the schol-
arship Moralis won in an Athens Academy competition (Urania
Konstantinidou bequest) to study mosaic abroad. This was the two



artists’ friendly agreement: to study abroad together, whoever won
the scholarship.

He stayed in ltaly until November 1937, when he moved to Paris.
He studied painting under Charles Guérain and mural in the work-
shop of Ducos de ['Haille. Meanwhile, he studied mosaic under
Henri-Marcel Magne at the School of Arts and Professions (Arts et
Métiers), according to the terms of his scholarship.

1939 When war broke out, he was forced, as most students, to
leave his studies in Paris and hastily return to Greece.

1940 He showed a series of prints with the “Free Artists” group in
Piraeus — he also made the exhibition catalogue cover. In spring,
he was conscripted in the Army for his national service.

He participated in the last pre-war National Art Fair in Zappeion,
receiving the bronze medal. His contributions included Nude (I1.
7687), Portrait of the artist Theodossios Christodoulou ([1. 7695),
The painter with Nikos Nikolaou (1. 559) and At the outdoor pho-
tographer’s (1. 7682), all in the collections of the National Gallery
today.

1941 Gets married to Maria Roussin. Settled in Kolonaki, they
spent the summer months in his wife's house, in Kifissia. Dur-
ing the Occupation he accepted commissions for portraits as a
means to ensure a steady income. He also continued to pursue
printmaking.

1945 Separates from Maria Roussin.

1947 Gets married to sculptor Aglaia Lymberaki, with whom he
had a son, Konstantinos. During the same year, he was elected
Professor of the preparatory course at the Athens School of Fine
Arts and began teaching February of the following year.

1948 He exhibited at the National Art Fair the works below (today
in the National Gallery collections): Pregnant woman (1. 7694),
Two friends (1. 7693) — portraying Aglaia Lymberaki, alone and
with Natalia Mela —, The artist and his wife (1. 7688), which depicts
him with his first wife, and The table (I. 7692).

1949 The group Armos is established, bringing together artists
such as Nikos Hadjikyriakos-Ghika (chairman), Yannis Tsarouchis
(vice chairman) and Yannis Moralis (vice chairman), Lily Arlioti
(secretary), Nikos Nikolaou (treasurer), Nelly Andrikopoulou, Katy
Antypa, Marilena Aravantinou, Minos Argyrakis, Elli Voila, Andreas
Vourloumis, Nikos Georgiadis, Georgios Georgiou, Nikos En-
gonopoulos, Bouba (Aglaia) Lymberaki-Morali [Moralis's second
wife, mother of Konstantinos], Margarita Lymberaki, Georgios Ma-
noussakis, George Mavroides, Natalia Mela-Konstantinidi, Klear-
chos Loukopoulos, Manolis Noukakis, Kosmas Xenakis, Eleni
Stathopoulou, Panayiotis Tetsis, Vassos Falireas.

He contributes to the group’s first exhibition at the Zappeion
Hall (10/12/1948 to 25/1/1950). The exhibition then moved to
Thessaloniki.

1at oto [Napiol. MapakorouBel paBhpata dwypa@kng kovid otov Charles
Guérain kat towxoypapiac oto epyaatripto tou Ducos de ['Haille. MapdAin-
Aa, 0Tn ZxoAn Texvwv kat EnayyeAudtwy (Arts et Métiers) dtddoketat Pingo-
Betkn kovtd otov Henri-Marcel Magne, oUpgwva pe toug époug NG uno-
Tpoplag Tou.

1939 Me v kpuén tou MoAéuou avaykddletal, dnwg oL NepLoodTEPOL
onoudacteg, va eykataAelet g onoudec tou ato lMaplol kat va entotpedet
eaneuapgva atnv EANGDa.

1940 ExBeTel pia olpd xapakTkwy de TNV opdda «EAeUBepol KaAAexvar»
atov [lewpald — @uiotexvel pdAlota kat 10 €EWEUANO Tou KataAdyou. Tnv
avol&n Katatdooetal oto oTpatod Kal unnpetel tn Bnteia Tou.

YUpUETEXEL 0TV TeAeutala nponoAspikn TMaveAArvia ‘EkBeon oto Zdnnelo,
6nou Kat anocnd 10 XAAKwo petdlo. Oa ekBeoel, peta&l aAwv, 1a gupt-
OKOpEVa OTIC oUAoyEG TNG EMNMAY onpepa €pya: Fuuvd (1.7687), lNpoow-
noypagla tou lwypdpou Bcoddolou XpiotodouAou (I1.7695), O lwypdpog
ue tov Niko NikoAdou (K.559) kat 2tov unaiBpto pwtoypdeo (11.7682).

1941 Mavtpevetat tn Mapia Poucév. EykaBiotavtal ato KoAwvakt, evd Toug
Bepvoug prveg Couv ato onftt tng yuvaikag tou atnv Kngtotd. Ta xpdvia ing
Katoxig aoxoleftal eviatikd pe tnv npoownoypagia, Wote va e&aa@ahidel
KAnolo otaBepd €1060NKA PIAOTEXVWVTAG NOPTPETA KaTd napayyeAia. EEa-
kohouBel eniong va aoxoAe(tal pe TN XapakTkA.

1945 XwplZet and th Mapia Poucev.

1947 Mavtpevetal tn yAUntpta AyAaia Aupnepdkn, pe tnv onoia kat Ba ano-
KTNOEL £vav ylo, Tov Kwvatavtivo. Tnv (Bla xpovid ekAeyeTtat TaKTikog kabn-
ynt¢ tn¢ MNponapaokeuaatikng 1déng otnv AXKT Kal Eekvd va OtddoKeL
ano tov OeBpoudiplo Tou ENGHUEVOU XPOVOU.

1948 ExBetel otnv MNaveAArvia ‘EkBeon ta (onuepa oTlq cuMoyEg tng EN-
MAY) €pvya: Eykuoc yuvaika (1.7694), Avo @irec (11.7693) -dnou ekovidetal
n AyAaia Aupngpdkn pévn kat pe t NataAia MeAd-, O {wypdgoc ue t yu-
vaika tou ([1.7688), -6nou eikoviletal o {O10¢ Pe TNV NPWTN ToU yuvailka- Kat
To Tpangdi (M.7692).

1949 10pUetal n opdda «Apudc» Kal cuonelpwvel KaAATEXVEG onwg ot Ni-
ko¢ Xatdnkupldkoc-Ikikag (npdedpoc). MNdvvng Toapouxng Kat Navvng Mo-
paAng (avinpdedpoy), A Aphwtn (ypappateag). Nikog NikoAdou (tapi-
ag), NéEMn AvdpikonoUAou, Kaitn Avtuna, Mapizéva ApaBavtvou, Mivwg
Apyupdkng, ‘EMNn BoiAa, Avopgag BoupAouung, Nikog lewpylddng, le-
wpylog Tewpyiou, Nikog Eyyovénoulog, Mnouuna (AyAaia) Aupnepdkn-
MépaAn [deUtepn oUluyog Tou MépaAn, untépa tou Kwvatavtivou], Mapya-
p{ta Aupnepdkn, MNwpyog Mavouadknge, Mwpyog Maupoidng, NataAia Me-
Aa-Kwvotaviw{dn, KAéapxoc Aoukdnouroc, MavawAng Noukdkng, Koopdg
=evdkng, EAévn XtaBonoUAou, Mavaywwtng Tétong, Bdoog ®aAnpéac.

Yupuetexel otnv 1" €kBean g opddag oto Zdnneto (10/12/1949-25/1/1950).
YTn ouvéxela n €kBeon petagpépetal atn Bscoalovikn.

1951 Eivat n xpovid nou &ekivouv dUo 1dlaitepa yovIUES GUVEPYQOIEC yLa ToV
Mdvvn MdpaAn. H npwtn, étav avahauPdvel va @AOTEXVACEL T OKNVIKA Kal
10 KooToUpa yla 1o pnaAeto E& Aaikeg lwypapieg, mou napouctdlet 1o EA-
Anviko Xopddpaua, og xopoypagia PaAoug Mdvou kat poucikn Mdavou Xa-
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104K (Ue To Xopddpapa o MépaAng Ba ouvepyaoBel yla dekanévie nepi-
nou xpévia).

H yuvakela @uyoUpa ot E& Aaikeg {wypapieg Baoiletal otnv avduvnon
kat ta 81daypata tou €pyou 2tov unaibpto pwtoypdgpo (1.7682).

H dedtepn ouvepyaoia eykawidletal 6tav @Aotexvel 10 eEM@EUAAO Kal Ty
npopetwnida yla 1o BpAlo Tou HAla Tooukahd, YroBpuxiov Y1 B.[1. Katow-
vng, ‘Ikapog, ABriva 1951. Me g ekddoelg Tkapog o Mdvvng MépaAng Ba ou-
vEPYAZETal 0UCLAOTIKE PEXPL TO TEAOC TNG WG ToU.

1952/1953 Yuppetéxel otnv MaveAAnvia EkBeon oto Zdnnelo, pe ta €pya
[upvé (lowg 1o M.5138) kat Mopgri (M. 7689) peta&l aAwv, Kal otnv €xBe-
on tng Opddac «Appdg» and tov Askeufplo €wg tov lavoudplo tou 1953. H
PWTOYPAP{a TWV PEYAAWY YUVAIKEWY YUpVAOV Tou (BA., T1. 7690), nou Ba on-
pootevoel n epnpepida tng Aplotepdg AAAayri, oto nAaiolo NG TexvokpLtL-
KNG 0TNANG tng Mivag Zwypdgou-Mepavaiou otig 18/12/1952, Ba npokaAg-
O€L TN PAVUON ToU €loayyeAea, Uatepa and KatayyeAia tng Mevikng Aogad-
Aetag. 210 nAaloto tng dlag €kBeang eixe nponynBel n agaipeon «katdmwv
enepPdoswe tnc Aotuvopiac» evdc €pyou Tou Taapouxn, nou Kp{Bnke doe-
pvo, kaBwg napiotave «€vav dvopa oAdyuuvo oto KpeBRatt kat angvavti Tou
kaBlopévov éva vautny.

Apydtepa, peoa oto 1953, o MépaAng entokéntetat n Pwola, wg npooke-
kAnpévoc g Pwatknc KuBepvnong, padi Pe eknpoownouc TG NVEUMATIKAG
kat NG noAtkig {wnc and v EAMGda kat tnv Eupnn.

1954 ApxiCel n enlong NoAueTAG ouvepyacia Tou pe 10 Ogatpo Texvng Tou
Kdapolou Kouv, kaBuwg oxedldlel 1a oknviKd Kat Ta KooTtoUpla yla tnv napd-
otaon [UUVEC UdOKEG, TE00EPA PoVONPaKTa Tou [Mipavigo.

YuppEeTEXEL o€ €kBeon EMAVWV kahtexvwy oto BeAlypddt kat atov Kavadd.

1955 Xwp(Zet and tnv AyAaia Aupnepdxn. Mad{ pe tov yio Tou Kwvotaviivo
eykaBi{otavtal atnv 086 Kapveddou, 1o KoAwvdakL.

1957 ExAéyetal taktkdg kaBnyntig tou Epyaotnplou Zwypagkig atnv
AYKT. Apx(Cet va cuvepyddetal pe 1o EBvikd Ogatpo kat @lAotexvel Ta okn-
VIKG Kal 1a KoatoUpLa yia 1o €pyo tou MavieAn MNpeBeAdkn, Ta xpta tou (w-
viavou Bsou, oe oknvoBeaia AAEEN YoAopou.

1958 Mad{ pe tov MNdvvn Toapouxn kat tov yAUNTn Aviwvn Z@X0 avinpo-
ownevel tnv EAMGda otnv MntevdAe tng Bevetlag. Tnv entpédeta tou eAANn-
VIKOU NePLNTEPOU €XeL TOTE 0 T. 2nntépng. MdpaAng kat Toapouxng, o€ Jia
MnievdAe dnou n Kuplapxia tng agalpeong eivat epgavig, Ba NpokaAE-
oouv 1o evdlagepov Tou Gio Ponti pe tnv napactatiki, avBpwnokevipki
{WypagLkn Touc.

Ytnv MnievdAe o MdpaAng Ba deifel Cwypagpikd €pya [uetaéy autwv ta
€pya tn¢ napouoag €kBeong: Avo @idec (11.7693). To tpanglt (11.7692),
‘Eyxuoc yuvailka (11.7694), uvBeon A (11.7691), Moperi (1.7684), Moperi
(M.7689), Mopepn (11.7690)], HEAETEG yla OKNVIKG KAl KOooToUpLa, oxedla Kat
ABoypapiec.

To Anpotikd Mouaeio tou Topivo ayopdlet tn oUvBeon, Eowtepikd, 1955
(A&OL o€ pouoapd, 1.31 x 1.30 p.)

Tnv {dla xpovid, @Aotexvel oknVikd Kal KooToUpLa yid TG NapacTdoelg Tou
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1951 Two very productive co-operations for Moralis began this
year. The first one was his commmissioning to design the sets and
costumes for the ballet Six popular paintings, produced by the
Greek Ballet, choreographed by Rallou Manou to music by Manos
Hadjidakis (Moralis would continue to work with the Greek Ballet
for some fifteen years).

The female figure in the Six popular paintings was based on the
artist's memories and lessons from At the outdoor photographer’'s
(M. 7682). The second long association was initiated when the artist
made the cover and frontispiece for the book by llias Tsoukalas,
Submarine Y1 V.P. Katsonis, lkaros, Athens 1951. Yannis Moralis
would continue to work with Ikaros Editions until the end of his life.

1952/1953 He contributes to the National Art Fair in Zappeion his
works Nude (perhaps I'1. 5138) and Figure (T1. 7689), among others,
and to the Armos exhibition in December-January 1953. The photo
of his large-scale nude female figures (see I1. 7690) published in
the left-wing newspaper Allagi alongside the art review by Mina
Zografou-Meranaiou on 18/12/1952 caused a prosecutor’s indict-
ment after complaint by the General Security. This was preceded
by the removal (“after police intervention”) of a work by Tsarouchis
deemed obscene for depicting “a naked man in bed and a sailor
seated opposite him” in the same exhibition.

Later in 1953, Moralis visited Russia by invitation of the Russian
government, alongside other representatives of intellectual and
political life in Greece and Europe.

1954 Another long cooperation began, with Karolos Koun's Art
Theatre, when the artist designed the sets and costumes for the
production Naked masks, four one-act plays by Pirandello.

He participates in exhibitions of Greek artists in Belgrade and
Canada.

1955 Separates from Aglaia Lymberaki. They move with his son,
Konstantinos, to Karneadou Street, Kolonaki.

1957 He was elected Professor of Painting at the Athens School of
Fine Arts. He begins to work with the National Theatre of Greece
and designs the sets and costumes for Pantelis Prevelakis's play
The hands of the living God, directed by Alexis Solomos.

1958 Along with Yannis Tsarouchis and the sculptor Antonis So-
chos, they represent Greece in the Venice Biennale. The Greek
pavilion commissioner was Tonis Spiteris. In a Biennale where
abstraction obviously prevailed, Moralis and Tsarouchis will pro-
voke the interest of Gio Ponti with their figurative, human-centered
painting.

In the Biennale, Moralis showed paintings [including the follow-
ing works in this exhibition: Two friends (I'. 7693), The table (I1.
7692) Pregnant woman (1. 7694), Composition A (1. 7691), Figure
(M. 7684), Figure (. 7689), Figure (1. 7690)], designs for sets and
costumes, drawings and lithographs.



The Turin Municipal Museum acquired Interior, 1955 (oil on can-
vas, 1.31 x 1.30 m.).

That same year, he created sets and costumes for the National
Theatre productions of Jean Cocteau's The human voice, Fed-
erico Garcia Lorca's The shoemaker’s prodigious wife and Jean
Anouille’s Leocadia, directed by Alexis Solomos.

1959 His first solo exhibition is held at Armos art gallery, 21, Irak-
litou Street, Dexameni, Kolonaki. The works on display are mainly
the ones contributed to the previous year’'s Venice Biennale.

In 1958, he was commissioned by the architects Vassiliadis, Vou-
rekas and Staikos to design the decoration of the exterior walls
of the NW and SE views of the Athens Hilton Hotel (the composi-
tion, incised on loannina marble, was completed in 1962, when
the hotel opened). From then on, the artist worked with Greek and
foreign architects, such as Sir Basil Spencer and Anthony Blee, on
the interior decoration of residential and public buildings.

He created the frontispiece for Odysseus Elytis's Axion Esti for
lkaros Editions. As part of his ongoing association with this pub-
lisher, he made the frontispiece for Six plus one remorses for the
sky, also by Odysseus Elytis, in the following year.

1960/1961 He produces works, integrated in the architectural de-
sign, for EQT hotels in Florina, the Oceanis restaurant in Vouliag-
meni, the Piraeus Port Organisation pavilions at Karaiskaki and
the Mont Parnes casino. In the Mont Parnes project, in particular,
we know that Moralis, along with Yannis Tsarouchis and Nikos
Hadjikyriakos-Ghika, had a broader advisory role on interior de-
sign projects to Pavlos Mylonas, the hotel architect.

Moralis contributes to an exhibition at the Famagusta Municipal
Gallery.

1962 In addition to the two exterior walls and the courtyard mo-
saic, Yannis Moralis also made the ceramic compositions in EOT's
Dionyssos pavilion at Filopappou. It was then that his lifelong col-
laboration with the ceramist Eleni Vernadaki began.

He was elected member of the International Federation of Arts
and Letters (FIAL).

He made the frontispiece for Odysseus Elytis's Heroic and funeral
chant for the lieutenant lost in Albania for lkaros Editions.

1963 He shows his work from the previous three years in his
second solo exhibition, this time at the Athens Hilton Art Gallery.
His series of Funerary Compositions (I. 7699, I1. 7700, 1. 7701,
M. 7702, 1. 7703, T1. 7704), which the artist would later donate to
the National Gallery, stirred a lot of interest. Among his works on
display, also to become part of his donation to the National Gallery,
were: Nude, 1962 (1. 2702), Young Woman, 1962 (1. 7696) and
Memory, 1963 (1. 7698).

1964 He designs the costumes for Aeschylus’ Suppliants, directed

EBvikoU Bedtpou, AvBpwrivn gwvn, Tou Zav Koktw, H Bauuaotri unaiwua-
ToU, Tou QPeviepiko MkapBia Adpka kal Aeokdvtia, Tou Zav Avolly, o€ okn-
voBeaia AAEEN YoAopou.

1958 Opyavwvel TNV NpwTn atopkn Tou €kBean otnv a{Bouoa ekBEoewv Ap-
66, HpakAeltou 21, otnv Ae€apevi oto KoAwvdkL. Ta €pya nou Ba ekteBouv
elval oe onuavtiko BaBud exkeiva ye ta onola Tov NPonyoUpEVO XpOVO GUU-
peteixe otn MnevdAe tng Bevetiac.

Méoa oto 1959 Ba tou avateBel and toug apxitéktoveg Baotheladn, Boupé-
Ka Kal 2TAKO, N JEAETN yia TN OLaKOOUNON TwV EEWTEPIKWY TolXwv g BA
kat NA nAgupdc tou Eevodoxelou XiAtov atnv ABrva (n eyxdpakin o€ ylav-
VIWOTIKO pdppapo ouvBeon ohokAnpwvetal 1o 1962, ondte Kat yivovial ta
eykaivia tou &gvodoxeiou). And 1dTe ouvepyddetal Pe EANNVEG Kal EEvoug
OPXITEKTOVEG, Onwc o Sir Basil Spencer kat Antony Blee, yia tn dlakdopnan
KATOLKLWV Kal KTplwv dnpdolou xapaktipa.

®otexvel v npopetwnida tng nointkAg ouvBeong Tou Oducoga EAUTN,
A&iov Eoti, yia tov ekdotikd o{ko ‘Ikapog. Zuvepyaldpevog otaBepd Pe Tov
EKOOTIKG 0iKo, TNV endpevn xpovid Ba @hotexvioel Tnv npopetwnida yia
TV nontikn ouvBeaon, enfong tou Oducoga EAUTN, E&l kat pia el ya
TOV 0UPaVvoe.

1960/1961 Olotexvel oUVBEDELG, EVIQYUEVEG OTOV OPXLIEKTOVIKG oxedla-
opo, ya ta &evodoxeia tou EOT otn ®AWplva, 10 otatdplo (Okeavic otn
BouAaypegvn, 1a nepintepa tou OAl otnv akth Kapaiokdkn otov [epald,
kat 1o Mov lNapvec otnv MépvnBa. EWdikd oto Mov lMapveg yvwpiloups Nwg
0 Mépahng, pad{ pe toug MNdvvn Toapouxn kat Niko Xat¢nkuptdko-kika, €f-
xav avaAdfBel auvoAikdtepa oUPBoUAEUTIKG pdAo og oxean PE Ta dlaKooun-
kG ¢nTpata, o ouvepyacia aoWaAwe Pe Tov apxItéktova Tou Egevodoxei-
ou lNauAo MuAwva.

Yupuetexel og €kBeon otn AnpoTikn MivakoBrkn Apoxwotou.

1962 Extdg and 1a dUo e&wtepikd Toxia Kal 10 Hwoaikd TG auAig, o Mav-
vng MépaAng @uhotexvel Kal TiG Kepauikeg ouvBeoelg oto nepimtepo tou EOT
Atdvuoog, atou ®rondnnou. Tote Eekvd n ouvepyaoia Tou pe TV Kepapi-
otpla EAEvn Bepvaddkn, nou Ba dlapkeael pExpL T0 TEAOC TNG (WG TOU.

ExAéyetat taktikd pérog tou AleBvoug IvottoUtou lpappdtwy kat Texvadv (FIAL).

Ootexvel Tnv npopetwnida tng nointikAg ouvBeong tou Oducocga EAUTN,
Aoua npwikd kat nevBiuo yia tov xapgvo avBunodoxayo tnc AABaviac, ywa
TG £kdG0ELG Tkapoc.

1963 lMaopouatdlel I GOUAELd TwV TPLWV TEAEUTAlWY XPOvwy OTn OeUTEPN
atodkn tou €kBean, auth tn @opd otnv aiBouca tExvng Tou evodoxeiou
X{Atov. Idwaitepo evdlapepov npokaAel n oelpd twv Emtiyfiwv ouvBeoewv
(M.7699, 11.7700, M.7701, 11.7702, 1.7703, 11.7704), nou yeténetta Ba dwpn-
oeL otnv EBvikn MivakoBrikn. Avdueoa ota €pya tng €kBeong, nou eniong
Ba anoteAéoouv Tunpa TG dwpedc Tou npog v MivakoBrikn, kat ta: Muuve,
1962 ([1.2702), Nea yuvaika, 1962 (11.7696) kat Avduvnon, 1963 (11.7698).

1964 Ouhotexvel Ta KooTtoUpLla yia TG kETOeG Tou AloxUAou, o oknvoBe-
ola AAEEN Yohopou (napaywyn tou EBvikoU Bedtpou, oto nAaiolo tou de-
oTBdA Emdaupou).
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1965 Tou anovéuetal o Ta&dpxng tou Qoivika.

®Ootexvel 0¢ka ouvBeoelg nou napeuBdiovtat geta&u twv noinudtwy, otn
ouAoyn Motriuata tou Nwpyou Ze@epn, Twv ekOO0EwWY TKapoc. ZUMETE-
xeL otnv €kBeon Atakoountikd ugavtd toixou oe oxedia EAARvwy (wypd-
pwv, otnv AiBouaa Téxvnc ABnvav —XiAtov, kat otnv MntevaAe Tanwoepl TNg
Aoldvng.

1968 Oihotexvel 1a oknNVIKG Kal Ta Kootoupta TN napdotaong Owinouc Tu-
pavvog, nou napouaiace 1o Bgatpo Texvng tou KdpoAou Kouv oto Aldwych
Theatre tou Aovdivou, oto nAaioto tou lMNaykdouiou PeotBEA Oedtpou.

1972 Tlpaypatonolel v tpitn atopkn tou €kBeon otn TkaAepl 16Aa-
Z0oUpnouAdKkn, eykawiddoviag dAAn pia pakpd ocuvepyacia. H Cwypagkn
10U 010 €&n¢ Ba nepapatiletal oto en{nedo NG POPUAG KE QUTO TO «OALyO-
Wnplo aApdpnto», yla 1o onoilo 1éo0 gUatoxa €kave Adyo o Oducogag EAU-
TNG OTO £l0aywyIKS Kelpevo Tou kataAdyou. Xe auth tnv €kBean napouoi{ace
pia dMAn 1Bualtepn oelpd ouvBeoewy Tou, 1a EmBaiduia.

Yuppetexel yla deltepn @opd otnv MnievdAe Tanwoepl tng Aoldvng.

1973 Maipvet pépog atn AeBvn ‘EkBean Xelpotexviag oto Mdévaxo kat Bpa-
Bedetal pe xpuad petdMo (tantoepl).

1978 Tétaptn atopikn €kBeon otn MkaAepl ZoupnouAdkn. Mua peydAn evo-
TNTA €PYWV, MOU EX0UV KaTd KUpLo Adyo @iotexvnBel atnv Alylva, @epet tov
ttAo MMavagAnvoc.

Yuppetexel otn OleBvn €kBean Seconde rencontre internationale d'art
contemporain, oto Grand Palais oto Mapiot, padi pe 22 dANouc EMnvec (w-
ypd@oug Kat yAUnteg nou engéhe€e n EBviknA MvakoBrkn.

1979 Tou anovépetal 1o Aptatelo Texvwy and v Akadnuia ABnvav.

1983 lMeuntn atoukn €kBeon otnv [kaAepl ZoupnouAdkn. Meta&u twv €p-
ywv tng €kBeong autig kat 1o Epwtikd, 1982 (11.6794), €pyo nou anéktnoe
n EBvikn MvakoBrikn.

Y116 31 Auyouotou tou {dlou xpdvou anoxwpel and tnv Avwtdtn IxoAn Ka-
AV Texvwy, petd and tpldvia €81 xpdvia ouvexoug dldackaAiac.

1985 Guhotexvel tnv kepaptkn cUvBeon yia 1o Anpapxlakd Meyapo ABnvav.

1988 Avadpopikn €kBean otnv EBvikn MivakoBrikn. Me tnv eukatpia tng €k-
Beong autig, o Opthog Etapetwv tng Epnopiknig Tpdnedag exkd(del vav téuo,
o€ enelela BaalAn dwtdnouhou, pe OAo oxedOV T0 PEXPL TOTE QYO TOU.

Tnv (8la xpovid, o Mdvvnc MdépaAng npayuatonolel TN peydAn tou dwped
npoc tnv EBvikn MivakoBrkn-Mouaeio AAe€avopou Zoutlou.

1992 ‘Ektn atopkn €kBeon atnv [kaAepl ZoupnouAdkn.

1996 lNavtpevetal tnv lwdvva BaoodAou.

Avadpopkn ékBean atnv Akadnpia ABnvav pe €pya tng EBvikAG MivakoBrikng.
1997 'EBGoun atopikn €kBeon otnv [kahep{ ZouunouAdkn.

1998 Tou anovepetal o Ta&ldpxng tng Tng.

2000 Yuppetexel otnv ekBeon KAaatkee Mvripeg atn YUyxpovn EAAnvikri Te-
Xxvn, nou opyavwBnke and tnv EBvikn MivakoBnkn kat 1o 10pupa ANEEavOpoc

by Alexis Solomos (produced by the National Theatre for the Epi-
daurus Festival).

1965 He was decorated with the award of the Commander of the
Phoenix.

He made ten illustrations for Poems by George Seferis for lkaros
Editions.

He contributed to the exhibition Tapestries on designs by Greek
artists at the Athens Hilton Art Gallery and the Tapestry Biennial
in Lausanne.

1968 He designs the sets and costumes for Oedipus Rex, pro-
duced by Karolos Koun's Art Theatre at the Aldwych Theatre in
London as part of the World Theatre Festival.

1972 His third solo exhibition is held at lolas-Zoumboulakis Art
Gallery, launching another long cooperation. From then on, his
painting would experiment at the level of form, in this “alphabet
of a few letters”, as so aptly described by Odysseus Elytis in the
introductory catalogue essay. In this exhibition he showed another
series of works, the Epithalamia.

He participates for the second time in the Lausanne Tapestry
Biennial.

1973 He contributed to the International Handicrafts Exhibition in
Munich, where he was awarded a gold medal (tapestry).

1978 Fourth solo exhibition at Zoumboulakis Art Galleries. A
large series of works, mostly painted on Aegina, entitled Full
Moon.

He participates in the Second International Meeting of Contem-
porary Art at the Grand Palais in Paris, along with 22 other Greek
painters and sculptors selected by the National Gallery.

1979 He received the Medal of Arts of the Academy of Athens.

1983 Fifth solo exhibition at the Zoumboulakis Galleries. Among
the works on display is Love scene, 1982 (I1. 6794), a work ac-
quired by the National Gallery.

On August 31 of the same year, he left from the Athens School of
Fine Arts after thirty six years of teaching.

1985 He makes the ceramic composition for the Athens Town Hall.

1988 Retrospective exhibition at the National Gallery. In response
to this exhibition, the Emporiki Bank of Greece Group of Compa-
nies issued a book, edited by Vassilis Fotopoulos, featuring most
of the artist’'s work until then.

In the same year, Yannis Moralis made his great donation to the
National Gallery-Alexandros Soutzos Museum.

1992 Sixth solo exhibition at the Zoumboulakis Art Galleries.

1996 Married to loanna Vassalou.



Retrospective exhibition at the Academy of Athens featuring works
in the National Gallery.

1997 Seventh solo exhibition at the Zoumboulakis Art Galleries.
1998 He was awarded the Commander of Honour.

2000 He contributes to Classical Memories in Contemporary
Greek Art, an exhibition organised by the National Gallery and the
Alexander S. Onassis Foundation in Olympic Towers, New York
(and in subsequent versions of the exhibition in Istanbul, Beijing,
Vienna and Athens).

2001 Yannis Moralis. Angels, music, poetry exhibition at the Bena-
ki Museum. The artist's extensive conversations with the curator,
Fani-Maria Tsingakou were published in the exhibition catalogue.

2002 Eighth solo exhibition at the Zoumboulakis Art Galleries.

2004 Ninth solo exhibition at the Zoumboulakis Art Galleries. This
time, Yannis Moralis exhibits sculptures.

2005 Retrospective exhibition in Ermoupolis, on the island of Syros.

The 2001 exhibition at the Benaki Museum is held at Bazeos
Tower, on the island of Naxos, under the title Yannis Moralis.
Theatre, music, poetry. The exhibition was also held at the
Macedonian Museum of Contemporary Art in Thessaloniki in
the following year (2006).

2006 The film Yannis Moralis by Stelios Charalambopoulos was
screened at the 8" Thessaloniki International Documentary Festi-
val (International Critics Association Award [FIPRESCI]) and at the
documentary film section of the 47th Thessaloniki International
Film Festival.

The artist's tenth solo exhibition at the Zoumboulakis Art Galleries.

2008 Exhibition Y. Moralis. Traces at the Museum of Contempo-
rary Art of the Basil & Elise Goulandris Foundation on the island
of Andros.

Exhibition Yannis Moralis. Drawings 1934-1994 organised by the
Cultural Foundation of the National Bank of Greece.

2011 Exhibition Yannis Moralis. Architectural compositions at the
Benaki Museum (March-April).

*Yannis Moralis died on December 20, 2009 in Athens.

This timeline is based on and expands the timelines published in:
+ Qwrtdnouloc, B.(ed.), [tdwncMdpaAng, introduction: MNanaotduoc,
A., Athens, Emporiki Bank of Greece Group of Companies 1988
+ KoutoopdAng, K. (ed.), Maiotog, N. (documentation), . MdpaAng.

Mua avixveuon, Museum of Contemporary Art, Andros 2008

Annie Malama
Dr History of Art
Curator, National Gallery- Alexandros Soutzos Museum

Y. Qvdong oto Olympic Towers tng Néag Yopkng (kaBwg kat oTig eNOpEVES
£KOOXEG TNC €kBeong o KwvotavtivounoAn, MNekivo, Biévvn kat ABnva).

2001 'ExBeon €pywv tou 1o Mouceio Mnevakn e titho, Mdvwng Mdpaing.
Ayyedotl, pouatkn, moinan. XIn ouUVOdEUTIKNA £KOOON ANPOCLEUETAL N EKTEVAG
oulATnon Tou We TNV eneAntpLa tng €kBeong, ®avii-Maplia Totykdkou.

2002 ‘Oyoon atoutkn €kBeon otnv MkaAepi ZoupnouAdkn.

2004 ‘Evatn atopikn €kBeon otnv Mkalepl ZoupnouAdkn. Auth tn @opd o
Mdvvng MdpaAng exB€tet yAuntd.

2005 Avadpoptkn €kBgon otnv EppodnoAn tng YUpou.

H €kBeon tou 2001 oto Mouaeio Mnevdkn napouatdletat atov [Mipyo Mna-
Calou otn Na&o, und tov TitAo dvvng Mdpang. Ocatpo, pouatkr, molnon.
H 0o €kBeon Ba napouctaotel Tov endpevo xpdévo (2006) oto Makedovikd
Mouaeio 2Uyxpovnc Téxvng otn Begoaiovikn.

2006 [Mapouoidletat oto 8 AeBveg ®eoufBar Nrokiaviep Ocooaiovi-
KNG Kat oto Tunua Tawiwv Tekunpiwong tou 47° OeotBdA Kivnuatoypd-
ou Beooalovikng n tawia Mdvwng MépaAng tou XtéAlou XapaAaunonou-
Mou (BpaBeio AleBvoug Evwong Kpttikwv [FIPRESCI] oto 8° ®eotBdA Nto-
Kpaviep Oeooahovikng).

Agkatn atopikn €kBeon otnv IkaAepl ZoupnouAdkn.

2008 ExBeon-apiépwua pe ttho . MdpaAnc. Mia avixveuan, oto Mouoe(o
2Uyxpovng Téxvng tou 1dpUpatog BaoiAn kat EAlCac NouAavdpn otnv Avdpo.

"EkBean tou MopgpwTtikou I18pUpatoc EBvikAg Tpanédng pe titAo, Mdvvne Md-

paAnc. 2xedia 1934-1994.

2011 ‘ExkBeon oto Mouoegio Mnevakn (Mdptiog-Anpidog) pe titAo [dvvng
MdpaAnc. ApXITEKTOVIKEC OUVBETELC.

* 0 MNavvng Mdpaing neBave otnv ABrva, ot 20 AekeuPplou Tou 2009.

To napdv xpovoAdylo Baailetal kat epnAoutiCel aviiotoxa xpovoAdyla nou

ONPoOoLeUBNKay oTLG EKOOOELC:

+ QwrténouAog, B. (em.), Mdwng MdpaAng, eloaywyn: MNanaotduog, A., ABrva,
‘Optroc Etapudv Epnopikng Todnedag, 1988

« KoutgopdAAng, K. (em.), Matotog, N. (tekunpiwaon), . MdépaAng. Mwa avi-
xveuan, Mouaelo 2Uyxpovng Téxvng, Avopoc, 2008

‘Avwu MdAaua
Ap lotopiag tng €xvNg
EnweAntpla EBviknc MvakoBrkng-Mouoeiou AeEdvdpou Youtlou
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Tekunplwpévog KatdAoyog Twv épywv
wng EBviKNAG MvakoBnkng-Mouosiou AAe€dvdpou Loutlou

Avvu MdAapa

Documented catalogue of the works in the
National Gallery-Alexandros Soutzos Museum Collections

Annie Malama

Zwypagkn

M. 7682

Zrov unaibpro @wroypdgo, 1934 (evundypapo)

AddL og pouoapd, 70 x 95 k.

Awped T0U KAANTEXVN

Ekt{Betat otn poéviun €kBeoan and to 2000

EkB€aelg: [dvvnc MdpaAng, ENMMAZ, 1988, ap. kat. 2, 0. 65.

EAMnvikn Cwypagikn. H dekaetia tou '30, ENMMAZ-ARpog Matpéwv, Anyotikn MNMivakoBi-
kn, 1995, 0. 33 & ap. 22, 0. 48.

EAMnvikn {wypagikn. H dekaetia tou '30, EMIMAZ-TMapdptnua Képkupag, 1996, 0. 26 &
010 €EWPUAAO avdpeoa o AAAa €pya.

ldvvng Mdpaing, MivakoBrkn KukAddwv-Anpog EppounoAng, 2005, o. 33.
Mapiot-ABriva, 1863-1940, ENMMAZL, 20 AekepBplou 2006 - 31 Maptiou 2007, 0. 96.
BiBAoypagia: T¢dvveg-=npouxdkn, A., «[dvvng MépaAng», Ot EAAnveg Zwypdeot,
1. B, ABriva, 1975, 0. 382.

Manaotdpoc, A., lwypapikri 1930-40, ABriva, 1981, eik. 226, 0. 210.

O®wtdnourog B. (enwy.), Mdvvne MopaAng, ABriva, 1988, k. 6, 0. 33.

Xphotou Xp., MdpaAng, ABrva, 1993, eik. 7.

Xpniatou, Xp., Tétong, M. (enwy.). Mdvvng Mdpaing, ABriva, 1996, o. 15.

Xphatou, Xp.. «[1dvvng MépaAng. O dnploupydc, o dAoKaAog, 10 €pyo Tou», [TpaKTi-
Kd ™n¢ Akadnuiac ABnvav, T. 71°, tx. 2°, ABriva 1996, 0. 169 [BA. kat avadnpoociceuon
ot0: Enidoyog ‘96, etnatla noMtLotiki €kdoon, xpdvog 5°, NoguBplog 1996, 6. 343-
349 (0w wotdoo €xouv napaAngBel ot ava@opéc ota €pya)l.

Ayannte pou dvvn... Tpla pdupata. [dvvng Toapouxng. [dvvng MdpaAng, ABrva,
1997, 0. 15.

Aapnpdkn-MAdka, M. (enw.), 100 xpdvia ETTMAZ, ABriva, 1999, eik. 328, o. 499.
Totykdakou, ®.-M. (oUvta&n-eny.). . MopaAng. Ayyeiot, pouaikn, noinon, ABriva,
2001, ewk. 345, 0. 261.

Ytepaviong, M., EAAnvopouoeiov. EEL Awdveg EAAnvikni Zwypapikn, ABriva, 2001, o. 63.
MndAng, I", [tdvvng MdpaAng, ABrva, 2005, 0. 13.

HuepoAdyio EMMAX 2011, Bua: [dvvng MdpaAng 1916-2009. To €pyo elkovietat
otnv eBoopdda 27/12/2010-2/1/2011.

Tunog: Xat¢nddkng, M., «[dvvng Mépaing», Zuydg, aptB. 80, louAog 1962, eik. 1, o.
7 & 0. 28.

KaBnueptvri. Entd Huépec. Zwypdpot tng yevidc tou 30. MdpaAng. Xat{nkupidkog-
Ikikag. Atauaviénouvdog. Toapouxng, 1996, o. 15.

Ivoikrog, ap. 12-13, ®eBpoudplog 2001, o. 6.

M. 7681

Nekpn @Uon, 1934

@0 og pouoapd, 55,2 x 44,2 ex.

Awped T0U KAATEXVN

EkB€aeLg: idvvng Mdpaing, ENMMAL, 1988, ap. kat. 1, 0. 65.

ldvvnc MdpaAng, Akadnuia ABnvay, 1996, 0. 13.

ldvvng MdpaAng, MivakoBrikn KukAddwv-Anpog EppounoAng, 2005, o. 34.
BiBAtoypagia: Dwtdnoulog B. (enuy.). Mdvvng MdpaAng, ABrva, 1988, eik. 2, 0. 30.
Tunog: Xatdnddkng, M., «[dwng MépaAng», Zuydg, apiB. 80, louAog 1962, eik. 9, 0. 7 & 0. 28.
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Paintings

M. 7682

By the Outdoor Photographer, 1934 (signed)

Oil on canvas, 70 x 55 cm

Donated by the artist

On permanent display since 2000.

Exhibitions: tdvwng¢ MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv.
no. 2, p. 65.

EMnvikni {wypagikn. H dexacstia tou ‘30, National Gallery-Alexandros Soutzos Museum —
Municipality of Patras, Municipal Art Gallery, 1995, p. 33 & No. 22, p. 48.

EMnvikri {wypagikn. H dexastia tou '30, National Gallery-Alexandros Soutzos Museum,
Corfu Annex, 1996, p. 26 & cover among other works.

ldwvng MdpaAng, Cyclades Art Gallery — Municipality of Ermoupoli, 2005, p. 33.
apiot-ABnva, 1863-1940, National Gallery-Alexandros Soutzos Museum, 20 December
2006-31 March 2007. p. 96.

Bibliography: T¢dvveg-=npouxdkn, A., “Tidvvng MépaAng”, Ot EAAnveg Zwypdpot, vol. 2,
Athens, 1975, p. 382.

Manaotdpog, A., Zwypagwr 1930-40, Athens, 1981, ill. 226, p. 210.
®wténoulog B. (ed.), Mdvvng MdpaAng, Athens, 1988, ill. 6, p. 33.
Xpnatou, Xp., MdpaAng, Athens, 1993, ill. 7.

Xpnotou, Xp., Tétong, M. (ed.), Mdvvng MdpaAng, Athens, 1996, p. 15.

Xpnotou, Xp., ‘Tiavwng Mépaing. O dnutoupydc, o dAokaAog, 1o £pyo tou”, [pakTikd Tng
Akadnuiag ABnvdv, vol. 71, No. 2, Athens, 1996, p. 169 [Article also reprinted in: Enidoyog
‘96, triota noAwriotikri €kdoan, year 5, November 1996, p. 343-349 (references to works
have been omitted here)].

Ayannte pou [dwn... Tpia 'pduuara. Mdvwng Taapouxng. dwng MdpaAng, Athens, 1997, p. 15.
Aapnpdkn-MAdka, M. (ed.). 100 xpdvia ENIMAZ, Athens, 1999, ill. 328, p. 499.

Towykakou, ®.-M. (contr. — ed.), I. MdpaAng. AyyeAot, pouoikn, noinon, Athens, 2001, ill.
345, p. 261.

Yreavidng, M., EMnvopouoeiov. E& Awveg EAMnvikn Zwypapukr, Athens, 2001, p. 63.
MndAng, I, [dvvng MdpaAng, Athens, 2005, p. 13.

HuepoAdyto 2011, [dvvng Mdpaing 1916-2009, National Gallery-Alexandros Soutzos Mu-
seum. Reproduced for week 27/12/2010-2/1/2011.

Press: Xat(nddkng, M., "Tidvwng Mépaing”, Zuydg, No. 80, July 1962, ill. 1, p. 7 & p. 28.
KaBnpeptvri. Entd Hugpeg. Zwypdpot tng yevidg tou 30. MdpaAng. Xat{nkuptdkog-Ikikac.
Awauavidnoudog. Toapouxng, 1996, p. 15.

vowtoc, No. 12-13, February 2001, p. 6.

M. 7681

Still Life, 1934

Oil on canvas, 95,2 x 44,2 cm

Donated by the artist

Exhibitions: [dwn¢ Mdparng National Gallery-Alexandros Soutzos Museum, 1988, inv. no. 1, p. 65.
[dvvng MdpaAng, Athens Academy, 1996, p. 13.

[dwwng Mdpaing, Cyclades Art Gallery — Municipality of Ermoupoli, 2005, p. 34.
Bibliography: ®wténouioc B. (ed.), [dwng Mdpainc, Athens, 1988, ill. 2, p. 30.

Press: Xat¢nddkng, M., “Tidvwwng MépaAng”, Zuydg, No. 80, July 1962, ill. 9, p. 7 & p. 28.



M. 7685

Athens Landscape, 1936 (signed)

Oil on canvas, 43 x 87 cm

Donated by the artist

On permanent display since 2000.

Exhibitions: [idvvng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988,
inv. no. 4, p. 65.

lNapBevng-Tkikag-MdpaAng, National Gallery-Alexandros Soutzos Museum, Corfu An-
nex, October-December 1992, p. 39 & inv. no. 2, p. 59.

EAMnvikn {wypapikn. H dexaetia tou 30, National Gallery-Alexandros Soutzos Mu-
seum-Municipaliy of Patras, Municipal Art Gallery, 1995, No. 23, p. 48.

EAMnvikn {wypapikn. H dexaetia tou 30, National Gallery-Alexandros Soutzos Mu-
seum, Corfu Annex, 1996, p. 26.

EAAnvikn tontoypaia 19°4-20% atwvac. And tic ouroyéc tne EBviknic lMivakoBrikng kat
Tou I6puuatog Euptnidon KoutAidn, National Gallery-Alexandros Soutzos Museum, 2
February-16 April 1998, p. 109, 113.

ldvvne Mdpaing, Cyclades Art Gallery — Municipality of Ermoupoli, 2005, p. 36.
Bibliography: MNanaotduoc, A., Zwypagpwri 1930-40, Athens, 1981, ill. 227, p. 211.

®wtonourog B. (ed.), [dwng MdpaAng, Athens, 1988, ill. 12, p. 37.

Xpnaotou, Xp., MdpaAng, Athens, 1993, ill. 10.

Xonatou, Xp., Tétong, 1. (ed.), Mdwne Mdpang, Athens, 1996, p. 20-21.

Xpnaotou, Xp., Tidwng MépaAng. O dnpoupydc, 0 ddoKaAag, To €pyo Tou”, [paktikd T Akadnuiag
Abnvav, vol. 71, No. 2, Athens, 1996, p. 169-170 [Article also reprinted in: Eridoyog 96, etrioia
rioAmonkri ékdoon, year 5, November 1996, p. 343-349 (references to works have been omitted here)].
Aapnpdkn-TAdka, M. (ed.), 100 xpdvia ETIMAZ., Athens, 1999, ill. 311, p. 484.

MnoAng, I, [dwng Mdpang, Athens, 2005, p. 14.

HugpoAdyio 2011, [Mdwng Mdpaing 1916-2009, National Gallery-Alexandros Soutzos Museum. Re-
produced for week 14/2/2011-20/2/2011, as well as on the two pages immediately following (detail).
Press: Xat¢nddkng, M., "Tidvwng Mépaing”, Zuydg, No. 80, July 1962, ill. 6. p. 7 & p. 28.

K. 559

The Painter with Nikos Nikolaou, 1937 (signed)

Oil on canvas, 91 x 72 cm

E. Koutlidis Foundation Collection

On permanent display at the National Gallery-Alexandros Soutzos Museum since 2000.
Exhibitions: [TaveAArivioc KaAArexvikri EkBeotg, Zappeion Exhibition Hall, March-April
1940, inv. no. 133, p. 17.

[dwng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, ill. 4, inv. no. 5, p. 49 & 65.
EMnvikn {wypaqpuxr. H dexaetia tou 30, National Gallery-Alexandros Soutzos Museum — Munici-
pality of Patras, Municipal Art Gallery, 1995, p. 33 & No. 24, p. 48.

EMnvikn {wypaqpuxri. H dexaetia tou ‘30, National Gallery-Alexandros Soutzos Museum, Corfu An-
nex, 1996, ill. 1, p. 20 & 26.

Bibliography: T¢dvveg-=npouxdkn, A., «[1dvvng MépaAng», Ot EAAnvec Zwypdeot, vol.
2, Athens, 1975, ill. 17, p. 387.

AuddKNg, X1, H totopla tng veoeAnvikri¢ {wypapikric (16°-20° awwvag), O EAMnveg
{wypdepol, vol. 3, Athens, 1976, p. 263.

[Manactdpog, A., Zwypagwn 1930-40, Athens, 1981, ill. 224, p. 207.

BakaAo, E., H puatoyvwia i petanosuikig texvng otnv EAAdSa, O puBog te EMnvikdtntac,
vol. 3, 1983, p. 65.

®wrténoudog B. (ed.), Mdwng MdpaAng, Athens, 1988, ill. 13, p. 39.

Tsikouta, M., Les influences dans la peinture grecque aprés 1945, doctoral thesis., Université de
Paris-Sorbonne Paris IV, 1991, vol. 2, p. 246 & vol. Illustrations II, ill. 370.

Xpriatou Xp., MdpaAng, Athens, 1993, ilL. 11.

Xpnatou, Xp., Zwypapikri 20 awdva, Athens, 1996, ill. 77, p. 110.

Xpriatou, Xp., «[dwng Mdépaing. O dnploupydg, 0 dGoKaAog, To €pyo Tou», [paktikd TG
Akadnuiag ABnvddv, vol. 71, No. 2, Athens, 1996, p. 169-170 [Article also reprinted in: EriAoyoc
‘96, eiowa noAwmotikn €kdoon, year 5, Noverber 1996, p. 343-349 (references to works have
been omitted here)].

Ytepavidng, M., EAAnvopouaeiov. EE Adveg EAnvikn Zwypagukr, Athens, 2001, p. 62.
Towykdkou, @.-M. (contr. = ed.). I. MépaAng. AyyeAot, pouatkr, noinon, Athens, 2001,
ill. 39, p. 31 & p. 105.

M. 7685

Tonio tng ABrivag, 1936 (evundypawpo)

A@dL og pouoapd, 43 x 87 ek.

Awped ToU KAATEXVN

EktiBetal otn péviun €xBeon and to 2000

EkB€aelg: [tdvvng MdpaAng, EMMAL, 1988, ap. kat. 4, 0. 65.
MapBévne-Tkikag-MdpaAng, ETIMAL-Mapdptnua Képkupag, OktwPplog-AskéuBplog
1992, 0. 39 & ap. kat. 2, 0. 59.

EAnvikni {wypagukn. H dexaetia tou 30, EMMAZ-Anpog MNatpéwv, Anpotikn Mivako-
8rkn, 1995, ap. 23, o. 48.

EAnvikni {wypapukn. H dekaetia tou 30, ENMMAZ-Mapdptnua Képkupag, 1996, a. 26.
EAAnvikri tonoypagia 19°¢-20°¢ atwvac. And ti¢ ouAdoyec tng EBvikric MivakoBrikng
Kat Tou 10pUuatog Euptnidon KoutAion, ENMMAE, 2 ®eBpouapiou-16 AnptAiou 1998, o.
109, 113.

ldvvng MdpaAng, MivakoBrkn KukAddwv-Anpog Eppounoing, 2005, o. 36.
BiBAoypaegia: Manaotdpog, A., {wypagwkr 1930-40, ABriva, 1981, eik. 227, 6. 211.
®wtdnoudog B. (enwy.), dvvng MdpaAnc, ABriva, 1988, eik. 12, 0. 37.

Xpriotou Xp., MdpaAng, ABrva, 1993, ewk. 10.

Xpnatou, Xp., Tétong, 1. (enw.), [dvvne MdpaAng, ABriva, 1996, o. 20-21.

Xpriotou, Xp., «[dvvng MépaAng. O dnpLloupydg, o dGoKaAaG, T0 €pyo Tou», [pakTikd
g Akadnuiag ABnvayv, 1. 71°%, tx. 2°, ABriva 1996, 0. 169-170 [BA. kat avadnpooi-
€uan oto: EnfAoyog ‘96, e1ola NnoAtTLoTikn €kdoan, xpdvog 5%, Noéufplog 1996,
0. 343-349 (e0) wotdoo €xouv napaingBel ol ava@opég ata €pya)l.
Aapnpdkn-MAdka, M. (enwy.), 100 xpdvia ETIMAZX, ABriva, 1999, k. 311, 0. 484.
MndéAng, I, [tdvvng MépaAng, ABrva, 2005, o. 14.

HuepoAdyto ETTIMAX 2011, 8¢ua: idvvng MdpaAng 1916-2009. To €pyo elkovile-
tal otnv €Bdoudda 14/2/2011-20/2/2011, kaBwg kat ato 6Lo€AL60 nou akoAouBel
ap€owg Petd (Aent.).

Tdnog: Xat{ndakng, M., «Tidwng MépaAng», Zuydg aptB. 80, loUAog 1962, €ik. 6, 0. 7 & 0. 28.

K. 559

0 Jwypdgog pe tov Niko NikoAdou, 1937 (evundypago)

AGoL o€ youoapd, 91 x 72 k.

YuMoyn I1dpupatog E. KoutAidn

ExtiBetat otn péviun €kBean tng ENMMAL and to 2000

EkB€aelg: MaveAdnvioc KaAAtexvikn ExkBeotc, Zdnnelo Méyapo, Mdptiog — AnpiAtog
1940, ap. 133, 0. 17.

[dwng MdpaAng, ENTMAL, 1988, k. 4, ap. kat. 5, 0. 49 & 65.

EMnviki {wypaqikn. H dexaetia tou 30, ENMMAL-Arpog Matpéwy, Anpotikn MivakoBrikn, 1995,
0.33&ap. 24, 0. 48.

EMnvikri {wypagin. H dexaetia tou 30, ENMMAL-Mapdptnua Képkupac, 1996, e 1, 0. 20 & 26.
BiBAtoypagia: T¢dvwec-=npouxdkn, A., «[tédwng MépaAnc»,

OvEMnvec Zwypdgpot, 1. B, ABriva, 1975, ewk. 17, 6. 387.

Auddkng, Xt., H totoplia tn¢ veosAAnvikric {wypagikric (16% - 20°¢ awdvac), OtEAAnveg
Jwypdpot, T. [, ABrva, 1976, o. 263.

Manaoctépoc. A., {wypapkn 1930-40, ABriva, 1981, ewk. 224, o. 207.

BakaAd, E.. H puatoyvwuia tnc uetanoAeuiknc t€xvng otnv EAdoa. O puuBoc tnc EAAN-
vikdtntac, t. 3°, 1983, 0. 65.

®wténoulog B. (enwy.), Mdvvne MdpaAnc, ABriva, 1988, eik. 13, o. 39.

Tsikouta, M., Les influences dans la peinture grecque apres 1945, 3. diatp..
Université de Paris-Sorbonne Paris IV, 1991, 1. 2, 0. 246 & 1. Illustrations II, ew. 370.
Xpriotou Xp., MdpaAng, ABrva, 1993, ewk. 11.

Xpnatou, Xp., Zwypagikn 20 awwva, ABhva, 1996, . 77, 0. 110.

Xprotou, Xp., «[1dvvng MépaAng. O dnptoupydg, o ddokaAog, 1o €pyo Tou», [pakTikd
¢ Akadnuiac ABnvawv, T. 71°, 1. 2°,

ABriva 1996, 0. 169-170 [BA. kat avadnpoaieuon ato: Enidoyog ‘96, ethcla NoMTLOTL-
KN €kdoan, xpovog 5%, NoéuBploc 1996, a. 343-349 (0w wat6o0 €xouv napaAn@Bel ot
avagopEg ota €pya)l.

Ytepavidng, M., EAAnvopouoeiov. EEL Awdvec EAAnvikn Zwypapikn, ABriva, 2001, 0. 62.
Totykdkou, ®.-M. (cUvtagn-enuy.), I. MdpaAnc. Ayyedot, pouokn, noinon, ABrva, 2001,
ek. 39, 0. 31 &o. 105.
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MnéAng, I, lidvvng MdpaAng, ABriva, 2005, o. 8.

HuepoAdyto EMIMAY 2011, Béua: dvvng Mdpainc 1916-2009. To €pyo elkoviletat atnv
€Boopada 28/2/2011-6/3/2011.

Tunog: KoukoUAag, A., «H Zwypagkn — H " MaveAiviog ‘EkBeolg», Nea Eotla,

T. 27°%, ™. 320, 15/4/1940, o. 519-522.

Néa Eotia, 1. 27°¢, 1. 321, 1/5/1940, €ik. otn 0. 572 pe unéptitho: «AMNO THN " MA-
NEAAHNION EKOEZIN» & undtitho: «l. MOPAAHZ. MOPTPAITA».

XApa. MNeptodikd exvng, x. 22, Mdptiog 1979, «<MdépaAng. 50 xpdvia — aglépwua», o. 8.
Misirli, N., «Yannis Moralis: a truly Greek artist», Zygos. Annual edition on the
Hellenic fine arts. 1985, V. IV, 0. 63.

KaBnuepuvri. Entd Hugpeg. Zwypdpot tng yevids tou ‘30. MdpaAng. Xatlnkuptdkog-
lkikac. AtauavtonouAoc. Toapouxng, 1996. Aentopépela Tou €pyou 010 eEWPUAND.
voiktog, ap. 12-13, ®ePpoudplog 2001, . 2.

K. 445

MNpocwnoypagia tou yAuntn MNdvvn Mannd, 1938 (evundypapo)

A@0L o€ pouoapd, 54 x 46 ex.

YuMoyn 16pUpatog E. KoutAidn

ExtiBetat otn péviun €xBeon tng EMMAX and to 2000.

EkBéoelg: idvwnc MdpaAng, ENMAL, 1988, eik. 3, ap. kat. 8, 0. 65.
BiBAwoypaegia: Manaotduog, A., fwypaguri 1930-40, ABrva, 1981, e. 228, 0. 212.
®wrténouAog B. (enw.), MNdvwng MdpaAng, ABriva, 1988, k. 17, 0. 44.
Xpriatou Xp., MdpaAng, ABriva, 1993, ek. 24.

Xpnaotou, Xp., «[dvwng MépaAng. O dnpoupydg, 0 GAoKaAOG, T0 £py0 TOU»,
Mpaktikd te Akadnuiag ABnvav, T. 71°%, . 2°, ABriva 1996, 0. 169 [BA.

kat avadnpooieuon oto: Enidoyog ‘96, eThola NOATLOTIKA €kdoan, Xpdvog 9%,
NoguBploc 1996, 0. 343-349 (000 WaT600 €xouv NapaAngBel

oL aVaWopEG ata €pya)l.

MnoAng. I, [dvvng Mdpaing, ABrva, 2005, o. 20.

HuepoAdyto EMIMAX 2011, Bepa: dvvng MdpaAng 1916-2009. To €pyo eikoviletat otnv
€Bdopdda 7/2/2011-13/2/2011.

M. 7680

Avutonpocwnoypadgia, 1938 (evundypago)

AddL o€ pouaapd, 65 x 53 ex.

Awped TOU KAATEXVN

EkBéoelg: [tdvvnc MdpaAng, ENMMAZ, 1988, ap. kat. B, 6. 65.
MapBevng-Tkikag-Mdpaing, ENMMAZ-Mapdptnua Kepkupac, OktPplog-Aekeupplog
1992, 0. 8 & ap. kat. 3, 0. H9.

[dvvng MdpaAng, Akadnpia ABnvay, 1996, . 4.

ldvvng Mdpainc, MivakoBrikn KukAddwv-Anpog EppounoAng, 2005, o. 40.
EAAnvikni {wypagikri —udviueg ouAdoyes, EMMMAZ-TMapdptnua Képkupag, 2007, 6. 113
& ap. 68, 0. 189.

I. MdpaAng. Mua avixveuan, Mouaeio L0yxpovng Téxvng, 2008, ap. kat. 1, 0. 35 &

0. 228.

BiBAtoypagia: T¢avvec-=npouxdkn, A., «[1dvvng MépaAng»,

OtEAMnvec Zwypdeot, 1. B', ABriva, 1975, o. 371.

Manaotduog, A., Cwypapuwri 1930-40, ABrva, 1981, ew. 225, 0. 209.

®wrténouiog B. (enwy.), Mdvwne MdpaAng, ABriva, 1988, sik. 16, o. 43.

Xpnriatou Xp., MdpaAng, ABriva, 1993, ek. 1.

Xpnotou, Xp., «[awng MdpaAng. O dnptoupydc, o dGokaog, 10 €pyo Tou», [loaktikd tng
Akadnuiag ABnvawv, T. 71°, x. 2°, ABriva 1996, 6. 169-170. [BA. kat avadnyoaieuon oto: Emi-
Aoyoc ‘96, ethola NOATLOTIKA €kdoaon, XpOvog 5%,

NogpBptlog 1996, 0. 343-349 (edw watdoo exouv NnapaAn@Bel oL avapopeg ota £pya)l.

MnoAng, [0, [tidvvng MdpaAng, Athens, 2005, p. 8.

HuepoAdyio 2011, Idvvne MdpaAng 1916-2009, National Gallery-Alexandros Sout-
zos Museum. Reproduced for week 28/2/2011-6/3/2011.

Press: KoukoUAag, A., «<H Zwypagwkn — H " MaveMnviog ExkBeolg», Néa Eotia, vol.
27. No. 320, 15/4/1940, p. 519-522.

Néa Eotia, vol. 27, No. 321, 1/5/1940, ill. p. 572 with top title: «AMO THN I’
IMANEAAHNION EKOEZIN» and subtitle: «I. MOPAAHZ. [TOPTPAITA>.

2nAua. Meptodikd texvng, No. 22, March 1979, «MépaAng. 50 xpdévia - a@iépwpa», p. 8.
Misirli, N., «Yannis Moralis: a truly Greek artist», Zygos. Annual edition on the Hel-
lenic fine arts. 1985, vol. IV, p. 63.

KaBnuepwvri. Entd Hugpeg. Zwypdpot tng yevide tou 30. MopaAng. Xatlnkuptdkog-
[kikag. AtapavidnouAog. Toapouxng, 1996. Detail of work on the cover.

véiktog, No. 12-13, February 2001, p. 2.

K. 445

Portrait of the Sculptor Yannis Pappas, 1938 (signed)

Oil on canvas, b4 x 46 cm

E. Koutlidis Foundation Collection

On permanent display at the National Gallery-Alexandros Soutzos Museum since 2000.
Exhibitions: [dvwn¢ MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, ill. 3,
inv. no. 8, p. 65.

Bibliography: Manactdpoc, A.. Zwypapwn 1930-40, Athens, 1981, ill. 228, p. 212.
®wtonouiog B. (ed.). dwwng MdpaAng, Athens, 1988, ill. 17, p. 44.

Xpnatou Xp.. MdpaAng, Athens, 1993, ill. 24.

Xpnotou, Xp., «[dvwng Mépaing. O dnptoupydg, o 0AoKaAOG, T0 £pyo 10U, [lpakTikd Tng
Akadnulag ABnvddv, vol. 71, No. 2, Athens, 1996, p. 169 [Article also reprinted in: EniAoyog
'96. ethola noAtloTikn €kdoon, year 5, November 1996, p. 343-349 (references to works
have been omitted here)].

MnoéAng, I, Mdwwng MdpaAng, Athens, 2005, p. 20.

HuegpoAdyio 2011, [dvvng MdpaAnc 1916-2009, National Gallery-Alexandros Soutzos Mu-
seum. Reproduced for week 7/2/2011-13/2/2011.

M. 7680

Self-Portrait, 1938 (signed)

Oil on canvas, 65 x 53 cm

Donated by the artist

Exhibitions: "dvwng MdpaAnc, National Gallery-Alexandros Soutzos Museum, 1988, inv.
no. 6, p. 65.

[MapBevng- kikac- Mdpang, National Gallery-Alexandros Soutzos Museum, Corfu Annex, October-
December 1992, p. 8 &inv. no. 3, p. 59.

ldwnc Mdpaing, Athens Academy, 1996, p. 4.

dwng Mdpaing, Cyclades Art Gallery — Municipality of Ermoupoli, 2005, p. £0.

EMnvikni {wypaguri — povipec ouMoyec, National Gallery-Alexandros Soutzos Museumn, Corfu An-
nex, 2007, p. 113 & No. 68, p. 189.

I MdpaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 1, p. 35 & p. 228.
Bibliography: Tawec-=npouxakn, A., “Tidwng MépaAng”, OtEMnveg Zwypdgpor, vol. 2, Ath-
ens, 1975, p. 371.

Manaotduog, A., Zwypagkri 1930-40, Athens, 1981, ill. 225, p. 209.

®wténoulog B. (ed.), [dwne Mdpaing, Athens, 1988, ill. 16, p. 43.

Xpnotou, Xp., MdpaAng, Athens, 1993, ill. 1.

Xpriatou, Xp., “Tidwng MépaAng. O dnpioupydc, o ddokaAag, To €pyo tou”, [Moaktikd tng
Arxadnuiac ABnvawv, vol. 71, No. 2, Athens, 1996, p. 169-170 [Article also reprinted in: EniAoyog
96, etriota noAmotikn €xdoon, year 5, November 1996, p. 343-349 (references to works have
been omitted here)].



Towykdkou, ©-M. (contr. - ed.), I MdpaAng. Ayyelol, pouaikr, noinon, Athens, 2001, ill. 131, p.
104 & p. 105.

MnoAng, I, [dvvng MdpaAng, Athens, 2005, p. 15 & p. 9 (detail).

Twri otov dvvn MdpaAn..., Athens School of Fine Arts, 2009.

HuegpoAdyto 2011, [dvvng Mdpaing 1916-2009, National Gallery-Alexandros Soutzos Mu-
seum. Reproduced for week 24/1/2011-30/1/2011.

Press: Xat¢nddkng, M., "Tidwng MépaAng”, Zuydg, No. 80, July 1962, ill. 15, p. 8 & p. 28.
Guroroyikn lMowtoxpovid, 1964, p. 129.

2riua. lNeptodikd texvng, No. 22, March 1979, "MdpaAng. 50 xpdvia - apiepwpa’, p. 9.

M. 7695

Portrait of the Painter Theodossios Christodoulou, 1938 (signed)

Oil on canvas, 925 x 535 cm

Donated by the artist

Exhibitions: [TaveAArvioc KaAitexvikn ExBeatc, Zappeion Exhibition Hall, March-April
1940, No. 132, p. 17.

[dvwng Mdpaing, National Gallery-Alexandros Soutzos Museum, 1988, ill. 1, inv. no. 7, p. 50, 65.
[dvwng MdpaAng, Athens Academy, 1996, p. 19.

[dvwng Mdpaing, Cyclades Art Gallery — Municipality of Ermoupoli, 2005, p. 41.

I. MépaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 2, p. 37 & p. 228
(detail).

Bibliography: T¢dvveg-=npouxdkn, A., "Tidvwng MépaAng”, Ot EAAnveg Zwypdgpor, vol. 2,
Athens, 1975, ill. 14, p. 386.

MetpénouAog, H., EAUTng. Mdpaing. Toapouxng, Thessaloniki, 1980, p. 120.

Manaotdpog, A., Zwypaqikri 1930-40, Athens, 1981, ill. 233, p. 218.

®wtdnourog B. (ed.), dwng Mdpaing, Athens, 1988, ill. 19, p. 45.

Tsikouta, M., Les influences dans la peinture grecque apreés 1945, doctoral thesis, Université de
Paris-Sorbonne Paris IV, 1991, vol. 2, p. 246 & vol. llustrations II, ill. 372.

Totykdakou, ®-M. (contr. - ed.), . MdpaAng. AyyeAol, pouakri, noinon, Athens, 2001, p. 37.
Press: Xat{nddxkng. M., “Tidwng MépaAng”, Zuydg, No. 80, July 1962, ill. 12, p. 8 & p. 28.
‘Vowrog, No. 12-13, February 2001, p. 18.

K. 1280

Still Life, 1939 (signed)

Oil on canvas, 32 x 41 cm

E. Koutlidis Foundation Collection

Exhibitions: dvwng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, ill. 2,
inv. no. 10, p. 65.

ldvvng MdpaAng, Cyclades Art Gallery — Municipality of Ermoupoli, 2005, p. 35.
Bibliography: Manactduoc, A. Painting 1930-40, Athens, 1981, ill. 230, p. 214.

®wrénouhog B. (ed.), Mdwne MdpaAng, Athens, 1988, ill. 24, p. 50.

Xonotou, Xp., MdpaAng, Athens, 1993, ill. 14.

Xpriotou, Xp., “Tidwng MépaAnc. O dnpitoupydc, 0 0AokaAog, 1o €pyo Tou”, [oaktikd e Akadnuiag
ABnvav, vol. 71, No. 2, Athens 1996, p. 169 [Article also reprinted in: Enidoyog ‘96, etrioia noAmotkn
&kdoon, year 5, November 1996, p. 343-349 (references to works have been omitted here)].
MnéAng, I, [idwng MdpaAng, Athens, 2005, p. 21

Totykdkou, ©.-M. (cUvtagn-gny.), . MdpaAnc. Ayyedor, pouatkn, noinon, ABriva, 2001, K.
131,0.104 & 0. 105.

MnoéAng, I, Mdvwne MépaAng, ABriva, 2005, 0. 15 & 0. 9 (\ert.).

Tiwri otov [dwwn MdpaAn..., AYKT, 2009.

HuepoAdyio ENMAX 2011, Béua: [dvwnc MdpaAnc 1916-2009. To €pyo ekovidetal otnv
€BOopada 24/1/2011-30/1/2011.

Tunog: Xatdndakng, M., «[tdwng MépaAng», Zuydc, apiB. 80, louAog 1962, €. 15, 0.8 & 0. 28.
@Aoroyikn MNMpwtoxpovid, 1964, 0. 129.

2nua. Meptodikd t€xvng, . 22, Mdptiog 1979, «<Mdpainc. 50 xpdvia — agiépwia», . 9.

M. 7695

MNpocwnoypapia tou {wypdpou Ocodoaiou XprotodolAov, 1938 (evundypapo)

G0t o€ pouoapd, 92,5 x 53,5 ek.

Awped ToU KAATEXVN

EkB€aelg: [TaveArivioc KaMitexvikri ExBeatc, Zdnneto Méyapo, Mdptiog — AnpiAtog 1940,
ap. 132, 0. 17.

ldwng Mdpaing, ETNMAY, 1988, €. 1, ap. kat. 7, 0. 50, 65.

ldwng MdpaAng, Akadnpia ABnvwv, 1996, 6. 19.

ldwng MdpaAng, MvakoBrikn KukAddwv-Afpog EppounoAng, 2005, 0. 41.

I. MdpaAng. Mia avixveuon, Mouaeio ZUyxpovng Texvng, 2008, ap. kat. 2, 6. 37 & 6. 228 (\ent).
BiBAtoypagia: T¢dvveg-=npouxdkn, A., «[dvwng Mépaing», Ot EAAnvec Zwypdgpor, 1. B',
ABriva, 1975, ewk. 14, 0. 386.

MetpdnouAog, H., EAUTng. MdpaAng. Toapouxng, Beacahovikn, 1980, o. 120.
Manaoctdpoc, A., {wypapikn 1930-40, ABriva, 1981, ewk. 233, 0. 218.

®wténoulog B. (enwy.), Mdvvne MdpaAng, ABriva, 1988, k. 19, 0. 45.

Tsikouta, M., Les influences dans la peinture grecque apres 1945, 818. diatp..
Université de Paris-Sorbonne Paris IV, 1991, 1. 2, 0. 246 & 1. Illustrations II, €. 372.
Totykdakou, ®.-M. (cUvta&n-enuy.), I. MdpaAng. Ayyedot, pouawkn, noinon, ABrva, 2001,
0. 37.

Tunog: Xatndakng, M., «[dvwng MépaAng», Zuydg, apt8. 80, lodhiog 1962, elk. 12, 0. 8 & 0. 28.
‘Wowtog, ap. 12-13, defpoudptog 2001, 0. 18.

K. 1280

Nekpni @Uon, 1939 (evundypapo)

AddL o€ pouoapd, 32 x 41 k.

YuMovyn 16pUpatog E. KoutAidn

EkB€aeLg: dvwng MdpaAng, ENMAL, 1988, ew.2, ap. kat. 10, 0. 65.

ldwng MdpaAng, MivakoBrkn KukAddwv-Anpog EppounoAng, 2005, o. 35.
BiBAtoypaegia: Manaotduog, A., {wypapkri 1930-40, ABriva, 1981, ewk. 230, 0. 214.
®wrénouAog B. (enw.), Mdvwng Mdpaing, ABriva, 1988, eik. 24, 0. 50.

Xpriatou Xp., MpaAng, ABriva, 1993, ew. 14.

Xpratou, Xp., «[édwng MépaAng. O dnploupydg, o SAokaog, 1o €pyo Tou», [Moaktikd ¢ Akadn-
piag ABnvadv, 1. 71, tx. 2°, ABriva 1996, 0. 169 [BA. kat avadnpoaieuon oto: Enidoyog ‘96, ethola
MOATLOTIKN €kd0oan, Xpdvog 5%, NogpBptog 1996, 0. 343-349 (0w wotdoo £xouv NapaAngBel ot
avapopEG ota £pya)].

MnoéAng, I, [dwnc MdpaAng, ABrva, 2005, o. 21.
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M. 7683

MNpoownoypagia Ipapdydag Mootpdrou, 1939 (evundypa@o)

AddL og Youoapd, 45 x 38 ek.

Awped ToU KAALTEXVN

EkB€aoerg: [tdwng Mdpang EMMAE, 1988, ap. kat. 9, 0. 65.

I MdpaAng. Mia avixveuon, Mouceio XUyxpovng Texvng, 2008, ap. kat. 5, 0. 44-45 & 6. 229-230.
BiBAoypagia: dwténoulrog B. (enw.). Mdvwng MdpaAng, ABriva, 1988, k. 18, 0. 44.
Tunog: Xatnddkng, M., «[dvwwng MépaAnc», Zuydc, apiB. 80, louAiog 1962, €. 14, 0.8 & 0. 28.
*H Zuapdyda Mootpdtou ritav kaBnyntpla YoMy oto Aepikavikd KoMeylo OnAéwy otnv
ABriva. Znv Tadton tng eoviopevng BonBnae n EneAntpla tg EMMAE, Ap Mapizéva Kaot-
pén, n onofa unip&e paBrtpla Tou KoMeyiou.

M. 7687

Tupve, 1939 (evundypago)

AddL oe pouoapd, 70,5 x 1445 ex.

Awped 10U KAATEXVN

EkBéaelg: [MaveArnvioc KalAtexvikri ExkBeaic, Zdnnelo Méyapo, Mdptiog — AnpiAlog
1940, ap. 130, 0. 17.

[dvvng MdpaAnc, ENIMAE, 1988, €wk. 5, ap. kat. 11, 0. 65.

HuepoAdyto EMMAY 1997, Bepa: H yuvaika kat o kdopog tng otn NeogAAnvikni Texvn
(AettoUpynoe Kat wg katdhoyog €kBeang). To €pyo elkovidetat otnv eBdopdda 1/12/1997-
7/12/1997 (BA. kata. 11).

H yevid tou ‘30 uetd tov néAeuo kat n katdktnon tng agpaipeong, Anpog Matpéwv-Anpo-
Tkn Enwxelpnon MoAtmotikng Avdntuéng Mdtpag, EMMAL, Anpotiki MvakoBrkn Matpadv,
30 ZentepPpiou-30 AekepBpiou 2002, 0. 17.

BiBAwoypaegia: Metpdnourog, H., EAUTNG. MdpaAnc. Toapouxng, Oeccaovikn, 1980, o. 117.
Manaotdpog. A., lwypagikri 1930-40, ABriva, 1981, ewk. 232, 0. 216-217.

®wténoulog B. (enuy.), Mdvvng MdpaAng, ABrva, 1988, eik. 15, 0. 41.

Xpnatou, Xp.. «[dvwng MépaAng. O dnuloupydc, o dAoKalog, To €pyo Tou», [loakTikd tng
Akadnuiag ABnvav, T. 71°, 1x. 2°, ABriva 1996, 6. 169-170 [BA. kat avadnpoaieuon oto:
EniAoyoc ‘96, ethola moAtloTikn €kdoan, xpdvog 5%, NoéuBptog 1996, o. 343-349 (0w
woT600 €xouv NapaAn@Bel oL avagopéeg ota €pya)l.

Totykdkou, @.-M. (oUvta&n-en.), . MépaAng. Ayyedol, pouotkn, noinon, ABriva, 2001,
€lk. 133, 0. 108.

Aapnpdkn-MAdka, M., MwopAni, N., (enw.). Onoaupol tnc EBviknc MivakoBrikng, ABrva,
2006, ap. 85, 0. 167.

AyaBovikou, E., Katoavakn, M. (enwy.), Apwua Muvaikag otnv EAMnvikn Zwypagixn, ABNA-
va, 2008, ewk. 133, 0. 170.

HuepoAdyto ENIMAY 2011, Bepa: dvvng Mdpaing 1916-2009. To €pyo eikoviletat otnv
eBdopdda 3/1/2011-9/1/2011.

Tunog: KoukouUhac, A., «<H Zwypagikn — H " MaveAnviog ‘ExBeatg», Néa Eotia, 1. 27°,
. 320, 15/4/1940, 0. 519.

Xat{nddkng, M., «[dvvng MépaAng», Zuydc, aptB. 80, loUAlog 1962, eik. 13, 0. 8 & 0. 28.

M. 7686

Mpocwnoypagia Mapiag Pouaév (Roussin), 1943 (evundypawo)
A@0L o€ pouoapd, 92,6 x 43,5 ek.

Awped ToU KAANTEXVN
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M. 7683

Portrait of Smaragda Mostratou, 1339 (signed)

Oil on canvas, 45 x 38 cm

Donated by the artist

Exhibitions: dvwng Mdpaing National Gallery-Alexandros Soutzos Museum, 1988, inv. no. 9, p. 65.
| Mépanc. Mia avixveuon, Contemporary Art Museum, 2008, inv. no. 5, p. 44-45 & p. 229-230.
Bibliography: ®wténoulog B. (ed.), [dvwng MdpaAng, Athens, 1988, ill. 18, p. 44.

Press: Xat{nddkng, M., «[tdvvng Mépaing», Zuydg No. 80, July 1962, ill. 14, p. 8 & p. 28.

* Smaragda Mostratou was a French language teacher at the American College for
Girls. The National Gallery curator, Dr Marilena Kassimati, an American College stu-
dent, helped identify this person in the photo.

M. 7687

Female Nude, 1339 (signed)

Oil on canvas, 70,5 x 144,5 cm

Donated by the artist

Exhibitions: [TaveAArvio¢ KaAAtexvikri ExBeaig, Zappeion Exhibition Hall, March-April
1940, No. 130, p. 17.

[dvvng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, ill. 5, inv. no. 11, p. 65.
HugpoAdyto 1997: H yuvaika kat o kdopog tng atn NeosAAnvikri Téxvn, National Gallery-
Alexandros Soutzos Museum (also served as exhibition catalogue). Reproduced for
week 1/12/1997-7/12/1997 (see also p. 11).

H yevid tou 30 uetd tov néAeuo kat n katdktnon g agalpsong, Municipality of Patras —
Patras Cultural Development Municipal Organisation, National Gallery-Alexandros Sout-
zos Museum, Patras Municipal Art Gallery, 30 September-30 December 2002, p. 17.
Bibliography: Metpdnouiac, H.. EAUtng. MdpaAng. Toapouxng, Thessaloniki, 1980, p. 117.
Manaotdpog, A., Zwypapwkri 1930-40, Athens, 1981, ill. 232, p. 216-217.

®wtdnoulog B. (ed.), Mdvvng MdpaAng, Athens, 1988, ill. 15, p. 41.

Xpnartou, Xp., Tiavwng Mépaing. O dnutoupydc, o dAokaAog, To €pyo tou”, [oakTikd Tng
Akadnuiag ABnvdv, vol. 71, No. 2, Athens, 1996, p. 169-170 [Article also reprinted in:
Enidoyoc '96, striota noAotkri kdoon, year 5, November 1996, p. 343-349 (references
to works have been omitted here)].

Totykdkou, ®.-M. (contr.—ed.), [. MdpaAng. AyyeAot, pouaikn, noinon, Athens, 2001, ill.
133, p. 108.

Aapnpdkn-MAdka, M., MwopAn, N., (ed.), Onoaupol tng EBvikric MivakoBrikng, Athens,
2006, No. 85, p. 167.

AyaBovikou, E., Katoavdkn, M. (eds), Apwpa yuvaikac otnv EAMnvikn Zwypagukn, Na-
tional Gallery-Alexandros Soutzos Museum, Athens, 2008, ill. 133, p. 170.

HuepoAdyto 2011, [dvvng Mdpaing 1916-2009, National Gallery-Alexandros Soutzos
Museum. Reproduced for week 3/1/2011-9/1/2011.

Press: KoukoUAag, A., "H Zwypagkn = H " TMaveAnviog ‘ExBeolg”, Nea Eotia, vol. 27,
No. 320, 15/4/1940, p. 519.

Xat¢nddkng, M., “Tiavvng MépaAng”, Zuydg, No. 80, July 1962, ill. 13, p. 8 & p. 28.

M. 7686

Portrait of Marie Roussin, 1943 (signed)
Oil on canvas, 92,6 x 43,5 cm

Donated by the artist



Exhibitions: dvvnc MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988,
inv. no. 16, p. 65.

MapBevnc-Tkikac-MdpaAnc, National Gallery-Alexandros Soutzos Museum, Corfu
Annex, October-December 1992, p. 41 &inv. no. 9, p. 59.

ldvvng MdpaAng, Athens Academy, 1996, p. 22.

HuepoAdyto 1997: H yuvaika kat o kdopoc tnc otn NeosAAnvikri Téxvn, National
Gallery-Alexandros Soutzos Museum (also served as exhibition catalogue), p. 8.

[dwng MdpaAng, Cyclades Art Gallery — Municipality of Ermoupoli, 2005, p. 43.

apio-ABriva, 1863-1940, National Gallery-Alexandros Soutzos Museum, 20 December 2006-
31 March 2007, inv. no. 146, p. 337.

I. MépaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 7, p. 49 & p. 230-231.
Bibliography: T¢dvvec-=npouxdkn, A., “Ttdvvng MépaAng”, Ot EAAnveg Zwypdgpot,
vol. 2, Athens, 1975, ill. 16, p. 387.

®wténoulog B. (ed.), ldvvng MdpaAng, Athens, 1988, ill. 22, p. 47.

Tsikouta, M., Les influences dans la peinture grecque apres 1945, doctoral thesis,
Université de Paris-Sorbonne Paris IV, 1991, vol. 2, p. 246 & vol. Illustrations Il ill. 368.
Xprotou, Xp., MdpaAng, Athens, 1993, ill. 27.

Xpnatou, Xp., “Tidvvng MépaAnc. O dnuloupydg, o 0dokalog, o €pyo tou”, [lpaktikd
¢ Akadnuiag ABnvav, vol. 71, No. 2, Athens, 1996, p. 170 [Article also reprinted in:
Enidoyog ‘96, striota noAwiotikri €kdoon, year 5, November 1996, p. 343-349 (refer-
ences to works have been omitted here)].

Aapnpdkn-TAdka, M. (ed.), 100 xpdvia EMTMAZ, Athens, 1999, ill. 345, p. 518.
Totykdkou, ©.-M. (contr. — ed.), . MdpaAnc. Ayyerot, pouatikr, noinon, Athens, 2001,
ill. 58, p. 46.

MnoéAng, I, ['tdvvng MdpaAnc, Athens, 2005, p. 32.

Aapnpdkn-MAdka, M., MwopAn, N., (eds.), Onoaupol tn¢ EBvikric MvakoBrikng, Na-
tional Gallery-Alexandros Soutzos Museum, Athens, 2006, No. 86, p. 168-169.
MatBiénoulog, E. A., "0t elkaotikég téxveg otnv EAAGOa katd tnv neplodo 1940-1944",
lotopia tn¢ EAAdOac tou 20 atwva, vol. 3, part 2, Athens, 2007, p. 296.

AyaBovikou, E., Katoavakn, M. (eds), Apwua yuvaikag otnv EAAnvikn Zwypagikri, Na-
tional Gallery-Alexandros Soutzos Museum, Athens, 2008, ill. 117, p. 150.
HuepoAdyto 2011, dvvng MdpaAng 1916-2009, National Gallery-Alexandros Soutzos
Museum. Reproduced for week 10/1/2011-16/1/2011.

Press: Xat{ndakng, M., "Ttdvwng MdépaAng”, Zuydg, No. 80, July 1962, ill. 23, p. 9 & p. 28.
Aapnpdkn-TAdka, M. (interview), Limited Edition, No. 2, April 2010, Athens, p. 55.

M. 7688

The Artist with his Wife, 1943 (signed)

Oil on canvas, 148 x 74 cm

Donated by the artist

On permanent display at the National Gallery-Alexandros Soutzos Museum since 2000.
Exhibitions: [TaveAdrivioc KaAitexvikri ExBeotg, Zappeion Exhibition Hall, 31 October-15
December 1948, p. 40.

[dvvng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv. no. 15, p. 51, 65.
[dwng MdpaAng, Athens Academy, 1996, p. 23.

Bibliography: T¢dwec-=npouxdkn, A., “Tidwng MépaAng”, O EMnveg Zwypdgpor, vol. 2, Athens,
1975,1ll. 15, p. 386.

®wténouiog B. (ed.), Mdwng MdpaAng, Athens, 1988, ill. 23, p. 49.

Tsikouta, M., Les influences dans la peinture grecque aprés 13945, doctoral thesis, Université de
Paris-Sorbonne Paris IV, 1991, vol. 2, p. 246 & vol. Illustrations II, ill. 371.

Xonotou, Xp., MdpaAng, Athens, 1993, ill. 28.

Xpriotou, Xp., “Tiawng MépaAng. O dnptoupydc, 0 0AokaAag, 10 €pyo Tou”, [oaktikd e Akadnuiag
Abnvidv., vol. 71, No. 2, Athens, 1996, p. 170 [Article also reprinted in: EniAoyog ‘96, etrioia
rioAotkri ékdoon, year 5, November 1996, p. 343-349 (references to works have been omitted
here)].

Mevtdago, 0., Tiawng MépaAng”, Aeéikd EMrivwv KaMirexvav, Athens, 1999, p. 148

MnéAng, I, [idwng MdpaAng, Athens, 2005, p. 33.

MatBiénoulog, E. A, "OL eikaotikeg teéxveg otnv EMAEda katd v neplodo 1940-1944", lotopla tng
EMddac tou 20 awdva, vol. 3, pépog 2, Athens, 2007, p. 295.

HuepoAdyio 2011, Mdwng MdpaAng 1916-2009, National Gallery-Alexandros Soutzos Museum.
Reproduced for week 21/2/2011-27/2/2011.

Press: Euayyehdong [sicl, A. E.. "ExBeoeic. H MNMaveMnvia kaMuexvikn €kBeon”, Nea Eotla, vol.
44, No. 514, 1/12/1948, p. 1509.

Xatnddkng, M., "Tidvwwng MépaAng”, Zuydg, No. 80, July 1962, ill. 21, p. 9 & p. 28.

EkB€aelg: [tdvwng MdpaAng, EMMAYL, 1988, ap. kat. 16, 0. 65.
lapBevng-Tkikag-Mdpaing, ENMMAZ-Mapdptnua Képkupag, OktwPplog-AskepPplog 1992,
0. 41 &ap. kat. 9, 0. 59.

ldvvng MdpaAng, Akadnuia ABnvav, 1996, 6. 22.

HugpoAdyio ENMAY 1997, Béua: H yuvaika kat o kdouoc tnc otn NeoeAAnvikr Teéxvn (Aet-
ToUpyNOE Kal w¢ KatdAoyog €kBeanc), 0. 8.

ldwng MdpaAnc, MivakoBrkn KukAddwv-Anpog EppounoAng, 2005, o. 43.

apiot-ABriva, 1863-1940, ETNIMAY, 20 AekepBpiou 2006 — 31 Maptiou 2007, ap. kat. 146, o.
337.

I. MdpaAng. Mia avixveuon, Mouaeio 2Uyxpovng Texvng, 2008, ap. kat. 7, 0. 49 & a. 230-231.
BiBAtoypaegia: T{dvveg-=npouxdkn, A., «[1dvwng MépaAng», Ot EAAnvec Zwypdgpor, 1. B',
ABnrva, 1975, k. 16, 0. 387.

®wtdnoudog B. (eny.), Mdvwne Mdpaing, ABrva, 1988, ewk. 22, 0. 47.

Tsikouta, M., Les influences dans la peinture grecque aprés 1945, 819. dwatp., Université
de Paris-Sorbonne Paris IV, 1991, 1. 2, 0. 246 & . Illustrations I, eik. 368.

Xpnatou Xp., MdpaAng, ABriva, 1993, k. 27.

Xpnatou, Xp.. «[dvwng MépaAng. O dnptoupydc, o dGoKalog, To €pyo Tou», [lpaktikd Tng
Akadnpiag ABnvdv, T. 71°, . 2°, ABriva 1996, 0. 170 [BA. kat avadnpooieuon oto: Enido-
yoc ‘96, ethola noAToTikn €kdoaon, Xxpovog 5%, NoguBptog 1996, 0. 343-349 (0w wotdoo
£xouv napaAn@Bel oL ava@opeg ata £pya)l.

Aapnpdkn-MAdka, M. (end.), 100 xpdvia ETTMAZ, ABriva, 1999, ewk. 345, 0. 518.
Towykakou, ®©.-M. (cUvtagn-enuy.), . MépaAng. AyyeAot, pouaikn, noinon, ABrva, 2001, €lk.
58, 0. 46.

MnoéAng. I, [dvwng MdpaAng, ABrva, 2005, 6. 32.

Aapnpdkn-TAdka, M., MiatpAn, N., (enw.), Bnoaupol tng EBvikric Mivakobrikng, ABriva, 2006, ap.
86, 0. 168-169.

MatBiénouAog, E. A., «OL elkaoTikeg téxvec otnv EAMGSa katd tnv nepiodo 1940-1944», lotopia tne
EMddag tou 20 aiwva, 1. T, puepog 2°, ABriva, 2007, o. 296.

AyaBovikou, E., Katoavékn, M. (en.). Aowua Muvaikac otnv EAMnvikri Zwypagikri, ABriva, 2008,
ei. 117, 0. 150.

HugpoAdyio ETNIMAY 2011, 8éa: dwne MdpaAng 1916-2009. To €pyo siovidetal atnv eBdoud-
0a 10/1/2011-16/1/2011.

Tunog: Xat¢nddkng, M., «[dvvng Mépaing», Zuydc, aptB. 80, louAog 1962, eik. 23, o.
9&a. 28

Aapnpdkn-MAdka, M. (ouvévieugn), Limited Edition, tx. 2, AnpiAlog 2010, ABriva, 0. 55.

M. 7688

0 Jwypdgog pe tn yuvaika 1o, 1943 (evundypapo)

G0 o€ pouoapd, 148 x 74 ek.

Awped ToU KAATEXVN

ExtiBetat otn péviun €kBeon tng EMMAL ané to 2000.

EkB€aelg: [MaveAriviog KaMitexvikri ExBeatg, Zannewo Meyapo, 31 Oktwfplou - 15 Ae-
kepBplou 1948, a. 40.

ldwng MdpaAng, EMMAE, 1988, ap. kat. 15, 0. 51, 65.

ldwng Mdpaing, Akadnpia ABnvay, 1996, 0. 23.

BiBAtoypagia:T¢dweg-=npouxdkn, A., «[dvwng Mépaing», Ot EAAnveg Zwypdgol, 1. B',
ABriva, 1975, eik. 15, 0. 386.

®wrtdénouAog B. (enw.), Mdvvng MdpaAng, ABriva, 1988, eik. 23, 0. 49.

Tsikouta, M., Les influences dans la peinture grecque apres 1945, 619. dlatp., Université de
Paris-Sorbonne Paris IV, 1991, 1. 2, 0. 246 & . Illustrations II, ew. 371.

Xpriatou Xp., MdpaAng, ABriva, 1993, eik. 28.

Xpnotou, Xp., «[édvwng MépaAng. O dnptoupydg, 0 0AoKaAog, 10 £pyo Tou», [lpakTikd Tng Aka-
onuiag ABnvav, T. 71, . 2°, ABriva 1996, o. 170 [BA. kat avadnuooieuon oto: Enitoyoc ‘96,
£TN0LA NOATLOTIKN €KD00N, Xpdvog 5%, NogpBptog 1996, 0. 343-349 (0 watdoo €xouv Napa-
An@Bel oL avagopég ota €pya)l.

MevtZagou, 0., «[dvwng MépaAng», Neikd EAArvwy KarAitexvav, ABrva, 1999, 6. 148.
MnéAng, I, Mdwnc MdpaAnc, ABriva, 2005, o. 33.

MatBiénoudog, E. A., «OL elaotikeg t€xveg otnv EMA@da katd tnv neplodo 1940-1944», lotopia
¢ EAAddac tou 20 awdva, 1. T, pépog 2°, ABriva, 2007, o. 295.

HuegpoAdyio ENMAX 2011, Bépa: dvwng MdpaAng 1916-2009. To €pyo ekovidgtal otnv
eBdopdda 21/2/2011-27/2/2011.

Tunog: Euayyehddng (sic), A. E., «<EkB€aeLc. H MaveMnivia kaMexvikn €kBeon», Nea Eotia, T
4405, 1x. 514, 1/12/1948, 0. 1509.

Xatdnddakng, M., «Mdwng Mépaing», Zuydg, apiB. 80, lovAog 1962, €. 21, 0.9 & 0. 28.
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M. 7693

Avo @ikeg, 1946 (evundypapo)

A@dL o€ pouaapd, 100 x 67 ex.

Awped ToU KAANTEXVN

ExtiBetat otn péviun €xBeon tng EMMAXL and to 2000

EkB€aelg: Maverivioc KaMitexvikn ExBeotc, Zdnnewo Méyapo, 31 Oktwfpiou —15 Aekep-
Bplou 1948, 0. 40.

Biennale internazionale d‘arte, Venezia, 1958, ap. kat. 1, 0. 282.

ldwng MdpaAng, ENMMAY, 1988, ap. kat. 18, 0. 33 & B5.

MapBevng-Ikikac- Mdpaing, ENMMAZ-TMapdptnua Képkupag, OktwBplog-AekéuBplog 1992, o.
40 & ap. kat. 10, 6. 59.

[dwwng MdpaAng, Akadnpia ABnvay, 1996, o. 25.

HuepoAdyo ETIMAL 1997, Bépa: H yuvaika kat o kéouog g otn NeoeAMnvikn Texvn (Aet-
ToUpynoE Kal wg Katahoyog €kBeang). To €pyo ewoviletat otnv eBdopdda 17/11/1997-
23/11/1997 (BA. kau 0. 8).

BiBAtoypagia: T¢dwec-=npouxdkn, A., «[dvvnc MépaAng», Ot EAMnvec Zwypdgpor, 1. B,
ABrva, 1975, 0. 375.

AUdGKNG, 1., H totopia te veoeMnvikric Qwypapkric (16% — 20 awdvac), OUEMnveg (wypdpor, T
ABrva, 1976, e. 701, 0. 410.

MetpdnouAog, H., EAUtng. MdpaAnc. Tagpouxng, Oeaoaovikn, 1980, . 116.

®uwténourog B. eny.). Mdwng Mdpaing, ABriva, 1988, e. 33, 0. 57.

Xonatou Xp., MdpaAnc, ABriva, 1993, . 35.

Xprotou, Xp., «tdwng MépaAnc. O dnpoupydc, 0 SGoKaAQG, T0 £pyo Tou», oaktikd g Akadnuiag
ABnvav, T. 71°, . 2°, ABriva 1996, 0. 171 [BA. kat avadnpoaieuan ato: Eniloyog ‘96, emala noAmott-
Kkn €kdoon, xpdvog 5%, NoguBplog 1996, 0. 343-349 (€50 wat6oo €xouv NapaAn@Bel oL avawopéc ota
£pya)l.

Aapnpdkn-TAdka, M. (eny.), 100 xpdvia ETIMAZ, ABriva, 1999, e. 346, . 519. BA. enfong e&tdpuMo.
MndAng, I, dwng MdpaAng, ABriva, 2005, 6. 30. BA. kat Aeropiépela otn oeAida nptv and ta neplexo-
eva.

AyaBovikou, E., Kataavdkn, M. (en.), Aowpia Muvaikag amnv EMnvikri Zwypagukri, ABriva, 2008, 0. 182
(\ertopépela), ek. 147, 0. 187.

MatBiénouAag, E. A., «OLelkaoukég téxveg oty EMdada ta xpovia 1945-1953», lotopia e EMddag tou
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HugpoAdyio ETIMAX 2011, Bepa: dwng MdpaAng 1916-2009. To €pyo ewovidetat omv eBdopada
14/3/2011-20/3/2011, kaBu¢ kat ato SloéNd0 nou akoAouBel apéowg Petd (Aert).

Tunog: Mpokoniou, A. I, «Texvokpttikd onpeldpata. H MaveArviog ‘ExBeolg 1948, KaBnuegpwri,
31/10/1948, 0. 3.

Xatgndakng, M., «Iidwng MépaAng», Zuydg, apiB. 80, louhog 1962, e. 24, 0. 10 & 0. 28.

Misirli, N., «Yannis Moralis: a truly Greek artist», Zygos. Annual edition on the Hellenic fine arts. 1985,
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To tpanéqy, 1947 (evundypawo)

Aot og pouoaud, 100 x 63 ek.

Awped T0U KAATEXVN

Ext{Betal ot péviun €kBeon tng EMMAY and 1o 2000
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Two Girl Friends, 1946 (signed)

Oil on canvas, 100 x 67 cm

Donated by the artist
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Biennale internazionale d‘arte, Venice, 1958, inv. no. 1, p. 282.

[dvvng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv. no. 18, p.
33 &65.

apBevne-Ikikag- MdpaAng, National Gallery-Alexandros Soutzos Museum, Corfu Annex,
October-December 1992, p. 40 & inv. no. 10, p. 59.
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Mpoownoypaegia lwdvvag N. Aolpou, n. 1947 (evundypawo)
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Portrait of loanna N. Lourou, ca 1947 (signed)

Oilon canvas, 117 x 84,5 cm

loanna N. Lourou Bequest
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‘Eykuog yuvaika, 1948 (evundypawo)
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ZovBeon A, 1949-1358 (svundypapo)
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Xpnotou, Xp., «[tavwng MépaAng. O dnptoupydc, o 6A0KaAOG, T0 €pyo ToU», [pakTikd TN
Akadnuiac ABnvav, T. 71°, . 2°, ABriva 1996, . 173, 175 [BA. kat avadnpooieuon oto:
Enidoyoc 96, etiola noAtotkn €kdoaon, xpdvoc 5%, NoguBptog 1996, o. 343-349 (0
w0oTd0o0 €xouv NapaAn@Bel oL avagopég ota £pya)l.

Xpnotou, Xp., Zwypagwri 20° aiwva, ABriva, 1996, eik. 79, 0. 112.

MevtZagou, 0., «[dvwng MépaAng», Neéikd EAArvwy KaAAitexvadv, ABriva, 1999, 0. 149.
Aapnpdkn-MAdka, M. (enw.), 100 xodvia ETIMAZ, ABriva, 1999, o. 512 (Aent.). eik. 356, o.
526 & 527.

Towykakou, ®©.-M. (cUvtagn-enu.), . MépaAng. AyyeAot, pouaikn, noinon, ABrva, 2001, elk.
141,0.115& 0. 110-112 & 130.

Yte@avidng, M., EAMnvopouoeiov. E&L Awdvec EAAnvikri Zwypaguxri, ABrva, 2001, o. 65.
MnoéAng, I, [dvwwng MdpaAnc, ABrva, 2005, o. 68.

Aapnpdkn-TAdka, M., Mo, N., (enw.), Bnoaupol tng EBvikn¢ MivakoBrikng, ABriva, 2006,
ap. 89, 0.173.

AyaBovikou, E., Katoavdkn, M. (enw.), Apwua uvaikag atnv EAAnvikn Zwypagikn, ABrva,
2008, eik. 142, 0. 180.

HugpoAdyio ENMAX 2011, Béua: [dvwnc MdpaAnc 1916-2009. To €pyo eikoviletal otnv
€Bdopada 20/6/2011-26/6/2011, kaBwg kat ato 81oeAd0 Nou akoAouBel apéowe PETE (AemT.).
Tdnog: MeonuBpuvn, 29/4/1963, «Eykawidletal 1o Bpddu n ykaiepl «X{Atov» - 16 €pya Tou
Mdvvn MépaAn».

Bakahd, E., «Kpuukn. I Mépaing kat entd yAdnteg», Nea, 10/5/1963.

PautonoUlou, E., «Xtn ykaAep( «X{Atov» n €kBeolg Mdvvn MépaAn entd EMAnvec yAUNTEG»,
MeanuBpuvn, 10/5/1963.

Apdkog, A, «ElKaoTikeg téxves. MépaAng kat entd yAUnteg otnv «ABevg XiAtov Apt MkaA-
Aepu»», ABnvaikri, 24/5/1963.

Mpokoniou, A., «Texvokplikd onpewwpata. MNavwng Mépaing», KaBnueptvri, 20/5/1963.
@roAoyikn Mpwtoxpovid, 1964, 6. 130.

2riua. Meptodikd texvng, 1x. 22, Mdptiog 1979, «Mdépaing. 50 xpdvia - agiépwpa», o. 31.
Misirli, N., «Yannis Moralis: a truly Greek artist», Zygos. Annual edition on the Hellenic
fine arts. 1985, V. IV, 0. 71.

KaBnuepuwvi. Entd Hugpec. Zwypdgot tng yevidg tou ‘30. MdpaAnc. Xat{nkuptdkog-Ikikac.
Awauaviénoudog. Taapouxnc, 1996, a. 13.

263



264

M. 2702

Tupve, 1962 (evundypago)

Ad@dL o€ pouaapd, 60 x 80 ex.

Ayopd EMNMMAY and tov kaMuexvn (1963)

EkB€aelg: MopaAng. Athens Hilton Gallery, 29 AnpiAiou — 25 Maiou 1963, ap. kat. 11.
MapBevng-Tkikag-MdpaAng, ENMMAZ-TMapdptnua Képkupag, OktwBplog-Aekeupplog
1992, 0. 53.

[dvvng MdpaAng, Akadnpia ABnvav, 1996, 0. 46-47.

BiBAtoypagia: Metpdnoudog, H., EAUng. MdpaAng. Toapouxng, BeaoaAovikn, 1980, 0. 123.
®wténouAog B. (enwy.), Mdvvng Mdpaing, ABriva, 1988, eik. 124, 0. 123.

Xpnaotou Xp., MdpaAng, ABrva, 1993, k. 67.

[dvvng MdpaAng. 2xgdta 1934-1994, MIET, 2008, o. 281.

Tunog: Zriya. [eptodikd texvng, tx. 22, Mdptog 1979, «MdpaAng. 50 xpdvia — apiépwia», a. 25.

M. 7696

Néa yuvaika, 1962 (evundypapo)

Q0L o pouaapd, 63 x 43 ex.

Awped ToU KAANTEXVN

EkB€ae1g: Mdpaing, Athens Hilton Gallery, 29 AnptAiou - 25 Maiou 1963, ap. kat. 7.
[dwng Mdpaing, ETNIMAE, 1988, ap. kat. 47, 0. 66.

ldwng MdpaAng, Akadnpia ABnvay, 1996, o. 49.

H yewvid tou ‘30 petd tov ndAepo kat n Katdktnon g agaipeonc, Anpog Matp€wv—AnpoTikn
Enwxelpnon MoAatotikig Avantuéng Mdtpag, EMMAEL, Anpotikn MvakoBrkn Matpadv, 30 Ze-
ntepBpiou-30 AskepBpiou 2002, 0. 21.

ldwng MdpaAng, MivakoBrikn KukAddwv-Afpog EppounoAng, 2005, o. 51.

I. MépaAnc. Mia avixveuan, Mouaeio 20yxpovng Téxvng, 2008, ap. kat. 14, 0. 63 & 0. 233.
BiBAtoypagia: dwidnouAog B. (enu.). [tdvvne MdpaAng, ABrva, 1988, ewk. 134, 0. 138.
Xpriatou Xp., MdpaAng, ABriva, 1993, e. 73.

HuepoAdyio ETIMAL 2011, Bépa: [dwwng MdpaAng 1916-2009. To €pyo ewoviletat otnv
€Boopdada 28/11/2011-4/12/2011.

Tonog: KaBnuepwn, 30/4/1963.

2uy6c, ap. 0, £10¢ &, Mdiog 1963, €106 8°, «Xpoviké-EkBEaeig», 0.51.

GAooyirri MNowtoxpovid, 1964, xpdvog 21%, «awng MépaAng», 6. 135.

21ua. Meptodikd Exvng, . 22, Méptog 1979, «MdpaAng, 50 xpdvia — agépwpan, o. 26.

M. 7698

Avdpvnon, 1963 (evundypawo)

KéMa BvaBuA og pouoapd, 63 x 81 ex.

Awped ToU KAANTEXVN

EkB€aelg: Mdpaing, Athens Hilton Gallery, 29 AnptAiou - 25 Maiou 1963, ap. kat. 10.
[dwng Mdpaing, ETIMAE, 1988, ap. kat. 49, o. 66.

[dwng MdpaAng, Akadnpia ABnvav, 1996, 0. 52-53.

BiBAtoypagia: dwténoulog B. (enwy.), [tdvvne MdpaAng. ABriva, 1988, k. 137, 0. 141.
Xpriatou Xp., MdpaAng, ABrhva, 1993, ewk. 73.

Xpnatou, Xp.. «[dvvng MépaAng. O dnuloupydc, o dGoKaAog, To €pyo Tou», [pakTtikd
n¢ Akadnulag ABnvdv, T. 71°, x. 2°, ABrhva 1996, 0. 175 [BA. kat avadnpoaieuon oto:
Enidoyoc ‘96, ethola noAltloTikh €kdoan, xpdvog 5%, NoéuBptog 1996, o. 343-349 (0w
woT600 €xouv NapaAn@Bel oL avagopeg ota €pya)l.

HuepoAdyto EMIMAXY 2011, Bepa: Mdvvng MopaAng 1916-2009. To €pyo eoviletat otnv
€BOopada 14/11/2011-20/11/2011.

Tunog: Zriya. [Meptodikd texvng, tx. 22, Mdptog 1979, «Mdpaing. 50 xpdvia — apiépwiar, o. 31.

M. 2702

Nude, 1962 (signed)

Oil on canvas, 60 x 80 cm

Acquired from the artist (1963)

Exhibitions: MdpoaAng Athens Hilton Art Gallery, 29 April-25 May 1963, inv. no. 11.
MapBevng-Ikikac- Mdpaing, National Gallery-Alexandros Soutzos Museum, Corfu Annex,
October-December 1992, p. 53.

[dwing MdpaAng, Athens Academy, 1996, p. 46-47.

Bibliography: Metpdnouioc, H., EAUg MdpaAnc. Tagpouxnc, Thessaloniki, 1980, p. 123.
®wrténouiag B. (ed)). [dwng Mdpaing, Athens, 1988, ill. 124, p. 123.

Xonatou Xp., MdpaAnc, Athens, 1993, ill. 67.

[dwng MdpaAng. Ixedia 1934-1994, National Bank Cultural Foundation, 2008, p. 281.

Press: Jrua. [eptodikd txvne, No. 22, March 1979, «MdpaAng. 50 xpdvia — apiépwpa, p. 25.

M. 7696

Young Woman, 1962 (signed)

Oil on canvas, 63 x 43 cm

Donated by the artist

Exhibitions: MdpaAng, Athens Hilton Gallery, 29 April-25 May 1963, inv. no. 7.

dwnc MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv. no. 47, p. 66.
[dwnc MdpaAng, Athens Academy. 1996, p. 49.

H yewvid tou 30 uetd tov néAsuo kat n katdktnon e agaipeonc, Municipality of Patras — Patras
Cultural Development Municipal Organisation, National Gallery-Alexandros Soutzos Museum,
Patras Municipal Art Gallery, 30 September-30 December 2002, p. 21.

[dwnc MdpaAng, Cyclades Art Gallery — Municipality of Ermoupoli, 2005, p. 51.

I. MdpaAnc. Mia avixveuan, Museum of Contemporary Art, 2008, inv. no. 14, p. 63 & p. 233.
Bibliography: ®wténouhog B. (ed.). dwng Mdpaing, Athens, 1988, ill. 134, p. 138.

Xonatou, Xp., MdpaAnc, Athens, 1993, ill. 73.

HugpoAdyio 2011, [dwng MdpaAng 1916-2009, National Gallery-Alexandros Soutzos Museum.
Reproduced for week 28/11/2011-4/12/2011.

Press: KaBnuepwr, 30/4/1963.

Zuyéc, No. 90, year 8, May 1963, “Xpovik6-ExBéoelc”, p. 51.

GuAodoyirn Nowtoxpovid, 1964, year 21, “Tidwng MépaAng’, p. 135.

2nua. Meptodikd exvng, No. 22, March 1979, “"MdépaAng. 50 xpdvia — apiépwpa’, p. 26.

M. 7698

Memory, 1963 (signed)

Vinavyl glue on canvas, 63 x 81 cm

Donated by the artist

Exhibitions: MdpaAng. Athens Hilton Gallery, 29 April-25 May 1963, inv. no. 10.
[dwwnc MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv. no. 49, p. 66.
[dvvng MdpaAng, Athens Academy, 1996, p. 52-53.

Bibliography: ®wténouAog B. (ed.), [tdvvng MdpaAnc, Athens, 1988, ill. 137, p. 141.
Xpnatou, Xp., MdépaAng, Athens, 1993, ill. 73.

Xpnatou, Xp., “Tidvwvng MépaAng. O dnptoupydg, o ddokaAog, To €pyo Tou”, Moakti-

Kd TG Akadnuiag ABnvav, vol. 71, No. 2, Athens, 1996, p. 175 [Article also reprinted
in: Enidoyoc 96, etiata noAwtiotikn €kdoon, year 5, November 1996, p. 343-349
(references to works have been omitted here)].

HuepoAdyio 2011, dvvng MdpaAng 1916-2009, National Gallery-Alexandros Soutzos
Museum. Reproduced for week 14/11/2011-20/11/2011.

Press: Jriya. Mepiodikd txvng, No. 22, March 1979, "MépaAng. 50 xpdvia — agpiépwpa’, p. 31.



M. 7699

Funerary Composition IV, 1963 (signed)

Vinawyl glue on canvas, 73 x 73 cm

Donated by the artist

On permanent display at the National Gallery-Alexandros Soutzos Museum since 2000.
Exhibitions: MdpaAng Athens Hilton Gallery, 29 April-25 May 1963, inv. no. 4.

[dwng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv. no. 44, p. 66.
ldwwng MdpaAng, Athens Academy, 1996, p. 51.

EMnvikn Lwypapukri. H dskaetia tou 30, National Gallery-Alexandros Soutzos Museum,
Corfu Annex, 1996, ill. 3, p. 13 &inv. no. 15, p. 22.

Bibliography: T¢dvvec-=npouxdkn, A., “Ttdvwwng MépaAng”, Ot EAMnvec Zwypdeot, vol. 2,
Athens, 1975, p. 395.

Metpdnoudog, H., EAdtng. MdpaAnc. Toapouxng, Thessaloniki, 1980, ill. 9, p. 19.
®wténouAog B. (ed.), [dvwng MdpaAng, Athens, 1988, ill. 131, p. 134 & 127.

Tsikouta, M., Les influences dans la peinture grecque apres 1945, doctoral thesis,
Université de Paris-Sorbonne Paris IV, 1991, vol. 2, p. 246, 249 & vol. Illustrations Il ill. 376.
Xpnotou, Xp., MdpaAng, Athens, 1993, ill. 71.

Xpriatou, Xp., “Ttavwng MépaAng. O dnploupydc, o ddokalog, 1o €pyo tou”, [oaktikd tng
Akadnuiag ABnvav, vol. 71, No. 2, Athens, 1996, p. 173, 175 [Article also reprinted in: Eni-
Aoyoc ‘96, etriota noAwtiotikn €kdoan, year 5, November 1996, p. 343-349 (references to
works have been omitted here)].

Aapnpdkn-IAdka, M. (ed.), 100 xpdvia ETIMAZ, Athens, 1999, ill. 357, p. 526.

Totykdkou, ®.-M. (contr. — ed.), . M8paAng. AyyeAot, pouoikn, noinon, Athens, 2001, ill.
142, p. 115, p. 110-112.

MndAng, I, Mdwng Mdpaing, Athens, 2005, p. 72.

Press: Baka)d, E.. "Kpwkn. [T MdpaAng kat emd yAunteg, Nea, 10/5/1963.

2nua. Meptodikd xvng, No. 22, March 1978, "MdépaAng. 50 xpdvia — agtépwpa’, p. 31.

M. 7700

Funerary Composition V, 1963 (signed)

Vinawyl glue on canvas, 79 x 73 cm

Donated by the artist

On permanent display at the National Gallery-Alexandros Soutzos Museum since 2000.
Exhibitions: MdpaAng, Athens Hilton Gallery, 29 April-25 May 1963, inv. no. 5 (see
also ill. on the inside cover).

[dvvng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv. no. 45,
p. 66.

Metapoppdoeig tou poviepvou-n eAAnvikn euneipia, National Gallery-Alexandros
Soutzos Museum, 14 May-13 Sep. 1992, inv. no. 132, p. 102.

[dvvng MdpaAng, Athens Academy, 1996, p. 54.

EAnvikn lwypagikni. H dexkaetia tou ‘30, National Gallery-Alexandros Soutzos
Museum, Corfu Annex, 1996, ill. 4, p. 13 & inv. no. 16, p. 22.

Bibliography: T¢dvveg-=npouxdkn, A., “Ttdvvng MépaAng”, Ot EAAnveg Zwypdeot, vol.
2, Athens, 1975, p. 395.

Metpénoulog. H., EAUTnG. MdpaAng. Toapouxng, Thessaloniki, 1980, ill. 10, p. 19 & 127.

®wrtdnouAog B. (ed.), dvvng MdpaAng, Athens, 1988, ill. 132, p. 127 & 135.

Tsikouta, M., Les influences dans la peinture grecque apres 1945, doctoral thesis,
Université de Paris-Sorbonne Paris IV, 1991, vol. 2, p. 246, 249 & vol. Illustrations Il
il. 377.

Xpnatou, Xp., MdpaAng, Athens, 1993, ill. 72.

Xpniotou, Xp., “Tidvvng MépaAng. O dnptoupydc, o ddokaAog, 1o €pyo Tou”, [lpaktikd
¢ Akadnulag ABnvayv, vol. 71, No. 2, Athens, 1996, p. 173, 175 [Article also reprinted
in: Enidoyog ‘96, etriota noAwtiotikn €kdoon, year 5, November 1996, p. 343-349
(references to works have been omitted here)].

Aapnpdkn-IAdka, M. (ed.), 100 xpdvia ENIMAZ, Athens, 1999, ill. 358, p. 526.

Towykdkou, ®-M. (contr. = ed.), [. MdpaAng. AyyeAot, pouakr, noinon, Athens, 2001, ill.
143, p. 115, p. 110-112 & 130.

MnoéAng, I, [dvvng MdpaAng, Athens, 2005, p. 73.

HuepoAdyio 2011, dvvng Mdpaing 1916-2009, National Gallery-Alexandros Soutzos
Museum. Reproduced for week 13/6/2011-16/6/2011.

n. 7699

Enwoppa XovBeon A, 1963 (svundypapo)

KéMa BvaBUA o pouoapd, 73 x 73 ex.

Awped T0U KAATEXVN

Ekt{Betatl otn poéviun ékBean tng ENMMAX and 1o 2000

EkB€aelg: MdpaAng, Athens Hilton Gallery, 29 Anpthiou — 25 Maiou 1963, ap. Kat. 4.
ldwng Mdpaing, EMMAE, 1988, ap. Kat. 44, 0. 66.

ldwwng MdpaAng, Akadnpia ABnvay, 1996, o. 51.

EMnvikn {wypagkn. H dekaetia tou 30, ENMMAY-Mapdptnua Képkupagc, 1996, k. 3, 0. 13
&ap. kat. 15, 0. 22.

BiBAoypaegia: T¢adweg-=npouxdkn, A., «awng Mépaing», Ot EAAnveg Zwypdpor, 1. B,
ABrva, 1975, 0. 395.

Metpdnoudog, H., EAUtnG. MdpaAng. Toapouxng, Osacahavikn, 1980, e. 9, 0. 19.

®wrénoulag B. eny.), Mdwne Mdpaing, ABriva, 1988, . 131, 0. 134 & 127.

Tsikouta, M., Les influences dans la peinture grecque apres 1945, 01d. duatp., Université de Paris-
Sorbonne Paris IV, 1991, ©. 2, 0. 246, 243 &1 lllustrations II, €. 376.

Xonatou Xp., MdpaAng, ABrva, 1993, e. 71.

Xonotou, Xp., «[tdwng MépaAng. O Snptoupyds, o 0GoKaAOG, T0 €pyo Tou», [oaktikd e Akadnui-
agABnvadv, T. 71°, ™. 2°, ABriva 1996, 6. 173, 175 [BA. kat avadnpiooieuon oto: Enidoyog 96, emiola no-
Nuotkn €kdoan, xpdvog 5%, NoguBplog 1996, o. 343-343 (€00 watdoo £xouv napaAngBel ot avapo-
PG ota £pya)].

Aapnpdkn-TNAdka, M. (eny.), 100 xodvia ETIMAZ, ABriva, 1999, e. 357, 0. 526.

Towykdkou, ®-M. (clviaén-eny.), L MdpaAng. Ayyedol, ouawn, roinon, ABrva, 2001, e. 142, 6. 115,
0. 110-112.

MnéAng, I, [idwng MdpaAng, ABrva, 2005, o. 72.

Tonog: BakaAd, E., «Kptukn. [T MépaAng kat ermd yArmeg», Nea, 10/5/1963.

2nua. Meptodikd Texvng, ™. 22, Méptog 1979, «MdépaAnc. 50 xpdvia — apiépwpa», 6. 31.

n. 7700

Enwoppa XovBeon E’, 1963 (evundypawo)

KéMa BvaBuA o pouoapd, 79 x 73 ex.

Awped ToU KAATEXVN

Ekt{Betat otn poéviun €kBean tng ENMMAX and 1o 2000

EkB£oe1g: Mdpaing, Athens Hilton Gallery, 29 Anpiiou - 25 Maiou 1963, ap. kat. 5 (BA. kat
€LK. OTO E0WPUAND).

ldvvng MdpaAng, ENMAZ, 1988, ap. kat. 45, o. 66.

Metauoppwoel¢ Tou povigpvou-n eMnviki euneipia, ENMAL, 14 Matou-13 Yent. 1992, ap.
kat. 132, 0. 102.

[dwng MdpaAng, Axadnpia ABnvav, 1996, o. B4.

EMnvikri {wypagikn. H dexaetia tou 30, ENMMA-Mapdptnua Képkupac, 1996, ek, 4, 0. 13 & ap.
kat. 16, 0. 22.

BiBAtoypaegia: T{avweg-=npouxdkn, A., «dwng MépaAng», OtEAnvee Zwypdgpor, 1. B,
ABriva, 1975, . 395.

Metpdnourog, H., EAUTne. MdpaAng. Toapouxng, Beooahovikn, 1980, ewk. 10, 0. 19 &
127.

®dwténoulog B. (enwy.), ldvvnc MdpaAng, ABriva, 1988, k. 132, 0. 127 & 135.
Tsikouta, M., Les influences dans la peinture grecque apres 1945, 818. diatp..
Université de Paris-Sorbonne Paris IV, 1991, 1. 2, 0. 246, 249 & 1. Illustrations II, €wk.
377.

Xpnatou Xp., MdpaAng, ABriva, 1993, e. 72.

Xprotou, Xp., «[1dvvng MdpaAng. O dnptoupydg, o ddokaAog, 1o £pyo Tou», [lpakTikd
n¢ Akadnuiac ABnvawv, T. 71, tx. 2°, ABriva 1996, 0. 173, 175 [BA. kat avadnpoaoieuon
at0: Enidoyog '96, ethola noMToTikh €kdoaon, xpdévog 5%, Nogufptog 1996, 0. 343-349
(e00) waT6o0 €xouv NapaAn@Bel ol avagopég ota €pya)l.

Aapnpdkn-MAdka, M. (enw.), 100 xpdvia ENTMAZ, ABriva, 1999, ewk. 358, 0. 526.
Totykdkou, ®.-M. (oUvtagn-enuy.), . MdpaAnc. Ayyedot, pouaikn, noinon, ABrva, 2001,
elk. 143, 0. 115, 0. 110-112 & 130.

MnoéAng, I, Mdvvng MépaAng, ABriva, 2005, o. 73.

HuepoAdyio ENMAL 2011, Bépa: [dvvng MdpaAng 1916-2009. To €pyo ekovidetal otnv
eBdopada 13/6/2011-16/6/2011.
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Tunog: BakaAd, E., «KputkA. I MépaAng kat entd yAunteg», Nea, 10/5/1963.

KaMovdg, A., «Elkaotikeg t€xveq. H npwtn €kBeolg {wypa@ikig kat YAUNTIKAG 010 «X{A-
Tov», Boaduvri, 15/5/1963.

®urooyikn lMNMowtoxpovid, 1964, xpdvog 21°, «[dvwng Mépaing» (BA. atnv 1" 0. Tou TeUXoug).
Jripa. lNeptodikd t€xvng, . 22, Mdptiog 1979, «MdpaAng. 50 xpdvia — a@iépwpa», 0. 3

n.7701

Enttoppa XGvBeon Z', 1963 (evundypago)

KéMa BvaBUA og pouoapd, 79 x 73 ex.

Awped ToU KAAATEXVN

ExtiBetat otn péviun €kBeon tng EMMAXL and to 2000

EkB€ae1g: MdpaAng. Athens Hilton Gallery, 29 Anpihiou - 25 Maiou 1963, ap. kat. 6
[dwng MdpaAng, ENMAY, 1988, ap. kat. 46, o. 66.

Metauoppdoeic tou poviepvou-n eAnvikn euneipia, ENMMAL, 14 Maiou-13 Zent. 1992,
ap. kat. 132, o. 103.

[dvvng Mdpaing, Akadnuia ABnvav, 1996, a. 55.

EAnvikn Cwypagikn. H dexaetia tou 30, EMMMAL-TMapdptnua Képkupag, 1996, k. 5,
0. 13 &ap. kat. 17, 0. 22.

BiBAoypagia: TCdvveg-=npouxdkn, A., «[dvvng MépaAng», Ot EAAnvec Zwypdgol, T.
B’. ABriva, 1975, 0. 395.

MetpdnouAog, H., EAUTng. MdpaAng. Toapouxng, Bsccalovikn, 1980, ewk. 11, 0. 19.
®wrténoulog B. (enwy.), Mdvvng MdpaAng, ABriva, 1988, k. 133, 0. 127 & 137.

Tsikouta, M., Les influences dans la peinture grecque aprés 1945, d1d. diatp., Université
de Paris-Sorbonne Paris IV, 1991, 1. 2, 0. 246, 249 & 1. Illustrations II, eik. 378.

Xpniotou Xp., MdpaAng, ABrva, 1993, eik. 76.

Xpnatou, Xp., «[dvvng MépaAng. O dnploupydg. o ddokahog, 1o €pyo Tou», [lpaktikd
n¢ Akadnulac ABnvay, 1. 71°, tx. 2°, ABriva 1996, 0. 173, 175 [BA. kat avadnpooieuon
oto: Enidoyoc 96, ethola noAttlotikn €kdoan, xpdvog 5%, NoéuBptog 1996, o. 343-349
(0w wotdoo €xouv Nnapain@Bel ol avapopeg ota £pya)l.

Aapnpdkn-MAdka, M. (emwy.), 100 xpdvia ENTMAZL, ABriva, 1999, ewk. 359, a. 526.
Towykdkou, ®.-M. (aUvta&n-enu.), I. MdpaAng. Ayyedot, pouaikn, noinon, ABrva, 2001,
€Wk, 144, 0.115, 0. 110-112.

MnoéAng, I, Mdvvng MdpaAng, ABrva, 2005, o. 74.

HuepoAdyio EMMMAX 2011, Béua: dvvng MdpaAng 1916-2009. To €pyo elkoviletal otnv
€Bdopada 21/11/2011-27/11/2011.

Tunog:Bakahd, E., «Kpttkn. [T MépaAng kat entd yAUnteg», Néa, 10/5/1963.

2ripa. Meptodikd €xvng, . 22, Mdptiog 1979, «<MdpaAng. 50 xpdvia — agiépwpa», o. 31.

M. 7697

Kalokaipy, 1968 (evundypago)

KéMa BvaBuA og pouaapd, 106 x 70 ek.

Awped T0U KAANTEXVN

EkBéaoelg: dvwng MdpaAng, EMMAL, 1988, ap. kat. 67, o. 66.

[dvvng MdpaAncg, Akadnpia ABnvav, 1996, 0. 57.

H yevid tou ‘30 uetd tov ndAsuo kat n katdktnon tng agpaipeong, Anpog Matpéwv-Anpo-
kn Enixelpnon MoAwtotikng Avantuéng Mdtpag, EMMAE, Anpotikn MivakoBrikn Matpav,
30 ZentepPpiou-30 AekepBpiou 2002, o. 22.

[dvvng MdpaAnc, MivakoBrikn KukAddwv-Anpog Eppounoing, 2005, o. 56.

EAnvikri Lwypa@ikn — udviueg ouAroyeg, ENMMAZ-Mapdptnua Kepkupag, 2007, 0. 122 &
ap. 88, 0. 192.

I. MépaAng. Mia avixveuon, Mouoeio 2Uyxpovng Téxvng, 2008, ap. kat. 19, 0. 73 & 0. 234.
BiBAtoypagia: dwténouiog B. (enwy.), Mdvvng MdpaAng, ABriva, 1988, k. 167,

0. 164.

Xpnatou Xp., MdépaAng. ABriva, 1993, . 111.

Aapnpdkn-MAdka, M. (enw.), 100 xpdvia ENTMAZ, ABriva, 1999, eik. 360, o. 528.
HugpoAdyio EMMAX 2011, 8¢pa: [dvvng MdpaAng 1916-2009. To €pyo elkovietat
otnv eBdopdda 12/12/2011-18/12/2011.

Press: BakaAd, E., "Kpuukn. [T MépaAng kat entd yAunteg”, Nea, 10/5/1963.

KaAMovdg, A., "ElKaoTikég T€xveq. H npwdtn €kBealg (wypa@Ikng Kat YAUNTIKAG a1o “X{A-
tov", Bpaduvri, 15/5/1963.

Guroroyikri MNMpwtoxpovid, 1964, year 21, “Tidvwng MépaAng” (see p. 1).

2nua. Meptodikd texvng, No. 22, March 1979, "MépaAng. 50 xpdvia - agiepwpa’, p. 31.

n. 7701

Funerary Composition VII, 1963 (signed)

Vinawyl glue on canvas, 79 x 73 cm

Donated by the artist

On permanent display at the National Gallery-Alexandros Soutzos Museum since 2000.
Exhibitions: MdpaAng, Athens Hilton Gallery, 29 April-25 May 1963, inv. no. 6

[dvvng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv. no. 46, p. 66.
Metauoppwaoelc tou poviepvou-n eAnvikri euneipia, National Gallery-Alexandros Soutzos
Museum, 14 May-13 Sep. 1992, inv. no. 132, p. 103.

[dwwnc MdpaAng, Athens Academy, 1996, p. 55.

EMnvikn Cwypaqpukn. H dexaetia tou 30, National Gallery-Alexandros Soutzos Museum,
Corfu Annex, 1996, ill. 5, p. 13 &inv. no. 17, p. 22.

Bibliography: T¢dvwveg-=npouxdkn, A., “Tidvwng MépaAng”, Ot EAAnvec Zwypdgpor, vol. 2,
Athens, 1975, p. 395.

Metpdnouac, H.. EAUTNG. Mdpaing. Toapouxnc, Thessaloniki, 1980, ill. 11, p. 19.
®wrtdnouioc B. (ed.), [dvvng MdpaAng, Athens, 1988, ill. 133, p. 127 & 137.

Tsikouta, M., Les influences dans la peinture grecque aprés 1945, doctoral thesis,
Université de Paris-Sorbonne Paris IV, 1991, vol. 2, p. 246, 243 & vol. Illustrations I, ill. 378.
Xpnotou, Xp., MdpaAng, Athens, 1993, ill. 76.

Xpnatou, Xp., “Tidvwng MépaAng. O dnptoupydc, o 0AoKaAog, To €pyo Tou”, [MoakTikd Tng
Akadnulac ABnvawv, vol. 71, No. 2, Athens, 1996, p. 173, 175 [Article also reprinted in:
EniAoyoc 96, etriota noAwttotikri €kdoon, year 5, November 1996, p. 343-349 (references
to works have been omitted here)].

Aapnpdakn-MAdka, M. (ed.), 100 xpdvia ETIMAZ, Athens, 1999, ill. 359, p. 526.
Tolykdkou, ®.-M. (contr.-ed.), . MdpaAng. Ayyedot, pouaikn, noinon, Athens, 2001, ill.
144, p. 115, p. 110-112.

MnoéAng, I, Fidvvng MdpaAng, Athens, 2005, p. 74.

HuepoAdyio 2011, dvvng MdpaAng 1916-2009, National Gallery-Alexandros Soutzos
Museum. Reproduced for week 21/11/2011-27/11/2011.

Press: BakaAd, E., "Kptukn. I. MépaAng kat entd yAuntec”, Nea, 10/5/1963.

2rua. Meptodikd exvng, No. 22, March 1979, "MépaAng. 50 xpdvia — apiépwpa’, p. 31.

M. 7697

Summer, 1968 (signed)

Vinavyl glue on canvas, 106 x 70 cm

Donated by the artist

Exhibitions: [dvwwnc MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv.
no. 67, p. 66.

[dvvng MdpaAng, Athens Academy, 1996, p. 57.

H yevid tou ‘30 uetd tov néAepo kat n katdktnon ¢ agalipeong, Municipality of Patras

- Patras Cultural Development Municipal Organisation, National Gallery-Alexandros
Soutzos Museum, Patras Municipal Art Gallery, 30 September-30 December 2002, p. 22.
[dvvng MdpaAng, Cyclades Art Gallery — Municipality of Ermoupoli, 2005, p. 56.
EMnvikri {wypagikn — uoviueg ouAoyec, National Gallery-Alexandros Soutzos Museum,
Corfu Annex, 2007, p. 122 & No. 88, p. 192.

I. MdpaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 19, p. 73 & p. 234.
Bibliography: ®wténouiog B. (ed.), [tdvvng MdpaAng, Athens, 1988, ill. 167, p. 164.
Xpnaotou, Xp., MdpaAng, Athens, 1993, ill. 111.

Aapnpdkn-TAdka, M. (ed.), 100 xpdvia ETIMAZ, Athens, 1999, ill. 360, p. 528.

HuepoAdyto 2011, Idvvnc MdpaAng 1916-2009, National Gallery-Alexandros Soutzos
Museum. Reproduced for week 12/12/2011-18/12/2011.



n.sm

Dialogue, 1974 (signed)

Oil on canvas, 97.8 x 165,7 cm

Acquired from the artist (1976)

On permanent display at the National Gallery-Alexandros Soutzos Museum since 2000.
Exhibitions: [idvwng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv. no.
86, p. 42 &67.

[éwng MdpaAng, Athens Academy, 1996, p. 58-59.

EMnvikri {wypagikn. H dexaetia tou 30, National Gallery-Alexandros Soutzos Museum, Corfu
Annex, 1996, ill. 6, p. 13 &inv. no. 18, p. 22. This work is reproduced among others on the
catalogue cover.

[aplot-ABriva, 1863-1940, National Gallery-Alexandros Soutzos Museum, 20 December 2006-
31 March 2007, inv. no. 224, p. 393.

Bibliography: ®wténoulog B. (ed.), [tdwng MdpaAng, Athens, 1988, ill. 213, p. 213.

Xpnaotou Xp., Mdpaing, Athens, 1993, ill. 148.

Xpnotou, Xp., «[édwng MépaAng. O dnptoupydc, 0 BGoKaAog, T0 £pyo Tou», [oaktikd e Akadnuiag
Abnvidv, vol. 71, No. 2, Athens, 1996, p. 176 [See also reprint in EniAoyog 96, trioia noAmoukn £x-
0oan, year 5, November 1996, p. 343-349 (references to works have been omitted here)).
Aapnpdkn-TAdka, M. (ed.). 100 xpdvia EMMAZ, Athens, 1999, ilL. 361, p. 529.

HugpoAdyio 201 1: [dwng MdpaAng 1916-2009. Reproduced for week 19/12/2011-25/12/2011, as
well as in the two pages immediately following.

Press: Jrua. lNeptodikd 1€xvng, No. 22, March 1979, «<MépaAng. 50 xpdvia — aplépwua»,
il 17, p. 49.

Ytepavidng, M., «H AnéAutn lewpetpia tng Tpugepdtntag», Living, No. 54, September
1994, p. 58-59.

Aapnpakn-TAdka, M. (interview), Limited Edition, No. 2, April 2010, Athens, p. 54.

M. 679

Erotic, 1982

Acrylic on canvas, 200 x 2304 cm

Acquired from the artist (1983)

Exhibitions: Moralis, Zoumboulakis Art Galleries, Athens, November 1983, inv. no. 17.
[dwvng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv. no. 101,
p. 67.

[dvvng MdpaAng, Athens Academy, 1996, p. 60-61.

H yevid tou ‘30 petd tov ndAepo kat n katdktnon tng agalpeong, Municipality of
Patras — Patras Cultural Development Municipal Organisation, National Gallery-
Alexandros Soutzos Museum, Patras Municipal Art Gallery, 30 September-30
December 2002, p. 23 & cover.

I. MépaAng. Mia avixveuan, Museum of Contemporary Art, 2008, inv. no. 29, p. 93 & p. 236.
Bibliography: ®wténoulog B. (ed.), ldvvng MdpaAnc, Athens, 1988, ill. 281, p. 285.
Xpnatou, Xp., H EBvikn [MivakoBrikn. EAnvikn Zwypagukri 19°-20° awdvag, Athens, 1992,
il 171, p. 202.

Xpnatou, Xp., MdpaAng, Athens, 1993, ill. 201.

Xpnotou, Xp., “Tidvwng Mépaing. O dnptoupydc, o ddokaAog, 1o €pyo tou”, [poakT-

kd tn¢ Akaonuiac ABnvav, vol. 71, No. 2, Athens, 1996, p. 178 [Article also reprinted
in: EniAoyog 96, etiota noAwtiotikri €kdoon, year 5, November 1996, p. 343-349
(references to works have been omitted here)].

ManavikoAdou, M., “Tpog tnv kateUBuvon plag eBVIKLOTIKNAG T€xvng otnv EAAGDa o
1950-1960 kat ot 6Uo dYelg NG, Eyvartia, Aristotle University of Thessaloniki, vol.
11,2007, 1ll. 12, p. 156.

HugpoAdyto 2011, Idvvng MdpaAng 1916-2009, National Gallery-Alexandros
Soutzos Museum. Reproduced for week 26/12/2011-1/1/2012.

Press: Tng Yuvid&ewc, "0 MépaAng ddokaAog”, Zuydg, No. 60, July-August 1983, p. 26.
Also, detail of this work on a Hellenic Post stamp (2010).

n.5111

Awdoyog, 1974 (evundypawo)

A@dL og pouoapd, 97.8 x 165,7 ek.

Ayopd EMMAL ané tov kaAAexvn (1976)

Ekt{Betal otn péviun €kBeon tng ENMMAL and 1o 2000

EkBéaelg: [1dvvng MdpaAng, ENMMAY, 1988, ap. kat. 86, 0. 42 & 67.

[dwvng MdpaAng, Akadnpia ABnvav, 1996, 0. 58-59.

EMnvikn {wypagikn. H dekaetia tou '30, ENIMAZ-Mapdptnua Képkupag, 1996, k. 6, o.
13 & ap. kat. 18, 0. 22. To €pyo-avdpeaa o dAAa-glkovileTal kat 6To e§WEUAND ToU Ka-
TaAGYOU.

Mapioi-ABrva, 1863-1940, ENMMAY, 20 AexepBpiou 2006 — 31 Maptiou 2007, ap. kat. 224,
0.393.

BiBAtoypagia: widnoulog B. (enw.). Mdvwng MdpaAng, ABriva, 1988, ewk. 213, 0. 213.
Xpriatou Xp., MdpaAng, ABriva, 1993, €. 148.

Xpnratou, Xp., «[dvwwng MépaAng. O dnploupydc, 0 dA0KaAaG, T0 €pyo Tou, [oaktikd g Akadn-
wiag ABnvav, T. 71%, . 2°, ABrva 1996, 0. 176 [BA. kat avadnpioaieuon oto: Enidoyog ‘96, tota no-
Aotk €kdoon, xpdvog 5%, NoguBptog 1996, 6. 343-343 (£3w wotdao £xouv napaAn@Bel ot avago-
pég ota €pya)l.

Aapnpdkn-TAdka, M. (enya.), 100 xpdvia ETNIMAL, ABriva, 1999, e. 361, 0. 529.

HuegpoAdyio ETIMAS 2011, Bépa: [dwng MdpaAng 1916-2009. To €pyo eovidetal oty eBdopada
19/12/2011-25/12/2011, kaB)g kat o1o SLoENS0 NMou akoAoUBEL apESWG ETA.

Tdnog: 2riua. Meptodikd texvng, . 22, Mdptiog 1979, «MépaAng. 50 xpdvia — a@LEpwua», EIK.
17, 0. 49.

Yteaviong, M., «H AndAutn lewpetpia tng Tougepdtntagr, Living, Tx. 54, Zentéufplog
1994, 0. 58-59.

Aapnpdkn-MAdka, M. (cuvévteugn), Limited Edition, 1x. 2, AnpiAlog 2010, ABrva, o. 54.

M. 679%

Epwuké, 1982 (evundypawo)

AKpUAKS og poucapd, 200 x 230,4 ek.

Ayopd EMMAY ané tov kaMutexvn (1983)

EkB8€aeLg: MdpaAng, TkaAepl ZoupnouAdkn, ABrhva, NoguBplog 1983, ap. kat. 17.
[dvvng Mdpainc, ENMMAY, 1988, ap. kat. 101, 0. 67.

[dvvng MdpaAng, Akadnpia ABnvay, 1996, 0. 60-61.

H yevid tou ‘30 petd tov néAgpo Kat n Katdktnon tn¢ apaipeonc, Anpoc MNatpéwv-
Anpotikn Enwxeipnon MoAwtiotikng Avantuéng MNdtpag, EMMAL, Anpotikn MivakoBhkn
Matpwv, 30 ZentepBplou-30 AekepBpiou 2002, 0. 23 & o010 €€W@UAO.

I. MépaAng. Mwa avixveuon, Mouaeio L0yxpovng Téxvng, 2008, ap. kat. 29,

0.93 & a. 236.

BiBAtoypagia: dwidnoulog B. (enwy.), [tdvvne Mdpaing, ABriva, 1988,

€lk. 281, 0. 285.

Xpnatou, Xp.. H EBvikri MvakoBrikn. EAAnvikn Zwypagikn 19°¢-20° awdvac, ABriva,
1992, ewk. 171, 0. 202.

XpAotou, Xp., MdpaAng, ABriva, 1993, ewk. 201.

Xpnotou, Xp., «[1dvvng MépaAng. O dnutoupydc, o dAokaAog, To €pyo ToU», [TpakTikd
n¢ Akadnulac ABnvav, 1. 71°, tx. 2°, ABrva 1996, 0. 178 [BA. kat avadnpoacieuon gto:
EniAoyoc ‘96, etola noATloTikn €kdoan, xpovog 5%, NoéuBptog 1996, 0. 343-349 (€0w
w0T600 €xouv NapaAn@Bel oL avawopéc ota €pya)l.

ManavikoAdou, M., «[1pog tnv KateUBuvon Plag eBVIKIOTIKAG T€xvng otnv EAAGOa To
1950-1960 kat ot 6U0 6YeLg tng», Eyvatia, AMB, 1. 11, 2007, ewk. 12, 0. 156.
HuepoAdyio EMMMAX 2011, Bépa: dvvng MdpaAnc 1916-2009. To €pyo elkoviletat atnv
eBoopdda 26/12/2011-1/1/2012.

Tunog: Tnc Zuvtdéewg, «0 MépaAng ddokarog», Zuydc, . 60,

loUAtog-Aulyouatog 1983, o. 26.

Enionc, Aentopépeta tou €pyou o€ ypappatéonyo twv EATA (2010).
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Ix€0wa

n.7977/1-2

Knguowd-Kegaldpt, 1936 (evundypago)

& Mdpodog tng Acwpdpou AAeEdvdpag, 1935 (evundypawo)

MoAUBL oe xaptl, 26 x 33.3 ek. & 18 x 32,5 ek.

Awped ToU KAATEXVN

EkB€aelg: . MdpaAng. Mia avixveuon, Mouoeio 2Uyxpovng Téxvng, 2008, ap. kat. 50, 51, o.
136-137 & 0. 240.

BiBAtoypagia: dwidnouiog B. (eny.). Mdvvng MdpaAng, ABriva, 1988, ew. 421, o. 337 (IN.
7977/1) & ewk. 415, 0. 335 (1. 7977/2).

HuepoAdyio ENMAL 2011, Bépa: [dvvng MdpaAng 1916-2009. To . 7977/1 eikoviletal otnv
€Boopdda 3/10/2011-9/10/2011.

Tdnog: Wowtoc, ap. 12-13, ®eBpoudpiog 2001, o. 46 (M. 7977/2).

n.7971/1-2

Villa Borghese, Pdpn, 1937 (evundypawgo)

MeAavt og xapti, 23 x 30,5 ek. & 23 x 30,5 ek.

Awped ToU KaATEXVN

EkB€aelg: | MdpaAnc. Mia avixveuon, Mouoeio 2Uyxpovng Téxvng, 2008, ap. kat. 52, 53, o.
138-139 & 0. 240.

BiBAoypagia: dwténourog B. (enw.), Mdvvng MdpaAng, ABriva, 1988, eik. 439, 0. 343
(M. 7971/1). ewk. 438, 0. 343 (M. 7971/2).

Todtoou, ., Aypunivn Auyn, ABriva, 1989, o. 70 (M. 7971/1).

HuepoAdyto EMIMAZ 2011, B€pa: [dvvng Mdpaing 1916-2009. To M. 7971/2 sikovidetal
070 O0Lo€ALd0 peTaly tTwv eBOopddwy 25/4-1/5/2011 kat 2-8/5/2011.

N. 7978/ 1-4

1-2. Bois de Boulogne. Halles aux vins & Boulevard Pasteur, 3-4. Fétes Foraines, 1938
MeAdvt kat udatoypaeia oe xaptl, 1 &2: 13x 135, 3: 21 x 16, 4: 13 x 21 k.

Awped T0U KAMNTEXVN

EkB€aeLg: | MdpaAnc. Mia avixveuon, Mouaeio XUyxpovng Téxvng, 2008, ap. kart. 54, 55, 56, 57, o.
140-141 & 0. 240.

BiBAtoypagia: Gwrdnourog B. (eny.), [idwng MdpaAng, ABrva, 1988, ei. 447, a. 343 (1. 7978/3).
€lK. 448, 0. 349 (1. 7978/3).

Xonatou Xp., MdpaAng, ABriva, 1993, e. 17 (1. 7978/3) & . 18 (I1. 7978/4).

Totykdkou, ®-M. (clviaén-eny.), L MdpaAng. AyyeAol, ouows, nolnon, ABrva, 2001, e. 54, 0. 43 (.
7978/4).

MndAng, I, Mdwng MdpaAng, ABriva, 2005, o. 25 (1. 7978/4) & o. 26 (M. 7978/3).

268

Drawings

n.7977/1-2

Kifissia-Kefalari, 1936 (signed)

& Off Alexandras Avenue, 1935 (signed)

Pencil on paper, 26 x 33,3 cm & 18 x 32,5 cm

Donated by the artist

Exhibitions: /. MépaAng. Mwa avixveuon, Museum of Contemporary Art, 2008, inv. no. 50,
51, p. 136-137 &p. 240.

Bibliography: ®wténouiog B. (ed.), [tdvwnc MdpaAnc, Athens, 1988, ill. 421, p. 337 (M.
7977/1) & ill. 415, p. 335 (M. 7977/2).

HugpoAdyio 2011, Mdwwng Mdpaing 1916-2009, National Gallery-Alexandros Soutzos
Museum. Inv. no 7977/1 is reproduced for week 3/10/2011-9/10/2011.

Press: voiktog, No. 12-13, February 2001, p. 46 (1. 7977/2).

n.7971/1-2

Villa Borghese, Rome, 1937 (signed)

Ink on paper, 23 x 30,5 cm & 23 x 30,5 cm

Donated by the artist

Exhibitions: . MdpaAnc. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 52,
53, p. 138-139 & p. 240.

Bibliography: ®wténoulog B. (ed.), [tdvwng MdpaAng, Athens, 1988, ill. 439, p. 343 (M.
7971/1), ill. 438, p. 343 (M. 7971/2).

Toatoou, I, Ayounvn Auyri, Athens, 1989, p. 70 (. 7971/1).

HugpoAdyio 2011, dwnc Mdpang 1916-2009, National Gallery-Alexandros Soutzos Museum.
Inv. no 7971/2 is reproduced on two pages between weeks 25/4-1/5/2011 and 2-8/5/2011.

Nn.7978/ 1-4

1-2. Bois de Boulogne. Halles aux vins & Boulevard Pasteur, 3-4. Fktes Foraines, 1938
Ink and watercolour on paper, 1 &2: 13 x 13,5, 3: 21 x 16, 4: 13 x 21 cm

Donated by the artist

Exhibitions: /. MdpaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no.
54, 55, 56, 57, p. 140-141 & p. 240.

Bibliography: ®wténouAog B. (ed.), [tdvvng MdpaAng, Athens, 1988, ill. 447, p. 349
(N.7978/3). ill. 448, p. 349 (M. 7978/3).

Xpnatou, Xp., MdpaAng, Athens, 1993, ill. 17 (M. 7978/3) & ill. 18 (IN. 7978/4).
Towykakou, ®.-M. (contr. = ed.), [. MdpaAng. AyyeAot, pouaikn, nolnon, Athens, 2001,
ill. 54, p. 43 (1. 7978/4).

MndAng, I, Mdvvne MdpaAng, Athens, 2005, p. 25 (M. 7978/4) & p. 26 (M. 7978/3).



Nn.7961/1-2

Preliminary sketches for a composition, 1939 (signed)
Ink on paper. 31,5 x 24 cm &31, 5 x 24 cm

Donated by the artist

Exhibitions: /. MdpaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 99, p.

145 & p. 240.

Bibliography: ®wténouAog B. (ed.), [idwng Mdpang, Athens, 1988, ill. 459, 460, p. 354-355.
Xpnatou, Xp., Tetong, 1. (eds.), [dvwng MdpaAng, Athens, 1996, cover (11.7961.1).

HugpoAdyio 2011, [dwng Mdpang 1916-2009, National Gallery-Alexandros Soutzos Museum.
Inv. no. 7961/1 is reproduced for week 10/10/2011-16/10/2011.

Press: JAua. Neptodwd texvng, No. 22, March 1979, "MdpaAng. 50 xpdvia — agiépwpa’, p. 11.

N.7974

Preliminary sketch for fresco, 1939

Ink wash and pencil on paper, 31 x 24 cm
Donated by the artist

Exhibitions: /. MdpaAnc. Miwa avixveuon, Museum of Contemporary Art, 2008, inv. no. 58, p.

143 & p. 240.

Bibliography: ®wténouAog B. (ed.), [tdvwng MdpaAng, Athens, 1988, ill. 457, p. 353.
Xpnotou, Xp., MdpaAng, Athens, 1993, ill. 22.

HugpoAdyio 2011, dvwwng MdpaAng 1916-2009, National Gallery-Alexandros Soutzos
Museum. Reproduced for week 25/4/2011-1/5/2011.

M. 7976/ 1-2

Arta, 1940

Ink (and ink wash) on paper, 20 x 28,5 (signed) & 28 x 21,5 cm

Donated by the artist

Exhibitions: | MdpaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 61,
62. p. 148-149 & p. 241.

Bibliography: HugpoAdyio 2011, [dwng MdpaAng 1916-2009, National Gallery-Alexandros
Soutzos Museum. Inv. no 7976/1 is reproduced for week 31/10/2011-6/11/2011.

M. 7981

Study, 1940 (signed)

Ink on paper, 44 x 25,5 cm
Donated by the artist

n.7961/1-2

Mpoox€dua guvBeong, 1939 (evundypapa)

MeAdvt og xapti, 31, 5 x 24 ex. & 31, 5 x 24 k.

Awped ToU KAATEXVN

EkB€aelg: . MdpaAnc. Mia avixveuon, Mouoeio 2Uyxpovng Téxvng, 2008, ap. kat. 59, o. 145
& a. 240.

BiAtoypaegpia: Gwidnourog B. emy.). Mdwng Mdpaing ABriva, 1988, ew. 459, 460, 0. 354-355.
Xpniotou, Xp., Tétong, M. (enw.), [dvwng MdpaAng, ABriva, 1996, oto e€puAro (M1.7961.1).
HuepoAdyio EMMAX 2011, 8€ua: dwwng MdpaAng 1916-2009. To M. 7961/1

elkovidetat otnv Bdopdda 10/10/2011-16/10/2011.

Tdnog: 2riua. Meptodikd t€xvng, . 22, Mdptiog 1979, «MdpaAng. 50 xpdvia — apiépwpa», o. 11.

N. 7974

MpooxEdio yua vwnoypaepia, 1939

Apalwpévo JeAdvt kat HoAUBL oe xaptl, 31 x 24 ek.

Awped T0U KAATEXVN

EkB€aelg: . MdpaAnc. Mia avixveuon, Mouoeio 2Uyxpovng Téxvng, 2008, ap. kat. 58, 0. 143
& a. 240.

BiBAtoypagia: dwidnouiog B. (eny.), Mdvwng MdpaAng, ABriva, 1988, ew. 457, 0. 353.
Xpnotou Xp.. MdpaAnc, ABrva, 1993, ew. 22.

HuepoAdyio ENMAL 2011, Bépa: [dvwng MdpaAnc 1916-2009. To €pyo eikoviletal otnv
eBOopdda 25/4/2011-1/5/2011.

n. 7976/ 1-2

Apra, 1940

MeAadvt (kat apatwpévo peAdvy) oe xapti, 20 x 28,5 (evundypapo) & 28 x 21,5 ek.
Awped ToU KAAALTEXVN

EkBEoelg: . Mdpaing. Mia avixveuan, Mouoeio Uyxpovng Téxvng, 2008, ap. kat. 61, 62,

0. 148-149 & 0. 241.
BiBAwoypaegia: HuepoAdyto ENIMAX 2011, Béua: dvvng MopaAng 1916-2009. To M.
7976/1 ikovietal otnv eBdopdda 31/10/2011-6/11/2011.

M. 7981

Inoudn, 1940 (evundypapo)
MeAdvt og xapti, 44 x 25,5 K.
Awped ToU KAATEXVN

269



EkBEaeig: | MdpaAng. Mia avixveuon, Mouoeio 20yxpovng Teéxvng, 2008, ap. kat. 60,

0. 147 & 0. 240-241.

BiBAtoypagia: dwidnourog B. (en.). Mdwng MdpaAng, ABriva, 1988, eik. 472, 0. 361.
HuepoAdyto ETIMAX 2011, Bepa: [dvwng MdpaAng 1916-2009. To €pyo elkoviletat ot f60-
pdda 5/12/2011-11/12/2011.

Tonog: 2rpa. Mepiodikd texvng, x. 22, Maptiog 1979, «MdpaAng. 50 xpdvia — aglEpwpa»,
0. 13.

MN.7967/1-6

1.NpéPReda, 2 & 5. Ané 10 oTpaATs,

3.Kopitoua, Apta, 4.Moprokaliég, 6.Mupve, 1940 (evundypapa)

Téunepa, peAdvt, HoAUBL Kal xpwpaTotd PHoAUBLa o xaptl,

1:12x145,2:14x175,3: 21 x 14, 4:13x175,5:125x12,6: 15x 11 ek.

Awped ToU KaAMTEXVN

EkBéaoelg: . MdpaAng. Mia avixveuon, Mouaeio YUyxpovng Téxvng, 2008, ap. kat. 70, 6. 155 &
0. 241 (1N.7967/1), ap. kat. 71, 0. 155 & 0. 241-242 (1. 7967/2), ap. kat. 69, 0. 154 & 0. 241 (.
7967/3), ap. kat. 74, 0. 157 & 0. 242 (M. 7967/4), ap. kat. 72, 0. 156 & o. 242 (7967/5), ap. kat. 73,
0. 156 & 0. 242 (7967/6).

BiBAoypagia: Gwrténouiog B. (eny.). Midvwng MdpaAng, ABriva, 1988, sik. 487, o. 366 (M.
7967/1). ew. 473, 0. 361 (. 7967/2), k. 465, 0. 359 (1. 7967/3), k. 483, 0. 364 (M. 7967/5),
€lK. 471, 0. 360 (M. 7967/6).

Xpnotou Xp., MdépaAng, ABriva, 1993, ex. 29 (M. 7967/1).

I. MépaAnc. Ayyelot, pouaikrn, noinon, Mouoeio Mnevdkn, 2001, ek. 21, o. 21 (1. 7967/2).
HugpoAdyio EMNMAL 2011, Bépa: [dvvne MdpaAng 1916-2009. To M. 7967/1 ikoviletal otnv
€Boopdda 7/11/2011-13/11/2011.

Tunog: Zripa. [Meptodikd txvng, ™. 22, Mdptiog 1979, «Mdpainc. 50 xpdvia — agiEpwpa», 0. 12.

N. 7975/ 1-4

Ané 1o otpaté, Apra, 1940

MeAdwvt o€ xapti, 1: 16,5x 21, 2: 12x9,3: 195 x 14,7 4: 225 x 12,5 ex.

Awped ToU KAANTEXVN

EkBéaoelg: . MdpaAng. Mia avixveuan, Mouaeio 20yxpovng Téxvng, 2008, ap. kat. 79, 76, 77,
78, 0.158-159 & 0. 242.

BiBAoypagia: Owidnouiog B. (em.). Mdwng MdpaAng, ABriva, 1988, eik. 482, 6. 364 (M.
7975/1), ewk. 470, 0. 360 (M.7975/2), . 474, 0. 361 (1.7975/3).

HuepoAdyto ETIMAX 2011, Bépa: [dwng MdpaAng 1916-2009. To M. 7975/1 ewoviletal otnv
€Bdopdda 17/10/2011-23/10/2011 & 10 M. 7975/3 otnv e3doudda 24/10/2011-30/10/2011.
Tunog: Zripa. Meptodikd xvng, ™. 22, Mdptog 1979, «MdpaAng. 50 xpévia — apiépwpa», 6. 12.

M. 7962/ 1-2

Ané o otpatd, Apra.

Mpocwnoypagieg Tou Xpiatégpopou MouviZa, 1940

MoAUBL Kat peAdvt og xapti, 29.5 x 19,5 & 23 x 19,5 ek. (evundypapo)
Awped ToU KAATEXVN

270

Exhibitions: . MdpaAng. Mia avixveuan, Museum of Contemporary Art, 2008, inv. no
60, p. 147 & p. 240-241.

Bibliography: ®wtdénoulog B. (ed.), dvvng MdpaAng, Athens, 1988, ill. 472, p. 361
HuepoAdyto 2011, dvvng MdpaAng 1916-2009, National Gallery-Alexandros Soutzos
Museum. Reproduced for week 5/12/2011-11/12/2011

Press: Jrpa. Meptodikd texvng, No. 22, March 1979, "Mépainc. 50 xpdvia — agiépwua’,

p. 13

M. 7967/ 1-6

1.Preveza, 2 & 5.From the Army,

3.Girls, Arta, 4.0range Trees, 6.Female Nude, 1940 (signed)

Watercolour, ink, pencil and coloured pencils on paper

1:12x145,2:14x175,3: 21 x 14,4:13x17,5,5:125x12,6: 15x 11 cm

Donated by the artist

Exhibitions: /. MépaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no.
70, p. 155 & p. 241 (. 7967/1), inv. no. 71, p. 155 & p. 241-242 (1. 7967/2), inv. no.
69, p. 154 & p. 241 (M. 7967/3), inv. no. 74, p. 157 & p. 242 (M. 7967/4), inv. no. 72, p.
156 & p. 242 (7967/5), inv. no. 73, p. 156 & p. 242 (7967/6).

Bibliography: ®wténouAog B. (ed.). [dwng MdpaAng, Athens, 1988, ill. 487, p. 366 (1. 7967/1).
il 473, p. 361 (N.7967/2), ilL. 465, p. 359 (1. 7967/3), ill. 483, p. 364 (M. 7967/5), ill. 471, p. 360 (.
7967/6).

Xpriotou, Xp., MdpaAng, Athens, 1993, ill. 29 (M. 7967/1).

I- MdpaAng. AyyeAol, pouown, noinon, Benaki Museum, 2001, il 21, p. 21 (. 7967/2).
HuepoAdyio 2011, dvvne MdpaAng 1916-2009, National Gallery-Alexandros
Soutzos Museum. Inv. no 7967/1 is reproduced for week 7/11/2011-13/11/2011.
Press: Jrua. [Meptodd texvng No. 22, March 1979, "MdépaAng. 50 xpdévia — agiépwpa’, p. 12.

N.7975/ 1-4

From the Army, Arta, 1940

Ink on paper, 1: 165x21,2:12x9,3: 195 x 14,7 4:225x 125 cm

Donated by the artist

Exhibitions: | MdpaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 75,
76, 77,78, p. 158-159 & p. 242

Bibliography: ®wténouiog B. (ed.), dvvng Mdpainc, Athens, 1988, ill. 482, p. 364 (M.
7975/1). ill. 470, p. 360 (M.7975/2). ill. 474, p. 361 (M.7975/3)

HugpoAdyto 2011, [dvvng Mdpaing 1916-2009. Inv. no 7975/1 is reproduced for week
17/10/2011-23/10/2011 and M. 7975/3 for week 24/10/2011-30/10/2011

Press: SAua. [Meptodikd t€xvne, No. 22, March 1979, "Mdépaing. 50 xpdvia — apépwua’, p. 12.

M. 7962/ 1-2

From the Army, Arta.

Portraits of Christoforos Gountzas, 1940

Pencil and ink on paper. 29,5 x 19,5 & 23 x 19,5 cm (signed)
Donated by the artist



Bibliography: ®wtdnoulog B. (ed.), [tdvvng MdpaAng, Athens, 1988, ill. 467, p. 360 & ill.
480, p. 363.
Press: vowktoc, No. 12-13, February 2001, p. 58 (1. 7962/1).

M. 7968/ 1-2

From the Army, Arta, 1940 (signed)

Ink and pencil on paper, 195 x 29,5 cm

Donated by the artist

Exhibitions: | MdpaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 63,
B4, p. 150-151 & p. 241.

Bibliography: ®wrtdnouAog B. (ed.), ldwng Mdpaincg, Athens, 1988, ill. 476, p. 362 (I1. 7968/1),
ilL. 466, p. 360 (1. 7968/2).

Press: Sriua. lleptodwd texvng, No. 22, March 1979, "Mépaing. 50 xpdvia — apiépwpa’, p. 12.

M. 7982/ 1-4

1. Drawing, 2-4. From the Army, Arta, 1940 (signed)

Ink on paper, 1: 19,5x 10,5, 2: 295x 19,5, 3: 16 x 14, 4: 16 x 19,5 cm

Donated by the artist

Exhibitions: /. MdpaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 65,
66. 67, 68, p. 152-153 & p. 241.

Bibliography: ®wtdnoulog B. (ed.), [tdvvng MdpaAng, Athens, 1988, ill. 479, p. 363 (M.
7982/1), ill. 469, p. 361 (. 7982/2), ill. 485, p. 365 (I1. 7982/3), ill. 486, p. 365 (. 7982/4).

Totykdkou, ©-M. (contr. — ed.), I. MdpaAng. Ayyehol, pouaikn, noinan, Athens, 2001, ill. 20, p.

21 (1. 7982/3).

Tonog: Zripa. MNeptodikd texvng, tx. 22, Mdptiog 1979, «Mépaing. 50 xpdévia — a@iEpwpa», o.

12 (. 7982/2 & M. 7982/3) & c. 13 (1. 7982/4).
Wowtog, ap. 12-13, ®eBpoudplog 2001, o. 61 (M. 7982/1).

M. 7958/ 1-3

Preliminary Sketches for “Composition A”, 7-6-1950

Oil pastel on paper, 1: 285 x 35 (signed), 2: 205x 196, 3: 20x 125 cm

Donated by the artist

Exhibitions: [lapBsvne-Ikikac- MdpaAng, National Gallery-Alexandros Soutzos Museum, Corfu
Annex, October-December 1992, p. 44 &inv. no. 14, p. 99.

I. MdpaAng. Mia avixveuan, Museum of Contemporary Art, 2008, inv. no. 79, 80, 81, p. 160-161 & p. 242.

Bibliography: ®wténouAog B. (ed.). [idwng MdpaAng, Athens, 1988, ill. 54, p. 69 (I. 7958/1).
Towykdkou, @-M. (contr. — ed)), [- MdpaAng. Ayyehor, pouotkri, moinon, Athens, 2001, p. 110-112 (see
alsoills 136, 137, 138).

Press: Zriua. lNeptodikd texvng, No. 22, March 1979, "MépaAng. 50 xpdvia - agiepwpa’, p. 15.

BiBAtoypagia: widnourog B. (enwy.). Mdwng MdpaAng, ABriva, 1988, ew. 467, 0. 360 &
€. 480, 0. 363.
Tdnog: Wowktog, ap. 12-13, dePpoudptog 2001, o. 58 (M. 7962/1).

M. 7968/ 1-2

An6 o otpard, Apra, 1940 (evundypaga)

MeAdvi kat HoAUBL oe xaptl, 19,5 x 29,5 k.

Awped ToU KaAATEXVN

EkB€aelg: | MdpaAng. Mia avixveuon, Mouoeio 20yxpovng Téxvng, 2008, ap. kat. 63, 64, 0.
150-151 & 0. 241.

BiBAtoypagia: dwténoulog B. (enw.), Mdwne MdpaAng, ABriva, 1988, ew. 476, a. 362 (IN.
7968/1), ik. 466, 0. 360 (. 7968/2).

TUnog: Zripa. Meptodikd texvng, tx. 22, Mdptiog 1979, «Mdpaing. 50 xpdvia — agiépwpa, o. 12.

M.7982/1-4

1. Ix€duo0, 2-4. Ané 1o otpatd, Apta, 1940 (evundypapa)

MeAdvt o xapti, 1: 19.5x 10,5, 2: 295x 195, 3: 16 x 14, 4: 16 x 19,5 ex.
Awped ToU KaATEXVN

EkBéaelg: | MdpaAnc. Mia avixveuon, Mouaeio 2Uyxpovng Téxvng, 2008, ap. kat. 65, 66, 67,

68, 0. 152-153 & 0. 241.

BiBAoypagia: Owténouiog B. (eny.). Mdvwng MdpaAng, ABriva, 1988, sik. 479, a. 363 (M.
7982/1), k. 469, 0. 361 (M. 7982/2), k. 485, 0. 365 (1. 7982/3), k. 486, 0. 365 (M. 7982/4).
Totykdkou, ®-M. (ouvtagn-gnw.), . MdpaAnc. Ayyelor, pouaikn, noinon, ABriva, 2001, €1k.
20. 0. 21 (IN. 7982/3).

Tunog: Zriua. MNeptodikd xvng, . 22, Mdptiog 1979, «Mdpaing. 50 xpévia — a@iépwia», o.

12 (N.7982/2 & . 7982/3) & . 13 (M. 7982/4).
Votog, ap. 12-13, ®eBpoudplog 2001, . 61 (M. 7982/1).

M. 7958/ 1-3

Mpooxédia yua 1o €pyo “ZivBeon A”, 7-6-1950

NadonaoteA oe xaptl, 1: 285 x 35 (evundypapo), 2: 205 x 196, 3: 20 x 125 k.

Awped Tou KaMTEXVN

EkBéaelg: [lapBevng-kikag- MdpaAng, ENMMAZ-Tapdptnpa Képkupag, OKtiBplog-AeképBplog
1992, 0. 44 & ap. kat. 14, 0. 59.

I Mdpang. Mia avixveuan, Mougeio ZUyxpovng Téxvng, 2008, ap. kat. 79, 80, 81, o. 160-161 & 0. 242.
BiBAtoypagia: Gwridnourog B. (eny.), [idwng MdpaAng, ABriva, 1988, ew. 54, 0. 69 (M. 7958/1).
Towykdkou, -M. (civiaén-enyl.), 1. MdpaAng. Ayyehor, pouon, noinon, ABriva, 2001, 0. 110-112 (BA.
OXETIKA Kal TG ekdveg 136, 137, 138).

Tunog: 2Aua. [Mepiodid wexvng, ™. 22, Maptiog 1979, «MdpaAng. 50 xpdvia — apiépwpia, o. 15.

2N
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n.7972/1-3

1. Mopen, 2. Epyactripy, 3. Kngad (1950), 1954 (evundypawa)

MoAUBL oe xaptl, 1:21.5x 9, 2: 18,4 x 24,3: 17,5 x 25 ex.

Awped ToU KaATEXVN

EkBéoelg:

I. MdpaAnc. Mia avixveuon, Mouoe(o ZUyxpovng Téxvng, 2008, ap. kat. 94, 95, 96, 0. 174-175 &
0. 243-244.

M. 7970.1-3

1.”Ydpa, 2. Kopitat, 3. dryolpa, 1953

MeAdvt kat oAUBL oe xaptl,

1: 21,5 x 28,5 (evundypa@o), 2 & 3: 20 x 14 ek.
Awped ToU KAATEXVN

EkBéoelg: | MdpaAng. Mia avixveuon,

Mougelo ZUyxpovng Téxvng, 2008, ap. kat. 82, 83, 84,
0. 162-163 & 0. 242-243.

M. 7959/1-3

1.®wyolpa, 2.Pyolpa, 3. Eowtepké 1954

AadonaotéA og xapti, 1: 296 x 16,1, 2: 29,6 x 18, 3: 19,8 x 29,8 k.
Awped ToU KaATEXVN

EkB€ae1g: . MdpaAng. Mia avixveuon, Mouaeio X0yxpovng Téxvng, 2008, ap. kat. 103, 104, 105,

0. 180-181 & 0. 244.

M. 7963/ 1-2

Mpooxédia ouvBeong, 1954

Mehdvt og xaptl, 33.5 x 21,5 & 34,5 x 24 ek. (evundypapo)

Awped 10U KAANTEXVN

EkB€aelg: . MdpaAng. Mia avixveuon, Mouoeio X0yxpovng Téxvng, 2008, ap. kat. 87, 88, o.
166-167 & 0. 243.

BiBAoypagia: wtdnoulog B. (enwy.). Mdvvng MdpaAng, ABriva, 1988, k. 496, 497, o. 372.
HuepoAdyio ENMAL 2011, Béua: dvvne MdpaAnc 1916-2009. To M. 7963/2 ewoviletat otnv
€BOopdda 18/7/2011-24/7/2011.

n.7972/1-3

1. Figure, 2. Atelier, 3. Kifissia (1950), 1954 (signed)

Pencil on paper, 1: 21,5x 9, 2: 184 x 24,3: 175 x 25 cm

Donated by the artist

Exhibitions:

I. MépaAnc. Mia avixveuan, Museum of Contemporary Art, 2008, inv. no. 94, 95, 96, p. 174-
175 & p. 243-244.

M.7970.1-3

1. Hydra, 2. Girl, 3. Figure, 1953

Ink and pencil on paper, 1: 21,5 x 28,5 (signed).
2&3:20x 14cm

Donated by the artist

Exhibitions: | MdpaAng. Mwa avixveuon,

Museum of Contemporary Art, 2008, inv. no. 82, 83, 84,
p. 162-163 & p. 242-243.

M. 7959/ 1-3

1.Figure, 2.Figure, 3.Still Life, 1954

Oil pastel on paper, 1: 296 x 16,1, 2: 29,6 x 18, 3: 19.8 x 29.8 cm

Donated by the artist

Exhibitions: /. MépaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 103,
104, 105, p. 180-181 & p. 244.

M. 7963/ 1-2

Preliminary Sketches, 1954

Ink on paper, 33,5 x 21,5 & 34,5 x 24 cm (signed)

Donated by the artist

Exhibitions: /. MépaAng. Mwa avixveuon, Museum of Contemporary Art, 2008, inv. no. 87,
88, p. 166-167 & p. 243.

Bibliography: ®wtdnoulog B. (ed.), [dvwnc MdpaAng, Athens, 1988, ill. 496, 497, p. 372.
HuepoAdyto 2011, [dvvne MdpaAng 1916-2009, National Gallery-Alexandros Soutzos
Museum. Inv. no 7963/2 is reproduced for week 18/7/2011-24/7/2011.



M. 7964/ 1-2

Figures, 1954 (signed)

Pencil on paper, 32 x 21,5 cm

Donated by the artist

Exhibitions: /. MdpaAnc. Mwa avixveuan,

Museum of Contemporary Art, 2008, inv. no. 90, 91, p. 170-171 & p. 243.

Bibliography: ®wténoulog B. (ed.), [tdvwng MdpaAng, Athens, 1988, ill. 502, p. 374 (M.
7964/2).

M. 7966/ 1-4

Preliminary Sketches for a Composition, 1954

Oil pastel and pencil on paper, 1: 19,5 x 17,5 (signed).

2:21 x 19,4 (signed), 3: 195 x 14, 4: 21,5 x 19 cm (signed)

Donated by the artist

Exhibitions: | MdpaAng. Mwa avixveuon,

Museum of Contemporary Art, 2008, inv. no. 99, 100, p. 178-179 & p. 244.

Mn.7973/1-2

Preliminary sketches, 1954

Ink on paper, 20,5 x 28 cm (only the one is signed) & 20,5 x 28 cm

Donated by the artist

Exhibitions: /. MdpaAnc. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 85, p.
164 (see also p. 10), inv. no. 86, p. 165 & p. 243.

Bibliography: ®wténoulog B. (ed.), [dwnc MdpaAng, Athens, 1988, ill. 498, p. 373 (M. 7973/2).

MN.7979/1-2

Preliminary Sketches for a Composition, 1954 (signed)

Pencil on paper. 17.5x 25 & 24 x 31 cm

Donated by the artist

Exhibitions: /. MépaAng. Mwa avixveuon, Museum of Contemporary Art, 2008, inv. no. 92, p.
172-173 & p. 243.

Bibliography: ®wténouog B. (ed.). [tdwng MdpaAnc, Athens, 1988, ill. 439 & 500, p. 374.
Todtoou, I, Aypunvn Auyri, Athens, 1989, p. 86.

M. 7964/ 1-2

Mopogg, 1954 (evundypaga)

MoAUBL oe xaptl, 32 x 21,5 ek.

Awped ToU KAATEXVN

EkB€aelg: |. MdpaAnc. Mia avixveuon, Mouaeio 2Uyxpovng Téxvng, 2008, ap. kat. 90, 91, o.
170-171 & 0. 243.

BiBAtoypaegia: dwidnoudog B. (enw.). Midwng Mdpaing, ABriva, 1988, ewk. 502, o. 374 (M.
7964/2).

M. 7966/ 1-4

Mpooxédia oGvBeong, 1954

AadonactéA kat poAUBL e xaptl, 1: 19,5 x 17,5 (evundypawo), 2: 21 x 19,4 (evundypago).
3:19.5x 14, 4: 21,5 x 19 ex. (evundypao)

Awped ToU KAATEXVN

EkB€oelg: . MdpaAng. Mia avixveuon, Mouoeio XUyxpovng Téxvng, 2008,

ap. kat. 99, 100, 0. 178-179 & 0. 244.

Nn.7973/1-2

Mpooxédia oGvBeong, 1954

MeAavt og xapti, 20,5 x 28 k. (evundypago uoévo 1o €va) & 20,5 x 28 ek.

Awped T0U KAATEXVN

EkB€aelg: . MdpaAng. Mia avixveuon, Mouoeio 2Uyxpovng Téxvng, 2008, ap. kat. 85, 0. 164
(BA. kato. 10), ap. kat. 86, 0. 165 & 0. 243.

BiBAtoypagia: Gwidnourog B. eny.), Mdwng Mdpaing, ABriva, 1988, e. 498, 6. 373 (1. 7973/2).

n.7979/1-2

Mpoox£da ouvBeang, 1954 (svundypapa)

MoAUBL oe xaptl, 17,5 x 25 & 24 x 31 ek.

Awped ToU KAATEXVN

EkBéaelg: . Mdpang. Mia avixveuon, Mouoeio ¥Uyxpovng Téxvng, 2008, ap. kat. 92, a. 172-
173 & 0. 243.

BiBAtoypaegpia: dwiénourog B. (emy.), [dwng Mdpaing ABriva, 1988, e. 499 & 500, 0. 374.
Todtoou, |, Aypunivn Auyri, ABriva, 1989, o. 86.
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M. 7965/ 1-4

Mopoégg, 1954-1955

MeAdvt kat oAUBL oe xapti, 1: 29 x 21 (evundypa@o), 2: 27 x 9, 3: 20 x 20,5 (evundypacwo), 4:
21 x 11 5 ek

Awped T0U KAATEXVN

EkB€aoerg: MMapBevng-Ikikac- Mdpaing, EMMAL-TMapdptnpa Képkupag, Oktwfplog-
AexkéuBplog 1992, 0. 46.

I. MdpaAnc. Mia avixveuon, Mouoeio X0yxpovng Téxvng, 2008, ap. kat. 110, 111,112,113, 0.
184-185 & 0. 244-245.

Tunog: Zripa. MNepiodikd texvng, x. 22, Mdptiog 1979,

«MépaAng. 50 xpdvia - agiépwya», 0. 18-19.

M. 7984/ 1-4

lupvd, Ixédo & Mpoox€dio ouvBeang, 1955

MoAUBL og xapti, 1: 7,5 x 12 (evundypa@o), 2: 14 x 10,

3: 16 x 10,5 (evunodypawo), 4: 20 x 28,5 k. (evundypawo)

Awped ToU KAAMTEXVN

EkBEae1g: | MdpaAng. Mia avixveuon,

Mougeio XUyxpovng Téxvng, 2008, ap. kat. 106, 107, 108, 109, . 182-183 & 0. 244.
BiBAtoypagia: ®wrténourog B. (enw.). Mdwng MdpaAng, ABriva, 1988, . 509, o. 377
(. 7984/3) & eik. 599, 0. 422 (M. 7984/4).

Tunog: Zriya. MNeptodikd xvng, . 22, Mdptiog 1979, «MdpaAng. 50 xpdvia — apépwpan,
0. 18 (1. 7984/2-4) & 0. 19 (1. 7984/1).

M.7957/1-14

Mpoox£dia kat onpewdoetg, 1955-1960

MeAdvt kat HoAUBL oe xaptévia, 50 x 35 ek.

Awped T0U KAATEXVN

EkBéaoerg: . MdpaAnc. Mia avixveuon, Mouaeio X0yxpovng Téxvng, 2008, ap. kat. 114, o.
186-187 & 0. 245.

BiBAoypagia: Owidnouiog B. (enw.). Mdvwng MdpaAng, ABriva, 1988, ewk. 505 (1-4), 506
(5-8). 507 (11-14), 504 (1o 1° 0x€610=9) 0. 376.

Toatoou, |, Aypurivn Auyri, ABriva, 1989, o. 14, 27, 34, 55, 62, 80.

Tunog: Zriya. [eptodikd texvng, Tx. 22, Mdptog 1979, «MdpaAng. 50 xpdvia — apiépwiar, o. 19.
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M. 7965/ 1-4

Figures, 1954-1955

Ink and pencil on paper, 1: 29 x 21 (signed), 2: 27 x 9, 3: 20 x 20,5 (signed), 4: 21 x 11,5 cm

Donated by the artist

Exhibitions: apBsvng-kikac- MdpaAng, National Gallery-Alexandros Soutzos Museum,
Corfu Annex, October-December 1992, p. 46.

I. MdpaAnc. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 110, 111, 112, 113,

p. 184-185 & p. 244-245.

Press: Jriua. [eptodikd téxvng, No. 22, March 1979, "MdpaAng. 50 xpdvia — apiépwpua’, p.

18-19.

MN.7984/ 1-4

Female Nudes, Drawing & Preliminary sketch, 1955

Pencil on paper, 1: 7,5 x 12 (signed), 2: 14 x 10,

3: 16 x 10,5 (signed), 4: 20 x 28,5 cm (signed)

Donated by the artist

Exhibitions: | MdpaAng. Mwa avixveuon,

Museum of Contemporary Art, 2008, inv. no. 106, 107, 108, 109, p. 182-183 & p. 244.
Bibliography: ®wténoulog B. (ed.), [tdwng MdpaAng, Athens,

1988, ill. 509, p. 377 (IN. 7984/3) & ll. 593, p. 422 (1. 7984/4).

Press: Jriua. [lepiodikd téxvng, No. 22, March 1979, "MdépaAnc. 50 xpdvia — agiépwpa’,
p. 18 (M. 7984/2-4) & p. 19 (. 7984/1).

M.7957/1-14

Preliminary sketches and notes, 1955-1960

Ink and pencil on cardboards, 50 x 35 cm

Donated by the artist

Exhibitions: /. MépaAng. Mwa avixveuon, Museum of Contemporary Art, 2008, inv. no. 114,
p. 186-187 & p. 245.

Bibliography: ®wténoulog B. (ed.). [tdvwwnc MdpaAnc, Athens, 1988, ill. 505 (1-4), 506 (5-
8). 507 (11-14), 504 (the first drawing=9) p. 376.

Todtoou, |, Aypunvn Auyri, Athens, 1989, p. 14, 27, 34, 55, 62, 80.

Press: Jriua. [eptodkd txvng, No. 22, March 1979, "MdépaAng. 50 xpdvia — agiépwpa’, p. 19.



M. 7960/ 1-4

Preliminary Sketches and Notes, 1955-1960 (signed)

Pencil and ink on paper, 1: 21.3x 14,5,2: 108 x 10, 3: 7.1 x 9.4, 4: 21,3 x 22,5 cm

Donated by the artist

Exhibitions: | MdpaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 115,
p. 188-189 & p. 245.

Bibliography:®wténouiog B. (ed.), ldvwwng MdpaAng, Athens, 1988, ill. 504, p. 376

(features M.7960/1 & M1.7960/2, as well as the first drawing of the composition of 1.7960/4).

The second drawing of the composition of M.7960/4 ill. 523, p. 384.
Tadtoou, I., Aypunivn Auyri, Athens, 1989, p. 20, 42, 46 (for 1-3).

M. 7983/1-2

Interior with two Nude Figures

& Preliminary Sketch for a Composition, 1956 (signed)
Pencil on paper, 20,3 x 31,5 & 21 x 32 cm

Donated by the artist

Exhibitions: /. MdpaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 97, p.

176-177 & p. 244.

M. 7980

Preliminary sketch for “Funerary Composition», 1958 (signed)

Pencil on paper, 29,3 x 19,5 cm

Donated by the artist

Exhibitions: | MdpaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 116,
p. 191 & p. 245.

Bibliography: ®wtdnoulog B. (ed.), [tdvvnc MdpaAng, Athens, 1988, ill. 112, p. 113.

M. 7969

Garden in Kifissia, 1959 (signed)

Pencil on paper. 31 x 25 cm

Donated by the artist

Exhibitions: /. MdpaAng. Mia avixveuon, Museum of Contemporary Art, 2008, inv. no. 89, p.
168-9 & p. 243.

Bibliography: ®wtdnoulog B. (ed.), [tdvvng MdpaAng, Athens, 1988, ill. 512, p. 378.

M. 7960/ 1-4

Mpoox£dua kat onpewdoetg, 1955-1960 (evundypaga)

MeAdvt kat HoAUBL oe xaptl, 1: 21,3 x 145, 2: 108 x 10, 3: 7.1 x 9.4, 4: 21,3 x 22,5 k.

Awped ToU KAATEXVN

EkBéaelg: | MdpaAnc. Mia avixveuon, Mouoeio ZUyxpovng Téxvng, 2008, ap. kat. 115, o.
188-189 & 0. 245.

BiBAtoypagia: wténouiog B. (eny.), Mdvwne MdpaAng, ABriva, 1988, . 504, 0. 376 (ei-
kov{Covrat ta M1.7960/1 & I1.7960/2, kaBwg kal o Npwto oxedlo g oUvBeong tou MN.7960/4). To 2°
ox€dlo g ouvBeonc tou M.7960/4 c. 523, 0. 384.

Todtoou, |, Aypunivn Auyri, ABriva, 1989, o. 20, 42, 46 (yua ta 1-3).

M. 7983/1-2

Eowtepiké pe 500 yUPVEG @pLyoUpeg

& Mpooxédio oUvBeang, 1956 (evundypapa)

MoAUBL oe xaptl, 20,3 x 31,5 & 21 x 32 ek.

Awped ToU KAATEXVN

EkB€aelg: | MdpaAnc. Mia avixveuon, Mouoeio 2Uyxpovng Téxvng, 2008, ap. kat. 97, 0. 176-
177 & 0. 244.

M. 7980

Mpoox£dio yua to €pyo «EnttupPro», 1958 (evundypawo)

MoAUBL oe xaptl, 29.3 x 19,5 k.

Awped T0U KAATEXVN

EkB€aelg: . MdpaAng. Mia avixveuon, Mouoeio 2Uyxpovng Texvng, 2008, ap. kat. 116, o.
191 & 0. 245.

BiBAtoypagia: dwidnouiog B. (em.), [dvwng MdpaAng, ABriva, 1988, ew. 112, 6. 113.

M. 7969

Knnog otnv Knguad, 1959 (evundypawpo)

MoAUBL oe xaptl, 31 x 25 k.

Awped ToU KAATEXVN

EkBéaelg: |. MépaAng. Mua avixveuan, Mouoeio LUyxpovng Téxvng, 2008, ap. kat. 89, a.
168-9 & 0. 243.

BiBAtoypagia: dwidnoudog B. (enwy.), Mdwng MdpaAng, ABriva, 1988, eik. 512, 0. 378.
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Xapaktikd

M. 3548

Aydnn - EAnig, 1934 (evundypawo)

—uhoypaopia, 33,5 x 18 k.

Ayopd EMMAL ané tov kaAagéxvn (1966)

EkB€ae1g: Mdvwng MdpaAng, ENMAY, 1988, ap. kat. 121, 0. 68.

[dwng MdpaAng. Xapaktikd, Xwpog téxvng «24», 24 NogpBplou 1993-11 Aekepfpiou 1993 (BA.
0T0 OPWVUHO AcUKwUa Twv eKdGoEwV Bepyog, k. 16, 0. 29).

Gwta kat okiEG. MNavdpapa eAdnvikric xapaktikric, ETIMAL, 23 ®efpouapiou-2 AnpiAiou
2000 e. 134, 0. 131.

apiot-ABriva, 1863-1940, ENIMAY, 20 AekepBpiou 2006 — 31 Maptiou 2007, ap. kat. X77, o.
474,

[dwng MdpaAng. Ocatpo- Mouaikni-oinon. Xx£dta, LaKeTeG, xapaktikd, BiBAia, Alpha
Bank-Mouoeio Mnevdkn, 11 louviou-29 NoguBpiou 2009, o. 37.

BiBAtoypagia: dwidnoudog B. (enwy.), Mdwng MdpaAng, ABriva, 1988, ewk. 586, a. 409.
Xpnotou, Xp., NeogAnvikri xapaktkn, ABrva, 1994, ek. 139, 0. 161.

Totykdkou, ®-M. (ouvtagn-gnw.), . MdpaAnc. Ayyelor, pouakn, noinon, ABriva, 2001, glk.
350, 0. 263.

MndAng, I, Mdvwng MdpaAng, ABriva, 2005, o. 37.

Tunog: Xatnddkng, M., «Mdwng Mépaing», Zuydg, apt8. 80, louAog 1962, eik. 3, 0. 7 & 0. 28.
2nua. MNeptodikd t€xvng, tx. 22, Mdptiog 1979, «MdépaAng. 50 xpdvia — apiépwpa», a. 7.

M. 3550

H IxoAn KaA@v Texvdv tng ABrivag, 1934 (evundypawo)

=uhoypaepia (dokiun), 23,5 x 33 ex.

Ayopd EMMAY ané tov kaAexvn (1966)

EkB€oelg: Sucasna Europska Grafika XVI: Grecko, Vychodoslovenske Muzeum, Kosice, 15
louviou-12 louAiou 1936, 0. 5 & ap. kat. 52, 0. 7.

ldwng MdpaAng, EMMAY, 1988, ap. kat. 122, 0. 68.

ldwnc MdpaAnc. Xapaktikd, XWpog t€xvng «24», 24 NogpBpiou 1993-11 AekepBplou 1993 (BA.
0T0 OPWVUHO AeUKWHA Twv ekddoewv Bépyog, €lk. 14 0. 23).

Gura kat okigc. MNavdpaua eAMnviknic xapaxtikric, ETIMAL, 23 ®efpouapiou-2 Anpthiou 2000, k.
135, 0.131.

apio-ABriva, 1863-1940, ETIMAL, 20 AexepBplou 2006 — 31 Maptiou 2007, ap. kat. X78, 0. 475.
ldwng Mdpaing. Ogatpo - Mouaowkn - loinon. Xx€oia, pakeTeg, xapaktikd, BifAla, Alpha
Bank-Mouceio Mnevdkn, 11 louviou-29 NogpBpiou 2009, o. 36.

BiBAtoypagia:TooUxAou, A., Mnaxaptdv, A., H Avwrtdtn XxoAn twv KaAdv Texvav, ABrva,
1984, 010 €ELdUANO.

®wtdnoudog B. (em.). Mdwng MdpaAng, ABriva, 1988, ewk. 587, 0. 410.

Tolykdkou, @-M. (ouvtagn-enw.), . MdpaAnc. AyyeAor, pouakn, noinon, ABriva, 2001, glk.
27.0.24.

MndAng, I, Mdwwng MdpaAng, ABriva, 2005, o. 121.

TUnog: Xatnddkng, M., «[idwng Mépaing», Zuydg, aptB. 80, louhiog 1962, ei. 10, 0. 7 & 0. 28.
Aicarc, v. 11, n. 20, 1/1984 (theme of this issue: “Modern and Contemporary Art in Greece”), 0.23.

Engravings

M. 3548

Love - Hope, 1934 (signed)

Woodcut, 335 x 18 cm

Acquired from the artist (1966)

Exhibitions: [dvwnc MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv.
no. 121, p. 68.

[dwnc MdpaAng. Xapaktikd, «24» Art Gallery, 24 November 1993-11 December 1993 (see the
catalogue of the same title by Vergos Editions, ill. 16, p. 25).

Odta kat k€. Mavdpaua eMnvikic xapaktikric, National Gallery-Alexandros Soutzos
Museum, 23 February-2 April 2000, ill. 134, p. 131.

[Maploi-ABriva, 1863-1940. National Gallery-Alexandros Soutzos Museum, 20 December 2006-
31 March 2007, inv. no. X77, p. 474.

[dwnc MdpaAng. Ocatpo- Mouaikri - [oinon. 2x€0ta, pakeTec, xapaktikd, BiBAia, Alpha Bank-
Benaki Museum, 11 June-29 November 2009, p. 37.

Bibliography: ®wténoulog B. (ed.), [tdvwnc MdpaAnc, Athens, 1988, ill. 586, p. 409.
Xpriotou, Xp., NeosMnvikri xapaktkn, Athens, 1994, ill. 139, p. 161.

Totykdkou, ®-M. (contr. — ed.), . MdpaAng. Ayyelol, pouaikr, moinon, Athens, 2001, ill. 350, p. 263.
MnoéAng, I, Mdwwng MdpaAng, Athens, 2005, p. 37.

Press: Xanddkng, M., «[iawng MépaAng», Zuydg, No. 80, July 1962, ill. 3, p. 7 &p. 28.

2nua. MNepodikd wexvng, No. 22, March 1979, «Mdpaing. 50 xpdvia — a@iepwpia», p. 7.

M. 3550

Athens School of Fine Arts, 1934 (signed)

Woodcut (proof), 23,5 x 33 cm

Acquired from the artist (1966)

Exhibitions: Sucasna Europska Grafika XVI: Grecko, Vychodoslovenske Muzeum, Kosice,
15 June-12 July 1936, p.5&inv.no.52,p. 7.

dwnc Mdpang, National Gallery-Alexandros Soutzos Museum, 1988, inv. no. 122, p. 68.

[dwng MdpaAnc. Xapawtkd, «24» Art Gallery, 24 Novernber 1993-11 December 1993 (see the
catalogue of the same title by Vergos Editions, ill. 14, p. 23).

Oura kat okiEe. Mavdpaua eMnvikric xapaxtiric, National Gallery-Alexandros Soutzos Museum, 23
February-2 April 2000, il 135, p. 131.

[apio-ABriva, 1863-1340, National Gallery-Alexandros Soutzos Museum, 20 December 2006-31
March 2007, inv. no. X78, p. 475.

[dwng MdpaAng. Ocatpo - Mouakri - [Noinon. 2xedia, paketeg, xapaktkd, BBAia. Alpha Bank-
Benaki Museum, 11 June-29 November 2009, p. 36.

Bibliography:TooUxAou, A, Mnaxapudv, A., H Avwtdtn 2xoAn twv KaAdwv Texvawv, Athens,
1984, cover.

®wrdnouiog B. (ed.), Idvwng Mdpaing, Athens, 1988, ill. 587, p. 410.

Towykdkou, ®-M. (contr. - ed.), . MdpaAng. Ayyehot, pouaikn, noinan, Athens, 2001, ill. 27, p. 24.
MnoéAng, I, dwwng MdpaAng, Athens, 2005, p. 121.

Press: Xat{nddkng, M., «[tdwng Mépaing», Zuyde, No. 80, July 1962, ill. 10, p. 7 & p. 28.

AICARC, vol. 11, No. 20, 1/1984 (theme of this issue: “Modern and Contemporary Art in Greece”), p.23.



M. 3551

Self-portrait, 1934 (signed)

Woodcut, 40.8 x 37 cm

Acquired from the artist (1966)

Exhibitions: [idvwng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv.
no. 120, p. 68.

[dwng MdpaAng. Xapaktikd, «24» Art Gallery, 24 November 1993-11 December 1993 (see
the catalogue of the same title by Vergos Editions, ill. 12, p. 21).

ldwng MdpaAng. Ocatpo - Mouatkri-lNolnon. Xx€0ua, paketes, xapaktkd, PiBAla, Alpha
Bank-Benaki Museum, 11 June-29 November 2008, p. 36 (see also cover).
Bibliography: ®wtdnoulog B. (ed.), [tdvvng MdpaAng, Athens, 1988, ill. 588, p. 411.
HuepoAdyio 2011: Mdwwng Mdpaing 1916-2009. Reproduced for week 31/1/2011-6/2/2011.
Press: KaBnuepwri. Entd Hugpeg. Zwypdpot tng yevids tou '30. MépaAng. Xat{nkupidkog-
[kikag. AwauaviénouAog. Taapouxng, 1996, p. 4.

Woitog, No. 12-13, February 2001, p. 15.

N.2916

Hydra, 1936 (signed)

Woodcut, 29 x 31 cm

Donated by the Ministry of Education

Exhibitions: [idvwng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv.
no. 123, p. 68.

[dwng MdpaAng. Xapakukd, «24» Art Gallery, 24 Novermber 1993-11 December 1993, ill. 23, p. 32.

ldwng MdpaAng. Ocatpo - Mouatkri-lNolnon. Sx€dua, paketee, xapaktkd, BiBAla, Alpha
Bank-Benaki Museum, 11 June-29 November 2009, p. 41.

Bibliography: ®wtdnoulog B. (ed.), [tdvvn¢ MdpaAng, Athens, 1988, ill. 592, p. 415.
MnéAng, I, [dvwng MdpaAng, Athens, 2005, p. 120.

Press: Xat{nddxkng M., «lidwng Mépaing», Zuydg, No. 80, July 1962, il 8, p. 7 & p. 28.

2npa. Meptodwd wexvng, No. 22, March 1979, «MdpaAng. 50 xpdvia — aglepwpia», p. 8.

Wowtog, No. 12-13, February 2001, p. 48.

M. 2931/3547

Hydra, 1936 (signed)

Woodcut, 36,5 x 40,3 cm

Donated by the Ministry of Education

Exhibitions: [dvwng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv.
no. 124, p. 68.

[dvvnc MdpaAnc. Xapaktikd, «24» Art Gallery, 24 November 1993-11 December 1993, ill.
24, p. 33.

[dvvnc MdpaAnc. Ocatpo — Mouaikn — oinon. 2x€dia, HakeTeg, xapaxtikd, BiBAla, Alpha
Bank-Benaki Museum, 11 June-29 November 2008, p. 41.

Bibliography: ®wténouAog B. (ed.), [tdvvn¢ MdpaAng, Athens, 1988, ill. 591, p. 414,
MndAng, I, Mdwwng Mdpaing, Athens, 2005, p. 120.

Press: Xatnddkng, M., «[tdvvng MépaAng», Zuydc, No. 80, July 1962, ill. 7, p. 7 & p. 28.
2nua. Meptodwd texvng, No. 22, March 1979, «MdpaAng. 50 xpdvia — apiépwpia, p. 8.

‘Wowtoc, No. 12-13, February 2001, p. 49.

M. 3551

Avutonpocwnoypagia, 1934 (evundypawo)

=uhoypaoia, 40,8 x 37 ek.

Ayopd EMMAZ ané tov kaAAexvn (1966)

EkBéaeLg: dwwng Mdpaing, EMMAY, 1988, ap. kat. 120, o. 68.

ldwng MdpaAng. Xapaktikd, XWpog TExvNg «24», 24 NogpuBpiou 1993-11 AekepBpiou 1993
(BA. 010 opwvUHo AeUkwpa Twv ekddoewv Bépyog, €. 12, 0. 21).

ldwng Mdpaing. Ocatpo- Mouatki-Toinon. 2x£0ta, LaKETeG, xapaktikd, BiBAia, Alpha
Bank-Mouaeio Mnevdkn, 11 louviou-29 NoguBpiou 2009, 0. 36 (BA. Kat ato €EWPUAAD).
BiBAtoypagia: dwidnouiog B. (eny.), Mdvwne MdpaAng, ABriva, 1988, k. 588, 0. 411.
HugpoAdyio ENMAX 2011, Béua: [dvwnc MdpaAnc 1916-2009. To €pyo eikoviletal otnv
€Bdopada 31/1/2011-6/2/2011.

Tunog: Kabnuepivn. Entd Hugpec. Zwypdgot tne yevidg tou 30. MdpaAng. Xatdnkuptdkog-
lkikag. Atauaviénioudoc. Toapouxng, 1996, o. 4.

‘vokrog, ap. 12-13, ®eBpoudplog 2001, a. 15.

N.2916
“Ydpa, 1936 (evundypago)

=uhoypaoia, 29 x 31 ex.

Awped Ynoupyeiou Mawdelag

EkB€aeLg: [ idvwnc MdpaAng, ETIMAZL, 1988, ap. kat. 123, o. 68.

ldvvng MdpaAng. Xapaktikd, Xwpog téxvng «24», 24 NoeuBplou 1993-11 AekepPpiou 1993,
€. 23, 0. 32.

ldvvng MdpaAng. Ocatpo - Mouakri -Moinon. Xxédia, paketeg, xapaktkd, BiBAla, Alpha
Bank-Mouceio Mnevdkn, 11 louviou-29 NogpBpiou 2009, o. 41.

BiBAtoypagia: dwtdnourog B. (em.), Mdvvng MdpaAng, ABrva, 1988, eik. 592, a. 415.
MnoéAng, I, [dvvne MdpaAng, ABriva, 2005, o. 120.

Tdnog: Xatnddxkng, M., «ldvvng MépaAng», Zuydg, aptB. 80, lohog 1962, €. 8, 0.7 & 0. 28.
2nua. Meptodikd exvng, . 22, Mdptiog 1979, «Mdpaing. 50 xpdvia — apiépwypia», 6. 8.

‘WMowtog, ap. 12-13, ®efpoudplog 2001, 0. 48.

M. 2931/3547

“Y8pa, 1936 (evundypawo)

=uhoypaoia, 36,5 x 40,3 k.

Awped Ynoupyeiou Mawdelag

EkB€aeLg: dwwng Mdpaing, EMMAY, 1988, ap. kat. 124, 0. 68.

[dwng MdpaAng. Xapaktikd, Xpog TExvNG «24», 24 NoguBpiou 1993-11 Aekepfplou 1993,
K. 24, 0. 33.

ldwng Mdpaing. Ocatpo — Mouakri - Moinan. 2x€dta, LakeTeg, xapaktikd, BiBAia, Alpha
Bank-Mouoeio Mnevdkn, 11 louviou-29 NoepBpiou 2009, o. 41.

BiBAtoypagia: dwidnouiog B. (eny.), [dvwng MdpaAng, ABriva, 1988, ew. 591, 0. 414.
MnoAng, I, ldvvng Mdpainc, ABrva, 2005, o. 120.

Tdnog: Xat¢ndakng, M., «[dvvng MépaAng», Zuydg. apiB. 80, louAog 1962, eik. 7, 0. 7 &
0.28.

2ripa. lNeptodikd texvng, . 22, Mdptiog 1979, «Mépang. 50 xpdévia — a@iEpwya», o. 8.
‘oktog, ap. 12-13, ®ePpoudplog 2001, o. 49.
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n.2914

Café, 1939 (evundypawo)

Enwypagiopévn Euloypapia (xpwy. pe udatoypawia), 31 x 26 k.

Awped Ynoupyeiou Madelag

EkBéaelg: dvwng MdpaAnc, ENMMAY, 1988, ap. kat. 125, 0. 68.

ldwng MdpaAnc. Xapaktikd, Xwpog texvng «24», 24 NogpBplou 1993-11 AekepBplou 1993 (BA.
0T0 OPWVUHO ASUKWUA TwV eKO60EwV BEpyog, k. 33, 0. 43).

apiot-ABriva, 1863-1940, ETIMAYL, 20 AekepfBpiou 2006-31 Maptiou 2007, o. 433 & ap. Kat.
X79. 0. 475.

[dwng MdpaAng. Ogatpo- Mouawkri -olnon. 2x€0ta, paxeteg, xapaxtikd, BiBAla, Alpha
Bank-Mouoeio Mnevdkn, 11 louviou-29 NogpBpiou 2009, o. 42.

BiBAwoypagia: Owidnourog B. (eny.). Midvwng MdpaAng, ABriva, 1988, eik. 596, 0. 419.
HuepoAdyio EMNMAL 2011, Bépa: [dwing MdpaAng 1916-2009. To €pyo ewoviletat atnv
€BOopdada 17/1/2011-23/1/2011.

M. 2874

Tperg konéheg, 1940 (evundypago)

—uhoypaoia, 27,5 x 19,5 k.

Awped Ynoupyelou Matdeiag

EkBéaoerg: Mdwwng MdpaAng, ENMMAY, 1988, ap. kat. 127, 6. 68.

[dvvng MdpaAng. Xapaktikd, Xwpog téxvng «24», 24 NoguBplou 1993-11 AekepBpiou 1993
(BA. kat 010 €€WPUAND TNG NPAGKANGCNG TwV gyKaviwv & TNG NapdAANANG ekdNAwaNG yia v
napouaiaon ToU OHWVUHOU AeUKWKaTog and i ekddoelg Bépyoag), €. 40, 0. 51.

[dwng MdpaAng. Ocatpo — Mouakri - [Moinaon. 2x€dia, LakeTeq, xapaktikd, BiBAia. Alpha
Bank-Mouoe{o Mnevdkn, 11 louviou-29 NogpBpiou 2009, o. 44.

BiBAwoypagia: T¢dvveg-=npouxdkn, A., «[dvwng MépaAng», Ot EMnveg Zwypdgor, 1. B,
ABrva, 1975, 0. 384.

AudAKNG, 21., H tatopia tne veoeAnvikric {wypapukric (16° — 20° awdvag),

OUEAMnveg Qwypdeot, T. T, ABriva, 1976, 0. 263.

®wtdnourog B. (enw.), Mdvvng MdpaAng, ABrva, 1988, k. 598, 0. 421.

MnéAnc, I, Fidvvne MépaAng, ABrva, 2005, 0. 122.

HuepoAdyto ENIMAL 2011, 8€pa: [dvvng MdpaAng 1916-2009. To €pyo elkoviZetat
otnv eBdopdda 27/6/2011-3/7/2011.

Tonog: Xat¢nddkng, M., «[dvvng MdépaAng», Zuydg, aptB. 80, lovAlog 1962, k. 11, o.

7 & 0. 28. EuBuvn, x. 50, MdLog 1972 (010 €€@UANO).

2nya. Meptodikd t€xvng, tx. 22, Mdptiog 1979, «MdpaAng. 50 xpdvia - a@lEpwpa»,
0. 13.

Misirli, N., «Yannis Moralis: a truly Greek artist», Zygos. Annual edition on the
Hellenic fine arts. 1985, V. IV, 0. 61.

Ivdiktog, ap. 12-13, ®ePpoudplog 2001, 0. 53.

M. 3549

Zevydpt, 1942 (evundypapo)
=uhoypaeia (1n dokn), 44 x 20,5 ek.
Ayopd EMNMMAY and tov kaAexvn (1966)

Nn.2914

Café, 1939 (signed)

Painted woodcut, 31 x 26 cm

Donated by the Ministry of Education

Exhibitions: [dvwnc MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv.
no. 125, p. 68.

[dvwvng MdpaAnc. Xaparktrd, «24» Art Gallery, 24 November 1993-11 December 1993 (see the
catalogue of the same title by Vergos Editions, ill. 33, p. 43).

[Mapio-ABriva, 1863-1940. National Gallery-Alexandros Soutzos Museum, 20 December 2006-31
March 2007, p. 433 & inv. no. X79, p. 475.

[tdwng MdpaAnc. Osatpo- Mouaikri-[Toinon. Xx€dta, UakeTeg, xapartikd, BiBAia, Alpha
Bank-Benaki Museum, 11 June-29 November 2008, p. 42.

Bibliography: ®wténoulog B. (ed.). [tdwwnc MdpaAng, Athens, 1988, ill. 596, p. 419.
HugpoAdyto 201 1: [dwwng Mdpaing 1916-2009. Reproduced for week 17/1/2011-23/1/2011.

M. 2874

Three Girls, 1940 (signed)

Woodcut, 27,5 x 19,5 cm

Donated by the Ministry of Education

Exhibitions: [dvwng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv.
no. 127, p. 68.

[dvwng MdpaAng. Xapaktikd, «24» Art Gallery, 24 November 1993-11 December 1993 (see
also cover of the invitation to the opening and the parallel event for the presentation of the
catalogue of the same title by Vergos Editions), ill. 40, p. 51.

[dwing MdpaAnc. Osatpo — Mouatkn — [Moinon. Xx€dia, UakeTeg, xapaktkd, BBAia, Alpha
Bank-Benaki Museum, 11 June-29 November 2008, p. 44.

Bibliography: T¢dvwveg-=npouxdkn, A., «[dvwng Mépaing», Ot EAAnvec Zwypdgpot, vol. 2,
Athens, 1975, p. 384.

AUBAKNG, XT., H totopia tn¢ veoeAnviknic {wypapikng (16°-20° atddvac), Ot EAAnveg (wypd-
@o, vol. 3, Athens, 1976, p. 263.

®wténouiog B. (ed.), Mdwwng MdpaAng, Athens, 1988, ill. 598, p. 421.

MnoAng, I, [dvvng MdpaAng, Athens, 2005, p. 122.

HugpoAdyio 2011, Mdwng Mdpang 1916-2009, National Gallery-Alexandros Soutzos
Museum. Reproduced for week 27/6/2011-3/7/2011.

Press: Xat¢nddkng, M., «[iéwng Mdpaing», Zuyde, No. 80, July 1962, ill. 11, p. 7 & p. 28. EuBuvn, No.
5. May 1972 (cover).

2nua. [Neptodikd texvng, No. 22, March 1979, «MdpaAnc. 50 xpdvia — agiépwpia», p. 13.

Misirli, N., «Yannis Moralis: a truly Greek artist», Zygos. Annual edition on the Hellenic fine arts. 1985,
vol. IV, p. 61.

Wowtog, No. 12-13, February 2001, p. 53.

M. 3549

Couple, 1942 (signed)

Woodcut (1st proof), 44 x 20,5 cm
Acquired from the artist (1966)



Exhibitions: [idvwng MdpaAng, National Gallery-Alexandros Soutzos Museum, 1988, inv.
no. 126, p. 68.

[dwvng MdpaAng. Xapaktkd, «24» Art Gallery, 24 November 1993-11 December 1993
(see the catalogue of the same title by Vergos Editions, ill. 39, p. 50).

[aplot-ABnva, 1863-1940,

National Gallery-Alexandros Soutzos Museum, 20 December 2006-31 March 2007, inv.
no. X76, p. 474.

[dwng MdpaAng. Ocatpo — Mouatkri — [Noinon. 2x€dia, LakeTeq, xapaktikd, BiBAla, Alpha
Bank-Benaki Museum, 11 June-29 November 2009, p. 45.

Bibliography: ®wtdnoulog B. (ed.). [tdvvn¢ MdpaAng, Athens, 1988, ill. 597, p. 420.
Xpnotou Xp., MdpaAng, Athens, 1993, ill. 32.

MndAng, I, Mdwng MdpaAng, Athens, 2005, p. 125. HugpoAdyto 2011: [dwng MdpaAng
1916-2009. Reproduced for week 21/3/2011-27/3/2011.

Press: KaBnuepwiri. Entd Hugpeg. Zwypdpot tng yevide tou ‘30. MépaAng. Xat{nkupidkog-
lkikac. Atauavidnoudoc. Toapouxng, 1996, p. 8.

M. 2929 /2930

Papaflessas, 1943 (signed)

Woodcut (proof), 43 x 37 cm

Donated by the Ministry of Education

Exhibitions: [dvwnc MdpaAnc.

Xapaktikd, «24» Art Gallery, 24 November 1993-11 December 1993, ill. 37, p. 48.

Ten paintings-pictorial commentary on the collection of Poems by
George Seferis (Ikaros Editings, 1965)

M. 3430/1

Exhibitions: Moppec kat dnutoupyol tng veosAnvikig {wypagiknic, Syntonistiki Epitropi
Ekpolitistikon Somateion V. Ellados «Techni» Makedoniki Kallitexniki Etaireia, 1977, p. 79.
MapBevnc-Ikikac- MdpaAng, National Gallery-Alexandros Soutzos Museum, Corfu Annex,
October-December 1992, p. 60.

I. MépaAnc. Ayyelol, pouakrn, noinon, Benaki Museum, 2001, ill. 252, p. 208.
Bibliography: ®wtdnoulog B. (ed.), [tdvvng MdpaAng, Athens, 1988, ill. 702, p. 452.
MnoAng, I, [dvwng Mdpaing, Athens, 2005, p. 128.

HuegpoAdyto 2011: [dvvng Mdpaing 1916-2009. Reproduced for week 25/7/2011-
31/7/2011.

Press: Kapavtavng, A., «Ta "Anavia’ t1ou Xe@epn pe lkéveg 1ou Mépain. Mua wpaia €kdo-
on tou “Ikapou’», Zuydc, 2™ period, year X, November-December 1965, p. 89.

2npa. Meptodikd wexving, No. 22, March 1979, «MdpaAng. 50 xpdvia — apiépwpar, p. 34. AICARC, vol.

11, No. 20, 1/1984 (this number focuses on “Modern and Contemporary Art in Greece”), p.31.

M. 3430/2

Exhibitions: [lapBsvnc-kikag- MdpaAng, National Gallery-Alexandros Soutzos Museum,
Corfu Annex, October-December 1992.

I. MdpaAng. Ayyelol, pouakr, noinon, Benaki Museum, 2001, ill. 257, p. 211.
Bibliography: ®wtdnoulog B. (ed.). dvvnc MdpaAng, Athens, 1988, ill. 703, p. 453.
MndAng, I, Mdwwng Mdpaing, Athens, 2005, p. 128.

HuepoAdyio 2011: Mdwwng Mdpaing 1916-2009. Reproduced for week 1/8/2011-7/8/2011.
Press: Jriua. [epiodwd wexvng No. 22, March 1979, «Mdpaing. 50 xpdvia — a@iépwpia», p. 34.
AICARC, vol. 11, No. 20, 1/1984 (theme of this issue: "Modern and Contemporary Art in Greece”), p.31.

EkB€aeLg: dwwng Mdpang, EMMAY, 1988, ap. kat. 126, 0. 68.
[dvvng MépaAng. Xapaktikd, Xwpog 1€xvng «24», 24 NogpfBplou 1993-11

AekepBpiou 1993 (BA. 010 opwvUp0o AsUKwpa Twv ekddoewy Bépyog, k. 39, 0. 50).

MMapiot-Abriva, 1863-1940,

EMMAZE, 20 AekepBpiou 2006-31 Maptiou 2007, ap. kat. X76, o. 474.

[dvvng MdpaAng. Osatpo-Mouaikn-[loinon. Xx£01a, UAKETEG, XaPAKTIKA,

BiBAla, Alpha Bank-Mouce{o Mnevdkn, 11 louviou-29 NoegpBpiou 2009, o. 45.
BiBAtoypagia: dwiénoudog B. (enuy.), Mdvvng MdpaAng, ABriva, 1988,

€lk. 597, 0. 420.

Xpnotou Xp., MdpaAng, ABriva, 1993, eik. 32.

MnéAng, I, [tidvvng MdpaAnc, ABrva, 2005, 0. 125.

HuepoAdyto EMMMAX 2011, 8€ua: Mdvvng Mdpaing 1916-2009. To €pyo eikoviletat
otnv eBdopada 21/3/2011-27/3/2011.

Tonog: KaBnueptvr. Entd Huépeg. Zwypdpot tng yevide tou '30. Mépaing. Xat{nku-
ptdkoc-kikag. AtauavidnouAog. Toapouxng, 1996, o. 8.

M. 2929 /2930

ManagAéooag, 1943 (evundypawpo)

=uhoypapia (dokun), 43 x 37 ek.

Awped Ynoupyetou Mawdelag

EkB€aeLg: dwwng MdpaAng. Xapaktikd,

Xpog TExvNG «24», 24 NoguBpiou 1993-11 Aekepfplou 1993, k. 37, 0. 48.

Aéka wypagikég cuvBEéaelg-oxoALa yia tnh guloyn lMNotipata tou
MNwpyou Zepépn (ekddoelgIkapog, 1965)

M. 3430/1

EkB€ae1g: Moppeg kat dnptoupyol TnG veoeAMnvikig {wypa@iknig, LUvIoviotkn Entponn
ExnoAtotikv Zwpateiwv B. EMGdog Téxvn” Makedoviki KaAexvikn Etapeia, 1977, o. 79.
MapBevng-Ikikag- MdpaAng, ENMMAZ-Tapdptnua Keépkupag, Oktwpplog-AskéuBplog 1992, o.
60

I. MdpaAng. Ayyeror, pouakri, moinan, Mouaogio Mnevdkn, 2001, . 252, o. 206.
BiBAtoypagia: dwiénoulog B. (enw.), Mdwng Mdpaing, ABriva, 1988, ewk. 702, 0. 452.
MnéAng, I, [dvvng MdpaAng, ABrva, 2005, . 128.

HuegpoAdyio ENMAS 2011, Bépa: [dvvne MdpaAng 1916-2009. To €pyo elkovidetal otnv
€BOopdda 25/7/2011-31/7/2011.

Tunog: Kapavtcvng, A., «Ta “Anavta” Tou Ze@épn pe €KAVEC Tou MépaAn. Mua wpaia €kdoon
Tou “lkapou’», Zuydg, deutepa nepiodog, €106 X, NoguBplog-AskepBplog 1965, o. 89.

2riua. Meptodikd texving, . 22, Mdptiog 1979, «MdpaAng. 50 xpdvia — agiépwpa, o. 34.

Aicarc, v. 11, n. 20, 1/1984 (theme of this issue: "Modern and Contemporary Art in Greece”), 0.31.

M. 3430/2

EkB8€aeLq: MNapBevng- kikag- MdpaAng, ENMMAL-TMapdpmpa Képkupag, OktdBplog-AeképBplog 1992.
I MdpaAng. Ayyehor, ouakn, moinon, Mouceio Mnevakn, 2001, e. 257, 6. 211.

BiBAtoypagia: dwiénoulog B. (enwy.), Mdwng MdpaAng, ABriva, 1988, ewk. 703, 0. 453.
MnéAng, I, [dvvng MépaAng, ABrva, 2005, . 128.

HugpoAdyio ENMAS 2011, Bépa: [dvvne MdpaAng 1916-2009. To €pyo elkovietal otnv
€Bdopdda 1/8/2011-7/8/2011.

Tonog: Zriua. Meptodid xvng, . 22, Mdptog 1979, «MdpaAng. 50 xpdvia — agpiépwpa», o. 34.
Aicarc, v. 11, n. 20, 1/1984 (theme of this issue: "Modern and Contemporary Art in Greece”), 0.31.

279
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M. 3430/3

EkBéaelg: MapBevne-[kikac- MdpaAng, EMMAL-Mapdptnua Képkupag, OKtBplog-
Aexépfplog 1992.

I. MépaAnc. Ayyehor, pouaikri, noinon, Mouoelo Mnevdkn, 2001, k. 254, a. 208.
BiBAoypagia: Owidnouiog B. (enwy.). Mdvwng MdpaAng, ABriva, 1988, eik. 704, 0. 454.
MndAng, I, Mdvwng MdpaAng, ABriva, 2005, o. 128.

HuepoAdyto ENMAL 2011, Béua: dvvne MdpaAng 1916-2009. To €pyo ekovietal otnv
€Boopdda 8/8/2011-14/8/2011.

Tdnog: Zriua. Meptodid texvng, ™. 22, Mdptiog 1979, «MépaAng. 50 xpdvia — a@épwua», o. 34.
Aicarc, v. 11, n. 20, 1/1984 (theme of this issue: “Modern and Contemporary Art in Greece”), 0.31.

M. 3430/4

EkBEaeLg: [MapBevng-kikag-MdpaAng, EMMAZ-Mapdptnua Képkupag, OktwpPplog-
AekepBplog 1992.

I. MdpaAng. Ayyehor, pouatkr, noinon, Mouaeio Mnevakn, 2001, eik. 255, a. 209.
BiBAoypagia: Owidnouiog B. (em.). [dvwng MdpaAng, ABriva, 1988, ewk. 705, 0. 455.
MndAng, I, Mdvwng MdpaAng, ABriva, 2005, o. 128.

HugpoAdyto ENMAL 2011, Bépa: dvvng MdpaAng 1916-2009. To €pyo ekovietal otnv
eBdopdda 15/8/2011-21/8/2011.

Tdnog: Zriya. Neptodikd exvng tx. 22, Méptiog 1979, «MdépaAng. 50 xpdvia — apiépwpa», a. 34.
Aicarc,v. 11, n. 20, 1/1984 (theme of this issue: "Modern and Contemporary Art in Greece”), 0.31.

M. 3430/5

EkB€aelg: MMapBevne-kikac- MdpaAng, EMMAZ-Mapdptnua Képkupac, Oktwpplog-
AexépBplog 1992.

I. MBpaAng. Ayyehor, pouaikri, noinon, Mouoe{o Mnevdkn, 2001, k. 256, 0. 210.
BiBAoypagia: Owténouiog B. (eny.). Mdvwng MdpaAng, ABriva, 1988, sik. 706, 0. 456.
MndAng, I, Mdwwng MdpaAng, ABriva, 2005, o. 128.

HuepoAdyio ENMAL 2011, Béua: dvvne MdpaAng 1916-2009. To €pyo eovidetal otnv
€B0opada 22/8/2011-28/8/2011.

Tonog: Zrua. Meptodikd texvng, . 22, Mdptog 1979, «MdpaAng. 50 xpdvia — a@épwuar, o. 34.
Aicarc, v. 11, n. 20, 1/1984 (theme of this issue: “Modern and Contemporary Art in Greece”), 0.31.

M. 3430/6

EkB€aoe1g: MMapBevng-Ikikag- MdpaAng, EMMAZ-Mapdptnua Keépkupag, Oktwfplog-
AeképPplog 1992.

1. MépaAng. Ayyehor, ouatkr, noinon, Mouaogio Mnevakn, 2001, €. 258, 0. 212-213.
BiBAoypagia: Owidnouiog B. (eny.). Mdvwng MdpaAng, ABriva, 1988, eik. 708, 0. 458.
MndAng, I, Mdvwng MdpaAng, ABriva, 2005, o. 129.

HugpoAdyto ENMAL 2011, Bépa: dvvng MdpaAng 1916-2009. To €pyo ekovidetal otnv
eBoopada 29/8/2011-4/9/2011.

TUnog: Kapaviwvng, A., «Ta “Anavia” Tou Xe@épn pe €IKOveG Tou Mépain. Mia wpaia €x-
doon 1tou “Ikapou™», Zuydc. deutépa neplodog, €106 X, NogpPplog-AeképBptog 1965, o. 88.
Jria. Meptodikd téxvng, . 22, Mdptiog 1979, «MopaAng. 50 xpdvia — a@iépwpa», o. 35.
Aicarc, v. 11, n. 20, 1/1984 (theme of this issue: "Modern and Contemporary Art in
Greece”), 0.31.

M. 3430/3

Exhibitions: [Tap6svnc-kikag- MdpaAng, National Gallery-Alexandros Soutzos Museum,
Corfu Annex, October-December 1992.

I. MépaAng. AyyeAor, pouawkn, noinon, Benaki Museum, 2001, ill. 254, p. 208.
Bibliography: ®wténoulog B. (ed.), [tdvwnc MdpaAnc, Athens, 1988, ill. 704, p. 454.
MnoéAng, I, ldwwng MdpaAng, Athens, 2005, p. 128.

HugpoAdyio 2011: dwwng Mdpang 1916-2009. Reproduced for week 8/8/2011-14/8/2011.
Press: Jriua. [eptodikd texvng, No. 22, March 1979, «MdpaAng. 50 xpévia — agiépwpa», p. 34.
AICARC, vol. 11, No. 20, 1/1984 (theme of this issue: “Modern and Contemporary Art in
Greece”), p.31.

M. 3430/4

Exhibitions: apBsvng-kikac- MdpaAng, National Gallery-Alexandros Soutzos Museum,
Corfu Annex, October-December 1992.

I. MépaAng. Ayyelol, pouawkn, noinon, Benaki Museum, 2001, ill. 255, p. 209.
Bibliography: ®wténouiog B. (ed.), [tdvwn¢ MdpaAnc, Athens, 1988, ill. 705, p. 455.
MnoéAng, I, dwwng MdpaAng, Athens, 2005, p. 128.

HugpoAdyio 2011: Mdwwng Mdpang 1916-2009. Reproduced for week 15/8/2011-21/8/2011.
Press: Jriua. Meptodd exvng, No. 22, March 1979, «MdpaAng. 50 xpdvia - agiepwpa», p. 34.
AICARC, vol. 11, No. 20, 1/1984 (theme of this issue: "Modern and Contemporary Art in
Greece”), p.31.

M. 3430/5

Exhibitions: [TapBsvnc- kikag- MdpaAnc, National Gallery-Alexandros Soutzos Museum,
Corfu Annex, October-December 1992.

I. MdpaAnc. Ayyelol, pouakn, noinon, Benaki Museum, 2001, ill. 256, p. 210.
Bibliography: ®wténoulog B. (ed.). [tdvwng MdpaAng, Athens, 1988, ill. 706, p. 456.
MnoéAng, I, dwwng Mdpaing, Athens, 2005, p. 128.

HuegpoAdyio 2011: Mdwwng MdpaAng 1916-2009. Reproduced for week 22/8/2011-28/8/2011.
Press: Jriua. Mepiodid txvng, No. 22, March 1979, «MdpaAng. 50 xpdvia — agiépwua», p. 34.
AICARC. vol. 11, No. 20, 1/1984 (theme of this issue: "Modern and Contemporary Art in
Greece”), p.31.

M. 3430/6

Exhibitions: [TapBsvnc-kikag- MdpaAng, National Gallery-Alexandros Soutzos Museum,
Corfu Annex, October-December 1992.

I. MdpaAng. Ayyehor, pouakri, noinon, Benaki Museum, 2001, ill. 258, p. 212-213.
Bibliography: ®wténouog B. (ed.), [tdvwng¢ MdpaAnc, Athens, 1988, ill. 708, p. 458.
MnoéAng, I, dwwng Mdpaing, Athens, 2005, p. 129.

HugpoAdyio 2011: Mdvwng MdpaAng 1916-2009. Reproduced for week 29/8/2011-4/9/2011.
Press: Kapavidvng, A., «Ta "Anavia’ Tou Le@épn pe elkoveC Tou Mépain. Mia wpala k-
doon Ttou “lkapou’», Zuydg, 2™ period, year X, November-December 1965, p. 88.

2riua. Meptodikd texvng, No. 22, March 1979, «<MdpaAng. 50 xpdvia — a@iépwpa», p. 35.
AICARC, vol. 11, No. 20, 1/1984 (theme of this issue: “Modern and Contemporary Art in
Greece”), p.31.



M. 3430/7

Exhibitions: [lapBvnc-kikag- MdpaAnc, National Gallery-Alexandros Soutzos Museum,
Corfu Annex, October-December 1992.

I. MdpaAnc. AyyeAol, pouakr, noinon, Benaki Museum, 2001, ill. 259, p. 214,
Bibliography: ®wténoulog B. (ed.), ldvvng MdpaAng, Athens, 1988, ill. 709, p. 459.
MndéAng, I, [dwwng Mdpaing, Athens, 2005, p. 129.

HuegpoAdyio 2011: [dvvng MdpaAng 1916-2009. Reproduced for week 5/9/2011-11/9/2011.

Press: JAua. Meptodikd texvng, No. 22, March 1979, «MdpaAnc. 50 xpdvia — a@iépwpa», p. 35.

AICARC, vol. 11, No. 20, 1/1984 (theme of this issue: "Modern and Contemporary Art in
Greece”), p.31.

M. 3430/8

Exhibitions: [TapBevng-[kikac- Mdpaing, National Gallery-Alexandros Soutzos Museum,
Corfu Annex, October-December 1992.

I. MdpaAng. Ayyelol, pouakr, moinon, Benaki Museum, 2001, ill. 260, p. 215, ill. 262 (detail).
p. 216.

Bibliography: ®wtdnoulog B. (ed.), [tdvvng MdpaAng, Athens, 1988, ill. 710, p. 460.
MndAng, I, Mdwwng Mdpaing, Athens, 2005, p. 129.

HugpoAdyo 2011: [dwng MdpaAng 1916-2009. Reproduced for week 12/9/2011-18/9/2011.

Press: Jrua. Neptodwd txvng, No. 22, March 1979, «MdpaAnc. 50 xpdvia — agiépwpa», p. 35.

AICARC., vol. 11, No. 20, 1/1984 (theme of this issue: "Modern and Contemporary Art in
Greece”), p.31.

M. 3430/9

Exhibitions: [lap6svnc-kikag- MdpaAnc, National Gallery-Alexandros Soutzos Museum,
Corfu Annex, October-December 1992.

I. MdpaAnc. Ayyelol, pouakr, noinon, Benaki Museum, 2001, ill. 261, p. 215.
Bibliography: ®wtdnoulog B. (ed.), [dvvng MdpaAng, Athens, 1988, ill. 711, p. 461.
MndAng, I, Mdwwng Mdpaing, Athens, 2005, p. 129.

HuepoAdyio 2011: Mdwwng MdpaAng 1916-2009. Reproduced for week 19/9/2011-25/9/2011.
Press: JAua. Meptodikd téxvng, No. 22, March 1979, «MdépaAng. 50 xpdvia - a@lépw-
pa», p. 35.

AICARC, vol. 11, No. 20, 1/1984 (theme of this issue: "Modern and Contemporary Art in
Greece”), p.31.

M. 3430/10

Exhibitions: apBsvng-Ikikac- MdpaAng, National Gallery-Alexandros Soutzos Museum,
Corfu Annex, October-December 1992, p.58.

I. MépaAng. Ayyelot, pouakr, moinon, Benaki Museum, 2001, ill. 257, p. 211.
Bibliography: ®wtdnoulog B. (ed.), [tdvvnc MdpaAng, Athens, 1988, ill. 707, p. 457.
MnoAng, I, [dvwng MdpaAng, Athens, 2005, p. 128.

HugpoAdyto 2011: Mdwwng Mdpaing 1916-2009. Reproduced for week 26/9/2011-2/10/2011.

Press: Jrua. [eptodikd texvng, No. 22, March 1979, «<MdpaAng. 50 xpdvia — agiepwpa», p. 34.

AICARC., vol. 11, No. 20, 1/1984 (theme of this issue: "Modern and Contemporary Art in
Greece”), p.31.

M. 3430/7

EkB€aeLq: MapBevng-Tkikag-MdpaAng, EMMAZ-Mapdptnua Keépkupag, OKtwpplog-
Aeképfplog 1992.

I. Mdpaing. Ayyedor, pouakri, moinan, Mouaog{o Mnevdkn, 2001, ek. 259, 0. 214.
BiBAtoypagia: dwiénoulog B. (enw.), Mdwng Mdpaing, ABriva, 1988, ewk. 709, 0. 459.
MnéAng, I, [dvvng MdpaAng, ABrva, 2005, . 129.

HuegpoAdyio ENMAS 2011, Bépa: dvvne MdpaAng 1916-2009. To €pyo ekovietal otnv
€BOopdda 5/9/2011-11/9/2011.

Tdnog: Zriua. [Meptodikd txvng, . 22, Mdptiog 1979, «MdpaAng. 50 xpdvia — agiépwia», o. 39.
Aicarc, v. 11, n. 20, 1/1984 (theme of this issue: "Modern and Contemporary Art in Greece”), 0.31.

M. 3430/8

EkB€oeLg: MMapBevne-kikag-MdpaAng, EMMAZ-Mapdptnua Képkupag, OKtwBplog-
AexéppBplog 1992.

I. MépaAng. Ayyelol, pouakn, noinon, Mouoeio Mnevakn, 2001, k. 260, 0. 215, ewk. 262
(Aent.), 0. 216.

BiBAtoypagia: dwiénoulog B. (enwy.), Mdwne MdpaAng, ABriva, 1988, eik. 710, . 460.
MnoéAng, I, [dvvne MdpaAng, ABriva, 2005, . 129.

HugpoAdyio ENMAX 2011, Bépa: [dvwng MdpaAng 1916-2009. To €pyo ekovidetal otnv
€Bdopdda 12/9/2011-18/9/2011.

Tdnog: Zriua. Meptodikd texvng, . 22, Mdptiog 1979, «Mdpaing. 50 xpévia — apiépwpa», 0. 35.
Aicarc,v. 11, n. 20, 1/1984 (theme of this issue: "“Modern and Contemporary Art in Greece”), 0.31.

M. 3430/9

Ek8€aeLq: MapBevng-Tkikag- MdpaAng, EMMMAZ-Mapdptnua Keépkupag, Oktwpplog-
AeképBplog 1992.

|. MépaAng. Ayyeho, ouotkn, noinon, Mouceio Mnevdkn, 2001, ewk. 261, 0. 215.
BiBAtoypagia: dwténouAog B. (em.), Mdvwne MdpaAng, ABriva, 1988, ew. 711, 0. 461.
MnoéAng, I, [dvvng MépaAng, ABrva, 2005, o. 129.

HugpoAdyio ENMAS 2011, Béua: dvvne MdpaAng 1916-2009. To €pyo elkovidetal otnv
€Bdopdda 19/9/2011-25/9/2011.

Tunog: Zriua. Meptodikd exvng, ™. 22, Mdptiog 1979, «MdpaAnc. 50 xpdvia — apiépwpa», a. 35.
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