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Ap. Mipka MaAiodpa

“Kai pe adeiaves BaAitoes niya oto xwpid pou
YIQ va ouvexiow..."!

Xphotos Kanpako:

H napanavw ¢pdon’ tou Xpriotou
Kanpahiou otov Opavidh Opavidiokdkn
O€ OUVEVIEUEN TO 1981, Bpiokerar

OE NANPN QvavtoToiXia PE TIS MPaypatiKES
ONPAVTIKOTATES «ANOOKEUES» NOU EPEPE
O £EMNVas yAUNtns, O1av eNECTpee

ano tn [aAhia otnv EAMGda to 1940.

H nepiobos tns paBnreias tou
oto lNapiol, peta ané us onou-
6€s otn Ixodn Kadwv Texvov
s ABrvas, unnpEe onpavu-
kotatn. To épyo onoubaiwy
Bnpioupyv, pe 10 onoio o
Kanpados ripBe oe enagn
ENIOKENTOPEVOS HOUCElD Kal
ekBEoeis otn yaAdikn npw-
1edouoa, Atav yia tov iBio

«.VEPO @péoko and Tnv
anyn.»?,

Ta onukda epeBiopata, o1 ou-
(nthoels ndve oe Bewpnuka
(nthpata xvns addd kal ol
nparkukes buokonies otnv kaf-
Aitexvikh Bnyioupyia obAyn-
00y 0 EOWTEPIKES (UPWOEIS,

nou o Kanpados aflonoinoe
OTN OUVEXEID OTO EPYO TOU.

Kata tn didpkela tns napapo-
vAs tou oto [lapiol, Adyw tns
aveéxelas’, NeplopiotNke Kupi-
ws otnv ektédeon oxebiwy.

Mévo katd tous tedeutaious
éEvDEKa WNAVES HNOPEDE VA
«METAQEPEI» NAvw 0 uAIKO
6,u kaivoupio paBaive n aioBa-
votav’,

0 Kanpdndos enEotpeye otnv
EAAGba ota téAn tou 1940 éxo-
vias anokopioeinioloiaePnel-
pia anod v kadAexvikn pa-
Bnteia kal Yuxikn evbuvapwon
anétnvnpoondBelaeniBiwans.

15 Wpavidiondrns K, 1., «0 Xphotos
Konip6Aos anovid oe béra by,
- uys, (1981), 0ed, 32,

2.:0.n., 0eA. 39.
3 "QJ’I.. oef. 32.
4, 0., oeft. 32.

The Work of
Christos
Kapralos at his
Birthplace

Dr. Mirka Palioura
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tO continue
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in 1981 is in full ac iance with the actual

" the Greek sculptor carried,

when he returned to Creece

from France in 1940

The time of his studies in Paris,
after the School of Fine Arts
in Athens, has been of out-
most importance. The works
of great artists, with which
Kapralos came in contact by
visiting museums and exhibi-
tions in the French capital,
was for him “..fresh water
from the fount”. ?,

The visual stimuli, the con-
versations on theoretical art
issues but also the practical
difficulties in artistic creation
led to inner reworkings, which
Kapralos later used in his
work.

During his stay in Paris, due to
poverty ’, he had to limit him-
self mainly to the execution of
drafts.

Only during the last eleven
months did he manage to
“transfer” on material what-
ever new he learnt or felt *,

Kapralos came back to Greece
at the end of 1940 having
acquired a rich experience
through his artistic study
and mental reinforcement
through his survival struggle.

After staying for a few days in
Athens, as a guest of Moralis®,
he settled at his birthplace,

1.: Frantziskakis K.F,, “Christos
Kapralos Answers ta 10 Ifs”", Zygos,
(1981], p. 32.

2.: Ibid, p. 39.
3.: Ibid, p. 32.
4. |Nd, P 32.




@ Ayp:vfou. Exel, OE IO pfﬁpn
xaAupa® nou KOTOOKEUOOE
§inAa oto onit 1Y apx}oe va
HounevEl HE nnA6” Kat Yuyo -

ws @ groixeia rMou ’610-
gétoupe YI' quth TV qepro?o
givar noAu ﬂEp!OplUIJEVf]- a
oxgbianou ektéAEoE HEV EXOUV
§1aowBei, EVO 0 iblos 0 ’Hﬂﬁﬁl-
Exvns QQIEPWVE! avtioToIxa
éva pIkp6 kepanalo oty auto-
Bloypagia Tou.

H anopdvwon Kai n yerviaon
ge T guon oV BonBnoav va
enikevipwBel otnv EUNVEUON
«ai v extéAeon noAudpiBpwY
nponAaopatwy, nou awﬁoUY
tn Bepaukn TOUS KUPIWs aMo
oV 100 ToU, EVD napdAdnAa
npaypatonoinoe TS MPWIES
pefées yia 10 YVWoTotato
Mvnpeio tns llivbou.

Auotux

To 1946 opyavwBnke n Npw-
tn €kBeon Tou -6Aa ta yAunta
Atav o€ yowo Kkal nnAé®- atov
Mapvaood™ wkal BewpnBnke
onpavtiko kadAmexviko yeyo-
VOs.

W yéo yhumman TEEE T
:{du Kanpanou anawm:rg Eg;ri
-emnoﬂspmﬁ avaykn s €n°
7 gxoAnan perqv

. nv eva
xhs Y10 ¢ QroKatéatNOE

vBpwno Kal :
fnv znatpﬁ «gvapeaa amnv €

xvn Kal 10 avBpwnivo uniko

ms.»' -

Ta neploootEPa ano 1@ Epya
autns s neplobou Bpiokovtal
otn Luddoyn oV Anpou Aypivi-
ou Kal oteyagovial gtn [Aunto-
grkn Kanpanou.

H fuddoyn anoteAeital an’é
nevivia enta (57) épya Xupe-
va o€ xafké'?, pacer 1wy npo-
nAaopdtwy Mou Bpiokovidl
gnyepa oty katoxn s Yyu-
vaikas tou kanAexvn Lounns
Kanpddou'. Ta neploodtepa
épya, OAOOWHES popq)és'ﬁm
NpoTopés MPOoWNWY ano 1o
OIKOYEVEIQKO KaI 10 PIAIKO Ne-
piBannov tou yAumn, eival ne-
PIOPIOUEVV dlaotacewy.

H nepiobos tns mapapgovns
tou Kanpddou oto [lavaitw-
Ao unApEe duokoAn adda Kai
kadditexvikd yoviun. 01 6roles
enibpdoels oto €pyo TOU ano
tnv napapovn tou oto [lapiol
unnp€av undyeles kal napan-
Anfa onpaviikes yia tn PETE-
MEIa nopeia tou.

3.: Xphotos Kanpddos, Autofloypadgia,
2001, 0eA.68

6.:0.n., 87-88: «Mas éBwge £vas
EabeApds pou pia nafig kardlBa,
nv EnAdoape ki éxava H1a pIKpn
karfuBolda otny aKpn 10U KAnou
HOs. ... kGvovias v kaduBa EMNpPENE
vanv vibooupe pe E0Aa, HE Kafdpia
mr‘perd HE Adann, Frol yiveal, Aey
unnprw OHWSs Xphpata Yla npoékes.
MNepipévaye va YEWAOOUY 01 KoteS
\ng va naye oo Hayadi oto xwpi6 vg
Napoupe npbkes ka (00K-T00UK,

#O Yur f
'ono:a ouypn enefwoe n kanufa
8pxioa va boudedy »

7_'9.n., 86, dnoy ava
anotnv ABfiva gro M
K400 e nnAG.
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Hias {opopou pe BEpa tov kanva. BA.
Xpriotos Kanpddos, AutoBioypagia,
2001, 125.

10.: Tov biyAwooo katdnoyo tns
€kBeans [yuﬁﬁmd-eﬁﬂnvmé] EiXe
empennBei o iB1os o kaAAExvNs.

Ta nponAdopata ang yuwo eixay
q:mToypucpnBssl’ ané tov pwioypdégo
Emile kai o) pwroypapies
oupnepiAngBnkav otoy Katadoyo
s EkBeans, BA. Xpiotos Kanpaaos
[Anns, (e10aywyn: Ad. =0bns) ‘
EkB6tns To tetpasio [1946].

'

11.: Tapiéns M., «H €kBean Xp
Kanpanou, Ftny aiBouoa tns '
Hﬂfntpmﬁs Etaipias.», EQ. H Auyn, 14
Malou 1957, éros E', ap. 9. 1359 2

1. ;
2. ﬂoﬁunpos PonBés o1g Epyaothp)

OU unrpke o

‘ 0 Epyaotiipi touy
of O€ XxarKk6 tq Epya tns
HOU Aypiviou 1o 1993

4 npoogyyion

vived, while the artist hir
dedicates only a sn Il p

his autobiography ti ‘
riod. |

His seclusion and contac
nature helped him to fo
the inspiration and exe
of multiple maquettes,
draw their theme mainlt
his land, whilst at the sa
time he executes his f
studies on the well-kno
Pindos Monument.

His first exhibition was org:
nized in 1946 — all his sculp-

was considered a major artis-
tic event. o

=

Kapralos' new sculpting ap-
proach addressed the post-
war need to focus on the hu-
man factor and restored the
contact “between art and its
human sources” ''.

5. Christos Kapralos, Autobiagraphyi Lo
2001, p. 68 B

and | made a small hut at the end
our garden. ...When we made the |

to Panaitolio

8. Plaster was ideal as a mui'_
to its low cost and its easines
moulding, 3

9. The artist could finally trans
hard material and a higger s
of the reliefs he had mat
stay at Panaitolio, whe
an order for a frieze on
smoke by Evaggelos F
Christos Kapralos, At
2001, p.125 i



hm’s yns“‘ xmpfs pamcpnpﬁs
potiBav ané tn faddia", Acpo-
 oioBnke otn yAunukn'® K

 enikevipwBnke otov dvepm-
no'’. It €pya autis tns nepi-

¢dou evowpatwoe 6Aa ta otol-
xela nou eixav {upwBel péoa
wu, v EIpnvikn  puon tou
TONOU TOU, TNV TEXVN TNS apxal-
dtntas, ta €pya nou eixe Hel Kal
ayannaogl 0ta JOUTEia ta npon-
youpeva xpovia'®, w Bidparta
and tn {wn tou poxBou Kai tns
avéxelas otnv EAAaba. Ta €pya,
anotoka s  KaAdexvikns
Bewpnons tu Bnpioupyod,
xapaktnpi¢ovial and Artdtnta
-BaoIkO XapaKINPIOTIKO TNS TE-
XVNS TOU- Nou alwpeital petatu
pias véas yaunuwkns anoboons
T0U apxaikoUu UQOUS Kkal Twv
olyxpovwyv pe tov dnuioupyo
KaAAITEXVIKWY  KATAKINOEWV.
0 Biopaukos xapaktnpas tous
npoobibel avappiofntntn du-
vapn, eV evunapxel evas 1i-
otunos duiopads, nou avunapa-
Betel tnv efwtepikn paxutnta
Kal AIOTNTa TV OYKWV HE TNV
EOWTEPIKOTNTA, TNV NANPATNTA
kar tn duvapn nou anonveouy

0l HOPYES.

Ta yAunta s Luiioyns éxouy
oxebov anokeioukd ws Bépa
oUs v avBpanivn popen,
Mou npotdooetal pe kaBapés
Popues. Npdowna onpabepé-
va ana 1o péxBo tns eniPiwans
Kal Tov Névo twv pataidoewy
s wns. H «yhivns anéboaon
ous Eenepvd to pearioukd
Upos Kai ouvundpxel tautd-
Xpova pe pia ibeanioukn t@on.
01 avBpanives poppés -ku-
piws oe ondyAupa, oAAdG kai
HEPIKG avayAuga- eivar Sou-
AepEves €ws TNV napapikph
Aentop€pela Kai, napéio nou
paivopevika eivar abpés wkai
OXNUAUKES, PEPOUV pia GuAn
buvapn nou avaBAulel and tov
oyko tous. 0 Kanpados eixe tnv
IKavOTNTa va avuuetwnilel ta
Bépatd tou pe aBwa paud'?,
EVW N ENNPEIa Tou NepiBan-
Adovtos nrav kaBopioukn. H
duvapn tns ibias wns {wns ei-
val EgQavns ota OUYKEKPIHE-
va €pya, onou dev diakpivetal
tinota Nepitto N diakoouNTKA.
0 yAuntns ocuAnapPBaver tnv
OUCIa TWV NPOCWNWVY Kal TNV
anobibel pe 100pponNNPEVOUS
OYKOUS, XWPIS EVIOVES OKIES.
H ecwrtepikétnta twv Hoppwv
tou npoobibel oe autés tnv ai-

14.: Xpnotes Konpanos,
AutoBioypagia, 2001, 136: «Me
kaBobnyei, BnAabn, to uAIkG Kal, to
onoubaiétepo, to nepiBainov pou.
Exw bounéwel oto xwpid pou, otny
ABinva kai tnv Aiyiva, Kapid oxéon
Bev exel 1o éva pe 10 dAfo. Eyw
AIotEdw Nws n KaAutepn npoika nou
£XOUpE, Eival To UnaiBpd pas. Autd
Biopopp@vel tous KaAAITEXVES,...».

15.: Xpnhiatos Kanpados,
AutoBioypagia, 2001, 90. «Etoi ékava
10 npaypata nou éfAena oav va pnv
unnpxe tnota aAdo»,

16.:0.n., 90: «0An p€pa, KAEIOPEVOS
0t0 pIKpO epyaotipio, bouAgua xwpis
biakonn.»

17.: Opavidiokaskns K. 0., «0 Xpnotos
Kanpados anavid e bEka eav,
Zuyos, (1981), 34: «Eym éxw oav apxn
kal téAos tnv avBpanivn popen.»

18.: Xpnotos Kanpanos,
AutoBioypagia, 2001, 90.

19.:0.n., 96: «Epxouevos oto xwpio
Eéxaoa 1a ndvia Ki apxioa va BAEnw 1a
npdypata ga va w BAEnw yia npatn

Popa.».

seums in the previous years
", the experiences of a life of
toll and poverty in Greece. The
works, consequential of the
creator's artistic approach, are
defined by austerity — basic
characteristic of his art — that
hovers between a new sculpt-
Ing attribution of archaic style
and the contemporary to the
Creator artistic conquests.
Their  experiential  qual-
ity doubtlessly imparts them
power, whilst there inheres a
singular dualism that coun-
ters the external roughness
and austerity of the volumes
with the inwardness, the full-
ness and the power breathed
by the figures. The sculptures
of the Collection follow almost
exclusively the theme of hu-
man figures, which is pre-
sented in clean forms. Faces
marked from toil of survival
and the pain of life's frustra-
tion. Their “earthy” approach
overcomes the realistic style
and in the same time coexists
with an idealistic tendency.
The human figures —mainly in
fully sculpted works and some
reliefs — are thoroughly pro-
cessed to the smallest detail

14. Christos Kapralos, Autobiography,
2001, p.136: «| am guided,

namely, by the material and, most
importantly, my environment. | have
worked in my village, in Athens and
in Aegina. There's no connection
between them. | believe that the
best dowry that we have, is out
countryside. That is what shapes the
artists...»,

15. Christos Kapralos, Autobiography,
2001, p.90: «So | did the things | saw
like nothing else existed».

and, even though ostensibly
they are broad and schemat-
ic, they maintain a discarnate
power that springs out of their
volume. Kapralos had the abil-
ity to confront his themes
with an innocent eye ", while
the effect of the environment
was determinative. The power
of life itself is obvious in the
specific works, where noth-
ing superfluous or decorative
can be seen. The sculptor cap-
tures the essence of the faces
and delivers it in balanced
volumes, without any intense
shadows. The inwardness of
his figures lends them a sense
of visible transcendence.

Among the works of the Col-
lection, a dominant position
s held by the artist's mother,
emblematic in her role. A per-
manent model for the sculp-
tor °, Eugenia, the “Mother of
us all” according to Sikelianos
*!, supported her gifted son's
course by any means and
never questioned his desires
and choices. This is remark-
able for an illiterate woman
of her time, occupied in agri-
culture. The multiple render-

16. As above, p. 90: «All day long, shut
in the small studio, | worked with no
breaks»

17. Frantziskakis K. F., "Christos
Kapralos answers to ten ifs”, Zygos
(1981), 34: «| have as my beginning
and ending the human figure».

18. Christos Kapralos, Autobiography,
2001, p.90

19. As above, p. 96: «Coming to the
village | forgot about everything and
started seeing things as if | saw them
far the first time».



~ 0Bnon pias opaths unepBau-
. wémws.
| Mewéu tav €pywv s LuAdo-
yns Kupiapxn Béon katadap-
Bavel n pdva tou KaAAExvn,
Hopen euPfAnpaukn yia o
poAo s pdvas. Mévigo po-
viédo yia tov yAummin?®, n Euye-
via, n «Mdva 6Awv pas» katd
tov lLikediave®', otipife tnv
Mopeia 10U npoikiouévou yiou
s e Kabe péoo Kal bev ap-
@ioBntnoe noté us eniBupies
kai us enidoyés tou. leyovos
afioBadpacto yia pia aypap-
HOIN yuvaika tns enoxns s
nou aoxoAouvtav e aypotikés
epyaoies. 01 noAdanAés yAu-
MUKES anobéoels tns popgns
NS, OE npotopes, oAGowpes
HOPQES Kal Hikpwv Biaotdoewy
onoubés, EKTENETUEVES apxika
Ot yuUwo, anotedolv napan-
Aayés nou dlapoponoioyvrar
ONUAvuKG*.  Katabeikviouy,
EMNAEOV, T oTevA oxéon Ttou
KanpéAou paZi s kar anore-
Aouv @épo upns npos 1o npo-
0wno s. ZUYKIVNTIKES eival ol
TPEIS HIKPES {wYPaPIKES arou-
b€s tou yAunn, HE ubatdxpw-
Ha ka1 Adb1, nou aneikovizouy
N Untépa tou binAa oto Wak
Katd to teAeutaio bidotnpa tns
{wns tns 3,

Kupiapxo otoixeio otg OUYKE-
Kpiuéva €pya tou KanpdAou
anotedei n ékppaon ouvaigBn-
Hdtwv, 6nws o névos, o HOxBos,
N aywvia kai n EYKaptépnan,
fou evioniovial ota npéow-

na Kal ous oTaoels TwWV owpa-
WV NS pdvas, twv oUyyevwy
Kal twv @idwyv, avdyovias tov
aywva s {wns o€ unépmtf)
ayaB6. H otdon twv yuvaikei-
WV, Kupiws, poppwv Teivouv
va avaipégouv 10 avBpwnivo

opio. Ta €pya Eenepvolv Ts
onoles eUioyes ouvbéaels pE
N OUYKEKPIJEVN nepiobo -tnv
Katoxn- ka1 napouaidZovtal o€
gvav blapkn ecwtePIKO navav-
Bpwnivo BidgAoyo.

Opiopéva andé ta yAuntd tns
Luddoyns ektedéotnkav Katd
th Bidpkela Twv onoubwv tou
dnpioupyou otn IxoAn KaAwy
Texvaov otnv ABrnva, 6nws ta
Kepandia tou kadAiéxvn K-
ota MaAdpou (1934-37), evos
xwpikoU (1930-34) kai tns
HNtépas tou (1930-34). Meta-
YEVETTEPO €eival T0 KepdAi Tou
Kazuo Kikuchi®* (1937). tou
YIanwveCou aup@OtNTA  Tou
ginv Akadnpia oto Mapiol.

Ta ouykekpipéva épya Eenep-
VOUV TNV UMIKA anddoon tns
HOp@ns Kai ekppalouv pe 6U-
vapn v yuxikn katdotaon
OtNV onoia auth nepiépxeral.
0 Kanpdnos, nén and g npwrta
Xpovia Twv onoubmy tou, npo-
gavatodiotnke otnv andéSoon
NS EOWTEPIKNS (wns Tou npo-
OWrnou avixvelovias 1o BaBu-
EPO pEPOs tns avBpdnivns
unootaons.

Metwa€l twv épywy s Tuao-
YAs ouykatadéyetar o I lwp-

20.: Xpfigros Kanpados,
AunoBioypagio, 2001, 90
«dinyofvovias, Aoinbv, oto xwpié Koy
~ wilpwvias iy koGP, oav poviéio
 Ee ™ péva you.s ka) 94: «Fral,
- fovoyupils ovo xwpi6 Kai apxitw
- Boudes aowopéit, Moviédo n pava
 HOUKOI 1 NI0IpINIG 10U X0pI0G.»

ATav 10 KEVIPIKG poviéo, eixa Kavel
névie napaiiayés Kal kaBepia Atay
Kat Biagopeuks. Frol g (pouotdvia
bev ftav Biakoopuntikd, ftay
EVowpatwpéva péoa ot yAUNTUKA.»

23.: Inpepa Bplokovia) otn Luiioyn
tns Euyevios Kanpadou, aviyias tou
waféxvn (oeA. 18 & 28),

24.: Xphoos Kanpanos,
Autofioypagia, 2001, 88,

ings of her sculptural form, in
busts, full-length figures and

small studies, originally ex-

ecuted in plaster, are variants

with important differences 22,

They also show her close rela-
tionship with Kapralos and act
as a tribute to her. The three
small paintings by the sculp-
tor in watercolour and oil, rep-
resenting his mother by the
fireplace in the last period of
her life ** are truly touching.

The dominant feature in these
works by Kapralos is the ex-
pression of emotions such as
pain, toil, suffering and per-
severance, as revealed in the
face and body posture of his
mother, relatives and friends,
rendering the race of life an
ultimate good. The postures
of female forms in particular
tend to surpass human lim-
its. The works go beyond any
reasonable connection to the
period -the Occupation- and
are presented in a constant
universal internal dialogue.

Some of the sculptures from
the Collection, such as the
heads of the artist Kostas
Malamos (1934-1937), of a
peasant (1930-1934) and his
mother (1930-1934) were
executed during the sculp-
tor's studies at the School of
Fine Arts in Athens. The head
of Kazuo Kikuchi (1937),
his Japanese fellow student
atthe Academy in Paris comes

e
———e
—
e

20.: Christos Kapralos, Autobiographg,
2001, 90: «6oing therefore to the
village and building a hut, as a mode|

I had my mother”, and 94. *gq |

g0 back to the village and begin
working Ceaselessly. My maodels are

My mother and the children of the
village. »

21. Angelos Sikelianos, «breek art
and artists» Newspaper To Vima, 16
November 1950

22, Christos Kapralos, Autobiogrdphg
2001,97:*.. as the figure of my
mother was My main mode|, | made

The Collection ine
work “Giorgakis”
rigid sculpture w
volumes, which rer
body of the teeng
kis, a young local
was worked from
model, as docum nte

was the initial inspi
Kapralos, who about ;

five variants, each being so net
different. So the dresses were
decorative, they were Inco
into the sculpture.®

23. Currently in the collecti
Eugenia Kapralos, niece oft
(p. 18 & 28),

24. Christos Kapralos, Au
2001, 88.



The Works of Christos Ca

'-b‘r,_ Mirka Palioura

yakns (1948), éva oAdowpo
yAuntd pE  100pponnpEVous
dywous, nou anobiber 1o epn-
Bikd owpa tou Nwpydkn, evos
VEQPOU oUVIONith tou kadAité-
xvn. To €pyo eivar boudepévo
ano to {wvtavo poviéno, 6nws
aAdwote TEKUNPIWVETaI and
PWIoypaPia Nou €ikovidel tov
kadAdéxvn Kkal 1o yoviéno oto
epyactnpid tou otnv ABrva®.
To ouyKeKpIpEVo yAunté unnp-
€€ n apxikn €unveuon yia va
extedécel o Kanpdnos, 6éka
xpovia nepinou apyotepa, éva
oAdowpo yupvo (1958) xwpis
10 KeQAA! Kail 1a Navw akpa.

Avafdoyn nepintwaon diamotw-
VOUPE Kal OTnV eKTEAEDTN Tou
yAuntou H pdva pou (1950),
nou anotedel napaddayn tou
yAuntoU H pdva pou (1940-
45). To petayevéotepo €pyo
biakpivetal kaBapd oe oxéon
HE T0 nponyoUpevo and tnv
unap€n Bdons kai and us pe-
yadutepes diaotdoels tou.

MNaponn v kaBoAikdtnta tns
avBpwnivns popens oto €pyo
T0U yAunmtn Katd TN OUyKEKPI-
HEVN xpovikn nepiobo, napa-
mnpoUpe 6u otabiaka katap-
Yeitai to Slakoopntké otoixeio.
0 kaddiéxvns anofAéner oe
HEyanutepn agaipeon, 6nws
biakpivetal ow épya Kaprepia
(1951-2) ka1 ®iyotpa (1956).
Ta npoBAnparta tns péppas Ba
anaoxodnoouv otn ouvéxela
tov Kanpddo, evd Ba npoona-
Bfoel va avabei€er péoa ané

v agaipeon tov EOWTEPIKG
nupnva twv Hopedy, noy yive-
i avuAnmés 6xi pévo HE TNV

0paon adAd kaj HE tn BiaioBn-
on.

Ta épya nou EMNVEUOTNKE ©
kannitéxvns  otny IBiaftepn

natwiba tou ta Buokodg Xpovia
s Katoxns (1940-45) ano-
€00V 10V Npdto KUKAO tns
bnpioupyias tou, nou Xapaktn-
piCetal and enavanapBavipe-
va avBpwnokevipikd B€uana,
niacukés avalntioels, anfo-
MoINUEVes Popues Kkal Buvath
Ekppaon. Ba akodouBroouv
ol dnpioupyies tou ota epya-
otnpia s ABAvas kai tns Afyi-
vas, HE US onoies avadeixtnke
Kal kata€lwBnKe ws Kopupaios
yAuntns atov 206 aidva.

Ap. Mipka MadioGpa,
loTopIKkGS Téxvns

25 Kphowos KanpéAos,
huoBioypogia, 2001, 106; «Exelvn
v enoxh pinotévnoa éva veopt and
W e pn pou nou Ba ‘Bive efetdoes
ouw lewnovint Lxoh, Mou nélope
K £60v0 10 yupv6 WU Twpyarn KoJ
&0 aviyRuge oxebov oe QuOIKG
peyebus »

abstraction, as seen in the
works “Endurance” (1951-2)
and “Figure” (1956). Kapralos
will later focus on the prob-
lems of the form and, through
abstraction, will try to reveal
the inner core of forms, which
Is perceived not only by sight
but also by intuition.

The works the artist created
in his homeland during the
difficult years of the occupa-
tion (1940-45) are the first
cycle of his creation, which
Is characterized by recurring
anthropocentric themes, a
search into plasticity, simpli-
fied forms, and strong expres-
sions. These will be followed
by his creations in the studios
of Athens and Aegina, with
which he emerged as an ac-
claimed, leading sculptor of
the 20th century.

Dr. Mirka Palioura
Art Historian

25. Christos Kapralos, Autobiography,
2001, p. 106: «At the time, | hosted a
young man from my homelanc!. who
would be sitting examinations in the
Faculty of Agriculture, He posed and |
executed the nude “Giorgakis” and an
almost life-size relief.»
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