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“Otav & TEtong mpwtdpxioe vé Cwypawlln, H bopinfi oxfon Tov ipmu&tmv Aet Toupyodoe #bn
nég otfiv EenBunf edarobnoia Tov. ’An’abtév tév Spbpo, mod nobopiler pid mAevpd 1fic L6uo-
ovyxpaolag tov, Eprade oTolg mivauée Touv o€ pLé otepedtnta, nobd &pol avarber Tf ¢dpna pé
nabapd, gaefi oxfiparta, tfiv %avaxtCCeu né€oo 016 LuypapLnd xbpo pé ogvurayeic, pfoa &rnd 4
Eninedd Tovg, xpuwpatirod ynovg. Kénote biver €toL otolg nlvanég tov pibv &pbpuwon 1800
tereolbuun, nmob noLbler gpzauég nidc Bfac mal olv dpLopbe &mevbbvetar otéd adotnpd mvel-
pate nvplug, Av&foboc vivh thiv ouynlvnon, f edarcdOnola gté 6&cipo OV TSvwv. YEnppaon Lo-
YPapixfic bbvapng, oxedbbv xeipodbbvaung, A petatponfi tob putbg of dntd, eldund Bhpoc thc
p8pnac. :

*Anfixnon &€6% tol tonfov Tiig “Yépag gtév Tpémo To® TEvon. ME etpanpnbvn thv S¢n otéy
Eévo, nodAnuéva 018 Bpdxo Td utlpra, ut edarobnola the yvbone o8 oluelov npuppévn othiv
dovpBLBactn adbotnpdtntéd Touc.

"ANNG dyoU 6 “Yépalog vounoubpng pelvn oté Bphxo tov, mAnbbver wal dpyavéoet 16 Bubg
Tov, Eavanaipver 16 6pbpo tiic &voixtfic Bdhacoag, TiHc éAevlepiac, xal 4 ovyxrevipopévny Tov
66vann ylvetar Spufi nal téApn nal Biardtnta wémote, 'H &AAn mAevpé tiic {6Logvynpaoiac
t00 Téton, f) vavtinfi ‘Yopalinn, mob Eoxetor of Enapf pé 4 pedpata toU xéonov nal zo¥
noLpol Tov. Itk Siaboxiud otdbia Tfic EEEANEfC tov, tfiv neLopatinfi teLbapylfa the dpyvhvo-
ong, &né €va onpeto xaf népa, thv bLabéyetar 16 Efomaopa &vég HuvapLonod mAouTtiopévov
nébe woph né véa dvanbvteya otouxeta mob 6év Efpeic nbdte Eyxouv mibAac bpipboct.

Ztév Téton mol mpwtopavephbnue obv T8 BAxoTépt T "EAANVLHE TR TOC" dvavebvovtac Tl
dpetéc €vég uivfinatoc mob Eterve vé& ylvn oTOA, Eapviné Bpfue pibv dooporepévn Fxppaon
Edponainfi napbboan mobd Eenvvbvtac dné tév Péumpavt, natéAnye o1bdv obyxpovo xpwpatind &f-
npecoroviopd €vég Zoutlv. 'Eutbg &né éptogéva xopantnptotind 6épata mobd SobAepe T6v mpd-
T0 otpb, & Tétang adthv thiv ypaupf v elbe nepLoodtepo obv obola Lwypawinf maph oby é-
nunaLpbtnta dxppaotinfi, Meth &né TAv mapapovh tov otfiv Ebpbmn Enave 6vé zuﬂéoe;q rof ndéc
tév EbeLEav mépo &rb duvatd texvitn, pié ewvfi Loxuph &¢ Blaia, né edpog mob edbbe elye
nal tfiv dvéroyn dpyvévuwofi tou,

Ifinepa Bplonetar méAL o ne& tétora meplobo, Thv duvapiubinta Tfic cupmayode @Spuac
nob tfiv dnoteroBoav f SE6tng thic ypupatiufic tnc cuvbéoewg ual # évietapévn oxebLaoTinf
vopefiy thv €xer &vtinataotficer 1 EAebOecpn bphon the xevpovoulag, uLlc mAaoTuLufig dvti2
vpapLoTinfic xewpovonfas, mof né dueobtnrta TomobeTel SouvAebovrtac né dpaibtepec UAec, mévo
otév dnbAunto povoand, xpwpatinée ndlec Bacuu@v &vtiBéocwv oxobpov wul &voixTob, @H&vo-
vTag ouxvéd og Th povoxpwpia. lpbuettas oxedbbv yi& pLé& mapactatinfy ACTION PAINTING.

*AAAenéAAnAieg petaypapéc Tomlov THic Llgpvou mob & Tétong €xer bouAéer of oeupéc OA6-
uAnoeg, t6v S6fiynoav otobc terevtalovg Tou nivaneg. 'E68 Svothlope mibk v& mobue moLd ei-
val 16 mpaynatiud debopbvo, 16 tomlo 1 & Tpbmoc ToB Lwyphpov mob Tob SLver TV xapan TiHpo
tov, tév_tévo Ttovu, tfi Bepponpaclo Tou, 16 elbog ¢ _obotachic tov. Tiatl adtol ol xapa-
nifipeg elvar md ovynenpipévor Beatol napk 1 6€a N tia,

‘H ulvnon elvar 16 ubpro otoixelo. OFf beopol &vépeoa otlc edpuec Exouvv xaAaphoet , &~
provévee elvar obppec ual dragtfipata nwall. Xwplc v& onbdn & cvvoxfi o8 ovvdiov ylvetar
edulvnn. Mb ovvexfic netaorf otlo oxéaeig v xpupaTixBy Synwv, AAAeméAANAa Emelobdbia
nol pegolapodv nal ovvexBc petarbooovv tf cuvvéyeia The yYpapfic, maparoAovBody ut& xpoviuf
atobnan, pali ué thv atcbnon tod xdhpov.

Ay e?vau i Gpa t08 tomfov nal THc cﬁuntmagg ué thv Gpa wilc 61é4B6eonc Tob Cwypdyov,
506 dnivvntonorettar. Elvar & mapbv xpbvog ToD_Epyou mob uatayphyetalr otfiv ulvnofi Tov ThV
wpa thc wp&Eng the Lwypagiutic. ‘H nopef 6&v elval npoBAenduevn, elvat npoubntovoga, ‘O L=
dLog 6 Zwypkgoc thv BAEmer vé oxnuatlletar 8go CLwypaollet xwple vé elvat adtopatinf,

‘0 Spyavupévog TEtang, & mbToxoc tfic Sopfig T?Q 9Sppag, The UAng 100 owtdg, TOoO Bh-
povg TBV Xpunatiubv Synwv, &nd & yeyovdta mob elval Suvvatdy vé ovpBoBv of uiLd tétoira
Cwypagunfi dpbon Eudéyer, éuopptnreu, npoTipder ThHv UéLa ThV Gpa Thc yoapfic. Ki’€tor el-
var mévta & olyovpog Tétong, £Aefepoc nal guvybeL Té¢, Spuntinde nal adotnpbg, né Evav
duvapLond nob 6&v &efivetar o186 LEonoroyntind obte o1é upavyaréo, &AA& Intl& v& 6fger nal
v guvfi o&kv utlopa, otév xBpo 7 o1év xpbvo, 6LvovThg g, 600 nu &v elvar ) wpbtn Eu-
ppaan 10D {6Lov To¥ tpdmou Unbpfewe Tol nodAe téxvn, popef dvriueipevinf, até €pyo. Mopeh
pvOuol bopunnévou péoa otd xpdvo, €vbc puOOT mob 6Ev cuyupaTEL nevbvovtae 1 dvandntovrag
v Sppfi, &AA& ouvéxer 16 otouxela Tng of Eva ebO6c dpyavenévo olvoro. Kal watopBbver ¥-
toL 3,1 8& fBeAe &n’dpyfic nLb ¢bon odv 1ol Té€ton, 16 mapaboogiond péc o1d noviépvo 7 16
povtépvo otd mapadbooiand,
EAENH BAKAAO
Méloc tfic A.I.C.A.



When Tetsis first started painting the structural relationship of colours was already
functioning in his adolescent sensitivity. From these premises, which define one side of
his idiosyncracy, he attained in his paintings a solidity, which after analysing the form
in clear and definite patterns, it builds it again within the pictorial space with com-
pact - through their surfaces - chromatic volumes. Sometimes he thus gives in his paint-
ings such a final articulation that it resembles the definition of a view and as a defi-
nition it is addressed to the austere, mainly, intellects. As an emotional outlet remains
the sensitivity in the fitting of tones. As an expression of pictorial force, almost phy-
gsical force, the transformation of light in tangible, specific weight of form.

This is an echo of the landscape of the island of lydra on Tetsis' attitude; with the
face towards the foreigner, the buildings clammed on the rock and the sensitivity of the
intimacy hidden under their incompatible austerity.

After however the burgher of Hydra has stayed in his rock, has augmented and organ-
ised his means, he takes again to the open sea and to freedom, and his pent up force be-
comes impctus and daring, %nd sometimes violent.. This is the other side of Tetsis' idio-
syncracy, that of maritime Hydra, which comes into contact with the currents of the world
and of his time., In the successive stages of his evelution, from one point onward, the
stubborn discipline of organisation is succeeded by the outburst of a dynamism, each time
enriched with new and unexpected elements, no one knows when they had already matured.

In Tetsis, who first appeared as a sprout of "graecism", renewing the virtues of a
movement that tended to become a style, the European tradition, which starting from
Rlembrandt ended in the contemporary chromatic expressionism of a Soutine, found all of a
sudden an assimilated expression. Apart from certain characteristic subjects he dealt with
in the beginning, Tetsis saw this direction more as a pictorial substance than as an ex-
pression of the present times. Following his stay in Burope, his two exhibitions revealed
him not only as a forceful craftsman, but as a strong,even violent voice, with a range
that from the beginning possessed the due order,

Today he is again in a similar period. The dynamics of a compact form constituted
by the sharpness of its chromatic composition and the stressed drawing pattern are sub-
stituted by the free action of gesture, a gesture that is plastic instead of graphic, and
working with sparser material it places with immediacy on the open canvass chromatic
masses of basic contrasts of dark and light, often going up to a single colour; it i® al-
most a representative action painting,

Successive transpositions of the landscapes of the island of Siphnos, that Tetsis
has done in whole series, have led him to his last paintinge; it is hard to say what it
is here, the landscape or the technique of the painter, that actually gives the character,
the tone, the temperature, the kind of its substance; and this because these character-
istics are more concretely visual than the view itself.

The movement is the main element. 1he bonds among the forms have become looser,some
are forms and spaces at the same time. The cohesion of the whole becomes dynamic without
breaking. A continuous change in the relation of chromatic volumes, successive episodes
that intervene and continually transmute the continuity of the script, following a sense
of time together with the sense of space,

It is not the moment of the landscape and the coincidence with the moment of a cer-
tain disposition of the painter that is being immobilised; it is the present time of the
work recorded in its movement at the moment of the action of painting. Ilts form is not a
foreseen but a resulting one; the painter himself sees it to take shape while he paints;
though without it being automatic.

Tetsis, well organised, master of the structure of the form, of the material of the
light, of the weight of chromatic volumes, selects, rejects, prefers at the actual time
of setting down, from among the events that may occur in such a painting action. And thus
Le is always the confident Tetsis, free and conscious, impetuous and austere, with a dyn-
amism which, avoiding either the confessional or the garish, endeavours te fit in the
space or in time the voice too as a structure, giving to it an objective form within the
work, no matter how this voice is the first expression of the artist's way of existence;
the form of a rhythm built in time, a rhythm that does not restrain the impetus, reducing
or stemming it, but coheres its elements in a whole organised from the beginning. lle
thus achieves what a nature like Tetsis' would have liked in the first place, the tradi-
tional within the modern or the modern within the traditional,.

Helen Vacalo

Art critic
Member of A,L1.C.A,




