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Parodos Diadochou Constantinou Str.

(14 y power lies in the love of the people”, is the title

chosen by Konstantinos Papamichalopoulos for his
exhibition to be presented at Pyrgi, the Vorres Museum Folk
Art section, on November 13. Borrowed from the renowned
slogan of the crown, the title gives the style to the exhibition
presented in the home where Ian Vorres resided for over 50
years.

Constantinos Papamichalopoulos responded to the envi-
ronment created by Ian Vorres, with 25 works that don’t just
share the same space with the folk museum exhibits, but also
techniques and genres, and which were specifically created
to be masterfully hung among pieces of sanctuary doors,
faience, post-Byzantine icons and objects formerly of daily
use, currently high folk art exhibits, obtained by the great
collector over many decades.

Through his painting, meticulous in its every detail, Pa-
pamichalopoulos seeks to implement his particular gaze in
the vast part of Greek tradition presented at Pyrgi, to create
narratives at parallel times, to comment situations and sym-
bolisms, to emphasize images that have created consciences, in
an eventual attempt to make a comment on a very timely past.

Nektarios Vorres
President of the Board, Vorres Museum

A1a86xou Kwvotavtivou ka1 IIapodos ymvia

]:OX(JS pou n aydnn tou Aaou», eival o tithos mou emélede
« L o Kovotavtivos [Tanapixaloémoudos yia v ékOeon tou,
rou niapouoidfetar ous 13 Noepfpiou oto ITupyi, to Aaoypagikd
tpunpa tou Mouoeiou Boppé. Ilappévos amnd to yvwoto toitdro tou
otépparos, o titAos Sivel 1o G@os omv ékOeon mou mapovordetar
oy yla nepioodtepa and 50 xpovia karoikia tou Tova Boppé.

0 Kaovotavtivos Ianapixadlénoudos aviédpaoe oto mep1Pdal-
Aov mou Snpiovpynoe o Tov Boppés, pe 25 épya tou mou Sev
po1pddovtal pévo tov xmpo e ta ekfépara tou Aaoypapikov pou-
oeiou, aAAd texvikés ka1 Oeparoloyies, kai mou Snploupyndnkav
e181kd y1a va xkpepactouv pe paeotpia, avapeoa oe Pnpdlupa,
ayiavs, petaPulavuvés eikoves kar avukeipeva aAdote kadn-
pepivns xpnons, onpepa exbépata vPnins Aaikns téxvns mou
arékmoe oe Pabos Sexaeumv o peydlos ouddékns.

O Ilamapixalénoudos, pe pra {@Oypa@ikn mpooeypévn otny
napapikpn s Aemtopépela, emdimkel va eviddel to 181aite-
po PAéppa tou oto peydlo xoppdu tns eAAnvikns napadoons
ou mapouoiddetal, va dnploupynoer apnynoeis oe xpovous
mapaAAndous, va oxoldoel kataotdoels ka1 oupfoliopous, va
UTIoypappioel €1kOVes mou €xouv Snpioupynoel ouveldnoeis,
EMIXEIPDOVIAS TEAIKA éva 0X0A10 o €va oAU emnikaipo mapelOov.

Nextdpios Boppés
IIpoedpos A.X. Mouoeiou Boppé



A “novelty” at the Vorres Museum!

rt has always been the paradoxical commentary of itself. Like a magic feeling

that replicates specularly. Mirror-like and enigmatic. Moreover, a work of art
always appears as the acid-tongued and brilliant narration of another artwork that
inspired it. Every artistic creation vividly springs out of the belly of a preceding
artwork, where it had symbolically incubated for three days, like Jonas in the bow-
els of the beast (whale-fish). Because art, as you are aware, is the ultimate form of
miracle we are entitled to.

By means of a similar, reflecting humour, Constantinos Papamichalopoulos in-
tervenes in the initial core of Ian Vorres’ collecting “obsession” and in the first
shell - building of his Museum, the so-called folklore, not by creating “dialogues”
as some uninspired bureaucrats might imagine, but by making poetic - ironic as-
sociations. That is, an organized chaos (that’s how the great Hobbeshuum defined
jazz music). I use these terms metaphorically, because ultimately, this is neither
a folklore collection nor a museum. It is evidently a theatre of paradoxes, the
Wunterkammer (or Cabinet of Curiosities), of an esthéte who hoards what he
treasures in a poetic and contradictive manner and who mischievously uses mu-
seological labels to get rid of those who pretend to be experts or scientists. For-
tunately, Ian Vorres always followed his heart. So does Papamichalopoulos, hence
the vivacious outcome.

In a space where the exhibits perform their theatrical roles - Byzantine,
post-Byzantine, folk, scholarly, etc., Papamichalopoulos introduces his own hybrid
heroes that originate from Corto Maltese, manga comics, pop illustration, the fu-
turistic symbols of the Blade Runner -old and new- the golden canvas of icon
painting, as well as some political myths, both dark and transparent, to enthusiasti-
cally fill in the gaps, which, I assure you, do not exist! People who take themselves
too seriously will probably not enjoy the result, in stark contrast with the rest of us.

PS. Personally, I have two, highly discriminatory, reasons to ardently support the cur-
rent exhibition and to shake hands in comradeship with its organizers. The first has
to do with my insistence in the utilization of traditional, museum spaces via contem-
porary art interventions. Constantinos Papamichalopoulos and I have already car-
ried out such an intrusion at our renowned National Archaeological Museum, in the
long gone year of 2013, with the group exhibition “Kridemnon”. The second refers to
the exhibition “History — Irony”, which, in collaboration with Angelos Papadimitriou,
was presented in the new wing of the Vorres Museum in 2014-2015. Do you remember
Nelitarios? I believe that the present intervention is echoing the same, humorous - sub-
versive tradition, a fact in which I rejoice. Why should I deny it?

Written on the thirtieth of October 2017

Manos Stefanidis

YupPaivouv Aioxn e1s to Mouoeiov Boppé!

vékaOev n téxvn Aertoupyovoe ws to mapddofo oxodio tou eautoy tns tou idiou.

Yav ja payeia nou enavalapPaverar katomtpird. Ev eoémpm kar arviypau. Emions,
navta éva €pyo téxvns epgavietar ms 1 0§ 600 ka1 eupués 0x0d10 evos dAdou épyou
éxvns, 1o omoio ka1 1o evénveuoe. To kaOe kadditexviké Snpovpynpa Pyaiver odoldvra-
VO amr6 Ty Ko1A1d evOs IIPOYeVESTEPOU £PYOU OTIOU mapéperve cUPPoAKka mpos ekkOAayn
Tpels pépes, onws o lwvas ota omldxva tou kntous. Eme1dn n téxvn, 1o kataddPate ndn,
eival n Yotat popen Oavparos mou Sikaiovpaote.

O Kwvotavtivos Ilanapuxalémoudos napepPaiver pe avdloyo, xatormpikd x10Gpop
0t0V apX1KO IMUphHva tmv ouldekuk®v eppovav tou Tova Boppé ka1 oto mpmto kéAugos
- xtp1o tou Mouoeiou tou, 10 Aeyopevo Aaoypaiko, Snpuoupymvias 0xt «Sialdyous»
onms Oa mepipevav pepixoi avépmveuotol ypagelokpdtes, aAldd moinukouvs - e1pwviKoUs
ouvelppous. Andadn éva opyavopévo xdos (€tor 6pile v tag pouvoikn o modus Xoprm-
opraoup). Xpnoiponold ed® tous 6pous oxethiaouka ylat Sev mpokertal tedikd ovte yla
Aaoypa@iko, oute yia pouoeio. Eival capas éva 0éatpo napado§otntwv, n Wunterkammer
€vO0s eoTéT 10U owp1dder 6,u ayamdel pe évav tpdmo momnukéd 6o kar napddofo kar mou
XPNOIJI0IIOLEL US IOUCEIONOYIKES EUKETES IAPAIEIoUKA Y1a va Sepoptwbei doous vmokpi-
vovtal tous €181koUs n tous emotnpoves. O Boppés ékave ndvia to xép1 tou. Eutuxas. To
i810 kave1 k1 o [Tanapixadoémoudos, ylautd kai eival 1600 €UTUXES TO AIIOTEAEOHA.

Y évav xapo o6mou ta exkOépata vnodvoviar oav Bearpivor podous - Bulavuvous,
petaPulavuvous, Aaikols, Adylous, KA., o [Tanapixalémoudos kopier tous S1kols tou
uPp18ikovs npwes mou avrlovy vmapdn amd tov Kopro Maltéde, ta pavyka, v mom e1-
kKovoypagia, ta poutoupioukd ovpfola tou Blade Runner, -naliot kai véou-, tous xpu-
00US KAPIIOUS T®V ayloypa@idv aAld xa1 kdmo1ous moAukous pubous, 1060 0KOTEIVOUS
600 ka1 81apavous, yia va oupmnpaoer evbouolaoukd ta keva mou, oas Siafefard, Sev
vnGgpxouv! AvBpwrior mou naipvouv ota oo cofapd tov eautd tous, pdAdov Sev Oa Sia-
okedacouv pe 1o amotéAeopa, avtibeta PéPaia pe 6Aous epds tous ummGAo1IIoUS.

YI'. Ilpoowmikad éxw Svo, axpws pepofnmuikovs, Jéyovs va vootnpi{w Oepud tny mapovoa
éxleon kai va opiyyw ovvadefdpird to xépt twy ovvredeotay tns. O mp@ros éxel va KGvel e
Ny EUOVIL POV @S T1POS TNy afionoinon Ty 1apadoolaK®y, HOVOELAKDY XDPWY |E TTAPEU-
Paoers ovyxpovns téxvns. Hon pe rov Kwvoravrivo Ilamapixadonoyio eixape Siampafer pia
térora ewoPoyin oro afiooéfaoro EOviko kar Apxarofdoykd pas Movoeio kard to pakpo exei-
90 2013 pe tnw opadikn éxbeon «Kpndepvov». O Sevtepos avapéperar otny éxleon «lotopia
- Ewpwveia» nov eixape mapovordoer pe tov Ayyedo Ilamadnunzpiov otn véa nrépvya tov
Movoeiov Boppé 1o 2014/5. Ovudoar Nextdpie; Oewpd nws kKar n twpwn napéufaon oror-
xiferar otny i61a, XIOUUOPLOTIKER - AVATPETTTIEN TTAPAS00N KAl TO YeYOvos Ue evxaplotel moflv.
Awati va 1o Kpvpopey difwote;

‘Eypagov m 30n Oxtmfpiouv eveotdtos étous,
npoy npépav empPolns tou daxtudiou e1s 1o KAevdv Gotu

Mavos Lrepavidns



H vootalyia tou péAlovros oto Aaoypapiké Mouoeio Boppé

e éAe1 ka1 Aiyo Opdoos va otaleis anévavu ota peydla épya. Av yivel autd, eival to
« np@to peydlo Pnpa va ta katavonoels aAnfiva» éleye o I'dvvns Toapouxns, kai
pe autd to aiobnpa o Kevoravtivos Ilanapixalémovdos ouvopidei pe v napadoon oto
IMupyi, v oixia tou Tova Boppé. Exei 6mou mapouvoidfetar onpepa n Aaoypa@ikn oul-
Aoyt tou EXAnva eunatpidn, o {oypapos oupnopeletar pe tov ouldékn, oe pia {oypa-
@QIKN eyKatdotaon and eikool névie épya. To yeyovos mpoolapPaver §exampioth onpaoia,
kalms eivalr n mpdm gopd oy 1otopia tou Mouoegiou Boppé, mou mpooxadeitar évas
ouyxpovos Snpioupyds oto xmpo pe ta Aaoypapird exOépata.

«loxUs pou n ayamnn tou Aaov» eivar to oUvOnpa nmou xuplapxei oe moAAés aibouoes
tou pouoeiou, péoa amd tous OBupeovs tou eAAnvikou Paoideiou, and ta epPAnpaukd mop-
péta tov EAAnvev povapxdv ws ta amlopéva otous toixous mdra pe tous Paoideis tou
oikou twv I'rdv¢pmoupyk. H gppdon mou evowpat®dnke amd tm Aavia oto eédvéonjio tou
BaoiAeiou tns EAAaSas kai, e0doya, Kupidpxnoe otov 10110 €ms 1o moAitelak6d Snpoynei-
opa tou 1974, yivetar agewmpia yia tov K. Ilanapixadémouvdo va pidnoer pe ta oupfola
tou 1tapeA06vtos yia to onpepa.

‘Eneita ané v €éx0eon tou oto EOviké Apxaiodoyixé Mouoeio (oto mAaioio twv 150
xpOvev amd my i8puon tou Mouoeiou, 1o kalokaipt tou 2016), o Ilanapixaldmouvdos
S1epeuva avtiv n gpopd tov polo tou nyéwm: allote ms eoteppévos Paotdias, aAAote ms
«OUVIPOPOS» e S1aKpItKG oTpau®uKNS 0toAns, AAote ws tayods prolifapiavis xmpas,
0 nyéms eVOapK@MVEL TOUS M0 KpuPous dbous tou Aaol ws eleubepwtis ka1 peooias.
Avidovtas eikovoypa@ikd otoixeia and t pakpd napadoon tou Pacilikoy moptpétou
mou exteiveral a6 tov 15° armva ws us pépes pas, and apioes mponayavSioukov mepi-
€XO1éVOU, akOpN Kal amd moptpéta poppmv onws o Mouoolivi, o Ilanapixalémouldos
Bader tnv évvola tou nyéwm oto kGSpo. [Tapadddaooer tov Fedpylo A’, dx1 yia va otndited-
o€l n povapxia, addd yia va apgiofntnoel ov edéw Aaov nyém. Me t oxediaoukn ap-
udwmta mou tov xapaknpifel, autés o1 1816tures «autonpoomoypapies» péoa oe Xpuod
Kaprmo, 18mpéves avapeoa ous petaPulavuvés eikdves tou Mouoeiou Boppé, mepvouv oe
piav apgrofntnon tns Oeomoinons tou nyén, o€ pia KPIUKn s €1k6vas touv kabaylaopov
auteV 1ou ekPpadouv Karola ouypn us npoodokies kal ta opdpara tou Aaou.

Ywv enoxn pas mou xapakwmpifetar a6 my dvoSo tou Adikiopod, n paptupia tou
[Tanapixalémoudou oto Mouoeio Boppé naipver enikaipo xapaxtipa. «Xinv mepimtomon
wm 81k pas», pou Aéel o {wypdgos, «PAénoupe v emkpdmnon tou e0volaikiopoy pe
npdéwna odorAnpourdv xabeotwtov, 6nms 1o kabeotws Madovpo. K1 eved n epmerpia
tou 2000 aidva — a6 tov Xitdep, tov Mouooldivi, tov XtdAiv, o Mdo kai tov IToA Ilot -
éxe1 Oeife1 6u ta kabeotdta autd eixav moAAd Ko1vd pe kévipo tov nyén, moAdoi EAAnves
empévouv va neifoviar and éva Aoéyo x1hiaoukd, oxedov amoxaluvmukox. 8iaitepa otnv
npoownoypapia tou Ilanapixalémovdou pe 10 okdpavdpo aotpovaitn, Suokolevetar
Kavels va armo@uyel tov ouoxeuopd pe v kupiapxn tdon s nodiukns onpepa. Onms
o I'rayxdpiv xpnoiponoindnke and to coPfieuxd xabeotws ms pubikd ovpPfolo pe 10xu-
po Aaiko épelopa, étol ka1 o Snpioupyds avayetal oe e0viko eidmdo, pe v 1816ta tou
koopovavn. Epotnpa, doimdv, napapével kartd 16oo 1o «10xUs pou n aydmn tou Aaouv»

éxel avukartactalei amd tous dnporpaurovs Oeopovs, n mapapéver evepyd moMuxkd s
aobévela ka1 6x1 ws eAmida.

Avdaloyo polo éxouv kai ta mdoia. Ta modepikd kapdfia tov apx®v tou nepacpévou
aidva mou ouvavroupe otous xmpous tou Mouoeiou Boppé, annxoldv v avdykn tou
vedteuktou eéAAnvikoU Kpdtous yia tv mpofodn ms orpaumukns tou 10xvos. Aimla tous,
o ITanapixaAdmoudos tomo0Oetei kou@dpia Papidv ws modepikés pnxaves, Byalpéves and
tov Kdopo tou Iepdvupou Mmos. Tnv orpaumukn §vapn ws pépos s emionpns Kkpau-
kns 18eodoyias oupPoliouv kai o1 tpels tepatdpopPol modepiotés nave and m Odlacoa.
Exei, o {oypdgos mlnoiader eppavds v 1anmvikn aiodnukn, €Xovias oto vou tou api-
ogs mou napouoiadav vy 1anwvikA pidrtapioukn pnxavi va ouvipiPer otov Eipnviké tov
apepikavo erofoléa.

O INanapixalémovdos eviagépetar yia t Pulavuvi napddoon, otpépovias to PAEp-
pa €o. «H mepinmtmon tou Xokouodi» Aéer «pe enavépepe nd miow owm Pulavuvh mapd-
Soon. Eival o mo yianwvas kadArtéxvns, ene1dn aviéypaye {éva mpos my 1anmvikn téxvn
texvdopara and m ypappikn mpoorrukn, my {oypa@ikn ek wu guoikou. O Xokouodl,
mou eival onpa xatate0év tou yranmviopov, Sev akodoulnoe tov §dokald tou, avuypd-
govtds tov, aAld SoUAeye ex TOU PUOIKOU, IOU Ntav avikouvoto tote. Ilpoonddnoe va
¢gudgel pia wnoloyia 1anevikn, dev tov otapdnoe 6t n YpappIkn Ipoorukn Atav §&vn-
avubéwws, v enéfale, mpe éva davelo kar v ékave 1anovikn. Ki epeis maipvoupe
avudavela and naviov, eipaote n napadoon s TopNs je pia aoUAANITN AQPOPOIWUKA
IKavOtnIa».

O Ilanapxalémoudos mapakolouDei pe eypnyopon us pop@oloyikés ava{ninoels
ovyxpovov landvev (Aéyou xdpn, tov [apaykouvtor Axkipa). KaBopioukn onpaocia ot
Srapopemon tou poppomdacukov tou 181dpatos eixav §vo tadidia mov npayparonoinoe
omyv aolaukn xdpa. lontevtnke and v napadoon tns lanwvias, OéAnoe va paber v
yAdooa ws yia va tn yvopioel oe fabos ka1 pe avtny ouvéSeoe, ev moddois, kar tnv ayd-
IIN y1a Ty pop KouAtolpa, ta KOpIKs Kal ta video maixvidia.

K1 e8@ ouvavtape pia dAAn napadofotnta: evd eivar kadAitéxvns mou vmepaoiietal
m {wypa@ikn pe péoa akpaipvads {oypa@ika —oto oxé510, 0N XAPAKUKN KAl O€ Tapa-
Soolakés texvikés— eubuypappionke apéoms ous avalnoels s Pnplakns emoxns. H
emidpaon twv PrvreonaixviSidv vmnple kabopioukn oto e1IkOVOYypaAPIKO TOU UPOS, OTI®S
¢@avnke omyv ékbeon yia 1o «Meydlo Xpuoo Aopduo» (Aoutpd twv AépnSwv tou Mou-
oeiou EAAnvikns Aaikns Téxvns, Iavoudpios - Mdpuos 2015). Tmpa, oto Mouoeio Bop-
pé «oupmAnpdver» Kdtm amo to noptpéro tou F'ewpyiov A" n681a ka1 pas tov napovoidler
s npwa P1ovikd, pia avipomnopopen pnxavi. AANG kar Simda, otous év8oSous Npwes ts
ebveyepoias 1 ta Pacilikd npoéowia, elo0ayer viedkdates {wOPopPes «kupies s avdns»
Ka1 YKPOTEOKES PIYOUpPES OTPAUMUKDV [ie Kepddl KOkopa n fatpdxou avtiotoixa. Aev tov
vo14de1 mAéov n avaykn va evtaxOei kdmou ka1 ev unotdooetar oe 6,u Hewpeitar «{wypa-
¢1x6». H Suvatétnta va evorver parvopevika actpfata npdypata oe piav eikéva, Sndadn
1o va PAéner Bulavuvo peué oe eikdves emotnpovikns gpaviaoias, Sepéves pe npowuna
1ANI®VIKG, eival anotéleopa s YnPlakns tou epelpias.



Yy nolugouakn evopaon mouv mapéxel ma o Pnprakos k6opos, o {wypapos avrlei
pia tepdoua PifAiofnkn 6mou KAvel xpnon €mavaolkelonoinons, jie CUPRIANPATA €1KO6-
vov, evvolov, enoxmv. H enipovn Onteia tou ous vées epappoyés tou enérpegav va
apopoimoel Snp1oupyikd ta Pn@rard pop@oloyikd emtedypara Kal va ta ouvappooel pe
us aio0nukés apxés ms Suukns tou mpornadeias kar s Pulavuvns téxvns. «H {wypa-
¢irn Sev eivar tou PAéppatos», Aéel, «to PAéppa Sev eivar abdo. Aibdoketar va PAémer
pe évav tpono. H {wypagikn givar évas tpémos va PAénels tov koopo kar va perarnddders
o i810s v mpaypauxdmra» Kai yia va to e§nynoer avtd @épver §vo napadeiypara: «o
Nrteykd vnotifetar 6u é{noe 1o tédos ms {wypa@ikns pe my élevon s PwIOypaPias.
Xpnorponoinoe 6pws tm goroypagia yia va ¢uasel, va Pper vées méles, véous tpomous
TOU OM}ATos, IOV Jie To yupvo pau 8ev propovoe va dei. ‘Otav, as molje, ékave m oepd
1€ TA «IIITIKA» OS EPACITEXVNS PMOTOYPAPOS, XPNOIHOIIOINOE €va TEXVIKO €00 Yla Va eIna-
vi§puoel v {wypapikn tou, va vy enavacuotnoel otov kéopo. AAAG ka1 o Evykp ékave
akdpn kaltepn mpoomuoypaia, prpovpevos oxedov to péco s poroypapias».

O INanapixalémouvdos §exkabapier ta mpdypata pe us amoPels 0u autés, Tou eival
Baoikés yia v katavonon s kadlitexvikns tou 18100uykpaoias. Oavpdder v «eddn-
VIK» TEXVD, 6ms eKPpadetal otn Siaxpovia ts and my apxaidmra, 10Us EAAnVIouxovs
xpovous, m Pulavuvi napddoon kai tm Adikn téxvn: amoppirrtel, GPmS, TAUTOXPOVA TV
ka0e doyns npoomdfela avuypapns tou naped06vros ka1 IPooappoyns ota mpdtumnd Tou.
Epmvéetar a6 w peydAn pntpa s Snpiouvpyias kar avidei 6,u tov e§unmpetei. Ki auté to
KaGvel emkalovpevos tous mepaocpévous EAAnves Snpioupyous, mou enédee yia Saokd-
Aous tou ka1 mou Y1’ auTOV avUIpoomIEVouY v napadoon.

O Toapotxns, téoo ota épya 600 ka1 ota ypartd tou, otadnke katalins my e§éAiln
tou Ilanapixaddénoudou, eve o’ autdv anodider o exivnpd tou ot {wypagikn. Aev gival
n aiobavukn exk§oxn tou «toapouxikol» véou mou PAémels oto €pyo tou {wypagou. To
onpavuko mou koitd otov Toapouxn k1 autd eviomier ws «eAAnvikd» eival n emonpavon
tou Saokdlou 6u otekopaote «avapeoa oe Avatodn kair Avon». «Av dev nitav o Kovro-
Ylou, 8ev Oa eixape tov Toapouxn. Kar o Toapouxns xatdhafe tov Matis, peletdvias
tov Xuabdpn, tov AeSovoapo. ITapdAAnda, avakdAuge u onpaiver {oypapikn €k 10U Gu-
01KOU, Otav eide 1o amotédeopa pias epyaocias moAy ouOTHPATKAS, PN VATOUPAAIGUKNS,
onws nav n akouvapéda pe Oépa to pwoaikd ms Médouoas tou Ilelpaid», e€nyei, pa-
VEPAOVOVTAS IIOCO TOV oaynvevel n amnomelpa cuvdeons tou Aaikoy e to Ady1o otoixeio,
al\d ka1 n avayvoon ws Suukns Adyias {oypagikns amd v edAnvikn mapadoon. Ye
pia mpoPfolikn tavuon pdliota pe tov kopugaio Sdokalo, o Ilanapixalémouvldos amoka-
Avmrter v ouoia s mapouoias tou oto Mouaceio Boppé: «IIpoornabm va evdrow eddnvi-
KE€S €1KOVES N TeXVIKES Jie IpoPfolés amd Pnelakda épya téxvns, onws Prvreonaixvidia. Ae
vi®obw Aowdv afola oe éva daoypapikd pouceio, adldd avubétms vimbm ms «eAAnviko»,
10 va npoonade va evid§w to PAéppa pou péoa otnv eAAnvikn mapadoon. Me evliagé-
pel va eviaxOd o i810s péoa oy 10topia tns €AANVIKNS TEXVNS AKOPN K1 AV améppiia
wm Pulavuvn {oypagikn, onws o Oeotokdmoudos. Otav o i810s anokabdpOnke and kdbe
emi8paon, telika éyrve pe évav 1816tumo tpomo Pulavuvds. Ipoomabei va Pper kovd pe
authv vy napddoon 1 epmvedoels avtns s napadoons, va piel oe autd o “xmveutnpr”,
6x1 y1a va petpnbei, adda yia va §ooel ppéokia mvony.

Yy kabapn npdOeon tou [lanapixalémouvdou va ouvopidnoel pe v napadoon pro-
pel xkaveis va eviomioel 18e0loyikés ouvagpeles pe tov avlpono nou éotnoe 1o Mouoeio
Boppé. Ynv apxikn tou popen, to pouvoeio §exivnoe ms Aaoypagixo. O Tov Boppés eide
ot Aaikn koultoupa avuxkeipeva upnAns téxvns mou kaveis dAlos Sev éPAemne. Exave,
Aowdv, jia 1810¢un petackevn oV avukelpévov kabnpepivias xpnons N amokmpdrmv
pe dAAn @uon - puldmerpes nou yivave tpanédia, youpves oe maptépla, Kavindépia K.q.
Yo napaderypa tou Tova Boppé, o Ilanapixalémouvdos cupnapatdooetar dpipos s Kal-
Mitéxvns kar faberd mohiukos. Oikelonoieital o 0GvOnpa «10x0s pou n aydmnn tou Aaou»,
o6rou Aads, o Aaik6 otoixeio, n {doa mapadoon v omoia epParmtifetar. Kar Snproupyei,
6x1 povo yia t §1kn tou yevid, adAd pe to aichnpa 6u n napadoon mou Ppnke kar n ovy-
xpovn kadArtexvikn Snpioupyia amotelovv eviaia, tautdxpovn mpasn.

lNopyos Mulwvas






Nostalgia for the future in the Vorres Museum’s Folk Art Collection

CCIt takes courage to confront significant works of art. If this occurs, it is the first
big step to truly comprehend them”, Yannis Tsarouchis used to say. With this in
mind, Konstantinos Papamichalopoulos converses with tradition in “Pyrgi”, the former
home of Greek nobleman Ian Vorres, which houses the museum’s folk art collection.
Somehow, the painter becomes the collector’s fellow traveller with a painting installa-
tion comprised of twenty-five art works. This acquires special significance, as it is the
first time in the history of the Vorres Museum, that a contemporary creator is invited to
exhibit in the folk art museum.

“My strength is the love of the people” runs the slogan that prevails in many of the
museum’s halls, from the coat of arms of the Kingdom of Greece, the iconic portraits of
Greek monarchs to the numerous emblematic ceramic plates depicting members of the
Gliicksburg Dynasty that hang on the walls. This phrase, incorporated by Denmark in
the coat of arms of the Kingdom of Greece —which justifiably influenced the nation until
the 1974 State Referendum- becomes the starting point for Mr. K. Papamichalopoulos
to communicate with symbols of the past about the present.

After his exhibition at the National Archaeological Museum (in the summer of 2016,
on the occasion of 150 years since its founding), this time Papamichalopoulos explores
the role of the leader: sometimes as a crowned king, sometimes as a “comrade” bearing
a military uniform, and sometimes as a leader of a Bolivarian country, the leader sym-
bolises the innermost desires of the people as liberator and Messiah. Drawing illustra-
tive elements from the long tradition of royal portrait painting spanning from the 15th
century until our days, from posters of propagandist context, even from portraits of
individuals such as Mussolini, Papamichalopoulos is reframing the concept of the leader.
He transforms George I, not to publicly renounce monarchy, but to question the divine
right of the people’s leader. With his draughtsman’s skills, these atypical “self-portraits”
depicted in a golden background, when observed among the post-Byzantine icons of the
Vorres Museum, they challenge the deification of the leader, criticising the consecrating
image of those, who at some point, express the aspirations and hopes of the people.

In our days, when the rise of populism prevails, Papamichalopoulos’ testimony at the
Vorres Museum obtains a timely feature. “In our case”, the painter confides, “we observe
the prevalence of national populism in the context of totalitarian regimes, such as the
Maduro regime. And whilst the experience of the 20th century —from Hitler to Musso-
lini, Stalin, Mao and Pol Pot- has shown that these regimes had a lot in common, as far
as the fundamental role of their leader is concerned, many Greeks insist to be persuaded
by a millenarian, almost apocalyptic political speech”. Especially in the self-portrait of
Papamichalopoulos with the space suit, it is hard to avoid the association with the dom-
inant trend in today’s politics. As Gagarin was used by the Soviet regime as a mythical
symbol with strong popular support, thus the creator is upgraded to a national idol, with
the capacity of a cosmonaut. The remaining question is whether the motto “my power

is the love the people” has been replaced by democratic institutions or it remains polit-
ically active as a disease, rather than hope.

The ships bear a similar role. The war ships from the beginning of the last century
we observe in the Vorres Museum reflect the need of the newly founded Greek state to
demonstrate its military power. Papamichalopoulos places fish carcasses beside them,
like war machines, right out of Hieronymus Bosch’s world. The three monstrous warri-
ors standing over the sea symbolise military force as part of the official state ideology.
In this case, the painter apparently approaches the Japanese aesthetics, having in mind
the posters depicting the Japanese militaristic machine crushing the American intruder
in the Pacific.

Papamichalopoulos is interested in the Byzantine tradition, turning to external
sources. “The case of Hokusai”, he reveals, “brought me back to the Byzantine tradi-
tion. He is the most genuine Japanese artist, because he emulated art techniques from
linear perspective, unprecedented to the Japanese art, i.e. in situ painting. Hokusai,
who is the trademark of Japonisme, did not follow his teacher by copying him, but
painted by nature, a practice which was unheard of at the time. He sought to create
a Japanese typology and was not deterred by the fact that the linear perspective was
unknown; on the contrary he imposed it, embraced it and rendered it Japanese. We too
adopt elements from all over, we are the tradition of innovation with an unimaginable
assimilating capacity".

Papamichalopoulos is actively following the artistic pursuits of contemporary Japa-
nese artists (like in the work of Yamaguchi Akira for example). Of paramount impor-
tance in the development of his morphoplastic idiom were the two trips he made to the
Asian country. Fascinated by Japanese tradition, he wanted to learn the language to
grasp its depth, and he connected it, among others, with the love for pop culture, comics
and video games.

And here we encounter another paradox: whilst the artist serves his painting with
purely painting media —in sketching, in engraving and in traditional techniques- he
immediately aligned with the quests of the digital age. The effect of video games has
been instrumental in his pictorial style, as demonstrated in the exhibition “Great Gold
Room” (The Bath House of the Winds of the Museum of Greek Folk Art, January —
March 2015). At the current exhibition at the Vorres Museum, he “adds” legs below the
portrait of King George the First and presents him as a bionic hero, an anthropomorphic
machine. Additionally, next to the glorious heroes of the Greek revolution or the royal
images, he introduces delicate animal-shaped “ladies-in-wainting™ and grotesque mili-
tary figures with a rooster or frog head respectively. He does not feel the need to belong
somewhere and does not submit to whatever is considered “painting”. The ability to
bring together seemingly incompatible things in an image, i.e. to see Byzantine craft in
sci-fi images, joined with Japanese standards, is a result of his digital experience.



In the multifocal vision provided by our digital world, the artist draws from a massive
library where he rediscovers a compilation of images, concepts and eras. His persistent
tenure in new applications permitted him to creatively assimilate digital morphological
achievements and to link them to the aesthetic principles of his western art history
education and to Byzantine art paradigms. “Painting is not simply an art of the view-
er’s gaze”, he says, “for the gaze itself is not innocent. It is taught to see in a particular
manner. Painting is a way to see the world and to reshape reality.” And to explain this he
gives two examples: “Degas supposedly experienced the end of painting with the advent
of photography. Nevertheless, he used photography to create, to discover new poses,
new ways of the body, impossible to be seen with the naked eye. When, let’s say, he cre-
ated the “equestrian” series as an amateur photographer, he used a technical means to
redefine his painting, and to re-introduce it to the world. Ingres too, achieved superior
portrait painting, by almost imitating the medium of photography".

Papamichalopoulos clarifies matters with his views, which are essential to understand
his artistic idiosyncrasy. He admires “Greek” art, as expressed throughout the centuries
from antiquity, the Hellenistic period, Byzantine tradition and folk art; however, at the
same time, he rejects any effort to copy the past and to adjust to its models. Inspired
by the great womb of creation, he draws whatever elements suit him. And he does this
by citing Greek creators of the past, whom he chose to be his teachers, those that in his
opinion represent tradition.

Tsarouchis, both with his painting and his literary work, was catalytic in the evolution
of Papamichalopoulos; it’s to him that he attributes his beginning in painting. It’s not the
soulful version of the “Tsarouchis” youth you observe in his work. The important aspect
he perceives in Tsarouchis and which he identifies as “Greek”, is the teacher’s insightful
remark that we (Greeks) stand “between East and West”. “If there wasn’t Kontoglou,
we wouldn’t have had Tsarouchis. And Tsarouchis comprehended Matisse by study-
ing Spatharis and Dedoussaros. Concurrently, he discovered what in situ painting is
all about, when he saw the result of a very systematic, non-natural project, as was the
watercolour-themed mosaic of the Medusa of Piraeus”, he explains, revealing how he is
fascinated by the attempt to connect the popular with the scholarly element, but also by
how Greek tradition comprehends Western painting. In a projective identification with
the great master, Papamichalopoulos reveals the essence of his presence at the Vorres
Museum: “I try to unite Greek images or techniques with views of digital art, such as
video games. I do not feel uncomfortable in a folk museum, on the contrary, I feel that
my effort to integrate my gaze in this tradition is very “Greek”. I am interested to be a
part of the history of Greek art even if I were to reject Byzantine painting, like Theot-
okopoulos did. When he was purged from every influence, in an odd way he eventually
became byzantine. The artist is trying to find common ground with this tradition or the
inspirations of this tradition, to enter this “melting pot”, not to measure himself, but to
offer a fresh impetus".

Papamichalopoulos’ genuine intention to converse with tradition bears certain ide-
ological similarities with the Vorres Museum creator. In its initial form, it started as a
folk art museum. Ian Vorres saw high art in popular artefacts, an element that no one
else could perceive. Hence he ingeniously re-adapted objects used in daily Greek life,
changing their practical use — millstones that became tables, troughs that became flow-
er pots, candelabra, etc. Following Ian Vorres’ example, Papamichalopoulos stands as a
mature artist, being also deeply political. He assumes the motto “my power lies in the
love of the people”, where “people” is the folk element, the living tradition in which he
immerses himself. And he creates, not only for his generation, but with the feeling that
the tradition he discovered and the contemporary artistic creation constitute a single,
simultaneous act.

Giorgos Mylonas



IModapn Baoidéws | Meddvi, auyotépnepa xkar puAdo xpucol oe §Gdo, 2017
King’s Palm | Ink, egg-tempera and gold leaf on panel, 24x18 cm

S =T S . - 2 T a_...x.f'\ ¥ 1\,--

FL 4 w1 e




Apiotepn xkviipn Bacidéws T'ewpyiou A’ | Meddvi, avyotépnepa kat pUALo xpuool oe §0do, 2017 Ae§1d xvipn Baoidéws Tewpyiou A’ | Medavi, avyotépnepa ka1 puAdo xpuoot ot §udo, 2017
Left shin of King George I | Ink, egg-tempera and gold leaf on panel, 40x20 cm Right shin of King George I | Ink, egg-tempera and gold leaf on panel, 40x20 ¢cm




Nippon-Selim | MeAdvi, auyotépnepa xar puAdo xpucol oe §Gdo, 2006-2017
Nippon-Selim | Ink, egg-tempera and gold leaf on panel, 70x50 c¢cm
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Ae§i nédpa Baoidéws T'ewpyiou A’ | Medavi, auyotépnepa ka1 puAdo xpuoov oe §hdo, 2017
Right foot of King George 1 | Ink, egg-tempera and gold leaf on panel, 18x24 c¢m
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Melavi, avyotépmepa ka1 puAdo xpucol oe §udo, 2017
Left foot of King George I | Ink, egg-tempera and gold leaf on panel, 15x25 cm

Apiotep6 nédpa Baoidéws Fewpyiov A’



Avtonpoownoypagia ®s o Baoilevs | Meddvi, avyotépnepa ka1 ¢puAdo xpuoou oe §udo, 2017
Self-portrait as The King | Ink, egg-tempera and gold leaf on panel, 40x30 cm
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Iotpaito Baoidioons | Mehavi, auyotépnepa ka1 puAdo xpucol oe §oldo, 2017 Ioprpéro Mprykimooas | Meldvi, avyotépmnepa kar pUAdo xpuoot oe §Udo, 2017
Queen of fucking everything | Ink, egg-tempera and gold leaf on panel, 40x30 cm Portrait of a Princess | Ink, egg-tempera and gold leaf on panel, 24x18 cm




UMdo xpuoot oe §Gdo, 2017
tempera and gold leaf on panel, 24x18
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Baoilevs Kmvoravtivos | Meldavi, auyot

cm

Roi Konstantin | Ink, egg




Yrpauwuxé Ipoowmkdéd | Meddvi, avyotépnepa ka1 ¢uAdo xpuoou oe §udo, 2017 Oikiokos pe unoAevko avlos vougapou ka1 onpaia | Melavi, avyotépmepa ka1 puAdo xpucov oe §Vdo, 2017
Military Personnel | Ink, egg-tempera and gold leaf on panel, 24x18 cm Cottage with water lilly flower and a flag | Ink, egg-tempera and gold leaf on panel, 10x10 cm




Kidxis | MeAdvi, avyotépnepa ka1 ¢pUAdo xpuoou oe §6do, 2017
Kilkis | Ink, egg-tempera and gold leaf on panel, 24x18 c¢m

I W BN T o 2

A DT Prig] ..'M g
) el

S Y R =
. '\t%:w, e
S
- : Bt

=

',F_,‘.E Dy

&% 3 y "'.I_-;:':_- ; 1 e : s-.
s ..‘,.._“-h_-_ v hbis ] I-.w-
{ A e, ‘I#p.. ’h e i . "L’-—"

¥
Vi

P
e e S
L 'Mlsu’ﬂ..

£

LM a2t PP, oy o v .
i i o & il E I'.'. o ik A | ")“':‘?-;H -':‘ﬂ" el e S | .,
=3 ol A R R i, st
y .\ e - 4 S .
Sl b b S S L e
= et 7 }.‘ 1.- 2 | N W -

X))y )




Fish at sea | Me)avi, auyotépnepa ka1 ¢puAdo xpuoou oe §udo, 2006-2016
Fish at sea | Ink, egg-tempera and gold leaf on panel, 60x82 cm

Zydoyh Zarhpn @éfov | Sotiris Felios collection
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O1 xupies eni twv upov | Meldvi, avyotépnepa ka1 puAdlo xpuoov oe §0do, 2016-17
Ladies-in-waiting | Ink, egg-tempera and gold leaf on panel, 40x60 cm
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O ITp@ros Deva King (Zocho-ten) | Meddvi, auyotépnepa kar pUALo xpucol oe §0do, 2017
The First Deva King (Z6cho-ten) | Ink, egg-tempera and gold leaf on panel, 70x50 ¢m

O Tpitos Deva King (Bishamon-ten) | Meddavi, avyotépmepa ka1 puAdo xpuoov oe §0do, 2017
The Third Deva King (Bishamon-ten) | Ink, egg-tempera and gold leaf on panel, 70x50 cm



O Aettepos Deva King (Jikoku-ten) | MeAdvi, auyotépnepa ka1 ¢pvAdo xpuoou oe §0do, 2017
The Second Deva King (Jikoku-ten) | Ink, egg-tempera and gold leaf on panel, 70x50 cm




Xnoudn yia Wapr o 0dAacoa ka1 tpers onpaies | Meddvi, avyotépnepa ka1 puAdo xpuoou oe §do, 2017
Study for a Fish at sea with three flags | Ink, egg-tempera and gold leaf on panel, 20x40 cm
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Kuipio pe pmle Aoudot81 ka1 moiva | Meddvi, auyotépmepa kar puAdo xpuoov oe §0do, 2017 ITopyos pe kOkKkIvo AoudoUd1 ka1 tpers onpaies | Meddvi, auyotépnepa kar puAdo xpuoot oe §Gdo, 2017
Building with blue flower and pool | Ink, egg-tempera and gold leaf on panel, 25x15 cm Tower with red flower and three flags | Ink, egg-tempera and gold leaf on panel, 25x15 ¢cm







Gagarin Selfie | MeAdvi, auyotépnepa ka1 ¢pUAdo xpuoou oe §Gdo, 2017
Gagarin Selfie | Ink, egg-tempera and gold leaf on panel, 40x30 cm

O Kovotavtivos Ilanapixalémoudos yevviOnke to 1975 otnv ABhiva

Yuoudaoe {wypagirn & xapaxukn oy A.X.K.T. To 2014 tedeiwoe 10 petamuxiaxé mpoypappa
«Uneiaxés Moppés Téxvns» tns A.X.K.T. A6 tov Iavoudpio 2016 eivar vrmogngios 818axtwp oto
Tphpa Emkorvevias, Méowv kar IloAruopot tou Ilavteiou Ilavemotnpiou.

Yuvepyaotnke jie ta nep1odikd BaPél ka1 MovMag, us ex8doeis «9» ka1 «BipAioOnkn» tns «EAeu-
Oepotumias» ka1 ms eirkovoypapos omv epnpepida «To Bhapar.

To 2000 £§e860n to xK6pIKS-AApmoup tou pe titdo «O INdnmvas», 1o 2009 «O Ndnwvas - Agute-
povopiov» kar to 2011 n "Emdapxial". To 2015 e§é¢Swoe tpia Colouring Books (Aprés Dubuffet,
Aprés Tanguy & Biomorphic), to #k_porn ka1 tov «['1dnwva 3» pe tnv White Island Works. To
2003 to Mouoeio Muevakn napnyyeile moptpéto tou Aviovn Muoevdakrn. Amé to 2004 to épyo
avnkel ous pévipes ouldoyés tou Mouoeiou.

H mo npéopath tou atopirn ékfeon «To Meydlo Xpuod Ampduo» édaPe xdpa oto Aoutp6 v
Aépndwv tou Mouoeiou EAAnvikns Aaikns Téxvns ownv [TAdka to 2015 ka1 katémy to 2016
akolotOnoe n atopikn éxkbeon «Tdlws - Avanapaotdoeis tou Texvnrot AvBpdmou» oto café tou
EOvikot Apxaiodoyikot Mouoeiou AOnvav.

To 2015 fitav artist-in-residence oto Amsterdams Grafisch Atelier (Apotepvrap, OAdavdia).
Yuvepyaetar pe tn pnviaia embempnon Pifdiov «Athens Review of Books» oxeSidfovtas 6da ta
e§o@uldd ms. Eival emions ouvepydmns tns OAavSikns De Groene Amsterdammer.

Eivai ouvi8putns tns White Island Works.

To 1998 élaPe to PpaPeio Xmupdmoudou.

‘Epya tou undpxouv oe 181wukés & dnpdoies ouldoyés ts EAAGSas ka1 tou e§mtepixon.

Konstantinos Papamichalopoulos was born in Athens in 1975.

He studied painting and printmaking at the Athens School of Fine Arts.

In 2014 he obtained his MFA degree in the Digital Arts post-graduate program of the Athens
School of Fine Arts. Since January 2016 he is a PhD candidate at the Panteion University in
Athens.

He has collaborated with “Babel” and “MonMag” magazines, with publications “9” and “Library”
of the “Eleftherotypia” newspaper and as a sketch artist with the “Vima” newspaper.

In 2000 his first graphic novel “The Japanese” was published, followed by “The Japanese -
Deuteronomion” in 2003 and “Epilarchia!” in 2011. In 2015 he published three colouring books
(Aprés Dubuffet, Aprés Tanguy & Biomorphic), as well as #k_porn and “The Japanese 3” in
cooperation with White Island Works. In 2003 he received a commission by the Benaki Museum
for a portrait of benefactor Antonis Benakis. Since 2004 the work has become part of the Muse-
um’s permanent collections.

His latest solo exhibition “The Great Golden Room” took place at the National Museum of Greek
Folk Art in Athens, Greece in 2015, followed by his solo show “Talos — Representations of the
Artificial Man” at the café of the National Archaeological Museum of Athens in August 2016.
In 2015 he was artist-in-residence at the Amsterdams Grafisch Atelier.

He is the cover artist of the “Athens Review of Books” and a freelance illustrator at the De
Groene Amsterdammer.

He is also the co-founder of White Island Works.

In 1998 he received the Spyropoulos Foundation prize.

His works can be found in various private and public collections both in Greece and abroad.

militaryraiden@gmail.com

kpklik.com



O KATAAOI'OZ TOY KQNITANTINOY ITAITAMIXAAOIIOY
AOY ME KEIMENA TOY I'lQPI'OY MYAQNA KAI TOY MANOY
XTEPANIAH, EKAO®OHKE ME AGOPMH THN EK®EXH ME TIT
AO (IZXYZ MOY HATAITH TOY AAOY» XTO MOYZEIO BOPPE
Ol PQTOI'PADIEE TQN EPTQN KAI TOY EZQOYAAOY EINAI
THX APTEMIAOZ AYAH KAI TOY MIXAAH NIKOAOT'TANNH,
ENQ OI AIIOYEIZ TOY XQPOY EINAI TOY ANAXTAXH BOPPE.
EINNIMEAEIA KAIMETA®PAXH KEIMENQN EAENA KOPAKIA
NITH. ZEAIAOIIOIHOHKE KAI TYIIQO®HKE XE 500 ANTITY
ITA, XE XAPTI TATAMI FEDRIGONI 135gr TO NOEMBPIO TOY
2017 £TO TYIIOT'PA®EIO TOY I'IQPI'OY KQXTOIIOYAOY

THE PRESENT CATALOGUE OF KONSTANTINE PAPAM
ICHALOPOULOS WITH TEXTS BY GEORGE MYLONAS
AND MANOS STEFANIDIS WAS PUBLISHED ON THE OC
CASION OF THE EXHIBITION ENTITLED “MY POWER LIES
IN THE LOVE OF THE PEOPLE” AT THE VORRES MUSEUM.
WORKS AND COVER PHOTOS BY ARTEMIS LYDI KAI MI
CHALIS NIKOLOGIANNIS, MUSEUM VIEWS BY ANASTA
SIS VORRES. TEXT EDITING AND TRANSLATION BY ELE
NI KORAKIANITI. PAGINATED AND PRINTED IN 500 COP
IES ON TATAMI FEDRIGONI 135gr PAPER, BY GEORGE
KOSTOPOULOS PRINTING HOUSE IN NOVEMBER 2017
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