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CwNg Kal TEXVNG

YuvavTtiBnkav kar cuvé£Bnkav pe @iAia

otn XxoAn KaAov Texvav tng ABrvag.
ZavaPpiokovrtal oto lNMapici, énou
napakoAouBolv éAa Ta povrépva kivhpara,
aAAd napapévouy nioToi oTIG KAAOIKEG

a&ieg. To 1939 eniotpégouv otnv EANGSa,
6énou ouvexifouv To S1dAoyd Toug pe Tov
kAaoikiopd oe 6An Tn Sidpkeia Tng Katoxng.
Tnv 8ekaetia Tou '50 o1 0o kKaAAiITéxveg
avalntolv kai Bpickouv TNV NPOCWMIKA

Toug povTépva ékppaocn: o MépaAng pe Ta
enitopPia, o KanpdAog pe Ta xdAkiva yAunTd,
nou yevviouvTal and pia véa Texvikh - @UAAa
keplolU Soulepéva pe Tn @wTid. Eival Ta yAunté
nou 1o 1962 tou xapilouv 81eBvi avayvapion
otnv MmevéAe tng Beveriag.

Mia emAoyn and Sekaokt® xdAkiva épya

Tou KanpdAou napoucidlovral nAdi oe pia
pikpn avadpopikn Tou Mépaln. lMevivta
apiotoupynpata Tou ldvvn Mépaln, nou
npoépxovTtal kupiwg and Tn peydAn Swped
Tou otnv EOvikA MivakoBhkn aAAd kai and
181wTIKEG cUANOYEG, eikovoypagouly T
nopeia Tou {wypdgou and Ta npdipa épya

Tou €wg TNV KAAGCIKN agaipeon Twv TeAguTaiwy
xpbvwv. O1 duo kaAAiTéxveg, yeiToveg Kal oTny
Aiyiva, dev énayav noté va Siakéyovral pe
olyxpovo nvelpa e Tnv eAANVIKA apxaiéTnTa.

Mapiva Aapnpdkn-TIAdka

Ouénun Kabnyrrpia lotopiag g Téxvng,
AieuBivrpia ng EBvikng MivakoBikng -
Mouceiou AAe&dvSpou Zodrlou

Yannis Moralis
Christos Kapralos

Friendship in
Life and Art

Yannis Moralis and Christos Kapralos first

met and became friends at the Athens School
of Fine Arts. They met again in Paris, where
they eagerly explored modernist movements
while remaining true to their classical values.

In 1939, they returned to Greece, where

they continued to pursue their dialogue with
classicism throughout the German occupation.
In the 1950s, each of the two artists developed
his own personal version of modernism: Moralis
his funerary paintings and Kapralos his bronze
sculptures, produced by adopting the lost-wax
casting process. These sculptures would bring
him international recognition at the Venice
Biennale in 1962.

A selection of 18 bronze sculptures by
Kapralos is on display, alongside a small
retrospective exhibition by Moralis. A total of
50 masterpieces by Yannis Moralis from his
substantial donation to the National Gallery -
Alexandros Soutzos Museum and from private
collections trace the artist's evolution from

his early career to the classical abstraction

of his last works. The two artists - eventually
neighbours on the island of Aegina - never
ceased to pursue a contemporary dialogue
with Greek antiquity.

Marina Lambraki-Plaka
Professor Emeritus of History of Art
Director, National Gallery -

Alexandros Soutzos Museum
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Eicaywyiko
Keipevo

Av8péag Apakdnoulog
MpdeSpog
16pupa Xradpog Nidpxog

H ékBeon idvvng MépaAng - Xpriotog KanpdAog. Mia giAia (wrig kai téxvng oto KévTpo
MoAimiopot’18pupa Xralipog Nidpxog (KMIZN) cuvexilel Tn cuvepyacia Tou I§plipatog Zralpog
Nidpxog kai Tng EBvikig MivakoBhkng nou Eekivnoe Tov nepacpévo lolvio pe o Pwg kar xpwpa
eAAnviké otn Qwypagikri Tou Téton, pia ékBeon Tpidvra névre épywv Tou MNMavayidtn Téton. kondg
™G olpnpa&ng sivar éxi pévo va ddoel oto eupl koivd Tn Suvatdtnta va Sei épya BepeAiwddv
povtépvwy EANAVY kaAAiTexvay and tn pdvipn cuAdoyn Tng EBvikig MivakoBrikng, oe pia
nepio8o nou 1o kevTPIKS KTiP1S TnG eival kKAEIoTS Adyw £pyaciV yia gia onyavTikh enékTaon,
aAAdG eniong va enekTeivel nepaitépw Tn oulhtnon nou Eekivnoe pe Tnv evapkTthpia ékBeon Tou
Téton oto KIMIXN ndvw otn oxéon kai Tov aévao didAoyo avdpeca otn {wypagiki, Tn yAunTikn
Kl TNV APXITEKTOVIKA.

H apxitektovikn nailer onpavtikd pdho otn Siapdpewon kai Tny eEEAIEN TG KAAAITEXVIKAG

kal a160nTikiAg TautdTnTag Tou MépaAn. Eival kaAd Tekpnpiwpévn n cuvexng kai yevvaiédwpn
ouppeToxn Kal eikaoTikn napépPaocn Tou kKaAAITEXvn oe kTipia, 1I81wTIKG kal Snpdoia, pe nio
yvwoTh Tn Souleid tou oto Eevodoxeio Xiktov 1o 1959. H Cwypawikhi tou Mépain ennpedlel
TIG apXITEKTOVIKEG ouvBéoelg Tou kal Tautdxpova ennpedletal and autég. XToug NiVaKEG Tou
neipapatifetal cuvéxeia pe xwpikd {nthpata napdAAnAa pe Tn Xprion Tou WTSG, TOU XPWHATOG
Kdl TnG okiaong, wg Ta akpIPfh péoa yia va netlxel NAACTIKOTNTA OTIG HOPPEG KAl TAUTOXPOVA
Tn SuvatéTnta TpicdidoTtarng avanapdotaong. To naixvidi Tou MépaAn pe To Qwg, Tn okiaon
Kal TIG Ypappég, npokeipévou va apBpdoer pia éppa/péla kai va Snpioupyhicesl npoonTikA,
ekdnAdveTal oTig apxiTekToVIKEG ouvBEoelg Tou kal oe autég kaBeautég Tig napepPdoeig

Tou og peydAo apiBud kripiwv. EEGANou, énwg eine o {wypdypog AnpocBévng Kokkividng oe
ouvévteu&n otnv KaBnpepivii to 2011, o1 apxitekTovikég cuvBéoeig Tou Mbpaln Tou enétpedayv
Va NeIpapaTioTel yia npdTn @opd pe Tnv agaipeon, npotol Sokipdoel auth Tn Siadikacia oTn
Cwypagikn Tou.

H SouAeid Tou Xpriotou KanpdAou eivar évag atéppwy «8idAoyog pe Tov kKAaoikiopd», aAAd
npoodiopileral eniong and Tnv e§gpelivnon ek pépoug Tou KAAAITEXVN TnG UAIKSTNTAG, TNG

pélag, Tng em@dveiag kail Tng kivnong, Tng petrdfaong oto Suvapikd and To akivnTo Kai To
adpavég. Ta pnpoulvtliva yAuntd tou KanpdAou kepdiouv kai ennpedlouv Tov Beath péca and
Tnv 1IkavéTnTa Tou KAaAAITExvn va napdyel ékgppacn kal cuvaiocOnua xeipi{dpevog Tig enipdveleg
Kal To UAIKS Tou: Tov pnpolvtlo. KaBéva and ta Sekaokte) yAuntd nou ektiBevral oto KIMIEN
Bpioketal ev Tw yiyveoBal, oe Siadikacia kivnong nou nnydler and Tov dyko Kai Tnv nukvoTnTa.
Ta pnpodvtliva épya Tou KanpdAou avanapioTtolyv pia andneipa va Pyel kaveig and tn @Sppa Kai
va e§oudetepioel Tn PapiTtnTa.

Teivoupe va BAénoupe Tnv apxitekToviKh wg enothpn pdAAov napd wg téxvn, pia Siadikacia
oxediacpoul nou Bacifetal kal xpwoTtdel NOAAG oTnv enicTnpovikih opoAoyia kai peBoSoloyia.
‘Opwg, napd 1o yeyovdg 6t 1a BepéAia ota onoia eival xTiopévn Siapopdvovral and Tig
@UoIKEG emoTAPEG Kal Ta paBnpatikd, n apxitekTovikh Tautéxpova npoodiopiletal and Tn cuvexn
Siepelvnon kal evacxdAnon pe Tig idieg évvoieg kal cUAAAYEIG pe TIGg onoieg avapeTpiolvTal
otn douleid Toug o Jwypd@og kai o YAUGnTng, SnAadni pe tnv nAaoTikdéTnTa, To BGBog xMpou, Tn
XPAGN TOU XPOPATOG Kal Tou 9wTdG yia va anodoBei pia tpiodidotatn npoonTikA, Tn Snuioupyia
emnédwv kal dPewv/npocdPewy, Tnv uNikdTNTA, Tn Slapuyn and Tn edppa kai To UAIkS Npog
xdpiv Tng kivnong kail Tng ékppaong. H olvdeon avdpeca otn {wypa@iki Kal TNV APXITEKTOVIKA
otn SouAeid Tou MbpaAn kai Tnv avalitnon and tov KanpdAo Tng kivnong kai 1ng ékgpaong
ota yAuntd Tou Ba pnopouloav va kateuBlvouv Tov eniokénTn Tng ékBeong va oToxaoTel Ndvw

oe kdnoia oToixeia and Tn Snuioupyikh iadikacia Tou Renzo Piano katd tov oxediaoud kai

tnv avéyepon Tou Kévrpou MoAimiopoid’18pupa Zralpog Nidpxog. MNoio eival To enionpo 18iwpa
Tou Piano; MNag emituyxdvel pia aicBnon eAag@pdTntag kai kivnong péoa and tov éyko, Tn pdda,
TIG POPUEG, TIG YPAHHEG, TO XpWHa Kal Tn Xprion Tou pnetdy; Mdg katagépvel va anodhoel oTo
Toipévro tTnv Yeudaiobnon Tng nhaoTikdéTnTag; Mg culAapPdver péoa and 1o yuaAi Tnv aicBnon
g Siragdveiag kal Tautéxpova pia npdcodn; Ta pnpolvrliva yAunté tou KanpdAou anockonoilv
oto ouvaicOnpa péow Tng kivnong. Eivar adlvarov va 1a koitd&el kaveig xwpig va avaloyiotei
Tnv npoondBeia Tou Piano va anod®oel cuvaicBnpa, ev npokelgévw To cuvaicBOnua Tng evwxiag,
Snpioupy®vrag pia aicOnon aviPwong kal petewpiopol, pe Tov idio Tpdno nou n B€aon Twv
nvakwv Tou MépaAn kivntonoiei Tn @avracia va naiel pe 11g NiBavdTnNTEG PHIAG APXITEKTOVIKAG
napépPfaong ek pépoug Tou Lwypdgou oto KMIZN.
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Introductory
Text

Andreas Dracopoulos
Co-President
Stavros Niarchos Foundation

The Yannis Moralis - Christos Kapralos: Friendship in Life and Art exhibition at the Stavros Niarchos
Foundation Cultural Center (SNFCC) continues the collaboration between the Stavros Niarchos
Foundation and the National Gallery of Greece that commenced last June with Greek Light and
Colour in Tetsis” Painting, a show of thirty-five paintings by Panayotis Tetsis. The partnership seeks
not only to give the general public an opportunity to view works by seminal Modern Greek artists
from the National Gallery’s permanent collection, at a time when its main building is closed during
construction for a major expansion, but also to further expand on the conversation that started

with Tetsis’ inaugural show at the SNFCC on the relationship and ever-evolving dialogue between
painting, sculpture and architecture.

Architecture plays an important role in the formation and evolution of Moralis’ artistic and
aesthetic identity. The artist’s continuous and expansive engagement and visual intervention with
private and public buildings is thoroughly documented, the best-known being his work at the
Athens Hilton Hotel in 1959. Moralis’ painting influences his architectural compositions and at the
same time is influenced by them. In his paintings, Moralis experiments continuously with spatial
issues as well as the use of light, color and shadow as precise means for attaining plasticity of
form, and at the same time the possibility of three-dimensional representation. Moralis’ play with
light, shade and lines in order to articulate a form/mass and to create perspective manifests itself
in his architectural compositions and actual interventions on numerous buildings. At the same
time, as the painter Demosthenes Kokkinides said in a Kathimerini interview in 2011, Moralis’
architectural compositions allowed him to experiment for the first time in abstraction, before he
started engaging with such a process in his paintings.

The work of Christos Kapralos is an unceasing “dialogue with classicism”, but it is also defined
by the artist’s exploration of physicality, mass, surface and movement, the transition from the
immovable and inert to the dynamic. Kapralos’ bronzes engage and impact the viewer by means
of the artist’s ability to manufacture expression and emotion through his manipulation of surface
and of the material (bronze). Every single one of the eighteen bronzes exhibited at the SNFCC is
in the process of becoming, of attaining movement out of volume and solidity. Kapralos’ bronzes
represent an effort to step outside form and neutralize gravity.

We tend to view architecture as science rather than art, a design process that depends upon

and owes a lot to scientific vocabulary and methodology. But while architecture is built upon a
foundation shaped by natural and physical sciences and mathematics, it is also defined, at the
same time, by the continuous exploration of the same concepts and ideas that challenge a painter’s
and a sculptor’s work, namely plasticity, spatial depth, use of color and light to create a three-
dimensional perspective, the creation of layers and fronts/facades, physicality, transcending

form and material and attaining movement and expression. The connection between painting and
architecture in Moralis’ work, and Kapralos’ quest for movement and expression in his bronzes
could point the viewer of the exhibition towards contemplating certain elements of Renzo Piano’s
creative process in designing and building the Stavros Niarchos Foundation Cultural Center. What
is Piano's formal language? How does he attain a sense of lightness and mobility out of mass,
volume, forms, lines, color and the use of concrete? How does he attain in cement an illusion of
plasticity? How does he capture in his use of glass a sense of transparency and of a facade at the
same time? Kapralos' bronzes strive for feeling through motion. It is impossible to look at them and
not consider Piano’s attempt to achieve emotion, in this case exuberance, by creating a sense of
levitation and floatation, in the same way that looking at Moralis’ paintings makes one wonder of
the playful possibilities of the painter’s imaginary architectural intervention at the SNFCC.
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Mapiva

Aapnpdkn-TIAdka

Opdmiun Kabnyrirpia

lotopiag g Téxvng,
AiguBivrpia g EBvikrig
[MvakoBrkng -

Mouceiou AAe&dvSpou Xourlou

O MbpaAng eival o TeAguraiog eunarpidng Tng aAnBiviig {wypaikig
Mavog XarQidakig

YupnAnpavovTtal e@étog ekatd xpdvia and tn yévvnon tou Nidvvn Mépaln, nou €ide To «yAukd
¢@wg Tou loviou» otnv Apta otig 23/4/1916 (6/5/1916). O Nidvvng Mépaing, o unépoxog
avBpwnog, o Adokalog, o @wilog, o eunaTpidng pe 1o kKAaoikd vrioipo kai To SiakpITIkS xioUpop,
Sev eival nia avdpeod pag and 1ig 20 AekepPpiou Tou 2009. O Beviapiv tng levidg Tou "30 «eixe
peivel TeAeutaiog», dnwg éAeye pe autoocapkaoTikn 81dBeon, «yia va kAegioel Tny népra». H ndépta
ékAelog, o dvBpwnog épuye, To épyo pével. O1 Snpioupyoi, o1 peydAor dnpioupyoi, Eéxouv éva
povadikd npovépio: étav piAdpe yi' autolg xpnoiponoiolpe auBdppnta Tov eveoT®Ta Xpdvo, ca
va htav aképn kai yia ndvra wvravoi. O eveotdrag eival n emPefaiwon ng didpkeiag, nou Atav
névrote o 16avikéG 6TOX0G TwV KAADY €pywv.

H EBviknh MivakoBrikn Sev nepipeve Tov BAvard Tou yia va tiphicel Tov em@avi KaAAITExvN.

To 1988 tou agiépwoe pia peyaleiddn avadpopikih ékBeon. AkoAolBnoe n emPAnTikA
npoogopd 113 onpavTik@v épywy Tou npog To Mouoceio. Evdpion xpdvo petd tnv koipunon tou
AaockdMou, n EBvikn MivakoBikn tipnoe kar ndAi tov kaAAiTéxvn napouacidlovTag 1o oivolo
™G Swpedg Tou. O Mbpalng eixe kparhioel Ta nio avrinpoowneuTikd épya and dAeg Tig
nepiédoug Tng Snpioupyiag Tou, pe okond va ta dwpicel otnv EBvikA MivakoBrikn, kIBwtd Kkai
Bepatopilaka Tng 1oTOpiag Tng vedtepng eAAnvikng Téxvng. H Swped Tou MépaAn nepidapPavel
épya nou @Ttdvouv xpovoloyikd wg ta péoa Tng dekaetiag Tou '80. O kaAAiITéxvng cuvéxioe

va Snpioupyei og éva Gpog noAl nio agaipeTikd, nou dev avrinpoowneletal otn dwped npog
tnv EOviknh MivakoBrikn. Xtnv ékBeon tou Kévrpou MoAimiopol Tou I§plpatog Zralpog Nidpxog
napoucidletal o kKUpiog koppdg Tng dwpedg, evd n nepiodog Tng agaipeong cupnAnpveTal P
S8dveia and 186plparta kar cuhAoyég.

«Ayand Tov kavéva nou SiopBadver Tn cuykivnon». O Mdvvng MépaAng enaAnBeler pe 1o épyo
Tou 1o a&iwpa Tou Mnpak, evég Lwypdeou nou Baldpale 1Siaitepa, evdg kAaoikol Tng clyxpovng
1éxvng. O MépalAng eival npdypart kAacikdg. ‘Oxi kAaoikioThg. Moia n Siagopd; Mikph kai
IANyy108ng. O évag cuvavtd opyavikd Toug vépoug Tng KAAGIKAG popig, and evdidBetn kAion,
and ecwtepikh avaykaiétnta. And pia dnodin Toug eeupiokel UoTepa Toug enaAnBelel ndvw ota
peydAa npdrtuna. O dAAog toug peAetd kai Toug pipeiTal.

O Mdavvng MépaAng eivarl évag kAaoikdg Tou 2000 aidva. A&iwpa h undéBeon epyaciag, o
XAPAKTNPIGPSG Tou KAaoikoU eyeipel npoPAnipata akavB®dn: 16Topikd, 1I8eoloyikd, ugpoAloyikd.
Eivar dpaye onpepa e@ikth n Snpioupyia evég kAaoikol Upoug; To kAaoikd TautioTnke ndvrote
pe To pUBo piag «xpuohg enoxngy, P’ évav - £0Tw Kal eQPNPEPO - peTEWPIoPS appoviag Kal
icopponiag. «O apxaiog épnPog», ypdpel otny KepaArn tng MéSouoag o MavrteAig MpePeldkng,
«gixe and ndvw Tou Toug oAUpnioug Beolg, o clyxpovog éxel Ta PopPapdioTikd».

O Mdavvng MépaAng Siapoppdveral kal wpipdler péoa otn dekaetia tou ‘30. MNoia naideutikd
npétuna kateuBuvouy Tig veavikég Tou avalnthoeig; MaBntiig otn ZxoAn KaAdv Texvav and
Sekanévre xpovav (1931), kataktd pia otépen kaAitexvikh naideia. Ao ané Toug Sackdloug
Tou, ol mo povtépvol, ol nio a§idémortol, o MNMapbévng kar o KepaAAnvdg, kaAAiepyoly, o
kaBévag pe Tov 1pdno Tou, éva kAaoikd 18avikd. O npecPitepog eival AiyopiAntog, pakpivog,
puotnpiddng. O vedTtepog, kooponoAitng, diavoolpevog, npoodeutikdg, wAéyeTtal va peTadmoel
oTtoug pabnTtég Tou yvioeig kal nAnpogopieg, va Toug BagTicel otov aépa Tou MNapiciol. XTov
KepaAAnvd xpwotdel o Mépaing duo an’ Tig npwdipeg «aydneg» Tou: Tov Avipé Nrepaiyv, Tou
MeconoAépou, Tov petakufioTikd, Tov kAaoikd, kai Tov’ EAAnva opdhoyd Tou, Tov faldvn.

Agonélouceg @uoioyvwpieg Tng enoxng eival o KévroyAou, o Mikidvng, o MNManaAloukdg, o lkikag
Kal ol veapoi avatéAAovTeg aoTépeg, pabntég kar akdAouboi: o Toapoulxng, o Aiapavrénoulog,
o Eyyovénoulog, o BaoiAegiou k.4. To Tpito Mdr, 6pyavo Tng npwronopiag, Siafdleral dnAnora.
lnyevn kai E€va BewpnTikd keipeva ouykAivouv npog Tnv «outonia» evég eAAnvikoU 16ew@Soug,
nou avalntd aicOnTikd kal Hop@ikd epeiopata Téoo otny napddoon 600 kal oTny Npwronopia.
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Yannis

Moralis
A 20th-Centrury

Classic

Marina

Lambraki-Plaka

Professor Emeritus

of the History of Art
Director, National Gallery -
Alexandros Soutzos

Museum

Moralis is one of the last patricians of true painting
Manos Hadjidakis

The year 2016 marks the centenary of the birth of Yannis Moralis, who first set eyes upon his
beloved 'lonian light’ in Arta on 23-4-1916. A wonderful person, teacher, friend, a patrician of
classical demeanour and a discreet sense of humour, Yannis Moralis is no longer with us since
December 20, 2009. The Benjamin of the Thirties Generation, “he was the last one left behind”,
he used to say, “so as to close the door on the way out”. Door closed, man gone, the oeuvre
remains. Great artists enjoy a unique privilege: Referring to them, we spontaneously use the
present tense, as if they were, and always will be, alive. The present tense is the confirmation of
timelessness, which has always been the goal of art.

The National Gallery wished to honour the pre-eminent artist while he was still alive. In 1988, a
monumental retrospective exhibition was dedicated to the artist. Then came the artist’s imposing
donation of 113 major works to the museum. One and a half years since the master’s passing,
the National Gallery paid another tribute to the artist, when all the works in his donation went
on view. Yannis Moralis had saved the most representative works from all periods of his career
to donate them to the National Gallery, the safe-keeper of the history of Modern-Greek art.
Moralis’s donation includes works dating back to the mid-1980s. The artist naturally continued to
produce, in a much more abstract style, not represented in his donation to the National Gallery.
The main body of the donation is on view at the Stavros Niarchos Foundation Cultural Centre
exhibition, while the abstraction period is illuminated by loans from museums and collections.

“I like the rule that corrects emotion.” Yannis Moralis would certainly have agreed with this quote
by Braque - an artist that he especially admired, a true classic of contemporary art. Moralis

is indeed a classic, not a neo-classicist. The difference? A small, yet dizzying one. The former
approaches the laws of classic form organically, out of inner necessity. In a certain respect, he
invents them; he then proceeds to test their validity on the great models of the past. The latter
studies them in order to imitate them.

Yannis Moralis is a 20th-century classic. Whether an axiom or a working hypothesis, the term
“classic” gives rise to controversial questions: historical, ideological, stylistic ones. Is it in fact
feasible to develop a classical style today? Classical art has always been identified with the
myth of a “golden era”, a moment of balance, however fleeting. “Ancient Greek youths, Pantelis
Prevelakis wrote in Medusa’s Head, had Olympian gods above their heads; contemporary ones
have bombers.”

Yannis Moralis grew as an artist in the 1930s. Which educational models influenced his youthful
explorations? A student at the Athens School of Fine Arts at age 15 (1931), he acquired a solid
artistic training. Two of his teachers, Parthenis and Kefallinos, the most modern and reliable ones,
fostered each in his own way a classical ideal. The senior artist was a man of few words, distant,
mysterious. The younger one a cosmopolitan, intellectual, progressive character; he had a burning
desire to transmit information and knowledge to his students, to immerse them in the air of Paris. It
is to Kefallinos that Moralis owed two of his early “loves”: André Derain, the post-Cubist, classical
artist of the interwar period, and his Greek counterpart, Demetrios Galanis.

The towering figures of the period were Kontoglou, Pikionis, Papaloukas, Ghika, and the rising
stars, pupils and followers: Tsarouchis, Diamantopoulos, Engonopoulos, Vassileiou. The avant-
garde magazine Trito Mati, is extremely popular in these circles. Greek and foreign critical theory
essays all pointed towards the “utopia” of a Greek ideal that sought its aesthetic and formal
justification in both tradition and the avant-garde.
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To kaAAiTexvikd pikpokAipa Tng EANGSag Tou peconoAépou gppnveltnke ocuxvd wg eBvikn
1Siotunia. Mpdopateg épeuveg kal ekBEoeig anédeiav 1o elpog Tou paivopévou. To SINAS kal
SiBoulo clvBnpa «enioTpo@h otnv 1GEn», «enioTpo@n otnv napddoon» avrixnoe o' oAdkAnpn
tnv Eupdnn tnv enadpio Tou npdtou peydAou noAépou. H AEEn «1dEn» opeilel ndvta va pag
unonélel, onpeidvel kdnou o PoAdv Mnaprt. la tnv dpa ndvrwg, yipw oto ‘20, petappdlel Tn
onoudn yia avacThAwon Twv epeiniwy Kal, Kupiwg, Twv a&idv. Molog pnopei va katnyopricel Tov
kAaoikd Mikdoo Tou 1920-25 yia cuvrnpntiopd h npogacioTikh 81d0eon;

Ytnv EAAGSa n eniotpogin otny napddoon, Tnv enopévn Tng MikpaociaTikihg cupgopdg, naipvel
dAAo xapakTthpa. To SiapeAiopévo ohpa Tou eAAnvicpol EavaPpioker Tnv evdéTnTd Tou péoca otnv
Téxvn. AAN\worTe, ol eyylitepeg napaddoeig - n BulavTivi kai n Adiknh - éxi1 yévo Bupilouv Tig
xapéveg natpideg aAAd enaAnBelouy kai Sivouv nictonoinTiké 10ayéveiag oTig idigg TIG apxég
TG povtépvag téxvng. O Meta&dg Ba Bper Tnv eAAnvdTponn npwrtonopia €roiun, Siapopwpévn,
ka1 Ba Tnv evBappivel, avayvwpifovtdg Tng «uyin» eBvikd npocavatoAiopd. Ekei dpwg
eCavtAeital n oxéon.

O1’EAAnveg Cwypdpoi Tng yevidg Tou ‘30 Sev cuvioTolv Aoindv ioTopikh napékkAion. MiAolv
éva 18iwpa nou avikel otn YA@ooa Tou kalpou Toug. MNoio 16iwpa; Ma @uoikd eAAnvikd! O
MépalAng, pe Tn Aakwvikh Tou euBuPBolia, cuvdéyioes To Bépa oe pia npdtacn: «n eAAnvikdTnTa;
Nopilw nwg 1o npbdPAnpa agopd toug @iIAéAANveg, 6xi Toug EAANnveg». «O kaAAITéxvng
ekppAaletal pe TIg NANyéG TNG £NOXNG Tou», pou éAeye o (wypdPog TIG NAPAPOVEG TWV EYKAIVIWV
Tng avadpopikig Tou ékBeong otnv EBvikA MivakoBrikn to 1988. O Mdvvng MbépaAng ékape and
TIG «nAny£ég TnG enoxng Tou» éva £pyo olyxpovo Kai kKAaoikd. Me ta cuvtpippia EavdxTioe o vad
ka1 anokatéoTtnoe Tn Aatpeia tou AvBpdnou.

O Mépaing @tdvel oto lMapiol - péow Poung - to 1937, éva xpdvo-o1abpd. O veapdg
Cwypdyog npoAlaPaiverl va &1 tn AieBvi‘EkBeon. H lkepvika, nou extiBeTal, vwnh aképn, oto
povtépvo nepintepo Tng Anpokpariking lonaviag Tov evrunwoidlel. «Asivév néAwpovy, 1o épyo-
kpauyn tou MNikdoo, katayyéAAel Tn BapPapdtnTta Tou aidva. Authv akpifdg nou npoonabolv va
ouykaAUouv pe Tig nopndSeig KAACIKIOTIKEG HAOKEG TOUG TA NEPINTEPA TWV OAOKANPWTICHAV.
Mia dAAn ékBeon anokaAintel otoug NdAAoug kal otov ékBapBo MbépaAn, Tov nio «povrépvo»
Cwypdyo nou pag kAnpoddétnoav o1 aidveg: Tov Aopiviko Oeotokdnoulo. «XToug SackdAoug
pou npbéoBeca tov Nkpéko, Tov Mikdoo, Tov Mnpdk, Tov Martig», opoAoyei o kaAAiTéxvng. Ti
avixveletal an’ 6Aa autd oto Gpipo épyo Tou; ‘O,11 anopéver and Tnv npdTn UAN oTo oIvénveupa,
petd tn 8inAh andotadn: To dpwpa.

‘Onwg kdBe yviolog kAaoikdg, o MépaAng kalAiepyei pia Téxvn avBpwnokevTpikh. Ol
npoownoypagieg tng Katoxng kai tou Epgpuiiou, katagiyio Tou xeipaldpevou avBpwniopod,
eival and ta mo a&iéTipa épya Tou ai@va pag. MNéleg hpepeg, CUYKEVTPWHEVEG, HVNHEIAKEG.
®iAaAnBeia, anAétnTa, oikeldétnTta kal andotaon pali enaAnBelouv 1o kAaoikd aicBnpa Tou
Lwypdgpou. MeTtwnikég h ehagpd yupiopéveg ota 3/4, o1 popég Tou pag koitdlouv p’ éva
BAéppa unvwrioTikd evapyég kal pali andpakpo. To fdBog sival oudétepo h neplopiopévo and
aulaieg kai enineda. «Tn {wypagikh Tny avTiAapPdvopal ocav avdyAugo», e€nyei o {wypdyog. Ta
vekpikd noptpaita tou Payiolp kar n wypagikn Tng Mopnniag sival Ta opoAoynpéva pakpivd
nedTUNA TNG TEXVNG TOU AUTA TNV €NOXA.

H ykdpa tou eival npoownikiA, nepiopiopévn: xpwpatiotd ykpifa, naApddn, 1p1&ifovra ndvw
Toug Tpayoudolyv Ta Suvatd, aknAidwTta kOkKIva, Kal Ta paldpa, Ta unépoxa paldpa Tou Mépaln,
10 nio xpwua and ta xpwpard tou. O kaAAiTéxvng xTiCel Tn @bppa pe peydAa enineda, pe aniég
kal andAuta eAeyxdpeveg xeipovopieg. Or popwég Aoldlovtal oto pwg €va aBépufo, xvoudwtd
@wg, nou anoppo@d 1ig avakAdoeig. H 8idpwtn «emdeppida» Tou xpdparog, kAnpovopid Tou
MapBévn, evreivel Tnv nveupatikdTntd Twv €pywyv. O1 nxnpég Adpbeig, ondvieg, petafdiiouv

10 okelog TnG eKAOYNAG Toug og kGopnpa. NMAd&I oTig npoocwnoypagieg, nou cuvodelouv ndvra,
oav uylielvih doknon 1o KUplo £€pyo Tou, 0 Mépaing wypagilel pepikég vekpég puoelg - dnwg To
perakuPioTikd Tpanéli tou 1947. Ta Aiyootd tonia Tou 8ev petagppdlouy dueca Tnv naparipnon.
Moidlouv nepiccdrepo pe avadioeig péca and tn pvAaun.
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The mesoclimate of the interwar Greek art scene has often been interpreted as a purely national
peculiarity. Recent research and exhibitions, however, have demonstrated the scope of this trend.
The twin, ambivalent mottos, “return to order”, “return to tradition”, resounded throughout Europe
in the aftermath of World War I. The content of the word “order” should always be called into
question, Roland Barthes wrote. At that time, though, around 1920, it was associated with the rush
to restore the ruins and, above all, the values. Would the classical Picasso of 1920-25 be accused

of conservatism, or pro-fascist tendencies?

In Greece, the return to tradition, in the aftermath of the Asia Minor Catastrophe, took on a
different meaning. The fragmented body of Greece regained its unity in art. Besides, the native
traditions - Byzantine and popular art - not only evoked the lost fatherlands, but also validated
and nativised the very principles of modern art. Metaxas found the Greek-styled avant-garde
already in shape and encouraged it, as he saw a “healthy” national orientation in it. Yet, this is
where his relationship with it ended.

The Greek artists of the generation of the Thirties, therefore, are not a historical deviation. Their
idiom was part of the language of their times. And which idiom was that? The Greek one, of
course! In his laconic directness, Moralis summed up the matter: “Greekness? | believe this is only
of interest to philhellenes, not Greeks themselves.” “An artist expresses himself through the wounds
of his time”, the artist told me on the eve of the opening of his National Gallery retrospective
exhibition, in 1988. Out of the “wounds of his time”, Yannis Moralis created what is both a
contemporary and a classical body of work. He rebuilt the temple from the ruins, and restored the
worship of humanity.

Moralis arrived in Paris - via Rome - in 1937, a landmark year. The young artist was there in

time to visit the World Fair. He was extremely impressed by the Guernica, its paint still wet, in

the modernist pavilion of the democratic Spain. Picasso’s haunting protest-artwork condemned

the barbarity of the century. Precisely what the pavilions of absolutist regimes sought to conceal
under their pompous neoclassical masks. Another exhibition revealed to the French public and to
a dazzled Moralis Domenicos Theotokopoulos, the most “modern” Greek painter of all time: “I
added Greco, Picasso, Braque, Matisse to the list of my teachers,” the artist acknowledged. Is any
of this evident in his mature work? As evident as what remains from the raw material in double-
distilled spirit: the scent.

As all true classical artists, Moralis pursued human-centred art. His portraits dating from the period
of the German occupation of Greece and the Civil War are a refuge for persecuted humanism,
ranking amongst the most invaluable works of the century. Serene, collected, monumental poses.
Love of truth, simplicity, intimacy and distance all at once validate the artist’s classical sensibility.
Frontal, or slightly angled at three quarters, his figures look at us with a transfixing yet distant
gaze. The background is neutral, or confined by curtains and planes. “I perceive painting in terms
of a relief”, the painter explained. The self-confessed remote models of his art during that period
are Fayum funerary portraiture and Pompeian painting.

His palette is personal and narrow: coloured, vibrant, iridescent greys; over them sing strong,
spotless reds and his wonderful blacks - the most colourful of his colours. The artist builds form in
large planes and fully controlled gestures. The figures are bathed in light - a quiet, peach-bloom
light that absorbs reflections. The luminescent “skin” of colour, Parthenis’s legacy, intensifies their
spirituality. The rare instances of dazzling light turn their chosen vehicle into jewellery. Next to his
portraits, which Moralis always produced alongside his main line of work as a kind of exercise,
there are a few still-life paintings - such as the post-Cubist Table, of 1947. His few landscapes do
not translate observation directly. They seem to be rather like emerging memories.
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Navvng
MépaAng
‘Evac kAaoikég
Tou 2000 aikva

l0pw oto ‘50 n Bepariki Tou MépaAn Aayapilel, anokpuotaAlA@veral. Av o Toapolxng énAege
Tov Upvo Tou peAAEé@nPou kal Tou véou, o Mépaing Ba Tpayoudricel To epwTikd péoTwpa TWV
KOPITOIQY, «u@aivovTag» pe KpouoTég niveAiég Tnv dyoupn e@nfeia Toug. Yotepa Ba netixel To
abivarto: va xwvéyel Tov byko péoa oTo nepiypappa, va perag@pdosl Tn YAag@uph cwpatikéTnta
og pia napewtn @dppa, Xwpig okid, xwpig Tovikd nAdoipo. To kopiTtol eival ekeil Zwypagpid

Kal owpatikh napoucia, pia ontacia nou piAder ota pdria kai otny agh. Képeg nou kéBovrai
avTikplotd f nou avanavovrtal, oxedidlovrag apxaieg otdoeig nAdi oe napaoctddeg, ynpooTtd oe
népteg. Ta c@patd Toug, Ta péAn Toug apBpdvouy piav apxitekTovikh yvapipn. Mol tnv €ide o
Cwypdyog; Ma @uoikd oTig vadpoppeg othAeg Tou Kepapeikol i Ttou EBvikod Mouceiou, énou
neriérav aképn kai oto SidAeippa and n LxoAn, padli pe tov @ido tou Niko NikoAdou, évav
dAMo «kAaoikd». Ta copata npofdAAovrarl kal kdnote avadiovral and To okoTeIvd OvVTo, dnwg
otnv epuBpdpopen ayyeioypagia. O Mbépaing Quyilel TIG pwTEIVEG Kal TIG OKOTEIVEG (OVEG.
Opyavavel Tn clvBeon yewpetpikd, pubpikd, xwpig BdBog. O kAaoikdg kavdvag, «cupgwvia
TWV pePOV Npog dAANnAa kal npog 1o dAovy, enaAnBeletar adidkona. H ykdpa nepiopiletal ota
yai®dn, oTig OXPEG, OTIG OIEVEG, oTA UnAE, oTa palpa, oe kdnoia acPeot®@dn Aeukd. «Eival ta
xp@pata Tou MoAlbyvwrou», oxoAidlel o {wypdgog. H TpiAia Tou kGKKIVOu, Tou KiTpIvou eival
ondvia, yI' autd dpaocTikn.

Ta «EmitGpPia» kar Ta «EmBaAdpia», o Bdvartog kai o épwrtag, n e§iowon Tng {whg, kopupdvouv
auth Tnv avalitnon otn Sekaetia Tou ‘60. To napddo&o pe Tov Mépakn eivar 611 oo yivérav nio
povTépvog, Tdéoo yivoTay nio kKAacikdg, nio apxaiog. H aAxnpeia Tng Téxvng Tou kpatdel kai éva
dAAo puoTikd: doo yivéTtay nio agnpnpévog, Téoo yivétay nio aiobnoiakdg. Xrn Sekaetia Tou ‘70
ol avTinaAeg KAPMUAEG TWV VEQVIKOV CWPATWY CUPNUKV@vVouy éva 18edypappa, 1o 16edypappa
Tou épwta. M’ autd to ESpki avripeT@®nile Tnv eyydTnta Tou Bavdrtou bo0 yepvoloe.

To 1983, o Adokalog anoxwpnoe and tn ZxoAn KaAdv Texvayv, nou Adunpuve pe tnv
epnveucpévn 8idackalia tou eni 36 xpdvia. To 1947, pdiig 31 etdy, eixe ekAeyei kabnyntig, o
vedtepog oTnv IoTopia TNG LxoANG: kal katdgepe va eniBAnBei elpnvikd, pe Tn yonteia Tng vidTng
kal Tnv avoikth 8iI8ackaAia Tou, otnv onicBo@ulaknh Tng ZxoAhg Tou Movéxou. MoANoi and Toug
enipavéotepoug olyxpovoug EAAnveg kaAANiTéxveg unip&av pabntég Tou.

H npoownikétnta Tou MépalAn, To Bog, To £pyo, n avektipntn 818akTikh npoocwopd Tou

otn XxoAh KaA@v Texvav, n naidaywyikn tou BAéppatog nou doknoe og dAoug pag, pe Tnv
napépPfacn Tng TEXvng Tou oTov dnpdaoio xWPOo Kal Tn SUPPOAA TOU OTIG EQAPUOCHEVEG TEXVEG,
depnoav tnv ave&itnAn oppayida Toug, 6x1 pévo otnv IoTopia TnG olyxpovng eAANVIKAG TExvng,
aAAdG kar otnv i81a Tn {wh pag. AuBevtikdg EAANvag kai oikoupevikdg Snpioupydg, o Mdvvng
MépaAng éxel katakThoel piav e§éxouoca Béon oto ndvBeov nou @ido&evei Toug peyaliTepoug
Cwypdyoug Tou 2000 aidva.

H EBviknh MivakoBrikn kai 1o 18pupa Xradpog Nidpxog, perd tnv napouciacn oto KMIZN tou
épyou tou Mavayidrn Téton, nou onpeiwoce NpwTOPAVA £MITUXid, CUYKEVTPWOVOVTAG Sekddeg
x1IA1édeg eniokénTeg, anogwdoicav va opyavdcouy Tn 8idupn auth ékBeon, agiepwpévn og duo
@iloug kaAANiTéxveg: otov N1dvvn MbpaAn kai Tov XphoTto Kanpdho, éva {wypdgo kai éva
yAUnTn, nou cuvavtiBnkav otn ZxoAn KaAav Texvdyv, cuvéxioav va kdvouv napéa oto Napiol kai
napépeivav cuvodoindpol, @iloi kai yeitoveg otnv Afyiva, pe Ta epyacTtipid toug nAdi-nAdi. Xro
otevd autd KUKAO Twv Nalai@v cup@oItnT@v Kal 1I66B1wv @iAwv avike kal o {wypdgog Nikog
NikoAdou, nou ékTioe kal Keivog To @IAGEevo epyaoThpid Tou otny iSia yeitovid Tou vnoiol.

O 1peig pidor poipdlovral kai éva dAAo koivé ndbog: ayanolv Tnv eAAnvikh Apxaidtnta Kal
Sev énaav noté va dialéyovtar pali Tng pe olyxpovo nvelpa. H EBvikn MivakoBrikn, yia va
TigAoEl TN @IATa TwV TPIOV KAANITEXVQY, £XEI NPOYPAUHATIOEI va Toug agiepwoel pia aibouca
oto véo Mouoceio KanpdAou, Tou onoiou n katackeun Eekivd olvropa otnv Aiyiva. To Mouceio
npoopiletal va oteydoel Tn peydAn dwped Tou yAdntn npog tnv EBvikA MivakoBrikn.

*To Ynoupyeio lMoAimiopou & ABAnTticuoU, pe Tnv eukaipia Tng eneteiou Tng cupnArpwong 100 xpévwy and Tn yévvnon
Tou kKaAAiTéxvn, Béonioe o «BpaPeio Eikaotikwv Texvav l1dvvng MépaAng», To onoio anoveuribnke ané tov Ynoupyéd
MoAimiopod k. Apioteidn MnaAté otov Qwypdepo Mavayidtn Téron orig 29/2/2016, Aiyo npiv ané tov Bdvard Tou
(5/3/2016).
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Around 1950, Moralis’s thematic core began to emerge clearly. If Tsarouchis celebrated pre-
adolescence and youth, Moralis sang of a girl’s coming into sexual maturity. He then achieved
the impossible: to assimilate volume within the outline, to translate an eloquent physicality into a
luminescent form, without any shades, any tone modelling. The girl is there! A visual as well as a
physical presence - an illusion that speaks to the eyes and to the touch. Kores, seated opposite
each other, or reclined in classical postures next to pillars, against doors. Their bodies and limbs
articulate a familiar architecture. Where did the artist encounter it? In the temple-shaped steles

in the Kerameikos cemetery and the National Museum in Athens, where he used to drop by even
during a short break from teaching at the School of Fine Arts, along with his friend, Nikolaovu,
another “classical” artist. The bodies emerge against a dark background in a way reminiscent

of red-figure pottery. Moralis balances out the illuminated and dark zones. He arranges the
composition in depthless geometric patterns. The classical rule that the parts must agree with each
other and with the whole is reaffirmed time and time again. The palette is limited to earthy colours
- ochre, siennq, blue, black, a few limestone whites. “These are the colours used by the painter
Polygnotos”, Moralis remarked. There is the occasional, and therefore effective, trill of red or
yellow.

The artist’s exploration - eros and thanatos, the equation of life - culminates in his Funerary
Compositions and Epithalamia in the 1960s. The strange thing about Moralis is that the more
modern he became, the more classical, the closer to ancient Greek art he was. The alchemy of
his art held yet another secret: The more abstract he became, the more sensual he became. In
the 1970s, the opposing curves of the youthful bodies became the epitome of an ideogram, the
ideogram of love. This was how he dealt with death approaching as he grew older.

In 1983, the great teacher retired from the Athens School of Fine Arts, which he had glorified

by his inspired teaching for 30 years. In 1947, only 31 years old, he was elected professor and
managed to establish himself peacefully, with the charm of youth and his open-minded teaching,
over the rear-guard of the Munich School. Many of the greatest contemporary Greek artists have
been his pupils.

Moralis’s outstanding character, moral standing and body of work, his invaluable contribution as
a teacher at the Athens School of Fine Arts, the pedagogy of the gaze that he practiced for the
benefit of all of us, have left an indelible mark, not only on the history of contemporary Greek
art, but on our lives as a whole. A truly Greek, and therefore universal artist, Yannis Moralis has
earned a prominent position in the pantheon of the greatest 20th-century artists.

Following up on the extremely successful exhibition of Panagiotis Tetsis at the SNFCC, which
attracted tens of thousands of visitors, the National Gallery - Alexandros Soutzos Museum and

the Stavros Niarchos Foundation have decided to mount this twin exhibition, dedicated to two
artist friends: Yannis Moralis and Christos Kapralos, a painter and a sculptor, who met at the
Athens School of Fine Arts, continued to be friends in Paris and remained companions, friends and
neighbours on Aegina, where their studios were right next to each other. Another member of this
circle of old fellow-students and lifelong friends was the painter Nikos Nikolaou, who also built his
hospitable studio in the same area of the island. The three friends shared another common passion:
they loved the Greek antiquity and never ceased to converse with it in a contemporary spirit. As a
tribute to their friendship, the National Gallery is planning to dedicate a room to the three artists in
the new Kapralos Museum, the construction of which is soon to begin on Aegina. The Museum will
house the sculptor’s extensive donation to the National Gallery.

* To honour the centenary of the artist’s birth, the Ministry of Culture & Sports established the Yannis Moralis Visual-Arts
award, awarded by the minister of Culture, Aristides Baltas, to Panayiotis Tetsis on 29 February 2016, only a few days
before the artist’s passing on 5 March 2016.
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O Navvng MépaAng yevviBnke otnv Apta 1o 1916 kai néBave otnv ABnva to 2009.
Yannis Moralis was born in Arta in 1916 and died in Athens in 2009.

H oikoyéveia Mépain eykabiotarar opiotikd otnv ABriva. O veapdg Mdpaing éxer ndpel
v andgaon va yivel {wypdgpog kar apxiCel va napakoAouBei To «kupiakdriko pdBnpa» otnv
Avwtdtn ZxoAn KaAav Texvav.

The Moralis family settle in Athens. Young Moralis has made up his mind to become a painter
and begins to attend Sunday classes at the Athens School of Fine Arts.

Mpoetoipdleral yia 1ig eicaywyikég e€etdoeig otnv AZKT, emituyxdvel kai eyypdgetal oto
MNponapackeuaocTikd Tphpa pe kaBnynti Tov Anpritpio Tepavidtn. [vwpiCetar pe tov Ndvvn
Toapouxn kai Tov Xprioto KanpdAo kai Eavacuvavrd tov Niko NikoAdou. Eivar peta&i twv
onoudaot®v nou o Kwvoravrivog MapBévng emAéyel yia To epyactiipid tou, o idlog wotdoo Ba
npoTiphoel va eyypaegei oto gpyactipio Tou OupPéptou Apyupou. Eniong napakoAouBei To véo
gpyaotipio xapakTikng Tou ldvvn KepaAAnvou. And tnv AXKT anogoitd to 1936. Tov endpevo
xpoévo nebaivel o narépag Tou oe Tpoxaio arixnua. Tov lodvio Tng idiag xpovidg avaxwpolv
yia tn Popn pe tov NikoAdou. ©a poipacTolv Tnv unotpoegpia nou képdioe o Mbépakng otov
Siaywviopd Tng Akadnpiag ABnvav (kAnpodétnpa Oupaviag Kwvotavrividou) yia onoudéq
YnpoBeTiking oto e&wrepikd. Ztnv Itakia Ba peiver péxpr Tov NoéuPpio tou 1937, ondre kai
eykabiorarar oo Mapior. MapakohouBei paBhpara wypagikig kovréd otov Charles Guérin

Kal Toixoypagiag oto gpyaothpio Tou Ducos de la Haille. MapdAAnAa, otn ZxoAn Texvav kai
EnayyeAparwv (Arts et Métiers) 818doketal YngpoBeTikh kovrd otov Henri-Marcel Magne,
olpgpuwva pe Toug Spoug TnG UNOTPOYIag Tou.

He was admitted to the ASFA preparatory course, under Professor Dimitrios Geraniotis. He
soon met Nikos Nikolaou, as well as Yannis Tsarouchis and Christos Kapralos. He is among
the students selected by Konstantinos Parthenis for his workshop; nevertheless, the artist opts

to enroll in Umvertos Argyros’s workshop. He attends the new printmaking workshop by Yannis
Kefallinos. He graduated from the ASFA in 1936. The following year, his father dies in a car
accident. In June of that year, the artist left, together with Nikolaou, for Rome. They will share
the scholarship awarded to Moralis by the Academy of Athens (Urania Konstantinidou Bequest)
to study mosaic abroad. He stayed in ltaly until November 1937, when he moved to Paris. He
studied painting under Charles Guérin and mural in the workshop of Ducos de la Haille. Mean-
while, he studied mosaic under Henri-Marcel Magne at the School of Arts and Professions (Arts
et Métiers), according to the terms of his scholarship.

Me tnv kipugn Tou MoAépou avaykdletal, énwg ol nepiocdtepol onoudaoTtég, va eykaraleiel
11 onoudéq Tou oto lMapiol kal va enoTpéer eoneucpéva otnv EANGSa.

When war broke out, he was forced, as most students, to abandon his studies in Paris and
hastily return to Greece.

EkBérer pia oeipd xapakTikav pe Ty opdda «EAeiBepor KaAiréxvar» otov MNeipaid - gilorexvei
pdAioTa kai To eEd@uAAo Tou kataldyou. Tnv dvoién katardooetal oto oTpard kal unnNPeTei Tn
Onteia Tou. Xuppetéxel otnv Teheutaia nponoAepikn MaveAAivia EkBeon oto Zdnneio, énou kai
anoond 1o xdAkivo petdAAio.

He showed a series of prints with the Free Artists group in Piraeus; he also made the exhibition
catalogue cover. In spring, he was conscripted in the Army. He participated in the last pre-war
National Art Fair in Zappeion, receiving the bronze medal.

Mavrpedetal Tn Mapia Poucév (o yapog toug Ba Siapkéoer péxpi o 1945). Ta xpdvia tng
Katoxng aoxoAeital evranikd pe Tnv npoownoypagia, dote va eEaogpalilel kdnolo otabepd
£¢0080 @ihotexvivrag noptpéta kard napayyehia. ESakoAouBei eniong va aoxoleital pe Tn
XOPAKTIKNA.

He marries Maria Roussen (their marriage would last until 1945). During the German occu-
pation, he accepted commissions for portraits as a means to ensure a steady income. He also
continued to pursue printmaking.

Mavrpederar n yAOnTpia AyAdia Aupnepdkn, pe tnv onoia kai 6a anoktiicer évav yio, Tov
Kwvoravrivo. Tnv iSia xpovid ekAéyetar TakTikdg kaBnyntig Tng MNMponapaockeuaotikig 1éd&ng
otnv AXKT kai Ekivd va 8i8dokel and tov OePpoudpio Tou endpevou xpdvou.

Gets married to sculptor Aglaia Lymberaki, with whom he would have a son, Konstantinos.
During the same year, he was elected Professor of the preparatory course at the Athens School
of Fine Arts and began teaching in February of the following year.

1948-1949

1951

1952/1953

1954

1955

1957

1958

1959

1960/1961

ExBéter otnv MaveAAivia EkBeon Tou 1948 kai Tnv endpevn xpovid cuppetéxel otny npwtn ékBeon Tng opddag
«Appdg» Tng onoiag kai anoteAei 18puTIKS PENOG.

He participates in the 1948 Panhellenic Art Fair; the following year he participates in the first exhibition by the
Armos artists’ group, of which he was a founding member.

Eival n xpovid nou &ekivolv 8o 18iaitepa ydvipeg ouvepyaoieg yia tov lidvwn MépaAn: n npdt, étav
avalapBdver va @ilotexvioel Ta oknvikd Kal Ta kootolpia yia To unaAéto ‘E& Aaikég (wypaeiég, nou napoucidlel
10 EAAnVIkS XopdSpapa, oe xopoypagia PaAhoig Mdévou kai poucikih Mévou Xar(iddki, kar n Sedrepn pe

11g ek8doelg lkapog, dtav gihoTexvei To eEdpuAAo karl Tnv npopeTwnida yia 1o PiAio Tou HAia Tooukald,
YnoBpuxiov Y1 B.I1. Karowvng.

Two particularly productive collaborations begin for Yannis Moralis: The first one was his commissioning to
design the sets and costumes for the ballet Six Popular Paintings, produced by the Greek Ballet, choreographed
by Rallou Manou to music by Manos Hadjidakis (Moralis would continue to work with the Greek Ballet for some
fifteen years). The second, with lkaros Editions, when he designs the cover and frontispiece for the book llias
Tsoukalas, YnoBpuxiov Y1 B.M. Karodvng.

Yuppetéxel otnv MaveANivia ‘EkBeon oto Zdnneio kar otny ékBeon tng Opddag «Appde» (and Tov Aeképppio £wg
Tov lavoudpio Tou 1953). Apydrepa, péoa oto 1953, o Mbépalng eniokéntetal Tn Pwoia, wg npookekAnpévog
g Pwoikng KuBépvnong, padi pe eknpoo®noug Tng nveuparkig kai Tng noAimknig {wng and tnv EAAGSa kai tnv
Eup@nn.

He contributes to the National Art Fair in Zappeion and to the Armos exhibition (December-January 195 3).
Later, in 1953, Moralis visited Russia by invitation of the Russian government, alongside other representatives of
intellectual and political life from Greece and Europe.

ApxiCel n eniong noAueTig cuvepyaaia Tou pe To @€atpo Téxvng Tou Kdpolou Kouy, kaBdg oxedidler Ta oknvikd
Kal Ta kooToupia yia Ty napdotacn [upvég pdokeg, Téooepa povénpakra Tou [Mipavrédo.

Another long cooperation began, with Karolos Koun's Art Theatre, when the artist designed the sets and costumes
for the production Naked Masks, four one-act plays by Pirandello.

XwpiCer and tnv AyAaia Aupnepdkn. Madi pe Tov yio Tou Kwvotavrivo eykabiotavrar otny 086 Kapveéddou, oto
KoAwvdki.
Separates from Aglaia Lymberaki. They move with his son, Konstantinos, to Karneadou Street in Kolonaki.

ExAéyeral TakTikdg kabBnyntig Tou Epyactnpiou Zwypagikig otnv AZKT.

ApxiCel va ouvepydletar pe To EBvikd O€arpo.

He was elected Professor of Painting at the Athens School of Fine Arts. His collaboration with the
National Theatre of Greece begins.

Madi pe tov NMdvvn Toapoixn kai Tov YAGnTn Avi@dvn Xdxo avrinpoownelel Tnv EAAGSa otnv MmievdAe Tng
Bevetiag. Tnv empéleia Tou eAAnvikoU nepintépou éxel 161€ 0 T. XnnTépng.

Along with Yannis Tsarouchis and the sculptor Antonis Sochos, they represent Greece in the Biennale of Venice.
The Greek pavilion commissioner was Tonis Spiteris.

Opyavavel Tnv np@Tn atopikh Tou ékBeon otnv aibouca ekBéocewv Appdg oto Kohwvdki.

Méoa oto 1959 Ba tou avareBei and Toug apxitéktoveg BaoiAeiddn, Boupéka kar Xtdiko, n peAétn yia Tn
Siakbéopnon Twy e§wrepik®dv Toixwv Tng BA kai NA nAeupdg Tou Eevodoxeiou Xiktov otnv ABriva (n eyxdpaktn ot
yiawigtiko pdppapo olvBeon ohokAnpdveral o 1962, ondte kar yivovrar Ta eykaivia Tou Eevodoxeiou).
®ihotexvei Tnv npopeTwnida Tng nointikig cuvBeong Tou Oducocéa EAGTN, A&iov Eori, yia Tov ekdoTikd oiko

‘Ikapog.

His first solo exhibition is held at Armos art gallery in Kolonaki, Athens. In 1959, he was commissioned by the ar-
chitects Vassiliadis, Vourekas and Staikos to design the decoration of the exterior walls of the NW and SE views
of the Athens Hilton Hotel (the composition, incised on loannina marble, was completed in 1962, the year when

the hotel opened). He created the frontispiece for Odysseus Elytis's Axion Esti for lkaros Editions.

@ilotexvei ouvBéoelg, evraypéveg otov apxitektovikd oxediaopd, yia ta Eevodoxeia Tou EOT otn OAdpiva, To
eamarépio Qkeavig otn Bouhiaypévn, Ta nepintepa Tou OAl otnv akti Kapaiokdkn otov lMeipaid, kai to Mov
Mapvég otnv MNépvnba.

He produces works, integrated in the architectural design, for EOT hotels in Florina, the Oceanis restaurant in
Vouliagmeni, the Piraeus Port Organisation pavilions in Piraeus and the Mont Parnes Casino.
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Exktég and ta Slo e€wrepikd Toixia kal To pwoaikd Tng aulrig, o Ndvwng Mdpaing gidotexvei
Kal TG kepapikég ouvBéoelg oto nepintepo Tou EOT Aidvuoog, otou Pidondnnou. Téte Eekivd

n ouvepyaoia Tou e Tnv kepapiotpia EAévn Bepvapddkn, nou Ba Siapkéoer péxpr To TéEAOG Tng
Cwig Tou. EkAéyetal TakTiké pélog Tou AieBvoig Ivemitodtou Mpappdrwy kar Texvav (FIAL).

In addition to the two exterior walls and the courtyard mosaic, Yannis Moralis also made the
ceramic compositions in EOT’s Dionyssos pavilion at Filopappou. It was then that his lifelong
collaboration with the ceramist Eleni Vernardaki began. He was elected member of the Interna-
tional Federation of Arts and Letters (FIAL).

Mapoucidler Tn Souleld Twv TPIGY TEAeUTaiwY Xpdvwy otn Seltepn atopiki Tou ékBeon, auth Tn
popd otnv aiBouca Téxvng Tou Eevodoxeiou Xiktov.

He shows his work from the previous three years in his second solo exhibition, this time at the
Athens Hilton Art Gallery.

Tou anovépetar o Ta&dpxng Tou Poivika. Pihotexvei Séka ouvBéoeig nou napeuBaAAovral
peTagl Twv noinpdrwy, otn culhoyn lMoiripara Tou Ndpyou Zegépn, Twyv ekddoewy Tkapog,.
Yuppetéxel otny ékBeon Aiakoountiké upavid Toixou oe oxéSia EAArivwy {wypdewy, otnv
AiBouca Téxvng ABnvav -XiAtov, kai otnv MmievéAe Tamoepi Tng Aoldvng.

He was decorated with the Commander of the Phoenix. He made ten illustrations for Poems by
George Seferis for lkaros Editions. He contributed to the exhibition Tapestries on designs by
Greek artists at the Athens Hilton Art Gallery and to the Tapestry Biennial in Lausanne.

Mpaypatonolei Tnv Tpitn atopikh Tou ékBeon otn [kaAepi 16Aa-ZoupnouAdkn, eykaividlovrag
AAAN pia pakpd ouvepyaoia. Xuppetéxel yia Sedtepn @opd otnv MmievéAe Tamoepi Tng
AoCavng.

His third solo exhibition is held at lolas-Zoumboulakis Art Gallery, launching another long co-
operation. He participates for the second time in the Lausanne Tapestry Biennial.

Maipvel pépog otn AieBvi ‘EkBeon Xeiporexviag oto Mévaxo kar BpaPederal
pE Xpucd petdAAio (tanioepi).

He contributed to the International Handicrafts Exhibition in Munich,

where he was awarded a gold medal (tapestry).

Tétaptn atopikn ékBeon otn [kakepi ZoupnouAdkn. Mia peydAn evétnta €pywy, nou éxouv

katd kUpio Adyo @idotexvnBei otnv Aiyiva, @épel Tov TiTAo MavoéAnvog. Yuppetéxel otn SigBvi
ékBeon Seconde rencontre internationale d’art contemporain, oto Grand Palais oo MNapior,
padi pe 22 dAoug éAAnveg Cwypdgpoug kar yAunreg nou enéAe€e n EBvikA MivakoBiikn.

Fourth solo exhibition at Zoumboulakis Art Galleries. A large series of works, mostly painted on
Aegina, entitled Full Moon. He participates in the Second International Meeting of Contempo-
rary Art at the Grand Palais in Paris, along with 22 other Greek painters and sculptors select-
ed by the National Gallery.

Tou anovépetal To Apioteio Texvav and tnv Akadnpia ABnvav.
He is awarded the Medal of Arts by the Academy of Athens.

Mépntn aropiki ékBeon otnv Tkalepi ZoupnouAdkn. X1ig 31 AuyoloTou Tou iSiou xpdvou
anoxwpei and v Avwrdrn ZxoAn Kahav Texvay, perd and tpidvra €& xpdvia cuvexoig
S8idackahiag,.

Fifth solo exhibition at the Zoumboulakis Galleries. On August 31 of the same year, he resigns
from the Athens School of Fine Arts after 36 years of teaching.

Dilotexvei Tnv kepapikh olvBeon yia To Anpapxiakd Méyapo ABnvav.
He makes the ceramic mural for the Athens Town Hall.

Avadpopikn ékBeon otnv EBvikih MivakoBikn. Me tnv eukaipia Tng ékBeong autiig, o ‘Opihog
Eraipeidv ng Epnopiknig Tpdnelag £kdider évav 1épo, oe empéAeia BaciAn Puwrdnoulou, pe SAo
oxedbv To péxpi Té1e £pyo Tou. Tnv idia xpovid o Ndvvng MépaAng npayparonoiei Tn peydAn
Tou Swped npog Tnv EBvikA MivakoBrikn-Mouoceio AAe§avdpou Xoltlou.

Retrospective exhibition at the National Gallery. In response to this exhibition, the Emporiki
Bank of Greece Group of Companies published a book, edited by Vassilis Fotopoulos, fea-
turing most of the artist’s work until then. In the same year, Yannis Moralis made his substantial
donation to the National Gallery - Alexandros Soutzos Museum.

1992

1996

1997

1998

2001

2002

2004

2005

2006

2008

2011

‘Extn atopikn ékBeon otnv Tkahepi ZoupnouAdkn.

Sixth solo exhibition at the Zoumboulakis Art Galleries.

Mavrpederar v lwdvva Baccdhou.

Avadpopikn ékBeon otnv Akadnpia ABnvav pe €pya Tng EBvikng MivakoBrikng.

Married to loanna Vassalou.

Retrospective exhibition at the Academy of Athens featuring works in the National Gallery.

‘EBSopn aropiki ékBeon otnv TkaAepi ZoupnouAdkn.

Seventh solo exhibition at the Zoumboulakis Art Galleries.

Tou anovéperal o Ta&idpxng Tng Tiphg.
He was awarded the Commander of Honour.

‘ExkBeon £pywv Tou oto Mouceio Mnevdkn pe TiTAo, lidvwng MdpaAng. Ayyedol, pouoikr,

noinon. Xtn ouvodeutikn ék8oon SnpooiedeTal n eKTeVIAG oudATnon Tou pe Ty empeARTPIa TNG
ékBeong, Pavi-Mapia Tolykdkou.

The Benaki Museum presents an exhibition of his works titled Yannis Moralis. Angels, Music,
Poetry. The artist’s extensive conversations with the curator, Fani-Maria Tsingakou, were
published in the exhibition catalogue.

‘Oydon atopikn ékBeon otnv [kaAepi ZoupnouAdkn.
Eighth solo exhibition at the Zoumboulakis Art Galleries.

‘Evarn aropiki ékBeon otnv [kakepi ZoupnouAdkn. Auth tn gopd o Ndvvng Mbpaing

ekBéter yAuntd.
Ninth solo exhibition at the Zoumboulakis Art Galleries. This time, Yannis Moralis exhibits
sculptures.

Avadpopikn ékBeon otnv EppotnoAn tng Zipou.

H ékBeon tTou 2001 oto Mouceio Mnevékn napoucidlerar otov Mipyo Mnalaiou otn Né&p,
und Tov TitAo lidvvng MépaAng. Oéarpo, pouaikn, noinon. H iSia ékBeon Ba napouciacTei Tov
endpevo xpdvo (2006) oto Makedoviké Mouoceio Xiyxpovng Téxvng oth ©ecoalovikn.
Retrospective exhibition in Ermoupoli, Syros.

The 2001 exhibition at the Benaki Museum is held at Bazeos Tower, on the island of Naxos,
under the title Yannis Moralis. Theatre, music, poetry. The exhibition was also held at the
Macedonian Museum of Contemporary Art in Thessaloniki in the following year (2006).

Mapoucidleral oto 8o AigBvég DeomifAA Nrokipavrép ©eooalovikng kai oto Tphpa Tavidv
Tekpnpiwong Tou 47ou PeomiBdA Kivnpatoypdgou ©eocalovikng n tavia lidvwvng MdpaAng
Tou XtéNiou Xapahapndnoulou (BpaPeio AigBvoig Evwong Kpimikdv [FIPRESCI] oto 8o
®eomiBéA Nrokipavrép ©eoocahovikng). Aékarn atopikh ékBeon otnv [kalepi ZoupnouAdkn.
Stelios Charalambopoulos’s film Yannis Moralis was screened at the 8th Thessaloniki Inter-
national Documentary Festival (International Critics Association Award [FIPRESCI]) and af the
documentary section in the 47th Thessaloniki International Film Festival. Tenth solo exhibition at
the Zoumboulakis Art Galleries.

‘ExBeon-agiépwpa pe TiTAo I. MépaAng. Mia avixveuon, oto Mouceio Xiyxpovng Téxvng Tou

18pUpatog Baciin kai EAiCag Touhavdpn otnv Avdpo. ‘EkBeon Tou Mop@wrtikou 18piparog
EBvikniig Tpanédng pe TitAo, idvwng MdpaAng. XxéSia 1934-1994.

Tribute exhibition Yannis Moralis. Traces, at the Museum of Contemporary Art, Basil & Elise
Goulandris Foundation on the island of Andros. Exhibition Yannis Moralis. Drawings 1934-
1994 by the Cultural Foundation of the National Bank of Greece.

‘ExkBeon oto Mouceio Mnevdkn (Mdaptiog-Anpiliog) pe TitAo

[idvwng MépaAng. Apxitektovikég ouvBéoeig.
Exhibition Yannis Moralis. Architectural Compositions at the Benaki Museum.

‘ExkBeon otnv EBvikiA MivakoBrikn-Mouoegio ANeEav8pou Zourlou (Méiog-AlyouoTog)

pe TitAo Tiuri orov [idvwvn MépaAn.
Maijor tribute exhibition at the National Gallery-Alexandros Soutzos Museum (May-August).



Autonpoownoypaepia, 1938

A&S1 og poucapd, 65 x 53 ek.

Awped Tou KaANITEXVN
ap. épyou 1.7680

Self-Portrait, 1938

Qil on canvas, 65 x 53 cm
Donated by the artist

inv. no. M.7680

To l6vio pe Sianérioe. Eueig eipaote Tou loviou. Ekei éxer
dAAo pwg, mo yAukd, mio paiaké. Orav npwronpBa
ornv ABriva ’ evoxAoloe 1o nikpd npdoivo Twv neUKwy.
AvriBeta, auté nou pe pdyeue Kai pe ouppiAiwoe TeAIKG
pe Tnv ATTIKA ATav TO XpWua Tng eAIdg. la okéPou 6T n
eAId éxel 6Aa Ta xpdpara Tng (wypagikrig Tou [kpéko. To
€Aeya kénote otov lNavreAr [NpeBeAdkn kai Tou dpeoe
noAd. Mépe 1o UiAro Tng eAidg pe To Yuxpd ykpilo
pnpoortd, no npdoivo niow. lNépe Tov kapnd, p’ aurd ta
paupibepd xpwpara nou pwfidouv. Aev Epw yiari n ehid
pou Bupier Tov lkpéko.

| am imbued with lonian Sea. We come from the lonian
Sea. The light there is of another kind, a sweeter, softer
light. When | first came to Athens, | was irritated by the
bitter green of the pine trees. What delighted me, on the
other hand, and ultimately reconciled me to Attica, was
the colour of the olive trees. Just think that an olive tree
has every colour in an El Greco painting! | was saying
that to Pantelis Prevelakis once, and he found it wonder-
ful. Take the olive leaf, for instance - cool grey on one
side, greener on the other. The fruit, with those black-pur-

ple colours. | do not know why the olive tree reminds me
of El Greco.

21ov unaiBpio pwroypdpo, 1934
A&&1 og poucapd, 70 x 55 ek.
Awped Tou kKaANITEXVN

ap. épyou .7682

By the outdoor photographer, 1934
Qil on canvas, 70 x 55 cm

Donated by the artist

inv. no. [1.7682

Tov KévroyAou Sev Tov eixa ocuvavrricer akdpa. Tov
yvdpioa apydrepa ornv Karoxn. HEepa Spwg to Eéypa
TOU Kai TNV TexvikA Tou and tov Toapouxn. Téte gpdvnke
kar pia aAAayri otn SouAeid pou. lNMpoowpivéd. Ekava
pepikd épya Bulavrivifovra, Aaikd. Or Suo yuvaikeg
Yrov unaiBpio @wtoypdpo (1934) eivai and ta nio

xapaktnpioTikd. «[phyopa duwe Eépuya. Aev rtav vépipo.

‘Hrav Yedmiko. Eror nioteva. Xtn xapaktiki koAAoloe
autd 1o Ugog, Taipiale otn xeipovopia Tng xdpaéng.
Ekei népaoce. la tn wypagikr, yupedape §i8dyuara and
1o lMapiol. O kaAAitéxvng npéner va ekppddetar pe Tig
nAnyég Tng enoxng Tou.»

I had yet to meet Kontoglou. | met him later, during the
German occupation. Yet, | was familiar with his principles
and style through Tsarouchis. It was then that a change
came about in my work. A temporary one. | made a few
works in a folk, Byzantine style. The two female figures

in At the Outdoor Photographer’s are among the most
characteristic ones. "Yet, | soon broke away. It was not
legitimate. It was false. That is what | thought. This style is
suitable for printmaking; it suited the gesture of engrav-
ing. It became well-established there. In painting, we
sought input from Paris. The artist must express himself
through the wounds of his time."



O fwypdyog pe Tn yuvaika tou, 1943
A&S1 og poucapd, 148 x 74 ex.

Awped Tou KaANITEXVN
ap. épyou 1.7688

The Artist with his Wife, 1943
Qil on canvas, 148 x 74 cm
Donated by the artist

inv. no. M1.7688
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Ao @ileg, 1946

A&&1 og poucapd, 100 x 67 ex.

Awped Tou kKaANITEXVN
ap. épyou .7693

Two Girl Friends, 1946

Qil on canvas, 100 x 67 cm
Donated by the artist

inv. no. MN.7693

Ta épya pou eivai Aiyo cav nuepoAdyio. An’ auti tnv
enoxn gival Ta nopTPETa TNG NPWTNG pou yuvaikag, énou
™ Qwypdepioa uévn tng i pali pou (1942-43). Meté
xwpioa 1o 1945. Xtn peooBaociAeia ékava 1ig Auo @ileg
(1946). H endvw eivai n 8eutepn yuvaika pou, n yAdntpia
AyAaia Auvpnepdkn. H GAAn pe 1o kékkivo givai n yAdntpia
NaraAia MeAd. Mou dpeoe To npbownd tng, Atav cav
@ayrody. Mou ékavav kai keiveg and pia npotoun n
kaBeud. TeAikd, epwredtnka tnv Aupnepdkn.

ES& o’ auté to noprpéro tou 1948, eivar éykuog.

My paintings are a bit like a journal for me.

The portraits of my wife, in which | depicted her

alone, or with me, date from this period (1942-43).

I got divorced in 1945. During the interregnum period,

I made Two Friends (1946). The figure at the top is my
second wife, the sculptress Aglaia Lymberaki. The one in
red is the sculptor Natalia Mela. I liked her face, she was
like a Fayum. They also each made a bust of me. I finally
fell in love with Lymberaki. Here, in this 1948 portrait,
she is pregnant.

21



‘Eyxuog yuvaika, 1948

A&S1 og poucapd, 102 x 65 exk.

Awped Tou KaANITEXVN
ap. épyou 1.7694

Pregnant Woman, 1948
Qil on canvas, 102 x 65 cm
Donated by the artist

inv. no. [1.7694
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Mopen, 1951

A&&1 og poucapd, 160,5 x 104 ek.

Awped Tou KaANITEXVN
ap. épyou .7689

Figure, 1951

Qil on canvas, 160,5 x 104 cm
Donated by the artist

inv. no. [1.7689

2t Mopen tou 1951 to povréAo viupévo u’ éva

paupo gdbpeua, kGBerai nAdyia, otn yvwoth otdon

nou enavépxerar ané Sw Kai pnpog orn {wypagikn

Tou MépaAn. AnAdver opifévria to 8e&i xépi kar To
akoupnd adpavég ndvw o’ éva tpanéd. «To xépi pou
00uiCe onaopévo pélog aydAparog. " auté To ékava
kai Bapurepo. Evag kpitikbég npéoee tnv adidparn auth
napauéppwon. To §éppa Tng eixe Yuxpoulg tévoug, Sev
Eépw av katdgepa va Toug anodwow.

M. AT

In Figure, of 1951, the same model in a black dress poses
seated, in profile, in the familiar pose that would become
a recurring theme in Moralis’s paintings. She has her right
arm extended horizontally, lying still upon a table. "The
hand reminded me of the broken limb of a statue. That is
why | made it heavier. A critic noticed that imperceptible
distortion. Her skin was cool-toned; | do not know if |
have really captured it."

M. L.-P.
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X0vBeon A', 1949 - 1958

A&S1 og poucapd, 81 x 65 ek.

Awped Tou KaANITEXVN
ap. épyou M1.7691

Composition |, 1949 - 1958
Qil on canvas, 81 x 65 cm
Donated by the artist

inv. no. M.7691
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H X0vBeon A' eicdyel, clppwva pe Tnv opoAoyia Tou
(wypdepou, otn oeipd pe ta EmtipPia. O Jwypdpog
€xel anokaAuer 6T Tn oknvii QuTh Tnv ovelpeUTNKE Kal
péAig Ednvnoe tnv anotinwoe oto xapri, yia va tnv
eneepyaotei apydrepa. Ta EmitpPia epnvéovrar and
116 atTikég emTUpPIeg oTHAEG, pe TG onoieg poipdlovrai
opIopéva Kolvd XapaKTnpIoTIKG: OTIG apxaieg oTAAEG
aneikoviCovrar 8o 1 TpeIg popPég —n pia eivar kabioth
kai Tautifetal pe 1o vekpd npbowno- oe évav aPfabni
xwpo. H ordon toug eivar otoxaoTikh kar ekppAaler
ouykpatnuévn OAiYn. Xra emtipBia Tou Mépain
NPWTAywvIoToUV anokAgioTikd yuvaikeg veaprig nAikiag,
énwg kai og An Tn Qwypagikn Tou. Mia GAAn nnyn
éunveuong eivai n nopnniavr Bila Twv MuoTnpiwy.

M. AT

Composition | introduces, the artist acknowledged, the
Funerary series. The artist has revealed that he dreamed
that scene and as soon as he woke up he captured it

on paper to elaborate on it later. The Funerary series

is inspired by Attic steles, with which they have some
features in common: ancient steles depict two or three
figures in a shallow space - one is seated and is identified
with the deceased. Their reflective pose conveys
restrained grief. Moralis’s funerary paintings exclusively
feature young women, as in all his paintings.

Another source of inspiration is the Pompeian

Villa of the Mysteries.

M. L.-P.

EritépBio, 1958
A&&1 og poucapd, 204 x 223 ex.
ap. épyou .2432

Funeral Composition, 1958
QOil on canvas, 204 x 223 cm
inv. no. 1.2432

To EmtdpBio eivar pia ané mig nmo enBAnTiKEG Kai
pvnueldbeig ouvBéceig Tou MépaAn. To nAaicio opiCetal
ané napaocrdeg kai and Tn yvwoTh uag piodvoixTn
népra, unPooTd oTnv onoia OTEKETAl pIa Yupvi
yuvaikeia popen os pia otdon yvworn and tnv apxaia
ayaAparonoiia: pe Ta né8ia oTauPwTé o€ KovipandoTo
(xiaopd kiviioewv). H ronoBétnon twv xepidyv eivai
eniong yvwoth ané tnv Apxaidétnra.

O MépaAng éxer nAdoel Ta yupvéd pwpalréa cwpara

pe ™ Bulavnivi Texvikni, pe kaotavols nponAaocuous,
avoiypata kai eaTa. H xpwpartiki ykdua tou €pyou
poiéler kar auth va akoAouBei Tn BulavTivii kKAiuaka,
nou o {wypdpog evrodroig Tnv anokaAsi noAuvyvareia,
&nAadni epnveuopévn and Tov apxaio (wypdgo Tou Sou
aidva MoAdyvwro.

M. AT

This Funerary Composition is one of Moralis’s most
imposing and monumental works inspired by ancient
steles. The frame is defined by pilasters and our familiar
half-open door, before which stands a nude female
figure in a posture known from ancient statuary: the legs
crossed in contrapposto. The arrangement of the arms

is also familiar from antiquity. Moralis has modelled

the robust nude bodies in the Byzantine style, with dark
underpainting, lighter spots and white highlights. The
colour scheme in this painting also seems to follow the
Byzantine palette, the one for which the artist credited
the 5th-century Greek painter Polygnotos.

M. L.-P.
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EritépBia olvBeon ', 1958 - 1963
A&S1 oe poucapd, 150 x 150 ek.
Awped Tou KaAAITExvn

ap. épyou .7704

Funerary Composition Ill, 1958-1963
Qil on canvas, 150 x 150 cm

Donated by the artist

inv. no. [1.7704
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H Emitdppia odvBeon ' avrinpoowneler pia akéun
emPBAnmiki emrdpPia olivBeon Tou {wypdpou. Mia konéda
yupvi, vekpn i etoipoOdvarn, eivar EanAwpévn otn ordon
Tng Aavdng, énwg Tnv éxouv ansikovioe! {wypdgol Tng
Avayévvnong, énwg o Titoidvo. Kai e6d o aBabrig xwpog
opilerar and k&Beteg kai opifévrieg. OAa 1a oroixeia

¢ olvBeong opyavwvovTal o€ YEWPETPIKG oxripara.

To nAdoipo akoAouBei kar ndAr tn Bulavtivii cuvrayri.
ZkoUpoi nponAacpoi, avoiypara kai pwTta. Kuprapxolv
Ta KaQeTId, o1 o1éveg, o1 Wwxpeg, Ta Agukd. KAaoiké
aiocBnpa, ouvaicOnuarikin anéoracn -6nAadn o {wypdgog
Sev ekppGlel Ta ouvaioBripard Tou-, pvnueiakdrnra,
ciwnn, vngpdAia OAiYn, otoxaouédg ndvw orov épwra kai
1o Bdvaro, cuvBérouv To xapakTipa evég aubevrikou
apicToupyRuarog.

M. AL

wy

. =
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Funerary Composition Il is yet another magnificent work.

It depicts a nude young woman dead, or dying, reclining
in the posture of Danae as depicted by Renaissance
masters, such as Titian. Here, too, the shallow space

is defined by vertical and horizontal lines. All the
compositional elements are organised into geometric
shapes. The modelling again follows the Byzantine
prescription. Dark underpainting, lighter spots and white
highlights. Brown, sienna, ochre, white colours prevail.
The classical mood, the emotional distance - the artist
refraining from expressing his feelings - monumentality,
stillness, sober grief, the meditation on love and death,
all contribute to a true masterpiece.

M. L.-P.

Emitopfia XovOeon Z', 1963

KéAAa BivaBUA oe poucapd, 79 x 73 ex.

Awped Tou kKaANITéxvN

ap. épyou [1.7701

Funerary Composition VII, 1963
Vinavyl glue on canvas, 79 x 73 ¢cm
Donated by the artist

inv. no. M1.7701
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Aidloyog, 1974

A48 oe poucapd, 97,8 x 165,7 ex.

ap. épyou 1.5111
Dialogue, 1974

Qil on canvas, 97,8 x 165,7 cm
inv.no. MN.5111
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Epwrikd, 1982

Akpuliké oe poucapd, 200 x 230,4 ek.

ap. épyou .6794

Love Scene, 1982
Acrylic on canvas, 200 x 230,4 cm
inv. no. M.6794

O épwrag kai o Bdvarog néve padi. Kar ra Suo énaiav
onpavtiké pdAo otn {wh pou. [...] Tov Bévaro Tov
aioBdvopai éktote noAd kovrd. lowg yi’ autd ayand tn
Jwn, Tov épwra. Ta kaAdtepa épya pou Byrikav and T
orépnon. Me tn {wypagikii npoonabw va payédw, va
Kpatriow Ta npdypara nou kivSuvelw va xdow i nou
éxaoa. i auté Ta npéowna ouxvd poidlouv. [...] Mévra
Gpxiga va {wypagilw pe oxnuara nio yewpeTpiké o

apxitektovikd. ‘Ooco npoxwpouvoa orpoyylAeua.

Eros and thanatos go hand in hand. Both have played an

important role in my life ... | have always felt death very
close since then. Perhaps that’s why | love life, love. My
best work is the result of lacking things | needed. Through
painting, | try to enchant, to hold on to the things I risk
losing, or have lost. That's why faces sometimes look alike
... | have always started painting with geometric, architec-

tural shapes. | rounded things out as | moved along.
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H SouAeid pou Byaiver and tn peAétn tng eAAnvikng Téxvng
Xpnotog KanpdAog

O Xpnotog Kanpdhog eivar pia emBAnTIKA, pia egBAnpaTiki popen otnv 1IoTopia Tng
olyxpovng eAAnvikng yAuntikng. EmiBAntikn, yiati pag enifdAAetar pe 1o péyeBog kai
Tnv noiétnta Tou €pyou Tou. EpuPAnpartiki, yiati o Biog kal To épyo Tou onpatoSoTolv

pia nopeia unépPaong nou cuvoyilel Tnv poipa Tou veoéAAnva. O Xpnhotog KanpdAog
yevvinBnke 1o 1909 kai népace Ta naidikd Tou xpdvia oto MNavait@Aio, éva xwpid kovtd
oto Aypivio. H @T@xela, o enioloiog ay@vag Twv avBpanwy yipw Tou oppdyicav Ta
veavikd tou Bidparta kar npoadiépicav o Bog Tng Téxvng Tou. Xnoldace {wypayikn
otn XxoAh KaAdv Texvav tng ABrvag (1929-1934) kai yAunTiki oto Mapior (1934-1939)
oTmig Akadnpieg Grande Chaumiére kai Colarossi pe 8dokaho Tov Marcel Gimond.

Me tnv kApu&n Tou NnoAépou To 1940 enicTpépel oTo xwpId Tou Kal epydleTal KATW
and avri§oeg ouvOnkeg wg To 1946. H Bepatikih Twv €pywy nou @iAoTexvei auth Tnv
enoxn givar aviAnpévn and 1o dueco nepifdAAov Tou, and Tnv napaThpnon TwV anA®@v
avBpanwy yipw Tou. Ta nio xapakTnpioTikd YAUNTA Tou £xouv wg HOVTEAO Tn punTépa
Tou. Me SpaocTikég anAonoinoeig nukvavel Tn pdla, opyavavel Toug dykoug pe kabapd
enineda, oxnpatonolei kal @Tdvel og pia apxétunn popen nou Bupiler Tnv npokAaacikn
nAacTikn Tou aucTnpol puBpou: «...av pnopoldcape va nolpe and Ti yivetal éva €pyo
Téxvng yAunTikd», ypdgel o YAUnTtng, «Ba cag éAeya 611 Tpia gival Ta oToixeia nou
epnepiéxel éva €pyo TExvng: To apxITeKTovikS, To nAaoTikd, To SiakoopnTikd. XTnV
eAANnvikh Téxvn, autd Ta oToixeia eival poipacpéva pe Tov xpuod kavédva. 1" autd kai
Ta wpaidTeEPa Npdypata nou £xouv yivel gival Ta eAAnvikéd»'. Kai ta Tpia autd oToixeia
enaAnBelovtal o’ 6An Tn Snpioupyia Tou Xphotou KanpdAou, nou anonvéel and tnv
apxn 1oxupd dpwpa apxaiétnTtag. Ta aiwvia npdéTuna Tng eAANVIKAG TEXVNG yovigonolouy
10 pdBnpa Twv napicivav SackdAwy Tng peTapovTevikhg oxohng: Bourdelle, Mail-

lol, Despiau, Gimond. Ta épya ektiBevral To 1946 otnv ABhva, otov «lMapvaccéd» kai
kaBigp@vouv Tov yYAUnTn. H kpiTikn unodoxn eival opdpwva evBousiaoTiki. And T1éT1e
eykaBiotatar poévipa kar epydletal otnv npwrelouoca.

21nv Aiyiva énou cuxvdadel and to kalokaipi Tou 1951, otov auldyupo Tng ekkAnociag
1ng Ayiag Tpi1ddag, Ba Aa&eloel to Mvnueio tng lNMivSou, éva épyo nou eixe Eekivioel
andé 1o 1940-1945. Y& pia {wepdpo nou avantiooeTal oe phkog 40 pétpwy pe GYog
1,10 p., o KanpdAog Ba apnynBei To énog tng €1privng kai Tou noAépou. H clvBeon eival
anAn, naparakTikn, puBpikh. H Texvikn Tou avayAdgou epnvéetal and Ta alyuntiakd
avayAuga kai kupiwg and ta apxaikd eAAnvikd npdTtuna, and TG emTUPPieg oThAEG

kar and Tn Aaikn téxvn. H auotnpn xdpaén, To eAagppd avdyAupo cav avanaipdg Tng
ENIPAVEIAG, APNVOUV TO PwG va oAoKANpwoel To €pyo Tou YAUNTn. ZAhpEPaA TO Kopugaio
autd pvnpeiakd olvolo, TonoBetnpévo YnAd kai wpaia pwTiopévo, unodéxeral Toug
eniokénteg oto lNepioTiAio Tng BouAng Twv EAAAVwY.

Ané 1o 1957 o KanpdAog agiivel Tov nnAé kai Tov yUgo yia va otpagei oTig navapxaieg
TEXVIKEG TNG pETAAAOTEXVIAG: oTA o@upnAaTa kal Ta XdAKIva, nou xutelovTal e

n péBodo Tou xapévou kepiol. K&Be véa texvikn odnyei oe pia véa aieBnTiki. Ta
o@upnAara enifdAAouv Toviopéva nepiypdppara, oikovopia oto oxé81o0, oxnparonoinon,
EekdBapoug nukvoug bykoug. Tov idio kaipd avakaAinrtel pia Sikn Tou véa pébBodo:
Soulelel Tig pop@ég Tou an’ euBeiag oe @UANa kepiol (youtanépkag) pe Tn Borbeia

G PwTIdg, NAGBovTdag Teg Kal and €Ew npog Ta péoa kal and péoa npog 1a £€w. O
ouvBéoeig Tou avantiooovTtal Topa petwnikd. H @wtid nhoutier Tig emigpdveleg pe
eneicddia, nou cupnAnp@vel o YAUnTng engpPaivovrag ndvw oto palakwpévo Kepi Pe Ta
xépia Tou. To Bépa nou kuplapxei eival o dvBpwnog: Nikeg, apxaiol onAiteg, pnTépeg pe
naidid, Ceuydpia, kaBnpepivég oknvég. To avBpwnivo odpa yiveral To KUpIO EKQPACTIKS
6pyavo Tou yAuntn. KepdAia kar péAn anA@g unoBdAAovral ge nio ouvonTikég POPHEG.
MAé& otov GvBpwno, To pévo {ho nou Tov cuvipoelel eival To dAoyo, oTtoixeio kI’ autd
kAnpovopnpévo and tnv eAAnvikh napddoon, anéd tov kaipd Tou Opnipou.
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H Aatépva, éBSoun evérnta Tou
ydyivou ekpayeiou tng {wpdpou
Mvnpeio yia Tn Mdéxn tng lMivéou,
1952-1956

Mpanv’18pupa XproTou kai

YoUAng KanpdAou

ap. épyou MN.11355 (ro npwrétuno
otn ZuAAoyn Téxvng Tng Boulig Twv
EANAvwv)

Barrel Piano, seventh part of the
plaster cast of the frieze The Pindos
Battle Memorial, 1952-1956
Former Christos and

Souli Kapralos Foundation

inv. no. M.11355 (The original

is in the Hellenic Parliament Art
Collection)

My work stems from my study of Greek art

Christos Kapralos

Christos Kapralos is an imposing, iconic figure in the history of contemporary Greek
sculpture. Imposing in both the scale and quality of his body of work. Iconic, as his life
and work signal a path of transcendence that epitomises the Modern-Greek toil. Christos
Kapralos was born in 1909 and spent his childhood in Panaitolio, a village near Agrinio.
Poverty and the struggling people he could see all around him left their mark on his early-
life memories and determined the moral character of his art. He studied painting at the
Athens School of Fine Arts (1929-1934) and went on to study sculpture in Paris, at the free
academies Grande Chaumiére and Colarossi, under Marcel Gimond.

When war broke out in 1940, he returned to his native village to work under harsh
conditions until 1946. His work of that period is inspired by observation of his close
family and the simple folk around him. His most characteristic sculptures are those of his
mother. He intensified mass through dramatic simplification, organised volumes in clear
planes, stylised and arrived at an archetypal figure reminiscent of the pre-Classical art
of the austere style: “ ... if it were possible to say what makes a sculpture a work of
art”, the sculptor wrote, “I would say that a work of art should possess three qualities:
architectural, sculptural, decorative. In Greek art, these qualities are regulated by the
golden rule. This is why the best works of art ever made are Greek.”" All three of these
qualities can be identified throughout the body of Christos Kapralos's work, which is
imbued with the spirit of Greek Antiquity. The timeless models of Greek art fertilised the
lessons of the post-Rodin Parisian masters: Bourdelle, Maillol, Despiau, Gimond. These
works went on view at the Parnassos in Athens in 1946 and established his reputation as a
sculptor. Critical reception was universally enthusiastic. He then moved to the capital city.

On Aegina, where he regularly spent the summers since 1951, he carved The Pindos
Battle Memorial, a work begun in 1940-1945, in the courtyard of the Agia Triada church.
In a 40-metre-long and 1.10-m-tall frieze, Kapralos set out to narrate the epic story of
peace and war. The arrangement is simple, conjunctive, rhythmical. He was inspired by
Egyptian reliefs and, above all, by archaic Greek models, funerary steles and modern-
Greek folk art. The austere incision, the almost imperceptible relief, adding vibrancy

to the surface, leave it up to the light to complete the sculptor’s work. Today, elevated
and beautifully illuminated, this peerless monumental complex adorns the Peristyle in the
Hellenic Parliament.

In 1957, Kapralos left clay and plaster to turn to the ancient methods of metallurgy:
hammered bronze and lost-wax casts. Each method led him to a new style. Hammered
works require bold outlines, economy in drawing, stylised, incisive volumes. During the
same period, he discovered a method of his own: he worked on his figures directly on wax
plates (gutta-percha) under a flame, modelling them both from the inside to the outside
and from the outside to the inside. His compositions were now front-facing. The flame
enriched the surfaces with accidental effects, on which the sculptor elaborates by manual
intervention on the soft wax. Human beings are ever-present: Nikes, warriors, mothers
with children, couples, everyday scenes. The human body became the sculptor’s main
vehicle to express his vision. Heads and limbs were only sketchily suggested. The only
animal companion to human beings is the horse - another element coming down from the
Greek heritage since Homeric times.
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AnéAAwv, KevTpIKh pop@h Tng
ouvBeong Mapwdia ané To Aétwua
tng OAupniag, 1971-1972

Mpanv 1&pupa Xpriotou kai

YoUAng KanpdAou

ap. épyou . 11575/6

Apollo, central figure of the
composition Parody of the
Pediment of Olympia, 1971-1972
Former Christos and

Souli Kapralos Foundation

inv.no. M. 11575/6
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O Xpnotog KanpdAhog Snpioupyei To S1kd Tou xuTthpio, pe Tn Bonbeia Tou opdtexvou Kai
¢@ilou Tou Kota KAouPdrou, yia va xuteloel autd Tov Aad and aydApara. Aiakdoieg
capdvTa popég, oupgnAéyparta kal ouvTdypara auting Tng oeipdg Ba xapicouv cTov
YAGNTNn pia BprapPeutiki emituxia kai Tnv nepinéOntn S1e0vi kabiépwon otn Biennale

Tng Bevetiag, To 1962. Ta nepiocodtepa épya Tng €kBeong ayopdlovTal and culAAéKTeG
kal pouoeia Tng Eupdnng kai ng Apepikig. H Tkalepi 1ng Martha Jackson, ané Tig nio
onpavTikég otn Néa Yopkn ekeivn Tnv enoxn, unoypdgpel cupBoéAaio cuvepyaciag pe Tov
yAuntn. To 1981 n EBvikn MivakoBnkn napouciace ta xdAkiva yAuntd twv etov 1960-
1980.

H emtuxia dANa&e emTtéAoug Tn {wh Tou kKaAAITEXVN, Nnou pndpece £T0I va XTioEl

TO gpyacThpio nou ovelpeudtayv otnv Aiyiva kal va agooiwbBei anepionactog otn
Snpioupyia Tou. Ekel Ba Snpioupynoer pe Tnv Texvikh Tng dpeong Ad&euong pia oeipd
and n@piva kai pappdpiva avBpwndpopga avrikeipeva kal yY\untd nou avave@vouv

Tnv napddoon Twv KUKAASIKQV eIdwAiwv. Autd Ta £épya unodéxovral Kal onpepa Tov
eniokéntn Tou Mouceiou KanpdAou otnv Aiyiva, nou anoteAei nAéov napdptnpa

ng EBvikAg MivakoBrkng, petd tn petaBifaon tou ISplparog XprioTou kal ZoUAng
KanpdAou oto Mouoceio.? NMapdAAnAa p' autd ta pvnpeiakd épya pia anépavrn noikiAia
and nAAiva h xdAkiva e18®Aia, nou cuvexifouv Tnv apxaia koponAaoTikn napddoon,
yevvioUvtal and Tov adidAeinto kaBnpepivé Snpioupyikd oicTpo Tou KAAAITEXVN.

To 1965, «pia eniokePn Tou YAGnTn Ndvvn MNappakéAn otnv ABnva, pou Eavalwvtavepe
tnv naAid emBupia va SouléPw oto ElAo», ypdpel o Kanpdlog (Aurofioypaepia, o.
190). O gukdAunTog, pe TiG opyavikég Tou @Spueg, nou Bupifouv yYAagpupd odpara, Ba
epnveloel otov YAUNTN TNV Nio pvnpelakn nAaoTikh Tou ékgpaon. AkoAouBavTag niotd
TnV pop@ikn 18€a nou Tou unoBdAAouyv o1 oxnpaticpoi Tou koppoU, Ba Snpioupynoel
nPpwTdYyVwpPeg HOPPEG: NOAEpIOTEG, apxaioug npweg, Nikeg, pavadeg pe naidid, aAAé
kal apnpnpéveg ouvBéoelg. Kupiwg 6pwg Ba Aa&eloel duo and Ta nio pvnpeiakd
ouvtdyparta Tng Hovtépvag Téxvng: Tnv [Mapwdia anéd 1o Aétwpa tng OAupniag kai Tn
2radpwon.

To véo UAIKS, ol ebnhacTol Koppoi eukaAunTou, eicBdAAouv oTov Snpioupyikd opifovTa
Tou YAUNTN yia va Tou Swoouv véa gpebiopata kal va yevvioouy véeg popeég. O
KAANITEXVNG epnvEETal and TA OXAPATA TWV KOPH®Y Yyia va dnpioupynoel Tig ouvBéoeig
Tou. To péyeBog Twv Sévipwy emPBAaAAer Tig pvnpeiakég diaotdoelg Twv YAunTov. To
«péov oxnua» evog koppou Tol BupiCel Tov AAgpeld and To avatoAikd aétwpa Tou

vaou tou Aia otnv OAupnia. ‘Etol epnvéetal Tn clvBeon nou ovopdder MNapwdia ané to
Aétwpa tng OAupniag. Xta apxeia Tou YAUnTn éxel SiacwBei éva ox€Sio nou peAetd

Tn cUvBeon Tou SuTikoU aeT@paTog Tou vaou Tou Aia otnv OAupnia. To aétwpa Tou
KanpdAou anoteAeital and déka @iyoupeg. NpoeEdpxel oto kévipo n eniBAnTIKA popen
Tou AndAAwva, évag aképalog koppodg P’ éva adpd nTuxwpévo 1pdTio prypévo otoug
wHoug. AinAa Tou napartdocovral avdpikéG Kal Yuvalkeieg pop@ég: kEvraupol, AaniBeg
ka1 AaniBideg nou napanépnouyv oto duTikd aétwpa Tou vaou Tou Aia otnv OAupnia.
271G YwVieg TOu agTOpaTog TonoBeTolvTal ol avakekAIPEVEG HOPPEG TwY NOTAPIWY Be®v
AAgeiot kal Khadéou 6nwg oto apxaio npdtuno. O1 opyavikég BAacTOpoppes pOPHES
Tou koppoU ekei nou dixaAwvetal yia va SiakAadiotel unofdAAouv cTov yAGnTn Ta péAn
piag popeng. H kAion nou naipvouv ta kAadid unayopelouv Tn otdon Tng. AAAoTe
6p0i1a kar yaAnvia, dAAote opunTikh pe Toviopévoug Toug nAdyioug d&oveg. O Kanpdhog
unoypappiCer Tn dialekTikn epyaleiou kai @bppag. H yAuntikin oe Ao Sev npoonabei
va pipnBei pealioTikég popyég. H opyavikn nukvéTnTa Tng dppag, nou nnydler and
BaBid yvwon Tng nAaoTiking avatopiag, petadidel éva ioxupd aicBnpa (wTikéTNTAG O
autéq TG pop@ég. Ta EUAIva yAuntd Tou KanpdAou ouvdudlouv Tnv opyavikéTnTta, nou Ta
kavel va poidlouv CwvTavd, pe TNV Nio I0Xuph agaipeon.
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With help from his friend Kostas Klouvatos, also a sculptor, he made his own foundry
where he cast this entire army of statues. Comprising a total of 240 figures in isolation or
in unison, this series earned the sculptor international recognition at the Venice Biennale in
1962. Most of the art works in the exhibition were acquired by European and American
museums and collectors. One of the leading art galleries of the time, Martha Jackson’s
gallery signs up the artist. In 1981, the National Gallery - Alexandros Soutzos Museum
mounted an exhibition of his bronze sculptures made in 1960-1980.

The artist was now able to build the studio he dreamed on Aegina and apply himself
uninterruptedly to his art. It was there that he made a series of limestone and marble
anthropomorphic objects and sculptures using the method of direct carving, which
revitalised the tradition of Cycladic figurines. These same works welcome visitors to

the Kapralos Museum on Aegina, now a National Gallery Annexe, after the Christos
and Souli Kapralos Foundation'’s transfer to the National Gallery - Alexandros Soutzos
Museum.? In addition to these monumental works, the artist’s inexhaustible creativity
results in an endless variety of clay or bronze figurines in the vein of the ancient tradition
of the Kores.

In 1965, “a visit by the sculptor Yannis Parmakelis in Athens rekindled my old desire to
work with wood,” wrote Kapralos (Autobiography, p. 190). Eucalyptus logs began to
inspire the sculptor with their organic forms, reminiscent of eloquent bodies, into producing
his most monumental sculptures. Faithfully following the suggestions of the log forms, he
produced unprecedented figures: warriors, ancient heroes, Nikes, mothers with children,
abstract compositions. Two of the most important monumental complexes in contemporary
Greek art are part of this series: Parody of the Olympia Pediment and Crucifixion.

The new material penetrated into the sculptor’s creative horizon and gave him new ideas,
which gave birth to new forms. The artist was inspired by the inherent forms of the logs

to produce his works. Their size dictated the monumental scale of the sculptures. The
“fluid shape” of a log reminded him of Alpheios, from the eastern pediment of the temple
of Zeus in Olympia. This was how Parody of the Olympia Pediment came into being. A
drawing in the artist’s archives is a study of the arrangement of the western pediment of
the temple of Zeus in Olympia. Kapralos's pediment features ten figures. The central one

is the imposing figure of Apollo - a headless trunk with a roughly draped himation on his
shoulders. He is flanked by male and female figures: centaurs, Lapithes and Lapithides,
reminiscent of the western pediment of the temple of Zeus in Olympia. The reclining figures
of the fluvial gods Alpheios and Kladeos are placed in the pediment corners, just like in
the ancient model. The organic, sprouting forms of the trunk at the point were it is split into
two branches suggested to the sculptor the limbs of a figure. The angle of the branches
suggested its posture. Now perpendicular and serene, and now rushing forward, the
lateral axes in sharp relief. Kapralos underscores the dialectic relation of tool and form.
Sculpture on wood does not seek to copy real figures. The organic density of the form,
which stems from profound knowledge of sculptural anatomy, imbues these figures with

a palpable vibrancy. Kapralos’s sculptures on wood combine the organic quality, which
makes them seem alive, and the most intense abstraction.
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MapdAAnAa pe To pvnpeiakd olvolo Tou aeT@paTog o YAUNTng Aa&elel oto E0A0 NnoAAég
pepovwpéveg popyég. O nepioodtepeg eival epnveucpéveg and apxaia Bépara: Nikn,
‘Ikapog, AxiIANéag nou cépvel Tov vekpd ‘EkTopa oTo dppa Tou, onAiTeg Kal Koppoi,
avdpikoi kail yuvaikeiol, (euydpia k.4. H devdpdpopepn kataywyn Tou £épyou AeiToupyei
kdBe popd wg kataAldTng Tng éunveuong. H eupnpatikdTnta, n pavracia kai n pacTtopid
oupPdaAAouv oe éva anotéAecpa nou dev nadel va pag eknAnocoel o’ autd Ta €pya.

210 pvnpeiakd oclvolo nou gpnvéetal and tnv OAupnia, o YAdntng 6a npocBécel Tn
Zralpwon, pia Spapartikn eppnveia Tou Beiou ndBoug, nou epnvéetal and Tn yotBIkn
napddoon. X’ éva xwpiotd E0Ao piag apxaiag Agpovidg o KanpdAog Ba Aa&eldoer Tnv
aoknTikh, padivi popen Tng MaydaAnvig.

«lepd npdypa va BAénw Tov NAIo V' avaTtéAAel, va pnaivel oTo epyacTApl HOU KI £Y®

v’ aocxoAoupai pe Tn Souleld pou péxpl va Suoel. ‘Ooo eival AAiog noTté dev agpnvw To
xpoévo va xdveral. Eival oto xapaktipa pou autd 1o npdypa. Auth gival n aydnn pou...
O nAiog kal To pwg yévvnoav Tn YAunTikh otov Téno pag». Eivar ta Adyia tou kaAAitéxvn
and pia cuvévreu&n tou 19873 Tov Mdio Tou 1988 o Xpihotog Kanpdhog énpene va ndel
otn Biévvn yia va napaAdfel to BpaPeio XépvTep nou Tou eixe anoveipel n AucTpiakn
Akadnpia Eniotnpav. ‘Otav Tov pdTnoav yia ta aicB@npartd Tou To pévo Tou oxdéAio htav
ToUTo: «Eival peydAn apaptia va xdveig Tov kaipd cou pe aAAdTpIa, Tn GTIYUHA NOU O€
kaptepdel 6Aog ToUToG O OTPATOGY.

Ané Tov atéppovo kal xapoUpevo dnpioupyikd oicTpo Tou yAUnTn Bynke npdypaTi évag
oAbékAnpog oTpatdg, évag oAdkAnpog Aadg and aydApaTta, Soulepéva oTo XaAkd,

1O pdppapo, Tnv nétpa, Tov NnAS, 1o E0Ao. «Evag kaAAiTéxvng», ShAwve o XphoTog
KanpdAog, «npénel va 'xel péoa Tou 6Ao 1o yiyveoBal Tng avBpwndrntag»“.

O avBpwnog, «ta nBn kal Ta ndOn Tou», ATav To anokAeioTikd B€pa Tng Snpioupyiag Tou,
6nwg akpifwg kal Twv apxaiwv ogotéxvwy Tou. O avBpwnokevrpiopdg dev ntav wotdoo
TO p6vo onpeio enagpng Tou YAUGnTn pe Tnv napddoon. OAékAnpo To €pyo Tou XprnoTou
KanpdAou, poAovéT téoo clyxpovo, anonvéel éva dpwpa Apxaidtntag nou Bupidel
akarapdxnta 1o oxoAio Tou [MAoutdpxou yia Ta épya Tou MNapBeviva: «aképn vwnd and
Tn opikn, Atav 1éoo wpaia nou époialav kidAag apxaia» (Biog MepikAA).

2mig 20 lavouapiou 1993 oTtig 8 10 Bpddu, o XproTtog KanpdAog éxace Tn pdxn pe

Tov Bavaro. Tov pévo yAUnTtn nou pnopouloe va Tov viknoel. lati «o xpdvog, yAinTng
Twv avBpwnwv napdpopog», olppwva pe Tov EAGTN, nou apiépwoe oTov KaAAITExvn
éva and Ta nio kaipia kai diopatikd oxdéAia: o KanpdAog eixe Tn SGvapn «va tautilel
TNV Kivnon Twv XEPIWV Tou e Tov puBpd Tng UANG péoa oTo pwg KAl oTny IoToPid TNG
natpidag Tou»°.

1. Xpiotog Kanpdhog, AutoBioypagia, cupnAnpwpévn and tnv ZoUAn KanpdAov,
ExS. Aypa, ABriva, 2001, c. 136

2. To Mouoceio KanpdAou otnv Afyiva npooTtéBnke oTa napapthipara HeTd TNV CUYXWVEUGN TOU OPOVUHOU
[8pUpatog pe Tnv EBvikA MivakoBikn. MAA&I ota naAid epyaotipia Tou {wypdgou, Oa aveyepBei clvropa
10 Véo pouoeio, nou Ba oteydoel To épyo Tou onpavTikol yAuntn. Mia aiBouca Tou Mouceiou KanpdAou
Ba eival apiepwpévn otoug Tpeig KAAAITEXveG TnG Afyivag, nou cuvdéovtay pe oTevi @ihia: Tov XphoTo
KanpdAo, tov dvvn Mépakn kai tov Niko NikoAdou.

3. Piloondorng, 21.6.1987
4. é.n.

5. O8uooéag EAOTNG, Avoixté Xapmid, ExS. ‘Ikapog, o. 455

\

Christos

Kapralos

A contemporary
sculptor rooted in
anfiquity

On the side of the monumental complex of the pediment, the sculptor carved several
individual figures on wood. Most are inspired by ancient themes: Nike, Icarus, Achilles
dragging the dead Hector behind his chariot, warriors, male and female torsos, couples.
The natural origin of each work serves to catalyse inspiration in each case. Invention,
imagination and skill in these works contribute to an result that never ceases to amaze us.

To the monumental complex inspired by Olympia, the sculptor added Crucifixion,

a dramatic interpretation of the passion inspired by the Gothic tradition. On a piece
of wood from an age-old lemon tree, Kapralos carved the slender, ascetic figure

of Magdalene.

“It is a blessing for me to see the sun rise and shine into my studio, where | pursue my art
till dusk. As long as the sun is out, | never let time go by wasted. It's part of my character.
This is what I love ... It is the sun and the light that gave birth to sculpture in Greece.”
Excerpt from an interview by the artist in 19873, In May 1988, Christos Kapralos was
going to Vienna to receive the Herder Prize awarded by the Austrian Academy of
Sciences. When asked how he felt about it, all he had to say was: “It's a great sin to
waste your time on irrelelant things, when all that army is waiting for you.”

Indeed, an army came out of the scuptor’s incessant, happy creative urge - a whole army
of statues of bronze, marble, stone, clay, wood. “An artist, remarked Christos Kapralos,
must contain the workings of all humanity.” Humanity, morality and passion are the
exclusive subject matter of his art, just like they were for his ancient-Greek fellow artists.
Anthropocentrism, however, was not the sculptor’s only point of contact with his heritage.
Although profoundly contemporary, Christos Kapralos's body of work is imbued with the
spirit of Antiquity, reminding us of Plutarch’s remark for the art of the Parthenon: “Each one
of them, in its beauty, was even then and at once antique.”

At eight in the evening on January 20, 1993, Christos Kapralos lost in his battle with
death - the only sculptor that was able to put him down. For, “time is a passionate
sculptor of men,” to quote Odysseus Elytis, who is credited with one of the most apt
observations written about the sculptor’s work. According to the poet, Kapralos was able
to “synchronise the movement of his hands with the rhythm of the material in the light and
history of his land.””

1. Christos Kapralos, Autobiography (expanded by Souli Kapralos), Athens, Agra, 2001, p. 136

2. The Kapralos Museum on Aegina became a National Gallery - Alexandros Soutzos Museum Annexe
after the Christos and Souli Kapralos Foundation’s transfer to the National Gallery. The new museum to
house the work of this important sculptor will soon be built by the old studio. A room in the Kapralos Museum
will be dedicated to the three Aegina artists and close friends: Christos Kapralos, Yannis Moralis and Nikos
Nikolaou.

3. Piloondorng, 21.6.1987
4. lbid.

5. From Plutarch’s “Life of Pericles”. Plutarch's Lives, with an English Translation by Bernadotte Perrin.
Cambridge, MA. Harvard University Press, London, William Heinemann Ltd, 1916. Retrieved from http://
data.perseus.org/citations/urn:cts:greeklit:tlg0007.tlg012.perseus-eng1:13.3 (2016-08-31)

6. The Collected Poems of Odysseus Elytis, Odysseus Elytis, Jeffrey Carson, Nikos Sarris, JHU Press,
November 17, 2004. Retrieved from https://books.google.gr/books?id=nzPSXYJIYjAC (30-8-2016).

7. Odysseus Elytis, Avoixté Xapmd, lkaros, p. 455
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1909

1921-1926

1927

1928

1929

1930-1934

1934-1939

1939

1940-1945

1946

levviérar omig 6 NoepBpiou oto xwpid Mavair@Aio (MouoTagolAi) Tou vopou
ArtwAoakapvaviag oe @Twxn, aypoTiKi olkoyévela. Ze nAikia névie TV XAvel Tov NATépa Tou.
Born on 6 November in Panaitolio (Moustafouli), a village in the Etoloakarnania prefecture,
to a poor farmers’ family. Aged five, he loses his father.

AvridapBaveral vwpig Ty kAion Tou npog tnv téxvn. Aiakéntel To oxoheio otn B’ 1é&n tou
yupvaciou kai paBnredel kovrd oe TonikoUg ayloypd@poug.

He becomes aware of his inclination to art early on. He leaves school in the second year of
gymnasium and becomes an apprentice to local icon painters.

TiBetal uné Tnv npooTtacia kai Tnv kaAAiIrexvikin kaBodniynon Tou Aypividtn Snpocioypdgou
ABavdoiou lepdkn.

He is placed under the protection and artistic guidance of Agrinio-based journalist
Athanassios Gerakis.

MetaBaiver otnv ABriva, énou epydleTal wg oxedlaoTAG OTO APXITEKTOVIKS YPAPEiO TOU
kaBnynti Bacikeiou Koupepévou.

He moves to Athens, where he works as a draughtsman for the architectural firm of
Prof. Vassileios Kouremenos.

Aiapéver kar epydletal oto epyacTipio Tou YAUnTn Bdoou Palnpéa, evd npoetoipdleral

yia 1ig e&etdoeig ng Avwtdrng Xxohng KaAdv Texviv. ONokAnpdvel To npwTo €106 TOu
NPOKATapKTIKOU THAPATOG TNG XX0ANG Kal, napakdpnrovrag Ta SUo endpeva £1n, eyypdgeral
aneuBeiag ora epyaotipia.

He lives and works in the sculptor Vassos Falireas’s workshop while preparing for the Athens
School of Fine Arts exams. He completes the first year of the school’s preliminary course and,
skipping the following two years, enrolls directly in the workshops.

Ynouddlel {wypagikn oto epyacTtipio Tou OupBéprou Apyupol, apxikd wg undTPoPog Tou
Anpou Aypiviou kai €neita Twv kanvoPiopnxdvwv AdeAedv MNManaotpdrou. vwpiler Toug
ouppoitntég Tou Mépain, NikoAdou, Anpou, Maldpo kar Tdooo, pe Toug onoioug Ba Tov
ouvdéoel Babid kai Siaxpovikn @iAia.

He studies painting at Umbertos Argyros’s workshop, as a scholar, first of the Municipality of
Agrinio and then of the tobacco industrialists Papastratos Brothers. Becomes acquainted with
fellow students Moralis, Nikolaou, Dimou, Malamos and Tassos, forming lifelong friendships.

MeraBaiver oto Mapior pe unotpogia Twv Manaotpdrwy kar onouddder yAunTikih oTig eAelBepeg
akadnpieg Grande Chaumiére kar Colarossi, pe 8dokalo Tov Marcel Gimond. Me khoviopévn
uyeia, avripeTwniCer Suoxepeiq oikovopikég ouvBnkeg kar avaykdletar va kével éva nAfBog and
Souleiég yia va eniPidoel.

Moves to Paris on scholarship from the Papastratos Brothers to study sculpture in the free
academies Grande Chaumiére and Colarossi, under Marcel Gimond. Suffering from poor
health and financial hardship, he is forced to do a number of jobs to survive.

Yuppetéxel pe Suo npotopég otn B’ MMaveAAdrvia KaAAirexvikn EkBeon oto Zénneio.

To XenrépPpio, étav n faAAia knplooel Tov ndAepo otn leppavia, emotpégper otnv EAAGSa padi
pe dAAoug ‘EAAnveq ortntég, petafl Twy onoiwv kai o Mbpalng.

Contributes two busts to the 2nd Panhellenic Art Fair at the Zappeion in Athens.

In September, when France declares war on Germany, he returns to Greece, along with many
other Greek students, including Moralis.

Emotparederal, aAAG Tn petdPaon Tou oto pétwno npoAaPaiver n yeppaviki eioBoAn. Tnv
nepiodo auth Siapével oTo XwpId Tou, drou epyAleTal OTA KAMVOXMPAPA KAl PIAOTEXVE]
oASyAuga kar avdyAuga €pya kar onoudég oe nnAS kai yogo. To 1945 nebBaiver n ayannpévn
TOU pnTépal.

He is conscripted, but is prevented from going to the front by the German invasion. He spends
this period in his native village, where he works in tobacco plantations and produces sculptures
and reliefs, as well as clay and plaster studies. In 1945, his mother dies, to whom he was
particularly attached.

EykaBiotarar otnv ABriva. Tov OkTdBpio npayparonolei Tnv np@Tn Tou atopiknh ékOeon o
aiBouca Tou PiAoAoyikol XuAdyou «Napvacode», n onoia yvwpiler peydAn emituxia kai Tov
kaBigpdvel wg évav and Toug o onpaviikolg véoug YAUNTEG.

He moves to Athens. In October, he has his first solo exhibition at the Parnassos literary
association in Athens, which is a great success and establishes him as one of the most prominent
young sculptors.

1947

1950

1951

1952

1952-1956

1954

1957

1958

1960

1961

1962

Me Swped Tou npwnv Anpdpxou ABnvaiwy Kdota Kotgid kai xpnparodémmon twv lidvvn
Manaotpdrou kar Xapidaou Aidpnen, anoktd Sikn Tou karoikia-epyaotiipio oto Koukdki, oe oxédia
Tou apxitéktova Kipwva Adokapn. e ouvéxela Tng npwing Tou ékBeong, ekdidetar o Siy\wooco
(eAAnvikG-yaAAikd) évruno Xpriotog KanpdAog. TAdnmng pe keipevo Tou ANéEavBpou ZGén.

Thanks to a donation by the former Mayor of Athens, Kostas Kotzias, and financed by John
Papastratos and Harilaos Liambeis, he acquires his own house and workshop in Koukaki,
designed by the architect Kimon Laskaris. The bilingual (Greek-French) edition Christos Kapralos.
Sculptor, featuring an essay by Alexander Xydis, is published following his first solo exhibition.

ExBérer eBSoprivra nepinou £pya kepapikig otnv aiBouca «Kevrpikdv» Tng ABrivag.
He shows some seventy ceramics at Kentrikon art gallery in Athens.

[vwpiler Tov Xévpu Moup, o onoiog emokéntetal Tnv ABriva pe Tnv eukaipia Tng ékBeong Tou
oto Z&nneio. To kalokaipi peTafaivel yia npat @opd otnv Afyiva, énou Eekivd va Souleler Tov
Tonikd nwpdAiBo pe v Texvikn Tng anguBeiag Ad€euong, pe okond va petagépel oe okAnpd
Uik pPépog Twv avayAupwy onoudwv Tng nepiédou 1940-1946.

He meets Henry Moore, on a visit to Athens at the time of his exhibition at the Zappeion. In

the summer, he visits Aegina for the first time, where he sets out to work with local limestone
using the direct carving process, aiming to transfer to a hard material his relief studies made in
1940-1946.

OMAokAnpdver Tnv avayAugn ndpivn olvBeon H kaAAiépyeia Tou kanvod, petd and napayyeAia
tou Eudyyehou Manactpérou. Mavrpederar otnv Aiyiva tn ZodAn Milnon.

Completes his limestone relief composition Cultivation of Tobacco commissioned by Evangelos
Papastratos. Married to Souli Milisi on Aegina.

Toug kahokaipivolg piveg Aaedel otnv Afyiva, otov nepifolo tng Ayiag Tpiddag, Tn capdvra
péETPwY prkoug nwpivn {wedpo To Mvnueio tng Méxng tng lMivéovu.

During the summer months on Aegina, he carves the 40m-long limestone frieze The Pindos
Battle Memorial in the courtyard of the church of Agia Triada.

ExBértel Tpidvra épya pikTAg Texvikig and nétpeg Tng BGAacoag oe aiBouca
™G epnpepidag «To Brhpar.
Shows 30 mixed-media works using sea stones at To Vima newspaper exhibition hall.

ExBéter To Mvnpeio ng Mdxng tng lMivéou pali pe GAAa yAuntd oe aiBouca tng HAekTpikng
Eraipeiag ABnvav-TMeipaidg otnv ABriva. Meta&l twv ekBepdrwy nepidapPdvovral poppég ot
opuphiata @UAAa xaAkoU kar poAUBSou, épya nou onparoSotolv Th GTPOYN TOU NPOG MIA MO
a@aipeTIkn npaypdreuon.

The Pindos Battle Memorial goes on display along with other sculptures at the Athens-Piraeus
Electricity Company building in Athens. Exhibits include figures made of hammered copper and
lead sheets, heralding a shift towards a more abstract treatment.

Ta&idelel oe S1dgpopeg eupwnaikég ndAeig kar emokénteTal NoAAéG ekBEoeig povrépvag Téxvng,
peTa&l Twv onoiwv kai Tnv MmievéAe tng Bevetiag, énou tnv EAAGSa eknpoownodv or Mépalng,
Toapoixng kai Xhxog.

Travels in various European cities and visits many modern art exhibitions, among which the
Venice Biennale, where Greece is represented by Moralis, Tsarouchis and Sochos.

KaAeital va eknpoownioel wg povadikdg ekBétng Tnv EANGSa otnv MmievéAe
nG Bevetiag Tou 1962.
Invited as the sole artist to represent Greece at the Venice Biennale in 1962.

Tov lavoudpio opyaviver xutipio, pe T BonBeia tou yAdntn Koota KhouPdrou kar Twv
xahkoxut@v adeApwv KapkadoUAia, oe oikénedo Sinda oto epyaoctipid Tou oto Koukdki.
Méaoa otn xpovid, oAokAnpavel yia Tnv MmievdAe peydho apiBud pnpoldvilivwy €pywy pe Tnv
apxaia péBodo Tou «xapévou KepIol».

January: he sets up a foundry, with the help of sculptor Kostas Klouvatos and the bronze casters
Karkadoulias brothers in a plot next to his studio in Koukaki. Completes a large number of
bronze works for the Biennale using the ancient lost-wax method.

Mapouocidler 240 nepinou yAuntd peydAng kai pikprig kAipakag oty 3 1n MmigvdAe tng
Beveriag, pe empeAnti Tov Tdvn Xnntépn. H €kBeon yvwpiCel SieBvi enituxia kar o iS1og
unoypdegel oupPBdAaio pe Tn Sidonpn 1Siokthtpia ykakepi Tng Néag Yopkng, Mdpba T¢dkoov.
Yuppetéxel otny ExkBeon EAAfivwy KaAAirexvdv oto BeAiypddi.

Shows some 240 large and small-scale sculptures at the 3 1st Venice Biennale, curated by
Tony Spiteris. The show garners international acclaim; he signs up with the famous New York
gallerist, Martha Jackson. Participates in the Exhibition of Greek Artists in Belgrade.
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1963

1964

1965

1966

1967

1969

1971

1972

1973

1975

1981

1983 - 1984

1988

Anoktd 8iki Tou otéyn kai epyactipio ota MNMAakdkia Tng Aiyivag, énou oto £8ig, kard Toug
kaAokaipivoug piveg, Ba Soulelel épya oe nwpdAiBo, pdppapo kar EuAo. Ivwpiler Tov ANeEdvrp
Apoinévko katd tn Sidpkeia eniokePnig Tou otnv ABriva. Mapoucidler atopikég ekBEoeig otn
Martha Jackson Gallery 1ng Néag Yépkng kai otnv Park Gallery tou Ntntpéit kai ouppetéxel
ot opadikh otn Parke-Bernet Galleries 1ng Néag Yépkn.

Acquires his own home and studio in Plakakia, Aegina, where he would work in limestone,
marble and wood from now on in the summertime. He meets Alexander Archipenko, on his visit
to Athens. Mounts solo exhibitions at New York’s Martha Jackson Gallery, Park Gallery in
Detroit and participates in a group show at Parke-Bernet Galleries in New York.

EkBéter pali pe To {wypdgo Inupbdnouho otnv Frankische Galerie am Marientor Tng
NupepBépyng kar cuppetéxer otnv Pittsburgh International Exhibition of Contemporary Painting
and Sculpture kai otnv EAAnvikA EBSopdSa tou Aivig Tng AucTpiag.

Exhibits jointly with the painter Spyropoulos at the Frénkische Galerie am Marientor in
Nuremberg; participates in the Pittsburgh International Exhibition of Contemporary Painting
and Sculpture, and the Greek Week in Linz, Austria.

Zekivé Tn yAunmiki og koppoUg eukaAdnTou, uhikd nou Ba Souléer anokAeioTikd otnv Afyiva
£wg 1a T€An Tng Sekaetiag Tou '70. Xuppetéxel otnv H' lMaveAAnvia KaAAirexvikr EkBeon oto
Z&nneio, otnv Biennale Internazionale di Scultura otnv Kapdpa, oto Concorso Internazionale di
Bronzetto otnv MavroPa kai oe ékBeon oto Samuel S. Fleisher Art Memorial otn @iNadéAgeia.
He begins to work in wood, mainly eucalyptus logs - to be his material of choice for his work
on Aegina until the late 1970s. Participates in the 8th Panhellenic Art Fair at the Zappeion, the
Biennale Internazionale di Scultura in Carrara, the Concorso Internazionale di Bronzetto in
Padua and a show at Samuel S. Fleisher Art Memorial in Philadelphia.

EkBéter otn Sonsbeek ‘66 International Sculpture Exhibition oto Apvxéip Tng ONavSiag.
Participates in the Sonsbeek ‘66 International Sculpture Exhibition in Arnhem, Holland.

Aropikr ékBeon oto “Cincinnati Art Museum” kai ouppetoxn otnv Pittsburgh International
Exhibition of Contemporary Painting and Sculpture kai oto Concorso Internazionale di
Bronzetto tng lMévroPa.

Solo exhibition at the Cincinnati Art Museum and participation in the Pittsburgh International
Exhibition of Contemporary Painting and Sculpture and the Concorso Internazionale di
Bronzetto, Padua.

Aropikn ékBeon oty “Albert White Galleries” tou Topévro.
Solo exhibition at the Albert White Galleries, Toronto.

Yuppetéxel otn Second International Exhibition of Modern Sculpture: Image of Man in the
Contemporary World oto Hakone Open-Air Museum tou Tékuo.

Participates in the Second International Exhibition of Modern Sculpture: Image of Man in the
Contemporary World at the Hakone Open-Air Museum in Tokyo.

Mapoucialel épya {wypagikig ot atopikh ékBeon otnv «AiBouca Téxvng Hilton» tng ABhAvag
kai ouppetéxel otnv ékBeon Sculture nella Cittd oto nhaicio 1ng 36ng MmievdAe Tng Beveriag.
Shows paintings in a solo exhibition at the Athens Hilton Hotel Art Gallery; participates in
Sculture nella Citta, organised within the framework of the 36th Venice Biennale.

Yuppetéxel oto Concorso Internazionale di Bronzetto tng MavroPa.
Participates in the Concorso Internazionale di Bronzetto, Padua.

Eknpoownei Tnv EAAGSa padli pe Toug Touvapidn, Zregpdnoulo, Bar(id kai AoyoBétn otn 13n
MmievéAe Tou Xdo MNdoulo Tng BpaliAiag.

He represents Greece along with Gounaridis, Stefopoulos, Vatzias and Logothetis in the 13th
Biennial of Sao Paulo, Brazil.

H EBvikn MivakoBikn Siopyavaver nv avadpoypiki ékBeon Xprorog KanpdAog. Munté and
XaAké 1960-1980. Atopikn ékBeon xapakTik®@V oTnv YKaAepi «Zuydg».

The National Gallery and Alexandros Soutzos Museum organizes the retrospective Christos
Kapralos. Bronze Sculptures 1960-1980. Solo exhibition of prints at Zygos Art Gallery.

EkBérel xapakTiki otnv ykahepi «[MAe1édeg» kar (wypagikh oty «AiBouca Xkoupd». Tnv endpevn
xpovid, aropiki ékBeon yAunmkig kar {wypagikng otnv «AiBouca Téxvng HpakAgiou» otnv Kpitn.
Exhibition of prints at Pleiades Art Gallery and paintings at Skoufa Art Gallery. In 1984, solo
exhibition of sculpture and painting at Heraklion Art Gallery in Crete.

H Auctpiaki Akadnpia Emiotnudv To0 anovéper To BpaPeio Johann-Gottfried-von-Herder-Preis.
Awarded the Johann-Gottfried-von-Herder-Preis by the Austrian Academy of Sciences.

1991

1993

1995

1996

1997

1998

2001

2003

2004

2006

2007

2014

Yuorhvertal 1o 18pupa XphoTtou kai XouAng Kanpéhou. Xipgwva pe tov Opyaviopd Tou, ot
nepintwon 8idAuchg Tou, n neploucia Tou nepiépxetal otnv EOvikn MivakoBrikn kar Mouceio
ANeEGvEpou Zourlou.

The Christos and Souli Kapralos Foundation is established. According to its articles of
incorporation, in case of dissolution its property will go to the National Gallery and
Alexandros Soutzos Museum.

MeBaiver omig 20 lavouapiou otnv ABriva. Zekivouv ol noAueteig Sianpaypateloeig Tou
[8pUpatog, pe enikepalig Tny npdedpo XouAn Kanpdhov, yia Tnv ndAnon tou Mvnpeiou
g Madxng tng [ivSou, pe okond Tnv avéyepon Mouceiou Kanpdhou otnv Aiyiva, énou 8a
oteyaoTel To olvoAo Tou £pyou Tou.

Dies on 20 January in Athens. Beginning of long negotiations, led by the Chair of the
Foundation, Souli Kapralou, for the sale of the The Pindos Battle Memorial to fund the
construction of the Kapralos Museum on Aegina, to house his complete works.

Avadpopikn ékBeon otnv Akadnpia ABnvav. O1 €8 aiBouoeg Tou epyacTnpiou otnv Afyiva
apxiCouv va Aeitoupyolv wg Houceio.
Retrospective exhibition at the Academy of Athens. The six rooms of the artist’s studio on
Aegina are inaugurated as a museum.

Eykavidletar oto Aypivio, oto kripio Tng MNanaotpareiou Anportikig BiBAioBrikng,

n «AiBouca Téxvng Kanpdhou», pe pévipn ékBeon yAuntdv Tng nepidédou 1933-1946
XUTEUPEVWY OE pnpouvt(o.

The Kapralos Art Gallery, a permanent display of sculptures dating from the period 1933-
1946 cast in bronze, is inaugurated in the Papastrateios Public Library building at Agrinio.

To AioiknTiké ZupPoUlAio Tou I8pUparog anogacilel, eAAeiPel ndpwv Kal KPATIKAG
emxopiynong, va kiviioel Siadikacieg SidAuong.

The Kapralos Foundation Board decides, in the absence of funds and government grants, to
initiate dissolution proceedings.

MNpayparonoieital n ékBeon OedSwpog Xrdpog - Xpriotog KanpdAog. ZuAdoyr Zaxapia
MMopraAdkn otn Baoihiki Ayiou Mdpkou - AdtGia Tou HpakAeiou Kprtng.

The exhibition Theodoros Stamos - Christos Kapralos. Zacharias Portalakis Collection is
mounted in the Basilica of San Marco - Loggia, in Heraklion, Crete.

H BouAn twv EANAvwy ayopdlel To Mvnpeio tng Mdxng tng lMivéou, To onoio tov NoépPpio Tou
2002, tonoBerteitar oto nepiotiAio Tng BouAng.

The Hellenic Parliament acquires The Pindos Battle Memorial, which in November 2002 is
installed in the Parliament peristyle.

‘EkBeon yAuntav Tou KanpdAou and tn culhoynh Tou Zaxapia MNoptaldkn otov ekBeoiakd xdpo

G culhoyng otnv ABhiva.
Exhibition of sculptures by Kapralos from Zacharias Portalakis’s collection in the collection
showroom in Athens.

Xnig 26 louhiou, n EBvikh MuntoBrikn oto ANcog EAAnvikoU Xtpatoil otou loudh eykaividlel
n Aeitoupyia Tng pe SUo napdAAnieg ekBéoeig: Henry Moore. AvaSpopikri kar Xpriotog
KanpéAog. Avagopd otnv OAupnia. TAunmiri og EGAo.

July 26: the National Glyptotheque at Hellenic Army Park, Goudi is inaugurated with two
concurrent exhibitions: Henry Moore. Retrospective and Christos Kapralos. Reference to
Olympia. Sculpture in wood.

Tov ®eBpoudpio, pe npoedpikd Sidraypa, 1o 18pipa Xphotou kar ZouAng KanpdAou Sialveral
Kal n neproucia Tou, nou nepIAapPaver kai To olvolo, oxeddy, Tou épyou Tou KanpdAou,
nepiépxetal otnv EOvikA MivakoBikn kar Mouoeio ANe§avSpou Zourlou.

In February, by presidential decree, the Christos and Souli Kapralos Foundation is dissolved
and its assets, including almost a total of Kapralos's artistic output, goes to the National
Gallery and Alexandros Soutzos Museum.

Mpayparonoieital oto TeAASyAeio ‘16pupa Texviv Tou Apiototeleiou Mavemornpiou
©eoocalovikng n ékBeon Xpriotog KanpdAog. MNapwdia ané to Aétwpa tng OAupniag - Xradpwon.
Christos Kapralos. Parody of the Pediment of Olympia - Crucifixion is mounted at the Teloglion
Foundation, AUTH, Thessaloniki.

Yuvénretal npoypappatiki clpBacn peta&t Tng Mepipépeiag Atrikig, Tou Ynoupyeiou
MoAimopol kar ABAnTiopoy kar Tng EBvikig MivakoBrikng kar Mouoeiou ANeEavEpou Zourlou
yia Tnv avéyepon Tng Néag lMrépuyag Tou Mouceiou KanpdAou otnv Afyiva.

Contract signed by the Region of Attica, the Ministry of Culture and Sport and the National
Gallery and Alexandros Soutzos Museum for the construction of the New Wing of the

Kapralos Museum on Aegina.
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MAnywpévo dAoyo, 1959
Mnpouivtlog, 99 x 37 x 90 ex.
Mpdnv’18pupa XpricTou kai
YoUAng KanpdAou

ap. épyou I1.11778

Wounded Horse, 1959
Bronze, 99 x 37 x 90 cm
Former Christos and

Souli Kapralos Foundation
inv. no. M.11778

\
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O avBpwnog onuepa BéAel va @rdoel otig piCeg va nigl vepd kareubBeiav
ané tnv nnyn. Mou dpeocav ndavra ol apxaikég enoxég, TOTE Nou ol

avBpwnoi 8ev eixav otn 8160eon Toug NoAAG péoa.

People today want to go back to the roots - to drink directly from the source.
I've always liked archaic periods, when not a lot of means were available to
people.

Nikn, 1961

Mnpouivtlog, 192 x 35 x 85 ex.

Mpdnv’18pupa XpricTou kal
2oUAng KanpdAou
ap. épyou M.11777

Nike, 1961
Bronze, 192 x 35 x 85 cm
Former Christos and

Souli Kapralos Foundation
inv. no. M.11777

O 1pdénog yia va nAncidooupe Toug apxaioug yAunteg Sev eival va
kavoupe ouvBéoeig nou va poidlouv pe Tig Sikég Toug. Eivar n ayann orov
dvBpwno, énwg Tnv gixav ki autoi.

Imitation is no way to approach ancient Greek sculptors.
Sharing their love of humanity is.
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Méva, 1961

Mnpouivtlog, 174 x 89 x 73 ek.

Mpdnv’18pupa XpricTou kai
YoUAng KanpdAou
ap. épyou I1.11764

Mother, 1961
Bronze, 174 x 89 x 73 cm
Former Christos and

Souli Kapralos Foundation
inv. no. M1.11764

\
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Av pou eixav €pBei 6Aa pbédiva, Ba ékava npdyuara xwpig vénua, kolpia
[...] H ayvoia tng lwng Oa pe eixe orepnoer and 6,1 undpxel onyepa oav
oucia péoa oro épyo povu.

If my life had been a bed of roses, my art would be meaningless, empty [...]
Lack of experience would have deprived me of the essence of my work.

Méva, 1962
Mnpouivtlog, 138 x 105 x 60 ex.
Mpdnv’18pupa XpricTou kal

2oUAng KanpdAou
ap. épyou [1.11584

Mother, 1962

Bronze, 138 x 105 x 60 cm
Former Christos and

Souli Kapralos Foundation
inv. no. M.11584

@avrdoou pe va pnv gixa {noel autd nou énoca kai va npoonabw,
picdv alkva Twpa, va Kavw avBpwnoug Bacaviouévoug.

Imagine if | had not gone through what I have, but still sought as | have for
half a century now to portray tortured people.
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Kévraupog kai AamBida, 1961
Mnpoivtlog, 170 x 140 x 40 ex.
Mpdnv’18pupa XpricTou kai
YoUAng KanpdAou

ap. épyou I1.11583

Centaur and Lapith Woman, 1961
Bronze, 170 x 140 x 40 cm
Former Christos and

Souli Kapralos Foundation

inv. no. M.11583

\
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Aiyo-noAd, éAoi oi kaAAiTéxveg Siatnpoulv otn SouAeid Toug -Kai oTnv nio
apnpnuévn- Ta aiwvia oToixeia nou Toug Sivel o TéNog Toug.

All artists, more or less, encapsulate in their work - even the most abstract
one - the timeless elements of their land.

Méva-Képn I, 1963

Mnpouvtlog, 147 x 77 x 38 exk.

Mpdnv’18pupa XpricTou kal
2oUAng KanpdAou
ap. épyou I1.11756

Mother - Daughter Il, 1963
Bronze, 147 x 77 x 38 cm
Former Christos and

Souli Kapralos Foundation
inv. no. M.11756

To dyaAua Sev eivar pia unéBeon gukoAn. Keivo nou evdiapépel npwra-
npwra Tov kaAAiIréxvn eivar n nAaotikn Tou apuovia. ‘Orav o yAdntng
Sev eival oe Béon va cuAAdPel auté To oToixeio T6TE TO CUNNANPWVEI
pe oroixeia xwpic nAaotikn adia, Balovrag dxpnoteg AenTouépeieg Kai
oroAidia xwpig vénua.

Sculpture is not an easy thing. The artist's foremost concern is sculptural
harmony. When a sculptor is unable to capture that quality, then he
supplements it by elements of no sculptural value, adding useless details
and meaningless decoration.
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Méva - Képn lll, 1963

Mnpoivtlog, 124 x 128 x 61 ex.

Mpdnv’18pupa XpricTou kai
YoUAng KanpdAou
ap. épyou I1.11773

Mother - Daughter 1ll, 1963
Bronze, 124 x 128 x 61 cm
Former Christos and

Souli Kapralos Foundation
inv. no. M.11773

\
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[Eév Rpouv 8dokalog otn XxoAn KaAwv Texvav kai pou {ntoioav
Ta naibid va Toug Swow pia yevikn karetBuvon] Ba Toug éAeya

v' agpricouv Ta noAAd Adyia kai va otpwbouv otn SouAeid. Na
oxebialouv aoraudrnta ané 1o npwi wg 1o Bpadu, uéxpi nou To
oxédio va yivel To kaBnuepivé gpyaleio Toug.

[If | were teacher at the School of Fine Arts, and students asked me to
give them a tip about their work in general] | would tell them to quit
talking and get to work. To draw all day long, until drawing becomes
their daily tool.

MeydAog nAnywpévog onAirng Il, 1974

Mnpouivtlog, 51 x 131 x 47 ex.
Mpdnv’18pupa XpricTou kal
2oUAng KanpdAou

ap. épyou M1.11774

Large Wounded Hoplite Il, 1974
Bronze, 51 x 131 x 47 cm
Former Christos and

Souli Kapralos Foundation

inv. no. M1.11774

Av BéAouv va kdvouv kam 8iké Toug v’ apxioouv and 1o dAga. AnAadn
and tov avBpwrno |[...] Me o poAdPi eniong oto xépi va nnyaivouv TakTiKG
ora pouoeia kal v’ avrAolv and kel vepd @péocko and tnv nnyn - Tou
Yuyeiou Sev Toug xpeidderal.

If you want to do something to call your own, start from scratch. That is, from
human beings. ... Go to museums regularly, pencil in hand, and drink water
from the source - refrigerated water is no good.
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Mépoa Marpoix, 1971
Mnpouivtlog, 173 x 76 x 40 ex.
Mpdnv’18pupa Xprictou kai
YoUAng KanpdAou

ap. épyou I1.11587

Marsa Matruh, 1971
Bronze, 173 x 76 x 40 cm
Former Christos and

Souli Kapralos Foundation
inv. no. M.11587

\
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H ikavérnta nou éxer évag avBpwnog v' aykaAiadel piav 16éa Tov kavel va
Sdwoel 1o épyo Tou. To UAIKS oou, énoio kai va 'vai, e§ibavikeieral ané Tnv
16éa oou. Av To neTUxeIg auTtd, TOTe Naipvel§ éva acnuavro npéowno Kai
10 KAvelg oupBolro. Av ndAi Sev To nerixeig, ynopeic ané éva npéowno
onuavtiké va pn BydAeig tinora.

It is an artist's ability to embrace an idea that makes him produce his work.
Your material, any material, is idealised through your idea. If you achieve
that, you can take a trivial person and turn it into a symbol. If you don't
achieve it, you can take an important person and turn it into nothing.

YGvBeon (Méava kai naidi), 1983
Mnpouivtfog, 133 x 58 x 66 ek.
Mpdnv’18pupa XpricTou kal
2oUAng KanpdAou

ap. épyou M1.11767

Composition (Mother and Child)
Bronze, 133 x 58 x 66 cm
Former Christos and

Souli Kapralos Foundation

inv. no. M.11767

Eivar dAAo npayua évag yAdntng va naipvel napayyeAieg, va kével
npdyuara opiopuéva nou BéAouv or neAdreg kai dAAo npdyua va nailei
pe ™n SouAeid Tou kai va kavel Ta npdyuara nou BéAer: autd eivai To
npayuartiké vénua tng {wng evég KaAAiréxvn.

Accepting commissions and producing works according to clients” wishes is

one thing for a sculptor - it's altogether different to be able to play with his
work, to produce what he desires: that is the true essence of an artist's life.
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Ta anoondoparta nou xpnoiponoinBnkav orTnv
evérnta tou Ndvvn MépaAn npoépxovral anéd:

Aapnpdkn-TAdka, Mapiva

Agiépwpa orov lidvwn MépaAn tiprg kar pviipng xdpiv yia ta 100 xpdvia
and 1 yévvnori Tou, ABrva: ENMMAL, 2016

(kaBag kar and tnv 1otoceAida Tng EBvikig MivakoBrikng-Mouceiou
AleEav8pou otlou: www.nationalgallery.gr)

Toiykdkou, Pavh - Mapia
I. MépaAng AyyeAor Mouacikn [Noinon.
ABhva: Mouosio Mnevékn, 2001

O piiceig Tou XpnhoTtou KanpdAou
npoépxovral ano:

oehideg 42, 43, 47, 50
Nopyog Metprig, «Mia oculfitnon pe Tov Kanpdho»,
EmBedpnon Téxvng, 1. E', 7x. 30 (lodviog 1957), o. 491-494

oehideg 44, 45, 48, 49

Ppavring K. Ppavrfiokdkng,

«O Xpriotog KanpdAog anavrd oe 8éka edv»,

Zuyég, 1x. 45 (lavoudpiog-QeBpoudpiog 1981), o. 30-39

oeliba 46

Xpriotog KanpdAog,

«O1’EAA\nveg otnv MnigvvdAe»,
Zuyég, x. 32 (loGhiog 1958), o. 8-9

oehida 51
Eknopnni "Movéypappa. Xpriotog KanpdAog", 1985
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Sources for the excerpts used in the
Yannis Moralis section:

Marina Lambraki-Plaka
A Tribute to Yannis Moralis for the Centenary of his Birth,
Athens: EPMAS, 2016

National Gallery - Alexandros Soutzos Museum website
www.nationalgallery.gr

Fani-Maria Tsingakou
Yannis Moralis. Angels, Music, Poetry.
Athens: Benaki Museum, 2001

Sources for the excerpts used in the
Christos Kapralos section:

pages 42, 43, 47, 50
Nopyog Merpng, «Mia culitnon pe Tov KanpdAo»,
EmBewpnon Téxvng, v. E', issue 30 (June 1957), p. 491-494

pages 42, 43, 47, 50

Dpavriig K. Dpavrliokdkng,

«O Xpnotog KanpdAog anavrd oe Séka edv»,
Zuydg, issue 45 (January-February 1981), p. 30-39

page 46
Xpriotog Kanpdhog, «O1’'EAAnveg otnv MmigvwdAe»,
Zuydg, issue 32 (July 1958), p. 8-9

page 51
Documentary film "Movéypappa. Xprictog Kanpdhog", 1985

Alopydvwon:
Kévrpo MoAimiopoi ‘18pupa Xradpog Nidpxog
EBvikn MivakoBhikn-Mouceio ANe&dvdpou Zourlou

18¢a, ouvtoviopdg, yevikh enipéAeia, keipeva:
Mapiva Aapnpdékn-MNAdka

AiguBivrpia EMTMAL

Opémipn Kabnynitpia lotopiag tng Téxvng

‘EkBeon Tdvvn Mépain
YAonoinon: Avwwu MéAapa
EmipeAirpia ENMTMAX

‘ExBeon Xpriotou KanpdAou
Empéheia: Aptepig ZepPou
EmpeAntpia EMMAX

Yuvthpnon £€pywv:

AieBuvon Zuvripnong kar KaAAirexvikig
Anokardotaong Epywv Téxvng ENTMAX
Zwypaikn:

Mixai\ AouAyepidng, Mpoiotdpevog

Xprotiva Kapadnpa, Mapika Tpopnéra,

Aila Avépoutoonoilou, Mavayid@tng Popndkng
[AunTikn:

Mapia KAidea, MNdpyog Mapyapitng

Dwroypdgion épywv:
Yralpog Wnpoukng, EMMAXL
©dAeia Kupndpn

Aiakivnon épywv:
PoUAa Xnavoidn, EMTMAX

Apxitektovikn peAETn kar eniBAen:
Mdpyog Mappevidng
Christine Longuépée

ZU0AIveg KATAOKEUEG:
X1éNiog Aapnaddpiog

Dwriopdg €kBeong:
Avrvng MNavayiwrénoulog

Xrepéwon YAUNTOV:
ABavdoiog TCapaAng, cuvinpntig £pywy TEXvng

lpagioTikdg oxediaopdg:
Bend

Metagopd kal TonoBétnon £pywv:
MOVE ART ALE.

Aoc@dAion épywv:
Karavias Underwriting Agency

Metdgppaon, enipéAeia kar 816pBwon ayyAik@v Kelpévwy:
Anpitpng XaAtapndong

Dwroypagikd UAIKS:

EMMAX - Apxeio XprioTou kar XoUAng KanpdAou
Mopewrikd 16pupa EBvikhg Tpdnelag-

Apxeio lwdvvn MépaAn

lotopiké Apxeio Alpha Bank

Organization:
Stavros Niarchos Foundation Cultural Centre
National Gallery - Alexandros Soutzos Museum

Concept, project coordination, general curation, texts:
Marina Lambraki-Plaka

Director, National Gallery - Alexandros Soutzos Museum
Professor Emeritus of History of Art

Yannis Moralis Exhibition
Implementation: Annie Malama
Curator, National Gallery - Alexandros Soutzos Museum

Christos Kapralos Exhibition
Curated by Artemis Zervou
Curator, National Gallery - Alexandros Soutzos Museum

Conservation:

National Gallery

Conservation Department

Painting:

Michael Doulgeridis, Head of Conservation
Christina Karadima, Marika Trompeta,

Lila Androutsopoulou, Panayiotis Robakis
Sculpture:

Maria Kliafa, Yorgos Margaritis

Art photos:

Stavros Psiroukis, National Gallery - Alexandros Soutzos Museum

Thaleia Kymbari

Transit coordination:

Roula Spanoudi, National Gallery - Alexandros Soutzos Museum

Architectural design and construction supervision:
Giorgos Parmenidis
Christine Longuépée

Woodwork:
Stelios Lambadarios

Lighting:
Antonis Panagiotopoulos

Sculpture fixing:
Athanasios Tzamalis, art conservator

Graphic design:
Bend

Art handling:
MOVE ART S.A.

Art insurance:
Karavias Underwriting Agency

English translation, copyediting and proofreading:
Dimitris Saltabassis

Photo Archives:

National Gallery - Alexandros Soutzos Museum -
The Christos & Souli Kapralos Archive

National Bank of Greece Cultural Foundation -
Yannis Moralis Archive

Alpha Bank Historical Archive
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