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1. Oikeio nepifdndov / Familiar environment



H adddékotn xAwpidba tns pyvauns

The odd flora of memory

O XtwdPepns nedonopei otnv noAn kal pwtoypapidel
npoéowna, ouyuiotuna, tonia —Kupiws VUXIePIVa. Eni-
OTPEPOVTAs Onitl Tou NEPTEl yia UNvo Kal KAnola ouyun
€unvdel oto ateni€ tou, énou apxilel va (wypailel Aes
Kal naipvel oto katéni kdnolov nou neConopei Kar pw-
toypa@icer tn vuxta.

H vUxta tns nepinAdvnons, n vUxta Tou €autou, n vU-
Xta twv oveipwv Glanotiel tov npaypatkd adnd kal tov
(wypa@Ikod ToU XpOvo ota peydna actkd VUXTEPIVE Tou.

O1 XapaKTNPES TWV EIKACTKDY I0TOPIWY TOU NEPMA-
toUv, kdBovtal og KaPE, xacopepolv Katw and anfo-
KOTOUS, PETAQUOIKOUS oupavous, UICOKPUHUEVOI Niow
and payikd, kpunukd h unoPAnukd dévipa.

Alabpopés kal otdoels. Gidonndnou, Xtadiou/Manid
Bounn, Maveniotnuiou, Meipaids. Aneinukh actuypa-
(fa, cUVaVINGEIS e avAOUXOUS MEPAcTKoUs, KAiua ol-
Kefou, @IANouxou piantn.

Ye pia dAdn evotnta €pywy, NEPIOOOTEPO EVOOOKO-
NIKGS, anOTUMNMVEl UNEPPWUOUEVA, OXeOGV aVATOUIKG
QUTA €E0WTEPIKWV XWPwV. Mikpdkoouol xAwpidas nou
avadeIkvUoUV PIa YEWUETPNHEVN POVAXIKOTNTA.

O XtéBepns, eite péoa, ite €€w, €ite vUxta, €ite Pépa,
HETEWPI(OUEVOS aVAPESO OTOV €0WOTPAUPEVO XPWHA-
ukd eudbaipoviopd tou August Macke kal otov nayw-
pévo evunvio peaniopd tou David Hockney katd BaBos
KaBpe@tiCetal otnv avépvnon tns avauvnons, otnv eni-
Bupia s emBupias karl eival auth akpIfws n noAfa-
nAaciacpévn aviavékAaon, N KPUPPEVN avaywyn nou
evepyonolei, epebicel, kaBopilel eviénel, 1oo 1o BAépuua
TOU OToV KOOPO 600 Kal oto teAdpo.

Micén Odis

Staveris walks the town photographing faces, stills,
landscapes -mostly nocturnal ones. Back home, he
goes to sleep and at some point wakes in his work-
shop where he starts painting as if he was following
someone who walked the town photographing the
night.

The night of wandering, the night of the self, the
night of dreams permeates both his real and his paint-
ing time in his big urban night plans.

The heroes in his visual stories walk, sit at cafis, or
loiter under weird metaphysical skies, half-hidden be-
hind magic, cryptic or evocative trees.

Paths and stops. Philopappou Hill, Stadiou str./Old
Parliament, Panepistimiou str., Piraeus. Menacing ur-
ban topography, encounters with restless passers-by,
the sense of a familiar, peaceable nightmare.

In a different series of works, he is more endoscop-
ic, reflecting over-lit, almost anatomical indoor plants;
flora microcosms highlighting a geometricized soli-
tude.

Staveris, indoor or outdoor, night or day, levitating
between the introverted chromatic eudemonism of
August Macke and the ice-cold dream realism of David
Hockney, is essentially reflected in the memory of the
memory, in the desire of the desire, and it is precisely
this multiplied reflection, the hidden reduction, which
activates, stimulates, defines after all his gaze, both in
the world and on the canvas.

Michel Fais



O XZtdfBepns Kal 1o tpayoudl tou xpwpatos

«Les houles, en roulant les images des cieux,
Mélaient d’une facon solennelle et mystique
Les tout-puissants accords de leur riche musique
Aux couleurs du couchant reflété par mes yeux»

(Ch. Baudelaire, «La Vie Antérieure»)

Tn (wypa@ikn tn PBicdvoupe €ite péow tou PAEPPATos,
o6tav apkoupaote otn Bepatodoyia s napdotaons,
gite péow s ouykivnons, étav anodeopeupévol and 1o
B€pa NPoxwpPOUUE NPOS ANMTEPES HUOTKES EMIKPATEIES.
Ki evd 0 Nhxos pnopei va eyypagei ot okEWn ws Xpovos,
diepwtpal nws avudauPavopacte Siavontkd 10 Xpw-
ba: ws 1no h ws aiobnon; Ensidn n {wypagikn yivetal
LE XPWUATA, av OKEPTOPAOTE TNV UAN NS ws oo, tote
n npdoNnyn s apkeital o€ éva anid Biwpa tou PAéu-
patos. Av néni tnv npoonapBdavoupe ws aioBnon, TTeE n
(wypa@ikn epneipia yivetar cuyKIvnolakh NEPINETEIN MOU
pas avoiyel v aufaia pias NVeUPaukns pEBEENs.

O Matisse @iAod0EoUoe va NeWUxel 10 EIKACUKO Tpa-
youdl. Mws, épws, €ivalr duvatdév va npaypatonoinBei
KAU €010 —6xI BEPRala katd kuploetio— xwpis N dhiw-
on auth va anoteei pia napAalouca wpalodoyia; Tows
KNopPoUpE va 1o avixveUOOUE NAPATNPWVIAS TOUS [eya-
Aous kondopiotes. And tov Velasquez péxpl tov Monet,
tov Bonnard kai tov Matisse, o1 {wypd@ol autoi enitpée-
Mouv OTo XPWHAa va Agtoupynoel autévoua. To xphua
dev napakodouBei tnv énoia eAuapia tou oxediou. Ol
konopiotes pe eleyxdueves auBalpeaies, MoOU ENITPENOUV
v onukh &16pBwon, enidntolv T CUPPETOXN Tou Bea-
1, avantooovias pad tou évav puotkd didioyo pou-
OIKWV oupBOAwV.

2N x@pa pas ol {wypd@ol Tou XPWUaTos ¢aivetal
ou €ival n e€aipeon. lows yiat n eAAnvikh euon diabEtel
ANAETo PWS- Kal T0 pws anoppoPa OAEs Ts ANOXPWOEIS.
Ta peonuépia tou kanokalpioU ta Xpwuata eagpidovral

and tov nupaktwpévo hiio. favaPBpiokouv, dpws,
6po0id kal v noikiAia Twv AnoxpwoEwY Tous T0 anod-
yeupa kai 1o Se1fivé. Or vUxtes Nnaipvouv yia guotnpiakn,
petaguolkh Oidotaon. Tvovtal Aapnpés kar did@aves,
Kal Ta xpwpata nnidtepa. Anoktolv éva eUNAAoTO Pu-
othplo.

O Avtiwvns ZtéBepns €ival IEpOPAVINS TOU XpWOoThPa.
Ta aoukd tonia 1ou, NPEPNaIa h VUXTEPIVE, Katauydlouv
ané ™ AaunPATNTa WV KPOKATWV KItpIvwy, t pEdn twv
NUPAKIWHPEVWY NoppUEmY, TNV évtacn tou Aaloupitn.
Mvwotes N dyvwotes aBnvaikés anoyels PETOUTImVOVTal
ano v €vtaon evos xpwUatikoU KPEoEVTo, oav 1o allegro
€vos poualkoU kovagptou. O lwypd@os, yvwpilovias oT
10 XpWpa gival n nepntouoia s {wypadikns, anfonole
10 OXNpata, enitpénovias o€ autd va enidei€el autévo-
pa t duvapn tou. Ta abnvaikd tonia petoucimvovtal
O€ OKNVIKG and Gyvwaotes OnePes, 6nou 1o ews AoULEl
E évav YETAPUOIKO Xpwaothpa yn Kal oupavo. Evi oxe-
b6V navtou undpxel kanola avBpwnivn napouaia, €ival
0 X(POS Nou Kavovapxei. To aoukd tonio dnploupyei v
1IS1aitepn adopaipa pias uynins poucikns KAipakas,
6énou o avBpwnivos Napdyovias Kpatd us Xapnnaés VOTes.

Tn &UcBupn atudopalpa ou abnvaikol toniou tou
KalpoU pas npoPdnner o ZtéPepns, avadeikvuovias tnv
wuxonoyia tns Kolvwvias pas Je 1o va napouciadlel oxi
1600 TOUs avBpwnous 600 Kupiws T0 acukd OKNVIKO,
nou avtavakAd nio €viova n ecwtePIKn tous pedayxonia.

Nikou AA. MnAikvn



Staveris and the song of color

«Les houles, en roulant les images des cieux,
Mélaient d’une facon solennelle et mystique
Les tout-puissants accords de leur riche musique
Aux couleurs du couchant reflété par mes yeux»

(Ch. Baudelaire, «La Vie Antérieure»)

We experience painting either through glance, when
we content ourselves with just the theme of the rep-
resentation, or through emotion, when we proceed
towards superior mystical territories, having freed our-
selves from the theme itself. And while sound can be
inscribed on thought with the quality of time, | wonder
how we perceive color intellectually, as a place or as a
sensation? Seing that painting is done with colors, if
we think of its matter as a place, then its intake is re-
duced to a mere experience of the gaze. On the other
hand, if we perceive it as a sensation, then the painting
experience becomes an emotional adventure opening
the gates to a spiritual communion.

Matisse aspired to achieve the figurative song.
But how could this possibly be done - not literally, of
course - without this statement sounding like a loud
platitude? We might perhaps find the answer by ob-
serving the great colorist painters. From Velasquez to
Monet, and from Bonnard to Matisse, these painters
allow color to operate autonomously. Color does not
follow the eventual garrulity of the form. By means
of controlled arbitrarinesses allowing for visual correc-
tion, they seek the spectator’s participation, engaging
them in a secret dialog of musical symbols.

In our country, it would seem that colorist painters
are the exception. It is perhaps because Greek nature
is bathed in light, and light absorbs all hues. In the
summer early afternoons, colors evaporate under the
incandescent sun, only to regain the freshness and va-

riety of their nuances late in the afternoon or in the
sunset. Nights acquire a mystical, metaphysical dimen-
sion. They become bright and translucent, with milder
colors. They acquire a malleable mystery.

Antonis Staveris is a Hierophant of the paintbrush.
His urban day and night landscapes are illuminated by
the brightness of yolk yellow, the insobriety of incan-
descent purple, the intensity of lapis lazuli. Known or
unknown Athenian aspects are transformed by the
force of a chromatic crescendo, like the allegro of a
musical concert. The painter, knowing that color con-
stitutes the quintessence of painting, simplifies the
forms, allowing color to autonomously demonstrate
its power. The Athenian landscapes are transformed
into settings from unknown operas, where light bathes
earth and sky under a metaphysical paintbrush. While
the human presence is almost omnipresent, space is
the instigating element. The urban landscape creates
the particular ambiance of a musical scale, where the
human factor holds the lower notes.

Staveris displays the morose ambiance of the Athe-
nian landscape, highlighting our society’s emotional
state by exhibiting the urban scenery over the human
element, since it is in this scenery that the inner melan-
cholia of humans is more intensely reflected.

Nikos Al. Milionis
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2. Xwpis titdo / Untitled



Mia ap@idbpopn Kivhnon avapeoa
o€ peadiotkn avanapdotaon
Kal pivipadioukn, e§npeciovicuknh anédoon
ouvaiocOnpatwyv:
H véa napaywyn tou Aviwvn Xtafepn.

O Avtdvns ZtdPRepns (1973) eivar pavepd nws exel OI-
agopwoel v kadAItexvikn uoloyvwia tou and
pabnteia tou oty Avwtdtn Ixodh Kadwv Texvawv, an’
6nou ano@oitnoe 1o 1998, éxovtas dexBei cageis enip-
pogs and tov 6dokand tou Anphtpn Mutapd (1934),
kaBws Kal and v endpevn epneipia wu oy Ecole
nationale supérieure des Beaux-Arts oto [Napiol, 6nou
OuvexIoe o 1998, pe 1o npdypauua Erasmus, oto gpya-
othplio tou Vladimir Velickovic (1935).

Av EMIXEIPAOOUYE pia pIkph avaokénnon péoa anod
v eCenikukh nopeia tou €pyou tou and 1o 2001 kal
UEWd, o€ oxéon pe tn Bepaukn kal alobnukn tou avd-
nén pnopoUpe va avagEéPOUpE ta €6Ns. X1a Npdd
¢pya s nepiddou 2001-2002, otnv ATopIKA TOU OtNv
ykanepi «Ekppacn», 10 Xxpwua €ival eViunwolakd, Ku-
piapxol oI oupavoi, avandaviexol, e évtova unag, pog,
@ougla. Mnopoupe va SoUPE OUYYEVEIES PE Ta ONPEPIVE
€pYya Kal 1 aoukd tonia. Xtn cuvéxela to 2005, otnv
idla ykanepi, undpxel pia appovikh cuvéxeia, Gnou ota
aouKd tonia NapatnpEital Yia npeuia ota xpwuata, e
QVOIXTOXPWES, UEYANES EKTAOEIS, GNOU TO EVIAIO XPW-
ua tonoBeteital ws pala oto Avw Kal KAtw TPAPa Tou
€Pyou Kal otn péon napatiBeviarl ol piyoupes, or Spouol
Kal ta Ktipia. To 2006, ownv ékBeoh tou otnv ykadepi
«Ewidov», napatnpoupe noAdu évtovn Slapoponoinon
otnv EKPPACTKA Tou dlatinwaon kal otnv aloBnTuKA Tou
katdAn&n. Mia agaipeukn, piviyadiouknh andédoon pe
e€npeoiovioukn ypa®n xapaknpiel ta €pya. To xpwua
npoonapBavel npwrtaywviotkd pdno, n nivedid ivar Ku-

piapxn, av kar ouvonukd anodidetar kaBapd t Bpa, n
Bdnaooa, ol KOAUPPNTES, Ta APXITEKTOVAPATA. TNV ATO-
HIKA Tou 10 2009 otov Xwpo Téxvns «24», Silagoponol-
eital kaBoploukd. Ta épya gival pwTevd, 1o Bépa apopd
10 UG, Kupiws péoa, anld kar €Ew and to oniu. Ev-
dlapépouoa n eotiaon, oto 6dnedo, 0 Pwoaikd N 10
€univo. To 6anedo anoktd nNoiNUKATNTA Kal Yayeia yéoa
and v UAn tou. Ta GUTE NPWIaywvIoToUv Kail aipvidid-
(ouv pe N {wnpodTNTa, TNV aypIdtnta Kal tnv opop®Id
tous. H avBpdnivn @iyoupa gival anovoa, Kupiapxo 1o
QUTO, KI aKOUN Kal og €épya 6nws 1o «Ade€dvdpa» n I-
youpa eival oav diakoopntkn, dpwvn Kal dxpwpn, KAt
avTioTOIXO HE TOV NivaKa Tou ToiXou Oto €pyo. TéAos 1o
2013, deixvel nan otov Xwpo Téxvns «24», os €kBeon
ue ttio «Znueiwoeis Mapior-Beponivo», evdiapépovia
acukd tonia kar 6€vipa, and v NApapovh Tou, TS EVIU-
nwoels kal ta Bicopatd tou o Mapiol kal Bepodivo.

O yvwotos Ayydos C(wypdgpos David Hockney
(1937) pnopoupe va noupe nws ofyoupa evoIaPEPE!
Tov Avtcovn XTaPepn Kail tov éxel ennpedoel. Ltov Ayyio
kadnitéxvn, ta Bépata, ol PIyoUpEs, N APXITEKTOVIKA, N
BAdotnon, ol mioives, ws oxoAlaopds NS Kolvwvias, PeE
duvatd oxédio, unodnAvouy PE eipwveia kal xanapo-
NTa T Xapd, v ikavonoinon ts (wns, Kal v €viovn
b1dBeon binynons. Enions, ol okéWels Kal Ol PACEIS TOU
Hockney taipidlouv otov XtéBepn. MNa napddeiypa o Ay-
ynos kanAixvns pe anndtnta Ael: «Zwypagilw autod
nou emBuud va {wypapiow, otav 1o enBupw Kkai ériou
0 emBuuw». AkOPn oponoyel: «Ayanw nepIoooTEPO



ano 6na us €IKOVES MoU Yivovtal L€ TO XEpI, Katd OUVENEIQ,
{wypailw o i6ios. O gikOves €xouv ndvia eva Bgua kai
&va endxioto opuas. To yeyovos Ot wdxvw va 1I00pponn-
ow ta buo e kabiotd, xwpis au@iBoria, vav napabooi-
ako (wypd@o».”

H kaivoUpia napaywyn épywv 1ou Avidvn LtéRe-
pn, nou napouaoiadetal otn Gwkiwvos Néypn 16, o€ eni-
péneia s ayannpévns idns pou EAiodPet akapénn,
anotenei pia ouvéxela s {wypadikns Tou ta tedeutaia
dekanévie xpovia.

H eikovoypa@ia oto ¢pyo tou XtdPepn eival ndvia
Kupiapxn, av Kal PEPIKES POPES anotenei apopun, Kal
ouvbéetal éviova Pe N popeonAactkn eneEepyacia
tou, n onoia Baoiletal os otoixeia napatpnons, Piw-
patos, annd Kal neEpInynons o€ éva Tonio aotikd, OIKEIO,
nou petatpenetal o aioBnon. Ta €pya nou ektiBevtal
AVAKOUV O€ SIAPOPETKES EVOTNTES, OE OXEON E TNV EIKO-
VOYPaQia, TNV TEXVIKA, TN XPANON TOU XPWATOS. € YEYA-
Ao Babuo eival onapdyuata actukou toniou.

Evvéa €pya peydnwv diaotdoswv napoucialouy to-
nia pe Kupiapxn v napoucia twv évipwv. Kevipikd
otoixeio éva 6évipo pe niveniés kal SIapopa pIKPOTEPa
bévipa kal Bduvol. Adfote 10 Katw pPéPOS katakAUde-
Tal and €viovo Kitpivo €6agos, v 0 oUPavVOS OTO AV
Lépos eival évtova pnie kal KOkkivos Buoolivi. Afdote
o€ KANO oniuou, og NPwto NAAGvo €va Oévipo pE Npa-
olves miveni€s kal kitpives ota kAadid, eva 6e€id, anno
bévipo anodidetal pe peyanUtepn ukpivela, PE GOVIO
0e€)a €vav okoupo pnie oupavod. Addo opidbvuo €pyo
aneikoviCel 1o onpegio, Kovtd oto €pyactnpid Tou, ota
MetpdAwva, pe KANo, Ye Hévipa ouvonuKa Oxedlaopé-
va, ta ktipia 6e€1é kar tov OpdpPo Ynpoaotd nou poladel
UE pUAKI.

Adfda €pya evowpatvouv (pryoupes péoca OTO
aouké tonio pe ta &évipa. Eva épyo napouciale
apxIKA pia yuvaikeia @iyoupa e KOKKIVO QOPEUA, MoU
akivntn nepipeve 1o okuAi s va ouphoel. To &évipo
néni oe Nnpwtaywvioukd ponio, eV T0 PIod Avw PEPOS
kaduntétav and tov kabapd unde oupavo. Metd and
LEPIKOUS PAVES, N aévan dnpioupyikh duvapn tou Kan-
Aiéxvn nou, and €0wtePIKN avaykn, PYETAUOPPVEI Kal

Karl Ruhrberg, “L’art au XXe siécle”, Taschen, Téuos I, 0. 308.

peEtaNAGOoOEl, TO YETETPEYE OE OKETO Tonio eCapavidovtas
I @Iyoupa kai diatnpvias poévo tov okufo. H avand-
viexn auth adfayh ouykivel, pias kar pas divel tnv duva-
TOTNTA NPOCEYYIONS E0MTEPWV aVAYKWV Tou KanAitéxvn
Kal avakanuyns tou Kpupou Kbéopou tns dnpioupyias. H
eNIKAAUYN QUTA Pas EPEPE OTOV VOU €va KPUPO PHUCTKO
Twv €pywv tou Rembrandt, nou éyive yvwotd ota gpya-
OtNPIa CUVTNPNONS TWV POUOEIWV PE TN XpNoN TwV OKT-
vowv X Kal TNV napatpnon s otpwpatoypagias tou
¢pyou. Ona ta €pya tou peydiou Onnavdou kanAite-
xvn givar katoiknpéva, dnnadn kdtw and ta BeAoudiva
oKOTAdIa TV €pywV TOU, KATW and TS JovadIKES alviy-
HOTKES Hop@ES, undpxel nANBos avukelpévwy, eninfwy,
€vas oNOKANPOS KPUUPEVOS KOOUOS.

Anfo épyo napoucidlel, pe Povio peydno olvono
NoAUKATOIKIGY, Pia opdda IV KOPIToIY Nou, Yup-
vavtas v nAdn otov Beatn, Badilouv oe nedbpopo,
otwnv Manid Bounn, npos 10 dyadua tou Kodokotpw-
vn. Apiotepd Kitpivo danedo, kitpivo dévipo, kal ynAd
unne oupavos kal nopeupd niioBacifepa. Addo épyo
o€ Npto eninedo aneikoviel éva Eepd 6€vipo Kal niow
ddna peyanutepa dévipa, éva aocukd tonio otnv nAa-
teia KAauBuwvos, ocuvonukd doopévo kal Oe€id pia yu-
Vaikeia glyoUupa Pe 0opts, YE anexBn popen, n onoia
Badilel npos tov Beatn. Eva pikpd opidvuo €pyo pE
T€00€PIS QIyoUpEs Kabiotes pnpootd o€ kAgiotd payadd
KI aplotepd, onws navia, éva &évipo. Adda duo €pya
opidovua, 1o éva pe avBpdnous nou RBadilouv oe nelo-
dpopo, pia konéna pe Agukd copTs, yupicel tnv NAdGtn
otov Beatn, evad 6An n g€id nAsupd katakAuletal and
ouinwolgs, kAadid, Aeukd, npdoiva, Kitpiva, pnAie kai
ka@é. Eva anfo €pyo napouciddel nanl gpiyoupes 16w-
péves and tnv nAdwn, nanl veaph konéNa Pe oopTts Kal
6€€1d pia pdvrpa, évas petannikés toixos ouvonukd &o-
opevos, BupiCel (wypagikd agnpnuévo nedio. Kénoia
¢pya eival {wypagiopéva o€ xaptovia h o€ Euno. Adnou
aonpopaupa ouvona, Ye QIyoUpEs O VUXTEPIVG Tonia,
k&nou Olakpivovtal acTUVOWIKOI IE KpAvN N pia OKUPUE-
vn Kupia nou padevel npdypata and Aaikn.

Mia aAAn ogipd entd nepinou €pywv, Nio agai-
peukn, nio e§npeaioviocukda doopévn, dopeital and
dneipes niveni€s, MOU OUYKPOToUv éva tonio 16wpévo
andé pakpid, andé ynAd, énou diagaivetal 0 oupavos, 10



aotukd tonio, Pe 1a Aneipa QWTAKIa Yakpld, oav adieu-
Kpiviotn pada, kai n yn h n Banacoa og npwrto eninedo.
Tpia enions ocuvonukd doopéva tonia, Pe KUpiapxo 1o
unAe, napouaidlouv Béa and wnAd, pe oupavd, GwU-
opévo aotkdé tonio oto B&Bos karl okiés and Bapvous kal
oEukO6pUPa PUTE oto NPWTo eninedo. Tonia s ABNvas,
otou ®idondnnou, yupw and v Manid Boudn, otnv
nAateia KAauBuwvos, ota Metpdiwva, otnv Atukn 066
npos 1o Xaiddpl. AUo dAda €pya, akdPn Nio aPalpel-
K&, napoucidlouv og paupo POVIO KAMOIES OTPOYYUNES
QWTEIVES XPWHATIKES avtavakAdoels, oav undanes, navia
o€ éva aoukoé tonio and pakpld, yiat n nénn, katd tov
kanAiéxvn, éxel navia (wh. Tonia akupwpéva, opnopé-
va, AIVIYUauKa Kal Pe pia petakivnon anod to nio napo-
otaukd oto 6Ao Kal Mo aPalpetkd, nou akodoubeital
Kal nani and eniotpoph otov peafioud.

Ténos, pia oeipd and akouapénes diapoponolou-
vial o€ €Ninedo €Ikovoypa®ias, TEXVIKNS, UOPPNS, XPW-
patos, GWiods, aioBnukns anddoons. Ta épya autd na-
pouaiGlouv OYEIS ECWTEPIKOU XWPOU, TOU Epyactnpiou
A Tou onitoU tou Kadnitéxvn, Ye puTd o€ etacépes, Bada
Kal avukeipeva. Eivar épya owtevd, pe anand xpouata
kal anéAduta peadioukh anddoon twv Bepdtwy.

H Aentouepns neplypapn nou enixeipnoape polddel
oav va aneuBuvetal og kanolov nou Oev BAEnel ta €pya,
adnd w eavtaletal pe tn Bonbeia s oxoAaotkNs ne-
PIYPaPNS pas. H guxépela exktevous napatpnons Kal
€€€1aoNns €K TOU OUVEYYUS TWV OTO EPYACTNPIO KATd TN
ouvopidia pas, kaBws kal 1o yeyovos Ou TOTE Oev TOUS
eixav 600¢i akéua titAol, pas enipoptiCel e pia Avapn
neplypaen, n onoia teAikd anokaduntel noAAd 1diaite-
PQ OTOIXEIO TNS ECWTEPNS UNOOTAONS TWV EPYWV, KaBWs
Kal TNV Npoownikh tonoBétnon tou kanAitéxvn.

H xphon tou xpwpatos ota Nddia og pouoaud h og
€uno beixvel a@Bovia, anAd tautdxpova pIvipaniotkn
andoétnta. To XxpwHa kal N popHa, Pe 1oV 1PdNo Nou
xpnaoigonolouvtal, cuvelopépouv otn S1dBeon anotu-
nwons, anodoons twv aloBnoewy, NS NEPINYNONS, NS
ONUKAS napatnpnons, tou PAéuuatos. Anpioupyeital
Uia NEPIPPEOUOA UMOKEIYEVIKOTNTA TwV aICONUATWV.
MpokAnukh n @uon, ta &évipa. Ta tonia tns noénns,
andd kar ta ecwtepIkd Tou gpyactnpiou, anobidovtal
oav {wvtavoi opyaviopol. Ztnv TeXVIKN kal tnv aiodn-

uKh tou npoétaon, nepinapPBavel pyia aévan petaténion
ano v kaBapd peadioukh anédoon oe nio pivipadiou-
KEs eneCepyaaies, EENPECIOVIOTKNS UPNS.

O1 dnpioupyikés gupovés tou npoodidouv ota
tonia Kal us ouvBEoEls ToU aviypatkes dIaotdoels Kal
avandaviexa aioBnpata. To cuvaioBnua tou Beath eival
éviovo. Ta €puNVEUTKA OTOIXEid TS dnpioupyias tou,
av kal apxika@ poidlouv autovonta kal euAnnta, tenika
Kpatouv KAelotd k&nola unaivikukd dedopéva. O aou-
KOl Xpol, ol GYels Twv Toniwv ToU anonveouv pia pe-
TOQUOIKN NpegPia Kal yia aguéoeaipa nPoowriKmy Tou
ouvaloBnudtwy nou petaPiBdlovial anndxepa otov Be-
ath. O Beaths aioBavetal tnv avdykn va evoKNYel Kal
va OIEPEUVNOEI KPUPPEVES NENTOPEPEIES aNO TOV KPUPO
KOOUO Twv toniwv Kal twv ouvBéoswyv. H oxedlaotkn
ToU HeIVOTNTA EVOWUATMVETAl oTtn {wYPAPIKN TOU Kal TO
xpwpa anobidel 10 pws.

Yus ouvBéoels tou anokanuntovial eukoAa n d1G0e-
on anédoons evos Auplopou kal n payeia s aioBnons
TOU aoukoU Toniou, and KAMoIov nou Qaivetal nws to
ayand. H doun tou toniou otnpiletal v noAdnois otn
yeiviaon kal T ouvunapén, peaniopoU Kal apalpeu-
KOU otoIxgiou, otnv e§npecioviotkn anddoon Kail og pia
nBeAnpévn evannayn katd téonous, OeCid N aplotepd,
ToU nio pivipadiotukoU Kal tautdxpova, dinda, tou Ka-
Bapd peanioukoy, énws euAdwoalEs, eutd kal Oévipa
anoénuta peanioukd doopéva, cav and pwrtoypagia. Ta
6évipa kal o1 puAAwWGOIES eival oav Xapd Twv Patwy,
TaUTOXPOVa Ta KTipia, ol noAUKaTtoIkies epgavidovial oav
10 avand@EUKTIO Kakd, ol oupavoi anotedouv To Mio al-
VIYHOTUKS Kal évtova ouvaloBnuatké onpeio, evad t€Aos
ol pIyoupes dndote gival andAUTa EVOWUATWHEVES 0T
OTOIXEla TNS oUVBeoNSs, cav UNAIVIKUKA XpWUATKE pépn
Tou 6Mou, dnnote poiddouv va {wvtavetouv T ouvBeon
UE TNV €uavaAyvwotn Unap&h tous oto tonio, ki aAdo-
1€ néni napouaiddovtal nBeAnpéva ocav anexbn, napa-
HOPPWTUKA otoIxeia tou cuvoAou. Ta tonia yevikotepa
divouv v aioBnon tou oIkeiou, pIas Kal NPogpxovial
and tn cUCTNPATIKA, aévan, NapathENon Kal JEAEN Tou
(wypdeou, ws «katavafwty twv idiwv Biwpdtwy Kal
EVIUNWOEWV WE Tov Beath.

To oNpAVUKOTEPO XAPAKINPIOUKS NS {wyPadIKNS
ToU XtéPepn eival nws pnaivoByaivel ané tnv ano-



Autn avanapdotaon oto NIo APAIPEUIKO OTOIXEIO.
O1 dnpioupyies tou katadeikvuouv tn diGBeon tou va
KataBéoel éva npoowniké 1Idiwua ouyxpovns avudnyns,
napactatkns {wypagikns, nou dgv ouuPadicel e na-
Aalous twinous napadoaoiakns, cuviNENUKAS avanapa-
ywyns s opatns npayuatkéntas. Mia evaddayh kai
ouvunapén and 1o ewIoypPaPIka PeafiotKd oto anoéd-
Auta apalpetkod, Pe VUEEIS s Npaypaukdtas. To ne-
PIyPaQIké oxédlo skBétel tnv autovopia tou, v dU-
vapn anédoons Tou XMPOoU, TwV IBIaITEPOTATWY ToU To-
niou, Tou oupavou, Twv avBpmNwV Kal TwV KUCOPATWV.
Mpokeital yia pia 101aitepn acukh nBoypagia, apketd ai-
VIYHQTKA, PE QVAYWYES KAl UNAIVIKTKES VUEEIS EIKAOTKWDV
agiv. H unokeipevikn Bedpnon andédoons tou toniou
Kiveitar difote o€ mo acagn nAaiocla kI dAAote o nio
OUYKEKPIPEVN avanapactatkn diatinwaon.
Xapakinpioukd otoixeia tns téxvns tou eival
n (wypagIkh s napathpnons, ye dieiodutkdtnta Kal
kanAiépyeia tou PAéupatos, nou katadnyel otnv noAy
npoownikn andédoon s B¢as tou PAéupatos. Bepatkd
eneloodia nou Bénel va poipaotei pe tov Beath. Peani-
OpOs Kal cuvaioBnpa péoa and tnv Napathpnon Kai 1o
Biwpa. AKOPN NApatnNPOUPE Jid XpWHATIKA 1IKavetnta,
o€ pia KAipaka apKed éviova €ENPECIOVIOUKN, OTOUS
oupavous, ota 6évipa, otn GUOoN, Mou gviote dnploup-
yei tapaxn. Tovikés avantugels Pe pws otous GEOVES Tou
onukou nediou ouvelopépouv oto olvono. To Mo eua-
vayvwaorto gival to naixviél avapeoa otnv andAutn ava-
napdotaon kai v evadnayn, diaguyn, Npos 1o &viova
ouvonukd Kal agalipeukd. Tédos, nepidiafaivovias ta

¢pya tou XtdPepn aicBavopaote v noinon s Qeu-
yanéas, avavupns, povaxikns diafiwons twv Katoikwy
dias peyadounonns, 6nws n ABhva. Ta tonia, ta dévpa,
0 oupavos, ol GvBpwnol cuvundpxouv pe v idia agia,
xwpis 161aitepn afdAnAouxia. H ouvBeon pe xpwpatkn
ouvhBws évtaon anobidel 1o tuxaio, 10 Qeuyanéo, 1o
anoonaocpatkd. Mapddoto 10 yeyovos 6T tautdxpova
ouvundpxouv kai evanidooovial to peanicukod Kai
10 MO APAIPEUKO. Yuxvd otnv andédoon twv HopPpwv
unovopeuel tnv iG1a Tou v Texvikn, pias kal nBeAnpéva
autés eival Blaocukd doopéves, eninedes, oav anouoes,
he duopopPa XapakINPIoUKE, Evid napouacidlovial oav
€va Pe ta Gyuxa uAika kai ta tonia.

Mia véa (wypa®Ikn Npaypaukotnta otn oUyxpovn
eAnnvikN téxvn, and évav ekNPOoWNOo NS VEAS YEVIAS
(wypaewv, nou anokauntel, ekBETel us (WYPaPIKES Kal
oxedlaoukes enidoyes tou Onpioupyou tns. Eudidkpito
OTOIXEI0 TNS TxvNs Tou, Onws hon avapépape, €ival 1o
YEYOVOS NWS oUXVA UNovouEeUel TN {wypapikh devOTNTd
tou, napadidovtas Qryoupes nBeAnuéva ateneis kal aka-
t¥pyaotes, dinda oe navépoppa Oévipa, OToIXEi0 Mou
EeviCel kal eviote npoPAnpartiCel tov Beath. Or NPAKTKES
enidoyés kal 1o anotéfeopa tedikd npodidouv tn Ole-
peuvnukn &1dBson oe pia diadikacia npofAnpatopoU
Kal avadhtnons Tou véou dnpioupyou.

Ap Aiva Toikouta-Agipedn
lotopIkds texvns
EmpeAntpia tns EBvikns MivakoBnkns



A bidirectional movement between
a realistic representation and a minimalistic
expressionistic rendition of emotions:
The new Antonis Staveris’ production.

It is obvious that Antonis Staveris (1973) has shaped
his artistic character through his studies in the School
of Fine Arts, from where he graduated in 1998, hav-
ing received clear influences from his teacher, Dimitris
Mytaras (1934), as well as from his subsequent experi-
ence in the Ecole Nationale Supérieure des Beaux Arts
of Paris, where he continued in 1998 as part of the
Erasmus program, in Vladimir Velickovic's (1935) work-
shop.

If we attempt to make a brief review of the evolu-
tion of his work from 2001 onwards, in relation with
his thematic and aesthetic development, we could
outline the following: In his first works of the 2001-
2002 period, in his individual exhibition in the “Ekfra-
si” art gallery, the colors are impressive; unexpected,
predominant skies of intense blue, pink, fuchsia. We
can detect affinities with his present works and the
urban landscapes. Later, in 2005, in the same art gal-
lery, there is a harmonious continuation where in the
urban landscapes we can observe a serenity of col-
ors, with bright big spaces, where a uniform color is
massively placed in the upper and lower part of the
painting, while the figures, streets and buildings are
placed in the middle. In 2006, in the “Epsilon” art
gallery, we discern a very intense differentiation in his
expressive formulation and his aesthetic denouement.
The works are characterized by an ablative, minimalis-
tic rendition with an expressionistic writing. The colors
acquire a leading role, the brushstroke is prominent

and the theme, the sea, the swimmers, the architec-
tural constructions, are rendered clearly albeit roughly.
In his individual exhibition in “G 24" in 2009, he takes
a pivotal turn. The works are bright, and the theme
concerns plants, mainly indoors but outdoors as well.
The focus is interesting, on the floor, mosaic or wood.
The floor becomes poetic and magic, through its mat-
ter. The plants are leading and surprise us with their
vividness, wilderness and beauty. The human figure is
absent, the plant is predominant; and even in works
such as “Alexandra” the figure is somewhat decora-
tive, voiceless and colorless, corresponding somehow
to the painting on the wall within the painting. Finally,
in 2013, he exhibits again in the “G 24" art space, in
an exhibition titled “Paris - Berlin Notes”, interesting
urban landscapes and trees from his stay, his impres-
sions and his experiences in Paris and Berlin”.

We can certainly say that Antonis Staveris has found
interest and influence in the famous English painter
David Hockney (1937). In the work of the English art-
ist, the themes, the figures, the architecture, the vege-
tation, the swimming pools, as a comment on society,
indicate in a ironic and unstressed manner the joy, the
satisfaction of life, and the intense mood of narration.
Furthermore, Hockney’s thoughts and quotes suit
Staveris. For instance, the English artist simply says:
“I paint what | want to paint, whenever | want it, and
wherever | want it”. He also confesses: “Most of all |
love the handmade images, therefore, | paint myself. The



images always have a theme and a minimum of form.
The fact that | seek to balance those two elements un-
doubtedly makes me a traditional painter”.”

Antonis Staveris new production of paintings ex-
hibited in Fokionos Negri 16, curated by my dear friend
Elisavet Sakareli, is a continuation of his painting in the
past fifteen years.

Iconography in Staveri's work is always dominant,
although at times it constitutes a motive, and closely
linked to his morphoplastic processing which is based
on elements of observation, experience, as well as
wandering in an urban, familiar landscape transformed
into sensation. The exhibited pieces belong to different
units in terms of iconography, technique, and use of
color. To a great extent, they constitute fragments of
the urban landscape.

Nine large paintings display landscapes where
trees predominate; a tree with brushstrokes, as central
element, and different smaller trees and bushes. Here
the lower part is inundated in intense yellow ground,
while the sky in the upper part is of an intense blue and
cherry red color. There, in a house's garden, in the fore-
ground a tree with green and yellow brushstrokes on
the branches, while on the right side, a different tree
is represented more clearly, with a dark blue sky on the
background. A different horizontal painting depicts a
place, near his workshop in Petralona (Athens), with
a garden, trees briefly painted, the buildings on the
right, and the street at the front, resembling a stream.

Other works include figures within the urban land-
scape with the trees. One painting initially depicted a
female figure in a red dress, standing still, and wait-
ing for her dog to urinate. The tree here too had a
leading part, while the half upper part was covered
by the clear blue sky. A few months later, the inces-
sant creative force of the artist which, following an
inner need, transforms and transmutes, turned it into
a bare landscape, removing the figure and retaining
only the dog. This unforeseen modification moves us,
since it gives us the ability to approach the innermost
needs of the artist and to discover the secret world of

1. Karl Ruhrberg, “L" art au XXe siécle, Taschen, Volume |, p. 308.

creation. This revelation brought to mind a hidden se-
cret of Rembrand'’s works which became known in the
museums’ conservation laboratories through the use
of X rays and the observation of the stromatography
of his works. All the works of the great Duch artist
are inhabited, that is under the velvety darkness of his
works, beneath the unique enigmatic figures, there
is a multitude of objects, furniture, an entire hidden
world. In a different painting, in front of a big build-
ings complex, we can see a group of three girls turning
their backs on the spectator, on the pedestrian street
of the Old Parliament of Athens, walking toward the
statue of Kolokotronis; yellow ground and yellow tree
on the left, and up high, blue sky and purple sunset. In
a different painting, a dried tree is depicted in front of
other bigger trees; an urban landscape in Klafthmonos
Square in Athens, roughly outlined, and on the right, a
female figure in shorts, walking toward the spectator,
her aspect appalling. A small horizontal painting with
four seated figures in front of closed stores and on the
left, as usual, a tree. Two more horizontail paintings,
one with people walking on a pedstrian street, one
girl in white shorts turning her back on the spectator,
while the right side is inundated by leafages, branches,
white, green, yellow, blue and brown. In a different
painting we can see again figures from the back, here
too a young girl in shorts and on the right, a fence, a
metallic wall roughly outlined, reminiscent of an ab-
stract painting field. Some works are painted on carton
or wood. There are black and white sets with figures
in night sceneries; somewhere policemen with helmets
can be seen, or a bowed lady picking up things in a
street market.

A different series made of seven works approx-
imatively, more abstract, presented in a more ex-
pressionistic manner, is made of white brushstrokes
constituting a landscape seen from a distance, from
high up, in which emerges the sky, the urban land-
scape, with inumerable lights far back, like an unspec-
ified mass, and the earth or the sea in the foreground.
Three equally roughly given landscapes where blue
predominates, show a view from high up, with a sky, a
lit urban landscape in the back and shadows of bush-



es and peaked plants in the foreground. Landscapes
of Athens, in Philoppapou Hill, around the Old Par-
liament, in Klafthomonos Square, in Petralona, or in
the Attica motorway in the direction of Haidari. Two
more paintings, even more abstract, display on black
background, some round bright coloured reflections,
resembling spheres, always in an urban landscape from
afar, since the city is always full of life according to the
artist. Landscapes abrogated, erased, enigmatic, with
a shift from the representative to the more and more
abstract and then again back to realism.

Finally, a series of watercolors, differentiated in
terms of iconography, technique, form, color, light, es-
thetic rendition. These paintings show aspects of inte-
rior spaces, the workshop or home of the artist, with
plants in shelves, vases and objects. They are bright,
with mild colors and an absolutely realisitc rendition of
the subjects.

The detailed description that we have attempted
seems to be addressed to someone who cannot see
the works but only imagines them through our thor-
ough description. The opportunity to widely observe
and examine the works up closely in the workshop
during our conversation, as well as the lack of titles
at that moment, entrusts us with a rather verbose de-
scription which, in the end, reveals many particular el-
ements of the inner substance of the works, as well as
the personal stance of the artist.

The use of color in the oils on canvas or wood
shows abundance and minimalistic simplicity all at
once. The color and the form, in the way they are used,
contribute to the disposition of reflection, rendition of
the senses, the wandering, the visual observation, the
gaze. A prevailing subjectivity of the senses is creat-
ed. Provocative nature, trees. The urban landscapes,
as well as those inner landscapes of the workshop, are
rendered as living bodies. His technical and aesthet-
ic proposal includes a perpetual shift from the clearly
realistic rendition to more minimalistic processes, of
expressionistic consistency.

His creative obsessions transfuse to the landscapes
enigmatic dimensions and unforeseen emotions. The
spectator’s emotion is intense. The interpretative ele-

ments of his creations, although obvious and intuitive
at first sight, do withhold a number of suggestive ele-
ments. The urban spaces, the aspects of his landscapes
give out a metaphysical serenity and an atmosphere
of personal emotions lavishly communicated to the
spectator. The spectator feels the need to look closely
and discover the hidden details of the secret world of
landscapes and compositions. His drawing skill is incor-
porated in his painting while color renders light.

In his compositions one can easily discover the dis-
position for rendering a certain lyricism, as well as the
magic of the sensation of the urban landscape, by
someone who obviously loves it. The structure of the
landscape often depends on vicinity and coexistence of
realism and abstract elements, on the expressionistic
rendition and on a sparsely scattered - left and right
- deliberate alternation of the more minimalistic and
at the same time, right next to it, of the purely realis-
tic, such as leafages, plants and trees, absolutely real-
istically depicted, as in a photograph. The trees and
leafages are like eye candy, and at the same time, the
edifices, the residential buildings are presented as the
inevitable evil; the skies constitute the most enigmatic
and highly emotional point, while at last, the figures,
at times completely incorporated in the elements of
the compositions as suggestive parts of the whole, and
at times enlivening the composition with their legible
existence in the landscape, and at times deliberately as
appalling disfiguring elements of the whole. In gener-
al, the landscapes give out a sense of familiarity, since
they derive from the artist’s systematic, perpetual ob-
servation and study, as a “consumer” sharing the same
experiences and impressions with the spectator.

The most important characteristic of his painting
is that it enters and exits from the absolute rep-
resentation to the most abstract element. His
creations demonstrate his will to submit a personal
language of contemporary perception, of representa-
tional painting that does not go hand in hand with
older types of traditional conservative representation
of visible reality. An alternation, and a coexistence;
from the photographically realistic to the complete
abstract, with clues of reality. The descriptive draw-



ing exhibits its autonomy, its force in the rendition of
space, its particularities in terms of landscape, people
and buildings. It is a particular urban study of manners,
quite enigmatic, including references and suggestive
allusions of figurative values. The subjective notion of
the rendition of the landscape moves at times within
an unclear context and at times within a more specific
representational formulation.

Observation painting is a characteristic element of
his art, featuring the pervasiveness and development
of the gaze which leads to the very personal rendition
of the view of the gaze. Thematic episodes he wishes
to share with the spectator. Realism and emotion
through observation and experience. Furthermore,
we notice a chromatic ability, in a quite expressionistic
scale in the skies, the trees, nature, quite disturbing
at times. Tone deployments with light in the axles of
the field of vision contribute to the whole impression.
What is more legible is the game between the absolute
representation and alternation, escape toward the
highly brief and abstract. Finally, traveling through
Staveris’ paintings, we feel the poetry of the furtive,
anonymous, lonely living of the residents of a large city
like Athens. Landscapes, trees, skies, people, all coexist

with the same value, without any particular sequence.
The composition, usually intensely colorfull, renders
the random, the furtive, the fragmentary. Paradox: the
realistic and the more abstract coexist and alternate
at the same time. Often, in the rendition of the forms,
he undermines his own technique since they are
deliberately rushed, flat, like absent, with malformed
features, while they are often depicted as part of the
inanimate materials and landscapes.

A new painting reality in contemporary Greek
painting, by a face of the new generation of painters,
revealing the painting and drawing choices of its creator.
A distinctive element of his art, as we have already
pointed out, is the fact that he often undermines his
painting skill by creating figures which are deliberately
incomplete and rough, next to magnifcent trees,
an element that surprises and at times troubles the
spectator. At last, the practical choices and the result
give away the exploratory disposition of the young
creator, in the process of reflection and quest.

Dr. Lina Tsikouta - Deimezi
Art historian
Curator of the National Gallery
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5. International blue Il



6. Monn og kivnon / City in motion







7. H annokotn xAwpida tns pvhpns / The odd flora of memory



8. Nuxtepivih puon / Nocturnal nature 9. ABnvaies / Athenian girls












10. Ae€apevn / Deksameni



11. E€obos / Exit



12. ®iyoupss / Figures



13. MepinAdvnon / Wandering



14. Xwpis titio / Untitled
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15. Yuvunapén / Coexistence







16. Meyadounonn / Megapolis



17. HAektpikn noAn / Electric city
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18. Actuypagia / Urban topography






19. Opath npaypaukoénta / Visible reality
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20. Xwpis titdo / Untitled
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12.
13.
14.
15.
16.
17.
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19.
20.

. Oikeio nepiBdAnov / Familiar environment, 2016, 145 x 110 cm, Aadi o kapPda.

. Xwpfs titdo / Untitled, 2016, 60 x 75 cm, A&dI os kaupa.

. Mapouoies / Appearances, 2016, 66 x 102 cm, Aadi o kapRa.

. International blue I, 2016, 45 x 35 cm, Add1 og €uno.

. International blue Il, 2016, 45 x 35 cm, A&d1 og EUNo.

. MéAn oe kivnon / City in motion, 2016, 120 x 200 cm, Aad1 og kauPa.

. H aAfdékotn xAwpida tns pvApns / The odd flora of memory, 2016, 260 x 185 cm, A&dI o€ Kappa.
. Nuxtepivh ouon / Nocturnal nature, 2016, 260 x 185 cm, AddI og kapPa.

. ABnvales / Athenian girls, 2016, 260 x 200 cm, AAad1 og kapPd.

. Ae€apevn / Deksameni, 2016, 100 x 140 cm, AAdI o€ kapuPad.

. E€obos / Exit, 2015, 20 x 20 cm, AadI og EuNo.

diyoupes / Figures, 2015, 23,5 x 27 cm, Aad1 og Euno.

MepinAdvnon / Wandering, 2016, 6 x 38 cm, Add1 o Xxaptovi.

Xwpis titdo / Untitled, 2015, 22 x 31 cm, Ad&d1 o€ Euno.

Yuvunapén / Coexistence, 2016, 115 x 210 cm, A4dI og kapRa.

Meyadounonn / Megapolis, 2016, 23 x 30 cm, A&d1 o uno.

HAektpikn néAn / Electric city, 2015, 130 x 170 cm, A&d1 og kapfa.

. Actuypagia / Urban topography, 2015-16, 160 x 220 cm, Add1 oe Kappa.
Opath npaypaukoétnta / Visible reality, 2016, 66 x 102 cm, akouapéna o€ xapti.

Xwpis titdo / Untitled, 2016, 66 x 102 cm, akouapéna os xapti.
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