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“Otav, GYETIKG TPOCOUTE, TPOTOEIdH TIVUKES
Tol "Avtadvn *Anépyn, elye duéocng 10 alolnua
Tfic yonteiug tfic yvAolag téxvne. «Nd, Evag
Loyphpog!», oxépdnka. Kal mpénel v nd, OtL
mohd onmdvia elxa v sdxapia kol ) xapd
v KGpo Tepopoly okiyn of udv dhin mepi-
ntoon véou xahltéxvov. Elvar dinbeia, mog
Sev Eépm Thv Gpyn Tol viou Loypdgov, TO
Eexiviud tou, tig @doelg moL umopel vi mEPO-
oe, Y14 v& prhcst otic popeéc mol Tepovcld-
Le1, ofpepa. ‘Omwcdhnote, © véog KuAhité-
yvne, &mPairetar, topa, Ohopsudc. H {o-
yoaoikn Tov slval petaypagt onpeiov, upéca
otd vonua tiig TExvns, ué Loviavdov opyavi-
apo.

‘O Anrépyng moepovcialetal pé mhacTikn dpi-
potnta, pé yvoon wai kuptapyle drdveo oy
TEYVIKT TOL, NE ROLOTNTA YXPOUATOS. HE TPO-
comikov dpape mod gkppaler Eva Bepud éow-
tepikd Biopa. Kai, péfume, abtd 16 npocwmt-
kOv Spopa, wob xAiswvel kU Eva phvopa, elval
mod tomofrtel klOhac TOV TAmépyn oI YpO-
pf tiic dnuovpyikfic Loypapikiic. Odheyo mog
pmaivel otnv TEPLOXN £vOg GoaipeuEvoy oup-
peaMopol, maipveviog otoixeie Gno TNV mo-
piotacn, mobd Tapopoppdvovvral, trnopdiiovv-
oL of SpuoTikéG GEAIPECELS Kol  HETOLGI®-
vouvtal o& uid Grpdcoaipe Oveipov, oTOV Kau-
Ba. «(IIapéotacny» slvar kai 82v elvor f| coot
AEEN, iati 6 kohhtéxvng, Yid v mdper eiko-
veg eloywpel @g¢ tig mo Pubeidg mnyég thg
Ang, kel Smov 1| UAn ovvavtd i Lo kal yi-
vetar mvebpa, ki dmd kel Pyaler popueg xal
xpdpota, trofintikd druTvTOpiva.
«Zroyalovuen, Eypage & "Avipt Mnpetdv, «rag
ol Gvbpamor B& voidBouv Y& mOALY Ka1po,
v avaykn, va EavavePaivovv, @¢ tig mpay-
HATIKEG TINYEG TOV, TO payikd moTaul mob KvAd

an® to pdtt toug, Aodvloviag péoa otd b0 g,
péoo otov idtov mapaichntikov iokio, Ta npay-
pate mod slvar kol ksive mov d&v elvay. Mud
tétole Pobion micw otig nnyég, Phénm nog &-
muxelpel O véog karhiiéyvne, p dmitugia. TAv
fifeha vi Ppd thv mpoéhevon abriic Tiig Lo-
ypaoeikfic, Od dvagepOuouve ©E OPICUEVOUSG
nivakec tod [Mikascd, mold maioiobg, OmmG
gkeivn v Eknhnktikh «luvaixe pE TOuKOpL-
coy, tob 1914. mol Eyel Eviovo CUPPETIIGTIKG
otolyeia, fi dxdpo dpopévoug mivakee Ttod
'Avipé Maoocdy, &vog ard tobg mphiovs Kol
o yvicwous cuppeakiotic [@ypdpous.
‘0 ’Antpyng Pubileton ¢ tic mod EcwTEpikEg
mnvég tfic UAng, xU avePaler otd @dg, nveu-
paTikEg @opueg, iduvikomoimuéve;. Odheya -
koua, 11 (OYPAQLKT TOU® CRAGYVIKN, TPOTav-
TOV CRAQYVIKN, pé v Evvola mhg ol QOPUES
tov Exouv Evav omhaxvikov EpoTiopd, yivouv-
tat opPora mdc Pabeidg cuvavinong, Mg
GAinloeiodoyfic kU dhinhosioydpnong opya-
vev tob cuyxvd OmepemBétouvral, KpatdvIug
pide Avpikn Swxedvelw, kol cuyve Tuhiyouvtol
pé xvpatifovseg xkopdélheg kal ortolilovvrur
pé Omoviypoug ovkovdudv, L' Evav mivaka Tou
nob dAhaler of tovo kal popen, OE AvoryTo
ykpifo @ovro, paivovvial cdv mAuylacuéve O-
piiovria povveksy, pg tovovg pol xul padpa
neplypoupate, kol arold xitpivo.
ADTog O tersutaiog mivakag, kabog kv Evag
dhhog pé mpaowvo okolpo @ovio kal @OpUEC
ot olévveg kol KOKKivoug dvalappovs TOVOUG.
deiyvouv mag O veog KoAMTEXVNG - EDTLXGG ! -
dev otapatd, ki’ ey pag ki’ éimida pag sivan
nag 04 ovveyiosl, pué tov {10 poyxbo mol el-
vai eavepd nog xorafdiler d¢ topa, ThHv d-
vod6 tou of Ohoéva dvotepa Enimedo.

II. KAPABIAX



When I first saw Antonis Apergis’ pictures
recently I immediately felt that spell that one
feels when he comes into contact with genuine
art. «Here is a painter!» I thought. And I
must say that I very rarely happen to form
such an opinion on seeing the work of a young
artist. The truth is that I know nothing about
the beginnings of this young painter, his first
steps, the stages he went through before he
attained the forms he presents today. Never-
theless, at this stage, the young artist convinces
us at once. His painting is a transcription of
features, organically alive, within the scope of
art.

Apergis appears as having acpuired plastic
maturity, awareness and control of his techni-
que, marked with a quality of colour, a per-
sonal vision expressing a warm personal ex-
perience. And of course, this personal vision
carries a message and gives Apergis already a
place among creative painters. I might say he
enters the field of abstract surrealism drawing
on elements of representational art which he
transforms. They are subjucated to drastic
abstractions and transubstantiated into an at-
mosphere of dream on the canvas. «Represen-
tational» is and yet is not the right word, be-
cause in order to draw on them the artist pe-
netrates into the very depths of the sources of
matter, where matter contacts with life, becomes
spirit and gives rise to forms and colours ex-
pressed with subtlety.

«I think», Breton writes, «that men will for a
long time feel the necessity of going up to

their real sources, the magic stream that flows
from their eyes, bathing within the same light,
the same illusory shade the things that are and
those that are notn. I believe our young artist
attempts such a penetration in the sources
with success. If T were to define the origin of
his painting I would refer to some pictures
of Picasso the very old ones, like that striking
«Woman in a Shirt», painted in 1914, and
which has strong surrealist elements, or even
some pictures of André Masson, one of the
first and most genuine surrealist painters.
Apergis penetrates into the deepest sources of
matter and brings to light idealized, spiritual
forms, I would call his painting visceral with
the sense that his forms have a visceral ero-
tism: they become svmbols of a profound en-
counter, a converging and co-uningling of or-
gans, often superimposed, while they retain a
Iyrical transparence and are often entourised
in undulating ribbons and ornamented with
illusion of flowers. In one of his pictures, def-
ferent in tone and forms, painted on a light
grey background they appear like reclining
horizontal models, in rose tones and black
outlines and soft yellows.
This last picture, and another, painted on a
dark green background with forms in siena
and light red, prove that the young artist -
fortunately! - does not remain stagnant, and it
is our wish and hop: that he will continue,
with the same market effort, his endeavour
for higher attainments.

P. CARAVIAS
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'Amd tote mob O IHokatohdyog Osoldyov mo-
povsiacs yui mpmtn @opd TN (OYpUQLKy 10U,
ot 1956 o& ouadixt Exbeon, 10 Epyo TOU TE-
pace moiiég @dosig. Xpduo xai oyedro, 0Eua
kai covleor mepvolv amd dwwdoyikolvs otab-
povg kai diaypdgovv pia mopeic dmov 1| ou-
veyxng arhayn xai N &rinovn dvalnmon &év
katapyobv 17 Pabdtatn cuvénswe mov DRApPjEL
¢’ 6hokAnpo 1O Epyo tou. Kipwo yapoxtnpl-
otikd tov N Paberd kol edyevikid pehayyohia,
nob Oumg mwoté 6% eTdvel oty Groyveon kol
b&v &ykartoleineton otfv mapaitnon. [ice ard
v mikpo yiud T oxkinpn poipa 1ol davlphrov
Drapyel otépen wiotn otic SuvatdtnTéc TOU
kal of 6,1 PBopd xai dpaio xheiver N A&gn
avBpmmia. AbT0 82 onpaivel TMg DMAPYEL CLU-
movia, Md 6TaoTn ToL deiyvel kdmoww Umepo-
TTIKT oUUpETOXT otov dilotpio movo. O Ila-
ratohoyog @eohoyov Siv cvumovi: movd. H
kabe popen - dvlporoc | yticpa i Quoilkd

otoyelo - elvar & idog & moveuévog Eautdg

1ov, elvar ©i| yevia tov, 1} yEVIG HOC.
Addexa mopovclacel pEéca of OsKUTéCOEpU
ypovia, avausco otig émoleg kai otig dvo TE-
hevtaieg IMavehifvieg EkBiceig, Seiyxvouv dmo-
oTohKT Goocimen oto Epvo tou kol pdhiote
katw amno EEaipetika dvokoleg PloTikEg ocuv-
Ofikeg. Maxpiad kal amd Tov ypagovie Kai amo
tov &kBétn 1 oxéyn mo: N Omoépvnon alin
umopel va mpokaiécsl T ovykatdPucn Tob
gmiokéntn. "Avtifeta, npénel v TOV KATOGTN-
ogl abotnpotepo yiuti 1 mepintwon tob Lm-
vpapov pag 88 cuvyyompsel 6,11 Bd fTav danods-
®td odv éviiapépov cuumAnpopc pds dvetng
Cofic.
‘H &niokewyn of piav Exbeon dnuiovpyel Eva
Gionnio diGhoyo Gvapsce oTOV  KOAAITERVN
xal 10 Beatny kal xabe mapéuPfacn tpitov po-
vov Otav elvol moAl Sakpimikn umopel vd
cuyympebel. ToO npocrnabiicope.

K. A. MAKPHZ



Since the time when Palaiologos Theologou
presented his paintings for the first time in
1956, together with a group of artists, his work
has passed through many phases . Colour and
design, theme and composition pass through
successive stages tracing a course where conti-
nual change and persistent search in no way
harm the profound unity that marks all his
work. Its main characteristic is a profound
and gentle melancholy, which, however, never
rearches desperation or ends in resignement.
Behind this cruel bitterness for the fate of man
there is a sound belief in his abilities. and in
humanism with all the grave and beautiful
meaning that the word conveys. This does not
mean that the artist feels sympathy or takes
an attitude that betrays a somewhat distant
participation in the sorrow of his fellow men.
Any phenomenon - whether man or building or

a natural element - is his own suffering self,
it is his generation, our generation.

Twelve shows in fourteen years, among which
the two last were participations in the Panel-
lenic exhibitions prove his dedication to his
work, realized under exceptionally hard condi-
tions of life. Far be it from me or from the
artist to rouse with this remark the sympathy
of the public. On the contrary, it should make
the public more severe in its judgement, for
this is a case where the artist will not allow
whatever would be acceptable as an interesting
supplement to a leisurely life.

A visit to a show creates a silent dialogue be-
tween the artist and the spectator, and any
interference of a third person is permissible
only when it is very discret. And this is what
I have aimed at.

K. A. MAKRIS



