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NOMAAE2 TOY ®OQTOX

ZTHN APXH HTAN TO ®QX - éxt wg puolkd gawvépevo, aAdd
w¢ aoBnukéd a&iwpa. And ekel yevwnBnke n eAAnviki patid: Sidgpavn,
Slauyng, evopatikn. Ki énetta, npBe to Mapiol — 6x1 wg e€wtikdg npo-
0pLOpAEG, aAAd wG TéNog NOATIOPIKNG CUVEISNONG: WG UNTPOMOAITIKAG
opidovtag tou povtépvou.

H €kBeon Once Upon a Canvas anoteAel pla npdtaon 10Topikng ava-
oUotaong Kal algBntikng eppnveiag tng €AAnNVIKAG napouciag oto
naplowvé kaAAitexvikd tonio Tou 2000 awwva. Aev SlapopPwveTal wg
YPQUHIKN agprynon, oUte Asitoupyel wg pouoelakn avadipnon tng o1-
aonopdg ival, avubétwe, pla nukvh tonoypagia, évag evvoloAoyIKag
XWPOG atoxacpoy Ndvw otn PETEYKATAOTAOoN, TNV £IKACTIKA TAUTOTN-
Ta Kal tnv oplakn ouvenkn petay napddoong kat vewtepikdtnTag.

H emAoyn twv 6éka kaAAtexvov 6ev unayopelstal and XpovoAoyikd
N oTALoTIKA KpLTnpla, aAAd and tn piloonaoctikn bidétnta tou PAEppa-
16¢ ToUG: NpdKertal yia dnpioupyous Nou Voapkwoayv Tov PNXaviopd
HE Tov onoio to eAANVIKS otoixeio dlaxéetal, apopolvetal Kat TEAIKA
HETOUCLWVETAL PEOA OTOV PETAMNOAEHIKS eupwndikd SleBviopd.

H petavdoteuon, otnv nepintwon toug, dev eival euyn: eivat ékppa-
on. To Mapiol dev Asitoupyei wg kataguylo, aAAd wg epyaoctiplo.
Eivat nedio enavanpoodloplopold tng KaAArtexvikng tautdtntag
T6N0G EVIAOEWY, HETAYPAPWV Kal HETAoXNHATIOHWY. H eAAnvikdtnta
€dW bev ekpépetal wg eBvikN pntopikn — aAAd w¢ PwviA: PE €UPOG,
BaBog kat naApikn didpkela.

O MalAog, opyavwvel TIG KATAOKEUEG TOU WG TEAETOUPYIEG Tou EPN-
pepou. Koppduia apioag, xaptiol, Bpalopata tunoypagiag, opyava-
vovtal wG KoAAd, 6nou To €QMNOPIKO AVTIKEiPEVO petaoxnpatidetal o
€IKaotikG oupBoAlopd. O kaAAtéxvng anodopel th onpacia g UANG,
peTatpénovtag ta katavaAwtikd anoppippata o€ opyavikég eykataotd-
OEIG, YEPUPWVOVTAG TN YAUMTIKA PE TNV aloBntikn tTng pop kouAtoupag.

O daolavdg, evOeEXoPEVWE 0 Mo «EAANVIKOG» EKPPACTAG AUTAG TNG
opddag, eVvowpatwvel TNV apxaikn Atétnta pe ta kabnpepvd tou
B¢pata, napadidovrag pia Ploypagia tou epnyepou. AlapopPvel
pla veonapaotatkotnta, 6rnou n eAANVIKA apxaldtnta unoPdokel oxi
WG €lKovoypa@lko ddvelo aAAd wg pubpikn apxn tng olvBeong. Aev
aneikovicel Bupdtal. OL popPEG Tou Sev aTékovTal PEPOUV PWG, ava-
HVACEIG Kal npoatwvia kivnon.

O laitng, anoyupvwpévog and neptypagikn avanapdotaon, dlapop-
Qwvel pla Ylwooa pe oupBoAa kat puBpd. H apaipeon dev odnyel
otnv anouoia, aAAd otn ouykpdTnon evég enavaiapBavopevou oxi-
patog 6nou o puBudg yivetal elkovonAaotikn yAwooa - kat n pdla
anoktd popen.

O KeooavAng, npwtondpog ¢ pn-avanapactatikng ypaeng, ava-
oUpel pia unoouveidntn apxatoAoyia tou BAéppatog. H eikovonolia
tou bev apnyeitat aAAd unawviooetat: pla eniteAeotikn naAvdpopnon
avapeoa otnv anelkévion kal tnv anouaia. MNpoteivel pua ekéva oe

anooUlvBeon, oav pPvApn Mou avtlotéketal otn AnBn, avadopwvtag
T0 BAéppa péoa and to xpovo, TN PVAPN, TNG Xelpovopia.

O MaAtédog, unawviktkog kat Aentaiobntog, pe XpwHATIKA PEOW
Kal oxeddv OlaAoyloTikn Npooéyylon, dev €IKOVOYPAPEl: MPOTEIVEL
XWPOUG eowteplkotnTag. Ot enpAavelég Tou napanépnouv oe to-
noug nou dev xpetadovtal apnynaon, eni¢ntolv olkeldTnTa. XpWpa Kal
Hop®n olwnoly, agnvovtag tov Beath va avanveloel evtog Toug.
la tov MaAtédo n Aitdtnta dev eivarl évbela- eivat andgaon.

O Meppakog, pe €pyo Aentaiobnto kat yepdro uAikdnta, oxoAldlel to
aotikd Kal To acuveidnto pe npepn pntopikn akpieiag. Ot cuvBéoelg
TOU evéxouv tov pubud tou otoxaopoU — elval anoonacpatikég Kal
€vOOOKOMIKEG, 0aV ONPEIWOELS 0TO NEPLBWPLO £VHG AYPaPOU KEEVOU.

0 Mpdoivog, pe to nviynpd tou e€npeatoviotikd okotddl, dnpoupyei ent-
@aveleg énou n {wypagikni gival eyypapn ouvaloBnNPAtIKwy EVIATEWV.
Eowotpepng kat dpapatikég, oplAedel tny engpdvela oav tono ndAng
petaflu ouveidnong kat ok6toug. H dwypagikn tou kivntonolel thy ai-
06non. Aev e€lotopei- unevBupilel, wg Péoo Kataypagng g aywviag.

O XInupo6noulog, e auotnpdtnta YEWHETPIKN, enefepyadetal To oxn-
Ha wg apxn grhocopikn. To €pyo tou dev gival apaipeon aAAd ava-
Ywyn: pia PETA(UOIKA YPAUPATIKN HOP@WV nou unaviooetal Sopég
népav tng aledntng npaypatikdétntag. Ot YEWHETPIES TOU €ival MUKVEG,
oxedov tepatikég. To oxnpa dev enBdAAetal, aAAd anokaAuntetal H
{wypapikn yivetal yAwooa tng olwnng, dev eniBdAAetar avaduetat.

O Toiykog evtdooetal otov ekPpaotikd eENPETIOVIOPO TNG YETANo-
Agpikng neplddou, pe Eupacn otn Pop@LKN NApapépPwon Kal
ouvaloBnpatikn nukvétnta. Ot lkéveG Tou dev unakoUv OTnNV OMTIKN
opBdtnta: petatpénouv To UAIKG UNGAEIUpA O PETAPUOIKS tornio. To
XpWHa tou eival xwpa kat tpadpa - Kat n ekdva tou éva naAipynoto
pVAUNG, 6nou o xpdévog dev éxel katelBuvaon - pévo Pabog.

TéAog, o TAKNG, 0 apXITEKTOVAG TOU adpaTou, EVOPXNOTPWVEL TN YAU-
nTkA wg nedio duvapewy, anotAonolwvtag t Hop@n NPogG XAapLv Hiag
€0WTEPIKNG evépyelag. Ot payvnTkEG TOU KATAOKEUEG avaptolv tnv
UAN otnv awwpnon, unovopelovtag th Baputnta, npoteivovtag éva
€vvoloAoyikd YAUNTIKO 16{wpa 6rnou n evépyela Kal To Kevd anoteAolv
Sopikd ouotatikd tg péppag.

H ¢kBeon Once Upon a Canvas eival pia npdtaon enavévtagng tng
EAANVIKNG TEXVNG OTOV MAyKOOUIO POVIEPVIOTIKO XAptn, wg (odTin
@wvn. Aev Kottddel niow- koltdlel evtdg. Me 1o BAapog Tou xpdvou Kat
TNV £yyunon t¢ SOKIPaopévng TEXVNG, OUYKPOTEL OxL povo aloBntikn
epnelpia, aAAd a&la. K&Be €pyo €6w €ival TeKPnplo MOAITIOPIKAG UneE-
paiag. Kat wg tétolo, unepPaivel To e@npepo.

EAévn Matod, lotopikdg Téxvng



NOMADS OF LIGHT

IN THE BEGINNING, THERE WAS LIGHT—not as a physical
phenomenon, but as an aesthetic axiom. From that, the Greek gaze
was born: transparent, lucid, visionary. And then came Paris—not as
an exotic destination, but as a place of cultural consciousness; as
the metropolitan horizon of the modern.

The exhibition Once Upon a Canvas offers a proposal for historical
reconstruction and aesthetic interpretation of the Greek presence
within the Parisian art landscape of the 20th century. It does not
unfold as a linear narrative, nor does it function as a museological
re-examination of the diaspora; rather, it is a dense topography, a
conceptual space of reflection on displacement, visual identity, and
the threshold between tradition and modernity.

The selection of the ten artists is not dictated by chronological or
stylistic criteria, but by the radical nature of their gaze: these are
creators who embodied the mechanism through which the Greek
element is diffused, assimilated, and ultimately transfigured within
postwar European internationalism.

Migration, in their case, is not flight; it is expression. Paris does not
function as refuge, but as laboratory. It is a field for the redefinition
of artistic identity; a place of tensions, transcriptions, and transfor-
mations. Greekness here is not expressed as national rhetoric—but
as voice: with breadth, depth, and pulsating duration.

Pavlos organizes his constructions as rituals of the ephemeral. Frag-
ments of posters, paper, and typographic remnants are assembled
as collage, where the commercial object is transformed into visual
symbolism. The artist deconstructs the meaning of matter, turning
consumer debris into organic installations, bridging sculpture with
the aesthetics of pop culture.

Fassianos, perhaps the most “Greek” voice among the group, inte-
grates archaic simplicity with everyday themes, delivering a biog-
raphy of the ephemeral. He develops a neo-figuration where Greek
antiquity underlies not as iconographic quotation, but as a rhythmic
principle of composition. He does not depict; he remembers. His
figures do not stand still; they carry light, memory, and primeval
movement.

Gaitis, stripped of descriptive representation, develops a language
of symbols and rhythm. His abstraction does not lead to absence,
but to the formation of a recurring shape, where rhythm becomes a
pictorial language—and the mass assumes form.

Kessanlis, a pioneer of non-representational writing, unearths a
subconscious archaeology of vision. His image-making does not
narrate but suggests: a performative oscillation between depic-
tion and absence. He proposes an image in decomposition, like
memory resisting oblivion, reconstructing vision through time,
memory, and gesture.

Maltezos, allusive and finely tuned, with chromatic restraint and a
nearly meditative approach, does not illustrate; he proposes spaces
of interiority. His surfaces allude to places that require no narration,
but seek intimacy. Color and form remain silent, allowing the viewer
to breathe within them. For Maltezos, austerity is not deprivation;
it is choice.

Pierrakos, with delicate, materially rich work, comments on the ur-
ban and the unconscious with calm rhetorical precision. His com-
positions carry the rhythm of reflection—they are fragmentary and
introspective, like notes in the margins of an unwritten text.

Prassinos, with his dense expressionist darkness, creates surfac-
es where painting becomes an inscription of emotional tensions.
Inward-looking and dramatic, he sculpts the surface as a battle-
ground between consciousness and shadow. His painting activates
sensation. It does not narrate; it reminds—functioning as a means
of recording anguish.

Spyropoulos, with geometric austerity, processes form as a philo-
sophical principle. His work is not abstraction but reduction: a met-
aphysical grammar of forms that suggests structures beyond per-
ceptible reality. His geometries are dense, almost hieratic. Form is
not imposed; it is revealed. Painting becomes a language of silence;
it does not impose—it emerges.

Tsingos belongs to the expressive expressionism of the postwar
period, emphasizing formal distortion and emotional density. His
images do not adhere to visual correctness; they transform mate-
rial residue into metaphysical landscape. His color is both soil and
wound—and his image, a palimpsest of memory, where time has no
direction—only depth.

Finally, Takis, the architect of the invisible, orchestrates sculpture
as a field of forces, dematerializing form in favor of internal energy.
His magnetic constructions suspend matter in levitation, undermin-
ing gravity and proposing a conceptual sculptural idiom where en-
ergy and void are structural elements of form.

Once Upon a Canvas is a proposal for the reintegration of Greek art
into the global modernist map—as an equal voice. It does not look
back; it looks inward. With the weight of time and the assurance of
tested art, it constitutes not only an aesthetic experience, but value.
Each work here is a testament to cultural capital. And as such, it
transcends the ephemeral.

Eleni Gatsa — Art Historian



PAVLOS (DIONYSSOPOULOS) (1930-2019)

O MAYAOZ, péoa and tn yéviun tou napapovn oto Mapiol, avé-
TpePe T0 KaBeotwg NG elkdvag Kal Tou UAIKOU. XpNoLPonoLwvIag
KOHPEvVa xaptid, agpioeg, kat TUNoypapika anopevapla, CUyKpoTtou-
O€ EIKAOTIKEG OUVOETELG UPNANG XEIPOTEXVIAG Kal avaTpENTIKAG EU-
atoBnoiag. To €pyo Tou Pépel pia povadikn naryviwdn nNowntikn - pia
avdyvwon Tou EPpAPEPOU WG HopPIkNG otaBepdg. 1o Mapiot, Pprke
TO KatdAANAo £6a@og yla va avantUEel To €IKaotikd Tou Ugog, ano-

DURING HIS FERTILE years in Paris, Pavlos radically overturned
the regime of image and material. Utilizing cut paper, posters,
and typographic remnants, he created visual compositions of high
craftsmanship and subversive sensitivity. His work embodies a
unique playful poetics—a reading of the ephemeral as formal per-
manence. Paris offered him the ideal soil to cultivate an aesthetic

of simplicity and transformation.

Selkvlovtag tn coia tng anAdtntag.

Gloves

Cut poster paper strips on wood,
plexiglass box

124 x60x4 cm - 1967

Fischbach Gallery, New York
Private collection, Bavaria

Exhibitions: Thessaloniki 1997 (Macedonian
Museum of Contemporary Art), Pavlos, exhib.
cat. p.94/95 with colour illus.

Dayton's Gallery 12 (1968). PAVLOS: Paper
Constructions. Minneapolis: Hoffman Callan
Co, p.3.

Untitled

Paper and mixed media assemblage,
plexiglass box

81,2 x51,5cm-1975

Acquired directly from the artist by the
present owner
Sotheby’s (2024)

Up right
Manteaux
Steel wool coats on a pastel background,

plexiglass box
104 x 77 cm - (around 1973-1974)

Drouot - Richelieu - Ader Nordmann
(2014)

Right
Tree
Poster paper on panel, oil on canvas,

plexiglass box
76 x 56 cm - 1984

Alexander lolas - Sotheby’s (2017)




ALEKOS FASSIANOS (1935-2022)

O ®AIIANOZ, napdt Babid eAAnvikog, ouykpdtnoe To UPOG
Tou otnv naplowvn o@aipa, o Evav uppLdikd xwpo 6rnou o HUBog
ouvavtnoe tn vewtepikdtnta. Me Aitopepn oxediaon kal eninedn,
ouppoAkn xpwpatikn enipavela, dev apnyeitat: nA&Bel éva kéopo
HUBou péoa otnv actikh kaBnpepvdtnta. H napapovh tou oto
Mapiol npooédwoe otnv téxvn tou kaBoAkdtnta - éxi péow g
ano&évwaong anod tnv kataywyn tou, aAAd péow Tng alodnTikng Tng
OUVEXELAG, TOU TAMNOU Kal Tou Xpovou.

Ange Bicyclettiste
Oil and gold leaf on canvas
45x 38 cm - 1968

Artcurial (2011-05-30)

Le Bonheur
Oil on wood
55,5x285cm - 1966

Private collection, North Rhine-Westphalia
Auktionshaus Grunewald (2024)

Up right
Smoker
Oil on canvas

Right

Night lovers
Lithography
65x 51 cm

Left

Lithography

92 x65cm - 1968
Galerie Paul Facchetti (1969). Fassianos, Paris

Homme et oiseau

75x 54 cm - 1982

FASSIANOS, though deeply Greek in spirit, shaped his visual lan-
guage within the Parisian sphere - a hybrid space where myth met
modernity. With linear design and a flat, symbolic chromatic sur-
face, he did not narrate but rather conjured a mythological world
embedded in urban everyday life. His years in Paris imbued his
work with universality - not through estrangement from his roots,
but through an aesthetic of continuity, of place and time.




YANNIS GAITIS (1923-1984)

O FAITHZ AHMIOYPIHXE oto Mapiot pia povadiki ontikh oUvOe-
on, énou to enavalapBavépevo avopeikedo - xwplig npdéowno, PpUAo,
WUxN - JETOUOLWVETAL 0€ CUPBOAO KOWWVIKOU PNSEVIOHOU. LT apXEG
G dekaetiag tou ‘60, eykataAeinel kGBe avapopd oto NPOownIKG
Upog Kal elogpxetal oto nedio NG «avwvupng ypadng». Ot gryoUpeg
Tou, 100dUvapeg PETagy toug, oToIXIoPEVEG o€ NANBOG ouviotolv pla
petagopd ¢ padikng aAdotpiwong. To Mapiot ival to nepiBdAiov

Mou TOU ENLTPEMEL TNV MLo akpaia anoyUpvwon Tou UMNOKELEVOU.

GAITIS CREATED in Paris a unique visual syntax where the recur-
ring mannequin - without face, gender, or soul - became a symbol
of social nihilism. In the early 1960s, he abandoned all personal
stylistic references and entered the field of “anonymous writing.”
His figures, aligned and interchangeable, serve as a metaphor for
mass alienation. Paris provided the ideal setting for the extreme
stripping of subjectivity.

Sans titre [visage]

Composition abstraite

Egée

Oil on canvas Oil and mixed media on canvas Oil on canvas

55x46 cm - 1957
Crait + Muller, Paris (2024)

116 x89 cm - 1963
FauveParis (2015)

100x 73 cm - 1957
Galerie Diderot, Paris / Crait + Muller, Paris

Composition
Mixed media on canvas
54 x72,5cm - 1960

Daguerre, Paris (2024)

Sans titre
Oil on canvas
61 x46.5cm - 1957

Crait + Muller, Paris (2024)



NIKOS KESSANLIS (1930-2004)

O NIKOX KEXXANAHZX evtdooetal opyavikd oto owpad tng He-
TANOAEPIKAG gupwnaikng npwtonopiag, wg pioonactikdg avade-
wpntng g eikévag. Xto Mapiol, and g apxég g dekaetiag tou
'60, npBe og yoviun oUykpouon HE TIG EMTAYEG TOU HOVIEPVIOUOU,
EVOPXNOTPWVOVTAS €va NPOoWIKO EIKOVOKAAOTIKG Ae§IAGYL0. Me Tn
xpnon pwtoypapiag, autépatng avanapaywyng Kat enpaveiakwy
napeppdocwy, enivénoe ta «Mécanographies» — €IKOVEG-UNXAVES,
6nou n €lKovioTIkA Befatdtnta petatoniletal og XWPo applonpiag.

Image
Mixed media on canvas
100 x 100 cm - 1961

Artcurial Beurret Bailly Widmer (2024)

NIKOS KESSANLIS belongs organically to the body of postwar
European avant-garde, as a radical re-interpreter of the image. In
Paris, from the early 1960s, he entered into fruitful conflict with
the mandates of modernism, orchestrating a personal iconoclas-
tic vocabulary. Through photography, mechanical reproduction,
and surface interventions, he conceived the “Mécanographies”-
image-machines where visual certainty dissolves into ambiguity.

Ucello Verde
Oil on canvas
81 x 100 cm - 1957

Artcurial Beurret Bailly Widmer (2024)

Image
Oil and paper on canvas
80x99,5cm -1962

Artcurial Beurret Bailly Widmer (2024

Terra e Cielo
Mixed media on canvas
70x99,5cm - 1959

Artcurial Beurret Bailly Widmer (2024)



YANNIS MALTEZOS (1925-1987)

O MANTEZOZX unnp&e évag and toug nio dlakpitikoug aAAd ou-
OLWOELG EKMPOOWNOUG TNG EAANVIKAG ELKACTIKAG dl1aomopds. Xto
Mapiol, 6nou eykataotdBnke tn dekaetia tou 1950, avéntule éva
BaButata unap&lakd elkaotikd 16iwpa, Baolopévo otnv agaipe-
on Kal Tnv eowtepikdtnta. H {wypaikn tou xapaktnpiletal and
eAeyxOpeveG, oxeOOV HOVOXPWHEG EMPAVELEG, AENTEG TOVIKOTNTEG
Kat olwnnAn dpapatoupyia. H anoucia neprypa@ikwv oToIXEiwy
dev avalpei T ouykivnolakn évtaon Twv £pywv tou- avtibeta, tnv
EVIOXUEL HEOW PG anoyUPVWHEVNG YPAPAG.

Fusee Fantastique
Mixed media on canvas
150 x 50 cm - 1962

Clars Auction Gallery,
Oakland CA (2023)

MALTEZOS was among the most discreet yet essential figures
of the Greek artistic diaspora. In Paris, where he settled in the
1950s, he developed a profoundly existential visual idiom root-
ed in abstraction and introspection. His painting is marked by
restrained, nearly monochromatic surfaces, subtle tonalities, and
silent dramaturgy. The absence of descriptive content does not

weaken emotional depth—it intensifies it through a purified visual
language.

Composition
Mixed media on canvas
73 x60cm - 1963

Clars Auction Gallery,
Oakland CA (2023)

Espace
Mixed media on canvas
80x 60cm-1963

Clars Auction Gallery,
Oakland CA (2023)

Figure en Space
Mixed media on canvas
92x118cm - 1964

Clars Auction Gallery,
Oakland CA (2022)



ALKIS PIERRAKOS (1920-2017)

O ANKHZ MIEPPAKOZ, ané ta téAn tng dekaetiag tou 40, ev-
owpatwBnke otoug KaAAltexvikoUg KUKAouG tng yaAAkng npw-
tevouoaq. H {wypa@iki tou ntav KaAelb0oKAMNIO OTOXACHWVY yid
TN oxéon XWpPou, UANG Kal vonpatog. Ot enpavelég tou pépouv

ixvn and avanvotg, olwnég, Kat eowteplkd PAéppata. To Mapiot
anotéAeoe yI' autdv Oxt anAwg évav téno, aAAd pia NvEUPATIKA
ouvONKN Mou Tou eNETPEYE va €PEUVNOEL TA Opla TOU opatoU Kal
™n¢ avtiAnyng.

Humans
Oil on canvas
90x 116 cm - 1981

Collection Constantin Georgoulis (1924-2006), director of the Hellenic Foundation

of the Cité Universitaire de Paris between 1963 and 2004.
FauveParis (2024)

FROM THE LATE 1940s, Alkis Pierrakos became integrated in
the artistic circles of Paris. His painting operated as a kaleido-
scope of reflections on the relationship between space, matter,
and meaning. His surfaces carry the traces of breath, silence, and
interior vision. For Pierrakos, Paris was not merely a place, but a
spiritual condition that enabled him to probe the limits of visibility
and perception.

Paysage
Oil on canvas
75x107,5cm - 1986

Untitled

Indian ink on paper

75x107,5cm - 1967

Collection Constantin Georgoulis (1924-2006), director of the Hellenic
Foundation of the Cité Universitaire de Paris between 1963 and 2004.
FauveParis (2024)



MARIO PRASSINOS (1916-1985)

O MPAZXINOZ, eykateotnpévog oto Mapiol and pikpdg, Siéoxioe
60 1o €UpoG TNG YAAAIKAG Npwtonopiag: and tov coupeallopd pé-
XpL TNV agaipeon kal Tov Auplopd. Lto £pyo Tou, n enpdvela sival
navta nedio e0wTEPIKNG PAXNG - Hid AvoIXThn Tonoypagia 6nou n
ypapn ouvavtd tov puBud tng guong Kat tou oveipou. H eAAnvi-
kétntd tou dev eival empavelakn- eival unaplakn, xapnAd@wvn,
anootactonoinpévn. Xto MNapiol Bprke Tov kaBpéptn péoa and tov
onolo enéotpePe 0to EAANVIKS PW.

Les Premiers Arbres
Oil on canvas
114 x 146 cm - 1978

Leclere Maison de Ventes, Marseille (2018)

Paysage Turc No 13
Oil and acrylic on panel
50 x 122 cm - 1971
Piasa, Paris (2024)
Bibliography: F. Nourissier,
Mario Prassinos, Ed. Actes
Sud, Arles, 2005, pp. 202

MARIO PRASSINOS, Greek in origin and Parisian by education
and ethos, navigated the full breadth of the French avant-gar-
de—from surrealism to lyrical abstraction. In his work, the surface
becomes a site of interior struggle—an open topography where
writing meets the rhythm of nature and dream. His Hellenism is
not cosmetic but existential, subdued, and distanced. In Paris, he
discovered a mirror through which he could reconnect with an in-
ternalized Greek light.

Bouquet

Oil on canvas

163 x 130 cm - 1961
Collection of Dr. Sanson

Jack Philippe Ruellan, Paris (2017)




YIANNIS SPYROPOULOS (1912-1990)

O XZMYPOMOYAOZ, kaAAitéxvng tng avaywyng Kal Tou otoxa-
opou, eneepydotnke oto MNapiol pla yAwooa apatpetikn, 6nou n
UAN dev unakoUel o€ POppa, aArd yevvdel ouveidnon. Ennpeaopé-
voG and to petanoAepikd KAiga tng eupwndikng agaipeong, dnpi-
oUpynoe ouvBéoelg SopnpéveG NAVw OTNV €0WTEPLKN €vIaon TNG
enupavelag. H xpwpatikn tou ykapa ntav ouxva ynivn, nviynpn,

péoa and otpwoslg Kal eyxapdgelg. O nivakég tou ano@elyouv
TNV NEPLYPAPIKA avapopd - aviiBEétwg, Aeitoupyolv wG avtikeipe-

SPYROPOULOS, a painter of philosophical ascent and contem-
plative rigor, developed in Paris a language of abstraction where
matter does not conform to form but generates consciousness.
Influenced by the postwar European abstraction, he built compo-
sitions upon the inner tension of surface. His earthy, often dark
palette, layered and inscribed, eschews narrative reference in fa-
vor of meditative engagement. Painting, for Spyropoulos, became

a vehicle of ontological reflection.

VO OTOXAOTIKNG EVATEVIONG.

Astros No 2 Kranaos F

Mixed media on canvas Oil with paper and cloth collage on paper laid to canvas
54 x 65 cm - 1963 53,97 x 64,77 cm - 1964

Vergos Auctions (2010) Thomas M. Messer Collection - Doyle (2013)

Bibliography: World House Galleries (1963). Jannis Spyropoulos. New York.

Manraki
Oil and ink on canvas
65x 54 cm - 1961

De Baecque & Associés, Lyon, France (2013)

Bibliography: Chrysantou, Ch. (1962) Yiannis Spyropoulos: Contribution
to the Understanding of the Forms of Contemporary Art. Athens, p. 192




THANOS TSINGOS (1914-1965)

O TZIIFKOZX éiapdppwoe oto Mapiotl éva 16idétuno clotnpa ypa-
eng, peta&u e€npeatoviopol kal Aupikng agaipeong. Ta épya tou
ouxvd dopouvtal yupw and potifa puong - Aouloubia, dévtpa,
vepd - nou &dev aneikovidovtal, aAAd Biwvovtal. To xpwpa, nn-
Xt Kal 6pactikd, Mépel TNV tapaxn plag Yuxng oe avaBpacpo.
H dwypapikn tou Totykou eival anotdnwpa plag Babidg, oxeddv
unap&lakng pova&ldg. To Mapiotl Aeitolpynoe yla tov Tolyko wg
katapuylo kal epyactnplo eAeuBeplag.

TSINGOS developed in Paris a distinct gestural system, between
expressionism and lyrical abstraction. His compositions, often cen-
tered on natural motifs—flowers, trees, waters—are not depicted
but lived. His thick, charged colors express a psyche in turmoil.
Tsingos’ painting is the imprint of a deep, almost existential soli-
tude. For him, Paris was both a refuge and a workshop of freedom.

Composition
Qil on canvas
87 x 130 cm - 1952

It will be included in the catalogue raisonné, by Marc Ottavi
FauveParis (2015)

Flowers
Oil on canvas
60 x 73cm - 1960

Ader, Paris (2024)

Fond Marin
Oil on canvas
92 x73cm-1955-56

It will be included in the catalogue raisonné, by Marc Ottavi
Mercier & Cie (2011)

No 10 Maisons au Port
Oil on canvas
73x92 cm - 1959

Artcurial Beurret Bailly Widmer (2024)



TAKIS (PANAYIOTIS VASSILAKIS) (1925-2019)

O TAKIS kathpynoe ta 6pla petagl téxvng, texvoAoyiag Kat Ko-
OMIKNG EVEPYELAG, ENVOWVTAG pla EIKAOTIKN YAwooa nou dev eixe
nponyoupevo. Yto lMapiol, 1blaitepa ota téAn tng dekaetiag tou
'50 kat tou ‘60, ouykpdtnoe Tov Koppd Tou KIvntikoU épyou Tou,

Baotopévou otig adpateg duvdpelg tou oupnavtog. OL ayvnukég
SopEg, To Pwg, 0 Nxog, N taAdvtwon, yivovtal ta UAIKA Tng véag
YAUNTIKNG NMOU MPOTEIVEL

TAKIS dismantled the boundaries between art, technology, and
cosmic energy, inventing a visual language with no precedent. In
Paris, especially during the late 1950s and 60s, he shaped the
core of his kinetic oeuvre, grounded in the invisible forces of the
universe. Magnetic structures, light, sound, and oscillation became
the materials of the new sculptural paradigm he proposed.

Signal Telesculpture Musicale Signal
Reflective sculpture, prototype Wood, motor, nylon, magnets, painted metal Reflective sculpture, prototype
202 cm - 1990 1238 x40,1 x 12,5 cm - 1966 185 cm-1990

Artcurial, Paris (2011) Horace Richter Gallery, Tel Aviv Artcurial, Paris (2011)
Sotheby’s (2017)
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