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MpoAoyog
tng Anpapxou
NeBadéwv

‘Epkuva (Aentopépela)
EAaloypagia o€ kovtpanAaké, 64 x 52 ek. (ap. kat. 25)

Erkyna (detail)
Oil painting on plywood, 64 x 52 cm (cat. no 25)

H ék6oon Tou AcukWpatog yia to £pyo tou Oeddwpou Aadapn anoteAei
pa S1nAn o@elAn anévavt otov {wypd@o kat otnv NndéAN. ‘Exel nepAoel apketog
xpbévog and tnv ékdoon evog HIKpoU KataAdyou yia tnv avadpopikn ékBeon
nou dlopydvwoe n EBvikn MvakoBnkn to 1974, aAAd kal and tv £kdoon tou
Agukwpatog pe 48 €pya tou {wypdgou, and tov Anpo NeBfadéwv ent dnpap-
xiag tou Xpnotou MaAaloAdyou, to 1992.

MNa tov Oeddwpo Nalapn n Aipadeld 6ev ntav povo n yevetelpd tou, aAAd kat
0 XWPOG EUNVEUONG Kal avagpopdg Tou €pyou Tou, To {wvtavo epyaoctnpld tou.
H onploupyikdtntd tou tpogodotnBnke and tig €lkGveG Tou TONOU TOU, TNG
nAANG Twv vepwv: N peuotn upn tng Epkuvag, ol katappdkieg, ol avtavakAd-
O€1G Kal TO TPEPOUAIaTUA TWV VEPWV apopolwbnkav Péoa ota Xpwpata, Tig

aloBnoelg Kat To UPog TwV £pYwV Tou {wypapou.

Opwg o Nalapng dev eival €évag tonikdg KaAAtéxvng. To €pyo Tou Katdktnoe
eupuTtnta Kal eviaxdnke otnv €Bvikn Lotopia tng EAANVIKAG {WYPAPIKAG.

H napoloa ékdoon cupnintel pe tn cupnAnpwon ogapdvia xpévwv and tov
Bdvato tou wypdpou kat Tn dwped, Atyo npiv Tov Bavato tou, plag GUAAOYNG
eBoopnvta duo £pywv tou otov Anpo Aefadéwv.

Ta épya autd anoteAoUv to KUPLO PEPOG TOU AEUKWHATOG, OTO 0Mnoio nepiAap-
Bdvovtal eniong €pya tou and peyaAeg dnpodoleg ouAAoyeg (EBvikn Mivako-
Bnkn, ZuAdoyég Tpdnedag tng EAAGS0G kat Alpha Bank, MivakoBnkn Anpou
ABnvaiwv kAn.) kaBwg kat ayloypa@naoelg and tnv lepd MntpoénoAn Aiadeldg,

oxedla kal avékdoteg pwrtoypapieg and th {wn tou.

H ékdoon avadeikviel to épyo tou Aalapn oe éva véo eninedo. Mpodkeltal
yla pia oAokAnpwpévn npoogyylon, PE loopponia avapeoa otnv €NOTNHOVIKN

avaAuon Kal v Texvikn aptiétnta.

H e€avtAntikn €peuva kal n enotnpovikn tekgnpiwon tng kupiag ‘OAyag Me-
vrdagou, Tnv onoia euxaplotw Beppd, enttuyxdvel pia enttopn TG PEXPL Twpa
BiBAloypapiag ndvw oto £pyo tou Aadapn, TEKUNPLWVEL avaAuTika tnv e€EAIEN
NG TéXVNG Tou {wypagou, oklaypa@el oAokAnpwpéva tnv Texvotponia Kal To
Npoowniké Tou UPOoG Kal ToV EVIACOEL OTO LOTOPIKO Kal KaAAltexvikd nAaiolo
NG ENoxng tou. Anploupyei véa yvwon, oupBaAAel otnv kaAUtepn katavénon

TOU £pYOU Kal OTNV ENAVEKTIPNON Tou.

H nmoth kat ugnAol emnedbou xpwpatikn andédoon, onpavtikn napdpeTpog

otav npokeltal yla £épya {wypa@ikng, oAoKANPWVEL TNV notdtnta tng £kdoong.
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MpéAoyog tng Anpdapxou Nefabéwv
Foreword by the Mayor of Livadeia

To AeUkwpa kaAuntel pla peyaAn EAAlPn Kal, Tautoxpova, anoteAei eva on-
Havtikd nNoAltiotikd yeyovos. Zapdvta xpévia petd to 6dvarto tou {wypdpou
TO €pYy0 Tou Bpiokel tnv Nnpocgoxn Kat Tnv enipeAela nou tou agidel.

Mpoeikovicel tnv dnpioupyia tng MivakoBnkng Aalapn, énou Ba oteyaotel
Kal Ba exteBeil pévipa n ocuAdoyn twv €pywv tou onoudaiou cuvtonitn pag.
Me tnv Asitoupyia tng MivakoBnkng Ba EavaPpel tnv Béon tou péoa otnv
néAn. Oa eival éva onpeio ava@opdg yia toug dSnpdteg pag aAAd kat yla toug
EMIOKENTEG.

Ot nivakeg Ba pwtiotolv Eavd and ta BAEppata twv avBpwnwy.

Mwta MouAou

The release of this book on Theodoros Lazaris’s work is a double
debt - both to the artist and to the city. Many years have passed since a
small catalogue that accompanied the retrospective exhibition held at the
National Gallery in Athens, in 1974, came out; equally many since a book
featuring 48 of the artist’s works was published by the municipality of
Livadeia under Mayor Christos Palaiologos, in 1992.

In addition to being his birthplace, Livadeia was for Theodoros Lazaris
his main source of inspiration and a perennial reference in his work - his
living studio. His creativity was fuelled by the images of his native land,
known as the city of water: the fluid texture of Erkyna, the waterfalls, re-
flections, and vibrant presence of the water were all assimilated into the
colours, textures, and style of the painter’s works.

Yet, Lazaris was not a local artist; his work has widespread appeal, becom-
ing part of the history of Greek art.

Foreword
by the Mayor
of Livadeia



This book marks the fortieth anniversary of the artist’s death, as well as
his donation, shortly before his death, of a collection of 72 works to the
Municipality of Livadeia.

These works form the core of this book, which also includes works in
major public collections (National Gallery — Alexandros Soutzos Museum,
Bank of Greece Collection, Alpha Bank Collection, Municipal Art Gallery
of the City of Athens, and more), as well as paintings in the Holy Me-
tropolis of Livadeia, drawings, and unpublished photos from his life and
times.

Lazaris’s work is presented in a new light in this book, which provides
an informed overview, balancing academic commentary and technical
accuracy.

The painstaking research and scientific documentation by Olga Men-
tzafou, whom | thank sincerely, in addition to being an epitome of the
literature on Lazaris’s work, it traces the evolution of the painter’s art,
discusses his distinctive style, and places the artist within the historical
and artistic context of his time. It provides new information, while con-
tributing to a better understanding and evaluation of this body of work.

The accurate, high-quality reproduction of the paintings — always an im-
portant consideration in art books - also adds to the appeal of this book.

This publication comes in response to a glaring omission, while also rep-
resenting a major cultural event: Forty years after the artist’s death, his
oeuvre finally receives the attention and care it deserves.

It heralds the museum to be established, where the works of the great
artist from Livadeia will go on permanent display - a museum that will
give back to Lazaris his place in the city and become a point of reference
for Livadeia’s residents and visitors.

His paintings will once again be lit up by viewer’s gaze.

Yota Poulou

11






Ewcaywyn

Introduction

Autonpoownoypapia
MoAUBL o€ xaptévi, 17,8 x 12,2 k.
181wtk cuAAoyn

Kata tg npwteg dekaetieg tou 200U atwva apxidsi va epgavidetat oty EA-
Adda pia BaBpiaia eykatdAewn tng akadnpaikng-1OeaAloTKAG {WYPAPIKAG TWV EKMPOCWNWY
g Akadnpiag Tou Movéxou n onoia Bacidétav otn VaToUpaALTTIKA-AVTIKEEVIKN AMEIKOVION
NG EWTEPIKNG NMpayHaTtikETNTag, Kal va Kuplapxel n kovi napadoxn tg eAeUBEPNG UMOKEL-
HEVIKNG €kppaang, n oroia ndn anoteAouoe Pacikn apxn tng KaAAtexviking dnpioupyiag otnv
unéAotnn Eupwnn. AeAd-6eIAd ol EAANveG dwypdgpol anodéxovtal tov andnxo and TG apxég
Kal TOUG Kavoveg Tou lpmpeatoviopol Kal otpé@oval Mpog Ty aneikévion Tng puong, pHéoa ato
nAaiolo pag unalBplotiking {wypaikng, Ornou To Gwg £xeL Tov Kupiapxo poAo. H unodniwon
TOU PEOW TOU XPWHATOG TOUG wBEl o€ pia {wypa@ikn Aapnepn, eva n niveAld yivetal Pikpn Kat
ypriyopn otnv napdBeon KaBapwv XpWHATIKWV TéVwV He okond va anodoBoulv ol eVIACELG Tou
PWTAG, SlaPOPETIKEG KABE popd, avdAoya Pe Tnv wpa kat thy enoxn. MapdAAnAa n aneAeubé-
PWON TOU UMOKELHEVIKOU ouvaloBnpatog, n Bewpnon tou eEWTEPIKOU KOOHOU WG UMOKEIHEVIKAG
avravakAaong Kat n Hop@onoinon autig thg E0WIEPIKAG €IkOvag péoa and t Blan avunapd-
Beon ToU £VTOVOU XpWHATOG Kal TOV KEPUATIONO TNG poplag, Eixe ndn dlapop@waoel to npdow-
Mo TNG «véag téxvng» otn Meppavia nou Ba anodobel pe Tov 6po e€npeatoviopds. Ot Kupiapxeg
QUTEG KateuBuvaoelg dnptoUpynoayv Tig npolnobéacels yia éva eupl nedio dpdong nou, avaioya
E TNV Mpoowriikin TonoBétnon kABe kaAAItéxvin évavil twv aleBnTikwy NPoBANUATwWY, NPocépe-
pav pia noAUNAEUpN avIHETWNLON, oto NAaiolo navta plag nnag, Xwpis eEGpoelg anodoxng tg
61eBvoug npaypatikétntag. Ta tonia twv EAAAVwV kaAAitexvav katakAudovtal and to évrovo
(WG TNG EAANVIKAG (pUoNG, To onolo npoonabolv va cuAAGBouv douAetovtag nia oto Unaibpo
Kal 6x1 oto epyactnplo. Zwypdgol 6nwg o Fewpylog PoiAdg, o OupBéptog Apyupds, n Xopia Aa-
okapidou, o ZtéAlog MnALadng, o Enapeivavoag OwpdénouAog, o Anpog Mnpaéoag, o NikdAaog

In early-20'™-century Greece, there was a shift away from academic-ideal-
ist painting represented by the Munich Academy exponents, which was based on the
naturalistic, objective representation of physical reality, towards free, subjective ex-
pression, which had already prevailed in the arts in other European countries. Greek
artists gradually received the echoes of impressionist principles and rules, and started
to pursue the depiction of nature in the context of painting en plein air, in which light
is the foremost element. Conveying light through colour, they achieved a luminous kind
of painting of swift, short brushwork, applying unmixed shades of colour to capture the
intensity of light at different times of the day and the year. At the same time, the out-
burst of subjective emotion, looking at the outside world as a subjective reflection, and
the translation of this inner image through the violent confrontation of bold colour and
fragmentation of form was already shaping the face of ‘new art’ in Germany, which
became known as expressionism. These prevailing trends established the conditions
for a broad field of activity that, depending on ar tists’ individual stances towards aes-
thetic problems, enabled a range of approaches, always in the context of a moderate
adoption of world art trends. Landscapes by Greek artists were bathed in the dramatic
light of the Greek landscape, which they sought in the outdoors, rather than in the
studio. Artists, such as Georgios Roilos, Oumvertos Argyros, Sofia Laskaridou, Stelios
Miliadis, Epameinondas Thomopoulos, Dimos Braessas, Nikolaos Ferekidis ~Theodoros
Lazaris, too— each made their own, distinct inroads into this new reality. Although

Self-portrait
Pencil on cardboard, 17.8 x 12.2 cm
Private collection
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Eicaywyn
Introduction

Depekeldng, kal avapeod toug o Oeddwpog Aalapng, NnAnotddouv t véa npaypatikétnta
ané Slapopetikd 6pdpo o kabévag. MNMapdAo nou o NPoPANUATICHOG Toug &€ PBAVEL PEXPL TNV
nAnpn &1dAucn Tou XpwpatikoU tévou kat th SldAuon tng @oéppag kétw and tnv enidpacn
TOU pWTOG, MPOXwWPOUV wotdoo atnv NANpn anodoxn tng eAeuBepiag, Tnv onola NPoopEPEL N
anelkévion Tng GUong, plag gpuong éAo kivhon Kat {wn, MoU CUVEXWG, KAtw and tnv enidpacn
TOU WTOG, aAAGlel napouatddoviag dlapkwg katvoupyla €IKOva, kalvoupyla npaypatikdtnta.
MapdAAnAa, avranokpivépevol oto aitnya tg €noxng yia t dnpoupyia evog yvnolou eAAN-
VIKoU unatBplopou, énwg autdg ekppdotnke péoa and ta keipeva tou MepikAn MavvénouAou,
((BA. Mapiva Aapnpdxn-TAdka, «206¢ alwvag, npog évav EAAnviké Movtepviopd, Pwg kat
xpwpa eAAnViké» ato EBvikn MvakoBikn 100 xpdvia TéooepiG alwveg EAANVIKAG {wYpapIkg,
EBviki MivakoBikn, 2001, ogA. 415-417) avixveUouv tnv 1blotunia tng EAANVIKNG unaiBpou,
avadntwvtag ta dlaitepa ekeiva xapaktnplotikd nou npoaodlopiCouv tnv Tautétntd tg. «To
aiBéplo kat Gudo Pwg eAaPPVEL TOUG GYKOUG Kal Ta Xpwpata, neplopidovtag thv KAlpakd
Toug. Pwg Kat okl drapépouv eAdxiata. MNMouBevd paupida...naviol Gws...navrol evypappia
... NPEPATNG, XApPIG, IAapdtng» (MepikAng Mavvonoulog, H eAAnvikn Tpappn kat to eAAnvikév
xpwpa, exb. Néa X0vopa-A.A. AiBdvn, ABrva 1992, oeA. 90). H tontoypapia, otig apxég tou
2000 aiwva, yivetal to kipto Bépa twv EAAAvwy {wypdewy, 6w ta KUpla eKppactikd g
péoa, To PwG Kal To Xpwia, Ba enektaboulv kat ota GAAa Bépata, nBoypagies, npoowroypa-
(leG, VeKPEG PUOELG.

0 Beb6dwpog Nalapng, evtaypévog otoug NPoBANUAtiopoUs TG EMoxNng tou, Ba akoAouBnaoel
pE NAnpn ouveidnon tv kateUBuvon auth. «Xmnoudaca pe ndbog to YnaiBpo... autd ntav
TO €pYaoTNpL Hou, ta notdpla, ta Bouvd, ol NaAlég ekkAnaoieg, Ta naAld onitia Kat Yeviké n

their exploration shies away from complete disintegration of the colour palette and
the dissolution of form under the influence of light, they nevertheless fully adopted
the freedom afforded by the depiction of nature —a nature full of movement and life,
which constantly changes under the influence of light, producing a proliferation of
new images and realities. Moreover, in response to the contemporary demand of the
time for establishing an authentically Greek en plein air painting epitomised in the
writings of Periklis Giannopoulos (see Marina Lambraki-Plaka, ‘Toward a Greek Mod-
ernism — Greek Light and Colour’ in: National Gallery 100 Years - Four Centuries of Greek
Painting, National Gallery, 2001, pp. 415-417), these artists highlighted the singular
character of the Greek landscape, seeking out the distinctive features that define its
identity. ‘The ethereal, immaterial light lightens up both mass and colour, limiting their
range. Little do light and shadow differ. No blackness anywhere... only light... grace...
gentleness, grace, gladness everywhere.” (Periklis Giannopoulos, | Elliniki Grammi kai to
Elliniko Chroma, Nea Synora — AA. Livani, Athens 1992, p. 90). In the early 20th cen-
tury, landscape became Greek artists’ main subject, and its main elements of pictorial
expression —light and colour- found application in other genres, such as genre painting,
portraiture, still-life painting.

Sharing the concerns of his time, Theodoros Lazaris consciously followed this direc-
tion. ‘I studied painting en plein air with a passion... rivers, mountains, old churches, old
houses, Greek nature —these have been my studio, my unpaid models... Studies en plein
air have become my obsession: there are more than two hundred in my studio, and |



. MoAUtipn nnyn yia tnv dvtAnon
Bloypa@ik®v oToIxeiwy Kal anocnacpatwv
HE TIG anOYeLG Tou KaAALtéxvn yia

v téxvn, anotéAeoe n dnpoacicucn

otnv Enetnpida tng Etaipeiag Boiwtikwv
MEeA€TV TV autofloypa@ikwv
ONPELDOEWV TOU and tov 1otopikd

®dwtn Boylatdh. Boyiatdng,

®. N. <Ayvwoteg autofloypapikég oeAibeg
and t {wn Kat To £pyo tou Oeddwpou
Nalapn (1885-1978)», EEBM, ®iAoAoyia,
. [, ™. B, Il, ABAva 2000, ogA. 499-524

. Xto Apxeio tou Anpou NeBadéwv undpxet
n kataypagn tng dwpeag tou Aalapn,
and tnv enitponin napaAapng tou
Mveupatikou Kévrpou tou Anpou to 1978.
Me tn 61dAucn tou lMveupatikou Kévipou
1a épya nepinABav angubeiag

otn Anpotikn apxn.

. The publication of the artist’s
autobiographical notes by the historian
Fotis Voyatzis in the Enetnpiéa

tn¢G Etaipeiag Boiwtikdyv MeAetyv was
a valuable resource for biographical
facts and excerpts of the artist’s views
on art: Boyiatdng, ®@. N., “Ayvwaoteg
autofloypa@ikég oeAidbeg and tn {wn
Kat to épyo tou Oeb6dwpou Aalapn
(1885-1978)’, EEBM, ®iAoAoyia, vol. 3,
no. 2, ll, Athens 2000, pp. 499-524

. The inventory of the Lazaris donation
made by the delivery committee

of the municipal Cultural Centre in

1978 is in the Municipality of Livadeia
archives. After the Cultural Centre was
dissolved, the artworks were immediately
transferred to the municipal authorities.

eAANVIKA pag @uolg, ta anAnpwta HovtéAd Hou .... ol HeEAéTeG oto UnalBpo éyvav pavia,
nepLoooTePeS and Slakdoleg Bpiokovtal oTo epyactipl Hou nou Sev TiG anoxwpidopial noté».!
Kal épwg Atyo kaipd npiv to Bavatod tou, to 1978, anopaocilel va anoxwploBel éva pépog
Toug, eR6opnvta duUo €pya, yla va ta Npooépel otn yevetelpd tou AiBadeld yia va yivel n
apxn pag Apadewntikng MivakoBnkng.? Autd ta épya napouctddovial 6° autdv Tov TOpo,
HapTupeG piag adiékonng avaditnong, kOmog Kat péxBog evag yviolou dnpitoupyou, To dpapa
plag SlakpItikng, XapnNAGPwVNG Kal wotdoo SUVAUIKAG WUXNAG.

Me 181aitepn xapd &éxBnka thv npétacn tng Anpdpxou AeBadaiwv kuplag Matag MouAou
va PeAETNow Kal va dnpootelow to épyo tou Oe6dwpou Aadapn, TNV onola Kal Euxaplotw
Beppd yia tnv tpn. O©a NBeAa eniong va ek@pdow TNV euyvwpoolvn pou otov KUplo Bdola
TookénouAo, atov Mpdedpo tou MoppwtikoU LuAAGyou AiBadeldg kupto MNwpyo Kwotayidv-
VN Kat otov kuplo Aapiavé Mwpditn yia tv emonpavon nAnpo@opLwv atov Tuno Kat tn did-
Beon apxelakoU UAIKoU yia thv €peuvd pou. E6w Ba nBeAa va onpelow tn PeydAn duokoAia
ta&lvépnong tou épyou Tou {wypagou Kal napakoAoudnong tng eEEAIKTIKNG TOU Mopeiag,
apou o Oeddwpog Nalapng eAdxiota xpovoAoynpéva épya pag éxel napadwoel. Kabe nAn-
pogopia kat avapopd unnpEe noAutipo otoixeio. TéEAoG Beppég euxaplotieg aneuBuvw otov
KUplo Anpntpn ZaAtapndon yia tnv enpeAnpévn HETAPPAON TWV KEIPEVWY Kal 0TOUG KUPIOUG
OUpio MpeoPfutn kat Bodwpn Avayvwotérnoulo, KaBwE Kal OTouG CUVEPYATES TOUG, Yia TN
dnploupyiki ouvepyaoia pag oe 6Aa ta otddia tng ékdoong.
Ap ‘OAya Mevtlagpou-oAulou
Enitpn AtceuBivipia XuAoywy kat MouogloAoyikoU MNpoypappatiopou
g EBvikng MivakoBinkng — Mouoeiou AAe€dvdpou Zoutlou

never part with them.” Yet, shortly before his death, in 1978, the artist decided to part
with some of them -72 paintings— and to donate them to his hometown, Livadeia, to
form the basis of the city’s art collection.? Featured in this book, these works witness
an ongoing quest, an authentic artist’s labour of love, the vision of a discreet, low-key
yet powerful soul.

It was with great pleasure that | accepted the proposal by the Mayor of Livadeia, Yota
Poulou, to study and publish Theodoros Lazaris’s body of work, an honour for which |
sincerely thank her. | would also like to express my gratitude to Vassias Tsokopoulos,
to the President of the Cultural Accociation of Livadeia, Giorgos Kostayiannis, and to
Damianos Moraitis for making available to me information in the media and archival
material. | would like to point out at this point how challenging classification of the
artist’s work and tracing his evolutionary journey was, only a few of the artworks
Theodoros Lazaris left behind were dated. Every bit of information has been a valuable
asset. Finally, | would like to thank Dimitris Saltabassis for his thorough translation
of the essays, as well as Thymios Presvytis and Thodoris Anagnostopoulos and
their collaborators for our creative cooperation at all stages of preparation for this
publication.

Dr Olga Mentzafou-Polyzou

Honorary Director of Collections

and Museological Planning

National Gallery — Alexandros Soutzos Museum
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Kataywyn

Ta xpovia tng pabnteiag
Mpwtn KaAAttexvikn
Spaoctnpiotnta
Background

Early Career

Ané to §evodoxeio EAikwv otn Aifadeid (Aentopépela)
EAaloypagia oe xapvrpunopvt, 56,5 x 34,5 €k. (ap. kat. 11)

From Elikon Hotel, Livadeia (detail)
Oil on hardboard, 56.5 x 34.5 cm (cat. no 11)
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Kataywyn. Ta xpévia tng pabnteiag. Mpdn kaAAtexvikin §pactnpiétnta
Background. Early Career

(0) Oaéﬁwpog /\ClZClpI"IC, ytog tou XtuAlavou kat tng Mapiag, To yévog Aptotei-
6ou Zipou yevvnBnke otn Aifadeld otig 2 DePpouapiou 1885. H npepopnvia yévvnong
tou bidetal and tov {610 tov KaAAITéXvn OTIG autoBLoypaPIKEG TOU ONUELWOELG AAAG
Kal oto xelpoypa@o AgAtio MNMAnpopoplv tng EBvikNG MivakoBnkng.> And noAU pikpdg
€6¢e1&e tnv KAlon tou otnv téxvn. «<APOTOU évolwoa Tov autd pou dev énauoa va {w-
ypapidw», onuelwvel o (610G 0TI autoPloypaPIKEG ONUEIWOELG TOU, Kal oUVeXilel: «And
v nAkia twv €€l €TV ... dtav dpxioa va kataAaBaivw tov eautd pou, To PHOAUPL Kal
1o xapti ntav ta nawxvidia pou ... n peydAn neplouasia yia pévar.* H olkovopikn katd-
0Taon TG olkoy£éveldg tou tov avaykadel, and tnv oxoAlkn nAtkia aképn, va epyacBet.
‘Evbeka xpovwy, pabnting tng B  td€ng tou EAAnvikoU IxoAeiou kal oe 6An tn Sidépkela
Tou XxoAapxeiou, TG EAeUBEPEG WPEG NNyalve 0To ePNOpPIkG kKatdotnpa tou e€adEApou
TOU, OMou Kal Napépeve w¢g UNAAANAoG Kal PETA TNV anogoitnon tou, yla entd oxedov
xpoévia. To naBog yia tnh {wypa@ikn 6pwg eival actyaoto. O (610G onpelveL No KATw
OTIG ONPEIWOELS Tou: «And 10-11 etwv oto epnopikd tou e€adéApou pou wypdplla
KPUQA Kal éneita oto payadi tou natépa pou wg ta 20 xpovia. Enté xpdvia epnopo-
UnaAAnAog, €vag nivakag kpuppévog niow and €va ndyko. KAewépouv atnv anoBnkn
kal {wypaelda, tinote dev pnopouoe va pe kavel v aAAd€w, kaBe eukalpia nou elploka
{wypaplla, npouva QTwxaog, oUte katd Sidvolav gavralépouva 6t Ba pnopouvoa va
onouddow {wypapikn oto Metadflo MoAutexveio entd ta&elg. Kal £tol nepvovoav ta
xpdvia Kal dpxioa va naipvw kat napayyeAieg noptpaita and gpwrtoypapieg Kat Ka-

Theodoros Lazaris was born at Livadeia on 2 February 1885 to Stylianos,
from Arachova, and Maria, daughter of Aristidis Simos. This date of birth is supplied
by the artist himself in his autobiographical notes as well as in the handwritten In-
formation Sheet in the National Gallery archive.> He showed a very early inclination
to art. ‘Ever since I've known myself, | have never stopped painting,” he writes in his
autobiographical notes, and continues: ‘From the age of six... when | started to real-
ise who | am, pencil and paper were my toys... my cherished treasure.” The financial
situation of his family forced him to go to work early, during his school years. Aged
11, and throughout his school years, he spent his free time working at his cousin’s
store, and continued to work there for almost seven years after his graduation. But
his passion for painting was burning: ‘| would secretly paint, first at my cousin’s store
when | was 10-11 years old, and then at my father’s store until | was 20. During my
seven years as a store assistant, there was always a painting hidden behind the
counter. | would lock myself up in the storeroom to paint — nothing could change
that; | painted at every opportunity. | was poor, and | could never have imagined
that one day | would be able to study painting at the Technical University of Athens
for seven years. As time went by, | began to receive commissions for portraits from

3. H xpovoAoyia 1885 avagépetal t6co

oTIG autoBLloypaPIkéG CNHELWOELG
(Boylatdig 2000, ogA. 502) 600 Kat

oto xelpoypago AgAtio MAnpopopiidv
oto Apxeio KaAAitexvav tng EBvikig
MivakoBikng. Xto Broypapikd onpeiwpa
otov katdAoyo tng avadpopikig ékBeong
otnv EBvikn MivakoBikn avagépetat

wG xpovoAoyia yévvnong to 1882.

Tnv (61a xpovid yévvnong avagépel

kat o Twvng Inntépng oto Tpelg Aiveg
veoeAANVIKAG téxvng: 1660-1967, 1979,
top. ', ogA. 155. O ItéAiog Auddakng oto
Ne§ik6 EAAvwv {wypdpwy Kal Xapaktwy,
ek6. MéAiooa 1976, bivel xpovoAoyia
Yévvnong 1885. Ito npoapato Ae§iko
EAAAvwv kaAAitexvav, k. MéAlooa 1998,
6i6etal anod tov ouvtdktn Tou ANpUatog
XpUoavBo Xpnatou n xpovoAoyia 1885.

Boyiatdng 2000, o). 502-503

The date 1885 is cited in both the
autobiographical notes (Voyatzis 2000,

p. 502) and the handwritten information
card in the National Gallery Artists
Archive. The year 1882 is cited as date
of birth in the National Gallery
retrospective exhibition catalogue bio.
Tonis Spiteris also cites the same year

in Tpeig Aidveg NeoeAAnvikig Téxvng:
1660-1967, 1979, vol. 3, p. 155. Stelios
Lydakis in Ae€iké EAARvwv Zwypdpwv

kai Xapaktwv, Melissa, Athens 1976, cites
1885 as the year of birth. In the recent
Ne€iké EAAAvwv KaAAitexvwv, Melissa,
Athens 1998, Chryssanthos Christou cites
the year 1885.

4. Voyatzis 2000, pp. 502-503



5. Boyuat{ig 2000, ogA. 503
6. Boylatghg 2000, oeA. 504-505

7. To 1905 opyavmvovtal oTiG HEYAAEG

néAeig tng EAAGSag ekbnAwoeig yia
TNV OIKOVOHIKN UNooTNPLEN Tou £pyou

G avadiowong twv Bouvwv thg XWpag.

(Boyiatdng 2000 oeA. 505 kat Xpnotog
Avayvwaotog, 6KTA Keipevo
yta tov Aalapn oe€A. 2)

Voyatzis 2000, p. 503.
Voyatzis 2000, pp. 504-505.

In 1905, fundraising events were
organised in large cities in Greece

to support reforestation on the country’s

mountains. (Voyatzis 2000 p. 505;
Xpnotog Avayvwotdg, typed note
on Lazaris, p. 2)

vonolovoa pepikd €€0dax.” To 1903 unnpge pia onpavtikn xpovid yia tov Aalapn. H
eniokewn tou yAuntn Adlapou Zwxou -o onoiog Bpiokdtav otn AiBadeld yia tnv ava-
othAwon tou Aéovta tng Xalpwvelag- oto payadi tou natépa tou, 6rnou €ide ta épya
Tou veapou, adidaktou, 6nwg onpelwvel o (dlog, {wypdpou, unnp&e kabopiotikn.b Ot
OUVAVTNOELG TOUG, ol 0UNTACELG Kal olyoupa n eKT(UNon nou eloénpatte, ouvéBaiAav
otnv autonenoibnon Tou yla th cuvéxion tng doknong otn {wypagikn. ‘Etol to 1906,
otn Aaxelopopo ayopd tng Pidodaocikng Etalpeiag yia tnv avaddowon tng EAAGS0G’ o
Nadapng ékave Tnv Npwtn Tou dnpdola KaAAltexvikn epgavion pe 35 €pya pe kapBouvo,
nou npokdAeoe tnv €KNANEN ToU KOGKOU Kal EVENVEUTE TNV 16€a oTtov TéTte ANpPapxo tng
AiBadelag lwavvn Mpunovnolwtn va elonynBel oto Anpotiké cupBouAlo tnv npétacn va
600¢ei unotpopia otov Aalapn yia va onouddoel «tnv Téxvny TNG ZwypaPikng LG TNV
YxoAnv KaAwv Texvav €1G to MetodBlov MoAutexveiovs.

H qoitnon otn ZxoAn KaAwv Texvwv unnpge nepinetelwdng. And to 1906 nou ypagptn-
K€ otnv ZX0AN £€w¢ to 1919 nou éAafe to Ntuxio Tou, ol CUVEXEIG OTPATEUOEIG AGYW TWV
MoAépwy, ol olkovopikég SUaKOALEG Kal o BAvatog tou natépa tou nou enéBaAAe uno-
XPEWOELG OTNV OLKOYEVELA TOU, ouveTéAeoay otn peyaAn kaBuotépnon. MapdAa autd o
dlakang néBog tou yia TG onoudég dev enétpee anoBdéppuvon n eykatdAepn toug. O
naAlég kat kaAog eidog tou Aalapog Xwxog avaAapBavel tig ouotdoels. To napouaotadel
otov dleuBuvtn kat kabnyntn tg IxoAng KaAwv Texvwv Mewpylo lakwpibn, o onoiog
ouotnvel va yypagei otn deutépa téén, and tnv onoia ano@oitnoe npwrtog. Me une-

photographs, which covered some of my expenses.” The year 1903 was a turning
point for Lazaris. A visit by sculptor Lazaros Sochos —-who found himself in Livadeia
for the restoration of the Lion of Chaeronea- to Theodoros’s father’s store, where he
saw the works of the young, self-trained artist —as Lazaris described himself- was a
landmark event.® Their meetings, conversations, and, certainly, the appreciation he
received, all contributed to Lazaris’s resolve to pursue painting as a career. In 1906,
in a lottery by the Society for the Reforestation of Greece,” Lazaris made his first
public appearance as an artist, showing 35 charcoal drawings, which were a sensa-
tion, inspiring loannis Gryponissiotis, then Mayor of Livadeia, to recommend to the
Municipal Council awarding Lazaris a scholarship to study at the School of Fine Arts
at the National Technical University in Athens.

His studies at the Athens School of Fine Arts were eventful: he enrolled in 1906 and
did not graduate before 1919. The constant army conscription and financial difficul-
ties due to the war, as well as his father’s death, which imposed new obligations on
his family, contributed to this delay. However, his keen desire to study kept him from
being discouraged. His good old friend, Lazaros Sochos made the introductions, to
the School of Fine Arts Director, Professor Georgios lakovidis, who recommended
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Kataywyn. Ta xpévia tng padnteiag. Mpddtn kaAAtexvikin §pactnpiétnta
Background. Early Career

pNPAvela ava@Eépel OTIG autoPloypapIKEG ONPELWTELG Tou: «Anédela 6t npouv Glog
autng tng unootnpi€ewg tou ténou nou yevwnBnka».® AAAG auth n unepnpdvela ypn-
yopa petatpénetal o€ éva peydAo napdnovo. Eival nén eikoot evég €toug kal kaAeital
Va UMNNPETNOEL TN OTPATIWTIKA Tou Bnteia. Me to téAog TNG, N unotpo®ia dev uNApxel nia
oUte avavewvetal. MapdAa autd, ouvexidel oTiG auToPLoYPAPIKEG ONHELWOELG TOU: «...E(Xa
TV Yuxikn duvapn kat tnv toApn va népw tv andépaon va katéfw Kat naAl otnv ABnva
va ouvexiow Tn onoudn pou, Xxwplg twpa unotpopia kal xwpig va napayvwpilw néco
dUokoAog Ba ntav o dpdpog nou eixa va nepdows. MNa va e€aopalioel ta anapaitnta
yla tn Slafiwon tou ékave pikpd €pya nou nwAoUoe o€ KopVICAdIKa, PEXPLG OTOU avé-
AaBe «to oxoAikd €tog 1908-1909 €1 tnv E* td€n va napakoAoubei eyxelpioelg kdvo-
VIaG okitoa yia nivakeg tou BiAiou “Apxeia tng XELPOUPYLKNG KAWVIKNG” Tou KaBnyntn
NG latplkng Oeddwpou A. MNanaiwdvvou. H epyacia auth anoppopoloce noAu and tov
xpbvo tou, napdéAa autd ouvéxile va nepvd tig Téelg e dlakpioelg, kepdidovtag katd
TG NPoaywyLKEG e€eTdoElg, NOTE To NPWTO Kal note to deltepo PpaPeio.’

Tov lavoudplo tou 1911 o BAvatog Tou NAtépa TOU TOV UMOXPEWVEL VA EMOTPEYEL
otn Atpadeld yia va avaAdBel Tig UNOXPEWOELG TOU 0TN PNTéPa Tou Kal TG dUo adeA-
P£¢ Tou, eV To 1912 anogaocilel va éABel pe Tnv olkoyéveld tou otnv ABnva yia va
ndpel To ntuxio tou. Evtwpetafy knpuooetal o BaAkavikdg NOAEHOG Kal enotpatey-
etal. Tov NoépBpto tou 1913 anoAvetal yia va entotpateubei ndAt yia tov A’ Ma-
ykéopto MéAepo 1915-1919. Tov loUvio tou 1919, xwpis va @oithoet otnv Z° téén,

that Lazaris enroll as a second-year student. He graduated first in class. He proudly
states in his autobiographical notes: ‘I proved that | was worthy of the support of
my hometown.’® But this pride was soon to turn into a source of grievance. Being 21,
he was conscripted into the army. When he was finally released, his scholarship was
no longer renewed. Nevertheless, he goes on to write in his autobiographical notes,
‘... had the mental strength and courage to return to Athens and resume my studies
without a scholarship, aware of the challenges that lay ahead.” To make ends meet
he produced small-scale artworks he sold to framing stores until he was assigned
‘to attend surgeries and produce drawings to illustrate the book Surgery Clinic Ar-
chives by professor of medicine Theodoros L. Papaioannou during the academic year
1908-1909, in his fifth year of study. This took up much of his time, yet he continued
to pass each year with distinction, always first or second in class during the annual

examinations.®

In January 1911, his father’s death forced him to return to Livadeia to support his
mother and two sisters; in 1912, he decided to move with his family to Athens to
obtain his degree. In the meantime, the Balkan War broke out, and he was once
again conscripted. In November 1913, he was released, only to be conscripted again

Boytatdng 2000, ceA. 506

9. Apxeio Avwrtdng XxoAng KaAwv Texvav

©

Voyatzis 2000, p. 506
Athens School of Fine Arts Archive



10. Boyiatgig 2000, oeA. 512-513

11."0Aya Mevtlapo, lakwpiéng,
€k6. AdGp 1999, ogA. 252

10. Voyatzis 2000, pp. 512-513

11.’0Aya Mevtlagou, lakwpBiéng, Adam,
Athens 1999, p. 252

OTPATIWTNG aKOUN, NPooNABE OTIC NTUXIAKEG EEETACELG Kal EMETUXE VA AMOQOITNOEL PE
Babuo dplota 9,25 kal va AdBet to XpuooBépyelo BpaBeio, to onoio anevépeto otov
npwto tng teAeutaiag tdEng.'°

MapdéAa autd épwg, ta goltnTikd xpovia otnv ABnva kUAnoav peotd kal kapno@dpa.
Av Kkal n péplpva yia tnv kabnpepivi eniBiwon tou anoteAouoe pévipo npdBAnpa Kat
aywvia tou, o Aadapng noté dev eNETPEYPE OTOV £AQUTO TOU va ANONPOOAVATOALOTEL Kal
va eykataAeiyel tov Baciké tou otdxo, TIG onoudég tou. OUte akdpn ol avatapdelg
nou ouykAdévidav autn tnv enoxn th xoAn KaAwv Texvwv kat eixav wg anotéAeopa ou-
olaotikég aAAayég otn Asitoupyia tng, Tov anopdkpuvav and tnv nopeia tou. To 1910
10 XxoAgio twv Texvwyv ave€aptntonoleital and to XxoAgio twv Blopnxdvwy Texvwy,
o Meypylog lakwPidbng avadappavel tnh dietBuvon tng IxoAng KaAwv Texvv nAéov, pe
KUplo 0Téxo tnv avadlopyavwon Tng, avtanokplvopevog oto kaBoAikd aitnpa tng eno-
XNG yla onpavtikég aAdayég. Méoa oto nAaiolo tou avavewpévou npoypappatog dida-
okaAiag pia ouolaotikin napépfacn pnopei va Bewpnbei n kabiépwon tng Tonoypagiag
10 1914 w¢ autoteAolg pabnpatog, nou ndn otn petapplbpion tou 1910 eixe eloaxBei
WG «eAatoypagia €k Tou PUOLKOU €V TOLG £pyactnpiolg kat v unaiBpws."

KaBnyntég tou otn IxoAn ntav o Mewpylog lakwpidng, o Mewpylog Poiddg kat o Anpn-
tpLog Mepaviwtng. O kaBévag pe tn didbaokaAia tou Ba epnAoutiosl TIG YVWOELG KAl TIG
epnelpieg tou veapol kaAArtéxvn. And tov Mewpylo lakwBidn Ba d16axBei to otépeo

in 1915-1919, for World War | this time. In June 1919, although he had been unable
to attend his seventh academic year, being a soldier, he passed the graduation ex-
aminations with a grade of 9.25 out of 10 and received the Chryssovergis Prize,
awarded to the best graduate.’®

Nevertheless, his student years in Athens were productive and full of experiences.
Although daily economic survival was a constant concern, Lazaris never allowed him-
self to stray from his main goal, his studies. Not even the turmoil that broke out at
the School of Fine Arts, which resulted in radical changes in the school’s operation,
could make him veer off course. In 1910, the School of Arts was separated from
the School of Industrial Arts and became the independent School of Fine Arts, with
Georgios lakovidis as director, whose main goal was to reorganise the school in re-
sponse to the universal call for radical changes at the time. Already introduced into
the curriculum as ‘oil painting from nature in studios and en plein air’ by the 1910
reform, in 1914 landscape painting became a subject in its own right under the re-
newed curriculum.

Lazaris’s professors were Georgios lakovidis, Georgios Roilos, and Dimitrios Gera-
niotis. Each in their own way enriched the young artist’s knowledge and experience.
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Kataywyn. Ta xpévia tng pabi
Background. Early Career

ciag. Mpdn kaAAexvikin Spactnpiétnta

ox£610, TNV opyavwpévn olvBeon, tnv appovikn tonobétnon tou xpwpatog. MapdA-
AnAa o Poiddg, uloBetwvtag VEEG TEXVIKEG KAl TEXVOTPONIKEG EKPPATELG, EMAEYHEVES
and tg nAovoleg epnelpieg nou eixe anokopioel and ta taidia tou otnv Eupwnn, Ba
0dnynBel o€ pia 16idtunn eppnveia tg @Uong kal tou péAou Tou PTG, yia tnv anod-
boon tng. EAelBepeg XpwHATIKEG eNPAVELEG Kal SLAAuon Twv NepLypappdtwy padi pe
v aiobnon tng kivnong kat tng peuotdTNTag NPodidouv IUNPECLOVIOTIKEG TATELG MoU
0to TéA0G Tou 190U aiwva SeIAdG, Kal Kupiwg TG Npwteg dekaetieg tou 200U kdvouv TNV
eQ@Avion toug kat otnv EAAGSa.

O Aadapng aivetal 6t aBiaota uloBetel TIG apx€ég autég. 2to kopvi{onoleio oto onoio
epyddetal yia Blronoplotikolg Adyous, {wypagicel tonia, éva Bépa nou 6Ao kal neplo-
06tEPO TOV eVOIlaPEPEL «...Apxioa va {wypapilw pia Balacooypapia, Bépa vuktepivo
pe ogAnvn kal éva kaikt. To épyo otyd-otyd ywétav evolapépoy, ixa pws avaykn anod
aAnBela, and Aentopépela, katéBalva oto MNaAd PaAnpo ta Bpddia va naipvw eviunw-
0o€1G, TNV AAAN pépa dwypdplda and pvnpng. Twpa nou ta avanoAw napafevedopal pe
v TOAPN pou va {wypa@idw Y’ autd tov Tpéno...», YPAPeL apydtepa otig autofloypa-
PIKEG ONPELWOELG TOou.'? Auth tnv aAnBela nou Bpiokouv otnv napatipnon thg GUoNg
avalntouv nAéov ol {wypdpol. O Balacooypdpog BaociAelog Xatdng, BAénovtag to
¢€pyo tou Aalapn oto kopvi{omnoleio Tov NPOTpENEL PE eENALVETIKA oxOAla va To oTeilel
otnv ékBeon twv Luvtaktwyv to (610 kat o {wypdpog Aoukdg MepaAng.’™ O Mewpylog
PoiAdg, o pévog KpItig yia Tnv €ykplon N andpplyn twv £pywy, napdéAo nou o Aalapng

lakovidis taught him solid drawing, organised composition, harmonious arrangement
of colour. Roilos, familiar with new technical and stylistic modes through his travels
in Europe, guided him towards a distinctive interpretation of nature and introduced
him to the role of light. Free colour surfaces and dissolved outlines, along with an
effect of movement and fluidity, suggest an influence by impressionism, which was
slowly spreading in Greece in the 19th century and more fully in the early 20th.

Lazaris seems to have readily adopted these principles. In the framing store where
he worked for a living, he painted landscapes —a genre in which he was increasingly
interested. ‘.| started to paint a seascape: an evening theme with the moon and a
caique. It was turning out interesting, but | needed truth, detail, so | would go to Palio
Faliro in the evenings to get impressions, and the following day | would paint from
memory. Thinking back, I'm impressed by my daring, to paint that way...,” he later
wrote in his autobiographical notes.' It was truth from nature that artists were now
looking for. Upon looking at Lazaris’s work at the framing store, the seascapist Vas-
sileios Hatzis praised it and suggested that he contribute it to the Editors’ exhibition;
the painter Loukas Geralis also vouched for it."* Although Lazaris was only a student
at the time, Georgios Roilos, who was exclusively in charge of selecting artworks, ac-

12.
13.

12.
13.

Boytatdng 2000, ceA. 508-509

Yxetkd pe tnv KaAAtexvikn ‘ExBeon

ToUu YUuvoEopou Tuvtaktwy, BA. Mooxovdg,
Inupidwy, KaAAitexvikd Xwyateia

kat Opdadeg Téxvng otnv EAAGéa katd

10 a’ piod tou 2000 aiwva: n onpaocia

Kat npoo@opd toug, Aibaktopikn diatpiPn,
ABrva 2010, ogA. 85-86

Voyatzis 2000, pp. 508-509

For the exhibition by the Editors’
Association, see Mooxovdg,

Inupidwv, KaAAitexvikd Xwpateia kat
Opdbeg Téxvng otnv EAAd6a katd

10 a’ p1o6 tou 200U aiwva: n onpacia Kat
n npoa@opd toug,” doctoral dissertation,
Athens 2010, pp. 85-86
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15.

16.
17.

18.

14.

15.

16.
17.

18.

YUvdeopog EAANVwY KaAAexvay,

B’ MaveAAnviog KaAArtexviki EkBeatg,
Zanngwov Méyapov, ABivat 1915, KatdAoyog,
Xtnv tapdroa, ap. 85, To pepdkt tng ypLag

ap. 86. DiAdtexvog, «H €kBeaig Tou
YUVOETHOU TwV KAAAITEXVWV», MivakoBnkn
1915, €u. IE’, te0x. 174, oeA. 77

Avwvupog, «H ékBeaig tng Knpiodagy,
MvakoBrkn 1916, ét. lot’, telx. 186, ael. 77

Boyiatdng 2000, oeA. 513

YUvbeopog EAAAVwY KaAArtexvay,

A KaAAitexvikn ‘EkBeaig, ABrhvat 1917,
KatdAoyog, Movi BAatdaéwv (@eo/vikn),
ap. 86

K. «KaAArtexvikai EkBéogig», MvakoBrkn
1917, €t. I1Z°, telx. 200-201, osA. 89.
Avivupog, «Alapking KaAArtexvikin EkOeoig»,
MvakoBrkn 1917, ét. IZ°, telx. 198,

ogA. 66,71

YUvéeopog EAANVwY KaAArtexvwy,

B’ MaveAAiviog KaAAitexvikn EkBeaig,
Zappeion, Athens 1915, exh. cat.:

On the Terrace, no. 85; The Old Woman’s
Joy, no. 86; ®iAdtexvog, ‘H'EkBeoLg Tou
“Yuvééopou EAANVwY KaAAttexvav,”
Mvako6rkn, 1915, year 15, no. 174, p. 77
Anon., ‘H’EkBgaig tng Kngiolag’,
MvakoBnkn 1916, year 16, no. 186, p. 77

Voyatzis 2000, p. 513

Greek Artists Association, 4th Art
Fair, Athens 1917, exh. cat., Vlatadon
Monastery (Thessaloniki), no. 86

K., ‘KaAAtexvikai ekBéaeig,” MvakoBAkn
1917, year 17, nos 200-201, p. 89;
Anon., ‘Alapkng KaAAtexvikn EkBealg’,
MvakoBnkn 1917, year 17, no. 198,

pp. 66, 71

Atav akopn onoudaotng, To KAvel dektd e enaivoug, evwd ta idla evBappuvtikd Adyla
and tov 6dokaAd tou lewpylo lakwBidn evioxtouv thv katevBuvan nou Ba akoAouBn-
O€EL OTN PETENELTA KAAAITEXVIKN TOU Mopeia.

H enituxia nou eixe pe tnv Nuktepivi BdAacoa tou £6woe ptepd. O Aalapng ouvexilel
v ekBeatakn dpaotnpiétnta, napd to étl eival aképn onoudaoting. To 1915 oUPpETE-
XelL otnv €kBeon tou Xuvdéopou EAANVwY KaAAltexvwy pe ta épya Ztnv tapdroa kat To
HEPAKI TNG ypldg, ta onoia dev nepvolv anapatnpnta. «O k. Aalapng, pabntng akoépn,
[ekBétel] To pepdki NG ypldg KaAAltepov acuykpitwg tng Tapdtoag tou», oxoAlddetal
oto nepLodiko MivakoBnkn.™ To 1916 €AaPe pépog o€ opadikn €kBeon Nou opyavwBnke
otnv Knplold, pe th ouppeToxn twv onoudaldtepwy (wypdewyv tng enoxng. O Mewpylog
lakwPidng, o Xnupog Bikdtog, o Mepylog MNouvaponouAog, o ‘OBwv MepBoAapdkng, o
Oedppaoctog TplavatapuAAidng, unnp&av pepikol and toug ouvekBéteg tou.” O Aadla-
png e€€Beoe tpia €pya. AUo pe nBoypagikd Bépa «kal éva tonio Akpwg IUNPECLOVIOTI-
KO —pE NapdBeoitv Twv XpwHATWY XwpIig avapelflv— xwpic va Epw T ATo EUNPETLOVI-
OHOG»."® To 1917 ouppetéxel ndAL otnv €kBeon tou Xuvdéopou EAANVWY KaAAltexvwv
pe o épyo Movn BAatddwv (Beaoalovikn)'” kal otn Atapkn KaAAitexvikin ‘EkBeon. Ta
€pya nou ekBETeL yivovtal aviikelpevo oxoAlaopol and toug kpltikoug. «0. Aalapng. H
‘Epkiva tng Aifadeldg, pe toug napa&evous xpwpatiopoUs Hag anokaAuntel €v eAANVIKOV
toniov dyvwotov. Exel 0 KaAAltéxvng aloBntikdtnta Kal avtiAnyiv Tou Xpwpatog Kanwg
EKKEVIPLIKNV» Ba emonpdvel o KpItikdg ato neplodikéd Mivakobnkn.'® Auth n 16iaitepn

cepted it with praise; similar encouragement from his professor, Georgios lakovidis,
reinforced the direction that he was to take in his career as an artist.

His success with Evening Sea gave Lazaris wings, and he continued to pursue his
exhibition activity, even though still only a student. In 1915, he contributed On the
Terrace and The Old Woman'’s Joy to the exhibition of the Greek Artists Association;
his work did not go unnoticed: ‘Lazaris, a student, [is showing] The Old Woman'’s Joy,
an incomparably better work than On the Terrace,” read a review in Pinakothiki mag-
azine.* In 1916, he participated in a group exhibition organised in Kifissia, featuring
the most important artists of the time, including Georgios lakovidis, Spyros Vika-
tos, Georgios Gounaropoulos, Othon Pervolarakis, and Theofrastos Triantafyllidis."
Lazaris showed three of his works: two genre paintings ‘and a highly impressionistic
landscape -with paints applied unmixed- without knowing anything about Impres-
sionism."® In 1917, he participated once again in the Greek Artists Association’s
exhibition, with The Vlatades Monastery (Thessaloniki)'” as well as in the Permanent
Art Fair. The works on display were once again noticed: ‘Theodoros Lazaris: With its
strange colours, Erkina of Livadeia showcases an unfamiliar Greek landscape. The art-
ist possesses a somewhat eccentric sensibility and approach to colour,” mentioned a
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Kataywyn. Ta xpévia tng padnteiag. Mpddtn kaAAtexvikin §pactnpiétnta
Background. Early Career

avtiAnyn yia to xpwpa Ba yivel onpeio avapopds oe dAEG TIG KPITIKEG MOu akoAouBoUlv
OTOV TUMO TNG €MOXNG Yla Ta €pya Mou napouclddel npv akopn and tnv anogoitnon
tou. «O k. Aalapng €16 tnv Mapapwrtidv (Slati Mapapwtid kal éx1 Kovtd otn pwtid;) Ka-
TWPBWOoEV ENITUXWG Va avanapaotnon Ty €k TnG eotiag avadidopévny avravdkAaotv
NG AdpPewG enavw €16 To POpepa TG Beppalvopévng kuplag, aAAd pe kdnotav unep-
BoAwkdtnta.»'® To 1918, eniotpateupévog aképn Adyw tou A Maykoopiou MoAépou,
OUPPETEXEL oTNV €kBeon Tou EAANVoyaAAikoU Xuvdéopou pe tpia ndAl épya: Koupaopié-
veG eunveuoelg, PiAdpeokn, To Eunvnpa tng konéAAag. «...[tou k. Mnpaéooa.....] Kat tou
K. Aalapn ol Koupaopéveg epnveloels kat n PIAdpeokog P Tag eNTUXeiG avtavakAdoelg
elval épya ta onoia tip®ol Toug 6Uo autols KaAAITEXVAG».?°

To 1919, apéowg petd tnv ano@oitnon tou, tou avatébnke n ayloypdenon tou Tpou-
Aou tou vaou twv Eloodiwv tng Ocotdkou, tnG MntpondAews tng Aifadelds. OASKAN-
PO TO €lKOVOYPAPIKO Npdypappa, Katd tnv ekkAnolaotikn napddoon, pe kUplo Bépa
tov lMavtokpdtopa, Toug ayyéAoug, Toug NPoPNTES, TOUG euayyeALOTEG. EpeuvnTing Kat
peAeTtnTng tng Bulavuiving téxvng Ba totopnoel noAAéG ekkAnoieg. To 1928 avaAap-
Bavel tn oxediaon kat ektéAeon tng ayloypdenong tou vaou tou Ayiou NikoAdou otn
XaAkida. Apyotepa to 1961-1964 ayloypagei tov vad tng AEH oto AABépL?! H Babia
yvwon tng Bulavtving {wypaglkng aAAd kat tng dutikdtponng, n onoia Kuplapxouoe
otnv ekkAnaolaotikn napddoon £€wg tn MIKpAOLATIKA KATAOTPOPN Kal tnv €Aeucn tou
dwtn KévtoyAou, Ttov o0dnynoav o€ npoPAnpatiopous, ol onoiol katéAngav o€ Npoow-

review in Pinakothiki magazine.'® This distinctive approach to colour would become a
recurring motif in contemporary reviews of the artworks that he showed before his
graduation. ‘In Fireplace, Lazaris successfully captures the reflection of the fire on the
woman’s dress, not without a slight exaggeration.”” In 1918, still conscripted during
World War I, he participated in the exhibition of the Hellenic-French Association,
again with three works: Tired Inspirations, Vanity, Young Woman Awakening. ‘...[Braes-
sas] and Lazaris’s works Tired Inspirations and Vanity, with its successful evocation of
reflections, should make the two artists proud.?®

In 1919, immediately after graduation, he was commissioned to decorate the dome
of the church of the Presentation of the Virgin of the Metropolis at Livadeia, with the
complete iconographic programme in accordance to ecclesiastical tradition, having
the Pantokrator, angels, prophets, and evangelists as main subjects. A researcher and
scholar of Byzantine art, he would go on to decorate several more churches. In 1928,
he was commissioned to design and execute the mural decoration of the church of
Agios Nikolaos in Chalkida. Later on, in 1961-1964, he painted the murals in the church
at the Aliveri power plant.?' His profound knowledge of Byzantine painting and Western
painting -the prevalent style in Greek Orthodox ecclesiastical tradition until the Asia
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K. «KaAAtexvikai EkBéoslg.

H Tpitn Awapkig», Mvakobrikn 1918,

£€t. IH" teldx. 205, ogA.1

®iAdtexvog, «H EAAnvoyaAAikn “EkBeaigy»
MvakoBrikn, 1918, Etog IH ",

telx. 208-209, ogA. 34

Boyiatdng 2000, oeA. 513-514, 515-516

K., ‘KaAArtexvikai EkBéoeig, H Tpitn
Awapkng’, Mvakobnkn 1918, year 18,
no. 205, p. 1

®diAétexvog, ‘H EAAnvoyaAAikn EkBeotg,’
MvakoBnkn, 1918, year 18,
nos 208-209, p. 34

Voyatzis 2000, pp. 513-514, 515-516



22. BA. ouvontikd yia tnv eKKANoLaotikn
{wypa@ikn otig apxég tou 2000 aiwva oto
‘OAya Mevtdapou, XoAwpds PpaykouAidng,
€k6. MoArtiotikoU 16pUpatog Tpanédng
Kunpou, 2009, oeA. 42-43, 6rou kat
n oxetkn BifAloypapia

22. See on early-20"-century ecclesiastical
painting briefly in: OAya Mevt{apou,
YoAwpdg ®paykouAidng, Bank of Cyprus
Cultural Foundation, 2009, pp. 42-43,
including bibliography

nikég AUOELG, mou xapaktnpidovtal and piav anepidplotn eAeubepia otnv avapiEn twv
uo dlapopetikwy TeExvotTponiwy. Me tnv dla dveon kiveital avdpeoa ota {wypagikd
péoa tng Adong, xpnolponolwvtag tnv tpitn didotaon Kal ta paAakd tovikd nepaopata
otnv anédoon twv OyKwy, kal otnv unepBatikn {wypadikn twv Bulaviivav pe to xpuad
POVTO, TIG EVTOVEG PWTOOKIACELG Kal AndTOPEG XPWHATIKEG peTaBdoelg, tny avdotpopn
npoomntikn, nou toviouv tov dlodldotato xapaktipa tng Bulaviiviag téxvng. H de€lo-
texvia pe tnv onofa epnAékel Tig dUo autég avtbetikég apxég, aAAd kal o Kupiapxog
péAoG Tou pwTog nou katauyddel ta Bépatd tou, tovidoviag epgatikd ta kabapd tou
xpwpata, kablotd to neplexdpevo olkelo kal kabnpepivéd yia Toug niotoug.?

Minor Catastrophe and the arrival of Fotis Kontoglou- guided Lazaris in seeking his
own solutions, characterised by unlimited freedom in mixing the two different styles.
He comfortably moved between the Western European painting tools -using the
third dimension and a soft gradation to render volumes- and transcendental Byzan-
tine painting, with its gold ground, intense chiaroscuro, dramatic colour transitions
and inverse perspective, which underpin the two-dimensional nature of Byzantine
art. The masterful way in which he fuses these two antithetical principles, together
with his dominant use of light, which bathes his subjects, bringing to the fore their
pure colours, makes the content familiar and easy to relate to for the faithful.??
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Aapvi (Aentopépela)
EAaloypagia o kdvtpa nAaké, 19 x 23,5 k. (ap. kat. 22)

Dafni (detail)
Oil on plywood, 19 x 23.5 cm (cat. no 22)

Ta xpovia
NG wpLHoTnTag

The Years
of Maturity
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Ta xpévia tng wpipéTnTag
The Years of Maturity

H evaox6Anon tou, wotdoo, HE v ayloypagpnon tng MntpdnoAng tng AiBadeldg
bev ennpeddel tnv kaAAttexvikn tou eEEAIEN. H ouppetoxn tou otig ekBéoelg twv ABnvmv
ouvexiCetal apeiwtn 6An tn dekaetia tou 1920.2 O1 evBAPPUVTIKEG KPITIKEG Kal Ol Npo-
TPONéG TwV PiAwv Tou Tov 06nyoUv otnv andé@acn va opyavwaoel atopikn ékBeon. ‘Etol To
1930 napouotdlel otnv aiBouoa tou Mapvaocool 52 €pya, pia evétnta kavh va oklaypa-
enoel tn {wypa@ikn tou epnelpia. MapdéAo nou dev eival duvatdv va tauticBouv autd ta
npwta épya, evroutolg ekelva tng ékBeong otnv EBvikn MivakoBikn to 1974 kal kanola
ano t ouAAoyn tou Anpou AiBadeldg nou cupnintouv oTtoug TITAOUG Kal TG XPOVOAOYIES,
KaBwGg Kal ol KPITIKEG TNG EMOXNAG pag divouv th duvatdtnta va aviiAn@BoUpe TG alobntikég
emAoyég tou. O katdAoyog tng ékBeong kaBwg Kal To Keipevo tou kpttikoU A. [Alovuciou]
K. [Kékkivou] otn Néa Eotia®* pag deixvouv 6t o Aalapng €xel otpagei, katd kuplo Adyo,
otnv Tonoypaia, otnv onola onpavtikn 8éon katéxel n natpida tou Aipadetd. O Aloviolog
Kokkivog ypdpel oto Kelpevo Tou: «... O aBopufog autdg KaAAtéxvng HOALG EPETOG avepa-
vioBn dl1a npytnv popav pe 1diav ékBeotv. H ekdnAwolg tou k. Aadapn eupioketal €1g tTv
wplpotntd ™. Efvalr dwypdpog unaiBpou, ouvexidwy tv IPNpeotovioTikny napddoaoty pe
npoownikda xapiopata anAdtntog kat elAkpveiag. Yndpxouv pneotoviotai KatopBwvovteg
n npoonaBouvieg va UNoTtdooouv To AVIIKEIPEVOV €1G TNV KaAAtexviknv 1bloouykpaoiav
twVv. O k. Aadapig, pe toug nevivta 6Uo nivakag nou e€€Beoev €1G Tov «Mapvaocodv», Gpa-
VEPWVEL plav oupnadn unotaynv €1g tnv ¢ualv. OAn tou n epyaocia ival pia Aatpeia niotou
MPOG TNV (PUOIKNV YPAPIKOTNTA, NPOG TO PwE, MNPog tThv aledntiv aAnbelav tou toniou.

Nevertheless, his engagement with the mural decoration of the Me-
tropolis of Livadeia did not take a toll on his other creative production and de-
velopment as an artist. His participation in Athens exhibitions continued unabated
throughout the 1920s.2®> With critical praise and his friends’ encouragement, he de-
cided to mount a solo exhibition in 1930, showing 52 paintings —a representative
body of work- at the Parnassos Literary Society’s exhibition venue. It is impossible to
identify these early works; however, the ones in the 1974 National Gallery exhibition
and certain works in the Municipality of Livadeia Collection whose titles and dates
coincide, as well as contemporary reviews, enable us to follow his aesthetic choices.
The exhibition catalogue and the reviews by D.K. [Dionyssios Kokkinos] in Nea Hes-
tia** suggest that Lazaris mainly focused on landscape painting, and his hometown,
Livadeia, enjoyed a privileged position in these works. Dionysios Kokkinos writes: “...
It was only this year that this low-key artist had a solo exhibition. Lazaris’s art is in
full maturity. He is an outdoor landscapist in the impressionist tradition who stands
out for his simplicity and honesty. There are those impressionists who subdue, or
attempt to subdue, the subject to their artistic personalities. With the 52 paintings
on display at Parnassos, Lazaris reveals a likeable submission to nature. Overall, his
work shows one who worships natural beauty, light, the sensory truth of the land-
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YUvbeopog EAAMMVwy KaAAitexvay,
(E*‘ExBeoig), Zanneio Méyapo,

ABnval 1921, KatdAoyog, Auaapéokeia

ap. kat. 178, Ecwrtepikdv Epyaotnpiou
ap.kat. 179, Epyaoia ap. kat. 180, Toneiov
ap. kat. 181. diAétexvog, «<H “EkBeoig tou
Yuvbéopou twv KaAArtexvwv» lMivakobiikn,
1921, Etog KA, telx. 241-243, oeA. 18.
YUvbeopog EAAMMVwy KaAAtexvay,

X1’ lNaveAAnviog EkBeatg, Zannetov Méyapov,
ABnval 1926, KatdAoyog, Nnoiwtikn auAn
ap. kat. 118, Yné tnv AkponoAv

ap. kat. 119, Apdveg ap. kat. 120,

‘Otav 6¢ev noldpet ap. kat. 121,

Toneiov BoUAag ap. kat. 122.

YUvbeopog EAANVwy KaAArtexvay,

Z’ lNaveAAnviog EkBeaig, Zannelov Méyapov,
ABnval 1929, KatdAoyog, Xtnv avAn

ap. kat. 70, AuAl Movaotnpiou lNépou

ap. kat. 71, Epeima Budavuvig EkkAnaiag
ap. Kat. 72

Greek Artists Association,

(5th Art Fair), Zappeion, Athens 1921,
exh. cat.: Disapproval, cat. no. 178;
Studio Interior, cat. no. 179; Working,
cat. no. 180; Landscape, cat. no. 181;
®diIAGtexvog, ‘H €kBeatg tou “Xuvdéopou
EAAAVwV KaAAttexvov,” MivakoOikn,
1921, year 21, nos 241-243, p. 18;
Greek Artists Association, (6th National
Art Fair), Zappeion, Athens 1926,

exh. cat.: Island Courtyard, cat. no. 118;
Below the Acropolis, cat. no. 119; Afanes,
cat. no 120; When not Posing, cat. no. 121;
Landscape of Voula, cat. no. 122; Greek
Artists Association, 7th National Art Fair,
Zappeion, Athens 1929, exh. cat., In the
Courtyard,

cat. no. 70; Monastery Courtyard,

cat. no. 71; Byzantine Church Remains,
cat. no. 72
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Yto Apxeio tng EBvikng MivakoBnkng
Bpioketal o katdAoyog TG NpwIng
avadpopikng €ékBeong tou Aalapn

pe aneikovioelg épywv tou. A. K.,

«H Zwypa@iki» Néa Eatia, 1930,

Mauiog, teux. 82, ogA. 492

YuAdoyn épywv {wypagikng ©. Aadapn),
keipevo: XpuoavBog Xpnotou, entpéAela
ékboong Neutépng Kotoevag, Mavvng
Ynavog, Anpotiki MivakoBnkn AiBadeidg,
1992. O XplUoavBog Xpnotou enxelpei

0oT0 Keipevd Tou pla xpovoAoyikn katdtagn
tou épyou tou Aalapn. Auth n xpovoAdynon,
Baoel vedtepwV oTOIXEIWY, Yia KAnola épya,
Slagpoponoleital oto Keipevo pag.

‘OAya Mevtlapou, lakwpidng,

€k6. Adap 1999, oeA. 136

The catalogue of the first retrospective
exhibition for Lazaris, featuring
reproductions of his paintings,

is in the National Gallery Archive; A.K.,
‘H Zwypa@ikn,” Néa Eatia, 1930, May,
no. 82, p. 492

Juldoyn Epywv Zwypapikig . Aalapn,
essays by XpuoavBog Xpnotou; Aeutépng
Kotoevég, Mavvng Xnavdg (eds), Livadeia
Municipal Gallery, 1992; in his essay,
Chryssanthos Christou attempts to order
chronologically Lazaris’s body of work.
This order is revised in this essay based
on more recent evidence

‘OAya Mevtlago, lakwpiéng,
Adam 1999, p. 136

O k. Nadapng €xel ndvtote B¢épa. Ta tonia tou avayvwpilovral, énwg ta noptrpaita nou
ENLOLWKOUV TNV opoldTNTa P To avtikeipevov. Anodidel tnv puaoloyvwpiav Twv KOPPATtiv
NG PUOoEWS nou {wypapiel. AAN’ und ta e€wtepikd autd yvwpiopata, ta anodidbopeva pe
PEAALOTIKAV TEXVNY, UNAPXEL N anAN Kal EUYEVAG YPUXN TOU KAAAITEXVOU HE TNV JuoTikonabn
g 61aBeotv. Kal touto 6i6el €1G 6Ao To £pyov Tou TV KAAALTEXVIKAY Tou evotnta. H ypappn
Tou elval Attn Kat to pwg tou eIAKPIVES. Kappia ekdhtnolg, kappia npoondBela dnploupyiag
EVIUNWOEWG HE XpWHATIKA Tpuk. O k. Aalapng apkeital €1 Tag npaypatikas SUVApELS Kal
1ag ekbnAwvel pe ellikpivi otaBepdtnta. EnavadapBdvw tov xapaktnplopdv Tou EIAKPL-
voug, 616Tt Touto anoteAei to e€alpetikOv otoixeiov Tou k. Aalapn. And ta ekteBévia épya
Tou Ba €npene va onPELDOEL KAVELG 11AITéEPWG Plav eKTEAECIY MAVOPAUIKAY TOU YPaPIKOU
notapiou tng AiBadeldg, éva toniov tng BouAag, to HAloBaciAepa kat piav peyéAnv dnogiv
g AiBadeldcy.

ZONPA®IZONTAZ THN EAAHNIKH YIMAIOPO. OWEIZ THZ AIBAAEIAX

MeAetwvtag ta épya tou Oeddbwpou Aalapn nou avikouv otn Anpotikn MivakoBnkn At-
Badeldg, dtamotwvoupe 6Tl KaAUnToupe 0A0 To PAopa TG KAAAITEXVIKAG Tou nopeiag. =&-
Kivwvtag and ekeiva nou pnopouv va xpovoAoynBouv yUpw oto 1930 kat £wg to 1940,
pnopel va BewpnBel ét1 avadeikviouv 6x1 pévo tn Bepatoypapia tou aAAd kat TG entAoyEg
TOU WG Mpog tov Tpdrno anddoong twv Bepdtwy tou. And ta naAaidtepa épya tou ival To

scape. There is always a subject in Lazaris’s paintings. His landscapes are identifi-
able, similarly to portraits that seek to resemble the sitter. He captures the distinct
character of the pieces of nature that he depicts. Yet, below these external traits,
realistically rendered, there is the artist’s simple, noble soul, with its mystical mood.
And this gives his work aesthetic unity. His line is sparse, his light truthful. No affec-
tation, no effort to impress through colouristic effects. Lazaris has true skill and re-
veals it honestly and constantly. Honesty is Lazaris’s most outstanding quality. Of his
works on display, one should note in particular a panoramic view of the picturesque
river of Livadeia, a landscape of Voula, a Sunset, and a large-scale view of Livadeia.’

DEPICTING THE GREEK LANDSCAPE. VIEWS OF LIVADEIA

Studying the works of Theodoros Lazaris in the Municipal Art Gallery of Livadeia, we
find that they span his entire career as an artist. His works that can roughly be dated
in the 1930s are interesting, not only for their subject matter but also for the artist’s
approach to it. One of his earliest works is From a Window at Home [cat. no. 1], which
can be dated around 1918.2° Although it treats the same subject that his teacher,
Georgios lakovidis, depicts in well-known works, nevertheless this work stands out

29



30

Ta xpévia tng wpipéTnTag
The Years of Maturity

And to napdBbupo tou onitioU pou, [ap. kat. 1] to onoio pnopei va tonoBetnBei xpovoAoyika
YUpw oto 1918.2° Av kat napanépnel oto idlo B¢pa nou o ddokaAdg tou Mewpylog lakwpi-
ong xpnaotlponolel o€ yvwotd tou épya evioutolg 0 tponog anddoong eival dlapopeTikag.2e
MapdAo nou utoBetel and tov SAokaAd Tou apxég TNG YEPHAVIKNG {wYPAPIKAG oUP(wva PE
TNV onoia anelkovidel oupnayeic péppeS oe Npwto eninedo, pe okoupa, Bapld xpwpata ota
oklepd pépn, oto deutepo eninedo to avoixtd napdbupo kat To Tonio nou paivetal péoa and
auté anodidetal pwrtelvo kat Aapnepd. Ta @Asydpeva and tov NALo pépn, HE To £VTovo nop-
TOKAAL Xpwpa Kat N PpavopevIKA atnpéAntn wg Npog tv ektéAeon {wypagikn, péoa and
T 61dXUoN Kal CUYXWVEUON ToU XpwiatikoU tévou dev anofAénel napd otnv npoondBeia
an6doong Tng evtUnwaong Tou cuvOAoU, VK N TAUTION XPWHATOG Kal (pOpHag otn PUAAW-
ola tou &évrpou aAAd kal otnv Kouptiva, anoteAEl pla NpooeKTIkA PHEAETN TG Kivhong.

Y10 €pyo to POwdnwpo, tou 1933, [ap. Kat. 4] éva and ta eAGxiota xpovoAoynpéva pya
and tov {610, aAAd kat oto opdTitAd Tou [ap. kat. 5], kaBwg kal ota £pya lMAatdvia Aifadeldg
[ap. kat. 6] Znitia otn AiBadeid [ap. kat. 7] diamotwvel Kaveic Tnv eEEAIEN authg Tng véag
avtiAnyng Bewpnong tng @uong. H anddoon tng péoa and eva pwtelvd kpdpa and ano-
XPWOELG OTO XPUOOKOKKIVO TwV PUAAwHATWY Twv dévtpwy, To PnAe-npdoivo oto £€6apog
Kal ota Bouvd, enBefalivouy Tov péAo ToU PWTHG OE Hid AVTIVATOUPAALOTIKA AneKOVIoN.
MAatiEg mveAlEg diaypdpouv TG XpwHATIKEG TOVIKOTNTEG, Navtou (6leg o€ 6Aa ta enineda
Tou nivaka, kablotwvtag 1ooduvapn xpwpatikd éAn tThv eNPAVELd TwV €PYwY, agou Kal
Ta okiepd pépn Adpnouv otig avravakAdoels tou ewtdg. Exel yivel nAéov napadektd ot n

for its approach.?® Although he adopted German painting teachings from his profes-
sor, according to which he depicts solid forms in the foreground, with dark, heavy
colours in the shaded parts, the open window and the landscape seen through it in
the background are brightly illuminated, glimmering. Sun-drenched parts of a bright
orange colour and the seemingly sketchy brushwork only serve to capture the overall
impression through diffusion and fusion of the colour palette; the identification of
colour and form in the foliage and the curtain is a meticulous study of movement.

In Autumn, 1933 [cat. no. 4], one of the few works dated by the artist, and [cat. no.
5] of the same title, as well as in Plane Trees at Livadeia [cat. no. 6] and Houses at
Livadeia [cat. no. 7], the evolution of this new perception of nature can be traced.
Evoking the landscape through a luminous mixture of hues in the gold-red shades on
the foliage as well as blue-green on the ground and mountains, confirms the role of
light in an anti-naturalistic treatment. The colour palette is applied through a sweep-
ing brushwork, homogeneous on all the planes of the painting, making the entire
surface of the painting chromatically equivalent, since even the shadow areas glitter
with reflections of light. It is now accepted that shadow is not a dark grey or brown
entity as it was regarded by academic painting, but a surface that receives the co-
lours of the surrounding objects under the influence of light. In Plane Trees at Dusk at

dOwvénwpo, 1933
EAatoypagia o€ kbvtpa nAake, 22,5 x 42,5 k.

Autumn, 1933
Oil on plywood, 22.5 x 42.5 cm



Maykoupdva-XaAdavépt
EAaloypagia o xapvrunopvt, 40 x 50,5 €k.

Mangoufana - Chalandri
Oil on hardboard, 40 x 50.5 cm

okid bev elval pia okoupa ykpL N Kagé ovrétnta oto oUVOAO Tou €pyou, Onwe tn SExetal n
akadnpaikn {wypagikn, aAAd pla enpdvela nou déxetal kdtw and tnv enidpacn tou Qw-
TG ToV XpwHatiopd Twv yUpw aviikelpévwy. Xto épyo lMNAatdvia oto aoUpouno otn Aifadeld
[ap. kat. 2] noikidot xpwpatikoi Tévol Tou Npdctvou, TonoBeTnpévol Pe avaAappeg NIVEALEG,
anoteAolV pla NPOOEKTIKN Kataypadn tng puong Ao {wvtdvia, nou ekdnAwvetal péoa and
TNV aANBELd TWV XpWHATWY, TNV MOIKIAl Tou QwTdg, TNV unotayn otn Slapkn Kivnon Kat
peuototnta. H pwrtoypapia nou deixvel tov Aalapn va {wypapidel éva napdpolo €pyo [€IK.
o€A. 2-3] eni ténou péoa otn guon, gival pla oapng paptupia thg avriAnyng twv unatbpi-
otwv {wypdpwv va aixpaAwtioouy, ni TONOU, TN CUYKEKPIUEVN OTIYUA Kal TOUG AMELPOUG
XPWHATIKOUG TéVoUG nou ouvexws aAAddouv. H aneuBeiag autn kataypa®n tng gpuong eival
pia katdktnon twv {wypdewy yia eAeUBepn kal auBdppntn ékppaocn, e €VIovo To npo-
owniké atoixeio, kKaBwg ekPpddlel Tnv aANBela TNG NPWTNG Patldg, TNV onola o KAAAITEXvVNG
oUAAapBavel pe 6Aeg tou TG Suvapels.

Mia diapopetikn avtiAngn otn Bewpnon tg puUong Kat tnv anddoon Tou XWPou Haptupd
Hia oglpd €pywv Tng (6lag enoxng, Maykoupdva-XaAdvépt [ap. kat. 15], To onoio Ba pno-
pouoe va xpovoAoynBei yUpw ato 1915, apou auti tn xpovid Siapével ato XaAdvopl, Map-
vaoadg, 1927 [ap. kat. 16], lMAayid Mapvaoood, [ap. kat. 12], Tonio, [ap. kat. 13], Ané tov
An-ldvvn Apdxwpag, [ap. kat. 10]. Avayvwpidovtag Tnv KATaokeUaotikn a&ia Tou XpwHatog
Kal TnG GOppag kal tnv loopponnpévn petagl toug oxéon, n olvBeon ktietal pe pubpikd
tonoBeTnpévoug xpwpatikoug Oykoug, o€ looduvapa nAaotika enineda, o€ pla enpavela

Livadeia [cat. no. 2], a multitude of shades of green, applied with lightness of touch,
become a meticulous and vibrant recording of nature conveyed through the truth of
colours, the diversity of light, giving in to constant movement and fluidity. A photo of
Lazaris while painting a similar work [photo p. 2-3] from nature is testimony to the
plein-air landscapists’ quest to capture the moment and the infinite, ever-changing
colour. This immediacy in the depiction of nature is a conquest of artists, a step to-
wards liberated, spontaneous, strongly individual expression, as it captures the truth
of the first glimpse, which the artist captures with all their might.

A different approach to the landscape and to the evocation of space is communi-
cated by a series of works of the same period, Mangoufana - Chalandri [cat. no.
15] which can be dated around 1915, since the artist lived in Chalandri during that
year, as well as Parnassos, 1927 [cat. no. 16], Parnassos Mountain Slope [cat. no. 12],
Landscape [cat. no. 13], and From Ai Yannis, Arachova [cat. no. 10]. Recognising the
modelling role of colour and form, and their balanced relationship, the composition
is arranged in patterns of colour mass on equivalent plastic planes set out on a flat
surface, since all parts have the same imaging value. In Parnassos, 1927 [cat. no. 16],
the placement of the building roof parallel to the mountaintops, and the rectilinear
monochromatic band at the bottom of the painting, also in Mangoufana - Chalandri
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nou bev éxel BABog, kaBwg 6Aa ta pépn €xouv tnv idla ansikoviotiki aia. Xto €pyo lMap-
vaoadg, 1927 [ap. kat. 16], n tonoB&Tnon TN OKEMNG TOU OIKNPATOG o€ napdAAnAn diataén
HE TIG BouVoKopPES, KaBWE Kal N napaAAnAdypappn HOVOXpWHATIKA {wvn 0To KATw HEPOG
Tou nivaka, aAAd kat oto épyo Maykoupdva-XaAdvépt [ap. kat. 15], énou o dlaxwplopdg o€
{wVeg elval oagng Kat POVo oL oxedOV LOVOXPWHATIKEG eMpAveleG Npoadlopiouv th Sidtagn
TOU XWpPOU, evidooovtal otous npoPAnpatiopols {wypdewy, avapeod toug kat o Aadapng,
endvw otnv apxn g anodoxng twv dUo dlactdoswv tou nivaka apvoupevol Ty Peudai-
06non tng tpitng. Xtov i6lo npoPAnpatiopd avikouv kat ta épya Tonio, [ap. kat. 13], MAayid
Mapvaoood, [ap. kat. 12], EAaiwvag Appioong [ap. kat. 23], énou to Bépa kataAapBavel 6An
TNV €NPAvela Tou nivaka, agnvovtag Pévo pia noAu pikpn {wvn oupavou va (paivetal oto
navw péPog. Me thv npoontiki and katw npog ta ndvw kat tnv andédoon, oe avtiBeon pe tv
akadnpaikn NPoonTikn, Twv ENPAVEIWY Kal twv Bepdtwy nou Bpiokovtal o npwto nAdvo
pE okoUpa acagn xpwpata, pépvel To B€Pa noAU Kovtd otov Beatn, pe Tpono ouvontikd
Kal NEPLEKTIKG Mou anodelkvUouv thv NpdBeon tou {wypdpou va pBdoel oe éva dlapkES Kal
npaypatiké anotéAeopa. H avtiAnyn auth kaBiotatal nepiocdtepo eppavng ota épya And
tov An ldvvn Apdxwfag [ap. kat. 10], kat Kupiwg oto épyo And to Eevodoxeio EAikwv otn Ai-
Badeid [ap. kat. 11] 6mou ta Ktiopata wbouvtal oto KATw PEPOG Tou nivaka, avadelkviovtag
ouaolaoTika Ttnv nAaytd tou Bouvou to péco nou Ba tov odnynael o€ pita {wypapikn Nou ano-
pakpuvetal and tnv avekdOTOAOYIKN, «yYpaPIKi» aneikovion Kat Tnv kablotd peAétn ewtdg
Kal xpwpatog. Eotiddovrag o kaAAitéxvng to evolagépov tou otnv anddoaon tou Bpdxou, Kti-

[cat. no. 15], in which there is a clear arrangement into distinct bands, only the al-
most monochromatic surfaces defining the spatial arrangement, all these form part
of artists’ explorations, including Lazaris’s, on the principle of adopting two-dimen-
sional painting and rejecting the illusion of the third dimension. The same concerns
inform Landscape [cat. no. 13], Parnassos Mountain Slope [cat. no. 12], Amfissa Olive
Grove [cat. no. 23], in which the subject occupies the entire surface of the painting,
leaving only a very small band of sky visible at the top. With a bottom-to-top per-
spective and rendering the surfaces and subjects in the foreground with dark, unde-
fined colours, unlike in academic perspective, the artist brings the subject close to
the viewer, in a concise, comprehensive manner that proves his intention to achieve
a true, lasting result. This approach becomes even more prominent in From Ai Yannis,
Arachova [cat. no. 10] and especially in From Elikon Hotel, Livadeia [cat. no. 11], where
the buildings are pushed to the bottom of the painting, showcasing the mountain
slope, departing from anecdotal, ‘picturesque’ representation, and arriving at a study
of light and colour. Focusing on rendering the rock, the artist models colour in almost
monochromatic areas, only interrupted by a few bright white entities created by the
sunlight as it falls on it.

In another series, this notion was to take on a more concrete form. In Houses in

EAaidvag Appioong
EAatoypagpia oe kdvtpa nAaké, 18 x 24 ek.

Amfissa Olive Grove
Oil on plywood, 18 x 24 cm

Ané to §evodoxelo EAikwv otn Aifabeld
EAaloypagia oe xdpvrpnopvt, 56,5 x 34,5 €k.

From Elikon Hotel, Livadeia
Oil on hardboard, 56.5 x 34.5 cm



Aapvi
EAaloypagia oe kdvtpa nAaké, 19 x 23,5 k.

Dafni
Qil on plywood, 19 x 23.5 cm

€L TO XpWHA OE POVOXPWHATIKEG 0XeOOV EVOTNTEG MOU SLAKONTOUV HOVO KAMOLEG AQpNEPES
AONPEG XPWHATIKEG OVTOTNTEG, TIG Oroleg dnploupyel To PwG Tou NALOU NMoU NEPTEL OE AUTOV.
Xe pia GAAN evétnta épywv n avriAnyn auth Ba NApeL o cUYKEKPIUEVN pop@n. XTa épya Znitia
otnv EdBoia [ap. kat. 19], Znit otnv Trvo [ap. kat. 18], Aapvi, 1930 [ap. kat. 21] dev evoiapé-
petal yla tnv anewédvion tou Bepatog péoa and t Aentopepn Kataypapn Tou aAAd yla tnv
anopdvwaon evog ouyKekplpévou potiBou kat tnv andédoon g eikdvag Tou, dnwg auth diago-
poroleftal kdtw and v enidpaon Tou Pwtog. Katd thv npoo@IAn Tou NPAKTIKn £va PEPOG ToU
Ktiopatog, n €i0060G €vOg onttioy, pia XapaktnpLotiki dyn, -6nwg authn tng Movng Aagviou-
évag pavipdroixog, kaAumtel 6An tnv enpAvela Tou nivaka, o€ pia npoondbela va avadexBel
péoa and v QWIEIVOTNTA TWV XPWHATWY Kal TNV anAoUoTteuon Twv oxnpdtwy, n avtiAnyn pe
TNV onoia opyavwvel th ouvBeon. MAQTEG PWTEVEG MIVEAIEG, XPWHATIOTEG avtauyeleg and To
npdoivo twv Sévtpwy, To YaAddo tou oupavou, To Ka@é Tou e6APOUG EVOWHATWVOVTAL OTIG
HOVOXPWHATIKEG oXeOOV EMPAVELEG TWV KTIOPATwWY, anodelkviovtag 6t o Aalapig eixe evotep-
VIoBel otn {WypaPIkn TOU apXEG TWV MPOOOEUTIKWY KAAAITEXVWV TNG EMOXNG TOU, GUMPWVA
HE TIG onoieg n okid yivetal xpwpatioth, Aapnepn and to Gpuwg Nou KatakAUZEL Tov YUpw XWPoO.
H evétnta twv épywy, WG, Mou éxel wg Bépa tn yevételpd tou AiBadeld pe ta notdpia g,
KaBwg Kal ta notapdkia tng ABnvag eival autn nou katadelkvuel katd KUpto AGyo Tig atodbn-
TIKEG avTIANYELG Tou Aadapn. Xta €épya autd o IUNPECLoVIoTIKOG unalBplopdg ouvavtd évav
1616tuno e€npeatoviopo, agou n anddoon tou Bépatog dev eival doxetn and tov YUXIKG Tou
deopd e Tov XWPo Mou anelkoviel. H ouykivnon mou tou npoo@épel o yevéBALOg TOnog Ttov

Euboea [cat. no. 19], House on Tinos [cat. no. 18], Dafni, 1930 [cat. no. 21], rather
than seeking to depict his subjects in detail, he isolates a specific theme to capture
the way it changes under the influence of light. In his favourite practice, a part of
a building, a house entrance, a characteristic view, such as the Dafni Monastery, a
fence wall, cover the entire surface of the painting in an attempt to highlight the
overarching compositional concept through luminosity of colour and simplicity of
shape. Sweeping, brilliant brush strokes, reflections of the green colour from the
trees, the blue of the sky, the brown of the ground, are all incorporated into the al-
most monochromatic surfaces of the buildings, showing how Lazaris had embraced
the principles of the innovative artists of his time, according to which the shade is
colourful, gleaming with the light that floods the surrounding space.

Yet, it is his series of works inspired by his native Livadeia and its rivers, as well as
by the rivers of Athens, that most clearly conveys Lazaris’s aesthetic notions. In these
works, an impressionist, plein-air approach is fused with a distinctive expressionism,
since the rendering of the subject is not unrelated to its mental relationship with
the depicted setting. The emotion with which his native region filled him resulted in
a series of paintings that are full of colour, vibrancy, and intensity. It is not so much
the actual physical nature of the object that is depicted as the mental qualities that
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odnyel o€ pla {wypaPikn yePATn Xpwpatikd naApo kat évraon. Agv eival tdoo n npaypatikn
UAIKA unéoTtaon Tou avTKEWEVOU Mou anelkovidetal 600 N YUXIKN Xpold Mou anoktd autd
péoa and to PIATpdplopa Ttng cuvaloBnpatikng Tou pépTiong. «...0 Aalapng aneikovidovrag
éva tonio anelkovidel Tov EQUTO TOU PEoa OTo Tonio Kat To Tonio péoa otov £auto Tou...»
ypagel 0 LtéAlog Auddakng pe Tnv eukalpia tg avadpopikng ékBeong Tou {wypagpou otnv
EBvikn MvakoBnkn to 1974.%7 X1¢ autoPloypaPlkéG ONPEIWOELG TOU 0 MOAAG onpeia
Toviel tnv emAoyn tou va {wypapilel Tn yevételpd tou pe ta NoAAd vepd. «..Ened60nv
katd to nAeiotov o tonia Kat 16lwg vepd ... NOAAd €pya eival epnveucpéva and tnv Matpi-
6a .... napouciaca o€ NoAuv kéapo thv opop®ld tng Aifadeldg pe ta vepd tng Epkuvag»
Kal og GAAo onpeio «... diekpiBnv oto tonio kat 16iwg ota vepd. Ta notdpia tng Aipadelds
Kal ta notapdkia tg ABnvag pou £dwoav ta neplocdtepa £pya Lo ...»28

O1 navopapikég andyelg tng Aifadeldg ota épya Xiévia otn AiBadeid, tou 1933 [ap. Kat.
24]Epkuva [ap. kat. 25], Epupa AiBadeldg [ap. kat. 28] eniPePaiwvouv thv anopdkpuvon
Tou and Tt vatoupaAlotikn otatikn anegikévion tou toniou. AneAeuBepwpévog and to
otabepd nepiypappa, Kal tautidoviag xpwpa Kat eéppa anelkovilel oto €pyo Xiévia otn
AiBadeid ta onita tg Aipadeld pe notkideg avtavakAdoelg tou pwtédg, (owg TG auyng n
tou &elAlvou, nou pgouv ndvw oto xidvl, divovtag Tig (BlEG XpwpatikéG tovikdtnteg. ‘Etal
10 Xloviopévo tonio dev elval nia Aeukd, aAAd yepdro noptokali, npdoiveg, kagé, avtau-
VELEG O€ pla evOTNTA XPWHATIKA, YEPATN NAAPO Kal oppiyog, Mou EVOMOLEl TOV XWPO HE TNV
1ooduvapn ene€epyaania oe GAn tnv enpdaveld tou nivaka. Tnv (dla avtiAnyn cuvavtdpe

it acquires while being filtered through his emotional response to it. ‘...Portraying
a landscape, Lazaris portrayed himself within the landscape, and the landscape
within himself...” wrote Stelios Lydakis in a review of the retrospective exhibition
for Lazaris at the National Gallery in 1974.?7 In his autobiographical notes, he of-
ten emphasised his predilection for painting his hometown, where water abounds.
‘... mostly produced landscapes, especially water... several works were inspired by
my native region... | introduced many people to the beauties of Livadeia and the
waters of Erkyna..” And elsewhere: ‘...I distinguished myself in landscape painting,
especially water. The rivers of Livadeia and the streams of Athens gave me most
of my works..."?®

The panoramic views of Livadeia in Snow at Livadeia, 1933 [cat. no. 24], Erkyna
[cat. no. 25], Bridge at Livadeia [cat. no. 28] confirm his departure from a static,
naturalistic style of landscape painting. Liberated from a fixed outline, and iden-
tifying colour with form, in Snow at Livadeia he depicted houses through multiple
reflections of light, at dawn or dusk, on the snow, in a similar colour palette. The
snow-covered landscape, consequently, is no longer white; rather, it is full of orange,
green, and brown reflections, in a vibrant, energetic palette that unifies space with
an even-handed treatment across the entire painting surface. The same approach

27.

28.

27.

28.

‘Epkuva
EAaloypagia o€ kovtpanAaké, 64 x 52 k.

Erkyna
Oil painting on plywood, 64 x 52 cm

Nubakng, TTéA10G, «MpoownikoTNTEG

™G veoeAANVIKNG {wypa@ikig. ©. Aalapng.
Avabpopikn ékBeol épywv otnv EBvikn
MwvakoBikn», €. EAeUBepog Kéopog,

28 Maiou 1974

Boyiatdng 2000, ceA. 516

Nubdkng, ItéAlog, ‘TIpoownMKOTNTEG TNG
NeogAAnviking Zwypa@ikng. 0. Aalapng.
Avabdpopiki ‘EkBeot Epywv otnv E6vikn
MivakoBikn’, EAeUBepog Kéopiog,

28 May 1974

Voyatzis 2000, p. 516



[épupa Nifabelag
EAaloypagia o kdvtpa nAaké, 19,5 x 24 k.

Bridge at Livadeia
Qil on plywood, 19.5 x 24 cm

29.

30.

29.°

30.

‘EAAnvag K., «©. Aalapig, o {wypapog

g ANifadeldg», O Aiwvag pag, tevx. 7,
YentépPplog 1947, ogA. 209

Nubdkng, XtéAL0G, «MPOoWNIKOTNTEG TNG
veoeAAnVIKNG {wypaikng. ©. Aalapig.
Avabdpopikn ékBeal £pywv otnv EBvikn
MivakoBnkn», €. EAeUBepog Koopog,

28 Maiou 1974

EAAnvag, K., ‘©. Aalapng, o Zwypapog
g Aipadeldag’, O Aiwvag pag, no. 7,
September 1947, p. 209

Nubdakng, ItéAlog, ‘TIpoownikdTNTESG
g NeoeAAnvikng Zwypa@ikng.

0. Nalapng. Avadpopiki EkBeat Epywv
otnv EBvikn MivakoBikn’, EAeUBepog
Kéopog, 28 May 1974

Kat oto £€pyo Epkuva, énou ta vepd anodidovtal xpwpatiotd kabwg péoa o’ autd avia-
vakAwvtal pe nAatiég eAelBepeg mveAlég 6Aa ta xpwpata and ta onitia nou Bpiokovtat
oTIG 6xBe¢ Tou notapou, kabwg ta AoUlel o NALog

Mia diapopetikn eikéva tng Aipadeldg pag divel to €pyo MEpupa Aifadeldg [ap. kat. 28].
H kapdpa tou yepuplou eival to kUpto Bépa nou deondlel otov nivaka, evew oto Babog
xdvovtal péoa otnv axAu tng uypaociag tou motapou ta onitia otnv 6x0n. Ta peuotd
neptypdppata kat n oxed6v Hovoxpwpatikn anédoon téco atoug TGVOUG TNG WXPAG Kal
Tou anaAou kitpvou otnv endvw {wvn Pe ta Ktiopata, 600 Kal oto KAtw eninedo tng yé-
(PUPAG KAl TWV VEPWY NMou Aoudovtal OTIG avTavakAAdoeLlg Tou Npdctvou and tn yupw PAd-
otnon, anoteAoUv pia NoINTikA, AUpLkn eppnveia Thg puUong nou paptupd thv eualoBbnoia
TOU KaAAItéxvn kaBwe aneikovidel ayannpéveg YwVIEG TNG YEVETEIPAG TOU.

Mia oeipd €pywy, and tn Aifadeld eniong, Bpdxog ato otapondlapo [ap. kat. 30] Katap-
paktng otn Aifadeld [ap. kat. 33] Nepd [ap. kat. 35], NepotpiBn otn AiBadeid [ap. kat. 34],
Ané tnv KpUa katefaotd otn Aiadeld [ap. kat. 32] Bewpw 6Tt avadeikviouv pe Tov NAéov
XAPAKTNPLOTIKG TPANO TIG EKPPaoTIkEG duvatdtnteg tou {wypdeou, kabwg aflonolel ato
€nakpo TIG NpoUnoBETELG TNG EMNOXNG TOU, AAAA Kal TIG MPOOWIKEG —€6W NPENEL va ava-
@epBei 6T 0 Aalapng dev eixe th duvatdtnta va petaPel yia onoudég oto e€wtepikd**— oe
pia 1d1étunn oUZeuEn IUNPECLOVIOTIKWY Kal EENPECIOVIOTIKWY OTOIXE(WV Nou Npocédwaoav
Kal Tov Npoowrikd Xapaktnpa oto €pyo tou.*° Xta épya autd to Bépa bev avupetw-
nidetal anAw¢ wg napdotaon evog ontikoU npotunou, aAAd Kal w¢ €KOOXN XWPoU yla

can also be found in Erkyna, where water is rendered in colour, since a wealth of
colour from the houses on the river banks is reflected on it in broad, free strokes
imbued in sunlight.

Bridge at Livadeia [cat. no. 28] is a different view of Livadeia. The arch of the bridge
is the main focus here; the houses on the bank in the background are lost in the
haze. The fluid outlines and almost monochromatic rendering in both the ochre and
pale-yellow palette in the top section with the buildings, and the lower section with
the bridge and water, bathed in the reflections of green from the surrounding vege-
tation, constitute a poetic, lyrical interpretation of nature that testifies to the artist’s
sensibility as he depicts beloved corners of his native region.

A series of works, also from Livadeia —-Rock at Staropazaro [cat. no. 30], Waterfall at
Livadeia [cat. no. 33], Water [cat. no. 35], Carpet Washing at Livadeia [cat. no. 34], From
Krya Katevassia at Livadeia [cat no. 32]- show in the best light the artist’s powers of
expression, as he makes full use of contemporary and personal conditions —it should be
noted that Lazaris never had the opportunity to study abroad-?° in a highly personal fu-
sion of impressionistic and at the same time expressionistic qualities that make his work
unmistakable.° In these works, the subject is not regarded merely as a representation of
an original image, but moreover as a version of space whose understanding requires the
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TNV Katavonon tou onoiou anatteital n evepyonoinon tou Beatn, EpOCOV N PUGLOKPATL-
KN-vaToupaAloTIKh aneKkOVIoN UNOXwPEL 0TNV UNOKELWEVIKA ePNELpia. AvTivatoupaAloTiKn
Xpwpatikin anédoon, dveteg nAatiég niveAlég, Slapdppwan Tou xwpou katd enineda ota
épya Bpdxog oto otapondlapo [ap. kat. 30] kat Ané tnv Kpua katefaoid otn Aiadeld [ap.
Kat. 32], odnyolv oe pia {wypadikn anAouoTteuTikn otnv onoia Kuplapxei n napdBbeon
EVIOVWV XPWHATIKWV TOVWV OE EMPAVELEG OTIG OMOIEG avIavakAoUV avtlpuoLOKPATIKOL
xpwpatiopoli. Xta épya Katappdktng otn Aifadeid [ap. kat. 33] kat Nepotpifr) otn Aifadeid
[ap. kat. 34], napatnpeital pia dtapopetikn avtiAnyn otn olvBeon otnv onoia KupLapxel
n Slaywviog nou dopeitar and tnv dokd otnv vepotpifin Kal Ta agplopéva vepd otov
katappdktn. Kat o’ autd ta €pya n nwveAld eivar atnpgéAntn, oe GAAa onpeia tou nivaka
nAatid, oe dAAa Ko@Th Kal VeEupwoNng, o€ €va eVIUNWOLAKS Naixvidl CUPNANPWHATIKWY
XPWHATWY, PUxpwV Kat Beppwv tévwy. Kat 0” autd ta épya n acdgela twv neprypappd-
Twv Npoaodidel pla nBeAnpévn anpoodlopiotia n onoia €ival NEPLOCOTEPO EPPAVAG GTO
¢pyo Nepd [ap. kat. 35]. Me ypNyopeG PEUOTEG MIVEALEG, OPYAVWHEVEG O€ EMPAVELEG MOU
€loxwpouv n pia péoa otnv dAANn, o Aadapng anopovwVel, Xwpig kapia neprypagikn Siabeon,
éva PEPOG Tou BEpaTog, xwplg va evolapépetal yia To Gualkd npdtuno, napd pévo yla tnv
evrunwon nou o (610G oxnpatiel. Ta vepd, kaBwg Kivouvtal, axpaAwtiouv To pwg tou NALoU
0€ OXNPATIopPoUG, 6Mou XpwHa Kal poppa cuyxéovtal, Kablotwvtag th oUvBeon agalpeTikn.

Me tov {610 Tpdno n patid tou aykaAlddel kat ta tonia tng Attiking ta onoia anodidel péoa
ano tov NAoUTo NG {WYPAPIKNG Tou ePNELPIag, TO00 XPWHATIKA 600 Kal OUVOETIKA. AAAOTE,

viewer’s engagement, since the naturalistic depiction subsides in favour of the subjective
experience. The anti-naturalistic treatment of colour and casual, sweeping brushwork, as
well as the planar arrangement of space in Rock at Staropazaro [cat. no. 30] and From
Krya Katevassia at Livadeia [cat. no. 32], result in a reductive painting dominated by the
juxtaposition of bold colours on surfaces on which anti-naturalistic colours are reflect-
ed. In Waterfall at Livadeia [cat. no. 33] and Carpet Washing at Livadeia [cat. no. 34], a
different approach to composition is employed, dominated by the diagonal arrangement
of the watermill rod and the foaming waters of the waterfall. In these works, too, the
brushwork is casual, broad in parts, short and sharp elsewhere, in a captivating interplay
of complementary colours as well as cool and warm hues. Also in these works, the blurred
contours strike a deliberately indeterminate effect, more evident in Water [cat. no. 35].
With fast, fluid brushstrokes organised in interlocking planes, Lazaris isolates a part of
the subject without any descriptive intention, showing no interest in the real-world mod-
el, but only in his impression of it. The flowing waters capture the sunlight in formations
where colour and form fuse, resulting in a reductive composition.

His gaze also embraces the landscapes of Attica in the same way, capturing them
through the richness of his painting experience, in terms of both colour palette and
composition. Sometimes, as in Study for Green River, 1935 [cat. no. 36], River [cat. no.

Nepd
EAaloypagia o€ kdvtpa nAaké, 24 x 24 k.

Water
Oil on plywood, 24 x 24 cm

Nepotpifn otn Aifadeld
EAaloypapia oe xdpvrpnopvt, 34,5 x 49,5 ek.

Carpet Washing at Livadeia
Oil on hardboard, 34.5 x 49.5 cm



3

MAdka, [1930]
EAaloypagpia o€ kdvtpa nAake, 19,5 x 24 k.

Plaka [1930]
Qil on plywood, 19.5 x 24 cm

6nw¢ oupBaivel ota épya Xnoudn yia to npdoivo notdut tou 1935 [ap. kat. 36], Motdp [ap.
kat. 38], Motapdki ota MatAaota [ap. kat. 37] anoPeUyeL TIG EVIOVEG XPWHATIKES dlapoponol-
NOEIG UIOBETMVTAG pla 0XeSOV POVOXPWHATIKNA KAIJaKa, OUYXEEL Ta Neplypdppata, Kabwg
0tdX0G ToU €ival va anodwaoel Tnv uypn votiopévn and ta vepd atpdopalpa, npoadidovrag
éva Aupik6 xapaktipa kat dAAote 6nwg ota épya And tnv Ppeattdda [ap. kat. 39] n XnnAid
BouAiaypévng [ap. kat. 40] n napdBeon QWTIEIVMV Kal OKOTEIVMWV EMPAVELWY, PUXPWV Kal
BeppV XpwUATwy, CUVBETOUV EMPAVEIEG OTIG OMOIEG Kal €6 TO PWG Nailel Tov Npwtap-
XIKO pOA0, kaBwg avtavakAwvrtal pe tnv dla xpwpatoAoyia ota vepd.

Tov 610 tpdno ene€epyaciag tou Bépatog xpnaoponolei o Aalapng kat étav anelkovilel
YwVIEG TG MAdkag nou an’ 6,tt paivetal enokéntetal ouxvd. Edw dev eival ol andyelg
nou evolagépouv tov {wypdeo napd pévo n andédoon evog oplopévou potifou nou ano-
Hovwvetal kat peAetdtal. 2to €pyo MMAdka tou 1930 [ap. Kat. 41] pe XelpovopLlakn oxedov
eniBeon Tou XpWHATog KTilel o€ EVOTNTEG TOV XWPO, XWPIG va evolapépetal yid To PUalkd
npotuno, napd pévo yla tnv evtinwon nou o {61og oxnpatidel kabwg Tto Pwg Tou NAtou
XpWHATICEL TIG ENPAVELEG HE AVILPUOLOKPATIKOUG TOVOUG. To KapE Tou oKlEpoU HEPOUG
Tou toixou pe ta Ipididovta pwp avravakAdtal otiG NAGKeG tou dpdpou Bagovtag Kat
autég pwP, evd To BABog nou AoUdetal oto pwG Tou NALOU anelkovietal no cuppatikd,
PWTEWVO 0€ avoLKTOUG TOVOUG TOU KITPIVOU Kal TG WXPAC.

«Nepd npdaypatt {wypagidw o’ 6An pou th otadlodpopia, BAAacoeg dpws NoAU Atyeg»

38], Stream at Patissia [cat. no. 37], he eschews dramatic colour contrasts, adopting
an almost monochromatic scale, blurring the contours in his quest to render the hu-
mid, hazy atmosphere, and lyrical mood. Sometimes, for instance in From Freattys
[cat. no. 39] or Vouliagmeni Cave [cat. no. 40], the juxtaposition of light and dark ar-
eas, as well as cool and warm hues, evokes surfaces where it is light that plays the
leading role, as a multitude of colour is reflected back on the water.

Lazaris also uses the treatment of his subject in his views of Plaka, a part of Athens
that it seems he frequently visited. Here, it is not the views that interest the artist,
but rather the imaging of a certain pattern studied in isolation. In Plaka, 1930 [cat.
no. 41], he models space in units with an almost gestural application of paint, dis-
regarding the real-world subject and only focusing on the impression he forms as
the sunlight paints the surfaces in non-naturalistic shades. The colour brown of the
shaded part of the wall, with the iridescent purple, is reflected on the pavement,
making that purple, too; the background, bathed in sunlight, is rendered in a more
conventional manner, highlighted in light shades of yellow and ochre.

‘It’s true that I've painted water throughout my career; yet, the sea very rarely,” he
acknowledged in his autobiographical notes.?' Indeed, there are very few seascapes
in the Municipality of Livadeia Collection. In River and Sea on Skyros [cat. no. 51] and
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ONpELWVEL 0 (610G oTI¢ autofloypadikés onpelwoelg.®’ Kat npdypatt otn cuAAoyn tou An-
pou ABadeldg noAu Atya eival ta épya pe Badacowvé Bépa. Xta €pya lMotdut kat 6dAacoa
otn XkUpo [ap. kat. 51] kal Bdpka [ap. kat. 47] akoAouBel tnv acapn eneepyacia tou
B€patog nou xapilel ota €pya pia Aupiki, motntikn Sldotaon Pe TG euaioBNTeg TOVIKEG
SlaPaBpioelg Tou xpwpatog. Xto £pyo Bdpka [ap. kat. 46] diakpivoupe entdpdoelg tou Ba-
Aacooypdpou Baaoidelou Xatdn, o onolog, 6nwg nén avapépape, evBappuve tov Aalapn
ota npwta Prpata tng KaAAITexvikng tou nopeiag. O BaoiAelog Xatdng, and toug TeA€u-
taioug eknpoownoug TG IxoAng tou Movdxou, ta teAeutaia xpdvia tng {wng Ttou —né-
Bave to 1915- akoAouBel évav nnio unatBplotikéd e€npeatoviopd. X’ autd to €pyo OPWG O
Nadapig ennpeddetal and T nio napadoaoiakés apxég tou Xatdn. To xpwpa eival vatoupa-
ALOTIKG, peydAn nAatid kitpivn enpdvela n ApPoG, XwpPIG XPWHATIKEG SIAKUPAVOELG, HNAE
BdAaocoa pe niveAlEg oto (610 Xxpwpa yia TNV unodNAwoN Twv KUPATwWY Kal nponaviég n
XAPAKTNPLOTIKA yia TN XX0AN Tou Movdxou tou téAoug Ttou 190U aiwva KOvIpa o0To Ppws
{wypaeikn otnv anédoon tng BApkag, katd tnv onoia n enupdvela nou dev ewtiletal
aneikovidetal okoUpa, oxeddv pavpn. To kablotd kopitol anoteAel Thv avekOOTOAOYIKN,
ypaogikn véta tng ouvBeong.

Mapatnpwvtag Kal PEAETOVTIAg ta épya tg ouAAoyng tou Anpou AiBadeldg, avtidap-
Bavetar kaveig pe mAnpoétnta tg avadntnoelg tou Aalapn otnv tontoypapia. Eivat on-
pavtiké va enonpdvoupe 6tL katd th Sidpkela tng Hakpds Ttou nopelag, o KAaAAITéXvNG
enavépxetal ouxvd ota idla Bépata, ta onola ene€epyddletal pe tov dlo nepinou tpdno.

Boat [cat. no. 47], he adopts a sketchy treatment of the subject, which imbues these
works with a lyrical, poetic quality and delicate tonal gradation. In Boat [cat. no. 46],
there is a trace of influence by the seascapist Vassileios Hatzis, who, as we already
know, encouraged Lazaris in his first steps as an artist. One of the last exponents of
the Munich School, in the last years of his life —-he died in 1915- Vasseilios Hatzis
pursued a temperate, plein-air expressionism. In this work, however, Lazaris was
influenced by Hatzis’s more traditional qualities. Colour is naturalistic, the sand is a
large, wide yellow surface of undifferentiated colour; the sea is blue, with shades of
the same colour to suggest the waves; there is also the, characteristic for 19th-cen-
tury Munich School, contre-jour depiction of the boat, in which the surface that is
not illuminated is depicted dark, almost black. The seated girl is an anecdotal, pictur-
esque element in the composition.

By observing and studying the artworks in the Municipality of Livadeia Collection, one
is able to fully grasp Lazaris’s pursuits in landscape painting. Notably, during his long
career, the artist often revisited certain subjects, treating them in a similar process:
‘..He would paint small-scale works on the spot —20x32, 26x32 cm- which then he
enlarged in the comfort of his studio, or produced variations from a different point of
view as it had been imprinted in his mind...”*> These recurring variations, not only in

Bdpka
EAaloypagia o€ xapvtunopvt, 24,5 x 35 €k.

Boat
Oil on hardboard, 24.5 x 35 cm

31. Boyiatdng 2000, oeA. 511

31. Voyatzis 2000, p. 511



32. Boyiat{ig 2000, ogA. 519

32. Voyatzis 2000, p. 519

«...ent Ténou {wypdapile épya pikpwv dlaotdocwy, 20x32, 26x32 kal PeTd oto ateAlé tou
Ta peydAwve n €kave diapopeg napaAdayég, npooBétoviag and AAAn B¢on, énwg eixe
anotunwBei ato puaAd tou...» kataBeTel ouUyyEeVIKO Tou NPpOowno.>* Autég ol napaAAayeg,
OX1 HOvo tou Bépatog, aAAd Kat TN TEXVOTPONIKNG ene€epyaaiag nou enavépxovial Katd
XPOVIKA Slactnpata, pnopei va pnv entitpénouy Ty kataypaen plag eEEAIKTIKNG nopeiag,
Haptupolv wotdoo tnv kapnopopa cuvdlaAAayn avapeoa oto Tonio Kal Tnv UALKN Tou
unéotaon pe TNV YUXIKN Tou 18loouykpaaoia kal to cuvaiodnpatikd 6éotpo padi tou.

ANOPQIMINH MOP®H. OIKEIOX XQPOX

Mapd to {wnpd evdlapépov tou Aalapn yia to tonio, n avBpwnivn popen, autn kabe-
autn, 6ev €nauce noté va tov anacxoAel. OL npoownoypapieg avBpwnwy Tou nepryu-
pou tou, Ba tov anacxoAnoouv Ldlaitepa, EpOoOV N AMEKOVION TNG HOPPNG TOuG bev
elval anAd pia nioth avanapdotaon tou pHoviéAou, aAAd pla npoondBeta andédoong twv
OUYKEKPLHEVWV XAPAKTNPLOTIKWY MOU GUYKPOTOUV TNV NMPOowIKOTNTA TOUG Kat TNG aAn-
Belag nou ekppddouv. Xto lMoptpéto tou lMNanalovn [ap. kat. 52] to npéowrno Tou yépovia
npoBAaAAel okentikd kat ocoBapd, otnv idla oxeddv xpwpatikn TovikdTnTa Pe Ta evoupata
Kal to okoUpo (ovto. Mévo to okappévo npdéownd tou ewrtidetal, kabwg anodidetal
péoa and Beppég XpwHATIKEG TOVIKOTNTEG Mou e€aipouv tn pop@n Tou nou eniBdAAetal
HE TNV napoucia tng otov xwpo. Me diapopetikn npocéyyion o Aalapng avtipetwnidel

subject but also in stylistic treatment, may not enable us to trace the artist’s evolution-
ary development; they nevertheless bear witness to the fruitful exchange between the
landscape as a physical entity and the artist’s intimate emotional bond with it.

THE HUMAN FIGURE. INTIMATE SPACE

Despite Lazaris’s ardent interest in landscape painting, the human figure, as such,
never ceased to inspire him as an artist. Portraits of persons of his environment were
special to him; in depicting their figures he did not seek merely the sitters’ accurate
representation, but an attempt to capture the specific attributes that made up their
personality and the truth they conveyed. In his portrait of Papazonis [cat. no. 52], the
elderly man’s face is pensive and solemn, almost in the same palette as the garments
and dark background. Only his wrinkled face is illuminated, rendered in warm hues
that vividly evoke his imposing figure. In Father Joseph [cat. no. 53], Lazaris employs
a different approach to the portrait. Here, as in many of his landscapes, the figure is
suggested by broad, sketchy brushwork that strikes an effect of deliberate ambiguity
as cool and warm shades of complementary colours fuse on the garments, the face,
and the beard. This evokes an image of a hieratic, spiritual, somewhat distant figure.
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™ pop®n atnv npoownoypadia Matip lwone [ap. kat. 53]. Edw, énwg kal o€ noAAd to-
nia, n popen anodidetal pe nAatiég atnpéAnteg niveAlég nou npoodidouv pia nBeAnpévn
aodgela kabwg Yuxpoi kal Beppol TOVOL CUPNANPWHATIKWOV XpWHATWY cuyxéovtal ota
evdupata, oto Nnpdéowno, otn yeveldda. Me tov tpdno autd enBdAAetal n ikdva piag Le-
PATIKNG, MVEUPATIKAG Hop@ng, Afyo andpakpng. Paivetal 6tl 0tdxog Tou KaAAtéxvn eival
va anodwaelL thv ouoia Tng NPoownKOTNTAG VOGS YEPOVTA Kal Xt AEMTOUEPWG OUYKEKPL-
péva QUOoLOYVWHIKA xapaktnplotikd. AvtiBeta oto €pyo lMoptpéto Ztpdyka [ap. kat. 54]
0 KaAAtéxvng npoonaBei va cUAAGPeL pe nAnpdtnta Té00 tn PUCLOYVWHIa Tou 600 Kal
Tov L6laitepo xapaktnpa tou. O avdpag aneikovietal kablotdg, o pia noAubpdva, nou
HOALG Slaypdpetal oTo KATw PEPOG Tou nivaka, va kottddel pe autonenoiBnon tov Beatn.
Mg pia NPEPN AVTIPETWION TWV TEXVIKWV TOU PHECWY Mou e0TIddeTal 0Tn XPon GUHNAN-
PWHATIKWOV XPWHATWY 0TV anddoon Twv eVOUHATWY Kal TOU NMPoowrnou, N Hopgn Tou
nepiBaAAetal and éva yePATo PWTEIVEG XPWHATIOTEG NIVEALEG (OVTO, Nou NAaAAgtal and
10 QWG —E ToV TPOMOo Mou yvwpilel MOAU KaAd o KaAAITéxvng amnd tn xpnon Tou otov
e€wTepIkS xWpPo— npoadidovrag otn HopPn evépyela Kat dUvapn.

Ol NpoownoypaPieg TWV YUVAIKEIWY NPOCWNWY, TNG yuvaikag tou (owg, Kal Tng adbeApng
tou Pwrtevng, anoteAovv pla dlapopetikn evdtnta, apou n anédoon olKeiwv NPoownwyv
anoktd évav npoowrniké xapaktnpa. H ouykpatnpévn, xwpic e§APOEIG Kal OUYKPOUOELG
xpwpatikn kAlpaka ota épya lMoptpéta [ap. kat. 56, 57], pwtiopévn téoo oo xpetaletal
yla va tovioel, péoa and tnv NAaotikdtnta Tou NPoowmnou, To SIElgbUTIKG BAEPPA TNG YU-

The artist seems to have sought to capture the essence of the elderly sitter’s person-
ality, rather than detail specific facial features. Instead, in his portrait of Stragas [cat.
no. 54], the artist sought to capture in full both his physiognomy and his individuality.
The man is portrayed seated in a sketchy armchair at the bottom of the painting,
confidently looking towards the viewer. In a restrained use of the artist’s tools, focus-
ing on the use of complementary colours in the evocation of clothing and the face,
the figure is enveloped in a background of luminous, colourful brushstrokes vibrating
with light —in the way that the artist knows very well from his plein-air experience—
imbuing the figure with energy and power.

Women’s portraits, possibly including his wife and his sister, Fotini, constitute a
distinct series, since the portrayal of familiar persons has an intimate character.
The restrained, even-handed palette in Portraits [cat. nos 56, 57], illuminated just
enough to highlight the woman’s penetrating gaze through the plasticity of the
face, makes for psychological studies that come across even more through the
impressive economy of colour in the treatment of the garments to capture a trans-
parency that suggests the body underneath. In Foteini in a Red Dress [cat. no. 59],
a portrait of his sister, Foteini, the female figure is rendered in full length through
a wealth of complementary shades that envelop the vivid red of the dress. Seated

Moptpéto Ltpdyka
EAatoypagia o€ kapfd, 76 x 63 &x.

Stragas
Oil on canvas, 76 x 63 cm



H ®wrtewvn pe to kékKivo popepa
EAaloypagia o€ kdvtpa nAaké, 53 x 28 ek.

Foteini in a Red Dress
Qil on plywood, 53 x 28 cm

vaikag, anoteAei pla Yuxoypa@ikn peAétn, n onoia yiveral neploodtepo katavontn péoa
ané Tnv EVTUNWOolakn olKovopia Xpwpatog otnv ene€epyacia twv eVOUPATWY, NPOKEIHE-
Vou va anodwaoel tn dlapAaveld Ttoug nou enttpénel va dlaypd@etal To YUpvO owpa. XTig
npoownoypapieg [ap. kat. 59, 58] otig onoieg aneikovidetal n adeApn tou Pwtelvn, otn
HEV MPWTN N yuvalkeia popen anodidetal oAdowpn, péoa and £vav nAouto and tovikotn-
TEG OUPNANPWHATIKWV XpwHdtwy nou nepidAouv to {wnpd KOKKIVO TOU PopEPAtds Tng.
KaBiopévn otov kavané, o pia xaAapn kat Afyo agnpévn otdon, To otoxaotikd BAEppa,
Ta polpoAatpikd depéva xepla TnG avadelkviouv tn SIELOOUTIKN patid tou KaAAltéxvn
otnv andéboon tou ayannpévou tou npoowrnou. To {10 otoxaotikd PAéppa ocuvavta-
pe kat otnv endpevn npoownoypadia [ap. kat. 58], kabwg n Pwtevn aneikovidetal
va EeUAAiCeL éva BiPAio. e autd to €pyo dpwg, divovtag neploocdtepn onpacia otnv
avadelgn twv {wypa@lkwy 6e€loTATwY Tou, péoa and th XpNon TwWV CUHNANPWHATIKWV
XpWHATWV Kal Tnv acaen enegepyaaia, n poppn kepdilel o auBoppntiopd kat aAnBela.

Tov tpdno autd epyaciag cuvavtape kat otig Atyeg nBoypapikég oknvEG Nou undpxouv
otn ouAAoyn tou Anpou ABadeldg, kabwg kal ot avBoypagpieg tou. Zta épya Ot 6Uo
@iAeg [ap. kat. 60, a’6wn], luvaika nou epyddetal [ap. kat. 60, B“6wn ], Avdyvwon [ap. Kat.
61], Metoofitioa [ap. kat. 62], napéAo nou anoteAolv okNVEG TNG kaBnpePIVOTNTAG IE TO
evolagpépov va gotiddetal otnv avBpwnivn napouoia kat dpactnplétnta, 6nws AAAwote
6164x0nke and toug 6aokAAoug tou Kupiwg tov lakwPidn, anopakpuvetal and tnv aka-
odnpaikn, Tunikn {wypa@ikn. LTig ouvBEoEelG autég, unoypappidel TG KUPLEG OUVTETAYHEVEG

on a couch, in a relaxed, somewhat loose pose, her pensive gaze and pose, as if re-
signed to fate, underpin the artist’s penetrating look at a beloved person. The same
pensive gaze is also found in the next portrait [cat. no. 59, 58], in which Foteini is
portrayed flipping through a book. The artist here focuses on the skilful execution,
assigning more importance to the use of complementary colours in a sketchy por-
trait — and yet, the figure gains in spontaneity and truth.

This approach is also evident in the few genre paintings in the Municipality of
Livadeia Collection, as well as in the floral still-life paintings. In Girlfriends [cat.
no. 60, side I}, Woman at Work [cat. no. 60, side Il], Reading [cat. no. 61], Metsovo
Woman [cat. no. 62], although he evokes scenes of everyday life focusing on hu-
man presence and activity the way he was taught by his teachers —-mainly lako-
vidis— Lazaris departs from formal academic painting. In these compositions, he
emphasises the main coordinates of the figure by a meticulously even treatment
of volumes, colours, shades, tensions. With his sharp, casual, often unexpected
brushwork, which results in a reductive treatment of the subject, he manages to
go beyond academic perfection, as the freedoms he attempts result in a sense of
the unfinished. By rejecting detail, even in the faces, enhancing colour through con-
trasting shades even-handedly placed across the painted surface, the artist arrives
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NG POpHag e€lowvovTag cuaTnatika dyKoug, Xxpwpata, Tovous, evtaoel. Me andtopeg,
AveTEG Kal MOAAEG PopéG anpoodOknTeG MveAIEG mou odnyouv o€ pla anAonoinon tou
B¢parog, entuyxdvel Tnv unépBaon tng akadnpaikng teAeidtntag, kabwg ol eAeubepieg
nou anotoApd divouv tnv evtunwon tou ateAeiwtou. Me thv dpvnon anelkdviong GUYKe-
KPLHEVWV AENTOPEPELWV aKOUN Kal oTa Npdowna, TNV EVIATIKONO{NaN Tou XpWHATog péoa
ané avtiBetikoUg tévoug, L1ooTIpa TtonoBetnpévoug oe 6AN Tnv enpavela, odnyeital otnv
ouaia tng avBpwnivng Unap&ng kait dSpdong. Etat otig Avo ®PiAeg ival n évvola tng QIAiag
nou toviletal, otn luvaika nou epyddetal, N aypotikn olklakn aoxoAia, otnv Avdyvwon n
HEAETN Kal NOAU neploodtepo otn Metoofitioa n 16€a tng pntpdtntag.

AvtiBeta ot avBoypapieg [ap. kat. 63, 64, 65] pével NePLooOTEPO NPOCNAWHEVOG GTNV
akadnpaikn napddoon twv daokdAwv Tou Twv apxwyv tou 2000 alwva Pe tn Bapld Xpw-
patoAoyia, kaBwg ta avln npofdAAouy o’ éva anpoodléploto POvVTo nou eAAXIOTA OUH-
petéxel otn oUvBeon. H avddelgn tng UAIKNG, anting upng twv AouAoudiwy, n anédoon tng
6pootdg kal tng {wvtdviag eival auth nou cupPadiel pe Toug otdxoug yia pia {wypapikn
aAnBwn, nioth otnv nNpaypatkotnta.

H oepd pe ta lupvd [ap. kat. 66, 67, 68, 69, 70, 71] anoteAel pia 1dlaitepn evotnta €p-
ywv oto nAatolo tng kaAAtexvikng tou dnploupyiag.>® AkoAouBwvtag, ota tpia npwta
€pya tov kwdika: povtéAo, Appoditn = Mupve,** o Aalapng anodidel tn yuvalkeia popen
otov tuno ¢ Appoditng tou BeAdoked [ap. kat. 69 J*°> n tou Tiolavou [ap. kat. 66, 71]

at the essence of human activity. Accordingly, Girlfriends encapsulates the concept
of friendship; Woman at Work: rural household tasks; Reading: study; and Metsovo
Woman: the notion of maternity.

Contrastingly, in his floral still-life paintings [nos 63, 64, 65] the artist remains closer
to the academic tradition of his early-20th-century teachers, with a heavy palette, as
the flowers emerge out of a sketchy background that is little involved in the compo-
sition. More befitting his quest for a true-to-life painting are the way he showcases
the physical, tactile essence of the flowers, and the effect of coolness and vibrancy.

The series of Nudes [nos 66, 67, 68, 69, 70, 71] is a distinctive body in his artistic
production.®* Adopting in the first three works the code: model, Aphrodite = Nude,**
Lazaris renders the female figure in the type of the Venus of Veldzquez [cat. no.
69],*> or Titian [cat. nos 66, 71], yet in a more realistic manner. With their relaxed
poses, the hands resting on a prop, or raised above the head, highlighting anatomi-
cal details through classical proportions, facing the viewer, or with the back turned,
these nudes reveal the artist’s profound inner process as he seeks balance between
reflection, passion, and lyricism in his translation of the idea into painting. Sweeping
brushwork, with a gradual transition of shades of colour in one of these paintings,
more dramatic contrasts of colour in others, transform the young woman’s body into

33.

34.

35.

33.

34.

35.

YUppwva PE Haptupieg TG olKoyEévelag,

n oUquydg tou Oeavw unnpée To poviéAo
aAUTWV TWV £PYWV.

Boytatdng 2000, ceA. 519

Mapiva Aapnpdakn-MNAdka, «20066 awwvag,
npog évav EAAnviké Movtepviopo,

Dwg Kal xpwpa eAAnVIkG» oto EOvikn
MivakoBrikn 100 xpdvia Téooepig alveg
eAAnvikiG {wypagiknig, EBvikn MivakoBikn,
2001, oeA. 338

YuAdoyn épywv {wypagikig ©. Aadapn),
Kkeipevo: XpuoavBog Xpnaotou, empéAsia
£€kboong Neutépng Kotoevadg,

Mavvng Xnavég, Anpotikn MivakoBnkn
NiBabdeidg, 1992, ogA. 16

According to his family, his wife, Theano,
is the sitter in these works Voyatzis 2000,
p. 519

Marina Lambraki-Plaka, 20th Century,
Toward a Greek Modernism - Greek Light
and Color,” in: National Gallery 100 Years -
Four Centuries of Greek Painting, National
Gallery, Athens 2001, p. 338

YuAdoyn Epywv Zwypagikig 6. Aalapn,
essay by XptuoavBog Xpnotou, Aeutépng
Kotoevog, Mavvng Inavog (eds), Municipal
Gallery of Livadeia, 1992, p. 16



Mapyapiteg

EAaloypagia o€ xapvtunopvt, 29 x 37 ex.

Daisies
Oil on hardboard, 29 x 37 cm

KaBioté lupvo
EAaloypapia o€ kappd, 48,5 x 42,5¢k.

Seated Nude
Oil on canvas, 48.5 x 42.5 cm

Y’ €vav tpéno, dpws, NepLoodtePo peaAlotikd. XaAapn otdon, HE Ta XEpLa aKOUPMIopéva
0€ KAnolo otnplypa N avacnkwpéva navw and to KeQAAl, avadelfn twv avatopikwy
Aentopepelwy péoa and KAaolkég avaloyieg, katd npdowno otov Beatn N yuplopéva
pe tnv NAdTn, Ta yupva autd anoteAolv paptupia piag Babidg diepyaciag kabwg o
KaAArtéxvng avadntd tnv loopponia avapeoa otov otoxaopd kal to ndbog, Tov Auplopd
kat tn Babid eowtepikn Slepyacia nou teAlkd avayel otnv 16€a. MNMAATIEG niveAlEG pe
HaAakd nepAcpatTa 0TouG XpWHATIKOUG TOVOUG OTO €va, o€ AAAa NePLOCOTEPO EVTOVEG
XPWHATIKEG avTiBéoelg, petanAdBouv to owpa TG veapng yuvaikag oe ndpewtn Qop-
pa, nAnppuplopévn oto i6to tng pwe. AvtiBeta oto [upvo [ap. kat. 68] ol enpaveleg
dlatdooovtal pe tootipia BdBoug Bépatog, evd ta oxnpata evepyonolovvtal and Tig
Hovoxpwpatikd oxeddv anodoopEVEG XPWHATIKEG TOVIKOTNTEG. H alvBeon opyavwvetal
oto (610 eninedo, evwd to oUpnAgypa opllovtiwv Kal Kabeétwv ypappwyv tou BdBoug
npoodidel pubud kal 1oopponia, enaAnBelovtag tov KAAoLKO kKavéva Tou PETPOU Kal
NG appoviag. Xto fupvo [ap. kat. 70] eival to évtovo kdKKIvo KAAupPa ndvw oto ornoio
kdBetal n popen, nou cuvteAel otnv NpofoAn tou yupvou owpatog, evw oto épyo [u-
pvo [ap. kat. 67] to 610 évtovo KOKKIVO Upaopa KaAUNTeL To KATw PEPOG TOU YUUvoU
OWHATOoG TNG KaBlopévng oKuPTnG yuvaikag Je to npdowno Kpuppévo ota xépla. To
YUHVO auté {wypa@lopévo pe eAelBepn kat auBdpuntn ypapn, xapaktnpiletal anod to
non finito, apou to evélapépov tou KaAAitéxvn dev eotiddetal otnv andédoon tng Ae-
ntopépelag aAAd otnv kataypa®n tng npwing toéag.

a luminous figure, bathed in its own light. On the contrary, in Nude [cat. no. 68] the
surfaces are arranged with an evenness of depth, while shapes are energised by the
almost monochromatic shades of colour. The composition is organised on a single
plane, while the arrangement of horizontal and vertical lines in the background adds
pattern and balance, reflecting the classical canon of measure and harmony. In Nude
[cat. no. 70], the bright-red cover on which the figure is seated helps to bring the
nude body to the fore; in Nude [cat. no. 67], the same bright-red material covers
the lower part of the nude body of the seated woman, her face hidden in her hands.
Painted in a free, spontaneous hand, this nude is typically unfinished, since the artist
focuses, not on rendering detail but on capturing his original idea.
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DOwvoénwpo, 1933 (Aentopépela)
EAaloypagia o€ kdvtpa nAaké, 22,5 x 42,5 ek. (ap. kat. 4)

Autumn, 1933 (detail)
Oil on plywood, 22.5 x 42.5 cm (cat. no 4)
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MapoAo nou o Aadapng sev opyavwoe Sedtepn atopikh £kBeon, petd ané
ekelvn tou 1930 otnv aiBouoa tou MNapvacoou, evtoutolg n ekBectakn tou dpaotnplod-
wnta unnp&e €vtovn. To 1934 n enitponn yia tnv opydvwon tng £ékBeong otn Mnievvale
g Bevetiag ano@aocifel n EAANVIKA Téxvn va eknpoownnBel and évav peydAo aplBud
KaAAltexvay, éva €ibog «naveAAnviag» €kBeong. Meta&l tou kaAAltexvikol duvapikou
NG xwpag ouykataAéyetal kat o Aalapng. Ta €pya nou ano@acilel va oteidel otn
Bevetia éxouv Bépa tnv AkponoAn.®® To 1938, ta épya pe Ta onola CUMPETEXEL oTNV
npwtn MNaveAAnvio ‘EkBeon pe B¢pa tov Mapvacod, npokaAolv guvoikd oxdAla and
TOUG KPLTIKOUG TG enoxng. O Aloviolog KOKKIVOG, 10TopIKAG, KPITIKOG TEXVNG Kal AOYO-
TéXVNG, and toug Bactkols ouvepydteg tou neplodikol Néa Eotia, oxoAlddel o€ KpLTIKN
Tou yla tnv €kBeon: «pokaAolv tnv npoooxnv ta 6Uo peydAa tonia tou k. Aalapn pe
B¢pa tov Mapvaoad. O1 diactdoelg ival aloBnTég, To XapoUpevo xpwpa unoBAdAAeL tnv
eAAnVIKNV atpéogalpa otn diavyeld Tng, ol téVol SEiXvVouV TIG HaKpEG HEAETEG Kal TO
aioBnpa tou dwypdeou pnpootd oto Unalbpox».>’ To épyo pe Bépa tov Mapvacod, nou
avnkel otn Tpdnela tng EAAGSOG, mbavév va eival éva and autd.®® Zto idlo nvelpa kat
v endpevn xpovid, to 1939, o Alovuoiog Kokkivog Ba avagepBel ota £pya tou Aala-
pn, oxoAtalovtag: «O k. ©. Aalapng divel Uo evdlapépovta tonia tng Aifadeldg, épya
atpoo@alplkd kat {wng, Pe Aentoug TOVOUG Kal e evotntd». Ta tonia nou ektéBnkav to
1939 otn 6eUtepn MaveAAnvio ‘EkBeon, gival oUppwva pe tov katdAoyo uvaikeg oto
notdpl, to onoio pnopel va tautiobei, ouppwva pe BIPAlOypa@IkéG NNyEG, Ye To €pYo

Although Lazaris never held another solo exhibition after the one in 1930 at
the Parnassos Literary Society’s exhibition venue, his exhibition agenda was never-
theless quite busy: In 1934, the organising committee for the Greek pavilion at the
Venice Biennale decided to feature a large number of artists, in a kind of Panhellenic
exhibition. Lazaris was among the participating artists. The artworks he decided to
send to Venice depicted the Acropolis.>*® The landscapes of Mount Parnassos that he
contributed to the first Panhellenic Art Fair were favourably received by contemporary
critics. Historian, art critic, and writer Dionyssios Kokkinos, one of the foremost con-
tributors to Nea Hestia magazine, noted in his review of the exhibition: ‘The two large-
scale landscapes of Parnassos by Lazaris deserve our attention. The scale is tangible;
the pleasant colour captures the clarity of the Greek air; the shades of colour testify to
the artist’s long studies and intimate feeling of the countryside.”” The Parnassos land-
scape painting in the Bank of Greece Collection is probably one of these works.?® In the
same spirit, the following year, 1939, Dionyssios Kokkinos again mentioned Lazaris'’s
work, remarking: ‘Lazaris shows two interesting landscapes of Livadeia - evocative,
vibrant works of subtle shading and unity.’ The landscapes exhibited in 1939 at the
second Panhellenic Art Fair are, according to the catalogue: Women by the River, which

36.

37.

38.

36.

37.

38.

Mat6i6noulog, Euyéviog, H auppetoxn
g EAAddag otn MmievvdAe tng Bevetiag
1934-1940, 616. diatpiPn (6KTA.),
MNavenotipio Kpitng, PéBupvo 1996,
oel. 405-406

Kékkivog, Alovioiog A., «<H {wypaiki.
Ethola MaveAAnvia kaAArtexvikn ékBeon
1938», nep. Néa Eotia, telx. 272,
AnpiAiog 1938, ogA. 566

YuAdoyn Tpdnedag tng EAAGS0G: eAAnvikn
Jwypapiki Kar xapaktikn, €kd. Tpanela

g EAAGSog, ABrhva 1993, oegA. 102.
BAdxog, MavwAng, H vedtepn eAAnvikn
Jwypagiki otn auAdoyn tng Tpdnedag tng
EAAdébog, Tpanela tng EAAGSOG, ABrnva
2007, ogA. 270-271."EAAnvag K., «O.
Nalapng, o {wypapog tng AiBadeldgy,

O Aiwvag pag, teux. 7, XentépPplog 1947,
ogA. 213, dnou Kat aneikovidetal To €pyo tng
Tpanedag tng EAAGS0G pe xpovoAoyia 1938.

Mat6iénouAog, Euyéviog, H Xuppetoxn
¢ EAAddag otn MnievvdAe tng Bevetiag
1934-1940, doctoral dissertation (typed),
University of Crete, Rethymno 1996,

pp. 405-406

Kokkivog, Alovuaiog A., H Zwypagiki).
Etroia MaveAArvia KaAAitexvikn EkBeon
1938, Néa Eotia, no. 272,

April 1938, p. 566

YuAdoyn Tpdnedag tng EAAdéog: EAAnvIKN
Zwypaiki kat Xapaktiki, Bank of
Greece, Athens 1993, p. 102; BAdxog,
MavwAng, H Nedtepn EAAnvikA Zwypa@iki
otn XuAdoyn tng Tpdnedag tng EAAG6og,
Bank of Greece, Athens 2007,

pp. 270-271;’EAAnvag, K., ‘©. Aalapng,

o {wypagog tng Aipadeldg’, O Aivag
Mag, no. 7, September 1947, p. 213, with
a reproduction of the artwork in the
Bank of Greece Collection, dated 1938.
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MaveAAAviog KaAAitexvikn EkBeaig,
katdAoyog, Zanneto Méyapo, ABnva 1939,
luvaikeg oto motdpt ap. kat. 180, lpog thv
tapn ap. kat. 181, AiBadeid ap. kat. 182
Kékkivog Alovioiog A., «<H {wypaikn,

H B’ MaveAAiviog EkBeoig», Néa Eotia,
TeUX. 296, AnpiAtog 1939, oel. 578

MaveAAnviog KaAAitexviki ‘EkBeatg,
katdAoyog, Zanneio Méyapo, Abiva 1940,
Toniov ap. kat. 103, ABnvaikn pepatid

ap. kat. 104, ®6wénwpo otn Aifadeid

ap. kat. 105."EAAnvag K., «@. Aalapncg,

o {wypdagog tg Aiadeldg», O Awdvag pag,
telx. 7, XentéppPplog 1947, og. 213.

Yto GpBpo dnpoocievovtat épya pe v
évbeign: BpaBeupévo otnv MaveAAivio tou
1940, ta onoia pnopouv va tautigbolv

P€ ta avtiotowxa tng Anpotikig MivakoBnkng
kat tng EBvikng MivakoBnkng

«Zwypa@ikn-FAuntikis, O Aldvag pag,
telx. 3, Mdiog 1947, ogA. 98

Grekisk Konst, Konstakademien,
Stockholm, 1947, Flod vid Levadia

no 53 (Motdpt otn AiBadeid, ap. kat. 53).
«KaAArtexvikn kivnaig», Néot KaAAitéxveg,
QUAAO 1, 1947, cel. 18

MaveAAnviog KaAAitexviki ‘EkBeatg, exh.
cat., Zappeio, Athens 1939: Women by
the River, cat. no. 180; To the Cemetery,
cat. no. 181; Livadeia, cat. no. 182;
Koékkivog, Alovuotog A., ‘H Zwypa@iki
H B’ MaveAAnviogEkBeaig’, Néa Eotia,
no. 296, April 1939, p. 578

MaveAAnviog KaAAitexviki ‘EkBeatg, exh.
cat, Zappeio, Athens 1940: Landscape,
cat. no. 103; Athenian Brook, cat. no.
104; Autumn at Livadeia, cat. no. 105;
‘EAAnvag, K., ‘0. Aalapng, O Zwypagog
g AiBadelag,” O Aiwvag pag, no. 7,
September 1947, p. 213; the article cites
artworks as ‘awarded at the 1940
Panhellenic Art Fair’, which can be
identified with works in the Municipal
Gallery and the National Gallery

‘Zwypapikn-runtkn,” O Aiwvag Mag, no.
3, May 1947, p. 98

Grekisk Konst, exh. cat., Konstakademien,
Stockholm, 1947: Flod vid Levadia,

cat. no. 53 (River at Livadeia, cat. no. 53);
‘KaAArtexvikn Kivnaolg’, Néot KaAAitéxveg,
no. 1, 1947,p. 18

nou avnkel otnv MivakoBnkn tou Anpou ABnvaiwv kat ta épya AiBadeid kat Mpog tn taen
nou avnkouv otnv EBvikA MvakoBnkn kat dwpibnkav and tov i6lo tov kaAArtéxvn to
1974 kat 1978 avtiotoixa.>® To 1940 n MoAlteia tou enpuUAGooEel PeyaAn Tipn, pe T Bpd-
Beuon tou yia ta épya Toniov, ABnvaikn pepatid, ®Oivénwpo otn Aifadeid ta onoia Kal
autd Bplokovtal otnv MivakoBnkn tou Anpou ABnvaiwv kat otnv EBvikA MivakoBnkn.*©
Katd tn 6idpketa tou B Maykoopiou MoAépou n ekBeatakn dpaotnpiétnta otapatd.
O1 MaveAAnvieg EkBéoelg dev npaypatonololvtal. To 1947 o Aalapng GUPPETEXEL TN
AeBvn ‘EkBeon Zuyxpovng Téxvng oto Kdipo. Ito tpnpa tou kataAdyou énou napou-
oldletal n eAANVIKN cUppEToxXn undpxel To oxoAlo: «O Beddwpog Aalapng [ekBétel] pla
AiBadeld, 6x1 Goxnpn peAétn, pe nepiepyo xpwpa».*' Tn idia xpovid, to 1947, cUppETEIXE
o€ opadikn €kBeon otn LTOKXOApN, 6nou pdAlota nouAnBnke to €pyo tou llotdut otn
AiBadeid kat otnv Kongyxdyn, énou petapépBnke n ékBeon petd tn LTokxOApN.*

To 1948 npaypatonoleital N NpwIn PetanoAepikn naveAAnvia ékBeon. O Alovialog
Kokkivog, oto neptobikd EAAnvIKA Anploupyia, avaAuel Tnv katdotaon tng EAANVIKNAG
TEXVNG TNG €MOXNG TOU Kal oxoAlddovtag ta épya tng €kBeong, emonpaivel g 6Uo
TAoELG Mou NoN Kuplapxouv «eKeivwy nou akoAouBoUv tnv napddoon Kal Twv AAAwvV
pe tnv “eAelBepn téxvn”. Tov evdlapépouv SpwE “ol MPOIKIOPEVOL, Ol MPOCWIKOL™.
«ApxiCoupe and ekeivoug nou Bpiokovtal NAnciéotepa otnv Napddoon Twv apxwy Tou
200U alwvog, pe Kupiapxov aképn o 6Anv tnv Eupwnn tov epnpeocloviopov. O k. Aa-
Capng ekBétel pla AkpénoAn kat 0o tonia pe ta vepd tng Aipadeldg, unoderypatikd

can be identified, according to bibliographic sources, with the work in the Municipal
Art Gallery of Athens, as well as Livadeia and To the Cemetery, works donated by the
artist to the National Gallery in 1974 and 1978, respectively.> In 1940, the Greek gov-
ernment awarded the artist for his works Landscape; Rocks and Water Stream in Athens;
and Autumn at Livadeia, also in the collections of the Municipal Art Gallery of Athens
and the National Gallery.*® World War Il halted his exhibition activity, when no Pan-
hellenic Art Fairs took place. In 1947, Lazaris participated in the Cairo Contemporary
Art Fair. The catalogue mentions, in its section on the Greek participation: ‘Theodoros
Lazaris [shows] Livadeia, not a bad study, employing a distinctive palette.”*' During the
same year, 1947, he participated in a group exhibition in Stockholm, where his work
River at Leivadia was acquired, and in Copenhagen, where the exhibition travelled after
Stockholm.*?

In 1948, the first post-war Greek art fair took place. In Elliniki Dimiourgia magazine,
Dionyssios Kokkinos discussed the state of Greek art at the time and commented on
the works in the exhibition, highlighting the two prevailing trends: ‘Those who follow

”y

tradition and those who pursue “free art.” Yet, Kokkinos is interested in ‘gifted [art-

ists] with a personal style... We begin with those who are closest to the tradition of
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yia éva epnpeocioviopd o’ e€atpilépevn atpdéo@alpa»*® And téte kal éwg to 1973
OUppETEXEL 0 OAeG TG MaveAAnvieg EkBeoelg. Ta €pya mou ekBétel ouxva yivovtal
avtikeipevo oxoAlaopou. O Mewpylog MeTpNg, LOTOPLKOG TEXVNG KAl TEXVOKPLTIKOG, 0TO
neplodikd EmBewpnon Téxvng to 1960 onpeldver: «To €pyo tou Bebdwpou Aalapn
€0€IXVe pla otyoupld TeExVIKN Kat pla dvetn xpnon noAAwv and ta otoixeia nou divouv
ugpnAn notétnta o’ éva €pyo téxvng. Mevikd ntav pla kaAn naAtd {wypa@ikin nou Kat
onpeEpPa aképa Pnopei va pag oUYKIVACEL PE TNV €UYEVELD TNG».** To 1957 OUPPETEXEL
oe opadikn €kBeon nou opyavwBnke otn Oeocoalovikn, pe tn Bonbela tou Mapivou
KaAAwyd, MevikoU Mpappatéa tou Ynoupyeiou Maidelag tote. To 1964 o Aalapng oup-
peteixe otnv ékBeon nou opydvwoe n MkaAepl «XiAtov» pe titho lNpwtondpot tng Ne-
wtepns EAAnvikAg Téxvng pe tn ouppetoxn 15 kaAAitexvwv.*® Tnv ékBeon npoAdyloe o
apxatoAdyog Kat KpLtikag téxvng Mdvvng MnAtdéng, v n'Epn ®depevtivou 1OTOPLIKOG
Kal KPITIKOG TEXVNG, OTNV KPLTIKA MOU £€ypaye oto neplodikd Zuydg yia tnv €kBeon,
avagépetal oto péAo twv unabplotwyv (wypdpwy otn dlapépPwaon Tou NPOCwWNou
g véag eEAANVIKNG TEXVNG.4®

I8laftepa onpavtikn unnpge, to 1968, n napoucia tou Aalapn otnv ekdNAwoN nou op-
yavwoe o EAAnvoyaAAIkog ZUveopog KaAAtexvikwyv AvtaAAaywy Pe T CUPPETOXN TOU
otnv €kBeon Salon International Libre pe éva épyo tou nou BpaBevtnke. H néAn tou
Maplotol tou anévelpe To ApyupoUv BpaBeio kal AinAwpa Tipng, kabwg kat n Societé
Arts-Lettres-Sciences de Ville de Paris petdAAio tipng.#’

the early 20th century, where impressionism prevailed in Europe. Lazaris shows three
landscapes, one of the Acropolis and two of the rivers of Livadeia —exemplary impres-
sionistic works in a hazy atmosphere.”*® From then on until 1973, he participated in
all Panhellenic Art Fairs. The works that he showed usually did not go unnoticed. In
Epitheorisi Technis art review, the art historian and critic Georgios Petris notes: ‘The-
odoros Lazaris’s work showed a certainty of hand and a comfortable use of many of
the elements that ensure excellence in a work of art. On the whole, this is a good, old-
school kind of painting that is still able to move us with its nobility.** In 1957, Lazaris
participated in a group exhibition in Thessaloniki, organised with support from Marinos
Kalligas, then Secretary General of the Ministry of Education. In 1964, Lazaris partici-
pated in the exhibition Pioneers of Modern-Greek Art, featuring 15 artists, at the Athens
Hilton Hotel.*> The exhibition catalogue included a foreword by archaeologist and art
critic Giannis Miliadis; in her review for the exhibition in Zygos magazine, historian and
art critic Efi Ferentinou discussed the role of plein-air artists in shaping the face of

new Greek art.*

Lazaris’s participation in the Salon International Libre, organised by the Hellenic-French

Association of Art Exchange in 1968 was especially prominent, with an award-winning
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Koékkivog Aloviaiog A., «H MaveAAnviog
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MNetpng, MNMwpyog, «H T’ MaveAAnvia
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AeképPprog 1960, oeA. 155

Ytnv ékBeon oto XiAtov to 1964,
ouvekOéteg ntav ot e§NG KAAAITEXVEG
oUp@wva pe tov KatdAoyo:

Actepladng, BaaiAgiou, BuZavtiog, MaAdavng,
lewpy1adng, Mavvoukdkng, MoAddaong,
Fouvapo6nouAog, Og0dwpbnoulog,
KoopadénouAog, Aalapng, MnAidéng,
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DdeBpoudplog 1965, oe. 38-42

Boyiatdng 2000, oeA. 515
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December 1948, p. 476

Metpng, Mwpyog, ‘H Xt~ MaveAAnvia
‘EkBeon,” EmBewpnon Téxvng, September-
December 1960, p. 155.

Other artists featured at the 1964
Athens Hilton exhibition, according to
the exhibition catalogue: Asteriadis,
Galanis, Georgiadis, Giannoukakis,
Gioldassis, Gounaropoulos,
Kosmadopoulos, Lazaris, Miliadis,
Oikonomidou, Parthenis, Pervolarakis,
Theodoropoulos, Vassileiou, Vyzantios.
®depevrivou, Epn, ‘Avadpopn otig
Agetnpieg’, Zuydg, year 9, February 1965,
pp. 38-42

Voyatzis 2000, p. 515
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Athens 1974

49. ‘AneBiwoe o Nelfaditng Zwypapog

@eb66wpog Nalapng’, Pwg AiBadeidg,

10 June 1978, p. 4; Adannag, Takng,
‘Mvnpn ©6dwpou Aalapn’, Zteped EAAGG,
February-March 1979, pp. 5, 6

50. ‘EkBeon {wypagikig O66wpou Aalapn,

51.

essay by Nikog AAe€iou, exh. cat., Syllogi
Art Gallery, Athens 1980

Ta Néa tng Téxvng, no. 2, November 1991;
Ta Néa tng Téxvng, no. 3, December 1991,
p. 23; The Arti, no. 7, 1991; Ta Néa tng
Téxvng, no. 23, December 1993, pp. 6, 27;
Ta Néa tng Téxvng, no. 46,

March 1996, p. 4

To 1974 n EBvikn MMvakoBnkn, Tipwvag tnv Nnpoo@opd tou, opydvwoe avadpopikn
¢kBeon pe 70 €pya. Xtov katdAoyo nou ekd6Bnke dnpoaoteletal Keipevo tou tote Ol1-
euBuvtn Anpntpn MNanaotdpou Kal apketég nAnpo@opieg yia th {wn Kal To £€pyo Tou,
evw 1o Ynoupyeio MoAitiopou kat Enotnpwy avéBeoe th dnploupyia evdg oAtydAentou
VIOKIPavTép Pe TNV napoucia tou idlou tou {wypd@ou.*® To 1976 n Aipadeld tipnoe tov
KaAAItéxvn pe ekbnAwaon nou opydvwoe o Moppwtikdg Kat EknoArtiotikdég YUAAoYoG.

Y116 9 louviou 1978 o Aalapng aneBiwoe nouxa oto onitt Tou o€ nAlkia 93 etwv. Afyo
Kalpo npv and to téAog eixe napadwoel efdopnvta dUo épya tou oto Anpo ABadeldg,
avtidwpo euyvwpoolvng yia T dtnAn Tipn, énwg éAeye, mou tou ékave n natpida tou,
pia popd pe tnv unotpogia nou tou xopnyndnke to 1906 yia va apxioel TG onoudég
Tou otn XxoAn KaAwv Texvv kat pia gpopd pe thv ekbnAwaon nou opyavwBnke 70 xpd-
via apydétepa npog Tipn tou.*

Kat petd tov Bavaté tou 1o £pyo tou dev navel va evola@épel Toug peAeTntég. To 1980
opyavwBnke avadpoptkn €kBeon twv £€pywv tou otnv aiBouoa téxvng «ZUAAOYN». Tov
katdAoyo npoAdyloe o Kpltikdg téxvng Nikog AAe€iou.>° EkOnAwaoelg opyavwBnkayv eni-
ongG otn yevételpd tou to 1981, to 1990, to 2005, evw to 1992 o Ahnpog APadeldg
opydvwoe ékBeon pe ta épya nou dwploe otn YEVETEIPA Tou Kal e€£6waoe AeUKwpa PE
El0aYWYIKO KE(PEVO Kal avdAuon tou €pyou tou and tov kaBnynth tng lotopiag tng
Téxvng oto Maveniotnpio ABnvwv XpuoavBo Xphnotou. Xtnv ABnva opyavwbnkav ek-

work. He received the City of Paris Silver Award and the Diploma of Honour, as well as
a medal by the Societé Arts-Lettres-Sciences de Ville de Paris.?

In 1974, the National Gallery—Alexandros Soutzos Museum organised a retrospective
exhibition for Lazaris, featuring 70 of his works. The exhibition catalogue featured an
essay by the then director, Dimitris Papastamos, and a treasure trove of information
on the artist’s life and work; moreover, the Ministry of Culture and Science commis-
sioned a short documentary featuring the artist.*® In 1976, Livadeia celebrated the
artist with an event organised by the Cultural and Educational Association.

In 9 June 1978, Theodoros Lazaris quietly passed away at his home, aged 93. Shortly
before, he had donated 72 of his works to the Municipality of Livadeia, in gratitude for
the double honour, as he said, that he received from his hometown - first, the scholar-
ship awarded him in 1906, which enabled him to begin his studies at the School of Fine
Arts, and, second, the tribute to him organised 70 years later.*

Posthumously, his work continues to attract scholarly interest. In 1980, a retrospective
exhibition was organised at Syllogi Art Gallery. The catalogue featured an introduction
by art critic Nikos Alexiou.”® More events were organised at Livadeia in 1981, 1990,
and 2005, while in 1992 the Municipality of Livadeia held an exhibition of the works
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Ex@éoeig. H avayvdpion
Exhibitions. Recognition

Béo¢elg to 1991 otn ykaAepi PwkuAibou 3, To 1993 otn ykaAepi YakivBog, to 1996 pe
Bpnokeutika Bépata eniong otn ykaAepi YakivBog.®'

0 Bebdwpog Nalapng dpxioe tnv KaAArtexvikn tou otadlodpopia tn dekaegtia tou
1910, étav o EAAnviopég nepvouoe pla and tig SuokoAdtepeg NePLOdOUG TNG LoTopiag
Tou. Tnv enoxn auti ol peydAeg UPWOELS Kal avatponég o€ 6Aa ta enineda tou MoAl-
TIKOU, KOWVwVIKOU Kal kaAAltexvikoU Biou dlapdppwoav Kal ta aiofntikd kpitnpla twyv
KaAAItexvav. KaAdg 6€KTNG Twv PNVUPATWY TNG ENOXNG Tou Kal aBépufog ekppaoting
TwV NpoBAnpatiopwv tng nepvd péoa and to GIATpo TG NPoownikng tou eualoBnaiag
v aiobnon tng npaypatikétntag, tnv onoia anodidel pe odnyd ndvta to pETpo, TNV
loopponia, tnv euyévela. Mavia Ba tov xapaktnpidel n dveon va anodidel ta Bépatd
Tou pe dUvapn kat Auptopd, pe tpdno ouyxpdvws NEPLEKTIKG Kal ouvontikd. O anAég
PEAALOTIKEG KATaypapEéG ToU, POPTIOPEVEG and tnv €viacn Kal TNV UPN TOU XPWHATOG
tautifovtal dpeoa pe Tov YPuxiopd tou. And tnv napddoon kat tov Moviepviopo, Baot-
KEG aieg Tng eMoxng tou, NNpe ekeiva Povo ta otoixeia nmou tov ekppdlouy, TV oucia
Twv nNpaypdtwv tnv onoia anédwoe pe dlaitepn ouykivnon kal euatobnoia.

Ap ‘OAya Mevtla@oU-IMoAulou

donated by Lazaris to his hometown, for which a large-format book was published,
with an essay on his work by Chryssanthos Christou, Professor of Art History at the
University of Athens. Exhibitions organised in Athens: Fokylidou 3 Gallery, 1991; Yak-
inthos Art Gallery, 1993; Yakinthos Art Gallery, 1996, featuring paintings on religious
subjects.”’

Theodoros Lazaris’s career as an artist began in the 1910s - one of the most turbulent
periods in Greek history. The turmoil in the political, social, and artistic life at the time
was reflected in artists” aesthetic choices. Sensitive to the spirit of his time and a silent
mirror of its concerns, Lazaris filtered reality through his personal sensibility, always
with measure, balance, nobility. His work is characterised by the ease of rendering his
subjects with power and lyricism, density and succinctness. His simple, realistic evoca-
tions, loaded with intensity and tactility of colour, are a direct reflection of his soul. He
drew from both traditional art and modernism - the supreme values of his time - but
only the elements that he could claim as his own, the essence of things, which he con-
veyed with outstanding emotion and sensitivity.

Dr Olga Mentzafou-Polyzou



1. Ané to napdBupo tou onitiol pou

EAaloypagia og kapBd enikoAAnpévo o€ xapvtpunopvt, 44 x 38 ex.

1. From a Window at Home
Oil on canvas laid on hardboard, 44 x 38 cm
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0e68wpog Nalapng.'Epya
Theodoros Lazaris. Works

2. [MAatdvia oto goupouno otn Aifadeld [1935]
EAatoypagia o€ kdvtpa nAake, 36,5 x 64 k.

3. AnéBpoxo otnv AttikA
EAatoypagia oe kdvtpa nAake, 29 x 39 k.

2. Plane Trees at Dusk at Livadeia [1935]
Oil on plywood, 36.5 x 64 cm

3. Attica after the Rain
Oil on plywood, 29 x 39 cm)
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..0 aeépUBOC CIU'I:(')C KCIAAItéXVﬂC HOALG eéTog avepaviobn 6ia npwtnv
popdv pe 1diav ékBeolv. H ekbnAwalg tou k. Aalapn eupioketal €1G TNV wptpdtntd Tng.
Eivar dwypdpog unaiBpou, ouvexiwv tnv IUNPECLOVIOTIKNY NApadoolv Pe NPOownikd
xapiopata anAdtntog kal elAkpiviag. Yndpxouv iunectoviotal kKatopBwvovieg n
npoonaBoUvieg va UNOTAoooUV TO AVTIKE(UEVOV €1G TNV KAAAITEXVIKAV 16100UYKpaaciav
twv. O k. Aalapng, e Toug nevivta dUo nivakag nou e€€Beoev €1g Tov «Mapvaadvs,
PavepWVel Plav cupnabn unotaynv eig tnv uonv. ‘OAn tou n epyacia eival pla
Aatpeia niotoU Npog thv PUAOLKNV YpadIkdTNta, NPog To pwgG, NPog tnv aledntiv
aAnBelav tou toniou. O k. Aalapng éxel navrote B€pa. Ta tonia tou avayvwpidovtat,
ONwWG ta noptpaita Nou enNdIWKOUV TNV opoLdTNTA HE To avtikeipevov. Anodidel tnv
(QUOLOYVWHI{aV TV KOPPATIWV TNG GUoEwG nou {wypapilel. AAN' und ta e€wtepikd autd
yvwpiopata, ta anodiddpeva Pe pEAALOTIKAV TEXVNY, UNAPXEL N anAN Kal EUYEVAG WUXN
ToU KaAALtéxvou pe Tnv PuotikonaBn tng dtaBeatv. Kal touto 6i6el €1¢ 6Ao to £pyov
TOU TNV KaAAItexviknv tou evétnta. H ypappn tou eival Atth Kat To g Tou EIALKPLVEG.
Kappia ekgitnolg, kappia npoondBela dnpioupyiag EVIUNWOEWS PHE XPWHATIKA TPUK.

0 k. Nalapng apkeltal 1§ Tag NPaypatikag SUVARELG Kal Tag eKONAWVEL e ELAKPLVA
otabepdtnta. EnavalapBdvw tov Xapaktnplopdv tou eIAIKPvoUg, 610TL Touto anoteAel
10 e€alpetikOv otoixeiov Tou K. Aadapn. And ta exteBévra épya tou Ba énpene va
ONPELWOEL KAVELG 1OIAITEPWG HLlaV EKTEAEDLV MAVOPAPIKAYV TOU YpapIkoU notapioy

¢ AiBadelds, éva toniov tng BoUAag, to «nAloBaciAepa» kal plav peydAnv anoyiv
g Aifadeldg

Aoviolog] K[ékkivog], «<H Zwypapiki»
Néa Eotia, Mdiog 1930

..It was only this year that this low-key artist had a solo exhibition for the
first time. Lazaris’s art is in full maturity. An outdoor landscapist in the impressionist
tradition, he stands out for his personal qualities —simplicity and honesty. There

are those impressionists who subdue, or attempt to subdue, the subject to their
artistic personalities. With the 52 paintings on show at the Parnassos Literary
Society exhibition venue, Lazaris reveals a likeable submission to nature. Overall,

his work shows an artist who worships natural beauty, light, the sensory truth of

the landscape. There is always a recognisable subject in Lazaris’s paintings. His
landscapes show identifiable views- just as portraits that seek to resemble the sitter.
He captures the distinct character of the natural settings that he depicts. Yet, under
these externally realistic renderings, there is the artist’s simple, noble soul, with its
mystical mood. And this gives his work aesthetic unity. His line is sparse, the light
truthful. There is no affectation, no effort to impress through colouristic effects.
Lazaris has true skills and reveals them honestly and constantly. Honesty is Lazaris’s
most outstanding quality. Among his works on display, particular mention should be
made of a panoramic view of the picturesque river at Livadeia, a landscape at Voula,
a Sunset, and a large-scale view of Livadeia.

D.K. [Dionyssios Kokkinos], ‘Painting,’
Nea Hestia magazine, May 1930



4, ®Bwvénwpo, 1933
EAatoypagia o€ kévtpa nAaké, 22,5 x 42,5 ek.

4. Autumn, 1933
Oil on plywood, 22.5 x 42.5 cm
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0e65wpog Nalapng.’'Epya
Theodoros Lazaris. Works

5. ®Bwénwpo
EAaloypagia o kdvtpa nAaké, 22,5 x 42,5 k.

6. MAatdvia AiBadeidg
EAaloypagia o kdvtpa nAaké, 35,5 x 44 k.

5. Autumn
Oil on plywood, 22.5 x 42.5 cm

6. Plane Trees at Livadeia
Oil on plywood, 35.5 x 44 cm
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0e68wpog Nalapng.'Epya
Theodoros Lazaris. Works

7. Xnitia otn Aifadeld
EAaloypagia o kdvtpa nAaké, 40 x 61,5 k.

8. To notdpt tng Aifadeldg
EAaloypagia o xovtpd Awd, 65,5 x 119 &k.

7. Houses at Livadeia
Oil on plywood, 40 x 61.5 cm

8. The Livadeia River
Oil painting on coarse linen, 65.5 x 119 cm
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ZEKIVWVTAG anod éva IPNPEeCLoVIoTIKO unaiBpiopo §avoiyetal

0" éva ouykpatnpévo e€npeatoviopd kat naAt unalBplotiking ueng yia va avayupioel

0€ TEXVOTPONIKEG duvatdtnteg nou eixe ekpetaAAeubel naAatotépa, ouvduddovrag tov
IUNpeolovioTiké Kat e€npeatoviotikd unaBplopd. And auti tn yevikn dtaniotwon gaivetal noAU
kaBapd nota eival n B¢on tou Aalapn péoa ota nAaiola tng VEOEAANVIKNG {wypagIKigG Tou
2000 awwva. Mapapével otaBepds otn ypappn twv unaBplotwv g «Opddag tou Movaxoux
Kat anoteAei £tol pla and tg teAeutaieg agloAoyeg anoAngelg tng «Opddagy exkeivng.

...To 6t 0 Aadapng dev EavoixBnke oto ewtepikd, 6nwg kat o BaoiAelog Xatdng, dev npénel
va BewpnBei pelovéktnpa. AvtiBeta. To dueco kat avennpéaoto Biwpa tng natpidag tou, n
NeBabdid, n Bowwtia, n Attkn, Ta vnold, toudwoe tn duvatdtnta va tautiobei, 600 Atyol, pe
Tov kKbopo nou anoteAouoe to UAIKS Tou nepiBAnpa, npokelévou va anoBouv npaypatikd
kapno®dpeg ot ouvdlaAayEg toug. Kat andPnkav kapriopdpes. O Aalapng npotipnoe va
peivel apeTakivntog péoa oto nAaiolo twv duvatotntwy Tou NPOKEIIEVOU va givat yvnolog,
napd va eykoAnwBel tv nepinétela atnv onoia vaudynoav noAAol, va yivel 5nAadn unoxeiplo
HOVTEPVWV KIVNPATWY adldpopo av éxel tig npounobéaelg n 6xt. Ot npounoBéaelg tou Aalapn
a€lononBnkav oto €pyo tou 0’ éva UYioto Babud, yr autd AAAWOTE To £pY0 TOU £XEL onpacia.

YtéAlog Auddkng
EAelBepog Kéopog 28 Maiou 1974

Starting out with an impressionistic style of painting en

plein air, he launches into a restrained expressionism, again en plein-air, before
returning to the styles he had explored earlier in his career, fusing the impressionistic
and expressionistic plein-air painting styles. This general observation illuminates
Lazaris’s position within 20th-century Greek painting. He firmly adhered to the

edicts of Munich School plein-air artists, becoming one of the school’s last notable
exponents.

[...] The fact that Lazaris, like Vassileios Hatzis, did not travel to foreign countries
should not be regarded as a disadvantage. On the contrary: His direct experience

of his native Leivadia, Boeotia, Attica, and the islands, free of external influence,
enabled him to identify, as few others could, with the world of his physical
surroundings and made his interaction with them most productive. Lazaris preferred
to remain constantly within the realm of his possibilities, seeking to be authentic,
rather than embarking on an adventure that was to be the nemesis of many

artists, whose personal style was crushed under the weight of influence by modern
movements. Lazaris’s potential was realised to the highest degree, and that makes
his work important.

Stelios Lydakis
Eleftheros Kosmos, 28 May 1974



9. Tonio-NiBabeid, Pvénwpo [1968]
EAaloypagia o xapvtunopvt, 50 x 74,5 €k.

10. And tov An lNdvvn ApdxwpBag
EAaloypagia o kdvtpa nAaké, 50 x 50 ek.

9. Autumn Landscape, Livadeia [1968]
Oil on hardboard, 50 x 74.5 cm

10. From Ai Yannis, Arachova
Oil on plywood, 50 x 50 cm
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0e65wpog Nalapng.’'Epya
Theodoros Lazaris. Works

11. Ané to evoboxeio EAikwv otn Aifadeld
EAaloypagia oe xdpvtpnopvt, 56,5 x 34,5 €k.

12. MAay1d tou Mapvaocool
EAaloypagia oe Avo enkoAnppévo og xdpvtpnopvt, 41 x 50,5 k.

11. From Elikon Hotel, Livadeia
Oil on hardboard, 56.5 x 34.5 cm

12. Parnassos Mountain Slope
Oil on linen laid on hardboard, 41 x 50.5 cm
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0e65wpog Nalapng.’'Epya
Theodoros Lazaris. Works

13. Tonio
EAaloypagia o€ xapvtunopvt, 45,5 x 65 €k.

14. Mapvaoodg
EAaloypagia oe kdvtpa nAaké, 18 x 22 k.

13. Landscape
Oil on hardboard, 45.5 x 65 cm

14. Parnassos
Oil on plywood, 18 x 22 cm
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Oeb6dwpog Nalapng: ‘Evag Meyadog Zwypagog, évag MeyaAog Eugpyétng

Aev xpeldletal va okayw yia avapvoelg oto NéPAciia Tou XpOVouU Yid va GwTiow T PvApn evég peyaAou
Matptn-Zwypdagou, evag pidou aAAd kat eveg Euepyén. Mépaoe évag xpévog and tou Bavdtou kat 6nwg
vopidw oav xBe¢ eipaote padl otov kavané tou onttiol Tou —mou auBdéppnta- péoa oto NPwive —VIUPEVO LE TO
(WG TNG «peyaloolvng» Tou- ' andyyelAe to povadikd tou noinpa —mou ntav Kai n Babeld oupnikvwon- g tboo
noAukUpaving {wng tou aAAd kat thg Téoo anépavta kapnepng oto AEvipo tng TéxvNg Kal Nou TOoo npoikios
HEYEBUVTIKA.

AkoUw aKGpN TOU OTiXoug Tou:
atéAEIWTOG 0 HpdOG TNG {WNG Hou
Y aykdBia eival onappévog Beplepéva,
@M\a ta katel n Aavpa g Nvong pou
KL GAAQ T agivel patwpiéva...

aAAd kat voiwBw tv Kuplapxn dUvapn tng naAétag tou péoa otnv kapdid g natpidag tou, tg AiBadelde.

Nat —ypaeel o Kwotag A."EAAnvag- o Aadapng gival ayvog nointing nou dnploupyel éviova Tig EIKOVEG Tou,
p’ 6An Tnv npadtnta Kal Tn yaAnvn Ttou npoownikoU tou xapaktnpa. Mepdtog and Npepo naApd kapno@opet
TNV €vvold ToU PWTAG Nou AoUZeEL T aviiKeipeva Pe XpwHATIKEG VIpadeg Auplopou. K n Bpnokeutikétntd
Tou enekteivetal ota tonia tou, katadeixvovrag th cuvunapén tng Beikng dnploupylag otn guon, mou navta
NEPIUEVEL TOUG EIAIKPIVEIG PUOTEG va TEAETOUPYNOEL OTNV TEXVN.

Mwpyog Kwotaytavvng, 1979, Mpdedpog Moppwtikol ZuAAdyou AeBadeiag
AaktuAdypapo onpeiwpa

Theodoros Lazaris - A Great Artist — A Great Benefactor

| do not need to dig deep for memories of the past to illuminate the memory of a great compatriot and artist,
a friend and a benefactor. A year has passed since his passing, and it seems it was only yesterday when we
were together, sitting on the sofa in his home when he spontaneously recited his only poem - the epitome of
his long and eventful life, a life so rich in art.

His poetry still rings in my ears:
The path of my life
Is strewn with wild thorns,
Some are burned by the fire of my breath
Others are left with blood on them...

| can feel the power of his palette in the heart of his homeland, Livadeia.

Lazaris, writes Kostas D. Elinas, is a pure poet who creates bold images, with all the gentleness and serenity
of his nature. Full of a calm vibrancy, he captures the concept of light that bathes objects in colourful flakes
of lyricism. His religiousness extends to his landscapes, demonstrating the presence of divine creation in
nature, always awaiting for sincere mystics to practice the rituals of art.

Giorgos Kostagiannis, Chairman, Educational Association of Livadeia, 1979
(unpublished typed note)



15. Maykoupdva - XaAavépl
EAaloypagia o xapvrunopvt, 40 x 50,5 €k.

16. NMapvaoadg [1927]
EAaloypagia o kdvtpa nAaké, 30 x 39 ek.

15. Mangoufana - Chalandri
Oil on hardboard, 40 x 50.5 cm

16. Parnassos [1927]
Oil on plywood, 30 x 39 cm
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0e65wpog Nalapng.’'Epya
Theodoros Lazaris. Works

17. XkdAeg atnv Kipn
EAatoypagia o xdpvtpnopvt, 49 x 33 ek.

18. Xnit otnv TAvo [1933]
EAatoypagia o xdpvtpnopvt, 39 x 50 ek.

19. Xnitia otnv EdBota [MoAitikd EuBoiag — AuAf Movaotnpiod]
EAatoypagia o xdpvtpnopvt, 40 x 50,5 €.

17. Stairs at Kymi
Oil on hardboard, 49 x 33 cm

18. House on Tinos [1933]
Oil on hardboard, 39 x 50 cm

19. Houses in Euboea [Politika — Monastery Courtyard]
Oil on hardboard, 40 x 50.5 cm
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0e65wpog Nalapng.’'Epya
Theodoros Lazaris. Works

20. Kapdpa
EAaloypagia oe xdpvtpnopvt, 39 x 23,5 ek.

21. Aapvi [1930]
EAaloypagia oe xdpvtpnopvt, 47 x 58 ex.

22. Aapvi
EAatoypagia o€ kévtpa nAaké, 19 x 23,5 ex.

20. Arch
Oil on hardboard, 39 x 23.5 cm

21. Dafni [1930]
Oil on hardboard, 47 x 58 cm

22. Dafni
Oil on plywood, 19 x 23.5 cm
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0e65wpog Nalapng.’'Epya
Theodoros Lazaris. Works

23. EAaiyvag Apgioong
EAaloypagia oe kdvtpa nAaké, 18 x 24 k.

24. Xiévia otnv Nifadeid, 1933
EAaloypagia oe xdpvtunopvt, 33,5 x 44,5 €k.

23. Amfissa Olive Grove
Oil on plywood, 18 x 24 cm

24. Snow at Livadeia, 1933
Oil on hardboard, 33.5 x 44.5 cm



73



74

Ytov Napvaococod

H nio nAouota ékBeon nou €yive €QETOG, WG TNV Wpa auti touAdxiotoy, 6xt and aplBpo
nwvakwy, ylatl pévo 52 nivakeg éxel n €kBeon tou k. Aalapn ...

Oa BéAape v avapépoupe Eexwplotd pepIkoUg nivakeg and tnv ékBean, 6nwg eivat

n Epkuva-notdpt AiBadeids ki éneita: AidBaopa otnv avAn, Euxdpioto dveipo, Xto
povaotipt tou [Mépou K.AM. Opwe P autd adikoUpe (owg 6Aoug Toug AAAOUG Mivakeg
nou éxouve TiG (bleg aflwoelg 1dlaitépou Adyou, yiati kaBévag éxel tn 81k Tou onpaoia,
evteAWwS Eexwplotn and tov dAAo. Agv pnopei va net kaveig n.x. «pa ogpd and toniax»
6nwg oupBaivel pe NoAAEG AAAEG ekBEaelg pe MOAAOUG AAAoUG {wypApoug...

E6vikr EmBewpnats tng EAAGSog, PePpoudiplog 1930

At Parnassos

The most bountiful exhibition for this year, until now at least, not in terms of the
number of paintings, as Lazaris’s exhibition only features 52 paintings...

Special mention should be made of some of the paintings on show, including Erkyna,
River at Livadeia, Reading in the Courtyard, Pleasant Dream, At the Poros Monastery.
Yet, other paintings are just as notable, each one on its own merit. One cannot simply
describe them as ‘a series of landscapes’ as is the case with many other exhibitions,
many other artists...

Ethniki Epitheorisis tis Ellados, February 1930



25. Epkuva
EAaloypagia o€ kovtpanAaké, 64 x 52 k.

25. Erkyna
Oil painting on plywood, 64 x 52 cm
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0e65wpog Nalapng.’'Epya
Theodoros Lazaris. Works

26. lépupa Nifadeldag
EAaloypagia o kdvtpa nAaké, 19,5 x 24 k.

27. l€pupa AiBadeldg, 1974
EAaloypagia og voBondy, 90 x 123 ex.

26. Bridge at Livadeia
Oil on plywood, 19.5 x 24 cm

27. Bridge at Livadeia, 1974
Oil painting on particle board, 90 x 123 cm
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..0 0. /\ClZClpI’IC givat YEVlKél tOﬂlOYpﬁ(pOC.'Eva HLodypePVO YEQUPL, Eva ABAsL
pe BaAtovépia, Afya 6évipa ' aAuyaplég, duo tpia onttdkia 6inAa otov notapd, névte AeUKeG 0° éva
PLOWTO pudkl, vepd, KAwvdpla, BaAtol kal yepupla, va! Ta {wypaikd Bépata nou yepidouv toug
nivakég Tou ...

... Avagpépape og nponyoUpevo ke@aAalo nwg o Aalapng ene€epyddetal KL apeoKETaL ato oXEDILO.
To apxikd xpwpatiké oxédlo evog nepindrou. Apéoketal pdAiota og tétolo Babuod nou Uotepa and
Kapod To oxedlo autd va pnv tou Sivel kapid dnploupyiki 6pe€n véag enegepyaoiag —iowg yiat
elval npaypatika dptio ki iowg yiati dev Bpioketal n Wuxikn NaApKn katdotaon va petanAaotet
0TO0 VOU N MpWTapxikn dnpitoupyia. ‘Onwg kat néAL to apxikd oxédlo petaAdooetal oe Babud va
KataAnyel o TeAelwtikdg nivakag oe dlapopetikin oAdteAa olvBeon: NPoavolEIATiko auyive piag
Mapruidtikng pepatidg pnopel va petatpansi o’ éva xivonwpivo Ykpido anopecnpepo.

H enoxikn auti petactolxeiwon tou apxikou e To TEAIKO oxéSLo yivetal nia pPéoa ato Epyactnplo.
‘Ox1 6pwG oteyvd Kal TEXVIKA Mou To xépL Ba peydAwve xpwpatikd to oxé6to énwe n akida evag
navroypdpou. To epyactiplo tou Aalapn eival évag xwpog 6nwg 6Aa ta tonia tng natpidag tou,
€vag tonog 6x1 kataBAItikag, énwg eavtddovral noAAoi to dwpa evog NVIKTIKOU Epyactnpiou,
aAAd éva kopdtt yng nou Pnopel va otnoel éva kaBaAéto kat ta oUvepyd tou yia va SoUAEWeL |’
nouxia to dnptoupynpd Tou.

ApPKETEG POPEG kel péoa €vag nivakag teAelwpiévog Eavayivnke and tv apxi yia va 606ei n
notntikn £€apon nou avagwoke Balavtwpévn. Ki autd yiati o Aalapng dev eival évag dnpoupyog
mou avtiypdgel h dev BEAeL va aviypdyel T puon, énwg akadnpdika tou tn didafav o lakwpidng,
o MepaviddTng, aAAd nou PIAdGEL pe T GUOoN Kat TNV naipvel KL autdg ota XéPLa Tou Kat Tn XaibeUel Kl
aKoUEel Ta Napapubia nou tou 1oTopei Kal ta pPnAékeL e Ta SIKA Tou Ta YaAnvia Kal T axviopéva ...

Kwotag EAAnvag
O Awwvag pag, ZentépPplog 1947

..Theodoros Lazaris is predominantly a landscapist. A bridge half
in ruin, a water-meadow, a few chaste trees, two or three houses by the river, five poplars
by a twisting water stream, water, branches, marshes, and bridges — these are the themes
of his paintings...

..We mentioned earlier how Lazaris initially focuses on drawing; on the originally colour
drawing he made during one of his walks. He is so fond of it, in fact, that he no longer
wants to elaborate on it later — perhaps because it is actually perfect, or the original
state of mind is no longer there. In other cases, the original drawing is often transformed
so completely that the resulting painting is a totally different composition: an early spring
morning in March in a ravine can morph into a grey autumn afternoon.

This seasonal transmutation in the final work takes place in the studio. Not, however, in
the dry, mechanical manner of a pantograph. Lazaris’s studio resembles the landscapes
of his native region: It is not a depressing place as many imagine a studio to be, but a
place where he can set up his easel and tools, and work in peace.

Often, a finished painting is remade to capture a rekindled poetic emotion. For, Lazaris

does not seek to copy nature academically as he was taught by lakovidis or Geraniotis,

but converses with nature in direct contact with it and listens closely to the whispers of
fairy tale, fusing them with his own, serene, mist-covered ones...

Kostas Ellinas,
O Aionas Mas, September 1947
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28. lépupa Nifabeldag
EAatoypagia o xdpvtpnopvt, 54 x 62 €k.

28. Bridge at Livadeia
Oil on hardboard, 54 x 62 cm
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0e65wpog Nalapng.’'Epya
Theodoros Lazaris. Works

29. luvaikeg oto notayl
EAaloypagia o€ xdpvtunopvt, 33,5 x 44,5 €x.

30. Bpdxog oto Xtapondlapo, 1933
EAaloypagia o kdvtpa nAaké, 35 x 43 k.

31. Motdut
EAaloypagia o kappd, 50,5 x 61,3 k.

29. Women by the River
Oil on hardboard, 33.5 x 44.5 cm

30. Rock at Staropazaro, 1933
Oil on plywood, 35 x 43 cm

31. River
Oil on canvas, 50.5 x 61.3 cm
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0e65wpog Nalapng.’'Epya
Theodoros Lazaris. Works

32. Ané tnv Kpua kateBaoid otn Aifadeid, 1935
EAaloypagia o€ xapvtunopvt, 34 x 50 ex.

33. Katappdktng otn Aifadeid
EAaloypagia o kdvtpa nAaké, 25,3 x 40 k.

32. From Krya Katevassia, Livadeia, 1935
Oil on hardboard, 34 x 50 cm

33. Waterfall at Livadeia
Oil on plywood, 25.3 x 40 cm
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0e68wpog Nalapng.'Epya
Theodoros Lazaris. Works

34. Nepotpifr) otn Aifadeid
EAaloypagia oe xapvrunopvt, 34,5 x 49,5 €k.

35. Nepd
EAaloypagia o€ kdvtpa nAaké, 24 x 24 k.

34. Carpet Washing at Livadeia
Oil on hardboard, 34.5 x 49.5 cm

35. Water
Oil on plywood, 24 x 24 cm
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0e68wpog Nalapng.'Epya
Theodoros Lazaris. Works

36. Znoudn yia to npdoivo notdpl, 1935
EAaloypagia o kdvtpa nAaké, 36,5 x 46 k.

37. Motapdki ota MNatAota [1937]
EAaloypagia o kdvtpa nAaké, 37 x 57,5 k.

38. Motdpi
EAaloypagia o€ xapvtunopvt, 19 x 24 ex.

36. Study for Green River, 1935
Oil on plywood, 36.5 x 46 cm

37. Stream at Patissia [1937]
Oil on plywood, 37 x 57.5 cm

38. River
Oil on hardboard, 19 x 24 cm
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0e68wpog Nalapng.'Epya
Theodoros Lazaris. Works

39. Ané tnv Ppeartvdba
EAaloypagia oe xdpvtunopvt, 33,5 x 44,5 €k.

40. XnnAid tg BouAiaypévng
EAaloypagia o€ xapvtunopvt, 22 x 34 ex.

39. From Freattys
Oil on hardboard, 33.5 x 44.5 cm

40. Vouliagmeni Cave
Oil on hardboard, 22 x 34 cm



89



90

0e65wpog Nalapng.’'Epya
Theodoros Lazaris. Works

41. MAdka [1930]
EAaloypagia o kdvtpa nAaké, 19,5 x 24 k.

42. Xnitua otnv MNAdka
EAaloypagia o kdvtpa nAaké, 19 x 23,5 k.

41. Plaka [1930]
Oil on plywood, 19.5 x 24 cm

42. Houses in Plaka
Oil on plywood, 19 x 23.5 cm
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0e65wpog Nalapng.’'Epya
Theodoros Lazaris. Works

43, To naAié Maveniotrpio
EAaloypagia o€ xapvtunopvt, 50 x 35 ex.

44. Ynitua otnv MNMAdka
EAaloypagia o€ xapvtunopvt, 19 x 23,5 €k.

43, 0ld University Building
Oil on hardboard, 50 x 35 cm

44. Houses in Plaka
Oil on hardboard, 19 x 23.5 cm
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..AnA£g o1 nepinAavnoelg tou Ogodwpou Nadapn kai «aeuaxtog,
OX1 YKEPAAIKA NAaopévog o {wypaPikdG Tou KOOUOG. TNV notkiAla twv Bepdtwy Tou
Kuplapxel o tonio, To ayannpévo tou autd BEpa, nou to anodidel pe duvapn,

HE BEAYNTPO, PE NPEPO XEPL MOU 0ONYEL TIG NIVEAIEG TOU Kal Nou EEPEL va XAPNAWVEL

TO WG TNG NPEPAG Kal va TUALyel otnv npwivil dpoatd n otnv Bpadivi uyph atpéopalpa.

Yta tonia tou and tnv Attikn, and tnv MNMeAondévvnoo kal and thv ayannpévn Tou
AiBabdeld, o enokéntng n o €161k6G napatnpntng ¢n dBeAd tou kdnola aypotikn {wn
ayaBdtntog, aydnng, gpiAoeviag kal ypapikdTNTog. Xta £pya Ttou, av Kat Aginouv
oxedbV ol YpapEG, Ta Xpwpata v Toutolg ouvBétouv owatd, ouvtalplacpéva

Tov {wypaplkd Tou KOOO.

Ta tonia twv epwv KAUNWV N TNG VOTIOPEVNG and uypaacia yng, Nou CUYKIVEL

ToV KaAALTEXVN, PEPVOUV ONpePa, Uotepa and efdopnvia xpovia {wypapikng,
avapvNoELG, MPAYHATIKOTNTEG Kal 0papatiopous Kal eival ac@aAwg autd nou pnopouv
va ndpouv Pe TNV aloBavtkdTntd Toug, TIG TEXVIKEG APETEG TOUG, TNV EpUNVEIa

TOU E0WTEPLKOU TOUG KOOOU Kal HE TNV oTopyn Kal Thv aydnn nou eivat Soopéva,

pia Béon otnv eEEAIEN TN veoeAAnvikNG {wypa@ikng. Kat n Béon autn xwpig

TG eMTNOEUPEVEG NPOONABELEG EPNPECLIOVIOTIKWY TAOEWY, Mou édwaav PBlactikd

noAAoi tng oelpdg tou, yivetal nio unoAoyioipn Kal Ao anoteAEoHATIKA OTtav Kaveig,
napatnNPWVIaAG TG ouvBEoelg Tou, TG BAENeL anaAAaypéveg and XpwHATIKA «Ep@éx», and
NNKTd Xxpwpata avtiBéoswy Kat and okdnipa ToVIoPEVEG «VATOUPAAIOTIKEG AVTLYPAPEG».

Anpntpng Manaotdpog
Ano tov npéAoyo atov katdAoyo tng €kBeang otnv EBvikn Mivakobnkn, 1974

..Theodoros Lazaris’s wanderings are simple, and the world of his
paintings is spare, not cerebral. The landscape as a subject prevails in his paintings as
his favourite subject, which he imbues with power and grace, with a calm hand that
drives his brush and knows how to tone down daylight and envelop it in the morning
haze or in the humid atmosphere of the evening.

In the artist’s landscapes from Attica, the Peloponnese, and his beloved Livadeia,

the viewer, whether a specialist, or not, unwittingly experiences rural life, goodness,
love, hospitality, and picturesqueness. Although line is almost absent in his work, it is
colour that provides the composition in the world of his paintings.

The landscapes —dry plains or damp earth- that inspire the artist bring back today
—after a 70-year-long painting career—- memories, realities, and visions; they are
certainly worthy of taking their place in the history of Modern-Greek painting,

with their sensuality and skill, their evocation of the artist’s inner world, and the
affection and love which they encapsulate. And this place —free of the impressionistic
sophistication of works by many artists of his generation, who hastily adopted that
style- becomes even more effective when the viewer realises that they are free of
coloristic effects, thick, contrasting colours, and deliberately emphatic “copying from
nature.”

Dimitris Papastamos
Foreword, exhibition catalogue, National Gallery, 1974



45. AkpdénoAn, 1954
EAatoypapia oe xdpvipnopvt, 73 x 114 €x.

45. Acropolis, 1954
Oil on hardboard, 73 x 114 cm
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0e68wpog Nalapng.'Epya
Theodoros Lazaris. Works

46. Bdpka
EAaloypagia o xapvtunopvt, 24,5 x 35 €k.

47. Bdpka
EAaloypagia o€ xapvtunopvt, 34 x 38 ex.

46. Boat
Oil on hardboard, 24.5 x 35 cm

47. Boat
Oil on hardboard, 34 x 38 cm
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0e65wpog Nalapng.’'Epya
Theodoros Lazaris. Works

48. Bpaxia otn 6dAacoa
EAaloypagia o€ xapvrunopvt, 89 x 125,5 ek.

49. l€pupa otnv Kpla
EAaloypagia o xdpvtpnopvt, 41,5 x 43,5 €k.

48. Rocky Seascape
Oil on hardboard, 89 x 125.5 cm

49. Bridge at Krya
Oil on hardboard, 41.5 x 43.5 cm
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0e65wpog Nalapng.’'Epya
Theodoros Lazaris. Works

50. ©dAaooa, 1973
EAaloypagia oe xdpvrpnopvt, 41,5 x 57,5 €k.

51. Motdut kait 6dAacoa otnv XkUpo
EAaloypagia o€ xapvtunopvt, 37 x 46 €x.

50. Seascape, 1973
Oil on hardboard, 41.5 x 57.5 cm

51. River and Sea on Skyros
Qil on hardboard, 37 x 46 cm



101



102

..0 Oeé&opog I\aZapﬁq onwg gaivetal and ta épya tou, epydotnke navia
pakpld and tov B6puPo kal TG avnouxieg twv AAAwv. MNeplopiotnke otig kaBapd
NPooWNIKEG avadntnoelg Tou Kal enediwse va ekPPACEL TIG NPOCWIKEG AVNOUXIEG

ToU pe npoondBeleg nou ouvexiotnkav wg tov Bdvatod tou. Enediwée kat katépbwoe
va EKQPACEL 0Ta €pya TOU, TNV E0WTEPLKN, BIWHPATIKA €NAPN TOU PE TOV (PUOLKO XWPO,
€161k autév nou yvwplle Kal ayanouoe. Xwpig dApata Ba npoxwpnoel aBoépufa kat
Brpa-Brpa, otnv ekpetdAAeuon otolxelwy, mou avtanokpivovtal otnv 1loouykpacia Tou
kal tnv evatoBnaia tou. Etal, pag divel épya nou dlakpivovral yia tnv agecdTnta Kal

TN yvnolétnta TG pwvng tous. Mia {wypagikn nou dev agnvel acuykivnto tov Beatn
HE TNV MOINTIKA €pUNVEla TNG ONTIKAG Npaypatikdtntag, tdlaitepa Tou PpUOLKoU XWPOoU
nou enituyxdvel pla {wypagiki nou Slakpivetal yia tv aopdAela Kat tnv noldtnta twv
SlaTUNWOoEwWY TNG...

XpuoavBog Xpnotou, «H {wypagikn tou Oe6dwpou Nalapn»,
ekd. Anpou Nefadéwy, ZentéppPplog 1992

..Theodoros Lazaris emerges through his work as an artist
who toiled far from the din and pursuits of others. He focused on purely personal
quests and sought to express his inner concerns in a lifelong effort only interrupted
by his death. He strove, and managed, to convey in his work his intimate contact with
the natural world, especially the region he knew and loved best. Without jumping
ahead of himself, he silently, gradually incorporated elements that were true to

his temperament and sensibility, producing a body of work distinguished by its
immediacy and authenticity of voice. A kind of painting that moves the viewer with

a poetic interpretation of the visual reality, especially nature; a kind of painting that
stands out for its assertiveness and quality of formal articulation...

Chryssanthos Christou, | Zografiki tou Theodorou Lazari,
Municipality of Livadeia, September 1992



52. Moptpaito Manadovn
EAaloypagia o€ xapvtunopvt, 66 x 50 €x.

52. Papazonis
Oil on hardboard, 66 x 50 cm
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0e68wpog Nalapng.'Epya
Theodoros Lazaris. Works

53. Matrp lworip, 1941

EAaloypagia o xapvrunopvt, 51 x 41,5 €k.
54. Moptpéto Ltpdyka

EAaloypagia o€ kappd, 76 x 63 €.

53. Father Joseph, 1941
Oil on hardboard, 51 x 41.5 cm

54. Stragas
Oil on canvas, 76 x 63 cm






0e68wpog Nalapng.'Epya
Theodoros Lazaris. Works

55. O MntponoAitng MoAUkapnog
EAaloypagia oe kappd, 70 x 52,5 ek.
56. Moptpéto

EAaloypagia oe kappd, 63,5 x 50,5 €.

55. Metropolitan Polykarpos
Oil on canvas, 70 x 52.5 cm

56. Portrait
Oil on canvas, 63.5 x 50.5 cm
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0e65wpog Nalapng.’'Epya
Theodoros Lazaris. Works

57. Moptpéto

EAaloypagia o€ kappd, 76,5 x 49,5 k.
58. Moptpéto

EAaloypagia oe kappd, 70 x 52 €k.

57. Portrait
Oil on canvas, 76.5 x 49.5 cm

58. Portrait
Oil on canvas, 70 x 52 cm
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0e68wpog Nalapng.'Epya
Theodoros Lazaris. Works

59. H ®wrtewvn pe to KOKKIVO popepia
EAaloypagia oe kdvtpa nAake, 53 x 28 ek.

60. A’ 6yn: Ot 0o piAeg
B’ 6yn: luvaika nou epydletal
EAaloypagia o kdvtpa nAaké, 41,8 x 64 k.

59. Foteini in a Red Dress
Qil on plywood, 53 x 28 cm

60. Side |: Girlfriends
Side Il: Woman at Work
Oil on plywood, 41.8 x 64 cm






0e68wpog Nalapng.'Epya
Theodoros Lazaris. Works

61. Avdyvwon
EAaloypagia o€ kappd, 66 x 70 ek.

62. Metoofitioa
EAaloypagia o kappd, 68 x 85 k.

61. Reading
Oil on canvas, 66 x 70 cm

62. Metsovo Woman
Oil on canvas, 68 x 85 cm
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..H Opﬁﬁa Twv unalﬁpwubv pag bivel pia evblagépouoa notkiAia
NG EAANVIKNG atpdopalpag péoa and Siapopeg XpWHATOAOYIKEG AVTIANYELG.
YtekOpaote otoug unatBplotég yiatl autoi 6ivouv tov opadikd tévo otnv ékBean.
KaBévag toug ndoxioe pe npoownikn aioBnon va npooappdoel oto eAANVIKS KAlpa
ta YaAAkd 61bdypata nou &éxBnke dAAote dpeoa kat dAAote éppeaa.
Kt n npoondBeid toug autn ouxvd toug anepdkpuve an’ to Bacikd toug Eekivnpa...
Xta ¢pya tou Aalapn n Bapnn xpwHaAtikn evOTNTaA HE TIG UNOKWPEG aVTIBETELG
MUKVWVEL TO €0WTEPIKS Toug vonpa. ‘Etol ta Bépatd tou —AouAoldlia, tonia—
anopakpuvovtal an’ to enikaipo kat kepdidouv oe Sldpkela....
‘Epn Depevtivou
Mep. Zuydg, PeBpoudplog 1965

...The plein-air artist group provides an interesting variety of Greek
atmosphere through various approaches to colour. We specifically mention plein-air
artists, as it is they that give the overall tone to the show. Each one of them has
sought to personally adapt to the Greek climate the French teachings they received
either directly or indirectly. And this effort has often taken them away from their
earliest beginnings... In Lazaris’s works, the blurred unity of colour and the subdued
contrast intensify inner meaning. His subjects, therefore —flowers, landscapes- are
elevated from topical to timeless...

Efi Ferentinovu,
Zygos magazine, February 1965



63. AvOn [1918]
EAaloypagia og navi, 46 x 55 k.

63. Flowers [1918]
Oil painting on canvas, 46 x 55 cm
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0e68wpog Nalapng.'Epya
Theodoros Lazaris. Works

64. Mapyapiteg
EAaloypagia o€ xapvtunopvt, 29 x 37 ex.

65. NoudoUéia
EAaloypagia o€ xapvtunopvt, 61 x 45 ex.

64. Daisies
Oil on hardboard, 29 x 37 cm

65. Flowers
Oil on hardboard, 61 x 45 cm
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..01 HeyaAeg duokoAieg nou avtipetwnioe otn {wn tou 0 Oeddwpog Nadapng sev tou enétpeyav
va onouddoel oto eEwtepikd, AAAd oUte Kal va TaldéWel yia va €pBel o€ enagn Pe Toug KaAAltexvikoug Bnoaupous tng Eupwnng,
yla va PHEAETNOEL TNV TEXVN TWV HEYAAWY SNPIOUPYWYV OTa YVWOTA pouceia tng aAAodanng, yla va yvwpioel ta KAaAAITEXVIKA Kivhpata
Kal pepata tng €NOXNG Tou, yia va napakoAouBnoel thv eEEAIEN TwV EIKACTIKWY TEXVWV KAl yia Va CUPNANPWOEL TIG Onoudég Tou
ota peyaAa kaAAtexvikd kévipa.

H éAAelwn onoudwv oto e€wtepiko, av yia kébe dAAov kaAAitéxvn Bewpeital ouoidng napdAeipn n AAAwG peydAo pelovékTnua,

yla tov Oeddwpo Aalapn otdbnke eutuxnpa. Nati, diatnpnae tv ayvoétnta tng 6pacng Tou, MoU anéKTNoe and tnv dyeon enapn

HE TIG OHOPPLEG TOU PUOLKOU NePIBAAAoVTOG TG yevételpdg tou. Nati, otnpixBnke otov NAoucto aiobntiké k6o Tou, otov auboppnTiopo
Tou oto évotiktd tou. MNarti, eixe kaBnyntég otnv Avwtdin XxoAn KaAwv Texviv ABnvov kaAAitéxveg onoudacpévoug otnv aAAodann,
BaBid ennpeacpévoug and th yeppavikn {wypadlkn Kat pdAtota and t {wypagikn tg IXoAng tou Movdxou Kat Blaowteg Kal
unéppaxoug tou akadnpaikol pealiopoy, nou tou petaAapnddeuoav 6,tt KaAutepo ol (blol onovdacav kat KaAAEpynoayv.

0 ©e6dwpog Nalapng, EPNELPOG KAAALTEXVNG, PE AOUVAYWVIOTN OXESIAOTIKA KAVOTNTA, XPWHATIKA eualoBnoia kal pactoptd

OTNV ANEKOVION TWV AVTIKEIPEVWV Kal PE EPpavn enidoon otnv npocwrnoypagia, otnv noprpaltoypadia kat otn yupvoypapia,

6nAabdn otnv anelkévion Tou avBpwnou, Tou TEAELGTEPOU SNPLOUPYAHATOG TNG YNG, XwpIG va uotepei kaBoAou kat ota dAAa €ibn
aneikéviong, Nioteve otnv napaotatikn texvn. Aev napacUpbnke and to nvelpa tng ouyxpovng e€aAAloouvng. XpnolponoloUok,

pe andéAutn enttuxia, t6oo To 0x£610, 600 Kal To XpwHa yia va dwaoel fdBog kal evétnta oto £pyo tou. ZUyIle, pe euotdbela,

TOUG OYKOUG TWV AVTIKEINEVWY Kal npoPAnpati{dtav pe tnv eAelBepn nAacotikn dnploupyia tou. Aivel To oUVOAO PE KATAnNANKTIKA appovia
Kat eNPBAAAETAL PE TN PHEYAAOMPENELA TWV EPYWV TOU. LUYKATAAEYETAL, XWPIG apgiofntnon, HETa&l Twv KAAUTEPWY KAAALTEXVWOV

NG opAdag tng Napadoolakng YAUMTIKAG, TNG akadnpaikng peaAlotikng {wypaIkng Kal TNG ENTAVNOLAKNG avayevvnolakng ayloypapiag
Kal OTIG LOXUPOTEPEG KAAAITEXVIKEG MPOOWMIKATNTEG, OX1 HOVO Tou eAAAdIKOU XWpou AAAd Kal Tou e§WTEPIKOU.

Xpnatog ®. Avayvwotdg
AaktuAdypago Keipevo

..The great difficulties that Theodoros Lazaris faced in life prevented him from studying or travelling abroad to
explore the art treasures of Europe, study great artists in great museums, familiarise himself with the art movements and styles of his
time, keep up with developments in the visual arts, and complete his studies in major art centres.

If the lack of study abroad can be regarded as a serious omission or disadvantage for other artists, for Theodoros Lazaris it was
a stroke of good luck. It enabled him to preserve the purity of his vision, which he gained from direct contact with the beauties of
the natural environment in his native region. He relied on the wealth of his own aesthetic world, his spontaneity, his instinct. His
professors at the Athens School of Fine Arts were artists who had studied abroad and were deeply influenced by German painting,
especially the Munich School; adherents of academic realism, they taught him the best of what they had learned and discovered.

A seasoned artist of unrivalled draughtsmanship, a sensitive colourist and skilled craftsman in object depiction, portraiture, and
nude painting, that is, in the depiction of the human figure —the finest creation on Earth— without lagging behind in other genres,
Theodoros Lazaris believed in the art of figurative painting. He was not misguided by the spirit of the modern extremes of his time.
He used, with great success, both drawing and colour to add depth and unity to his work. He firmly weighed the volumes of objects
and explored his free plastic modelling. He bound the whole in extraordinary harmony and achieved an imposing majesty in his
paintings. He is undoubtedly one of the best artists in traditional sculpture, academic, realist painting, and lonian renaissance icon-
painting, and one of the most prominent artistic personalities, not only in Greece but internationally.

Christos F. Anagnostos
(unpublished typed note)



66. lupvé
EAaloypagia o€ kappd, 31 x 75 €k.

66. Nude
Oil on canvas, 31 x 75 cm
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0e68wpog Nalapng.'Epya
Theodoros Lazaris. Works

67. lupvé
EAaloypagia o€ xapvtunopvt, 48 x 40 ex.

68. lupvé-Znoudn
EAaloypagia oe kdvtpa nAaké, 36,3 x 51,5 k.

67. Nude
Oil on hardboard, 48 x 40 cm

68. Nude-Study
Oil on plywood, 36.3 x 51.5 cm
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0e68wpog Nalapng.'Epya
Theodoros Lazaris. Works

69. fupvé
EAaloypagia o€ xovtpd Awvd, 78 x 111 &k.

70. Kabiot6 lupvéd
EAaloypagia o kappd, 48,5 x 42,5 ¢k.

69. Nude
Oil painting on coarse linen, 78 x 111 cm

70. Seated Nude
Oil on canvas, 48.5 x 42.5 cm
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Na eniokepOeite tnv avadpopikin ékBeon tou asipvnotou {wypagou O. Nalapn.

Na tnv enwoke@Beite nepiBePAnpévol av pnopeite, Tov diagavn xitwva thg pEPPNg Kat tg avandAnong. MpdBupiol v apouykpaobeite

ToUG anaAoug andnxoug KAmnolwyv Kalpwyv nou népacav avenavaAnnta. Na petapepBoUpe otnv YUXIKNA Kal NVEUHATIKN YeVIKG atpdéopalpa
nou npdogata akdpa, otnv apxn Tou alwva pag diaploupe otov téno pag. TNG VootaAyikng ekelvng enoxng SlakekpiUévog eKkNpOawog ival
KL 0 {wypagog Nadapng. Odoindpnaoe agpvog, Nnpepog, adiédBAntog, dnwg taiptddel atoug aAnBivoug dnploupyous, TNV TEXVN TNG EMNOXNG TOU.
Téte n’" avBo@opouoe akdpa kamnoto nontikd dpapa tou KOoHoU, Kal Nepioeue xpovog yia va atoBavBel o dvBpwnog TiG Xapég tg anAng
wng. H dwypaiki tou gival noAU Kovtivi pag ki eivat eUkoAo va dlavoiete tov puotiké ekeivo 61dAoyo nou «SlapeiBetal ev otyn» avapeoa
otov Beath kat to kKaAArtéxvnpa. Na @tdoete wg tn AUTPWTIKA anootoAn tng téxving, m” avoiyel dAAeg Slaotdoelg tng {wng,

HETAPEPEL TO «OANG AAASTPLOV».

Kt o Aadapng &ev Ba neploptobei va pag agnynBel pévo ta eikovi{dpeva, va oag ta neptypdyet Bepatikd Ba oag anokaAuyel dlakpltikd,
XapnAdgpwva Tnv ucuykivnTn YPuxn tou, Tig emBupieg, TNV aydnn Tou npog tn guon, Tov unapktd KOopo, TeAIKA Tnv napadoxi tng {wNg.
©’ akouoete tnv Unapén peoa an’ to otyavéd Bpdiopa an’ TG alwvopPleg AeUKEG Tou, Ta PWTEVA Tou EEpwrta, ota napadoolakd onitia,
Kal Ba beite pe elkdveg TV opopPLd tng AiBadelds n’ olxe Babu to pépa. To pepa tng natpidag tou nou P’ dnelpeg NALAKTIOES, XIALASEG
NoAUXpwpol KaBpépteg «pofoAolv» MPog ta Katw Kal KouBaAd ota vepd Tou, onacpéveg avtavakAAoelg onitiwy, avdkata e xpwpata
an’ ta yepdavia kat ta kpepedd yapou@aAAa kanolwv pnaAkoviwv. Eubaipoveg otypég, Sidpavol kdopol, Bouvnalog agpag Kat npwivi
6pboog, kalokalplvoi oupavoi kal peve€edla anoyeupata, o KOop0oG Tou {wypdpou Aalapn Kat TNG ENOXNG TOU.

H Cwypapikn tou dev pnopei va xwpéoel oe kanola oxoAaotikn tonoBétnon. Ynabplopdg Ba Acyape, pa dev tautietal oute

HE TOV VaToupaAlopo, oUTe Je Tov peaALopO, oUTE pE Tov epnpeatoviopd. Ki' autd yiati n Yuxikn Ttou 161oouykpaaia, ol EIKACTIKEG TOU
QpETEG, 0 XpOVOG NMou KivhBnke tou £6waoav th duvatdtnta NPOowIKAG NOLOTIKAG avaywyng. Mevikd otnv kivnon twv 16wV Kal Twv
aleBnpdtwv o Lwypdeog Nalapng pnopei va cuvodotnopnael pe Toug MapvaaolakoUg NonTtéG TNG eNoxng Tou. Mati n ontikA tou opiAia
yivetal puoloAatpikn, AUPIKA, EUNPECLOVIOTIKN, Slanotiopévn and vootaAyikoUs andnxoug nepLdivoupevou 16avikou.

Nikog AAe€iou
And tov npéAoyo otov katdAoyo tng ékBeong otnv AiBouca XuAAoyn, ABhnva 1980

Visit the retrospective exhibition of the late artist Theodoros Lazaris. visit it, if you can, in a gossamer
tunic of daydreaming and reminiscing. Willing to listen to the gentle echoes of times bygone. To be transported to the intellectual and
spiritual mood prevalent in the early 20th century in Greece. The artist is a distinguished exponent of that nostalgic era. He was a
humble, tranquil, upright servant of the art of his time as befits a true artist. At a time when there still was a poetic vision of the world,
and people still had time to experience the joys of simple life.

His is an intimate kind of painting, spontaneously entering into a silent dialogue with the viewer. Performing the redemptive mission
of art, to open up other dimensions in life, to convey ‘unifying oneness’.

And Lazaris did not limit himself to telling us only the visible story, but would discreetly reveal his affectionate soul and desires, his
love for nature and the natural world - his affirmation of life. You will feel life through the wind whispering through age-old poplars,
luminous meadows, traditional homesteads; you will admire evocations of the beauty of Livadeia and its deep ravines. The ravines of
his homeland, bathed in the colourful splinters of sunlight, the water rushing down, carrying slivers of house reflections, mixed with
the colours of geraniums and carmine carnation flowers on balconies. Delightful moments, translucent worlds, mountain air,

and morning dew, summer skies, and violet evenings - Lazaris’s world and times.

His art eludes classification. The term plein air comes to mind, but his paintings cannot be described as pure naturalism, realism,
or impressionism. That’s because his distinctive temperament, skills, and his times enabled him to fuse all these qualities into a
personal idiom. Overall, in terms of concepts and feelings, Lazaris can be said to have affinities with his contemporary Parnassian
poets. Because his visual discourse is naturalistic, lyrical, impressionistic, imbued with nostalgic echoes of the ideal.

Nikos Alexiou
Preface, exhibition catalogue, Syllogi Art Gallery, Athens 1980



71. Tupvé
EAaloypagia o kdvtpa nAaké, 36 x 52 k.

71. Nude
Oil on plywood, 36 x 52 cm
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Oe6dwpog Nalapng - O wypagog nou Oa yivel... aytog

Edv kapid popd cuvavthow tov Oeddwpo Aalapn €1g tov... napadeloo, dev Ba eknAayw. Edv tov €BAena
aupto pe pdoa eniokdmnou, Pe PATpa Kat pe enttpaxnAto, dev Ba pou ékave tnv napapikpn evtunwon. O

0. Nalapng éxel Bewpia enokonou, aAdd kal kapdia enokonikn. Eival npepog, YAUKUG, UNOPOVETIKOG,
avuotepOBoulog, peAayxoAikdg, aBwog 6nwg eva natdi. AuokoAeletal Kaveig va niotéyel 6tL o AvBpwnog
autdg eival péAog tng onpePvg Kovwviag. Oa pnopouoate va... HeTaAdBete and ta xépla ToU «XwpIig
POBo kal xwpig NdBog», Ba pnopouoate va e€opoAoynbeite o” autdv. Av oag eUAoyNaEL Pnopeite va
ouykataAexBeite petalu ekeivwv nou Ba ndve ek de€ldv katd tnv Aeutépa napouaia...

... 21a 1920 o Aalapng diakdopnae tov tpoUAo thg MntpondAews Tng tdlattépag natpidag tou Kat ota
1930 teAgiwoe tnv ayloypaenon tou Ayiou NikoAdou tng XaAkidog. Kal ta duo autd épya tou Aalapn eival
HAAAov eAelBepa xwpiG OpwG V' anopakpuvovtal kat noAu and tov Bulavtivé puBud, diakpivovtal o€ yia to
KaAd Toug ox€d1o Kal yia to diakoopntikd Toug nAouto...

... Toug ayioug o Aalapng toug BéAcL... ayioug! Aev evvoel tinote and tnv ayloypapia. Ayand tov ackntiko
TUno tng Bulavtivig TEXVNG e TN OKOTEVA UNOBANTIKA atpéo@alpa, Pe TNV UNEPKOOLA EKppaacn, Ty
auotnpn diaypagn. E€alpetikd evolapépovta eival ta £pya ota onoia epyadetal onpepa «MuoTtikdg
6einvog» kal «Enitdelog» oe kabapd Bulaviivé oTul...

... 210 BdBog tng unootdoewg tou o Aalapng eival peAayxoAlkdg, atwviwg BAppEvog. Autd, wg 1600, dev
Tov epnodicel va {wypadicel £va tonio nANppUpLopévo and Gwe. XTnv ayloypagia tou éxel anoBdAel tov
OYKO Kal TNV MPOOMTIKA yla «va pn napaplddel tnv apxIitektovikn tou nepiBaAAoviog». MNpoonabei va @uyel
600 pnopel ané tov akadnpaiopd ota Afya yupvd tou Kal €xel HEAETAOEL 1OLAITEPWG TOUG VOHOUG TWV
(PWTOOKIACEWV.
Anpntplog KaAAovag
Bpabuvn, 21 lavouapiou 1935

Theodoros Lazaris - The Artist Who Will Become a Saint

If | met Theodoros Lazaris in heaven, | wouldn’t be surprised. If | saw him tomorrow in a bishop’s attire,
a mitre and a stole, it would seem totally normal to me. Theodoros Lazaris has not only the appearance,
but the heart of a bishop: He is calm, sweet, patient, sincere, melancholy, as innocent as a child

[...] In 1920, Lazaris decorated the dome of the metropolitan church in his hometown and in 1930
completed the decoration of Saint Nicholas at Chalkida. Both of these projects are fairly free in
style, yet never really departing from the Byzantine style; they stand out for their draftsmanship and
decorative richness

[...] Lazaris likes his saints to be saints! He understands nothing of religious iconography. He loves

the ascetic qualities of Byzantine art, with its dark, evocative atmosphere, transcendental expression,
austere style. The paintings which he is currently working on, in the pure Byzantine style — Last Supper
and Epitaphios — are extremely interesting

[...] Deep down, Lazaris is melancholy, eternally sad; yet, this does not prevent him from painting a
landscape bathed in light. In his religious images, he has eliminated volume and perspective so as «not
to violate the architecture of the environment.»

Dimitrios Kallonas
Vradyni, 21 January 1935



72. Xtaupdg (appinAgupo)

A’ éyn: Xtalpwon

B’ 6yn: Avdotaon

EAaloypaoia oe navi enikoAAnpévo oe §UAo,
74 x 102 ek.

72. Cross (two-sided)

Side I: Crucifixion

Side Il: Resurrection

Qil painting on canvas laid on panel,
74 x 102 cm
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Ix€61a kat PEAETEG yia ayloypapnoel§ vawv
MoAUBL kal kGpBouvo oe xapti
|81tk ouAAoyn

Drawings and studies for church decoration
Pencil and charcoal on paper
Private collection



Ané tnv ayoypdenon

ToUu MntponoAitikod Naou
twv El006iwv tng Ocotdkou
¢ Aifadeidg, 1919
Ddwroypaleg:

Aapavég Mwpaitng

Kat Anpntplo¢ Matowtag

From the decoration of the
Metropolitan Church of the
Presentation of the Virgin
at Livadeia, 1919

Photo:

Damianos Moraitis

and Dimitrios Matsotas




And tnv ayioypdpnon tou MntponoAitikou Naol
TwV El006iwv tng BOeotdkou tng Aiadetdg, 1919
dwroypaies:

Aapiavég Mwpaitng kat Anpntplog Matowtag

From the decoration of the Metropolitan Church
of the Presentation of the Virgin at Livadeia, 1919
Photo:

Damianos Moraitis and Dimitrios Matsotas
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And tnv ayioypdpnon tou MntponoAitikou Naol
TwV El006iwv tng BOeotdkou tng Aiadetdg, 1919
dwrtoypapies: Aapiavég Mwpditng kat Anpntplog Matowtag

From the decoration of the Metropolitan Church
of the Presentation of the Virgin at Livadeia, 1919
Photo: Damianos Moraitis and Dimitrios Matsotas










‘Epya tou Oeodwpou Nalapn
ot SnpooiEC CUAAOYEC

Works of Theodoros Lazaris’
in public collections

Mapvaoadg, npiv to 1938 (Aentopépela)
EAaloypagia o€ poucapd, 76 x 102 &x.

Parnassos, before 1938 (detail)
Oil on canvas, 76 x 102 cm
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EOvikn MvakoBnkn Mouocgio AAe§avépou Zoutdou -‘16pupa E. KoutAidn
National Gallery Alexandros Soutzos Museum - E. Koutlidis Foundation

AkpdnoAn [1944]
EAaloypagia oe EUAOTEE, 88 x 121 k.

H tapn tou XpiotoU
EAaloypagia o€ pouoapd, 88 x 121 &k.

Acropolis [1944]
Oil on xylotex, 88 x 121 cm

The Burial of Christ
Oil on canvas, 88 x 121 cm
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[uvaika oto notdui [1970]

EAaloypagia o€ pouoapd, 73,5 x 100 &k.

Bpdxot kat pépa i Pepatid otnv ABAva [1964]
EAaloypagia oe EUAOTEE, 84 x 105 k.

Woman by the River [1970]
Oil on canvas, 73.5 x 100 cm

Rocks and Water or Stream in Athens [1964]
Oil on xylotex, 84 x 105 cm
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‘Epya tou Oe68wpou Nalapn o€ Snpdoieg ouAdoyég
Works of Theodoros Lazaris’ in public collections

AiBadeid, 1971
EAaloypagia og EUAOTEE, 90 x 123 ek.

Metoofitiooa [1946]
EAaloypagia o pouoapd, 67 x 48 ex.

Livadeia, 1971
Oil on xylotex, 90 x 123 cm

Metsovo Woman [1946]
Oil on canvas, 67 x 48 cm
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Tupvé
EAaloypagia o€ pouoapd, 53,5 x 86 ek.

Tonio ané tov Knptoad [1970]
EAaloypagia o€ pouoapd, 69 x 123 &k.

Nude
Oil on canvas, 53.5 x 86 cm

Landscape at Kifissos [1970]
Oil on canvas, 69 x 123 cm

139



‘Epya tou Oe68wpou Nalapn o€ Snpdoieg ouAdoyég
Works of Theodoros Lazaris’ in public collections

Katappdktng otn Aifadeid, 1936
EAaloypagia oe xapvrunopvt, 69 x 121 ek.

Tonio
EAaloypagia o€ pouoapd, 32 x 43 ex.
‘16pupa Eupinidn KoutAidn

Waterfall at Livadeia, 1936
Oil on hardboard, 69 x 121 cm

Landscape
Oil on canvas, 32 x 43 cm
Evripidis Koutlidis Foundation Collection
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AuAn
EAaloypagia oe pouoapd, 80 x 60 &k.
‘16pupa Eupiniébn KoutAidn

Courtyard
Oil on canvas, 80 x 60 cm
Evripidis Koutlidis Foundation Collection
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MvakoBnkn tou Anpou ABnvaiwv
Municipal Art Gallery of Athens

[uvaikeg oto notdut [1939]
EAaloypagia o€ pouoapd, 72 x 95 &k.

Tonio, npv to 1940
EAaloypagia oe pouoapd, 60 x 120 &k.

Women by the River [1939]
Oil on canvas, 72 x 95 cm

Landscape, before 1940
Oil on canvas, 60 x 120 cm
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YuAAoyn’Epywv Téxvng tng Tpanedag tng EAAGd0¢g
Bank of Greece Art Collection

Mapvaoodg, npv to 1938
EAaloypagia oe pouoapd, 76 x 102 &k.

Parnassos, before 1938
Oil on canvas, 76 x 102 cm

YuAdoyn’Epywv Téxvng tng Alpha Bank
Alpha Bank Art Collection

Tonio
EAaloypagia o kdvtpa nAaké, 50 x 60 k.

Landscape
Oil on plywood, 50 x 60 cm
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Anpog Pobiwv, Mouosgio NeogeAAnviking Téxvng
Museum of Modern-Greek Art, Municipality of Rhodes

Kdtw ané tnv AkpénoAn, n. 1940
EAaloypagia o€ xapvtunotvt, 79 x 122 ek.

Kdpnog tng Boiwtiag
EAaloypagia o pouoapd, 44 x 75 ex.

Below the Acropolis, ca 1940
Oil on hardboard, 79 x 122 cm

Boeotia Plain
Oil on canvas, 44x75 cm
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YuAAoyn’Epywv Téxvng tng BouAng twv EAARAVWV
Hellenic Parliament Art Collection

Motdu
AG6L o€ xapvtunopvt, 71,5 x 91 ek.

River
Oil on hardboard, 71.5 x 91 cm
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XpovoAoyio

0 0e66wpog Nalapng, o€ peydAn nAikia,
OTO £pYAcTNPLO TOU

The elderly Theodoros Lazaris in his studio

1885

1906

1910

1911

1912-1918
1915

1916

1917

1918

1919

1921

1926

1928

1929

1930

1934

1935

1936

1938

1939

1940

1947

1948

levviétal otn AiBadeld otig 2 PePpouapiou, yiog Tou LTuAlavou P Katayw-
yn and tnv Apdxwpa, kat tng Mapiag, to yévog Aploteidou Zipou.

‘Epxetal otnv ABnva pe unotpogia tou Anpou AiBadelds. Eyypapetal otn

IxoAn KaAwv Texvawv kat onoudddel {wypagikn pe 6ackdAoug toug Anpn-
Tplo Mepaviwtn, Mewpylo PoiAd kat Mewpylo lakwBion.

YUPHETEXEL TNV OpPadIKN €KBEON TOU ZUVOECHOU TWV LUVTAKTWY, EVW AKOHN
gival onoudaotng otn XxoAn KaAwv Texvwv.

Alakéntel Tig onoudég tou, Adyw Bavdtou tou Natépa Tou Kal TwV CUVEXWV
ENOTPATEVOEWV.

Enwotpateletal enavelAnppévwg otoug noAépoug 1912-1913 kat 1914-1918.

Ynoudaotig akdpn g XxoAng KaAwv Texvawy, OUPHETEXEL otnv €kBeon ToU Yuv-
6éopou EAMAvwy KaAArtexvav pe ta épya Xtnv tapdtoa kat To pepdki tng ypIdg.

Yuppetéxel og opadikn ékBeon atnv Knplotd.

Yuppetéxel otn Alapkn KaAArtexviki ‘EkBeon pe to épyo Epkuva tng Aifa-
be1dg kal otnv ékBeon tou Xuvdéopou EAAAVwY KaAArtexvwv pe to épyo
Movn BAatddwv (Bea/vikn).

Yuppetéxel otnv EAAnvoyaAAikn ‘EkBeon otpateupévwy oto ZAnmelo pe ta
épya Koupaopéveg eunvedoelg, ®iAdpeokn, To Eunvnpa tng KonéAAag. kat otn
Awapkn KaAArtexvikn ‘EkBeon pe to épyo lMapapwrtid.

YuvexiCel TG onoudég Tou otn LXoAN KaAwv Texvay, anogoltd pe aplota Kal
Tipdral pe to XpuooPépyeto Bpapeio.

AvaAapBavel th oxedlaon kat Tnv EKTEAEON TNG ayloypd@nong Tou vaou twv
Etoobiwv tng Mavayiag tng MntpdnoAng AiBadeldg. Kiplo €pyo tou €lkovo-
ypapikoU npoypdppatog o Maviokpdtwp.

EkBétel pe tov LUvbeopo EAAAVwY KaAAitexvwv ta épya Auoapéokela, Eow-
TepIKOV epyaotnpiou, Epyaaia, Toneiov.

EkBétel pe tov XUvdeopo EAAAVwY KaAAitexvav ta épya Nnottikn auvAn,
Yné tnv AkponoAi, Apdveg, Otav bev noldpel, Toneiov BoUAag.

AvaAapBavel tn oxediaon kat ektéAeon tng ayloypdgpnong tou vaou Tou
Ayiou NikoAdou otn XaAkida.

EkBétel pe tov XUvdeopo EAAAVwv KaAAtexvav ta épya Xinv avAn, AuAn
povaotnpiou lMépou, Epeinia Bulavtivig ekkAnaiag.

Alopyavwvel th povadiki atopikn tou ékBeon otov Mapvaocaod.

Maipvel pepog otn MnievaAe tng Bevetiag pe ta épya Mvnueio tou

©pacUAlou-AkponoAig, AuAn avatoAitikou onitioy, Xnitt Kovtd otnv
AkpOnoAL.

Nupgetetal tn Osavw, képn tou NikoAdou MepkoUpn, anégotto tng Mawda-
ywyIkng Akadnpiag kat npwtn e€adéApn tng MeAivag MepkoUpn.

EkBétel pe tov LUvdeopo EAANVwY KaAAttexvawv ta épya Toneiov (Aefddela),
XpuodvBepa, Kubwvia, Xto Bpdxo tng AKpondAewg.

Maipvel pépog otnv A° MaveAAnvio ‘EkBeon, pe épya nou éxouv Bépa tov
Mapvaocod, Eviinwoig and tov lNapvaoad, lNapvacodg.

Maipvel pépog otn B MaveAAnvio EkBeon pe ta épya luvaikeg oto motdpt,
[Mpog tnv tapn, Aifadeid.

Maipvel pépog otnv I * MaveAAnvio ExkBeon pe ta épya Tomiov, yia to onoio
kat BpaBevetal, AbBnvaikn pepatid, POvénwpo.

Yuppetéxel otn AleBvn ‘EkBeon Luyxpovng Téxvng oto Kdipo pe to €pyo
AiBadeld kat otnv ékBeon EAAAVwY KaAAltexvav otn ZTOKXOARN pE To €pyo
[Motdut otn AiBadeld.

YUPMETEXEL OTNV NPWTN PETAnoAgikn naveAAnvia ékBeon.
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XpovoAdyio
Timeline

1948-1973 Yuppetéxel o OAgG TG MaveAAnvieg EkBEoelg.

1957

Yuppetéxel oe opadikn €ékBean EAANVwY KaAAitexvwv otn ©gocoalovikn.

1961-1964 Ayloypagei tov vad tng Ayiag BapBdpag tng AEH oto AABEpL.

1965

1969

1974

1978

1980

1991
1992

1996

2005

1885

1906

1910

1911

1912-1918
1915

1916
1917

1918

1919

Yuppetéxel oe opadikn ékBeon pe titho «Mpwtondpol tng Nedtepng EAANVI-
KNG Téxvng» otn MkaAepi «XiAtov».

Tipdrat pe to Apyupouv MetdAAio tng MéAewg twv Maploiwy, kKaBwg kat pe
10 napdaonpo tou Matpidpxou AAe€avdpeiag kat ndong AQpPIKNG.

H EBvikn MvakoBnkn-Mouoeio AAe€avopou Zoutlou tipd to {wypd@o Kat
T0 £€pY0 TOU pE avadpopikn ékBeon.

0 BOeb66wpog Nalapng peuyel and tn {wn Nouxa oto onitt Tou otig 8 louvi-
ou, o€ nNAIkia 93 €TwV.

Opyavwvetal avadpopiki ékBeon otnv aiBouoa «ZuAAoyn» pe npwtoBoulia
Tou KkpitikoU Nikou AAe€lou.

Opyavwvetal ékBeon otn MkaAepi 3

O Anpog AiBadelds opyavwvel ékBeon kal ekdidel AeUkwpa pe Ta €pya nou
dWpLoe 0 KAAAITEXVNG OTN YEVETEIPA TOU.

Opyavwvetal ékBeon pe épya tou {wypd@ou, BpNoKEUTIKOU MEPLEXOHEVOU,
otn ykaAep( YakivBog

O Anpog Aipadeldg tipd pe eEkbNAWOELG Tov KaAAITéxvn

Born at Livadeia on 2 February to Stylianos of Arachova and Maria,
daughter of Aristidis Simos.

Moves to Athens on scholarship from the Municipality of Livadeia to study
painting at the School of Fine Arts under Dimitrios Geraniotis, Georgios
Roillos, and Georgios lakovidis.

Not yet graduated from the School of Fine Arts, he participates in a group
exhibition organised by the Editors’ Union.

His studies are interrupted by his father’s death and due to repeated con-
scription for military service.

Repeatedly conscripted in the 1912-13 and 1914-18 wars.

While a student at the School of Fine Arts, he contributes his artworks On
the Terrace and The Old Woman'’s Joy to the exhibition of the Greek Artists
Association.

Participates in a group exhibition at Kifissia.

Participates in the Permanent Art Fair with Erkyna at Livadeia and
in the Greek Artists Association’s exhibition with Vlatades Monastery
(Thessaloniki).

He participates in an exhibition of Greek and French artists at the Zap-
peion with Tired Inspirations, Vanity, Young Woman Awakening, and in the
Permanent Art Fair with Fireplace.

Resumes his studies at the School of Fine Arts; graduates with honours
and receives the Chryssovergis Award.

Commissioned to design and execute the mural decoration for the

Timeline
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0 Oe6dwpog Nalaping otn olkia Tou 0 Oe6dwpog Nalapng

Atyo npiv tov Bavaté tou to 1978 otnv ékBeon tng EBvikAG MivakoBnkng to 1974
Theodoros Lazaris in his home Theodoros Lazaris
shortly before his death in 1978 at the National Gallery exhibition in 1974

Yta eykaivia tng ekBéoewg «Mpwtondpol tng vedtepng EAANVIKAG TEXVNG».
Ané apiotepd npog ta de€1d. ©. Aalapng, Mep. Bulavtiog, Ayy. OcobwpdnouAog,
I. KoopadénouAog kat Avépéag Mewpylddng

Opening of the exhibition Modern-Greek Art Pioneers
Left to right: Theodoros Lazaris, Periklis Vyzantios, Angelos Theodoropoulos,
Georgios Kosmadopoulos, Andreas Georgiadis

149



150

XpovoAdyio
Timeline

1921

1926

1928

1929

1930
1934

1935

1936

1938

1939

1940

1947

1948
1948-1973
1957
1961-1964

1965

1969

1974

1978
1980

1991
1992

1996
2005

church of the Virgin Mary of the Diocese of Livadeia. The highlight of
this iconographic project is the Pantokrator.

Exhibits Disapproval, Studio Interior, At Work, Landscape with the Greek
Artists Association.

Exhibits Island Courtyard, Below the Acropolis, Afanes, When not Posing,
Landscape in Voula with the Greek Artists Association.

Commissioned to design and execute the mural decoration of the church
of Agios Nikolaos in Chalkida.

Exhibits In the Courtyard, Poros Monastery Courtyard and Ruins of a Byzan-
tine Church with the Greek Artists Association.

His only solo exhibition is mounted at Parnassos Literary Society in Athens.

Participates in the Venice Biennale with Thrasyllos Monument - Acropolis,
Courtyard of an Oriental House, House by the Acropolis.

Married to Theano, daughter of Nikolaos Merkouris, a graduate of the
Pedagogical Academy and first cousin of Melina Merkouri.

Exhibits Landscape (Livadeia), Chrysanthemums, Quince, On the Acropolis
Hill with the Greek Artists Association.

Participates in the 1st Panhellenic Art Fair, with Impression of Parnassos
and Parnassos.

Participates in the 2nd Panhellenic Art Fair with Women by the River, To
the Cemetery, Livadeia.

Participates in the 3rd Panhellenic Art Fair with award-winning Land-
scape; also, Athenian Brook, Autumn.

Participates in the Cairo International Contemporary Art Fair with Livadeia
and in the Greek artists’ exhibition in Stockholm with River at Livadeia.

Participates in the first post-war National Art Fair.
Participates in all Panhellenic Art Fairs.
Participates in a group exhibition of Greek artists in Thessaloniki.

Paints the murals in the church of Agia Varvara at the Aliveri power
plant.

Participates in group exhibition Pioneers of Modern-Greek Art at the Ath-
ens Hilton Hotel.

Receives the Silver Medal of the City of Paris; he is also decorated by the
Patriarch of Alexandria and all Africa.

The National Gallery-Alexandros Soutzos Museum organises a retrospec-
tive exhibition for Lazaris.

Theodoros Lazaris quietly passed away at his home on 8 June, aged 93.

Retrospective exhibition at Syllogi Art Gallery, on the initiative of the
critic Nikos Alexiou.

Exhibition at Gallery 3.

The Municipality of Livadeia organises an exhibition and publishes a
large-format book for the artworks the artist donated to his hometown.

Exhibition of religious works by the artist at Yakinthos art gallery.

The Municipality of Livadeia organises a series of events celebrating the
artist.



0 Oed6wpog Nalapng e GUYYEVIKA TOU NpOowNa o€ OLKOYEVELAKO Tpanéd
Ddwroypapia: Apxeio EAcuBepiou Todyka

Family reunion
Photo: Eleftherios Tsogas archive

Munté tou Aipaditn kaAArtéxvn Xnipou MNoupyiwn nou ansikovilel tov Oeddwpo Nalapn va nepipaietat
ano éva otaguAl, tn «gouoa Tou» Kal TNV NaAéta Xpwpdtwy navw otnv onoia akoupnda o {wypagog
dwroypapia: Aapiaveg Mwpaitng

A sculpture by Spyros Gourgiotis, an artist also from Livadeia, which depicts Theodoros Lazaris

with a grape - his inspiration - and a palette, on which the artist is leaning
Photo: Damianos Moraitis
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1. Ané to napabupo tou anitioU pou
EAaloypagia og kappd enikoAAnpévo
0€ XAPVTUNopvt, 44 x 38 &K.
Avunéypapo
Ap. ouAdoyng 48

2. [MAatdvia oto goupouno otn Aifadeid [1935]
EAaloypagia oe kdvipa nAake, 36,5 x 64 k.
Avunéypapo
Ytnv niow NAgupd undpxet n xpovoAoyia 1935
Ap. ouAAoyng 40

3. AndéBpoxo otnv Attiki
EAaloypagia o€ kdvtpa nAaké, 29 x 39 ek.
Ynoypa@n: kdtw aplotepd
Ap. ouAAoyng 12

4. P6wénwpo, 1933
EAaloypagia o€ kdvtpa nAake, 22,5 x 42,5 &k.
Ynoypa@n kat xpovoAoyia: kdtw aplotepd
Ap. ouMoyng 15

5. ®Bwénwpo
EAaloypagia o€ kdvtpa nAaké, 22,5 x 42,5 &k.
Avundypapo
Ap. ouAdoyng 14

6. [lMAatdavia Aifadeldg
EAaloypagia oe kdvtpa nAaké, 35,5 x 44 k.
Avunéypapo
Ap. ouAdoyng 16

7. Xnita otn Aifadeld
EAaloypagia oe kdvtpa nAake, 40 x 61,5 &k.
Avunéypapo
Ap. ouAAoyng 30

8. To notdput tng Aipadeidg
EAaloypagia o€ xovtpd Awd, 65,5 x 119 &k.
Ynoypagn: kdtw aplotepd
Ap. ouAAoyng 71

9. Tonio-ABadeld, Pvénwpo [1968]
EAaloypagia oe xapvrunopvt, 50 x 74,5 €x.
Avunéypapo
Ytnv niow nAgupd undpxel n xpovoAoyia 1968
Ap. ouAAoyng 55

10.Ané tov An ldvvn Apdxwpag
EAaloypagia o€ kdvtpa nAaké, 50 x 50 ek.
Ynoypagn: kdtw aplotepd
Ap. ouAAoyng 47

11.Ané to §evodoxeio EAikwv
otn A\ifadeid
EAaloypapia oe xapvrpnopvt, 56,5 x 34,5 €k.
Avunéypapo
Ap. cuMoyng 33

12.MAay1d tou Mapvacool
EAaloypagia o€ Aivé enkoAnppévo
o€ xapvtpnopvt, 41 x 50,5 €k.
Avundypapo
Ap. ouAAoyng 21

13. Tonio
EAaloypagia oe xapvrunopvt, 45,5 x 65 €k.
Ynoypa@n: kKdtw aplotepd
Ap. ouAdoyng 42

14. Mapvaoodg
EAaloypaoia oe kbvtpa nAaké, 18 x 22 k.
Ynoypagn: kdtw aplotepd
Ap. ouAAoyng 5

15. Maykoupdva-XaAavdpt
EAaloypagia o€ xapvrunopvt, 40 x 50,5 €k.
Ynoypagn: kédtw aplotepd
Ap. ouAAoyng 10

16.Mapvaoadg [1927]
EAaloypagia o kdvtpa nAake, 30 x 39 ek.
Ynoypa@n: Katw aplotepd
Ytnv niow nAgupd undpxel n xpovoAoyia 1927
Ap. culoyig 53

17.ZkdAeg atnv Kopn
EAaloypagia o€ xapvtunopvt, 49 x 33 ex.
Avundypapo
Ap. ouAAoyng 54

18. Xnitt otnv TAvo [1933]
EAaloypagia o xapvrunopvt, 39 x 50 ek.
Avundypapo
Ytnv niow nAgupd undpxel n xpovoAoyia 1933
Ap. cUAAOYNG 41

19. Zniua otnv EdBola
[MoAtika EuBolag-AuAr) Movaotnpiod]
EAaloypagia o€ xapvrunopvt, 40 x 50,5 €k.
Ynoypagn: kédtw aplotepd
Ap. ouAAoyng 11

20. Kapdpa
EAaloypagia o xapvrunopvt, 39 x 23,5 ex.
Avundypapo
Ap. cuAAoyng 69

21.Aapvi [1930]
EAaloypagia o€ xapvtunopvt, 47 x 58 €k.
Avundypapo
Ap. ouAAoyng 34

22. Aapvi
EAaloypagia o kdvtpa nAaké, 19 x 23,5 k.
Avundypapo
Ap. ouAAoyng 7

23. EAaiwvag Appioong
EAaloypapia o€ kdvtpa nAake, 18 x 24 k.
Avunéypapo
Ap. cuAoyiG 2

24. Xiévia otnv Aipadeid, 1933
EAaloypagia o€ xapvtunopvt, 33,5 x 44,5 €x.
Ynoypagn kat xpovoAoyia: Kdtw aplotepd
Ap. ouAAoyng 13

25.Epkuva
EAaloypagia o€ kovtpanAaké, 64 x 52 k.
Avundypapo
Ap. ouAAoyng 68

26. [¢pupa Nifadeldag
EAaloypagia oe kdvtpa nAaké, 19,5 x 24 ex.
Ynoypagn: kdtw aplotepd
Ap. ouAAoyng 6

27.Tépupa Nifadeldg, 1974
EAaloypagia o voBondy, 90 x 123 ek.
Ynoypagn kal xpovoAoyia: kdtw aplotepd
Ap. ouAAoyng 62

28.[€pupa Nifabdeldg
EAaloypagia o€ xapvtunopvt, 54 x 62 €k.
Avunéypapo
Ap. cuAAoOYNG 35

29. [uvaikeg ato notayl
EAaloypagia o€ xapvtunopvt, 33,5 x 44,5 €x.

KataAoyog
EPYWV



Ynoypagn: kdtw aplotepd
Ap. ouAAoyng 17

30. Bpdxog oto Ltaponddapo, 1933
EAaloypagia o€ kdvtpa nAaké, 35 x 43 k.
Ynoypa@n kat xpovoAoyia: kdtw aplotepd
Ap. ouAAoyng 57

31. Motdpt
EAaloypagia og kappd, 50,5 x 61,3 &k.
Ynoypagn: kdtw 6e€1é
Ap. ouAAoyng 23

32.Ané tnv Kpua katefaoida otn Niadeld,
1935
EAaloypagia o xapvrunopvt, 34 x 50 ek.
Ynoypa@n kat xpovoAoyia: kdtw 6e€Ld
Ap. cuMoyng 38

33. Katappdktng otn Aipadeid
EAaloypagia oe kdvtpa nAaké, 25,3 x 40 ex.
Avundypapo
Ap. ouAAoyng 9

34. NepotpiBn otn Aifadeid

EAaloypagia o€ xapvtunopvt, 34,5 x 49,5 €k.

Avundypapo
Ap. ouAAoyng 51

35. Nepa
EAaloypagia o€ kdvtpa nAaké, 24 x 24 k.
Avundypapo
Ap. ouAAoyng 4

36. Xnoudn yla to npdoivo notdpt, 1935
EAaloypagia o kdvtpa nAaké, 36,5 x 46 k.
Ynoypagn: kédtw aplotepd
Ap. ouAAoyng 25

37.lMotapdki ota MNatAota [1937]
EAaloypaglia og kdvtpa nAake, 37 x 57,5 ex.
Avundypapo
Ynv niow nAgupd undpxet n xpovoAoyia
1937
Ap. ouAAoyng 58

38. Motdpt
EAaloypagia o€ xapvtunopvt, 19 x 24 €x.
Avundypapo
Ap. ouAAoyng 3

39. Ané tnv @peattvda

EAaloypagia o€ xapvrunopvt, 33,5 x 44,5 €x.

Avundypapo
Ap. ouAAoyng 18

40. ZnnAid tng BouAiaypévng
EAaloypagia o€ xapvtunopvt, 22 x 34 ex.
Avundypapo
Ap. ouAAdoyng 1

41.MAdka [1930]
EAaloypagia o kdvtpa nAake, 19,5 x 24 k.
Ynoypagn: kdtw aplotepd
Ytnv niow nAgupd undpxet n xpovoAoyia
1930
Ap. cuMoyng 8

42. Xniua otnv MAdka
EAatoypagia o€ kévtpa nAaké, 19 x 23,5 ex.
Ynoypapn: katw aplotepd
Ap. culoyig 67

43, To naAié Maveniotrpio
EAaloypagia o€ xapvtunopvt, 50 x 35 €k.

Avunéypapo
Ap. ouAdoyng 49

44. Xniua otnv MAdka
EAaloypagia o xapvrunopvt, 19 x 23,5 ek.
Avunéypapo
Ap. ouAdoyng 66

45. AkpénoAn, 1954
EAaloypagia og xapvtpnopvt, 73 x 114 k.
Ynoypapn kat xpovoAoyia: katw aplotepd
Ap. ouAdoyng 61

46. Bdpka
EAaloypagia o€ xapvtunopvt, 24,5 x 35 €k.
Avundypapo
Ap. ouAoyng 46

47.Bdpka
EAaloypagia o xapvtunopvt, 34 x 38 ek.
Avundypapo
Ap. ouAdoyng 45

48. Bpdxia otn 6dAacoa
EAaloypagia o xapvrunopvt, 89 x 125,5 ek.
Avunéypapo
Ap. ouAdoyng 65

49. T€pupa otnv Kpua
EAaloypagia o xdpvrpnopvt, 41,5 x 43,5 K.
Avunéypapo
Ap. ouAdoyng 19

50. ©@dAaooa, 1973
EAaloypagia o xapvrunopvt, 41,5 x 57,5 €k.
Ynoypagn kat xpovoAoyia: KATw aplotepd
Ap. ouAoyng 36

51. lNotdpt kat 6dAacoa otnv XkUpo
EAaloypagia o€ xapvtunopvt, 37 x 46 ek.
Avundypapo
Ap. ouAoying 26

52. lNoptpaito Manadovi
EAaloypagia o xapvtunopvt, 66 x 50 ek.
Avunéypagpo
Ap. ouAdoyng 56

53. Matnp lworip, 1941
EAatoypagia o€ xdpvtpnopvt, 51 x 41,5 €k.
Ynoypa@n kat xpovoAoyia: kdtw aplotepd
Ap. ouAdoyng 20

54. lNoptpéto Xtpdyka
EAaloypagia o€ kappd, 76 x 63 k.
Avundypapo
Ap. cUAAOYNG 64

55. 0 MntponoAitng MoAUkapnog
EAaloypagia o€ kappd, 70 x 52,5 k.
Avundypapo
Ap. ouAoyig 31

56. Moptpéto
EAaloypagia oe kappd, 63,5 x 50,5 &k.
Avundéypapo
Ap. ouAdoyng 52

57. Moptpéto
EAatoypagia oe kappd, 76,5 x 49,5 €x.
Avunéypapo
Ap. ouAdoyng 50

58. Noptpéto
EAaloypagia o€ kappd, 70 x 52 k.
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Avunédypapo
Ap. ouAAoyng 44

59. H ®wrtewvn pe to KOKKIVO (popepa
EAaloypagia oe kdvtpa nAaké, 53 x 28 k.
Avundypapo
Ap. ouAdoyng 24

60.A": O1 6Uo @ileg B': [uvaika nou epyddetal
EAaloypagia oe kdvtpa nAake, 41,8 x 64 k.
AppinAgupo, avundypapo
Ap. ouMoyng 29

61. Avdyvwon
EAaloypagia o€ kappd, 66 x 70 ek.
Avundypapo
Ap. ouAAoyng 63

62. Metoofitioa
EAaloypagia o€ kappd, 68 x 85 k.
Avundypapo
Ap. ouAAoyng 60

63.AvOn [1918]
EAaloypagpia og navi, 46 x 55 k.
Avunéypapo
Ap. cuMoyng 22

64. Mapyapiteg
EAaloypagia oe xdpvtpnopvt, 29 x 37 &k.
Avundypapo
Ap. ouAAoyng 37

65. AoudoUdia
EAaloypagia o€ xapvtunopvt, 61 x 45 €x.
Ynoypa@n: kdtw aplotepd
Ap. ouAAoyng 43

1. From a Window at Home
Oil on canvas laid on hardboard, 44 x 38 cm
Unsigned
Inv. no 48

2. Plane Trees at Dusk
at Livadeia [1935]
Qil on plywood, 36.5 x 64 cm
Unsigned
Dated 1935 on the verso
Inv. no 40

3. Attica after the Rain
Oil on plywood, 29 x 39 cm
Signed and dated: bottom left
Inv. no 12

4. Autumn, 1933
Qil on plywood, 22.5 x 42.5 cm
Signed and dated: bottom left
Inv. no 15

5. Autumn
Oil on plywood, 22.5 x 42.5 cm
Unsigned
Inv. no 14

6. Plane Trees at Livadeia
Qil on plywood, 35.5 x 44 cm
Unsigned
Inv. no 16

7. Houses at Livadeia
Qil on plywood, 40 x 61.5 cm
Unsigned
Inv. no 30

66. [upvo
EAaloypagia o kappd, 31 x 75 k.
Ynoypagn: kdtw aplotepd
Ap. ouAAoyng 39

67.upvé
EAaloypagia o€ xapvrunopvt, 48 x 40 ex.
Ynoypagn: ndvw aplotepd
Ap. ouAAoyng 70

68. [upvé - Xnoudn

EAatoypagia og kévtpa nAaké, 36,3 x 51,5 ek.

Avundypapo
Ap. cuAAoyng 27

69. lupvé
EAaloypagia o€ xovtpd Awvd, 78 x 111 &k.
Avundypapo
Ap. ouAoyig 59

70. Kabio16 upvé
EAaloypagia o€ kappd, 48,5 x 42,5 &k.
Avundypapo
Ap. ouAoyig 32

71.Tupvo
EAaloypagia o€ kdvtpa nAaké, 36 x 52 k.
Ynoypa@n: Katw aplotepd
Ap. ouAAoyng 28

72. Xtaupdg, ApgpinAeupo
A’: Xtavpwon B’: Avdotaon
EAaloypaoia oe navi emkoAAnpévo oe §UAo,
74 x 102 ek.
Avunéypapo
Ap. ouAAoyng 72

8. The Livadeia River
Oil painting on coarse linen, 65.5 x 119 cm
Signed and dated: bottom left
Inv. no 71

9. Autumn Landscape,
Livadeia [1968]
Oil on hardboard, 50 x 74.5 cm
Unsigned
Dated 1968 on the verso
Inv. no 55

10. From Ai Yannis, Arachova
Qil on plywood, 50 x 50 cm
Signed and dated: bottom left
Inv. no 47

11. From Elikon Hotel, Livadeia
Oil on hardboard, 56.5 x 34.5 cm
Unsigned
Inv. no 33

12. Parnassos Mountain Slope

Oil on linen laid on hardboard, 41 x 50.5 cm

Unsigned
Inv. no 21

13. Landscape
Oil on hardboard, 45.5 x 65 cm
Signed and dated: bottom left
Inv. no 42

14. Parnassos
Oil on plywood, 18 x 22 cm
Signed and dated: bottom left
Inv. no 5

Catalogue
of works



15. Mangoufana - Chalandri
Oil on hardboard, 40 x 50.5 cm
Signed and dated: bottom left
Inv. no 10

16. Parnassos [1927]
Oil on plywood, 30 x 39 cm
Signed and dated: bottom left
Dated 1927 on the verso
Inv. no 53

17. Stairs at Kymi
Oil on hardboard, 49 x 33 cm
Unsigned
Inv. no 54

18. House on Tinos [1933]
Oil on hardboard, 39 x 50 cm
Unsigned
Dated 1933 on the verso
Inv. no 41

19. Houses in Euboea [Politika — Monastery
Courtyard]
Oil on hardboard, 40 x 50.5 cm
Signed and dated: bottom left
Inv.no 11

20.Arch
Oil on hardboard, 39 x 23.5 cm
Unsigned
Inv. no 69

21.Dafni [1930]
Oil on hardboard, 47 x 58 cm
Unsigned
Inv. no 34

22.Dafni
Qil on plywood, 19 x 23.5 cm
Unsigned
Inv. no 7

23. Amfissa Olive Grove
Qil on plywood, 18 x 24 cm
Unsigned
Inv. no 2

24.Snow at Livadeia, 1933
Oil on hardboard, 33.5 x 44.5 cm
Signed and dated: bottom left
Inv. no 13

25. Erkyna
Oil painting on plywood, 64 x 52 cm
Unsigned
Inv. no 68

26. Bridge at Livadeia
Qil on plywood, 19.5 x 24 cm
Signed and dated: bottom left
Inv. no 6

27.Bridge at Livadeia, 1974
Oil painting on particle board, 90 x 123 cm
Signed and dated: bottom left
Inv. no 62

28. Bridge at Livadeia
Oil on hardboard, 54 x 62 cm
Unsigned
Inv. no 35

29. Women by the River
Oil on hardboard, 33.5 x 44.5 cm
Signed and dated: bottom left
Inv. no 17

30. Rock at Staropazaro, 1933
Oil on plywood, 35 x 43 cm
Signed and dated: bottom left
Inv. no 57

31.River
Oil on canvas, 50.5 x 61.3 cm
Signed: bottom right
Inv. no 23

32.From Krya Katevassia,
Livadeia, 1935
Oil on hardboard, 34 x 50 cm
Signed and dated: bottom right
Inv. no 38

33. Waterfall at Livadeia
Oil on plywood, 25.3 x 40 cm
Unsigned
Inv. no 9

34. Carpet Washing at Livadeia
Oil on hardboard, 34.5 x 49.5 cm
Unsigned
Inv. no 51

35. Water
Oil on plywood, 24 x 24 cm
Unsigned
Inv. no 4

36. Study for Green River, 1935
Oil on plywood, 36.5 x 46 cm
Signed and dated: bottom left
Inv. no 25

37.Stream at Patissia [1937]
Oil on plywood, 37 x 57.5 cm
Unsigned
Dated 1937 on the verso
Inv. no 58

38. River
Oil on hardboard, 19 x 24 cm
Unsigned
Inv. no 3

39. From Freattys
Oil on hardboard, 33.5 x 44.5 cm
Unsigned
Inv.no 18

40. Vouliagmeni Cave
Oil on hardboard, 22 x 34 cm
Unsigned
Inv. no 1

41. Plaka [1930]
Oil on plywood, 19.5 x 24 cm
Signed and dated: bottom left
Dated 1930 on the verso
Inv. no 8

42. Houses in Plaka
Qil on plywood, 19 x 23.5 cm
Signed and dated: bottom left
Inv. no 67

43. 0ld University Building
Oil on hardboard, 50 x 35 cm
Unsigned
Inv. no 49

44, Houses in Plaka
Oil on hardboard, 19 x 23.5 cm
Unsigned
Inv. no 66
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45. Acropolis, 1954
Oil on hardboard, 73 x 114 cm
Signed and dated: bottom left
Inv. no 61

46. Boat
Oil on hardboard, 24.5 x 35 cm
Unsigned
Inv. no 46

47.Boat
Oil on hardboard, 34 x 38 cm
Unsigned
Inv. no 45

48. Rocky Seascape
Oil on hardboard, 89 x 125.5 cm
Unsigned
Inv. no 65

49. Bridge at Krya
Oil on hardboard, 41.5 x 43.5 cm
Unsigned
Inv. no 19

50. Seascape, 1973
Oil on hardboard, 41.5 x 57.5 cm
Signed and dated: bottom left
Inv. no 36

51.River and Sea on Skyros
Oil on hardboard, 37 x 46 cm
Unsigned
Inv. no 26

52. Papazonis
Oil on hardboard, 66 x 50 cm
Unsigned
Inv. no 56

53. Father Joseph, 1941
Oil on hardboard, 51 x 41.5 cm
Signed and dated: bottom left
Inv. no 20

54. Stragas
Oil on canvas, 76 x 63 cm
Unsigned
Inv. no 64

55. Metropolitan Polykarpos
Oil on canvas, 70 x 52.5 cm
Unsigned
Inv. no 31

56. Portrait
Oil on canvas, 63.5 x 50.5 cm
Unsigned
Inv. no 52

57. Portrait
Oil on canvas, 76.5 x 49.5 cm
Unsigned
Inv. no 50

58. Portrait
Oil on canvas, 70 x 52 cm
Unsigned
Inv. no 44

59. Foteini in a Red Dress
Qil on plywood, 53 x 28 cm
Unsigned
Inv. no 24

60. Side I: Girlfriends

61.

62.

63.

64.

65.

66.

67.

68.

69.

70.

71.

72.

Side Il: Woman at Work
Oil on plywood, 41.8 x 64 cm
Unsigned

Inv. no 29

Reading

Oil on canvas, 66 x 70 cm
Unsigned

Inv. no 63

Metsovo Woman

Oil on canvas, 68 x 85 cm
Unsigned

Inv. no 60

Flowers [1918]

Oil on canvas, 46 x 55 cm
Unsigned

Inv. no 22

Daisies

Oil on hardboard, 29 x 37 cm
Unsigned

Inv. no 37

Flowers

Oil on hardboard, 61 x 45 cm
Signed and dated: bottom left
Inv. no 43

Nude

Oil on canvas, 31 x 75 cm
Signed and dated: bottom left
Inv. no 39

Nude

Oil on hardboard, 48 x 40 cm
Signed and dated: top left
Inv. no 70

Nude Study

Oil on plywood, 36.3 x 51.5 cm
Unsigned

Inv. no 27

Nude

Oil painting on coarse linen, 78 x 111 cm

Unsigned
Inv. no 59

Seated Nude

Oil on canvas, 48.5 x 42.5 cm
Unsigned

Inv. no 32

Nude

Oil on plywood, 36 x 52 cm
Signed and dated: bottom left
Inv. no 28

Cross (two-sided)

Side [: Crucifixion

Side II: Resurrection

Oil painting on canvas laid on panel,
74 x 102 cm

Unsigned

Inv. no
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