Mikp6s Iv66s,
Aadi og 0o,
80x40 cm, 1992
Indian boy,

oil on wood

Kdtia otn Aéunonn I,
Aadi os €uio,
70x340 cm, 1989
Katia at Doboli str. I,
oil on wood
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Zwypa@ifovtas to Téunio
Anocndcpata and To Téundo, ex6. MUfos, ©scoafovikn 1994

3. H npon peydnn kai dpeon enagn tou Katfoupdkn pe tn alyxpovn xvn tns Eupdnns kai wv HIMA Atav otny ékBeon
Documenta tou Kassel, 1o 1972. Xe eonélouca Béon o1 Auepikavol Neopeaniotés, o Dwropeaniopds. Htav akéun o Joseph
Beuys nou unootipie évtova v nAaud aviAnyi tou yia v €xvn kal Sia@npile 1o Koivavikd poviéno tou. Eva payeuukd
whpa oty ékBeon, 1o ovopadav «Idiwukh MuBodoyia», e KATAOKEUES, QVUKEIPEVa, HIKPOYPADIES, pwtoypagies, Sidpopa
uAikd. Eivail to TéunAo tou pépos pias «1diwtkns pubonoyias»; Itn gifocogia yia nolfés dekaeties oudntoloav —EeKIVMVTas
ané twov Wittgenstein— av eivalr Suvatdv va undp€el 1Siwukn yidooa. KatéAngav oto ocupnépaopa 6u dev Ba prnopodce va
unépé€el, yiati 6ev Ba htav katavontn.

Ynépxouv 161wtkés pubonoyies;

7. To Téunio Kal 0 XxMPOos nou diauopPmVel aives TMPa cuvictoloav to puBonoyikd enikevtpo tns vedtepns EANGSas.
And b 6na Eexivoloav, anoktoloav vénua Kai AItoupylkOTNTa: N EIKACTKN TXvn, N JOUoikn, To Béapa... Kal ané e6m
nAyalav 6Aes o1 agjes kar ol kavéves nou pubuidav kai kabdépidav tn {wn.

8. ... H NUAn oto Téundo tou Kawoupdkn éxel Siapopeuxn Agitoupyikdtnta, kabe eniokéntns pnopsei va tn diaPei kai va
BpeOei otov ecwtepIkd xdPo. And v avtiBeon 1EpG — KOOUIKO NPOEKUYPE N S1apopd eEWTEPIKOS — ECWTEPIKOS XMDPOS.

14. ... ¥To Téunio tou Katloupdkn o1 peydnol nivakes Sev apnyouvtal iotopies, Seixvouv iotopia. Koopikn iotopia, n onoia,
onws E€poupe, diaondral o avapiBunta avdvupa nepiotatkd, nou oUte pepovwpéva oUte oav oUvolo eyyudvial Th ow-
pia. H eAnida tou Walter Benjamin —kai dAfwv— éu n enavactaukn npd&n pnopsi va avauvagel 1o cuvexés s 1otopias,
eCavepiotnke.

15. Apiotepd and v MuAn 6Uo peydnol nivakes Seixvouv  BueAndhon kivnon avBpmnivou nAnBous. Evas xeipappos and
adlagoponointa ompata kai npéowna kiveftal pe ofloéva auavépevn taxutnta and niow apiotepd Npos ta eunpos degid.
To avBpwnivo nAnBos, anokfeioukd dvdpes kéww and duvatd ews nuépas, Yeilel évav xmdpo tov onoio o {wypd@os dev
ta§ivépnog, dev 81GpBpwoe npooritkd, dev kpdnoe us anootdoels. O1 pop@és cuvwBouvtal n pia Ndvw otnv aiAn, cuvwoti-
Covtai n pia 6inAa otnv aAAN. To niaioio tou nivaka unodnAdvel v anoonacpaukdtnta 1ou cupPdvios. H opodpdtnta tou
nAnBous, n BueARmENS KivNon Tou, 01 XEIPOVOUIES KAl Ol KPAUYES TWV AVOIXTMY otopdtwy dev o agnvouy va kataidpels av
npokertal yia euyn 1 eniBeon. Mepikd pdvo otoixeia ota pouxa dgixvouv du npdkeital yia yeyovota oto Koupdiotdv. lotopia
oav Kivnon.

16. Ag€1d and v MNuAn, avtiotoixa pe ta koupdikd Béuata SUo peydnol nivakes otous onofous Brénel kaveis EcwTEPIKOUS
xdpous. Evd kai ta yeyovéta diadpapatiCovial kdtw and 1o duvatd ews nuépas, t1a cupPdvia o’ autous tous dUo nivakes
npofdanniouv and éva padpo Bdabos, xwpis SiappUbuion Tou xhpou, éva Texvntd Pws, KITpIvo oav Beldl, eEyyel Aiyo us
oknvés. Exels tnv aioBnon ou ioal pdptupas pias Xelpoupyikis enéuBaocns. EFexwpilels dpws kabapd ty oppnuKSTNTA Kal tn
Blalonpayia ota pnieypéva, otaupwpéva PEAN Twv Hopev, UNOYEIOUS XMdPous Bacaviopoy, péoa otous onofous opalouy,
Bidlouv, akpwtnpidlouv. O1 npdageis autés diaonmvral b Ki ekel o noAucnpavies xelpovopies. MolGlouv ol KPAUYES Tou
névou kai s ndovis. O1 noAudpIBUEs yupvés pop@és ponis mou §exwpifouv n pia and v aAfn cav va enavafdapBavovral.
‘Etol pével aBéBaio av o1 dUo nivakes deixvouv diapopetikés @Acels ou 16iou yeyovotos h éva napadinio cupBdv. Kai ol
bUo poialouv anoondopata, Aentopépeles anod éva peyanitepo olvono. Onws dev undpxel EvOeign yia xpévo Kai tono, €10l
anouolddel kai kGBs unodnAwon yia To NPIV Kal T PETd; To yiat kai to nds. AAAG ol nivakes Sev xpeidlovtal opBonoyioukh
g€nynon. K&Be Beatns pniopel xwpfs duokodia va anokpuntoypaphoel TOUS CUCXEUOHOUS.



Xpnaoiponoldvras ta Adyia tou Nietzsche avapwudpaote: «iotopia oav aidvia endvodos;

17. Xiyoupa Ba akouaotel n napegnynpévn dnoywn éu ol mivakes eival pia katayyedia, pia Siapaptupia evavtiov s Bias,
gvavtiov tns katanieons, evavtiov twv Bacaviotnpiwv. Aes kai givar onpavukd évas kanaigxvns va ekppadel tnv ayavakinon
TOU P€0a OTOV NPOCTATeEUPEVO XMDPO pias afBoucas ekBEoewy.

Aképa ki évas kakoroinpévos and ekatoppUpia avatundoels Kal oxebOv Kateotpappévos nivakas, Onws N MKOUEPVIKa ToU
Picasso, ev eival ypagn Siapaptupias evévua og pia SoAo@ovikh agponopiki eniBeon. Aev fitav Slapaptupia i katayyedia
oUte ol napaotdoels nabav, Bias kal ndvou otn xpiouavikn €xvn, ous ikéves. Ta ndbn cav Pépos s 10Topias Tou Xwtipa:
n iotopia oav néén. E6® diagaivetar pia cuvdeukh ypapph nou and ta xpiouavikd gikovootdoia odnyel oto Téunao tou
Katdoupdkn.

18. Okt uikpof nivakes otn peoaia oelpd:

Aeg€1d and v MUAn opaypéva dUo BUuata wwv kataxBéviwy diadikaoidyv nou cupPaivouv otous dUo nio KATtw MiVAKES.
Metd évas nivakas pe dUo pop@és: apnayn kai Bia og évav pwuopévo pe texvntd Pws anpoodidpIoto EcWTEPIKO xbpo. H
yupvétnta twv dUo poppdv Bupilel kiaoikd npdtuna kar pubikés oknvés. AkodouBei napaddayn ndvw oto B€ua Pias: éva
aykafiaopévo Ceuydpr aipvididetal and évav napeioakto and tov onoio diakpivoupe pévo éva x€pi Kal 1o Gws apou o iGios
eival €€w ano 1o xdpo tou nivaka. Eneta, ehsiws 6e€1d, évas Bavatonoivitns naipvel 1o teAsutaio tou yelpa. H otabepn
nupapdoeidns clvBeon avoiyetal Npos to Beath. And nicw, cav aiwpoUpevn O Gavtactkd XMPO, N NAEKTPIKA Kapékna.
Anpoéopeva péoa oe 6pylo aipatos kai Bias poiddel va undpxel pia oniba eAnidas: ouykévipwon oto dueco napodv, nouxia,
avBekukh olwnA.

Apiotepd and v MuaAn éva yupvé avdpikd nubdpa oto ndtwpa evos dwpatiou, Ynpootd tou pia opdda avBpdnwy nou
oupflidouyv, eival cuyyeveis, eival Bacaviotés; To yupvo ndpa €xel Tov Tno tou vekpoU XpiotoU tou Mantegna, nou éyive
naykdopia yvwotds and us pwtoypapies tou vekpoU Che Guevara.

To Béua tou endpevou nivaka cuvdéetal otevd pe 1o kopu@aio cupPdv s xpiouavikns Iotopias. E6® dpws otaupdvertal
pia yuvaika. Xtn xpiouaviki xvn n yuvaika, gntépa tou ©eou, naipvel pépos otn Xralpwon pévo oav Beats. Enerta pia
paud oy npoxpiouavikh puBodoyia, Kévtaupol o apriayn yuvaikdv. Bialonpayia kar acéfyeia pias puBikns npoictopias
pETagépovtal g’ évav Gxpovo XWPO, TOU OMojou N APXITEKTOVIKA @EPVEI OTn PVARN pas KAaoikous tinous. H e§wtepikn eikéva
s apiotepis nieupds diakdntel tnv aducida twv Biaionpayidy, pia opdda and €€ véous dvtpes nailel ekotatikd POUCIKN.
‘Exouv apooiwBei kai oxedov Eexaotel o' autiv tous tnv anaocxdfinon.

19. O peydnos nivakas apiotepd aneikoviCer évav {wypd@o unpoaotd oto tendpo. Aev opiletal Ye akpifela o XxmdPos péoa
otov oroio Bpioketal, JEPIKES YPAPUES oto Ndtwpa Pévo unodniidvouy 1o BaBos tou xdpou. To duvatd ews tovilel 1o otépvo
Kal to Kepan s pop@ns. O {wypdapos €xel KAvel éva Bhpa niow, Bpnke tnv andotacn and to €pyo tou. To kateBaouévo Se&f
TOU XEPI Kpatdel évav nivaka tou Mikdoo. Eival pavepd pe ndon ocuykévipwon eEetdlel tn Souneid tou. Exel ynpootd tou o
Beatis évav noAlanAd katontpiopd; Mapatnpouv tov idlo nivaka {wypd@os kai Beatns;

Ae&ia 1o Téunio xAeivel pe pia 6pBia yuvaikeia popen. To id1o €viovo pws, Gnws Kal atnv angikévion tou {wypdeou, dia-
HOPPOVEI TO COPA, XDPOS Kal Xpévos napapévouv akabopiota. H 6pBia poppn cuvexilel éva potifo s tefeutaias sIKGvas
otn peoaia oelpd. H ouykévipwon nou xapaktnpiel h pop@n tou Bavatonoivitn epgavidetal nio xadapn oty 6pBia popen.
To x€p1 6pws nou kpatdel 1 66pu, dnws Kai 1o apiotepd xépi, Npodidouv Suvapikd, n paud atdpaxn, N otdon s yuvaikas
efval pia napoucia xwpis emtdsuon kal ndbos. Auvapikh yadivn.

Xavs Advykevgpas

203



204

Painting Templo®
Excerpts from Templo, Mylos editions, Thessaloniki 1994

3. In his curriculum vitae for an earlier exhibition, K. wrote of visiting the Documenta exhibition at Kassel in 1972. This was
his first extensive contact with contemporary art in Europe and the United States. In a prominent position were the American
Neorealists and Photorealism, there was Joseph Beuys, too, strongly supporting his broad concept of art and propagating
his social model. | remember one magical section in the Kassel exhibition: it was called “Private Mythology” and it brought
together structures of all kinds of objects, miniatures, photographs and materials such as wood and sand. Could Templo be
part of a “private mythology?” For many decades — starting with Wittgenstein — philosophers debated whether the existence
of private languages was possible. They came to the conclusion — as far as | remember — that such languages could not exist
because they would be incomprehensible.

7. Templo and the space to which it gives shape have had a special significance for Greek culture; they constitute the mytho-
logical focus of modern Greece. This is the place where everything, the visual arts, music, public spectacles, started, where
it acquired meaning and functionality. More importantly, it was also the point from which stemmed all the values and rules
that regulated and ordered life.

8. The Gate in K.’s Templo has a different function: visitors to the exhibition can walk through it and find themselves in the in-
terior, and a distinction between external and internal space has replaced the contrast between the sacred and the secular.

14. In K.'s Templo the large paintings do not tell stories: they show history, the history which we know is broken down into
countless nameless incidents, which guarantee salvation whether taken individually or as a whole. The hope of Walter Benjamin
(and others) that the revolutionary act could shatter the continuum of history has been scattered to the winds.

15. To the left of the Gate are two large paintings showing a crowd of human beings in furious motion. A torrent of undif-
ferentiated heads and bodies sweeps with ever-increasing speed from the left background to the right foreground. The crowd
— consisting only of men —is moving in the strong light of day, filling up a space which the artist has not classified and has not
structured in terms of perspective, and where no distances have been kept. The figures blur into one another, jammed against
each other as they are. The frame of the picture alludes to the fragmentary nature of the event. It is impossible to tell from
the forcefulness of the crowd, its tempestuous motion, the gestures and the cries emitted by the open mouths whether the
crowd is fleeing or attacking. However, some of the features of the clothes suggest that the events depicted are occurring in
Kurdistan. History in motion.

16. To the right of the Gate —in a position corresponding to the Kurdish themes — are two large pictures of interiors. Although
the events are occurring in strong daylight, they emerge — in both pictures — from a dark background without spatial layout.
The scenes are lit by an artificial light as yellow as sulphur: we have the feeling that we are witnessing a surgical operation. Yet
it is easy to distinguish force and violence in the confused and interlocking limbs of the figures; these are underground torture
chambers in which people are massacred, raped and mutilated. Such acts are spread here and there in ambiguous gestures,
like cries of pain and pleasure. The numerous nude figures can only just be distinguished from one another, as if they were
repeating themselves. This creates uncertainty as to whether the two paintings show different stages of the same event or
two parallel occurrences. Both, however, would appear to be fragments or details of a broader sweep of events. Just as there

1. T.N. templo = iconostasis.



is no indication of time or place, so there is no suggestion of before, after, why or how. But the paintings require no rational
explanation: the individual viewer has no difficulty in decoding the associations. To use the words of Nietzsche, we could ask
ourselves whether this is history as perpetual repetition.

17. There are sure to be those who believe, mistakenly, that these paintings are a denunciation, a protest — against violence,
against oppression, against torture — as if it were significant that an artist should express his indignation from the sheltered
space of an art gallery. Even a picture like Picasso’s Guernica, almost a wreck and tormented by millions of reproductions, is
not a statement of protest against a murderous air raid. Nor can the depictions of passion, violence and pain in Christian art —
in icons — be described as protest. Passion as part of Our Saviour’s story: history as passion. Here we can discern a line which
links the iconostases of Christian churches with K.’s Templo.

18. In the middle band are eight small paintings.

To the right of the Gate are two murdered victims of the evil doings taking place in the two pictures below. Then comes
a painting with two figures: abduction and violence in an undefined interior lit by artificial light. The nudity of the figures is
a reminiscence of Classical models and scenes from the myths. Next we are shown a variation on the theme of violence: an
embracing couple is disturbed by an intruder, of whom we can see only a hand and light, since the rest of him is outside the
space of the picture.

On the far right is a condemned man eating his last meal. The firm, pyramidal composition opens out towards the viewer.
Behind, as if hovering in imaginary space, is the electric chair. In this orgy of blood and violence, we have come across an
unexpected ray of hope: concentration on the immediate presence, serenity, strong silence.

To the left of the Gate is the naked body of a man on the floor of a room, in front of a group of shrieking people. Who are
they? Relatives or torturers? The nude body is in the type of the dead Christ of Mantegna, a figure which became known
worldwide from photographs of the dead Che Guevara.

The theme of the next picture is closely connected with the most climactic event in Christian history. Yet here it is a woman
who is being crucified, while in Christian art the woman, the mother of God, takes part in the Crucifixion only as a spectator.
We now cast a glance back to the mythology which preceded Christianity: Centaurs abducting women. The violence and
impropriety of mythical prehistory are shifted into a timeless space whose architecture brings Classical types to mind. The final
image on the left interrupts the chain of violence: a group of six young men are shown playing music, in a state of ecstasy in
which they are completely absorbed in what they are doing.

19. The large picture on the left shows a painter in front of his easel. The space in which he is located is not precisely defined,
although its depth is hinted at in a few lines on the floor. The strong light emphasizes the chest and head of the figure. The
painter has taken a step back to look at his work. In his right hand, he is holding a painting by Picasso. We can clearly sense the
concentration with which he is examining his work. Is the viewer looking here at a complex reflection? Are the painter and the
viewer observing the same picture? On the right, Templo ends with an upright female figure. The same strong light as in the
depiction of the artist gives the shape of her body, though space and time remain indefinite. This standing figure is a continu-
ation of the motif from the last picture in the middle band. The concentration which we noted in the figure of the condemned
man is present again, though it is more relaxed. Dynamism can be perceived in the hand holding the spear, as well as in the
left hand. The woman’s gaze is calm, and her overall stance is one without affectation or passion. Dynamic serenity.

Hans Langenfass
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Aéyovtas val — Aéyovtas 6x1 oto davelotin: Ta 6pia tns npagns kai tns pova&ids

«... O dyos s téxvns nou pIAd yia tov Evo bev eivar Sedopéva olte enavaotatkds, oute SnUokpatkds oUte @i-
n6&evos. Mia cuvBnpatofoyikA, pia Katdniv E0PTAS OTPATEUPEVN TEXVN, WIA TEXVN TOU CUVONATOS Nou PiAdel unép
Tou &vou eivar enikivbuvn 600 Kal pia xvn Nou tous ayvoei, kal ané SiapopeukoUs Spduous katainyel oto ibio
anoténeoya.

»O1 Matatogdyor tou Bav I'koyk éxouv nofiukn agia yiat gival xvn nou 6gv KAVEl EKMNTMOEIS GTOUS GTOXOUS NS,
nou &ivail ndvrote aiobnukofi, kovwvikof kal tefikd cuvofikoi. O MdA KAge ékave noAItukn tdoo Pe 10 “napakyia-
KG" oUpgwva pe tous Nagj €pyo tou, 600 Kai e T olwnh Tou Nou to cuuniipwoe elyAwtta. Me thv dpvnon tou
CUYKEKPIPEVA va unoypdyel dnfwaon éu dev ntav autd nou oviws Sev hitav: ERpaios.

»01 nivakes nou pas tpiyupifouv €dw, ta Keipeva nou akoUyovtal unnpetolv autd nNou unnpetolv péoa and pia
ypaen nou o£Petai tov anno yiati oéfetal nofiukd, avBpdniva, kKaAAtexvikd, tov eautd s. Av katayyéndouy, av
anopuBedouy, 0 kavouv péaa and o Spduo tns Popuas, nou sival kar kafAiexvikn avaditon, anoudbeuaon Kai
enavapuBeuon oe éva dnno eninedo, anoyonteuon Kalr Goknon yonteias, anokdnuyn tou okdtous, 1ou {6(ou iows,
nou eival navtote, otn {wypadid dnws Kal otn oknviA, aévao naixvidl Ye 1o ews.» [...]

«To ANOCTEWMEVO KOPITOAKI NMOU OTOIXEIDVEl KANolo adit yia naibopIAous Tou IVIEPVET £PXETal VA OTOIXEIDOE! Evav
nivaka tou Kupidkou Katdoupdkn, yepdto and kopuid-npokinoels, kopuid-katayyenies, autokatayyenies, tdpara,
avtidwpa oto dmPo tou Eevitepévou nou NPoaPépetal IKETNS NPOCPEPOVTAs TNV gukaipia va gavoupe QiAdEevol,
6nnadn gifautol and to Spdpo s wpipdtntas. Qpipdtntas nou odnyei népa and to adig§odo dinofo tou BUTN kal
ToU OUpatos kal nou anotefel yvaaon.

»Moévo av avié€oupe va SoUpe 1 xpwotdue atov §&vo Ba PNopPECOUlE va TOU NOUKE T Has XPwotd.»

Ménn PnyonouUnou

Anoéonacpa and v glonynon s . Pnyonoddou oto cuvéSpIo yia tn PETavAcTEUON, OV NPWIN napouciacn
tou Apéuou npos th Avon oto eykatafefeippévo epyoatdacio tou IME (16pupa Meilovos EAfnviopoul), AskéuBpios
tou 2001.



Accepting or refusing the lender: The line between action and loneliness

“When art talks about the foreigner, its words are neither granted nor revolutionary, neither democratic nor
welcoming. Art that is sloganized, retrospective or engaged, which talks in favour of the foreigners, is just as
dangerous as the art that ignores them; two different roads, which end up in the same destination.”

“Van Gogh's Potato Eaters are of political value because they represent art that does not detract from its aims,
which are always aesthetic, social and, ultimately, inclusive. Paul Klee was political not only with his ‘decadent’
—according to the Nazis— work, but also with his silence, which complemented it eloquently. More specifically, with
his refusal to sign a form that he wasn’t what he, indeed, was not: a Jew.”

“The paintings surrounding us here and the words we are hearing serve their purpose through a writing that
respects the others because first and foremost it respects itself politically, humanely and artistically. If they
are indicting or deconstructing, they do so via the form, which is also an artistic pursuit, deconstruction and
reconstruction, albeit on a different level, disappointment and enchantment, a revelation of darkness, gloom
perhaps, which in the painting, as well as on the stage, is a perpetual game with light.”

“The bony little girl that haunts some pedophile webpage comes to haunt one of Kyriakos Katzourakis’s paintings,
full of provocative bodies, indicting bodies, self-accusations, oblations, countergifts to the gifts of the immigrant,
who offers himself as a supplicant, giving us the chance to appear welcoming, in other words egotists from the road
to maturity. A maturity which leads away from the dead-end dipole of victimizer and victim and which constitutes
knowledge."”

“Only if we bear to look at what we owe the foreigner will we be able to tell him what he owes us.”

Pepi Rigopoulou

Extract from P. Rigopoulou’s talk at the conference on immigration, during the first presentation of The Way to the
West, which took place at the abandoned factory of IME (Foundation of the Hellenic World), in December 2001.
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Mépaopa, akpuflikd oe kapPd,

250%300 cm, 2000
Passage, acrylic on canvas
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O oknvoypda@os Kupidkos Katloupdkns site:
lMepi tns tansivoppoaoivns tou kadou KAE@tn

TavaPiEnovias eik6ves and pakétes oknvoypagidv tou Kupidkou Katoupdkn, noAiés and us onoies éxw yvwpioer {wvtavd kal
oto Batpo, Eavaoképtopal ta Afya Nou éxw PNopEcel va KATavONow OXETIKA UE T oKNVOypagia Kai nou ou GEPVOUV OTO VOU
Né€eis dnws weudaioBnon, Badpa, yayeia, Kivnon, ews.

H oknvoypagia tou Bedtpou, toufidxiotov oty ekdoxi nou to npwtoyvdpioe n EARGSA, eixe ndvia va kavel pe v yweubaioBnon
Kai to Badpa. O AydBapxos, oknvoypd@os tou AloxUiou, pvnpoveletal, ektés and ta GAfa tou entelypata pe ta onoia nAou-
TOE 10 oKNVIKG onflootdalo, yia TS KAIVOTOUIES TOU OTnV NPOoOoMTKNA, Mou ané pévn s naier pe tnv yeudaiobnon kai 1o Badpa,
kaBs okaBer otn Giodidotatn enipdveia o BaBos nou nayidedel o pdu tou Beath. Eva oknviKd GUwSs OUYYEVEUE! YEVIKOTEPQ HE
0 Badpa kar t payeia. Av KOItGEOUPE pia PHakéta oknvikoU, auth, akOpa Ki av gival N Mo Mot HIKPoypagpia tou oknvikoU, Sev
pas anokanuntel apéows 6fa ta puoukd autold nou Ba SoUpe otnv napdotaon.

Ano tn pakéta Aginel npdta and 6Aa n kivnon. Mia kivnon nou Sev ival povaxa oUte KUpiws auth nou €xouv KAanoia Koup-
diotd naixvidia, ta autduara naiyvia nou ol EAANves yvpidav hdn and ta xpdvia tou Opnpou Kai nou £pracav oe eKnANKUKN
tefeidtnta ota xpdévia tou Hpwva tou AdeCavpivou. Te éva netuxnpévo oknviko, ol adiayés nou Ba yvwpiosl otn SidpKeia Tou
€pyou gival 1000 MIo NEWXNPEVES Oxi 600 eival Mo eviunwolakés, aiid oo kaUtepa cucowpatdvovial otn dpdon, to pibo,
ouataon npayudtwy tou £€pyou, dniadn to éflov s oknvikis apiynons, nou gival kapnds tou Adyou, s ékepaans, s Kivnons,
s pouaIKns Kal 6fwv twv dAAwv otoixeiwv nou anaptiouv pia napdotaon.

Enions, and t pakéta Aeine o pwuouds, nou ival KUPiapxo CTOIXEl0 Hias Napdotacns otnv €noxi pas. Mnopei ota apxaia
xpévia va éneinav oxebdv NANPws ta edta, ektds and autd Nou NPOCEPEPE N GUON Kal EVIOTE KAMOIES NUPES (GNwS TwV GPUKTW-
pidv otov Ayauéuvova) h dauiof (6nws tns Kaoodvdpas ous Tpwddes) kal akOpa propei o Mnpext va enixeipnpatoidynoe unép
twv adlagoponointwy «pdtwy npdPas», n aiodnon pou wotdoo &ival Nws akOuNn Kal tOte —kai noAU NepIcaoTEPO CRPEPA— Ol
(PWUGCOI CTNVOUV Eva OKNVIKG €IS Tnv deutépay PETEXOVTAs otn OpAon Kal MPWTaywVvIotmvias NoAnés popés otn Beatpiki Siafektkn
kivnon ané to okotadi oto gws, and 1o KpuPd oto eavepd Kal avuotpoPws. Na tov Katdoupdkn n onpacia twv euwtoudy sival
kataAuTKh Kal autd @aivetal 1oo oto €IKActkd, 600 Kal OTo BaTPIKO KAl OTO KIVNUATOYPA®IKO Tou €pyo. Meydnes rnepioxEs oKo-
tadioy, pavpou, evafiddooovial he Xpdpa Kal pws —h petaifdooovial o€ Xpdua Kal Gpws— ta oroia £tol yivovtal nio dpacuka.

‘Eva newuxnpévo oknvikd eivar payyaveia kai pe annes évvoies. Eival éva koxUai adeiavé nou Spws eKNEPNEl JOUCIKA ts Yéoa
Bdanaooas. Eva kevd kEAUPOs nou npooefkUel pe pia kevipopdio dUvapn ta évia nou gival ta Beatpikd npdowna, ol nBonoiof
Mou Td EVOOPKWVYOUY, N avéoa twv Beatdv, va gloxwphoouy Kal va Tou Xapioouv tnv ephpepn kat aévan {wn s napdotaons.
H payyaveia auth pou Bupicel tou Adyla kdnoiou MaAdou oknvoBétn tou npTou picol tou 200U aidva nou pas pider yia m
duvapn pias adeiavis oknvhs. Oxi autis nou anopével opeavi didu pia napdotaon anétuxe Kal anagidnke and tous Beatés s,
adid s oknvis nou pével adeiavi 616t o KUKADS v Napactdoswy EKAEIoE, Kal IPa yivetal o xpos evés dinou dpduartos:
Mnpootd ota pdua s yuxns tou avBpdnou tou Bedtpou, o onoios kabuotepel ekel, d€opios ts avandinons, napeialvouy —n
nio cwaotd §avanaioviai— oav og dpapa, Ol OKNVES Twv €pYwV Nou avéPnkav, ol Jop@Es twv nBoroidv nou énaigav, Ta evepyeiakd
Qoptia Twv aloBnpdtwy, oknvik@v Kal didwv, goptia nou napapévouv dpvta, £otw Kal av 6aa ta yévvnaav éxouv napéndel
Qveniotpent.

‘Etor kai yia to dnpioupyd nou culntoldpe. Mia oknvoypagia tou gival éva kEAUQOs, €pyo eokeppéva npitelés nou kafolval
va yepioouy, va tedsidoouy, ol 16€€s, of UVALES, Ol oUYKIVACElS ANAwy, tou oknvoBEtn, Tou pouaikoy, ta Koppid dAfwyv, twv
nBonoidv. Kar akéun pia oknvoypagia givar yi” autév ndvia éva épapa. Opapa nou npérnel va ocuvavingoel 1o okNVoBEeTKS €ite kal



10 UnokpIukd, anAd nou exkkivel and apempies nou katanhyouv pev oto Sidnoyo Le o €pyo, To Kelevo, Tous ouvieleotés, annd
nou, avap@ifona, éxouv pia noAU Nio NPOGWMIKA Kal Tautdxpova nio alvBetn kataywyn. O oknvoypdgos S1aBadel éva Keiuevo
Kal opapatletal évav kéopo. Kal auth n cuvavinon yevd tn olvBeon twv SIKMV ToU anooKeUWY Kai tou difou, Tou KavoUpylou,
rou eival 1o €pyo kal n punveia tou €pyou, ol cuykiivouoes SnAadn evépyeies nou kafoUvtal va yevwNnNoouv 0 anpooddknTo.

O1 anookeués tou KatCoupdkn eival noAfaniés: And t pia eival o SidAoyos tou thpa pe to dAfote, tou €6 pe to aliou. Tou
kAaoikoU, apxaiou €fte Kal avayevvnolakoU, PE TO HOVIEPVO Kal aKOHa e T0 Aaikd, Koitayuéva Pe 1 HAta ToU HOVIEPVICHOU:
Yroixeia nou PBpiokoupe kupiapxikd otov Toapouxn kai tov Alapavidnoudo, otov Kouv kal tov Aaldvn. Kar aképa, n eypovi og
ekeivn v 18ayéveia ts pauds Kai s ypagns, nou gival to aviBeto tou enapxidukou anokAgiopoy kai n npolndBeon tou avoiy-
patos otov kéopo. Ané tnv aAAn, gival o yévipos didifoyds tou pe pia {oypadikn, ekeivn —kai €6 Ba pnopoloape va BupnBoUlpe
néni tov ToapoUxn— nou péoa otnv akivnaoia s eykupovel ndn ot tétolo Babud kivnon, Spdon, dpdpa, date va SikaioUuaaote va
noUpe 6u n Beatpikni tous Souneld, o1 Tpwddes Tou evos efte o Téuno tou dfou, eival e pia évvola €pya Nou anokauntouv
Hia oknvikn didotaon nou ol nivakés tous ékpufav avékabev. Téos, 0 oknvoypd®os yia tov onoio piloUpe SiekSikel tov ttio
Tou Baupatonoloy, 6nws kai dAdol nou éypayav iotopia oto nedio autd, and tov unoupunpévo and tous adaels KAdvn péxpl
Kal tov Toapouxn, kai yia évav anio Adyo: To 6u katagpépvel, emdntel niotedw, va pas deixvel nAodoio autd nou eival Twxo,
Suvatd auté nou gival aduvato, petactoixeidvovtas ta tanevéd ulikd. Mepikd napadeiypata: Xto O dvipas eival dvipas Tou Mnpext
petapopedvovtal kapouiia kalwdiwv ts AEH oe kavévia, yépupa, tpaivo, €€5pa, K.4. 1o Sintuxo tou Zpiviunepyk T¢ouia/
ZoudveBrt, ta aneiinukda oxovid nou kpépovial an’ 1o taPdvi ndvw oe évav Ndyko Tou Xaodnn oto Asomnowvis T{ouAia Yetapop-
pwvovtal o€ ToipKo oto ZoudveBit. Eva Aeukd Upaopa otous [Mapabepiotés Tou MkOpKU PETATPENETal 0€ oupavous oAGAAUNPOUs
kar vuxtepivoUs. Eva Si1dtpnto gpévio oto Mivvn n abwa afnddel ouvexds og gidta s néins. Ta aibepévia 66pata oo Ipiyéveia v
Audiér yivovtal 016ep6ppaxtos kloids kar pia kOkkivn kniiba ato kévipo s opxnatpas otnv Enidaupo yivetar aipootayés ohpa
enepXOPEVNS opayns. £1o Happy End pe anild otoixeia {wvtavelel n noAitkh nAgupd tou yeppavikoU eEnpeaioviopol. Autd ival
eviénel otdon aiobnukn, «apte N6Pepax» ektds CUPHMV Kal Eloaywydy, kal dpa otdon noAiukn, epoécov cuAAapBAvoupE tv
nofrukn ws 1o avtiBeto s ocuvBnpatooyias.

Kar ebd aier évas €161k6s €naivos otov kaffiéxvn. Mpdkertal yia 1o yeyovods éu, av kal npooPeBinpévos abepdneuta o i610s
ané 1o pIKpdPIo s oknvobeoias, Sev enediwée, ouvepyaldpevos pe Tous SIAPOPoUs OKNVOBETES, Va urep-oknvoypaprioel, va 8ol
dnAadn otnv Gyiv Twv OKNVIKMY, TwV KOCTOUKIMY KAl TWV OKEUMVY TO apvnTKO ekeivo npoBadiopa nou o ApIototéins Katadikadel
1600 guotoxa otnv [lointikA Tou Kal nou SUcTuxds té00 ouxva cupBaivel otnv €nNoxn pas, ENoxi 6rou n eikéva AsItoupysl epApny
N kai kévipa oto Adyo pe 6ies Us Evvolies s AEENs. Kar edmd Ba npoonabnow va §avaouveéow o oknvoypd@o pe o {wypdpo
KatCoupdkn, Aéyovtas 6u 6nws Sev unep-oknvoypagei, enions nouBeva dev unep-wypapilel, 5Sniadn nouBevd ev avandvetal
oo va ijos K@vel enidei€n IKavotitwy, kabs agnvetal, napadidetal, oto Balpa s eIKGVaAs tanevos, NapadexEUEVos 0pBds Nws
6,u kafd Pyaivel and ta xépIa Pas 10 EXOUE KAEUpEVO and KAnoio onnAaio HE Kpuppévous BnoaupoUs, pnopel autd tou MNAdtwva
n ekeivo tou Aflavtv 1 kdnolo Ao, kpuppEévo nio kovtd pas. Kai auté Si6tu n tanevoppoalvn n aAnBiviA, n tansivoppocivn
tou Kaflou kAéptn, eival n oppayida, n enioepdyion, TNs NMoIGTNTOS NS YPAPNHS.

MNdaykos Avbpeddns
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The stage designer Kyriakos Katzourakis or:
The humility of the good thief

Seeing again pictures of Kyriakos Katzourakis’s stage design storyboards, many of which | have seen up close, in the theatre,
I am thinking again of the few things | have been able to comprehend regarding stage design, which bring to mind words
such as illusion, miracle, magic, movement, light.

Theatre stage design, at least in the form in which it was introduced in Greece, was always connected with illusion and
miracle. Agatharchos, Aeschylus’s stage designer, apart from his other accomplishments, with which he enriched the stage
design tradition, is also cited for his achievements in perspective, that plays with illusion and miracle as it carves out of the
two-dimensional surface the depth which captures the spectator’s eye. A stage set, however, is more generally connected
with miracle and magic. If we look at a stage design storyboard, even if it is its most faithful small-scale reproduction, it
doesn’t immediately reveal to us all the secrets of what we are going to see in the performance.

The storyboard first and foremost lacks movement. Movement that is not only — nor mainly — the movement of some
wind-up toys, the automated toys known by the Greeks since Homeric times, which reached utmost perfection during the
time of Hero of Alexandria. The changes that a successful set will go through during the play are most successful not when
they are most impressive, but when they can be incorporated in the best possible way into the action, the myth, the play’s
composition of acts, meaning the scenic narrative as a whole, which is a product of speech, expression, movement, music
and all other elements that comprise a performance.

Moreover, the storyboard lacks lighting, which is a key element in a performance in our days. Despite the fact that in
antiquity there was almost a total lack of light, apart from what nature offered, or the occasional light cast by a fire (such as
the watchtowers’ fire in Agamemnon) or by torches (such as those of Cassandra in Trojan Women), and even though Brecht
may have spoken in favour of the unmodified “rehearsal lights”, | feel, however, that even then —and much more so today
— stage lights help magnify a set, becoming a part of the action and many times taking centre stage in the theatrical dialectic
movement from darkness to light, from the hidden to the obvious and vice versa. For Katzourakis, the importance of light
is imperative, and this is obvious both in his paintings and his theatrical and cinematic works. Great areas of darkness and
black alternate with colour and light — or change into colour and light — which thus become more drastic.

A successful set is sorcery, albeit in a different sense. It is an empty seashell, which transmits, however, music from the
depths of the sea. A vacant shell that invites, through a centripetal force, the entities — the characters, the actors who
portray them, the audience’s breaths — to enter and offer it the ephemeral and eternal life of the performance. This sorcery
reminds me of the words of a French director of the first half of the 20th century, who spoke of the power of an empty
stage; not the stage which is orphaned because a performance failed and was disdained by its audience, but the stage
that remains empty because the round of performances has come to an end, and is now becoming the premise of another
drama: in front of the eyes of the soul of a theatre person, who is lingering there, bound by his recollection, parade like a
vision — or, more precisely, are reenacted — the scenes of the plays that have been performed, the silhouettes of the actors,
the energy loads of feelings, props and other things, loads that remain active, even though the things that created them
may long since have passed.

It is the same when it comes to the creator we are discussing. A stage design of his is a shell, a deliberately incomplete
work, which must be filled, completed, by the ideas, the recollections, the emotions of others, the director, the musician,
other people’s bodies, the bodies of the actors. In addition, a stage design is always a vision for him. A vision that must cross



paths with the directing and the acting, but which begins from starting points that may culminate in a dialogue with the
play, the text, the contributors, but which, undoubtedly, have a much more personal and at the same time more complex
origin. The stage designer reads a text and envisions a world. And it is this encounter that creates the composition of his
own load and that of the other, the new, which is the play and its performance, the converging energies, in other words,
which are called in to create the unexpected.

Katzourakis’s load is varied: on the one hand there is the dialogue of the present with the past, of the here with the
elsewhere. Of the classical, ancient or even Renaissance, with the modern and even the folklored, as seen through the eyes
of modernity: elements we mostly find in Tsarouchis and Diamantopoulos, Koun and Lazanis. Moreover, the obsession with
that kind of perspective and writing, which is the opposite of a small-town seclusion and the prerequisite for an opening
towards the world. On the other hand, there is his fertile dialogue with painting, which — and here Tsarouchis also springs
to mind —, through its stillness, already encapsulates movement, action and drama to such an extent, that we are entitled
to say that their theatre works, one’s Trojan Women or another’s Templo, are in a way works that reveal a stage dimension
that was always concealed in their paintings. Finally, the stage designer who is our subject here claims for himself the title
of a miracle worker, just like others who made history in this field, from Klonis, who was underestimated by the ignorants,
to Tsarouchis, for an additional reason: that he manages, aspires, | believe, to present to us as rich that which is poor and
as strong that which is weak, by transmuting humble materials. A few examples: In Brecht's Man Equals Man, cable reels
are transformed into cannons, a bridge, a train, a podium, etc. In Strindberg’s diptych Miss Julie/Svanevit, the menacing
ropes hanging from the ceiling above a butcher’s counter in Miss Julie are transformed into a circus in Svanevit. A white
cloth in Gorky's Summerfolk is transformed into brightly lit night skies. A perforated background in Minni the innocent is
constantly changing into city lights. The iron spears in Iphigeneia in Aulis become an iron stranglehold, and a red spot in
the centre of the orchestra in Epidaurus becomes the omen of an oncoming massacre. In Happy End the political aspect of
German expressionism comes to life through simple elements. These prove, after all, to be an aesthetic stance, an “arte
povera” beyond fashions and introductions and thus a political stance, since we perceive politics as the opposite of slogan
chanting.

Here the artist deserves a special praise, because, even though he himself has been incurably struck by the directing virus,
he did not seek, collaborating with various directors, to over-direct, to give, in other words, to the appearance of the props,
costumes and utensils that negative precedence which Aristotle so aptly condemns in his Poetics and which, unfortunately,
is so often the case in our times, when the image functions in absentia, or even against the logos, in all aspects of the
word. And here [ will try to reconnect the stage designer with the painter in Katzourakis, by saying that, just as he doesn’t
over-direct, so he doesn’t over-paint at any point; meaning that nowhere does he endeavour to show off his abilities, since
he surrenders to the miracle of the image with humility, being right in admitting that anything good that comes out of
our hands has been stolen from some cave with hidden treasures, maybe that of Plato or that of Aladdin or maybe some
other, hidden closer to us. And that is because real humility, the humility of the good thief, is the seal, the confirmation of
the writing’s quality.

Yangos Andreadis
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Timeline
ATHENS 1963-1972

Kyriakos Katzourakis was born in Athens in
1944.

1964-1968

At the Athens School of Fine Arts he studies
painting with Yannis Moralis and stage design
with Vassilis Vassiliadis. He paints at the school’s
workshop, practicing with the colours of the Im-
pressionists, and in his own studio he experiments
with the ways of the Cubists, especially Georges
Braque.

He meets the sculptor Kostas Klouvatos and learns
about Giacometti, Brancusi, Moore, Chalepas.
Apartis also teaches at the School. Katzourakis
travels to Mytilene on a school assignment, where
he sees works of Theophilos at Eleftheriadis’
house. He reads about the Thirties Generation,
which influences him and he starts combining
in his paintings Cubism and Theophilos. Encour-
aged by Klouvatos, he starts composing on large
surfaces on a black and umber base. Through his
brother, Dimitris, he becomes acquainted with
the architecture of Pichionis, Konstantinidis, Le
Corbusier, as well as Marxist theories; he joins
the students’ movement.

He studies script writing with Theodoros Angelo-
poulos. At the same time he works on creating
plastic architectural models with Lefteris Yannou-
lopoulos and collaborates with the magazine “Art
Review" (Epitheorisi Technis).

During the Junta he is a 4th year student at the
School.

1967

He plays in Demos Theos's film, “Kierion.” The
cinema world fascinates him; Sfikas, Voulgaris,
Kavoukidis, the Arvanitis brothers. Politics and its
relationship with art permeate his work.

He is denied his passport and thus cannot travel
abroad.

1969
Together with Yannis Valavanidis, Cleopatra Dig-
ka, Chronis Botsoglou and Yannis Psichopedis he

Xpovonoéyio
ASGHNA 1963-1972

O Kupidkos Katoupdkns yevviétal otnv ABnva to
1944.

1964-1968

Ynoudadel {wypagiki pe tov Ndavvn Mépain oty
AXKT kar oknvoypa®ia pe tov Baaifin Bacideiadn.
Zwypailel 010 EPYACTNPIO TNS IXONNS AOKOUUEVOS
OTO XPMUA WV IUMPECIOVICIMV Kal oTo atenié tou
neipapatifetal PE ToUs TPONous v KUPIoTMV Kal
161aitepa tou Georges Braque.

I'vowpidel tov yAunn Kdota KAouBaro kar pabai-
Vel yia tov Giacometti, tov Brancusi, tov Moore,
tov Xafend. Xin Xxodn Sibaokel kal o Andpns.
Ta&bevel otn Muudivn, pe anooton s Ixofns,
kal BAénel ©6@ifo oto oniu tou EAgubepiadn.
AiaBade yia tn yevid tou ‘30. Ennpealetal kai {w-
ypa@ilel ouvbudalovias KuBiopod kair ©go6piio. Me
napotpuvon tou KAouBdrtou apxidel va cuvbétel
o€ peydanes enigdveies pe faon 1o palpo kai us
épnpes. N'vwpilel, péow tou adepeoU tou, Anpntpn,
TNV aPXITEKTOVIKN Tou Mikidvn, Tou Kwvotavuvidn,
tou Le Corbusier, tnv pap§iouki okéyn, eve evido-
ogtal oto goItnukoé Kivnua.

ApxiCel pabnpata oevapiou pe Tov B666wpo Ay-
yefénoundo. Mapdidnia epyddetal kavovas
OPXITEKTOVIKES NAAOTKES PHAKETES PE TOoV AsUTtépn
MNavvoufdnouno. Xuvepydadletal Ye 10 NEPIOBIKO
«EmiBedpnon Téxvns».

H Xouvta tov Bpiokel oto 40 £10s s oxofns.

1967

MaiCel otnv taivia tou Anpou B€ou «Kiépiovy. Tov
€fkUel 0 KOOWPOS TOU CIVERd, 0 ZnKas, o Boud-
yapns, o KaBoukiéns, o1 abepgoi ApBavitn. H
nofliukn kai n oxéon ts P v xvn ynaivel otn
bouield tou.

Xépnon SiaBawnpiou, pe anotéfeopa va pnv pno-
pei va tagibéyel oto e§wtepIKo.

1969

Me tous MNdvvn BadaBavidén, KAeonatpa Aiyka,
Xpoévn Mnérooyiou, Navvn Wuxonaibn 16pusi tnv
opada «Néoi EAAnves Peanfiotésy. Evidoostal otnv
«Opada Téxvns A'». H nodiukonoinuévn xvn og




avtBeon pe 1o coolafioukd peadiopd, n aviiota-
on otn Xouvta, 1o 6velpo yia eNglBepn xdpa eivai
ta {nthpata nou anacxoflolv, épyw, tnv opdda.
Exefvn tnv enoxn kdvel tn Ontefa tou.

1971

®ifotexvel ta okNVIKG Kal Ta KOoToUHIa OUS TaIvies
«Mpogevid s Avvas» tou Boudyapn kal «Mépes
ToU '36» tou Ayyeidnoundou. O1 diavoolpevol
aykafiaZouv 1o ©66wpo, 1o ecuPdn Osooanovi-
Kns tov MNavteAn. Zuykpouon yiyaviwv. H oduvnpn
€UNeIpia Tou otpatoU KataypaQetal ota NPMTta €pya
tou nofiukns {wypaikns, dnws Kai oto Pivieo «Ai-
YO npiv» nou ékavav pe tov Mndunn Beveténounio
10 2010 (0 povonoyos tou 16iou).

1972

‘ExBeon tns opdbdas oto Ivoutouto lNkaite kai n &n-
pooiguon twv pavigéotwy twv Néwv Peadiotdy oto
«Xpoviké» tou AcavioUp Mnaxapidv. (H ékBeon
petagépetal otov «Koxdia» tns ©sooafovikns
tou Kdota Aaxd to 1973.) To kadokaipi anoktd
SiaBatnpio kat pe tn olvipoed tou XpUoa Boubou-
poyAou twagdevouv ot leppavia. H Documenta V
—n nio onpavuki péxpl onpepa ékBeon— gival ka-
Bopioukn otnv e§€MIEN TS EIKACTIKAS TOU €pEUVas:
KavoBits, Zapkioidv, OAviepunoupyk, Auepikavol
uneppeafiotés, eykataoctdoels. H nAnpns anoucia
KpIukoU peaniopou kal nofliukns ©xvns avuotadpi-
{ovtal pe TNV napouoia tou 16iou tou Joseph Beuys
Kail pe v nofrukn tou napéufaon.

AONAINO 1972-1985

Metavaoteter pe tn XpUoa oto Aovdivo érnou ou-
ykatolkoUv pe tov MNdpyo Xatdnuixdnn. Nvwpidel
tov yuxavadutn Avipéa lMNavvakouna. Mapapévouv
oiflor péxpl onpepa. O Avipéas gival o npdTos Be-
atis k@Be véou nivaka nou {wypailel ota noAu
Sdnpioupyikd xpoévia tou Aovbivou, o ornoios &ia-
Bétel tnv IkavéTnta va cuvbéel 1o Napov PE Tous
apxafous tpayikoUs pe egfabuvon, Aoyikn Kai noi-
non. Autd wBel tov Kupidko va pedethoel th oxéon
s yuxavanuons pe tnv txvn. Tautdxpova, PE
BonBeia tou Avtpéa kai ts Paula Heimann apxicel
avaduon ané o 1973 péxpi 1o 1980.

1973-1975
Metantuxiakés onoudés Printmaking otnv St.
Martin’s School of Art ka1 otnv Croydon College

founds the team “New Greek Realists.” He be-
comes a member of “Omada Technis A.” Political
art as opposed to socialist realism, resistance to
the Junta and the dream of a free country are the
issues that actively concern the team. During that
time he also does his military service.

1971

He creates the scenery and costumes for the films
“The Engagement of Anna” (To Proxenio tis An-
nas) by Voulgaris and “Days of ‘36" (Meres tou "36)
by Angelopoulos. The intellectuals embrace The-
odoros, the Thessaloniki Festival embraces Pantelis.
A clash of giants. The ordeal of the military service
is etched in his first political art works, as well as
in the video “A While Ago” (Ligo Prin), which he
created with Babis Venetopoulos in 2010 (the
monologue is his).

1972

Team exhibition at the Goethe Institute and
publishing of the New Realists’ manifestos in As-
sadour Bacharian’s “Chronicle.” (The exhibition is
transferred to Kostas Lachas’s “Kochlias” in Thes-
saloniki in 1973.) In the summer he acquires his
passport and together with his partner, Chrysa
Voudouroglou, they travel to Germany. Documen-
ta V —the most important exhibition, so far — plays
a decisive role in the development of his artistic re-
search: Canovic, Sarkissian, Oldenburg, American
surrealists, installations. The total absence of criti-
cal realism and political art are counterbalanced
with the presence of Joseph Beuys himself and his
political intervention.

LONDON 1972-1985

Together with Chrysa they emigrate to London,
where they live with George Hatzimihalis. He
meets the psychoanalyst Andreas Yannakoulas,
with whom he still remains friends. Andreas is the
first to see every new painting he creates during
his very prolific years in London; Andreas possess-
es the quality of being able to connect the present
with the ancient dramatists in a profound, logical
and poetic way. This propels Kyriakos to study
the relationship between psychoanalysis and art.
At the same time, with the help of Andreas and
Paula Heimann he begins his own psychoanalysis,
from 1973 to 1980.



1973-1975

Postgraduate studies in printmaking at the St.
Martin’s School of Art and the Croydon College
of Art and Design. During that time he designs
the posters of “Rigas Fereos,” an organization of
the Communist Party of Greece, as well as his first
film animation storyboards.

During the years of psychoanalysis he delves deeply
into the relationship of personal and political ele-
ments with art’s “craftsmanship.” He studies the
classics: Rembrandt, Veldzquez, the Italian Renais-
sance, and in his own paintings he regularizes the
relationship of all those with modern history. He
is out of fashion; conceptual art is everywhere.
The galleries view him as a strange political be-
ing that practices social realism, something which,
of course, he abhors. This peculiarity, however,
is what excites Eduardo Paolozzi, who organizes
an exhibition with his works at the Arts Council
Serpentine Gallery. An unexpected success, con-
sidering that this same hall also exhibits Richard
Long and a series of conceptual artists.

1977

The birth of his son, Aris. This is the most impor-
tant year. Everything acquires a different value,
everything is interconnected: the past, the pres-
ent, rebellion, craftsmanship, the concept of time,
devotion, the belief that art will never die, the love
for the unknown, everything is new and it begins
with Aris’s birth.

1979

In the summer, under the initiative of G. Hatz-
imihalis, Tsarouchis visits Katzourakis’s studio in
Athens. The first conversations continue during
Tsarouchis's rehearsals for the performance of the
Women of Troy.

1980
He participates in the Sao Paulo Biennale.

1981
He participates in the Xl Biennale de Paris.

He collaborates with the E. Totah Gallery. There he
meets Paola Rego, the collector Kostakis and other
painters. It is a moment of re-evaluation and a turn

of Art and Design. Ztn oxofn oxeb1Glel apioes ins
opydvwons «Phayas Oepaios» tou KKE Eowt. ad-
A& oxedidlel kal 1a npdra tou storyboard yia film
animation.

Ta xpoévia ins avdafuons euPabivel otn oxéon twv
NPOCWMIKMVY Kal NOAIIKMY OTOIXElwV PE TN «pa-
otopikh» s {wypa@ikns. Mefetdel tnv KAAoIKA
{wypagikn: Rembrandt, Veldzquez, ltafdikn Ava-
yévvnon, kal cuotnpatonolel otn {wypaIki 1ou
™ oxéon 6Awv autdv PeE t cldyxpovn Iotopia.
Eival extés pédas, n evvolofoyikA €xvn oapdVvel
navtoU. O1 ykadepi tov avupetwnifouv oav éva
napda&evo nodiuké ov nou kavel coolafiotikd pe-
afiopd, kdu nou euoikd anexBdavetal. Auth Spws
n napa&evid evbouaoidlel tov Eduardo Paolozzi nou
opyavmvel €&kBeon pE ta €pya tou otnv Serpentine
Gallery tou Arts Council. Anpéontn enituxia, av
okeQtel kavels 6u otnv iGia aibouoca epgaviletal
161€ 0 Richard Long kai pia ogipd and evvoliofo-
yIKoUs KanAITéXves.

1977

H yévvnon tou uioU tou, Apn. H nio onpavukn
xpovid. OAa anoktolv pia Siagopeukn agia, 6Aa
ouvdéovtal: napelBdv, napdv, enavdotaon, Hacto-
P14, n évvoia tou xpdvou, n apoaoiwan, n niotn ot
n {wypagikn dev Ba neBdvel noté, n aydnn yia 1o
ayvworto, 6Aa gival kaivoupyia Kai Ekivolv an’
yévvnon tou Apn.

1979

To kaflokaipi, pe npwrtoBoudia tou I'. Xat¢npixann,
o ToapoUxns eniokéntetal to atenié tou Katfoupd-
kn otnv ABiva. O1 nptes cu{nticels cuvexilovtal
ous npoéPes tou Toapouxn yia to avéBaocpa wwv
Tpwdbwv.

1980
Yuppeéxel otny Biennale tou Sao Paulo.

1981

Yuppetéxel otn Xl Biennale twv Mapioicwv.
Yuvepyaoia pe tnv E. Totah Gallery. Ekei yvwpilel
v Paola Rego, to ouiiéktn Kwaotdkn kar GAfous
(wypdoous. Eival pia ouypn enavaciviagns kai
oTPOo@Ns NPos pia Kaivoupyla eikovoypagia. Ius
enionpes ekBEoels Opws Kuptapxel n evvolionoyikn
TéXvn.
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1982

Map’ 6Aa autd, v endpevn xpovid to Arts Council
opyavdvel avadpopiki ékBeon tou Katfoupdkn oto
pouoeio Midland Group Nottingham. H ék8gon pie-
tapépetal otnv Totah oto Aovdivo kai otnv Qpa. Ta
bUokona xpdvia tov atnpilel n eiAdAoyos kal oui-
Aéktpia Gabriella Agratti. Tagi6edel oto MiAdvo kal
wn Popn. BAénel yia npdtn @opd Caravaggio otnv
ekkfinofa San Luigi dei Francesi tns Pdpuns. AvaBe-
wpel us avudiyels tou nepi peaniopoy, enidIMKEI
{wypapikn oe peydnes em@aveies. Hon éxel Kavel
fresco buono oto onfu tou otn Zipvo kai fresco
secco o€ 6Uo oniua atnv ABAva. 1o Aovdivo ne-
txaivel th ouvtayn s kadeivns ané 1o Bifdio tou
Max Doerner kai {wypa@ilgl évav 10ixo oto oniu
tou Avrpéa MNavvakouna.

‘Epxetal o Toapouxns oto Aovdivo, otepidvel pia
noAu kann, éktote, oxéon. Atedsiwtes oulnNTNoEIs
yia ta ®@ayioly, t {wypaiki ous AnkuBous, 1o
ox€610 atn YAUMUKA TV apxdiwv, ToV E0WTEPIKO
@oppafiopd s Aitis oxediaons.

Ynoyn@idétnta otnv AZKT yia th Béon tou anepxo-
pevou Mépann, pe napdétpuvon tou Mnaxapidv
afnd kai tou 16fou Tou Mdpann. Aev ekiéyetal.

EMIZTPOO®H 1985

1988

Me tov 1otopIkd xvns Kal gifo Niko Xatdnvikodd-
ou gtvouv v €kBeon tou EA Mkpéko atn Bacifikn
Tou Ayiou Mdpkou oto Hpdkieio Kpatns.

1989

TKknvIKa kal kootoUpia yia tnv napdotacn «fuddi-
vos Kéapos», oknvoBeaia Biktwp Apdittns. Apxi
ouvepyaoias pe tov Ndpyo Aaldvn kai 1o B€atpo
Téxvns (6ekaég épya peneptopiou Kail TECOEPIS NPE-
Wiépes otnv EniGaupo, 1989-2006).

1990

And 1o 1990 kar petd dounevel ouvOeta épya
EPEUVMVTAS TNV ECWTEPIKA OXEON KAl CUVAQEIQ
v emnpépous tExvmv. «TéunAo — Oikos Evoxhs»
10 1990. Eva auvBeto £pyo {wypagikns — Bedtpou.
To kefpevo ypa@nke otn S1Gpkela v Npofdv
(Téundo — Oikos Evoxns, K. Kat{oupdkns, ek6OCEIS
E€Gvtas, 1994). To épyo €yive pE TNV NPOONTKN va
1agi6evel aav «npdaguyas vads» ata Bafkavia, pe-

towards a new image making. In official exhibi-
tions, however, conceptual art prevails.

1982

Nevertheless, the following year the Arts Council
organizes a retrospective exhibition of Katzourakis
at the Midland Group museum in Nottingham.
The exhibition is transferred to the Totah gallery
in London and to the Ora gallery in Athens. During
the difficult years he has the support of philologist
and collector Gabriella Agratti. He travels to Milan
and Rome. He sees Caravaggio for the first time,
in the San Luigi dei Francesi church in Rome. He
re-evaluates his views towards realism and he aims
to paint on large surfaces. He has already painted
using the fresco buono technique in his house in
Sifnos, as well as the fresco secco technique in
two houses in Athens. In London he successfully
creates casein paint using Max Doerner’s book
and he paints a wall in Andreas Yannakoulas’s
house.

Tsarouchis comes to London and this makes the
beginning of a good, solid friendship. Never-end-
ing conversations regarding the Fayum portraits,
painting on lekythoi, ancient design and sculpture,
as well as the interior formalism of austere de-
sign.

Nomination at the Athens School of Fine Arts
for the position of the departing Moralis, backed
by Bacharian and also Moralis himself. He is not
elected.

THE RETURN, 1985

1988

With art historian and friend Nikos Hatzinikolaou
they set up the El Greco exhibition at St. Mark's
basilica in Heraklion, Crete.

1989

Scenery and costumes for the performance of
“World Made of Glass"” (Yalinos Kosmos), directed
by Victor Ardittis. The beginning of the collabo-
ration with George Lazanis and the Greek Art
Theatre (Theatro Technis, sixteen repertoire works
and four premieres in Epidaurus, 1989-2006).



1990

From 1990 onwards he creates composite works,
researching the deeper relationship between the
various arts. “Templo — House of Guilt” in 1990. A
composite work, comprising painting and theatre.
The text was written during the rehearsals (Templo
~ House of Guilt, K. Katzourakis, Exantas Editions,
1994). This work was created with the intention of
serving as a travelling ambassador to the Balkans,
imparting the idea that different religions should
coexist. Various events, however, did not allow it.
It did managed, though, to travel to many cities in
Greece and Cyprus. The music, by George Christi-
anakis, can be found on the CD called “Templo."”

He founds “Omada Technis” (Art Group); works
comprising different art forms: cinema, theatre,
painting, photography, installations, various inter-
ventions in the room. He sets up the space and the
costumes for the first performance of the Oktana
dance theatre, Igor Stravinsky’s “Les Noces."”

1991
He is a founding member of the European Artists’
Group "Europa 24."

Next he collaborates with Lazanis (Trojan Women,
Nebulae, Summerfolk, Miss Julia, Pirandello, Chekhov,
Happy End, Koltés) while also painting.

1997

“Portrait”: text by Dionysis Kapsalis, painting and
directing K. Katzourakis, actors Katia Gerou, An-
neza Papadopoulou. Music G. Christianakis.

1999

In the summer, during the bombings in Yugoslavia,
he creates the composition “lera Odos — Europe is
bombarding itself,” which he presents in Gazi. It
is an art installation (100 paintings, photographs
and acrylics, five composite sculptures, music and
sound). The work was completed between May
25th and the end of June.

2000

He has begun to study the gradual change in Ath-
ens caused by the great waves of refugees that
started to arrive from all over the world. In a coun-
try with no institutions, with no “normalcy” in

Tagépovtas v 16¢éa tns cuvinapgns SiapopetKdY
Bpnokeidv. Ta yeyovdta dpws Oev to enérpeyav.
Tagidewe ndviws oe noAfés néels otnv EANGSa kal
ownv Kdnpo. H pouaikh tou MNdpyou Xpiouavakn
kukio@opel oe CD pe tov titAo «Téunio».

I6pUel tnv «Opdda Téxvns»: épya ouvepyaoias
blapopeukdyv texvdv: olvepd, Béatpo, {wypadi-
K, pwtoypapia, eykatactdoels, napePPAcels oto
XMPO.

YTAVEl TO XMPO KAl Ta KootoUpia oty npwtn -
@davion tou xopoBedtpou Oktdva, «Oi1 yauol» tou
‘lykop ZtpaBivoki.

1991

16putikd pénos tns Eupwnaikns Evwons Kafdite-
Xvv «Europa 24».

To endpevo Sidotnpa ouvepydletal pe tov Aaldvn
(Tpwddes, Nepénes, MNapaBepiatés, Asonoivis T(ouAia,
Mipavtéo, Toéxwe, Happy End, Kontéd) kai napdn-
AnAda {wypailel.

1997

«Mpoownoypagia»: keipevo tou Alovion Kaypddn,
{wypagikh kai oknvoBeaia K. Kat{oupdkn, nBonol-
of Kdua Mépou, Avvéla Manadonouiou. Mouaikn
I'. Xpiouavakns.

1999

To kadokaipi, otn didpkeia twv BouPapdiopdv
s MouykoonaPias, piotexvel tnv evotnta «lepd
0606s — n Eupdnn BopPapbdilel Tov eauto ts», TV
onofa napoucidlel oto Nkad. Mpokertal yia pia €1~
Kaoukn eykatdotaon (EKato Nivakes, pwtoypagies
kal akpuflikg, névie olvBeta yAuntd, Youaikn Kai
fixol). To olvoflo autis tns Soudelds éyive and 25
Maiou péxpi ténios louviou.

2000

‘Exel apxioel va peletd tn otadiakn addayn otnv
ABnva and ta peydia kipata wwv NnPoceUywv nou
apxioav va épxovtal ané naveoy. e pia xdpa xwpis
BeopoUs, xwpis «kavovikOTNTa» otnv Kabnuepivh
Cwn. Xe pia xdpa énou o idlos aioBavétav ocav EE-
vos, GpxIioe va kataypdgel tous Evous. Exel pnel
OTO XMPO TOU KIVNPAToypdPou KavoviKd. Zuyke-
VIpvel Hekades Mpes ontkd UAIKG, CUVEVTEUEES,
Kataypaen nePIoTatk®V, nNnyaivel otous XMPous
nou uno&éxovial Tous NPOCPUYES Kal TautdXpova
otivel tn Sdopn s NPdNS TOU Taivias.
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‘Eotnoe kataxefpwvo pe ndyo kail xiévi péoa

otnv ABnva, o' éva eykatafedeippévo npdny
EPYOOTACIO 010 XWPO tou I16pUpatos Mef{ovos
EAAnviopoy, 1o noAuBéapa «O Ap6pos npos
Alon»: Béatpo, {wypaiki, ouvédplo, ouvaudies,
6fa éyivav énws énpene. Aykafidotnke and o
«bfktuo yia ta ikaidpata wwv npoopuywvy. Hp-
Bav éool eixav evbiagépov yia 1o Béua. Kar nap’
6flo nou to €pyo autd Atav and us NPWIES PHeyAnes
ekdnfdoels pe BEpa tous NPOCPUYES, TO ENfoNpo
Kpdtos, eknpéownol Tou TIrnou Kal tns KPITKAS
anoucfaoav, ektds efaxiotwv eaipéoswv. «O
Apo6pos npos tn AUon» nepINapPavel, ektos s
{wypaikns, Béatpo pe Kefpeva tns Mdpws Aouka
Kal tns Kduas Mépou. Xnv napdotaon énaile kai o
Nikos ApBavitns. Mouoikn Anpiatpns Bgoxdpns,
pwuopof Avipéas Tpupwvas.

2001

To «Metaixpio» ekdidel to BiBAio «Kupidkos Ka-
woupdkns — o Apo6pos npos tn Adon», pe npdioyo
tou M. Mnoukdna kar eicaywyn s M. Kouvevdkn.
Mepiéxel To olvono tns eikactikns napépfaons, 10
Beatpikd PEPOS, TNV €PEUVA YIA TOUS PETAVACTES
Kal 1a Kefpeva nou apydiepa Ba katain§ouv otnv
tavia «o Apdpos npos t Adaon».

2003

To Aikwuo Kowwvikns Ynootipi§ns Mpoo@lywy kai
Metavaotdyv ekdibel 1o HpepoAdyid tou pe épya
and v evotnta «lgpd O8b6s».

MaBafvel tn xpAon npoypappdtwy Kal HOoVIApEl
€KTOTE O 6105 TS TaIViES Tou.

OfokAnpdvetal n taivia «O Apdpos npos
Auon». Képdioe 1o Kpaukd Bpafeio Kandtepou
Ntokipaviép 2003, kaBds kal 1o FIPRESCI otn
B©eooanovikn. Zuppeteixe oto Yamagata IDFF. «O
Apbpos npos tn AUon» OHwSs CUUUETEIXE ws Tal-
via puBonAacias os peyana peoufdn (Locarno,
Tribeca, Montreal).

everyday life. In a country where he himself feels
like an alien, he begins to record the foreigners. He
has now fully entered the cinema world. He accu-
mulates many hours of visual material, interviews,
incident recordings, he visits the areas where refu-
gees are received and at the same time he sets up
the structure of his first film.

In the middle of an icy, snowy winter in Athens, in
an abandoned building that used to be a factory,
on the premises of the Foundation of the Hel-
lenic World, he set up the composite visual arts
installation “The Way to the West” (O Dromos
pros ti Dysi): theatre, painting, conference, con-
certs; everything was as it should have been. The
“refugee rights centre” embraced him. Everyone
who was interested in this issue came to see this
work. Despite the fact that the installation was
one of the first big events centering on the refu-
gee issue, the official state, press representatives
and reviewers were absent, with few exceptions.
Apart from paintings, “The Way to the West"
includes theatre with texts by Maro Douka and
Katia Gerou. The performance also featured ac-
tor Nikos Arvanitis. Music: Dimitris Theocharis.
Lights: Andreas Tryfonas.

2001

Metaichmio Editions publishes the book “Kyriakos
Katzourakis — The Way to the West"” with a pro-
logue by P. Boukalas and an introduction by P.
Kounenaki. It includes the whole of the art inter-
vention, the theatrical part, the research regarding
the refugees and the texts which will later end up
in the film “The Way to the West."”

2003
The Refugee Support Network publishes its Calendar
with works taken from the section “lera Odos.”

He learns the appropriate programs and starts to
edit his own films.

The film “The Way to the West” is completed. It
received the 2003 State Award for Best Documen-
tary, as well as the FIPRESCI prize in Thessaloniki.
He participated in the Yamagata IDFF. “The Way
to the West” also entered many big festivals as a
fictional film (Locarno, Tribeca, Montreal).



2005

He is elected Professor at the School of Fine Arts
of the Aristotle University in Thessaloniki. He leads
the 3d art workshop. He teaches until 2011 along-
side Vassilis Vassilakakis and Babis Venetopoulos.

He shoots his second film “Sweet Memory" (Glikia
Mnimi), amidst great financial difficulties, receiving,
nonetheless, two awards at the Thessaloniki Film
Festival (stage design: N. Politis, best supporting
actress: M. Zorba). It also reached several good
festivals abroad: Montreal, Mexico FICCO 2005,
14th Maroc IMFF, where it won the best actress
award (K. Gerou).

2006

“The Way to the West" is presented in the Cultural
Capital of Patra, with a prologue by Manos Ste-
fanidis. It also includes the political cabaret “One
for the Road"” (Tou Dromou): collaborators Katia
Gerou, Panagiotis Panagopoulos, Nikos Politis,
Nikos Platanos, Tilemachos Mousas, George Ko-
ropoulis, Mirella Nestora, Calliope Takaki.

2010

His third film, “Small Revolts” (Mikres Exegerseis),
is completed and enters the Thessaloniki and the
Montreal International Festivals. Filming is met
with difficulties. The main subject is Emmanuel
Panselinos, but the film coincides with the Vato-
pedi monastery scandal. Research in Mount Athos
is impossible; he only films the perimeter of the
mountain. The script is rejected by the Work-
ers’ Revolutionary Party, but with the promise of
funding and with very little money from the Ar-
istotle University of Thessaloniki, filming begins.
Financial ruin follows. Life continues amidst the
crisis...

With his friend and colleague Babis Venetopou-
los they participate in the exhibition Kodra 2010.
They set up their video installation “A While Ago”
(Ligo Prin), a macabre hypothetical prison of the
present/future, at a military camp’s underground
jail. A menacing and always timely Abu Ghraib.
The film is put forward by Manos Stefanidis to
represent Greece at the 54th Venice Biennale,
but the Ministry of Culture’s committee rejects it.
The same work, restructured, is exhibited in the

2005

EkAéyetal takukds kadnynws otn Ixodn Kafdv
Texvdv oto Apiototéielio MNaveniotipio Bgocoa-
flovikns. AleuBuvel 10 30 epyactipio {wYpPaPIKNs.
A1bdokel péxpl 1o 2011 pe ocuvepydrtes tov Baaiin
Baaoifiakdkn kai tov Mndunn Beveténouio.

H 6eltepn taivia tou «lAukid@ Mvipn», nou yu-
piotnke pe peydnn oikovopikn ducokoflia, affd
képbioe 6Uo BpaPeia oo ecuPan Oscoanovikns
(oknvoypaeias, N. Moditns, deltepou yuvaikeiou
po6nou, M. Zopund). E§w ta&ibeye enions og ka-
fa peocufan: Montreal, Me§ikd FICCO 2005, 140
Maroc IMFF, énou képbioe to npwro Bpapeio yu-
vaikeiou ponou (K. Mépou).

2006

«O Apdpuos npos tn AUon» NAPOUCIACTNKE otV
Natpa MoAmuoukn Mpwrtetouoa oe npéfloyo Ma-
vou Xtepavidn. MNepidapBdaver enions 1o nodiuké
kapnapé «Tou Apdpou»: cuvepydtes Kaua Mépou,
Mavayidns Mavayénoudos, Nikos Moditns, Nikos
MNAdravos, TnAéuaxos Mouaoas, MNapyos Koponou-
fins, Mipénna Néotopa, KaAAiénn Takdkn.

2010

OflokAnpdvetal n Tpitn tou taivia «Mikpés EEgyép-
OEIS» KAl CUPPETEXEN OTo Slaywviotikd tou AleBvous
®eoufdan Bsooanovikns kal tou Montreal. H tai-
via yupiletai pe duokoniies. Exel Oéua tov Mavouni
MNavoénnvo alid ocupnintel Xpovikd pe to okavoa-
flo tns povins Batonediou. AGUvatn n épguva oto
Ayiov Opos, Kivnpatoypa@ei pévo tov nepinfiou
tou 6pous. Andppiyn oevapiou and to EKK, an-
Ad pe undoxeon xpnuatoddtnaons Kal pe endxiata
xphpata and 1o AMNO &ekivael ta yupiopata. Enetal
olkovopiki kataotpo@n. H {wn péoa otnv kpion
ouvexietat...

Me to @fio kal guvepydtn Mndunn Beveténouno
ouppeExouv otnv €kBeon K66pa 2010. e éva
UnGYEIo KPATNTAPIO TOU OTPAtonédou GTivouv
wn PBivieogykatdotaon «Aiyo npivy», pia pakappia
unéBeon/puiakn tou napdévros/péinovios. Eva
aneiinukéd 6oo kai diaxpoviké Apnou Mkpdiyn.
To €pyo npoteivetal ané tov Mdvo Xtepavidn yia
va avunpocwnevoel tnv EAAGda otnv 54n Biennale
Bevetias afida n enitponni tou YI.MO. to anop-
pintel. To 610 épyo petaoxnuatcuévo ektibetal
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otnv opadikn €kBeon «O xpdvos. O1 avBpwnol. O1
IOTOPIES TOUS» OTO KEVIPIKO Ktipio tou Mouaoeiou
Mnevakn.

2010

«Xopa Eudiwtor»: peydnn ékBeon otnv ABiva
- ykanepi Ekppaon kat Fizz. Mpdioyos Mdavou te-
@avion.

2012
YUyKevtpVvel To UAIKG Kal TS ONUEIDOEIS TOU Kal

Ypaoel.

2013
Exbibel to autoBioypagikd keipevo «Tagn oto Xa-
os» ous ekbdoeis Kalgibookonio.

Aéka xpoévia petd 1o «Apdpo npos tn Adon» ypa-
@€l T0 OEVAPIO NS ENGUEVNS Talvias Tou pE Ttio
«To Aotpo tou Kepafaiou». Eva requiem yia tn
Xxwpa.

Avabdpopiki ékBeon 1963-2013 otn véa ntépuya
tou Mouacgiou Mngvakn.

collective exhibition “Time. People. Their Stories”
at the Benaki Museum’s central building.

2010

“Vulnerable Body” (Soma Evaloto): large exhibition
in Athens — Ekfrasi and Fizz gallery art rooms. Pro-
logue by Manos Stefanidis.

2012
He gathers his material and notes and begins writ-

ing.

2013
He publishes the biographical work “Order into
Chaos” (Taxi sto Chaos), Kaleidoskopio Editions.

Ten years after “The Way to the West” he writes
the script for his next film entitled “The Star of
the Capital” (To Astro tou Kefalaiou). A requiem for
the country.

Retrospective exhibition 1963-2013 at the new
wing of the Benaki Museum.



Atopikés ekO€ocis - Biennale

1966: I'kafepi Kepaia — ABAva

1968: AiBouaa Téxvns — ABnva

1969: NMavennadikni kanepi Actop — ABiva

1972: Goethe Institute — ABnva

1974: T'kaiepi Qpa — ABnhva

1975: Bedford House — Aovbivo

1975: Piccadilly Gallery — Aovéivo

1976: Serpentine Gallery — Aovbivo

1979: AiBouoa Téxvns — ABrva

1979: Biennale Sao Paulo — Bpagnia

1980: Xl Biennale twv Mapiciwv — Faddia

1981: Xl Biennale twv Mapiciwv — Oivilavdia

1982: Midland Group Nottingham — AyyAia

1982: E. Totah Gallery — Aovbivo

1982: Ikafepi Qpa — ABniva

1984: Alzaia — Pdpn

1984: l'kafepi Qpa — ABnAva

1985: AiBouca Téxvns — Xavid

1986: 'kafepi Eippds — Beooanovikn

1988: I'kanepi Qpa — ABnva

1990: AiBouca Téxvns — Hpdkielo

1991: lkafepi Kpewvidns — ABiva

1991: lkafepi Aykddi — ABhiva

1992: Mdu — Katepivn

1992: EUROPA 24 — Ouyyapia

1993: Monuedpo — MNdtpa

1993: Axapdapn — Képkupa

1993: Tipuvs — Kapbitoa

1994: Avvu Mnaitd — ©gooafovikn

1994: Exppaon — ABiva

1994: Apupdvn — lwavviva

1994: Enoxés — ABhva

1994: «Téunio», Nkafepi Kpewvidns — ABiva

1995: «Téunio», MUfos — ©eocoanovikn

1995: «Téunio» — Képkupa

1995: Ykopmids — Tpikafa

1996: «Téunio» — Aeukwoia

1996: «Téunno», Nkag — ABnva

1997: Xednvn — ABrva

1997: AiBouoa Téxvns — Xavid

1997: «[poownoypagia», Oecocanovikn, Mofdmouki Mpw-
€vouoa ‘97 — AnoBnkn 1, Aigavi

1998: «[Mpoownoypagia», Oéarpo Téxvns — ABAva

1998: «lNpoocwnoypagia», MNkadepi Zoupnoundkn — ABhva

1999: «Kouti Téxvns» otnv Sanofi

1999: Ikaq, «lepd O66s»

Individual exhibitions - Biennale

1966: Kerea Gallery — Athens

1968: Athens Art Gallery

1969: Panhellenic Astor Gallery — Athens

1972: Goethe Institute — Athens

1974: Ora Gallery — Athens

1975: Bedford House — London

1975: Piccadilly Gallery — London

1976: Serpentine Gallery — London

1979: Athens Art Gallery

1979: Biennale Sao Paulo — Brazil

1980: Xl Biennale de Paris — France

1981: Xl Biennale de Paris — Finland

1982: Midland Group Nottingham — United Kingdom

1982: E. Totah Gallery — London

1982: Ora Gallery — Athens

1984: Alzaia — Rome

1984: Ora Gallery — Athens

1985: Art Hall — Chania

1986: Eirmos Gallery — Thessaloniki

1988: Ora Gallery — Athens

1990: Art Hall — Heraklion

1991: Creonides Gallery — Athens

1991: Agkathi Gallery — Athens

1992: Mati — Katerini

1992: EUROPA 24 — Hungary

1993: Polyedro — Patra

1993: Acharavi — Corfu

1993: Tiryns — Karditsa

1994: Anny Balta — Thessaloniki

1994: Ekfrasi — Athens

1994: Amymoni — loannina

1994: Epoches — Athens

1994: “Templo,” Creonides Gallery — Athens

1995: “Templo,” Mylos — Thessaloniki

1995: “Templo” — Corfu

1995: Skorpios — Trikala

1996: “Templo” — Nicosia

1996: “Templo,” Gazi — Athens

1997: Selene — Athens

1997: Art Hall — Chania

1997: “Portrait”, Thessaloniki, Cultural Capital ‘97 —Ware-
house 1, Port

1998: “Portrait,” Art Theatre — Athens

1998: “Portrait,” Zoumboulaki Gallery — Athens

1999: “Art Box" at Sanofi

1999: Gazi, “lera Odos”
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2001: «O Apdpos npos tn Adon» — IME (16pupa Meiovos
EAAnviopov)

2002: Mepi Texvav — Matpa

2003: Névidou Contemporary art

2003: Avupataiouko geouBan ABnva

2004: Avuparoioukd eeoufan ©soocaiovikn

2004: MNonuedpo — Napa

2007: «Tou Apduou» — Narpa — ktipto Aaddnounos

2009: Mdu — Katepivn

2010: «Apdon K6dpa» — Bgcoafovikn

2010: «Xhpa eudiwto» —Exppaon — Fizz

2010: <Art Forum» — ©ggoanovikn

2010: Mouggio Zuyxpovns Téxvns — OAdpiva

2013: Mouceio Mnevakn

BpaPeia

1969: «Bpafeio MapBévn» otn {wypagikh

2003: 10 Kpaukd BpaBeio Kaiutepou Nrokipavép 2003

2003: a v taivia wou «O Apbépos npos th AUon»:
Bpapeio FI.PRES.CI (AieBvins Evwon Kprukdv Kivnpato-
ypdgou)

2005: Na v taivia tou «Fukid Mvapn»:
130 Aigbvés Decufan MeooyeiakoU Kivnpatoypdgou,
Mapéko — Tewoudv, 10 BpaBeio Kafutepns Muvaikeias
Eppnveias (Kaua épou)
Kpauko Bpafeio Zxknvoypagias (N. Modins)
Kpaukd Bpafeio B’ Muvaikeiou Poou (M. Zoppnd)

Exdoosils

1989: KEAPOZ, «Zwypagiki». Keipevo N. Xat(nvikofdou.

1997: ATPA, «lNpoocwnoypagia». Xuvepyaaia pe v A. Ka-
yann.

1995: ETANTAZ, «Tépnio — Oikos Evoxns». Oeatpiko.

1996: ETANTAZ, «30 xpovia — H nepinéeia s {wypagl-
kns». Aidfoyos pe v M. Kouvevakn.

1994: MYAOZ, «Tépnio». Keipevo X. Advykevoas.

2001: METAIXMIO, «O Apduos npos tn Adon». Keipeva: M.
Mnoukdfas. ©¢atpo: M. Aouka, K. I€pou.

2003: Huepoidyio «Aikto YnootupiEns MpoopUywv».

2005: «n A£En».

2006: OMAAA TEXNHE, «O Ap6pos npos t Adon». Keipevo
M. Ze@avibns. ©¢atpo: K. Katloupdkns, K. pou, M.
MNavayénoudos, I'. Koponoudns, K. Takakn.

2010: «O xpdvos. O1 GvBpwnol. O1 1oTopies tous». Mavos
Tre@avidéns, Mouaeio Mnevakn.

2001: “The Way to the West"” — IME (Foundation of the
Hellenic World)

2002: Peri Technon— Patra

2003: Lentzos Contemporary art

2003: Anti-racism festival, Athens

2004: Anti-racism festival, Thessaloniki

2004: Polyedro — Patra

2007: “One for the Road" — Patra — Ladopoulos building

2009: Mati — Katerini

2010: “Drasi Kodra"” — Thessaloniki

2010: “Vulnerable Body"” — Ekfrasi — Fizz

2010: "Art Forum” — Thessaloniki

2010: Museum of Modern Art — Florina

2013: Benaki Museum

Awards

1969: " Parthenis Award"” for painting

2003: Best Documentary State Award 2003

2003: For his film “The Way to the West":
FI.PRES.CI award (The International Federation of Film
Critics)

2005: For his film “Sweet Memory”:
13th International Mediterranean Film Festival, Morocco
—Tetouan, Best Actress Award (Katia Gerou)
Scenography State Award (N. Politis)
Best Supporting Actress State Award (M. Zorba)

Publications

1989: KEDROS, “Painting” (Zografiki). Text N. Hatzinikolaou.

1997: AGRA, "Portrait” (Prosopografia). Collaboration with
D. Kapsalis.

1995: EXANTAS, “Templo — House of Guilt.” Theatre.

1996: EXANTAS, “30 Years — The adventures of painting.”

Dialogue with P. Kounenaki.

1994: MYLOS, “Templo.” Text H. Langenfass.

2001: METAICHMIO, "The Way to the West."” Text: P. Bou-
kalas. Theatre: M. Douka, K. Gerou.

2003: Calendar “Refugee Support Network."”

2005: “the word.”

2006: OMADA TECHNIS, “The Way to the West.” Text M.
Stefanidis. Theatre: K. Katzourakis, K. Gerou, P. Panago-
poulos, G. Koropoulis, K. Takaki.

2010: "Time. People. Their stories.” Manos Stefanidis,

Benaki Museum.



di1dpoypagia

1973 «Parade». St. Martin’s School of Art. 3’, kivoUpeva
oxédia
2003 «O Apobpos npos tn Avcon». 90°, vioKipaviép,
napaywyn «Opada Téxvns»
Kafapdra DFF 2003
Locarno IFF 2003. Enionpn emioyn «Cineastes de Pres-
ent»
Yamagata IFF 2003. Enionpos &i1aywviopds
Montreal IFF 2003. Enionpn emifoyn «Cinema of Eu-
rope»
Tribeca IFF 2004. Enionpos &iaywviopos
Istanbul IFF 2004. Enionpn emifoyn
2005 «ukia Mvapn». 100°, tavia puBonfaaias, napaywyn
«Opabda Téxvns»
©eooanovikn IFF 2005. Enionpos Siaywviouds
Montreal IFF 2005. Enionpos Siaywviopos
FICCO Mexico 2005. Enionpos diaywviopds
Aigbvés Oeoufan Meooyeiakou Kivnpatoypagou, Tetou-
Gv, Mapéko 2007
H tawvia enifiéxbnke enions ané to Toronto IFF 2005 kai
ano to New Montreal IFF 2005
2006 «<Ka@é Mkpafa». 8’, viokigyaviép pIKpoU PNKOUS,
napaywyn «Oudada Téxvns»
®eoufdan Nrokipaviép ©eacanovikns 2006
2006 «Kisibwpéves A&geis». 20°, VIOKIPNAVIEP UIKPOU
HnKous, napaywyn «Opada Téxvns»
Kukdogopei oe DVD ané v Audiovisual 2008
2010 «Mikpés E§eyépaoeis». Tavia puBonfaoias, napaywyn
«Opada Téxvns»
506 Aigbvés Oeoufan Kivnpatoypdpou ©gooaiovikns
Aigbvés Oeoufan Kivnpatoypdgeou, Mévipean, Kavaddas

Filmography

1973 “Parade.” St. Martin’s School of Art. 3‘, animation
2003 “The Way to the West.” 90’, documentary, produced
by “Omada Technis”
Kalamata DFF 2003
Locarno IFF 2003. Official Selection " Cineastes de Pres-
ent”
Yamagata IFF 2003. Official Competition
Montreal IFF 2003. Official selection “Cinema of Europe”
Tribeca IFF 2004. Official Competition
Istanbul IFF 2004. Official Selection
2005 “Sweet Memory.” 100, fiction film, produced by
“Omada Technis”
Thessaloniki IFF 2005. Official Competition
Montreal IFF 2005. Official Competition
FICCO Mexico City 2005. Official Competition
Festival International du Cinéma Méditerranéen de Tét-
ouan, Maroc 2007
The film was also selected by Toronto IFF 2005 and by
New Montreal IFF 2005
2006 “Café Grava.” 8, short documentary, produced by
“Omada Technis”
Thessaloniki International Documentary Film Festival
2006
2006 “Locked Words.” 20, short documentary, produced
by “Omada Technis”
Published in DVD by Audiovisual 2008
2010 “Small Revolts.” Fiction film, produced by “Omada
Technis”
50th International Film Festival Thessaloniki
Festival du Monde Montreal Canada
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Euxapioties

‘Otav cupgwvnoape pe tov Ayyefo AeAnBoppid va yivel n avadpo-
pikn ékBeon ey €ixe Eekivhoel n «kpion», 6nws t BIOVOUUE Ta
tefeutaia pia xpévia. Tote eAnifape 6u kanws Ba ta foléyoupe
€ T0 OIKOVOMIKG, PE TO YVwotd Tpono tou andwpévou Xepiou.
To xépi pas givar aképa andwpévo kar an’ tnv aidn dev Bénoupe
va kavoupe okévto otnv noidtnta. Auokofla npdypata. Méoa o
autAv Ty TPIKUIOSN atpdopaipa Bpébnkav AUoels, GvBpwnol,
oiflol, kal Tous gipal EUYVOPWV.

Euxapiotd 161aitepa tov Mdpyo Mpnyopiddn nou aubépunta
ouppeteixe onv ékdoon tou kataddyou, us ekddoels Mifintos
ue tov Niko Xaidepévo, nou enions auBdpunta Eekiviioape padf
€dm kal noAfous pnves tov katdfoyo, xwpis aBapies kal pIZépies,
KaBds kai tov MNdpyo Afe€avbpou, v EAgvn Apaydva Kal tn
YéAna Nika nou €ixe tnv kaAfitexvikA enipéngia Tou katafdyou.
Tov Niko KéfApav nou n @ifia tou ival ndvta éunpaktn, Kau
1600 NoAUTPO auth th ouyun ts kpions, Tov Mdavo Ztepavidon
yia tnv npooifiwon tou otn doufeld pou kai tnv evBdppuvon
Tou 6ila ta xpdvia nou yvwpildpacte, v MNénn Pnyonoufou kai
tov Nayko Avopeddn, ayannpévol @iflol kal cUvePYATes, Tov Xavs
Advykeveas nou katéypaye to {wypdeiopa tou Téundou Aitd kai
oualaoukd, 1o Adtpn ts wnoypagias Baoifin Katodga, t Xdpn
Wuxonaién rou pwrtoypdioe Karioles Aentopépeles tou Téundou.
Euxapiotd tn XpUoa Bouboupoyiou yia tn Bonbeid tns otn diap-
pUBuIoN tou xpou kabms kal o eifo MNdpyo Xatdnuixdin, tnv
Aonpiva F'pnyopiou kai tn Bipyivia Maaotpoylavvdkn rnou pe Bo-
nBnoav péxpl ious atnv ékBeon. Kai éva peydno «euxaplotd»
otov Anpntpn TapPioko Nou e €0woe PE TO apXeio Tou, OXebov
6fla ta épya tou kataidyou efivar SIkEs Tou pwioypagies, and ta
nevhvta nepinou xpdévia nou yvwpIilOUaote, euxapiotd v Kdua
épou nou éxel paBel tooa yia tn {wypaikn, nou pe ibdokel va
unv diaykewvifopal pe tov autd Jou.

Euxapiotd us puotnpiddels Suvdpels nou enétpeyav otov Ay-
vendo va niouticel thv évvola ts A€Ens «eunatpibns», kGvovias
ektds 6Awv twv aAAwv o anioteuto kKOopNpa tns yevids tou ‘30,
10 pouoejo lNkika. ©gwpd UPA YouU Tn cuvEPYacia pas.

Euxapiowd to pouceio Mnevdakn kai €16i1kd tov Kwvotavtivo
Manaxphotou nou enipenBnke tnv ékBeon edotoxa kal Snpi-
oupyIka.

Kupidkos Kat{oupdkns, Anpifios 2013
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