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Téxvn Sgv onuaivel pévo va dnuloupyeig, aAAd Kat va PAXVELS.

TLagopd autn n avalitnon;

TpoOTIOUG VA UTTELG OTNV TTPAYMATLIKOTNTA.

TpoTTOUG VA KATACTACELG YOVIPEG KAL OPLOTIKEG TIG PLKPEG OTLYUEG.
Badilovtag pe KpLTApLo TIG TTIPOOWTTIKEG Hou eTAOYEG, NEepa &TL N Yvhpn pou
Oa cuvobeuel TNV AumeAd pou Kal, xwpeig va gipal {wypdeog, kataidBawva
Twg 0TtdX0G TNG (wypa@Ikng dev gival n avamapaywyn Tng mpayuatikotntag,
aAAd n dnuoupyia plag AAANG pe tnv ida évtaon.

Ita épya tng Mapiag dihomoulou mavtote avalntovoa (avag@épouat oTig

TTPOCWTTIKEG PMOU ETMIAOYEG) TO «KAELS(» TOUG Kal To €Payxva oTnv aktivofoAia
TOU £pyou.

AkTtivoBolia, 6pwg, mou Ba eixe Sidpkela.

Y autnyv tnv ékBeon, autod BAETw.
H aktivofBoAia €xel Sidpkela.
Ywinpng PEéAog, yia «Tnv dAAn Apkadior

Art does not only mean to create, but to search.
What is that quest about?

Ways to break into reality.

Ways to make the small moments fertile and definite.

Guided by my personal choices, | knew that my memory would accompa-
ny my vine and, without being a painter, | understood that the purpose of
painting is not to reproduce reality, but to create another, of the same
intensity.

In the works of Maria Filopoulou, | have always sought (I refer to my per-
sonal choices) their "key”, and | looked for it in the radiance of the work.

But not just any radiance, however: a radiance that endures.

And that's what | see, in this exhibition.
The radiance endures.

Sotiris Felios, for «The other Arcadia”
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To mapdBupo
(Aemtopépela)
1992

Aadi oe kapBa
165 x 204 ek.
18uwTikr) culhoyn

The window
(detail)

1992

oil on canvas

165 x 204 cm
Private collection

H BIOMATIKH ZQrPA®IKH THX MAPIAX ®IAOMOYAQY
XPIZTO®OPOL MAPINOX

Ta 6Uo mapdbupa

To 1990 n Mapia ®homollou {wypdioe To mapdBupo: pLa TTAVOPALKN
Amoyn Tou TTPWTOU gpyactnpiou TNng, To omoio oteyaldtav oe éva mapado-
olaké Simato omitt tng 0dou Tpopwviou Kovtd otov Xtabud Aapiong. Avo
xpovia apydtepa, lwypdploes évav mivaka e to iSto B£ua, tov iSlo titAo Kat
mepimou tig 8leg SlacTAoEelg: OUWG AUTH TN Yopd, TAPOTL N OMTLKN ywvia
£UELVE AUETAPBANTN, N KAAALTEX VLG aTTelkovilel TOV XWPO TEAEIWS SLAPOPETIKA,
pEe AAAN Yuxoloyikn SidBeon. Zuykpivovtag onuepa tig SUo auteg eKSOYES,
ouveldnTtotrolel Kavelg Ta e§EALKTIKA AAUATA OTNV EMITUXNMEVN TTOPEIA TNG

duhomoUAou Kat TNV olaitepn LKAvVOTNTA TNG VA ETTAVEPXETAL OE LA KOLVN
OspatoAoyia xwplig va emavaiappBavetat.

Amé oxeblaotikng mAeupdg, To MapdBupo tou 1990 eival o e§MPECLOVIOTIKO,
TTLO OKOTELVO KAl 0a®pwg 1o aubopunto oe oxéon pe to MMapdbupo tou 1992.
Maptupd tnv amdénelpa plag mpwitoep@avi{opevng Talavtouyag {wypd@ou,
aptL agxBeicag amd to pouvtd Mapiol dmou omoudadle, va cUAANGPeL To abn-
VAlKS WG OTTWG AUTO ELCEPXETAL OTO ECWTEPLKO EVOG XWPOU HE EVIOVN yon-
Teia, o omoiog GUWG —KL AuTod To KataAafaivelg amo tn Seutepn ekdoxn— dev
gival akopa kaAd Blwpévog. To BAEupa tng wypdpou eival eubufolo Kat
atevifel Tov eoWTEPIKS XWPO amd péoa mpog ta £§w: apou Siaoyioel pla
opBavolytr Aeukn TOPTA, KATAARYEL O€ €va plodvolyxto mapdBupo mou Se-
omdlel mavw armd to EUALVO KAldakootdaotlo. Tautdyxpova, To BAéuua tng eival
TapalodnTiko, a@ou TTAPAPOPPWVEL TOV XWPO: E€XELG TNV eviUTTwon OTL N
{wypawog eival (aAlopévn, oav va Bpioketal o kataotaon pebng. To @uUoLkd
pwg amodidetal p' éva TAAKATO AeUKO xpwua- oxedov emfBaiAetal otig {w-
VPAPLOPEVEG ETMLPAVELEG, KAAUTITOVTAG TNV WXPA TWV TOXWV TTEPLUETPLKA TOU




To mapdBupo, 1990, pewtr texvikn, 160 x 230 ek., ISlwTikA culoyh
The window, 1990, mixed media, 160 x 230 cm, Private collection

mapabupou, Ta KAYKeAQ, To okoUpo EUALVO TTATWHA KAl Ta oKoviopéva Tauta
tng SipuAANng ecwbBbupag. MNa kamotov mapd&evo Adyo, €xelg tnv aicbnon otL
To MapdBupo eival autd mou oe Koltddel Kat OxL To avTioTpowo, e§ou Kal Si-
ekOikel €W TOV TTPWTAYWVIOTIKO POAO — KAl HAALOTA XWPIG VA ammoKAAUTITEL
KATL 18laitepo: tn SeSopévn Xpovikr oTiyur), To Sucbidkplto e§WTEPLKO TOTTiO
anvel ydAdov adidgopn tn OhomolAou. Mmpootd ¢’ autod to {wypapLlopE-
vo mapdBupo PAEmeL Kaveig To Yéoa (To pwg otnv Yuxn) avti yia to £§w (to
(WG OTA AVTIKE(PEVA), YEYOVOG TTOU UTToSNAWVEL pla S1dBeon evbookdmnong
amd tn heptd tng (wypdpou.

Y10 MapdBupo tou 1992 autn n §1dBeon ecwteptkng avalntnong MapapEVEL,
aAAd amodidetal evieAwg Stapopetikd. O xwpog EeSIMAWVETAL UTTPOCTA oTaA
patia pag mo ekdBapa, Alyotepo KAELOTOWORIKA, HE TTEPLOCOTEPESG AETTTO-

To mapd@Bupo, 1992, A&8i oe kapBd, 165 x 204 ek., ISLwTIKA cuNoyr
The window, 1992, oil on canvas, 165 x 204 cm, Private collection

pEépeleg. Kat edw utrdpxel mapapdp@won, wotdco Sev eival autr) mou KAEReL
tnv mapdotaon. H {wypdpog emKevTpwveTal TTAAL oto (8lo plodvolyto ma-
PA&Bupo, pe TN Slapopd OTL TWPA gival avolXTo To aploTePd PUAAO Kal OXL TO
6e€l, dmwg oupPaivel otnv mponyouuevn ekdoxn. MNapadofwg, porovott {w-
ypa@lopévo amd pyeyaiutepn améotaon (n {wypdeog €xel kavel Aiya Bripata
mMow, WOoTE va €XeL KAAUTEPN eMOTITE(d TOU XWPOU), To TapdBupo @aivetal
MO KOVTA PAG KAl AUTH N eyyUTNTA QAvEPWVEL TTAPAAANACA Ula SLA@OPETLKNA
OTAOoN ATTévavTL 0To e§WTEPLKO TOTO, TO OTToio HOLALEL TTEPLOCOTEPO PUOLKO
TApA ACTLKO.

‘OAa cuvnyopouv OTL oto deutepo MapdBupo o XWwpog Tou epyactnpiou gival
Babid Biwpévog. H OidomroUdou Sivel peyaAltepn €u@acn oTn CUPHETPIA, oTn
YEWUETPIA Kal oTnV LooppoTtria peTtall OyKwy, OXNHATWY Kal XpwHdatwy. H



ouvBeon tng eival amoAuta eAeyxopevn, kaBeti otov mivaka €xel Adyo Umap-
€ng. Autn tn Yopd o Beatng tou £pyou evBappuvetal va otpePel To BAEupa
TOU Kal 0g AAAa otolxeia, TEpa ammd To KeVIpLKO mapdBbupo: €Tol, Slatpéxovtag
Tov Tivaka amd Ta aplotepd, To PAEPUa Tou SlacTAUPWVETAL PHE EKEIVO TNG
{wypdawou, n omoia Tov TApATNPEl ~—CUVWHOTLKE, (owg Kal W' éva Eaeviaoua-
pEoa amd Tov KaBpEptn plag viouddmag (mpokettal, SnAadn, yia pia aturn
AUTOTTPOCWTTOYPAYIA), OTN CUVEXELA CUVAVTA JLA JEYAAN ETTLPAVELA TTOU TEUVEL
KABeTa TOoV XWPEO (UL avolyTr TopTa, MPOoYavWG, TTou Ba pmopoloe OuwG va
elval KL €va aKOUMTTIOPEVO TEAAPO) Kal, TEAOG, £va Avolyuad TTou odnyel og éva
dAAo dwydtio Bappévo oe pol amdypwon. Xto Sefl yépog Tou Tivaka, tTa
evowpatwpéva mAaiola i «avoiypata Stapuyngy» eival e§icou moAA&: §exwpi-
Cel éva (wypa@lko £pyo TNG OLAOTTOUAOU KPEPACHUEVO OTOV TO(XO, £va KOUMA-
TL oupavoU —eKTOG KL av glval QeYYIiTNG— OTO E0WTIEPLIKO AUTOU TOU TTivaKa,
gva deutepo mapdBbupo akplBwg SimAa otov mivaka, pia akdun mépta Kal —to
TAEOV ATTOKAAUTITIKO OTOolXEl0— «Ula PETTPOVTLELOV ammd YVwoTo TTivaka Tou
Vermeer».!

Yto lMapdBupo tou 1992 10 gpyaoctnplo tng PLAomoUAou avadelkvUeTal WG
€Vag XWPOog ME TTApa TTOAAEG TITUXEG. AUTOG O TTOAUTIAEUPOG XWPOG, TOV OTTolo
n Cwypdyog avatéuvel Kal xaptoypagei oe onueio e§aviAntiko, KpURet yéoa
TOU €vav ONPELOAOYLKO TTAoUTO. OUGCLACTIKA TO TTapdBupo Tou TiTAou —wg TThyn
PWTOG, avtikeipyevo B€aong kat onpeio dtapuyng— dev eivat éva aAAd Sekddeg.
Aivovtag tn §éouca TPoooxr) OTO CUYKEKPLUEVO E€pyo Tou Johannes Vermeer,
SnAadn oe pla Aemrtopépela Tou Tivaka tng PLAomoUAou, Hag armoKaAUmTeTal
To «KAeldi» TNG avayvwong tou Mapabupou. «Alafdlw onpaivel Slatpéxw Ye
T0 BAEupa, aAAd Kal TNV (Sla oTyu amoKWSLIKOTIOWW TO vOnuUa Tou TTivaKay
uttootnpidel o Louis Marin.? Katd cuvémela, n Stadpoun tou BAEuuatog otov
mivaka tng homouAou evepyorroleital kat kabopiletal oe peydio Babud amd
tn uvaika mou ypdpet ypduua. Ztov mivaka tou OAAavdou 1o pwg eloépxeTal

" H Mapia Kapaia, oto keipevd tng yia tnv mpwtn atoutkr tng GdomouAou otnv ykaiepl
ZoupmouAdkn (ABnva, lavoudplog-OeBpoudplog 1993), eixe emonudavel tn pempovTi§Loy,
Xwpig wotdoo va avagépel to €pyo Tou elkovietal. Mpdkettal yia to Muvaika mou ypdpet
ypduua (A Lady Writing, c. 1665, 45 x 40 €k.), To omoio avikel otnv EOvikn MivakoBnikn
tng OudoivykTov.

2 Louis Marin, Mwg StaBdleig évav mivaka {wypapiknig, Metdppaon kat emipetpo: AAe§av-
8pog Aaokaldkng, Empuédeia: Mapia tepavomollou, Zeipd: minima, ap. 11, Moppwtikd
‘I6pupa EBvikAG Tpaméldng, ABriva 2018, o. 11.

10

Autompoowtoypaepia
1987

A&dL og kapBa

34 x 40 ek.
TuAdoyn

©avdon MixanAién

Self-portrait
1987

oil on canvas

34 x40 cm
Thanassis Michailidis
Collection

AutonpoowToypapia
1986

TEPTIEPA OE XAPTOVL
34 x 49 ek.
TuAdoyn

Twtipn ®éAou

Self-portrait
1986

tempera on cardboard
34 x49 cm

The Sotiris Felios
Collection

OTOV E0WTEPLKO XWPOo ammd éva mapdBupo n Umapén Tou omoiou utTovoeital
(Bpioketal €€w amd ta dpla Tou mivaka, dpa amd 1o opatd pag medio). Amo
TNV AAAn, autd to apaveég mMapdbupo, HECW Tou PWTOG, SNULOUPYEL TOV XWPO
€VTOG TOU TivaKa, Tovidel TIG MTUXWOELS TWV UPACPATwY Kal kabodnyei to
BAguua pag. Kovtoloyig, n mapouasia tng luvaikag mou ypdeet ypduua otov
mivaka tng ommouAou pdg emtpénet va dolpe to MNapdBupd Tng SlapopeTikd,
TPWTA WG TTOPTPETO KAl HETA WG YEVLIKN ATTelKOVIoN evog ateALé. e Seltepo
emimedo, n avagpopd otov Vermeer Sev emPBeBalwvel amAwg Tn onuacia tou
ewTtdG oto £pyo TNG {wypawou, aAAA UTTOSEIKVUEL KAl PLa CUYKEKPLUEVN AtTogn
yla To AsttoUpynua TTou UTTNPETEeil: OTL N {WYPAPLKT) TIPOCWPEPEL PLA TIPOCEKTLKN
O£a0n Tou KOOUOU PeETAPEPOVTAG OToV Beatr) yvwon Kal eutteLpia.



Motk umawviktikétTNTa

Autn n Aemrtouépeta otov Tivaka tng @homouAou, o cuvSuacuo e tov én-
Awpévo Baupaopd tng yia tov {wypdeo,® kateubuvel to BAéupa pag ot vé-
0OUG aVAYVWOTIKOUG KWELKEG, SLapopeTikoUg amm' autoug mou €xouv mpotabel
MEXPL onuepa.t Me AAAa AOyLa, N «TTOLNTIKI UTTALVIKTIKOTNTAY TWV ELKOVWV
tou Vermeer® emnpeddel €upeca Tov TPOTIO TTOU TO JATL gag BOOKeL oTnv €ML-
@dvela Twv €pywv tng. Na mapddelyua, n a@omALOTIKA auToTipocwToypa®ia
tng OhomouAou (1991), mou avrkel otn LuAdoyn Twtipn OéAlou (téumepa o€
XapTovL, 34 x 49 ek.), Ba pmopoloce va ekKLVEL €vav PUCTIKO SLdAoyo Pe TV
«akivntn oTlyun» otoug TTivakeg Tou peydlou dackdlou. To mapdBupo mou
OUVTPOW@EUEL TN YuValKeia @lyoupa (éva mapdBupo Slakpltikd, aAAd Kat Ikavo
va maipvel To BAEPpa pag amo ta pdtia tng) eivat SUokoAo va pn cucyeTLoTel
pe ta 8vo lMapdbBupa mou poALG eplypddape. lotexvnuévo otov (Slo Xwpo,
auTo TO PLKPO £PYO EPXETAL VA CUPTTUKVWOEL KAl va yepupwoel SUo dtapope-
TIKEG OTIYMEG Kal epTTelpieg. Aev amotelei téoo avamaula, 6co poAAAel éva
KAAALTeEXVIKO aitnua. Eppavwg mpoBAnuatiopévn Kat Koupaouévn, N yuvaika
Tou Tivaka TaAeUel va SWOoeL To oTiypa TNG o' évav avOpoKpATOUHEVO XWPO.
H ouykekpluévn autompoowmoypa®ia, katd Bdbog, eival n mpofoAn twv bi-
eKSIKNOEWVY Kal Twv SuvatotNTwy plag veapng {wypdou e evllagépov yia
TNV TTOLNTIKI UTTALVIKTIKOTNTA TWV ELKOVWY. ATTO TNV AAAN, N peUCTOTNTA TNG
ZTpoyyuArg okaAag (1992, Tuhdoyn Zwtrnpn OéAou) mpoetotpddlel tov Beatn
yla TNV MOLNTLKN TNG Katdaduong, TNG KOAUUBNong Kat tou vepou. Avavtippnta,
otav n Ohommoulou {wypailel AUTEG TIG OKAAEG UTTNPESiag, ekppadlel yla
aywvia. Onmwg pe To mapdbupo, £Tot kKL 6w avalntd éva péco Slapuyng, Eévav
TPOTOo £§OIKEIWONG PE TO AVOIKELO. TN TTPOKELMEVN TTepimTwon n okdia Ba
ptmopouoe va cupfoAilel tov Seoud ) tn ouvdeon, Tnv avaykn avalAtnong tng

3 Ye ouvévteu€n tng otnv Mapyapita Moupvdpa n kaAAtéxvig eixe SnAwoel 6tL n AavreAou
tou Vermeer, mou gixe tnv gukatpia va et oto AoUBpo, ATav To o aAyarnUEVo TN €pYo.
BA. «Zwypagilw ta cuvopa tng gutuxiagy, oto Mapia @iromoudou: vepd. Epya 2007-2011,
Zoumboulakis Galleries, ABriva 2011, o. 70.

4O Leonardo Cremonini, ypdpovtag to 1990 yia tn Souleld tng padntptdg tou, yag mapo-
TPUVEL «va avakKaAUPou e Tov Xwpo [oToug mivakég Tng] omwg Oa ékave €va TTOUAL TToU TTETAN.
To keipevo tou mepthapBdavetal otov katdAoyo mou cuvoSeUel Tig SUo MpwTeg eKOECELS TNG
dhommovlou, otnv ykalepi Qpa (ABrva, 1990) kat otnv Galerie Eonnet Dupuy (Mapiot, 1991).
5 Alexandra Libby, Arthur K. Wheelock Jr., "Johannes Vermeer/A Lady Writing/c. 1665,"
Dutch Paintings of the Seventeenth Century, NGA Online Editions, https:/purl.org/nga/
collection/artobject/46437 (accessed December 26, 2019).
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ApméAla (Aemrtopépeta)

1996

A&dL og kapPa
140 x 200 ek.
18wtk cuAhoyn

Vine (detail)
1996

oil on canvas
140 x 200 cm
Private collection




Tomio pe gAiég, 1994, Aa61 oe kapRd, 110 x 400 k., [SlwTik GUAAOYA

aAnBwng epmelpiag kat aiobnong. Zuykpivovtag to mwg dAAol'EAANveg {wypdpotl
£€xouv armodwaoelL oTa £pya Toug TN oKAAa utthpeciag,® avtidapfdveoal apéows
N SlaWopeTIKr TTpoogyyLon: otnv mepinmtwon tng Oulomoulou n Béaon tng
OKAAAG €xeL TOAU peyaAUTepn onuacia amd Tnv mepLypa®r tng, 600 TOTH KL
av eivat autr. MNa va to Bécoupe SLAPOPETIKE, Ol OKAAESG TNG £XOUV TTEPLOGO-
TepPEeG amaltoelg amo to BAEuua tou Beatr), StekSikouv uia Béon otn {wn Tou.

To mAéypa twv Bepuoknmiwy

To 1994, éxovtag ma BUOCEL ETAPKWS TOV XWPO Tou epyactnpiou, N ®idomouAou
amo@doioe va Byet otnv unaiBpo. To Tormrio pe eAiég, mou {wypawilel ekeivn
TN XPOVLd, amoTUTTWVEL wpaia autr tnv e§épunon otn @uon. O acpaAtdédpo-
HOG OTO apLloTEPO PEPOG ToU TTivaka umodnAwveL To atéppovo ta&idl, evw n
BdAacoa mou otpagtalilel oto BdBog Ba amobeiyBei o TeAkdG TpoopPLoUOS.’

¢ BAETTE XAPAKTNPLOTIKA €va ALVOAEOUM PE TECOEPLG OTPLPOYUPLOTEG OKAAEG (OmioBia Syig)
tou AvatoAr) Aalapidn kat pia o§uypagia (AuAr, 1960) tou Owtn Maotixadn.
7lowg OxL Tuxaia, autdg o TTivakag xpnotpomolnonke wg e§WPUANO tng €kdoong Odotrmopikd
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Landscape with olive trees, 1994, oil on canvas, 110 x 400 cm, Private collection

YUvtopa, Katd tn SldpKeld AUTWY Twv €§0PUACEWY, TNG TTPOCEAKUOUV TO
evllaépov ta BgppoknTia otnv meptoxn tou Iyxowid (a&idel va onuelwdei oTL
10 1990 Kat to 1992 eixe nén kdavel dvo £pya pe autd to B£ua). Ou Adyol Atav
HAAAov cuvaloBnuatikol — autol oL «TTpootateupévol Xwpoly tng Bupifouv To
atell€ Tou SaokdAou tng oto MNapict Kat Tn PEPVOUV TIo KOVTA OToV TTatépa
™NG.8 ZTnv evotNnTa pe Ta BEPUOKATILA, TIG UTTAVAVLEG KAl Ta apméAla (1995-96)
n ®homolAou cuveyilel va emefepydletal TNV €vvola Tou MAéypatog (grid),
TO OToi0, WG YVWOTOV, €iXe AMACKXOANCEL TTOAAOUG HOVIEPVIOTEG {WYPAPOUG.
Ye avtiBeon pe ta mapdbupa mou {wypdplle 0To £pyactnpLo TG (OTTwg oTov
mivaka Ta putd, 1991-1992), ta omoia tn pépvouv oe SLIAAOYO UE Pla POUAVTLKA
avTiAnyn Tou XWPOoU Kal CUyKeKpLuéva pe ta mapdBupa mou wypdplle oto
gpyaoctrpto tou o Caspar David Friedrich, to EUAwvo mAéyua ota Beppoknmia
Il TO cUppATLVO TTAEYA ota autéAla eival Sadalwdeg kat ékkevipo. EviéAel

Tou yewmdvou Mavvn @iAdmoudov, TTou e§€dwoe o matépag tng to 2012.

8 Ytov KatdAoyo tng avadpoptkng tng €ékBeong otn ZUpo (2009) umdpxel pLa pwtoypagia tou
mpwtou BeppoknTiou otov eAAadIko xwpo (XkdAa Aakwviag, 1951) ye epappoyn TTAACTIKAG
emévbuong amod tov yewmdvo matépa tng.



o {NToUPEVO O AUTHA TNV evOTNTa £pywyv Sev gival 1000 n «oTpPeRAWUEVN

TTPOOTTTIKNAY, OTTWG ElXAV ETTONUAVEL TOTE OPLOUEVOL KPLTLKOL TOU €PYOU TNG,
AAAG To «OXL1{OPPEVIKO TTAEYUQY. «X€ avTiBeon Pe TNV TTPOOTTTIKN, TO TTAEyua Sev
Xaptoypagei Tov Xwpo evog Swuatiou f evog TOTTOU 1 Ylag opddag @lyoUpwy
TAVW OTNV eM@Avela evog mivaka. Mpdypatt, av xaptoypagei KATL, autod ivatl
n emupdvela Tou idlou Tou mivaka» cnuelwvel N Rosalind Krauss.? Kal mpocBétel
OTL To MAéypa eival «auto pe To ommoio polddel n téxvn étav yupvd tnv mAdTn
T™NG otn @UoN».”® LUVETWG, N XAPTOoypAa®naon Twv BePUOKNTIIWY —N TEXVNTH TOUG
(UonN ta Kablotd e§wmpaypatikd oUtwg 1 AAAwG— amoteAei dlaitepn MPOKAnon
yla évav ouyxpovo {wypdwo. H puydkevtpn omtikh tng OdomoUAou KataKep-
patiel Tov EcWTEPLIKO TOUG XWPO Ot TETolo Babud, mou amompocavatoAilet To
BAéupa cou. EmMmAéov, og KATTOLEG TTEPLTTTWOELG, TA MAEYMATA TnG Bupilouv tn

? Rosalind E. Krauss, "Grids", oto The Originality of the Avant-Garde and Other Modernist
Myths, The MIT Press, Macayouoétn kat Aov&ivo 1986, o. 10.
° Yto iblo, o. 9.
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KoAupmwvtag
oto Kouvoumt
1998

A&SL og kKapPa
200 x 250 k.
18wtk cuAhoyn

Swimming
at Kounoupi
1998

oil on canvas

200 x 250 cm
Private collection

©dlacoca

2018

AadL og kapPa
200 x 250 ek.
18wtk culoyr)

Sea
2018

oil on canvas
200 x 250 cm
Private collection

Suvapikn cuvapBpwon Twv KAadLwy ota agatpetikd Sévtpa tou Mondrian, mou

«Snuloupyouv pla ameAeuBepwWTIKA Kivnon TPog Ta TTAvw, TTPOogG TOV oupavoy.”

Itnv mapalia

H petdBaon amd tnv «uypr owwt twyv Bgpuoknmiwvy otlg BdAacoeg mou
«utroB&ANouv aicbnon npepiag kat otoxaotikotnTtag»? éuolale GUOLOAOYIKNA,
av oxtL avaykaia — amoé pia puxavaAutikn omtikn, Bupilel tn petdfaon amod
TNV aykaAld Tou matépa oe ekeivn tng pntépag. OL SUo mpwteg peydieg 6d-
Aaooeg mou wypapilel n dihomoUou (eipacte ota 1995) eival mepikAeloteg

" Louis Marin, lMw¢ StaBaleis évav mivaka {wypapiknig, o. 48.

2 Aavel{OuaoTe AUTEG TIG EKPPACELS armd To Keipevo tou Anuntpn Mntpomoulou «Xtnv
KapSid Tou opatoUy, mou meptAapBdavetal oTov KatdAoyo Tng atoplkng eékBeong Mapia
®@iAormouAou, Zoumboulakis Galeries, ABriva, ®eBpoudplog 1996.
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©é¢a amd to tmtdpevo, 1998, A&t oe kapBd, 62 x 200 ek., ISlwTIkA cuAloyn

Kal YU PEG, OTTWG EKEIVOG O VITITAPAG OE Jla TTPWLKN AUTOTTPOCwWTToypa@ia
g He titho Kottwvtag otov kabpéptn (1989). AloBdveoal 6Tl N KAAALTEXVLG
Sev €xeL PTTEL AKOUA OTO VEPO, UTTAPXEL Pla emMpUAaén oto BAéupa tng. H
Bdhacoa avtipetwmiletal wg KAt aflomepiepyo, oploOeTnuévo Kal cuuTa-
VEG, TO oTolo OPWG CUVIOPA TTPOKELTAL va PEAETACEL 600 Kaveévag AAAOG
ouyxpovog EAANvag kaAAttéxvng. H apxn yivetal tnv emépevn xpovid, otav
{wypawilel T€ooeplg IKPOUG TTIVAKEG UE KOAUMPBNTEG. ZKEMTOMEVOL TA £pya
mou Ba akoAoubrjcouv, autég ol ommoudég mpoetkovidouv To evllagpépov
™ng {wypdpou yla TNV Kivnon tou (Yupvou) cwpatog KATW amd To vepd Kal
To malyvidiopa Tou Pwtog, Tmou dnuloupyeital étav oL axtideg tou NALou
Slamepvouv to vepo.

Yuvtopa n «BAdAacoa-vimtApag» Twy MPpWIwy £pywv Ba utrepxelhioest Kat
TA TPWTA A@PLOPEVA KUpata Ba KAavouv tnv gugadvior tous. Etol, ta épya
TToU TTapouUsLAlel oTNV EMOPEVN ATOMLKN TNG OTNV YKAAEP( ZOUPTTOUAGKN,
tov AmpiAio tou 1999, amobiSouv Mo mAoUola Ta eAANVIKA AKPOYLAALD Kal
TNV opoAoyouuévwg amepiypamtn aicbnon va tafidevelg ye mAeoUevo oTo

View from a hydrofoi, 1998, oil on canvas, 62 x 200 cm, Private collection

Awyaio. MdAwotq, pe pla ayptepévn BdAacoa tou 1998 pmaivel otn culloyn
tng EOVIKAG MivakoBnkng, Tou onpaivel 6Tl To €pyo TNG CUVOULAEL TTLa €TTL-
oApwg pe Tov Kwvotavtivo BoAavdakn (1837-1907), Tov matépa tng EAANVIKAG
Balacocoypapiag, Kat pe tov umpectoviotr MepikAn Mavtadln (1849-1884), o
omoiog eixe {wypaioel TOAAEG «OKNVEG oTNV TTapaAiay 6co {ouce oto BéAylo.
Yuykpivovtag ta mapabaAdooia tomia tng OAomoulou pe ekeiva tou Mavtady,
avtidapBdavecal auEowe TIG EVTOVEG TTOATIOUIKESG SLAQOPES Kal TIG METABOAEG
OTh CUMTTEPLYOPQ, KoVWG TN «Sladikacia e§EAENG Tou TTOALTIoPOU».” Ot Aou-
opevol tou Mavtadn eival vtupévol, oALg mou €xouv apyiet va e§otkelvovtal
pe Tn BdAacoa. Ag unv exvdpe, AAAwoTe, 6tLn @uon Sgv tav mavia apXETUTIo
yaAnviag appoviag kat Eekoupaong. Omwg mapatnpel 0 KolvwvioAdyog Jean-
Claude Kaufmann, n ndoviotikn mapalia, £Tot 6mwg TNV E€poupe onuepa, «Sev
emPBARONKe Tapd poévo oto Seltepo Uiod tou 200U atwvay.™ Kat cupmAnpwvet:

= Noppmept EAiag, H €§€Aién tou moAitiopou, ptep. Eun Baikouon, Ne@éAn, ABriva, 1997.
" Jean-Claude Kaufmann, Zwpata yuvaikwv — BAéuuata avépwv. Kotvwviodoyia tou TOmAeg,



@dAaocoa, 2013, Aast o kapPd, 97 x 200 ek., sulloyr tng Tpdmelag tng EANGSog

«Awwveg oAdkAnpoug, N BdAacoa, amoteAoUoes AVILKE(UEVO ATTOCTPOY

mnyn ayxoug: H mapalia amwbouoe kat ©oéfile. AT ta péoa tou 18ou atwva
o avBpwmog apyifel va Koltdel Ye SLIAQOPETIKO TPATIO TN QUGN KAl TO CWHA.
MoAU ypriyopa To PAEUMA TOU ETTKEVIPWVETAL OTNV AKTH KAl AVAPOPQWVEL TO
tormio. AldtL n €AEn NG mapaliag ival akatavikntn. AmoteAei tnv teAeldtepn

ekboxN evOg XWwpou emavw otn yn 6mou Ba Atav mbavo va yivel n cUpPeln

TOU OWPATOG-@UOoN PE TNV armAdtnta plag ESEy, yakpld amd tnv aoTikn Kot-
vwvia, Toug pubuoug Kat Toug @paypoug tng. [...] X' autdv tov xwpo ommou
CUVUTIAPXOUV APHOVIKA To owpa, N BdAacoa, n dupog, o aépag, o AALOG Kal
TO KEVO, ATTOKPUOTAAAWVETAL N “dayeia Tou Tommiou” TTou KAvel embuunth TtV

ptep. A. NMaootd - O©. MavénAapdg, Ekddoelg Mapabia, ABriva 1997, o. 36.
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Seaq, 2013, oil on canvas, 97 x 200 cm, Bank of Greece Collection

mapaAiar.”® Xwpic apeiBoAia, pia «akpoBaiacoid» {wypaglouévn to 1880
amd tov Mavtadlr, ektdg Tou OtTL Sev eival eAAnVIKNA Kal Tithogopeital ye dAAo
Ae€\dyio (avti yia to o poviépvo At the Beach xpnotpomoteital to On the
Waterfront | to By the Sea), ekAapBdvetal TTEPLOCOTEPO WG LOTOPLKO TEK-
pnpto. AvtiBétwg, koAuumwvtag otnv mapaiia Kouvourt tng ApyoAidag, oto
ActipovAot Twv AelPwv 1) og pla €épnun mapaiia tng Mukoévou, n ®homouAou
peTagepel €va ouyypovo Biwpa Ye To otmoio, TapdtL eival Babid mMpoowTiKo,
pTTopei va tautiotel o kaBévag. Omwg ot okdAeg mou {wypdelle oto ekivnud
NG, £T0L KAl AUTEG oL TTapaAieg eival SuvnTIKA EPOG TOU £QUTOU GOU KAl TWV
avapvhoewyv cou, SnAadn kopudtt tng {wng cou.

5 ¥Yto iblo, o. 35.




‘EvoTikTo yia vepo

To vepod eival to otolxeio Tou, TepLocdTeEPO amod omoloSATTOTE AANO, EVWVEL TA
avBpwmiva mMAdopata pe Tov kdopo yUpw Toug." Autn n @pdon Ba pmopouoce
va ocuvoyilel Tn Souleld Tou KAvel Tig tedeutaieg duo Sekaetieg n Mapia
Dulotroulou. Ze €pya OTwg to ToUpkiko xaudu (2000), ot KoAuuBntéc kdtw
amd to vepo (B€pa oto omoio emaveépyeTal KAtd Kalpoug) kat ot Muoteg (2011),
N KAAALTEX VLG AMOTUTTWVEL TN Bgpameutiky cuvumapén tou avBpwTou Ye to
uypo otowxeio. «H UMk @avtacia Bpiokel péoa oto vepd tnv Kat' e§oxnv
ayvn UAn, TN @UOIKA ayvr UAn» ypdpel o @ddécopog Gaston Bachelard. Kat
mpocBétel: «To vepod TTPOCWEPETAL OAV YUOLKO cUMBoAo yia tnv kabapdtnta,
SIVEL CUYKEKPLUEVO VONUA O pLla eKTETAPEVN YPuyxoloyia Tou kabBapuouy».” H
ameAeubépwaon TOU CWUATOG, N CWHATIKY APecOTNTA, N XAAAPOTNTA KAl O
auBopuntiopdg mou kKatakAulouv TNy mapalia, N yaAnvn, n vdpkn Tou cwpa-
TOG, TO VWO PO Koppi Mavw otn paiakr aupoudid r ota mupwuéva Bétoala, o
n&oviopdg, n ovelpomoAnon, n Suvauikn atcOnTikh tTng KoAUUBNOoNG Kal N JUikn
NG Spdon — OAEG AUTEG OL EPTTELPIEG KAL OL EVVOLEG ATTAVTWVTAL OTLG AXPOVEG
glkoveg tng Dromovdou. H yupvotnta, mapadeiypatog xdpn, sivatl mavtayou
mapouoa ota €pya TNG- otoug KoAuufBntég kal kKupiwg otnv evotnta Apxaia
moiva, lepamoAn dev xoptaivelg va BAEmelg cuvabpoioelg YUPIVWV CWPATWY
o SLAPoPEG OTACELG KAL PE EVTOVN KLVNGOLOAOYIQ, TTOU KAVEL TIG YUVAIKEG OTO
mepipnuo Toupkikd Aoutpd (1852-59) tou Ingres va potdlouv pe aydApata. ESw
talptddel yavt pla evotoxn mapatrpnon tou Giorgio Agamben pe agopun
TIG otatikég performances tng Vanessa Beecroft: «Qg éva yeyovog mmou dev
ATMOKTA TMOTE OAOKANPWHEVN HOP®H), WG Pld HOP®r) TToU SeV ETITPEMEL OTOV
€aUTO TNG va tnv aviiaufBdavetal Kamolog oAdteda Kabwg eupavidetal, n
YUPVOTNTA eival, KUPLOAEKTLKA, amepldplotn: Sev otapatd va cupPaivew.'

A6 tnv AAAN, oToUG TTiVAKEG PE TOUG KATAPPAKTEG Kat TIG BABpeg tng Zauo-
BOpdkng, n DhomoUAou polddel va KATaATAVeTAl Pe TNV «NOIKA Tou vepoU» Kal
TOo «Blalo vepoy, OTwg to evvoei o Bachelard. Aev eival tuyaio ot emokéntetal
TO CUYKeEKPLUEVO vnol §avd kat §avd, emPBeRalwvovtag £Tol Tov @LAOCOYOo TTou

6 BA. Astrida Neimanis, Bodies of Water: Posthuman Feminist Phenomenology, Bloomsbury,
Novbivo kat Néa Yopkn 2017.

7 Gaston Bachelard, To vepd kat ta dvelpa. Aokiuto mdvw otn pavtacia tng UANG, YTep.
‘EAon ToouUtn, Ek&doelg Xat{nvikoAn, ABriva 1985, o. 139.

'® Giorgio Agamben, "Nudity”, oto Nudities, Stanford University Press, Ztavepopvt, KaAt-
@dpvia 2011, o. 65.
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ypapel 6Tl «To KAAECHA TOU VEPOU amaltel KATA KATTOLO TPOTTO OAOKANPWTLKO
S8ootpo, eowPuxo dotpo. To vepd BéAel évav katotko. KaAel oav matpida. [...]
BAETTw TO vEPS onuaivel BEAw va eipal "péca tou"»."” Onwg umodnAwvouv
oL TitAol autwv Twv épywv (Apeon, XtpdPirog, Aieiobuon, Avdtaon, Ekpon,
Eyyutnta, Me SUvaun), n ema@n Ye 1o vepo sival pla kabapd TEAETOUPYLKA
Sladikaoia, ou eviote yivetal pia moAU mpoowmiki umdBeon. M’ autd kal Sev
eivat Alya ta épya (Avauovn, Pon, NMapddoon, Avauétpnon) mou ectid{ouv oto
«8avikéd tng pova&ldgy, mou KABLoTd To KOAUUTNHA «NBLKA owThPLOY.
E€etdlovtag avadpouikd to £pyo tng Mapiag ®ihomouAou, Siamotwvouue
Twg n emrtuyia tng éykettal oto otL {wypawilel oikeia Oépata ta omoia, otnv
oucia, amd texVIKAG amoyng, eivatl e§alpetikd SUokoAa. Eival palvopevikd
€UKoAO va Slafdoel Kal va tautiotel Kaveig he pla (wypa@ikr ametkovion tng
BdAaocoag. Aiyol dpwg kaBovtal va oke@touv N eivatl oe Béon va yvwpilouv
moéoco SUCKOAO eival va amoTtumwoelg To vepd pe Tpdmo melotikd. O MNdvvng
Toapouxng, o€ €va upvNnNTIkO Keipevo yla tn @dAeia PAwpd-Kapafia (1871-
1960), avapépel pla teAeutaia embupia TnG TOU EVIOXUEL TO ETTIXEIPNHA HAG:
«@¢éAw va {wypapiow tn BdAacoa mmou 'val toco SUCKOAN» TOU EKPUCTNPEU-
£Tal he a@omALoTIKN ellikpivela n {wypdwog.?° Emiong, iowg pag Stagelyet otu
To vepd Sev eival povo éva Bépa Staxpovikd, aAAd ekppddel Kal TIG cUVONKeG
NG ouyxpovikotntag.? Tt ymopel va onuaivel autd otnv mepimtwon pag;
Kottwvtag tnv actpagtepn, mAatid @dAacoa (2016) tng OihomoUAou oképte-
oat TNV TwELvr, OAGTEAA PEUCTI) ETTOXH PAG KAL TIG QUYOKEVTPES SUVAUELS TTOU
N SlapopPWVoUV.?2 TKEPTECAL TOV POU TNG LOTOPIAG KAL TTAPAUTA TTAPAPEVELSG
alot6do&og. Nuwbelg ta aviipporma peluata mou KlvoUvTal JECA OoU Kdal,
668a tw Oew, o€ KPATOUV APUTIVIOUEVO.

® Bachelard, To vepd kat ta dveipa, o. 171.

20 Tidvvng Toapouxng, «Avauvioelg amd tn @dieia Phwpd-KapaBian, oto Ot EAAnves {w-
ypdeot. Téuog mpwrtog, Amé tov 190 atwva otov 206, Ekddoelg Méiooa, ABriva 1975, o. 417.
2 Tessa Elisabeth Fluence, A Vocabulary of Water. How Water in Contemporary Art
Materialises the Conditions of Contemporaneity (8i8aktopikr Statptpn), School of Culture
and Communication, The University of Melbourne, Mdaptiog 2015.

2 «Mati OpwG, TapaATNPEWVTAG £pya TEXVNG TTOU TTpaydatevovTal BeATIKEG KAl EPTIELPIEG TOU
Baldooiou | mapabaldoolou KOoHoU, ekeivo TTou alcBavouaote gival pla Yuyikn €§apon
aAAd kat pla akaboplotn aicbnon tou véotou Kat tou Bavdtou;» mapatnpei o Nwpyog Tp-
Tt{IAdkNng oto Sokiutd tou «O dpodpog mou dev mnpape - MNa pla apxatoroyia tng 6dAacoag
otov ouyXpovo ToALtiopdy, oto Zrnong Kotiwvng, MNwpyog T{ptdihdkng (emy.), ZupPiwoeg:
H apxITeKTOVIKI) OTNV EMOXH TWV QUOLIKOTTOAITIOUWY Kal TNG TeXvNTAS puong, Ekddoelg
Kaotaviwtn, ABriva 2015, c. 93.
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Aspronisi (detail)
2017

oil on canvas
65 x 200 cm
Private collection

THE EXPERIENTIAL PAINTING OF MARIA FILOPOULOU
CHRISTOFOROS MARINOS

The two windows

In 1990, Maria Filopoulou painted the Window: a panoramic view of her
first studio, which was housed in a traditional, two-storey residential
building on Trofoniou Street, near Larissa station [central Athens]. Two
years later, she made another painting on the same theme, with the same
title and almost the same dimensions; this time, however, and even though
the angle remained unchanged, the artist depicted the space in an en-
tirely different way, in another mood. To compare these two versions
today is to recognise the evolutionary leaps in Filopoulou's successful
career, and her special ability to return to a common theme without
repeating herself.

In terms of design, the Window of 1990 is more expressionist, darker and
plainly more spontaneous compared to the Window of 1992. It testifies to
the attempt of a new, talented artist, recently returned from gloomy Paris
where she had been studying, to capture the Athenian light as it enters an
indoor space with ample charm, which, however - and that becomes ob-
vious in the second version — has not yet been truly lived. The artist's gaze
is targeted and takes in the space from inside out: after passing through a
wide-open white door, it settles on a half-open window that looms over the
wooden stairwell. At the same time, her gaze is illusory, since it distorts the
space: you get the impression that the artist is dizzy, as if she were drunk.
The natural light is rendered in a solid white colour; dominating, almost,
over the painted surfaces, covering the ochre of the walls surrounding the
window, the balusters, the dark wooden floor and the dusty glass panes of
the internal double door. For some strange reason, you get the sense that it
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is the window looking at you, and not the other way round, hence it claims
the starring role in this work — and, indeed, without revealing anything in
particular: in that given moment, the indistinct external view is probably
of little interest to Filopoulou. Faced with this painted window, what you
see is the inner (the light in the soul) rather than the outer (the light on
the objects), a fact that betrays an introspective mood on the artist's part.

In the Window of 1992, that introspective mood remains, but the way it
is conveyed is entirely different. The space unfolds before our eyes more
sharply, less claustrophobically, in greater detail. There is distortion here, too,
but it's not the main feature. The painter focuses, once again, on the same
half-open window, the difference being that now it's the left panel that's
open, rather than the right, as was the case in the previous version. Para-
doxically, albeit having been painted from a greater distance (the painter
has taken a few steps back, to gain a wider perspective of the space), the
window appears closer, and that proximity also reveals a different attitude
towards the external landscape, which seems more natural than urban.

Everything attests that, in the second Window, the space of the studio has
been profoundly experienced. Filopoulou places more emphasis on sym-
metry, geometry, and the balance between forms, shapes and colours. Her
composition is perfectly controlled; everything in the painting is there for
a reason. This time, the viewer of the work is encouraged to turn his gaze
onto other features beside the central window: thus, as it travels through the
painting from the left, his gaze meets that of the painter, who is watching
him — conspiratorially and, perhaps, with a hint of surprise — through a mir-
ror on a wardrobe (in other words, an unconventional self-portrait), before
coming across a large surface that slices the space vertically (an open door,
obviously, which could, however, equally be a propped-up canvas) and, finally,
an opening that leads to another room, painted in a shade of pink. On the
right hand side of the painting, the incorporated frames or “escape openings”
are equally numerous: we make out a painting by Filopoulou hanging on
the wall, a section of sky — unless it's a skylight — within the painting itself, a
second window right next to the painting, another door and - most revealing

"

of all - "a reproduction of a well-known painting by Vermeer".

"Maria Karavia, in her piece on Filopoulou's first solo exhibition at Zoumboulakis Galleries
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In the Window of 1992, Filopoulou's studio is shown as a space with numer-
ous aspects. This multilateral space, which the painter sections and maps
to the point of exhaustion, contains a hidden semantic treasure. In essence,
the window of the title — as a source of light, a focal point and an escape
route - is not one, but dozens. Paying the appropriate attention to the par-
ticular work by Johannes Vermeer, a detail in Filopoulou's painting, reveals
the "key" to reading Window. "To read means to run your gaze over but, at
the same time, to decode the meaning of the painting,” argues Louis Marin?.
Consequently, the pathway of the gaze in Filopoulou's painting is activated
and determined to a large extent by A Lady Writing. In the Dutch artist's
painting, the light enters through a window whose existence is implied (it is
outside the painting's margins, i.e. our field of vision). On the other hand,
that unseen window, by means of the light, creates the space within the
painting, accentuates the folds of the fabrics, and guides our gaze. In short,
the presence of A Lady Writing in Filopoulou's painting allows us to perceive
her Window differently, firstly as a portrait and secondly as the general
depiction of a studio. On a secondary level, the reference to Vermeer does
not merely confirm the importance of light in the Filopoulou's work, but
also indicates a particular view on the function it serves: that painting offers
a careful view of the world, conveying knowledge and experience to the
viewer.

Poetic suggestiveness

That detail in Filopoulou's painting, combined with her self-confessed
admiration for the painter, guides our gaze towards new reading codes,
different to those that have been proposed so far.® In other words, the “poetic

(Athens, January-February 1993), had mentioned the reproduction, without, however,
referencing the work depicted. It is A Lady Writing (c. 1665, 45 x 40 cm), which belongs to
the National Gallery of Art in Washington.

2 Louis Marin, "Comment lire un tableau”, Noroit, 1969, n° 140.

3 Leonardo Cremonini, writing about his student's work in 1990, encourages us to “discover
the space [in her paintings] as a bird in flight". His essay is included in the catalogue
accompanying Filopoulou's first two exhibitions, at Ora Gallery (Athens, 1990) and Galerie
Eonnet Dupuy (Paris, 1991).
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suggestiveness” of Vermeer's images* has an indirect influence on the way
our eye roams over the surface of her paintings. For example, Filopoulou's
disarming Self-portrait (1991) that belongs to The Sotiris Felios Collection
(tempera on cardboard, 34 x 49 cm), could be initiating a secret dialogue
with the “motionless moment” in the paintings of the great master. It's hard
not to associate the window that accompanies the female figure (a window
that is discreet, but capable of drawing our gaze away from her eyes) with
the two Windows we just described. Created in the same space, this small
painting comes to condense and to bridge two different moments and ex-
periences. It's not so much a reprieve as an artistic demand. Obviously
troubled and tired, the woman in the painting is striving to make her mark
in a male-dominated field. Fundamentally, the self-portrait in question is a
projection of the claims and capabilities of a young artist with an interest
in the poetic suggestiveness of images. On the other hand, the fluidity of
the Round Staircase (1992, The Sotiris Felios Collection) prepares the view-
er for the poetics of diving, swimming and water. Inarguably, when Filopou-
lou paints those service stairs, she is expressing an anxiety. Just like with
the window, here too she seeks a means of escape, a way to familiarise with
the unfamiliar. In this particular instance, the stairwell could symbolise a
bond or connection, the need to find true experience and sensation. Com-
paring to how other Greek painters have rendered service stairwells® in their
work, the difference in approach is immediately obvious: in the case of Fi-
lopoulou, seeing the stairwell is much more important than its description,
as accurate as that may be. To put it in another way, her stairwell has much
greater demands on the viewer's gaze; it claims a place in his life.

The greenhouse grid

In 1994, having by now gained ample experience within the studio space,
Filopoulou decides to venture outdoors. Her Landscape with Olive Trees,
which she paints that year, captures that excursion into nature nicely. The

4 Alexandra Libby, Arthur K. Wheelock Jr., "Johannes Vermeer/A Lady Writing/c. 1665,"
Dutch Paintings of the Seventeenth Century, NGA Online Editions, https:/purl.org/nga/
collection/artobject/46437 (accessed December 26, 2019).

5 Typical examples are a linocut with four winding staircases (Back View) by Anatolis
Lazaridis, and an etching (Courtyard, 1960) by Fotis Mastichiadis.
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tarmac road on the left hand side of the painting implies the endless journey,
while the sea that sparkles in the distance will prove to be the final desti-
nation.® Soon, during the course of these excursions, her interest is captured
by the greenhouses in the region of Schoinias (it is worth noting that she
had already made two paintings on the subject, in 1990 and 1992). Her
reasons were probably sentimental - these “protected spaces” remind her
of her teacher's studio in Paris and bring her closer to her father.” In her
series featuring greenhouses, banana trees and vines (1995-1996), Filopou-
lou continues to explore the concept of the grid, which, as is well known, has
been a preoccupation for many modernist painters. In contrast to the win-
dows she painted in her studio (as in The plants, 1991-1992), which enter her
into dialogue with a romantic view of space and, in particular, with the
windows Caspar David Friedrich painted in his studio, the wooden grid of
the greenhouses or the wire grid of the vineyards is labyrinthine and off-cen-
tre. Ultimately, the point of this series of works is not so much a “distorted
perspective”, as some critics had argued at the time, but the “schizophren-
ic grid". "Unlike perspective, the grid does not map the space of a room or
a landscape or a group of figures onto the surface of a painting. Indeed, if
it maps anything, it maps the surface of the painting itself," notes Rosalind
Krauss.® And she adds that the grid "is what art looks like when it turns its
back on nature”.? Subsequently, the act of mapping greenhouses - which
seem surreal, anyway, due to their artificial nature - is a great challenge for
a contemporary painter. The centrifugal view of Filopoulou shatters their
interior space to such an extent that your gaze becomes disorientated. In
addition, in certain cases, her grids are reminiscent of the dynamic articu-
lation of branches in Mondrian's abstract trees, which “create a liberating
movement upwards, towards the sky"."°

¢ It is no coincidence, perhaps, that this painting was used as the cover of the publication
entitled Odoiporiko tou geoponou Gianni Filopoulou, which her father published in 2012.
7In the catalogue of her first retrospective exhibition in Syros (2009), there is a photograph
of the first greenhouse in Greece (Skala Lakonias, 1951), with plastic sheeting fitted by the
agriculturalist father.

8 Rosalind E. Krauss, "Grids", in The Originality of the Avant-Garde and Other Modernist
Myths, The MIT Press, Massachusetts and London 1986, p. 10.

? Ibid, p. 9.

° Louis Marin, "Comment lire un tableau”, Noroit, 1969, n° 140.
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On the beach

The transition from the "wet silence of greenhouses” to the seas that "invoke
a sense of peace and reflection"" seemed natural, if not necessary - from a
psychoanalytical perspective, it is reminiscent of the transition from the
arms of the father to those of the mother. The first two large seas that Fi-
lopoulou paints (we're in 1995, now) are enclosed and cold, like that sink in
one of her early self-portraits entitled Looking in the mirror (1989). You sense
that the artist has yet to go into the water; there is a wariness in her gaze.
The sea is treated as something curious, delimited and solid, which, howev-
er, she will soon go on to study in more depth than any other contemporary
Greek artist. The start is made in the following year, when she makes four
small paintings of swimmers. Thinking of the works that will follow, these
studies foretell of the artist's interest in the movement of the (naked) body
beneath the water, and the play of light as the beams of the sun break
through the water's surface.

It isn't long before the "sea-sink” of her initial works overflows, and the first
frothy waves appear. Thus, the works she presents in her next solo exhibition
at Zoumboulakis Galleries, in April 1999, are much richer renditions of the
Greek shorelines and the - admittedly indescribable - sense of travelling
through the Aegean by boat. Indeed, it is a raging sea in 1998 that gains her
admission into the National Gallery collection, which means that her work
is now officially conversing with Konstantinos Volanakis (1837-1907), the father
of Greek seascapes, and the impressionist Pericles Pantazis (1849-1884), who
had painted several “scenes on the beach” while living in Belgium. Compar-
ing the seaside landscapes of Filopoulou to those of Pantazis, you can im-
mediately discern the cultural differences and changes in behaviour; in oth-
er words “the civilizing process".”? Pantazis' bathers are dressed, they have
only just begun their acquaintance with the sea. Let's not forget, besides,
that nature hasn't always been an archetype of serenity, harmony and rest.
As sociologist Jean-Claude Kaufmann observes, the hedonistic beach, as we

"These phases are borrowed from Dimitris Mitropoulos' text "At the heart of the visible”,
which is included in the catalogue of the solo exhibition Maria Filopoulou, Zoumboulakis
Galeries, Athens, February 1996.

2 Norbert Elias, The Civilizing Process, Blackwell, Oxford, 1994.
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know it today, "wasn't established until the second half of the 20t century”.®®
And he adds: “For centuries, the sea was an object of aversion and a source
of anxiety: The beach was repellent and terrifying. From the mid-18* centu-
ry, man begins to look at nature and the body in a different way. Soon, his
gaze focuses on the coast and transforms the landscape. Because the draw
of the beach is irresistible. It is the most perfect version of a place on earth,
where it could be possible for body and nature to unite with the simplicity
of an Eden, far from urban society, its pace and its limitations. [...] It is this
place where the body, the seq, the sand, the wind, the sun and the void co-
exist in harmony, that embodies the 'magic of the landscape’ that makes the
beach desirable".* Without a doubt, a "beachfront” painted in 1880 by Pan-
tazis, besides not being Greek and bearing a title of a different vocabulary
(instead of the more modern At the Beach, he uses On the Waterfrontor By
the Sea), is received mostly as an historical document. Conversely, swimming
in Kounoupi beach in Argolida, Aspronisi in Leipsoi, or a deserted beach in
Mykonos, Filopoulou conveys a contemporary experience with which, albe-
it being profoundly personal, anyone can identify. Like those stairs she paint-
ed in the early days, these beaches could be a part of you and your memo-
ries; in other words, a part of your life.

An instinct for water

Water is the element that, more than any other, unites humans with the
world around them.” This phrase could sum up the last two decades of
Maria Filopoulou's practice. In works such as Turkish hamam (2000), Swim-
mers under Water (a theme she revisits from time to time), and Initiates
(2011), the artist captures the therapeutic coexistence of man with water.
"The material fantasy finds in water the quintessential pure material, the
naturally pure material,” writes philosopher Gaston Bachelard. And he adds:
"Water stands as a natural symbol for purity, it gives an explicit meaning to

= Jean-Claude Kaufmann, Corps de femmes, regards d’hommes. Sociologie des seins nus,
Editions Nathan, Paris, 1995.

“Ibid

> See Astrida Neimanis, Bodies of Water: Posthuman Feminist Phenomenology, Bloomsbury,
London and New York, 2017.
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an extensive psychology of purification".” The liberation of the body, the
physical immediacy, the relaxation and spontaneity that flood the beach,
the serenity, the inertness of the body, the languid body on the soft sand
or the hot peddles, the hedonism, the reverie, the dynamic aesthetic of
swimming and its muscular action — all these experiences and concepts are
found in Filopoulou's timeless images. Nudity, for example, is always present
in her work; in the Swimmers and, mostly, in the Ancient pool, lerapolis
series, there is an abundance of naked bodies in various configurations and
poses, with such intense movement that the women in Ingres’ famous Turk-
ish bath (1852-59) look like statues in comparison. Giorgio Agamben's very
apt observation on Vanessa Beecroft's static performances expresses it
perfectly: "As an event that never reaches its completed form, as a form that
does not allow itself to be entirely seized as it occurs, nudity is, literally,
infinite: it never stops occurring".”

On the other hand, in her paintings of the waterfalls and natural pools
(vathres) of Samothraki, Filopoulou seems to take on the “ethics of water”
and the "violent water”, in Bachelard's sense of the phrase. It is no coinci-
dence that she visits the island over and over again, thus validating the
philosopher who writes that: “The call of the water demands, in a sense,
that you give yourself over to it completely, that you give your innermost
self over to it. The water wants a resident. It calls out like home. [...] To see
the water means to want to be ‘inside it'.""® As the titles of these works
imply (Succumbed, Eddy, Penetration, Elation, Outflow, Proximity, With
force), contact with water is a purely ritualistic process, which sometimes
becomes a very personal matter. Which explains the number of works (Wait-
ing, Flow, Abandonment, Confrontation) that focus on the "ideal of solitude”,
which deems swimming an act of “moral salvation”.

Looking back over the work of Maria Filopoulou, we can see that her success
is owed to the fact that she paints familiar subjects that are, essentially, in
technical terms, extremely challenging. To read and identify with a painted

'® Gaston Bachelard, Water and Dreams: An Essay on the Imagination of Matter, Dallas
Inst Humanities & Culture, 1999.

7 Giorgio Agamben, “Nudity”, in Nudities, Stanford University Press, Stanford, California
2011, p. 65.

'® Gaston Bachelard, Water and Dreams: An Essay on the Imagination of Matter, 1999.
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depiction of the sea is ostensibly easy. But there are few who take the time
to consider, or are in a position to recognise how difficult it is to capture
water in a convincing way. Yannis Tsarouchis, in a eulogy for Thalia Flo-
ra-Karavia (1871-1960), mentions one of her final wishes, which reinforces
our argument: “l want to paint the sea, which is so hard,” the painter confides
with disarming honesty."” Furthermore, what eludes us, perhaps, is that
water is not only a timeless subject, but also expresses the conditions of
contemporaneity.?® What could that mean in this case? Looking at Filopou-
lou's wide, sparkling Sea (2016), you reflect on the current, totally fluid era
we're living in, and the centrifugal forces that shape it.?' You think of the
course of history, but you remain optimistic, nonetheless. You feel the op-
posing currents that move within you and, thank goodness, keep you awake.

" Yannis Tsarouchis, "Memories of Thalia Flora-Karavia” in Greek painters. Volume one,
From the 19th to the 20th century, Melissa, Athens 1975, p. 417.

20 Tessa Elisabeth Fluence, A Vocabulary of Water. How Water in Contemporary Art
Materialises the Conditions of Contemporaneity (doctoral thesis), School of Culture and
Communication, The University of Melbourne, March 2015.

2"Why, however, when looking at artworks that explore themes and experiences of the sea
and the seaside, what we feel is a spiritual elation, but also a vague sense of homecoming
and death?" remarks Yorgos Tzirtzilakis in his essay “The road not taken - for an archaeology
of the sea in contemporary civilisation”, in Zissis Kotionis, Yorgos Tzirtzilakis (ed.), Symbioseis:
| architektoniki stin epohi ton fysikopolitismikon kai tis technitis fysis, Kastaniotis, Athens
2015, p.93.

33



BdaBpa (Aemrtopépeta)
2012

A&8L oe kapfa
107 x 107 k.
18wtk cuAoyn

Pool (detail)
2012

oil on canvas
107 x 107 cm
Private collection

MAPIA ®IAOMOYAOY: H ANAMANTEXH OWH THX OMOPO®IAL
EAIXABET NMAEZXA

Mapatnpwvtag o €pyo tng Mapiag dAomoUAou péca oTo TAAIoLO TNG ZUA-
Aoyng Zwtrpn OéAou, Tpouaxwva TNG Avamapaotatikhg {wypapLkng otnv
EANGSa onuepa, BeBatwvetal Kaveig, yia AAAN yia @opd, otL n téxvn evéia-
(PEPETaAl yla To WG Kat éxL to Tt. H didomoUAou avamoweukta tomobeteital
LOTOPLKA Kal UpoloyLkd avaueoa o {wypdoug pall pe Toug omoioug pot-
pdotnke Kolwvd {wypa@lkd 18ewdn, oL TEPLOCOTEPOL ATTO TOUG OTTOloOUG EK-
mpoowtouvtal otn uldoyn Zwtnpn @éAou. O Ltépavog AacKaAdkng, n
Eiprivn HAlomoUAou, o ESoudpbog Zakayidyv, n Avva Mapia ToakdAn, o
MNnwpyog Péppng, kabBwg kat o AAEENG BepouUkag, woitnoav Kovtd otov
Leonardo Cremonini, mou tn dekaetia tou 1980 §idae otnv mapioivr) Beaux-
Arts tnv miotn oe pla kaBaprn wypa@ilkn Tou opatou. Evioutolg, av kat
ouyxvétata pe tnv idta BepatoAloyia Kal Pe KoLV ELKACTLKA a@eTnpia Tn
«CwypapLkn Tou PAEupaTogy, ol {wypdol autoi akoAouBnaoav oAU Siago-
PETIKA KAAALTEXVIKA JOVOTIATLA.

Y1a MpWwiha, 81kdTEPA, aAAd Kal og PeTETELTA €pya TnG Mapiag ihomoUAou
evtoti{ovtal OAOPAVEPEG KATTOLEG ATTO TIG EPPOVEG TWV TTapaATTavw {wypApwy
1l KAl EPLKWYV OKOPA aTTo TN YEVLA TNG: TO APALWHEVO XPWHA TTOU TPEXEL KA-
Oeta otnv empdvela tou KapPBd kat autovopeitatl amd ta eikovi{opeva, o
KOUBLIKOG POAOG TOU XWPOU, N TAUTLON QWTOG KAl XPWHATOG, Ol (POPUES TTOU
oxnuatifovtal amo Ti§ XPWHATIKEG SlaBabuioelg, N ek ToU PUOLKOU, PEAALOTL-
Kn, amédoon tou B£uatog Kay, cuyxpPovwg, Pia ampdopevn TTPOCEYYLon TNG
agaipeons. Ouwg n PdomoUAou, AdN CTOUG TTPWTOUG TNG TTIVAKES, TTPORAAAEL
Ml amOAUTA TTPOOWTTIKN €punVveia Tng Mpaypatikétntag Kat exkivd pia {w-
ypawikn dtadpopn n omoia @atvouevikd kateubuvetal amd Toug KAELoToUg
XWPOUG MPog ToVv €§w KOOUO aAAd otnv oucia amod ta €§w odnyel ota peéoa.
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Ao 11g T{apapieg Tou Taptolvou ateAle tou Cremonini 0TI OKAAEG KAl oTa
SwpudTtia tou gpyactnpiou tng 0Sou Tpowwviou, ota BeppokALa, Ta auméAL,
ta OaAaocolvd ToTia, Ta KATACTPWHATA TWV TTAOIWY, 0TOUG KOAUMPBNTES Kal
TOUG KATAPPAKTES — ATTO TO «UOVTEAO» UTTPOOTA OTA PATLA TNG PEXPL, TTAPAA-
AnAQ, TNV KAtauyn otn ewtoypaia Kal oTig ElKOVEG TNG MVAUNG: N Olho-
moUAou {wypapilel eppatikd oxL autd mou BAEmeL, aAAd tov TPOTTo TNG va
BA€meL, Tov TPOTTO TNG va UTTAPXEL HECA 0g autd TTou BAETEL KAl TTAPATNPEL.

Ymdpyouv SUo Kupiapxa yvwpiopata evog Kowvou VIAUATOG TTou SLatpExeL OAEG
QUTEG TIG EVOTNTEG £PYWV: N OTITIKNA TTAPAPOP WO KAl Ol HVNUELAKES SLaoTA-
oelg Twv {WYPAPLKWY ETTLPAVELWY — Kal Ta dUo, otolxeia aAAnAévdeta yia
AOyoug amoAUTwg opyavikous. H @idomoulou {wypapilel elkdVeS TTOU ATTO-
TUTTwvouV to BAéppa tng va Kiveital, dAAote meptSIVOUPEVO OE Pla KEVTPO-
MOAO 1 UYOKEVTPO TPOXLA, AANOTE ALWPOUUPEVO KUKAWTIKA OTOV XWPOo ammd
WYNAQ, Kat AAAote amAwPEévo O pla eupuywvia Béaon autou mou avtikpilel,
HE apeTnpia e§MPECLOVIOTIKI KAL TIPOEKTACELG YEPUAVIKOU popavTiopou. Otav
emBupei «Na prmw Kt eyw pécay, otnv mpayuatikotnta n Olomoulou BEAeL
va xwpéoel to BAEPa NG ota épla Tou KapPd mou Oa tov mpoTihyoUsoe atép-
povo kaBwg tov {wypapilel 0TO MATWHA 1) KPEUACHEVO OTOV ToiXo Kal oL o€
TeEAGpPO, yU' autd Katl cuvABwg Ta £pya TNG €Xouv SlACTACELG PVNUELAKEG. AV
OHWG N PWTOoYPAia, AKOUA KAl EVOG EUPUYWVLOU (pAKOU, TOV OTTOl0 PEPVOUV
OTOV VOU Ol TTAVOPAULKEG TTPOOTTTIKEG TNG DLAoTTOUAOU, ATTOUOVWVEL ATTOCTIA-
opata mpaypatikotntag, n {wypa@ikn tng, avtibeta, embupel va cuptmept-
AdBel OAa 6oa aykaAldlel n patid tng. ‘OxL eKTelVOPEVN OTO ATTELPO, AAAA UE
BoAwTES ypapuéG opopwy, Beppoknmiwy, oplldvtwy. KaumuAwtég tapapieg,
TMAQOTIKA TEPIRBAANATA-KOUPATIA oupavoU TToU POALG KAl cuyKpatoUv pia
opyLwdn BAAoTNoN, IAlYYLWOELG OKAAEG, HETEWPA TTOSLA O YKPEPOUG Kata-
oTpwpdtwy — 6Aa Saveilovtal tnv umepBoAn ylati mpooeyyilouv To opatd Pe
mMAB0G. LKNVIKA TTPAYHATIKOTNTAG TTOU JE TO YEpa Toug yivovtal mo aAnbvd
armd TNV TTPAYHATIKOTNTA OTNV OTTold Ava@EPOoVTal KAl TTILOTOTToLoUV TTavnyu-
PLKA TNV UTTOKELPEVLKOTNTA TNG ELKOVAG TOUG, UTTOSNAWVOVTAG £€TOL TNV ETTL-
toma mapousia tng Snutoupyou Toug.

«Zwvtagy péoa ota €pya tng, N dLAomoUAou avoliyel Ty TOpTA Toug SLATAA-
tn otov Beatr, apou auth N TOCO £VIova TTPOOWTILKA SLaTUTTWGN TOU XWPEOU
MAG TPOCWEPEL TNV ATTOAUTN cuveldnon OtL BAEMOUME ATTOKAELOTIKA atmd Tn
B¢éon kat 18laitepn omtikn ywvia tng {wypdwou, oxeddv pyéoa amd to Siko tng
owpa. KL av oTig oTEPLaVEG ELKOVES TNG TO BAEupa TNG elval evog TTOUALOU TTou
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TETA XAUNAQ 1] TTIPOCYELWVETAL OPUNTLKA, N HATLA TNG ota uttoBaAdoota épya
potdlel pe Yaplou mou mapatnpeel amd xapnAd, abéato, toug KOAUUPBNTEG
YUpw Tou.

O XELPOVOULAKOG XAPAKTNPAG TNG TMVEALAG, KATA TOmoug MpodnAog, yivetal
KL aUTOG SelkTNG TNG CWHATLKAG TTapouciag tng (wypd@ou oTo €pYo TNG KA,
tnv da otiypn, urevBupion OTL ot elkdveg autég Sev eival ayelpomoinTeg,
TaPd PTIAYHEVEG UE TOV KOTTO TOU PEAALOUOU AAAd Kal UE TNV gPTioTOocUVN
oto tuxaio. H ®idomouAou emavépyetal ota €pya tng, Soulelovtdg ta fava
kat §avd: Aaloupeg, kKNAideg, otaipata, MTCIALEG, UTTALVICOOVTAL TNV 0PN UE
TNV ormoia To XPWHA EKTOEEUTNKE TTAVW OTNV EMIYAvELd Tou KapBd Snutoup-
ywvtag Toixoug, Bpdxia, a@poug, vepd, AVIAUYELEG, QUAAWUATA, XWHA, AUHO
— O0Aa potddel va dovouvtal amd évav {wypa@lkd KOKKO TTou amocuvoEeTal
amod tn Asttoupyia tng avamapdotacng Kal mpoodidel otnv elkdvVa aAmTiko
XOPOAKTAPA KAl XAPAKTNPLOTIKA TNG agaipeong. H cuxvd mapatakTikn, cav
HE KABeTEG TOPEG SlaOTPWHATWOEWY, CUVOEDN, EVAVTIA OTOUG KAVOVEG TNG
VPAMUMLIKAG TTPOOTITIKNAG, EVIOXUEL TNV AQALPETIKA TAoN TwV £€pywv tng PLAo-
TToUAoU, TTIpooKaAWvTag tov Beatr) va ta det téoo amd pakpld 6co KL amod
TTOAU KOVTA.

Ol avBpwtiveg HopwEg, Ye e€aipeon TIG ALlYOOTEG AQUTOTTPOCWTTOYPAPLES TNG,
elodyovtat otadlakd otn {wypa@ikn tng OhomolAou, cav amoucieg MPwWTa
Kal oav Hop@ég apydtepa, amd ta Balacaoivd tomia tng Kat émetta. Ta {w-
VPAQLOUEVA CWHATA TNG PEPOUV EVIOVA YAUTTTIKEG TTOLOTNTES §NYWVTAS (OWG
£€TOL TO evllaEépov TNG yla T YAUTITIKN, N&n amd ta xpdvia Tou pPovTLoTNn-
plou KAAWV TeXVWYV. AKOUA OUWG KAl 0Ta TPooEata YAUTTTA TN, elte MPOKEL-
TAL VIO PLKPEG AOUOHEVEG EITE VLA YUPVEG YUVALKEIEG HOPWPEG OE PUOLKO PEYE-
Bog, n domoUAou Sev TpoaoToleital Tn yAUTITpla. XpnoLlhoTolel To YEco
auTto wg {wypdwog, ylati Tnv evdlapépel N Asttoupyia TNG HOPPNG OTOV XWPO,
aAAd kat oav pia avaca amo tn (wypagikn Stadikacia mou oto 81kd TnG €pyo
EMOLWKEL TNV ACPAAELQ, TNV NPEPia, TNV Evwon Pe Tn @uon. Av to vepd Tpw-
TaywvioTel pe TO0eg SLAWOPETIKEG HopYEG oTn {wypapLkn NG, lowg eival
YlaTl OTIC avTavakAAoELS TOU evoapkwvetal n Stagdvela mou Ba nbsis va
xapaktnpilel Tnv KaOnuepLvoTNTA TNG.

H ®\omoUlou viwBel Tpootateupévn ota €pya tng, Xaipetal yéoa toug. Ta
Oépatd toug eival 6Aa Blwpéva amd TIg ePTTELPleg TNG Kat yU' autd n eikéva

g dwypapikng tng tautifetal hye TNV elkova tng (wng tng. Aev PAd oAU
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yla tn SouAeld tng, EcWoTPePnG Kat pall e§woTPePnG OTTWG Ol ELKOVEG TN,
lwypapilel xwpig evoxég autd mou ayarmd Kat Tov TPOmo tng va Tta ayamd
avtikpilovtdg ta. Amd tnv umépoxn ®Oopd oToug Toixoug Kal ota dwudtia
TWV gpyactnpiwy, oL odepévieg OKAAEG uTTnpeoiag Toug polddel va tnv odn-
ynoav oe auméAla, oépeg Kat BAAacoeg evog mpoowTTikou mapadsicou 6TTou
KOAUMPBNTEG-pUoTEG {ouv o€ TOTTOUG Axpovoug Kal AdoAoug. H opop@ld mou
TTPOKUTITEL OTA £€pya AUTA TTPORAAAEL TTATAYWENG, HETAUOPPWVOVTAG TO PU-
OLKO O€ PN QUOLKO Kal avoilyovtag €Tol Tov Spopo OTToU TO PEYAAELWSES Ka-
TAANYEL OTO PETAPUOLKO.

Emdiwkovtag va Stapuyel Tig cupBAcelg Tou peaAlopoU WOTE va XWPECEL TNV
aAmAWOoLd TNG HATLAG TNG MECA OE €IKOVEG ULaG TTEPLKAgiouoag eutuxiag, n
Cwypawikn tng Didomovlou eviédel Statapdooel autd akplfwg Tto eudatpo-
viké MAaiolo to omoio emBupel va elkovioel, evepyorrolwvtag to BAEupa ma-
pddofa: mMpog «autd To "KATL" TToU CUVOULAEL Pe O,TL eival avtiBeto amod 1o
gpnuepor (Zwtnpng MéAlog), amd ta toria Tou YatioU TTPog TOTTOUG TOU VoU

axapToypdPnToug.
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MARIA FILOPOULOU: THE UNEXPECTED ASPECT OF BEAUTY
ELIZABETH PLESSA

Looking at the work of Maria Filopoulou within the context of The Sotiris
Felios Collection, the bastion of figurative painting in present-day Greece,
reaffirms the certainty that art isn't about what but how. Filopoulou is in-
evitably grouped, historically and stylistically, with painters with whom she
has shared common painting ideals, and who are, in their majority, repre-
sented in The Sotiris Felios Collection. Stefanos Daskalakis, Irini lliopoulou,
Edouard Sacaillan, Anna Maria Tsakali, Giorgos Rorris and Alexis Veroucas
all studied under Leonardo Cremonini who, during the 1980s, taught his
faith in a pure painting of the visible, at the Beaux-Arts in Paris. Subse-
quently, and despite often tackling the same subject matter and their com-
mon origins in the “painting of the gaze”, these painters followed very dif-
ferent artistic pathways.

In Maria Filopoulou's early paintings, certainly, as well as in a number of
her later works, there is clear evidence of some of the obsessions of the
aforementioned painters or certain others of her generation: the diluted
paint that runs vertically along the surface of the canvas and becomes in-

dependent of the depicted scene, the critical role of space, the identification

of light and colour, the forms that gain shape through chromatic gradations,
painting from life, the realistic rendition of the subject and, at the same
time, an unexpected approach to abstraction. Filopoulou, however, from as
early as her first paintings, puts forward an entirely personal interpretation
of reality and embarks upon a painting journey that ostensibly follows a
course from enclosed spaces towards the outside world while, in essence,
leading from the outside in. From the glass partitions of Cremonini's Parisian
studio and the rooms of her own atelier on Trofoniou Street, greenhouses,




vineyards, boat decks, swimmers and waterfalls — from the ‘'model’ before
her eyes, or, to resorting at the same time to photographs and image-
ry from memory: Filopoulou paints resoundingly not what she sees, but
her way of seeing, her way of existing within what she sees and observes.

There are two dominant features of a common thread that runs through all
these works: optical distortion and the monumental dimensions of the
painting surfaces — both inextricably linked for purely organic reasons.
Filopoulou paints images that capture her gaze in motion, sometimes swirl-
ing on a centripetal or centrifugal trajectory, sometimes circling the space
from above, and sometimes spread out in a wide-angle view of what she
sees, rooted in expressionism and branching out towards German Roman-
ticism. When she desires "to get inside myself", what Filopoulou really wants
is to make her gaze fit within the margins of the canvas, which she would
prefer to be limitless as she paints it on the floor or hung upon the wall, and
not in a frame, which explains why her works are usually of monumental
dimensions. If, however, photography, with even a wide-angle lens, which
is what Filopoulou's panoramic perspectives bring to mind, isolates excerpts
of reality, her painting, conversely, strives to include everything that her
gaze can embrace. Not extending into infinity, but with the vaulted lines of
ceilings, greenhouses, horizons. Curved glass windows, plastic coverings-piec-
es of sky that just about hold back an orgy of vegetation, vertiginous stair-
wells, feet hovering on the edges of decks - everything borrows from hy-
perbole because it approaches the visible with passion. Sceneries of real-
ity that, through their lie, become truer than the reality to which they refer
and triumphantly certify the subjectivity of their image, thus implying the
in situ presence of their creator.

‘Living" within her works, Filopoulou throws their door wide open to the
viewer, since such an intensely personal articulation of space makes us
clearly aware that we are seeing from the position and the particular per-
spective of the artist, almost from within her own body. And if in her land-
bound images her perspective is that of a bird flying low or swooping down,
her gaze in her underwater works resembles that of a fish, observing the
swimmers around it, unseen, from below.

The gestural nature of her brushstrokes, manifest in places, becomes yet
another index of the physical presence of the painter in her work and, at
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the same time, a reminder that her images before our eyes did not come
about miraculously, “"Made Without Hands", but indeed made with the toil
of realism, as well as with trust in the accidental. Filopoulou keeps returning
to her paintings, working them over and over again: glazes, stains, drips,
and splashes imply the force with which the paint was launched onto the
surface of the canvas to create walls, rocks, froth, water, highlights, foliage,
soil, sand - everything seems to pulse with the energy of a painting grain
that disconnects from the function of representation and imbues the image
with tactility and features of abstraction. The way her paintings are set up,
often in an array of vertical layers that goes against the rules of linear
perspective, reinforces the abstract tendencies of Filopoulou's work, inviting
the viewer to view it both from afar and from up close.

Human figures, with the exception of her few self-portraits, are introduced
into Filopoulou's painting gradually, initially as absences and later as figures,
from her seascapes onwards. Her painted bodies bear distinctly sculptural
qualities, explaining, perhaps, her interest in sculpture from as early as her
first lessons in art. Even in her most recent sculptures, however, whether
they are small statuettes of swimmers or life-size nude female figures, Fi-
lopoulou does not have pretensions of being a sculptor. She uses the me-
dium as a painter, because she is intrigued by the function of the figure
within space, as well as a respite from the painting process, which, in the
case of her work, strives for security, calmness, unification with nature. And
perhaps the reason that water features so prominently, in so many different
forms, in her work, is that its reflections epitomise the transparency that
she wants for her everyday life.

Filopoulou feels protected within her works, she finds joy inside them. Their
subjects are all acquired from personal experience, which is why the image
of her painting identifies with the image of her life. She doesn't talk about
her work a lot, introvert and extrovert at the same time, just like her images,
she paints without guilt the things that she loves and her way of loving them
as they appear before her. From the wonderful wear on the walls and in the
rooms of the studios, it seems she followed their service stairwells out to the
vineyards and the greenhouses of a personal paradise, where swimmers-ini-
tiates live in places free of time and guile. The beauty that emerges in these
paintings bursts out clamorously, transforming the natural into the non-natu-
ral, and thus carving a route to where the sublime leads to the metaphysical.
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Seeking to escape the conventions of realism so she can fit the breadth of
her gaze within images of an encompassing happiness, Filopoulou's paint-
ing ultimately disrupts precisely that blissful framework that she wishes to
depict, activating the gaze paradoxically: towards “that ‘something’ that
converses with whatever is the opposite of the ephemeral” (Sotiris Felios),
from the landscapes of the eye towards uncharted lands of the mind.
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KoAupBntég (Aemtopépeia)
2001

A&8L oe kapBa
121 x 183 ek.
18wtk cuAAoyn)

Swimmers (detail)
2001

oil on canvas
121x 183 cm
Private collection
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Tlapapia

1989

A48 og kapPa
146 x 113 ek.
18wtk cuAhoyn

Skylight
1989

oil on canvas
146 x 113 cm
Private collection
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ItpoyyuAr okdia

1992

A&8L og kapBa

204 x 204 ek.

YuMoyn Zwtrpn OéAou

Round staircase
1992

oil on canvas
204 x 204 cm
The Sotiris Felios Collection
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Mmavaviég Ogppoknmio

1997

A48 og kapPa

200 x 200 ek.

Copelouzos Art Family Museum

Banana trees
1997

oil on canvas
200 x 200 cm
Copelouzos Art Family Museum
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©dAacoa

1997

HELKTI TEXVLKA

160 x 350 &k.

Yuldoyn EBviknAg MivakoBnkng
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Sea

1997

mixed media

160 x 350 cm

National Gallery Collection




Zto mhoio
1999

A&8L oe kapBa
30 x 40 ek.
18wtk cuAdoyn

On the boat
1999

oil on canvas
30x40cm
Private collection
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Zto mhoio

1999

A&6L oe kapBa

39 x 70 ek.
18wwtikA cuAdoyn

On the boat
1999

oil on canvas
39x70cm
Private collection
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oo. 62-63
KoAupBntég kdtw amo to vepo,

apxaia moiva, lepdmoln
KoAupBntég kdtw amd to vepd 2013
2004 A&8L og kKapBa
A&8L og kapBa 135 x 20.0 EK. )
80 x 195 ek. 181wtk cuAdoyn
Yuloyn Lwtripn ®éAou

pp. 62-63
Underwater swimmers,
Swimmers under water ancient pool, Hierapolis
2004 2013
oil on canvas oil on canvas

80 x195cm 135x 200 cm
The Sotiris Felios Collection Private collection







Pon

201

A&8L og kapBa

197 x 155 ek.

Yuloyn Lwtripn @éAlou

Flow
201

oil on canvas
197 x 155 cm
The Sotiris Felios Collection
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Muoteg

201

A&8L og kapBa

159 x 200 ek.

Yuloyn Lwtripn ®éAou

Initiates
20M

oil on canvas
159 x 200 cm
The Sotiris Felios Collection




Bdabpa

2012

A48 og kapPa
107 x 107 k.
18wtk cuAdoyn

Pool
2012

oil on canvas
107 x 107 cm
Private collection




EyyUtnta

20M

A48 og kapPa
105 x 74 ex.
18wtk cuAdoyn

Proximity
20M

oil on canvas
105 x 74 cm
Private collection
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Aoudbpevn

20M

pmpouvtlog

46 x 18 x 12 ek.
18wtk cuAAoyn

Bather
20M

bronze
46 x 18 x 12 cm
Private collection
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Fupvo

2009

A48 og kapPa

60 x 98 eKk.
18wtk cuAloyn

Nude
2009

oil on canvas
60 x 98 cm
Private collection
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2017

A&8L og kapBa
164 x 200 &k.
18wtk cuAhoyn

2017

oil on canvas

164 x 200 cm
Private collection
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H Mapia ®ihommouAou yevvrOnke to
1964 otnv ABryva. Xmoudace {wypa-
@Ikn otnv Ecole Nationale Supérieure
des Beaux-arts oto lMNapiol, e Saoka-
Ao tov Leonardo Cremonini katd tnv
mepiodo 1984-88.

‘EKQVE PETATITUXLAOKEG OTTOUSEG OTNV
510 oxoAn, pe utotpo@ia TNG YAAAIKAG
KuB€pvnong, katd tnv mepioSo 1988-
89 (ABoypawia pe ddokalo tov Abra-
ham Hadad).’Epya tng Bpiokovtat otnv
EOvikn MivakoBnkn tng ABrvag, otn
BouAn twv EAAAvwy, otnv Tpdmeda tng
EANGSog, oto Mouceio NouAavdpry, oto
Mouceio ®puacipa, otn MvakoBrkn
KouBoutodkn, otn ZuAloyr Iwtnpen
DéAou, otn LuAdoyn Aviwvn & Adag
Xatlniwdavvou Kal oe AANEG CUANOYEG
Kat poucoeia otnv EAAASa kat oto e§w-
TEPIKO. EXEL kKAvel 20 aTopIKEG EKOEDELG
otnv Abryva, otn ©@eccalovikn, oto
Novbivo, otn Néa Yopkn, oto Mapioy,
otnv KwvotavtivoutmoAn, avadpopikn
€kBeon 1989-2009 ota EppoumodAela,
otnv MivakoBnkn KukAadwv otn Zupo
10 2009, Kal £XEL CUPPETACKEL OE TTOA-
Aég opadikeg otnv ABriva, otn Oco-
oalovikn, oto Aovbivo, otn Néa Yop-
kn, oto Mapiol, otnv Kwvotavtivou-
moAn, oto BepoAivo, otn Pwun, otn
Bevetia, otn MeABouUpvn, oto Maidut,
oto [ekivo K.a.

Maria Filopoulou was born in Athens
in 1964. She studied painting at the
Ecole Nationale Supérieure des
Beaux-Arts in Paris, under the Italian
artist Leonardo Cremonini, during
1984-88.

She completed her postgraduate stud-
ies at the same school, with a schol-
arship from the French government,
during 1988-89 (lithography with
Abraham Hadad). Her work is at the
National Gallery in Athens, the Greek
Parliament, the Bank of Greece, the
Goulandris Museum, the Frissiras Mu-
seum, the Kouvoutsakis Art Institute,
The Sotiris Felios Collection, the An-
thony and Asia Hadjioannou Collec-
tion, and many other collections and
museums in Greece and internation-
ally. She has held twenty solo exhibi-
tions in Athens, Thessaloniki, London,
New York, Paris, and Istanbul, as well
as a 1989-20009 retrospective exhibi-
tion at the Cyclades Art Gallery in
Syros as part of the Ermoupoleia Fes-
tival in 2009, and she has taken part
in several group exhibitions in Athens,
Thessaloniki, London, New York, Par-
is, Istanbul, Berlin, Rome, Venice, Mel-
bourne, Miami, and Beijing, to name
but a few.
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Atopikég ekBéoelg

MkaAepi Qpa, ABrva

Galerie Eonnet-Dupuy,
Mapiot

MkaAepi ZouptmouAdkn,
Abnrva

MkaAepi Teppakdtra, Oeo-
oalovikn

MkaAepi ZouptmouAdkn,
Abnrva

Galerie Flak, Mapiot

MkaAepi Teppakotra,
©@eccalovikn

'kaAepi ZoupumouAdkn,
Abrva

HuepoAdyio 1999,

tou Opidou Etatpetwv
HpakAng, Nota
MeAomévvnoog, Oepivd
ubarta, Anpog ABnvwy,
MNdépko EAeuBepiag, ABrva

MkaAepi T¢apia-Kpuotah-
Aa, Xavid

kaAepi Mdrty, Katepivn

Ot koAupfntés, MNkaAepl
ZoupTtrouAdkn, ABriva
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Galerie Ariel Sibony,
Mapiot

Gallery K, Aovéivo

Gallery Millenia Fine Art,
Time Warner Center, Néa
Yoépkn

Avadpopikn €kBeon,
Kuvnywvtag 1o pwg,
EppouméAeia 2009,
MvakoBrkn KukAadwv,
Mveupatikd Kévtpo Arjuou
EppoumoAng, XUpog

Nepd, Mkalepi Zouptou-
Adkn, ABriva

Instict for water,
Belgravia Gallery,
Novéivo

Water, Tesvikiye Art Gal-
lery, KwvotavtivoumoAn,
Toupkia

L'Eau comme liberté
Galerie Dutko, MNapiot

To the water, Kapopoulos
fine arts, Patmos gallery.

Opadikeég ekBéoelg

Atelier Cremonini, FaAAkn
Akadnpuia Kahwv Texvawy,
Galerie de la Maison des
Beaux-Arts, MNapiot

Prix de Vitry, Anpapxeio
tou Vitry, Mapiot

Ovurtorrieg Tou mpayuatt-
koU, NkaAepi Titanium,
ABriva (emy. Mdvog
Ytepavidng)

Mouceio KaAwv Texvwv
tng Mons, BéAylo

SARP, Palais Zamovski,
Bapoofia

MkaAepi Teppakotra,
Oeoocalovikn

'kaAepi Eonnet Dupuy,
Mapiot

Mpog éva véo avBpwrmioud,
Centre Culturel de Villejuif,
MNapiot (emp. Mapiva
Aapmpdkn-TAdka)

‘EAAnveg {wypdpotl —
JuMdoyn @pucipa,
MwvakoBnkn Mepidn

& Anuotikn MivakoBnkn
ABnvwv

‘Evekev tung, Nkalepi
‘Qpa, ABrva

ZuAdoyr) @pucipa,
Mouoceio Bulavtivig
Téxvng ZakuvBOou (emmiy.
Tdakng Maupwtdg)

kaAepi MoAuedpo, Matpa

Mikpég {wypapiég, MNkalepi
ZouutmouAdkn, ABriva

Apiépwua otov MNkpéko,
EBvikn MivakoBnkn
EANGSag

Salon des Grands et
des jeunes d'aujourd’hui,
Espace Eiffel-Branly,
Grand Palais, Mapiot
Epwg kat téxvn, NkaAepli
Teppakdtta, Oscoalovikn
Galerie Flak, Mapiot
Muikpeg wypapleg,
MkaAepi ZouptmouAdkn,
Abrva

Kalokaipt otn Meodyeto,
EBvikn MivakoBrkn
Tipdavwy, Tipava (opy.
'kaAepi ZoupumouAdkn)

Apiépwua otov lNepikAn
Mavtadn, MivakoOnkn
E. ABépwe, Métoofo
(ermp. OAya Metlapou-
MoAulou)

Zx€bia, Mvakobnkn
KouBoutodkn, ABriva

Eotieg tou BAEuuarog,
Kévtpo Zuyxpovng Téxvng
Adproag (emy. ABnva
Yxwva)

Zwypaplkn o€ moinon
Obuooga EAutn, Afuog
ABnvaiwv, ABriva

Mouoeio tou AvBpwrou

- Ouoikng lotopiag, Jardin
des Plantes, Gallerie Flak,
Mapiot

Apiépwua otov Paul
Verlaine 1844-1896,
[aAAko lvotitouto
Mewpaid (opy. MaAAkS
lvotitouto Mepald, xwpog
TéXVNG 24)

H gAAnvikn tomoypapia
1906-206¢ aiwvag. Amd
Ti¢ oUAAoyég tng EOvikig
IMvakoBrikng kat tou
I6puuatog Euptribn
KoutAibn, EBviknA Mivako-
Onkn, ABrva (emyu. Mapiva
Aaumpdkn-NAdka, Ayyéa
TapBakn)

Focalisations du Regard,
Mpoedpia tng EAAGSag,
Bpu&éAAeg (emp. ABnva
Ixwva)

H gAAnvikn tomoypapia
1906-206¢ aiwvag. Amd
Ti¢ oUAAoyég tng EOvikig
IMvakoBrikng kat tou
I6puuatog Euptribn
KoutAibn, EBviknA Mivako-
Onkn - Mouceio Tériade,
MutiAfvn (emp. Mapiva
Aapmpdkn-MAdka, Ayyéla
TapBakn)

‘EAAnveg peaAlotég tng
FaAAikng ZxoArg Texvawyv,
Opavkeouptn

Bleu outremer, Kévtpo
Loyxpovng Téxvng
Bepvikou, Kaotéla

(emyp. Flavia Nessi, Ipig
Kpntikou)

2000 kovoépfPeg, NiBoypa-
peio tng 0dou Melpaiwg,
ABrva (emmu. ANEENG

Bepoukag, Nikn
Nikovavou, Nikog
Ytepdvou)

lNpoowITIKES OXETEL,
kaAepi Ekppaon, ABriva
A6rva-Mapioi-lapiot-
Abrva: Eikaotikn
Stabpour). MvakoBrikn
Wuxapn 36, ABriva

(em. Etprivn ZaBBavn)

Art Paris 2002, N'kaAepi
ZoupumouAdkn, Mapiot

Néa eikovoAartpeia, Fine
Arts Kammomoulog, ABriva
(em. Xdpng Kapmoupidng)

OAupummakd mvelua, TTEpLo-
Seliouoa €kBeon, Kévtpo
Anpou ABnvaiwv, ABriva/
MakeSovikdé Mouceio
Tuyxpovng Téxvng,
Oeoocalovikn/Anpotikn
MvakoBnkn Xaviwv K.d.
(em. Méyku Kouvevakn,
opy. Afuog ABnvaiwv, oto
TMAQiol0 TWV E0PTACHWY
tng Ohupmadag 2004)

Art London, Galerie Ariel
Sibony, Aov&ivo

Gallery Absolute, Aylog
Auyouotivog, ®DA6pivta,
HMA (opy. Nwpyog
Ytaboémoulog)

EXaiag eykwptov,
Akadnpuia ABnvwv,
ABnrva (emy. Aouila
Kapambdakn)

Kat' etkdva kat kab'’
ouoiwon, Mouoceio
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®puocipa, ABrva (emiy.
MdapBa XaAikid)
Kalokalptiva toria,
'kaAepl ZoupummouAdkn,
ABnRva/AiBouca Téxvng
«MeAiva MepkoUpny,
Yépa

Aywvwy moALg, TexvomoAn
AARuou ABnvaiwv (emy.
ABnva Ixwa, opy. Afuog
ABnvaiwv). Xto mAaiolo
TWV EOPTACHWY TNG
Olupmiddag 2004
Nontég mapaotdoelg,
Alpha C.K. Art Gallery,
Aeukwoia, Kummpog

Art Miami, Mataut HMA,
ykaAepi Ariel Sibony

Art London, Novbivo,
ykaAepi Ariel Sibony

Emiokeyn otov XaAemd,
To Xmitt twv EkBéoewy,
TAvog (em. lpig
Kpntikou)

Art Miami, Galerie Ariel
Sibony, Maiaut, HMA

Art London, Galerie Ariel
Sibony, Aovbivo
Reflections from Greece,
The National Arts Club,
Néa Yopkn (opy. Nwpyog
YtaBoAoulog, emp.
Katepiva Kookivd)

In arte veritas, |Spupa
Métpou & Mapikag
Kubwviewg, Avépog
(emmiy. ABnva Ixwvad)

Cow Parade, ABrjva

Ta Néa, HugpoAdyio 2006.
12 priveg, 2 {wypdepoy,
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'kaAepl ZoupumouAdkn,
ABrva

Mikpés Jwypagpiés,
'kaAepi ZoupummouAdkn,
ABrva

Opayua kat ayytyua. Avo
aAAnAoouumAnpoUueveg
atoBriceig otn ouyxpovn
Jwypapikr, AiBouca
Téxvng Atplov,
@ecocalovikn (emiy.
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Art London, Galerie Ariel
Sibony, Aov&ivo
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Millenia Fine Art, Time
Warner Center, Néa Yopkn

Néa amoktrjuata, EOvikn
MvakoBnkn, ABrnva

ATET HpakAng, Anpotikn
MvakoBnkn lwavvivwy,
lwavviva

Greek Art Today, Bel-
gravia Gallery, Aovbivo
(emp. Mwpyog
Ytabomoulog)

Oyeig g poperig.
Xnudvoeig tou tomiou,
YuAhoyn Avtwvn & Adlag
Xatlnuwdavvou, AnUoTIKA
MvakoBnkn Xaviwv

(emp. Ipig Kpntikou)

‘Hrav kdmote n lnveAdmn
AéAta, KoAAéylo ABnvwy,
ABnva (emp. lpig Kpntikou)
AvamAdBovtag tov
avolKTo xwpo, NkaAepl
Atplov, ©ecoalovikn

(em. Xdpng Kapmoupidng)

evéBAiog témog, Mouaoeio
Mrmevdakn oSou Melpalwg
(em. ‘lpig Kpntikou)
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Kpatikd Mouoceio
Tuyxpovng Texvng,
Oeooalovikn (emy. Xapng
Kapmoupidng opy. MNavvng
MméAANg)

Millenia Fine Art, Time
Warner Center,

Néa Yopkn

Experience Greece; Travel
Through an enchanted
landscape, Ymoupyeio
TouptopoU, EAANVIKS Zmity,
Mekivo (emy. lpig
Kpntikou, MoAttiotikn
OAupmiada 2008)

H téxvn otnv mpwtn
oeAiba, Athens Voice,
Mouceio Mmevdkn, ABrva.

Hearts in Athens, ABriva

lMpootaoia AvBpwmivwv
Akaliwpdtwy, MNveupatiko
Kévtpo Afpou ABnvaiwyv
Zklaypagpwvtag tov
Atovuoio Yodwud,
Mvakobnkn X. & .
Mooxavépéou, Mecohdyyy/
Convento dei Santi
Cosma e Damiano, Be-
vetia/Kévtpo Texvwv —
MNapko EAeubepiag, ABrva
(em. lpig Kpntikou)
Kalokaipt 2008,

'kaAepi Citronne, MNoépog
(emp. & opy. Tatdva
Ymvapn-MoAA&An)

H veoegAAnvikn
tomoypaia aré tov 180
€wg Tov 270 atwva, dpapaq,
eumelplia kat avdamaon
Tou xwpou. I§pupa
Ewkaotikwyv Texvwv

B. & M. @goxapdakn, Abrva
(em. Xdpng Kapmoupidng)
Greek Colour, Sotheby's,
Ymoupyeio Touplopou,
Novbivo (opy. Ymoupyeio
Touplopoy, emyp. Mapila
Kahoyepormoulou-
Daotavou)

4 Emoxég, Art Expertise,
MNoAepikd Mouoeio, ABrva
MNpeoBeutég tng
YUyxpovng EAANVIKAG
Téxvng, EAANvik6 Mouceio
MeABoupvng, Ymoupyeio
TouplopoU, MeABoupvn,
Auotpalia (emy. Xdpng
Kapmoupidng, opy.
Ale€avdpa MNkika)

Art London, Ariel Sibony,
Novbivo

O lwavvng levvadiog kat
0 kdopog tou, MNevvddelog
BiBAtoBnkn, ABAva (emp.

‘Ipig Kpntikou)

Accrochage, Kouros
Gallery, Néa Yopkn
IxvnAatwvtag tnv
KwvotavtivourmoAn, Nkady,
ABnrva (emp. lpig
Kpntikou)

@dAaooeg, lNaia aibouca
Texvwv (emp. Euptikn
Tplodv-Midoavn), ABriva
Amobopwvtag tov kauPa,
EMVOWVTAG TNV EIKOVQ,

£pya amé tn ZuAAdoyr tou
Avtwvn & tng Adlag
Xat{niwavvou, Anpotikn
MwvakoBrikn ©ecoalovikng,
&nuog ©ecocalovikng
(emp. ‘Ipig Kpntikou)
Tuuvr aArBeia, Mouoeio
®puacipa, ABrva (emiy.:
Xplotiva Zwtnpotmouiou)
AvBpwmiva Métpa,
MoAtiotikd Kévtpo
«MeAiva MepkoUpnp,
AARpog ABnvaiwv (emiy.

‘loig Kpntikou, opy.

Mikpr Apktog)

Kérpez-Témot / Xwuata
-Tormot, amé tn ZuAdoyn
tou Avtwvn & tng Adlag
Xat{niwdvvou, EAAnVIKO

‘16pupa MoAttiopoy,

BepoAivo (emy. lptg
Kpntikou)

Avoién 2011,
MaAatovtoloyiko lotopikd
Mouoeio MtoAepaibag
(emp. Tatava
Ymvapn-MoAAdAn)

Oaldooiol térrol,
EppouméAela, LUpog (emp.
MNwpyog AAtoufdg)
Natura 2011,'I6pupa
Euyevibou, ABriva (emip.
ABnva Ixwa)
Contemporary Greek
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Avtwvn & tng Allag
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dalla Collezione Sotiris
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Belgravia Gallery,
Novbivo

The Other Greece,
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tng EANGSag otn Néa
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Néa Yopkn
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DéAou, Kévtpo Texvng
T6ptllo Nte Kipiko,
BoAog (em. Elprivn
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(emp. Ipig Kpntikou)
YUpog
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Zwypaeikrn Il Mouoeio
Opuoipa, ABriva (emip.
®avdong Moutodmoulog)
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MNdtpou (emy. Anne
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Greek Contemporary
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HpakAeiou, HpdkAeto
(em."lpig Kpntikou)
Figura Nova, Alpha C.K.
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