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Introduction

The 21st of April, 1967 has been a portentous oatee history of modern Greece, as a
group of right — wing army officers seized powempbsing a regime of military
dictatorship, also known as the Regime of the Cakmr the Junta. The dictatorship
came after a period of political instability in tkeuntry, intercepting the normal course
of things at the political, social and economicaiter.

Obviously this kind of disorder could not leave thdtural life of the country unaffected.
The imposing of the dictatorship had a strong inpacthe evolution of the visual arts in
Greece, mainly because it came at a time when Gregfor the first time in the modern
years, was finding its pace. The desire for synuizedion with the international art was
being finally fulfilled and for the first time Gr&eartists were part of the international
avant guard. The visual arts scene was flourishimg,audience’s interest was growing
and the future seemed promising and optimistic.nTie Junta came to interrupt this
upswing.

In this presentation we will attempt to explore:
)] the effects of the dictatorship on the Greek visaréd scene and the artistic
production of the period
i) the reaction of the art world
mainly through exhibitions and works of Greek astighat were created and exhibited in
the country during the seven years of the MilitRggime.

A review of Greek art until 1967

Foundation of the Greek State — 1940

As far as art is concerned, ever since the fouodatf the Greek State, Greece was living
in the periphery of the major European art centkshe time, influenced mainly by
Munich (second half of the T9century) and then by Paris. The artists and italals
were proud of the masterpieces of classical anyiduit completely indifferent for the
Byzantine tradition and the folk art, which wadl stive at places.
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European modernism of the early™2€entury could not easily reach Greece, which was
going through an eventful period. The victoriougk@a wars (1912-13) were succeeded
by the catastrophe in Asia Minor (1922) and theidwetl Division that followed. The
prevalent ideology regarding the lost dream of G@&@ece and the disappointment that
was caused by the national humiliation, contributedhe emergence of the concept of
Greekness, which had a great impact on art. Irspir@ of the Greek identity quest, the
so called Generation of 1930, figured prominentlying the mid - war period trying to
combine the pursuits of the international art wvilte Greek tradition. Suddenly Greek
folk art, naif painters (Theofilos, Makrygiannisip@r) and the Byzantine tradition were
discovered. Modernism and tradition were the twdnmeements of the idiomorphic
Greek modernism and constituted a dilemma that dated Greek art for many years.
The dictatorship of Metaxas (1936-40), following tBxamples of German Nazism or
Italian fascism that used art in order to createoldgies and influence the masses,
conveniently took advantage of the idea of Greektlest had already been established in
Greek art.

The Forties

The 40s was an extremely difficult decade for Geedthe country had to face th&'2
World War, the Foreign Occupation and a harmfulilGiar. The primary concern of the
Greek people who suffered war damages, hunger @edses, was the survival and the
Resistance against the conquerors. Many artists imgolved in the Resistance, some of
them joining the various Resistance Groups and retheelping through their art
(engravings, posters and other printed materiailfercauses of the Resistance). Engaged
art, serving the goals of the Resistance, andrsgired by the Greek epopee in the
battlefields during the War and by the sufferingstloe Greek people during the
Occupation, constituted a big part of the artistigation during this period.

In Greece, artists deliberately abstained fromucaltactivity', the country was lacking
institutions relevant to the visual drtand art events were extremely limited. The
dialogue between Greek artists was problematicnigt importantly all contacts with
the international art scene, and especially PHresart center of the time, were paused.
Under those circumstances no consistent artisticiggccould take place.

The term “introspection” has been used to desdtigestate of Greek art during this
period. Tonis Spiteris characteristically mentiéns the personal creation matures in the

1 With the exception of the Professional Artistichibitions Enoyyehpatikéc Koaalteyvikég Exféoec)
(1942, 1943), which were organised by the GreeteQta an idea of the Italian Occupation Authoriaesl
that is why they were initially sabotaged espegihjl the artists which were connected with EAM -
National Liberation FrontHAM — Efviko Anglevbepwtikd Métmno).

2 The Atrtists’ Union Evmon Kaltexvév), precursor of the Chamber of Fine Arts of Gre@i€lE —
EmpeAntiplo Ewootikdv texvadv EALGdac) was founded in September 1944,
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silence of the ateliers. The fruits of those exgions will come to light only after
1948%,

Indeed the artistic activity started going out o recession after the Liberation (1944),
but still even then the social and political cir@temces were not normal as the country
was living the Civil War. Political persecutionstbe time compelled a significant part of
the Greek artists and intellectuals to exile théwes® fact that has its own particular
importance for the evolution of Greek art.

After the Liberation, the need of the artists, esgly the younger ones, to restore
contacts with international art was intense. Grga$t war art was on a turning point. The
artistic acquisitions of mid — war period, the Gextien of 1930 and their descendants,
were exhausted and it was only natural for thevartd to look forward to Europe asking
for new experimentations and exchange of ideas éed was better met by the end of
the Civil War, a period of reconstitution for Gregevhen the art world finally was able
to come out of the isolation and restore contadis the international art centers.

The fifties

The major breakthrough in the Greek post war adoissidered to be the movement of
Abstraction. It appeared in Greece with an impdrtiiay in comparison to Europand

it could be connected mainly to the new abstraictesadencies which appeared the same
period in Europe and in the USA (art informel, afst expressionism etc)Abstraction
had already run its course in Europe but in Grétewas considered as avant-guard and it
was identified with the most vigorous and revolaotioy elements of the art world. The
reception of abstraction was not without reactiangjnly by the most conservative art
cycles and by the leftists who considered it asrmél expression strange and different to
the Greek idiosyncrasy and the Greek way of life.

The first abstract attempts appeared in publicd60155, however 1960, the year that
Spyropoulos won the UNESCO price in the Venice Bae, is considered to be the
milestone for the acceptance of abstraction by&treek art world and audience.

Undoubtedly the 50’s was a transitional period@oeece. The society was trying to cure
the traumas caused during the difficult years ef @ccupation and the Civil War. Most
importantly it was trying to find its orientatiomyrning eyes to Europe. The political

3 Tovng Tantépng, H téyviy oty EAAdda petd to 1945 Odvoctéag, Abfva, 1983, p. 16 (the quote has been
translated into English by Eleni Ganiti).

* Around 150 scholars of the French Institute in Ath@FA) left Athens for Paris with the historicglip
“Mataroa” after the initiative of Octave Merlier @fRoger Milliex of the French Institute in Atheis,

order to avoid persecutions. Most of them wereadisft members of EAM or EPON — Revolutionary Youth
Organization of Greec&[ION — Evaio [Tavelladikn Opydvoon Néwv).

® Abstraction emerged in Europe around 1910. W. ieky is considered to be the “Father” of non
figurative art.

® Mapiva Aapmpéxn — ITAdka, «Agaipeon», Téaoepic ardvee eAdnvikiic (oypagixic, EOvu Tivakodijikn —
Movaeio AreEavdpov Zovtlov, ABnva, 2000, p. 206

Eleni Ganiti 3



situation was not stable yet but the economy wasoring allowing a wider audience to
show interest in arts. The visual arts scene natezimarkable progress. Many artists and
art critics traveled abroad to study under stat®lseships, international exhibitions took
place in Greece while Greek artists started exhdpiabroad. New exhibition venues
opened, art specializing magazines started beifdigmed [1955: ZygosZvyog), Art
Review Embempnon Téxyvnc)] and the already existing art columns in newspagad
magazines increased.

The sixties

The 60s have found the abstract ideas establishéakei minds of artists and audience,
helping them to acknowledge and accept easier ¢he art experimentations that were
being formed in Europe and in the USA. New ideaktaends were transferred to Greece
without delay and for the first time Greek artigtere a part of the international avant
guard. These were mainly artists who were livingpal, especially in Paris.

Art scene was flourishing. The number of art gaiin Athens increased and some of
them started cooperating with international ga#leriExhibitions were organised outside
Athens, (in Thessaloniki, Patras, Volos in the @rséands as Hydra and Mykonos and
elsewhere). Most importantly Greek artists livingggadde the country increased contacts
with their homeland and many of them even star&gdrning permanently, bringing a
refreshing air to the Greek art and introducingl#test art tendencies.

The growth of the tourism also favored art in mavays. Foreign collectors who were
visiting the country during the summer period dised and started buying Greek art.
Greek contemporary artworks decorated the cruiges sind the Xenia hotels that were
being built or renovated during this decade by@neek National Tourism Organisation.
The art market expansion along with the constractraustry development created a
need for art works and this also resulted to thmdiing of Art Schools and Institutes for
applied art§ A wider art audience obtained at this time easteess to the art object (art
venues, exhibitions etc) and a better buying ahffinancial prosperity, cheaper multiple
art works) growing art consciousness and aesthetitarion.

This bloom was abruptly interrupted by the imposafighe Dictatorship in 1967.

1967: The first reaction

The imposing of the dictatorship on the®2df April, 1967 numbed the entire Greek
society. The first reaction was the silence, aistartonsciously decided to abstain from
any public activity, believing that they could fighe Regime by boycotting it.

The “silent” period lasted two years, until 1969buidusly there were voices that
disagreed with the absence from the cultural &fguing that artists and intellectuals, the
most sensitive elements of the society, should lspgaand take place showing their

" AiBovoec téyvie otqy EAAdda; Aive — Oeooaioviky 1920 — 1988Anoyn, 1988, p. 43.
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protest. Furthermore there were the younger arasthe beginning of their careers, who
felt restrained being unable to express publidyhé¢ part of the art scene and form their
own artistic idiom. We should not forget that aftists needed to work in order to
survive, not only financially but also artisticalligolation was not the solution. It would
only have led to the devitalizing of Greek art.

There have been discussions concerning a colleappearance of the artists with
exhibitions that would take a character of protast resistance against the Military
Regime. R. Kennedy's assassination was considerdgearight occasion and timing for
such reappearance but this finally never happened

Break the silence: The exhibition of Vlassis Canias

The exhibition that signaled the exit from the sgli silence came in May of 1969 by
Vlassis Caniaris (b. 1928). This historical and mudiscussed exhibition took place in
New Gallery, Athens and had an intense political ema way activistic character, as it
aimed not only to protest against the Regime bumhiyn&o activate the Greek people.

The works displayed included human members andctsbja plaster, barbed wire, red
carnations, all of them —especially plaster and@a@ons- with a deep symbolic meaning.
The plaster, which morphologically belonged to @asi work (he had already used
plaster from 1963-64), was a direct reference fwaBapoulos’ famous phras&feece is
sick. We had put her in plaster. She shall remaiplaster until she recovetgH EALGc
acOevel. Tnv €yope Bécel g Tov yOyov. Oa mapopeivn €1 Tov yowov pEYPS OTov
w0et.).

There was no exhibition catalogue as Caniaris Hineel censored the texts that were
going to be published in order to avoid the exiobifrom being “targeted” by the Junta.
The artist saysMy aim was to keep the exhibition from being taedebecause then

others would have lost their courage, those whoewsorking in the context of the

resistance®. Instead of catalogue each visitor was offereddagarnation growing in a

small plaster cube, also symbolic of the idea that carnation is growing despite the
plaster.

A few days before the exhibition Caniaris had sdirbad three packages containing the
small plaster cubes with the carnation, photograygtbke works and a biography so that
they could be used in case of the exhibition b&iageted” by the dictatorship as he was
afraid.

The exhibition was a great success -Caniaris hatble another 1000 plaster cubes with
carnations for the people visiting the exhibitiarridg the 21 days that it lasted- fulfilling
its aim. Even the international press publisheddtoey. After the exhibition, the artist

8 [Téywv Kovvevaxn, Néor Eiinvee Pealiotéc, EEavtag, ABrva, 1988, p. 24
° Lina Tsikouta, “Chronology”ylassis Caniaris. A Retrospectjgational Gallery and Alexandros
Soutzos Museum, Athens, 1999, p. 397
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had to leave the country for Paris because he watamnger of being arrested by the
Regime.

I. Exhibitions
Exhibitions with meaning

After Caniaris’ exhibition, art activity begun agaiespecially from 1970 and onwards.
The majority of the artists refused to participatestate events (Biennales, Panhelenic
exhibitions, etc) so most of the exhibitions weakinig place in galleries, private venues
or foreign institutes. Some of those exhibitionektiahe form of anti - dictatorial
expressions, indented or not, as the works predemeicative of the new art tendencies
most of the times, were with multiple meanings aodld be translated according to the
sociopolitical context. In any way those eventstabated to the creation of a climate of
solidarity and united artists and audience agairestlictatorial regime.

Maria Karavela — A voice of protest

In November 1970 Maria Karavela (b. 1938) had amketion in Astor Gallery, Athens,
which is considered to be the first environmentsprgéed in Greece (the artist herself
called it “exhibition in space/space exhibitionThe gallery walls were painted grey
while red and white tied sacks, reminding of humamesre positioned in various places
throughout the gallery. In the middle of the gallepace there was a cage with a white
real size human figure in it. The symbolism of Kesla's environment against the
suppression of the Regime and the references tmdrme, death and isolation were
obvious.

In May 1971 Karavela created a second environmeieaAthens — Hilton Gallery, with
even stronger content. A square cell was installeside the gallery space, with
inscriptions in red paint —e.g. the words freedord belp- written on the external walls.
Human figures in real size were lying on the gglidwor. The artist managed to create a
claustrophobic, tragic environment with simple, ilgasnderstood elements so that the
viewers, whose participation was necessary forwhele work to ‘function”, could
perceive her message according to their experieheg, sensitivity, their personality
This exhibition was censored and violently shut ddw the Military Regime a few days
after the opening. The artist left for Paris logsialso her teaching position at the
National Technical University of Athens.

Karavela is one of the few cases of artists whoesqed clearly and very early her anger
and opposition towards the Junta and those twobéidnis had a clear anti-dictatorial
meaning.

Elias Dekoulakos — The exhibition that never happeh

10 Apetiy Adapomovrov, EAApviki petamoleuuii éyvy. Eikootikéc mapeufioeic ato ydpo, University
Studio Presseccolovikn, 2000, p. 68.
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Elias Dekoulakos (b. 1929) produced a series oftjpays in 1968-73, adopting a kind of
photographic realism with a critical content in @rdo declare the violence of the
dictatorship and express his contempt towards tegirfe. He produced a series of
paintings, using the airbrush, that were supposetet displayed in Athens — Hilton
Gallery in 1973 but a few hours before the exhdpitiopening the police -after the
accusation of a school teacher- demanded that sbthe exhibits should be withdrawn
because their content was provocative for the pughlame.

It is funny how the authorities censored the exfuhifor the wrong reasons, failing to
see the true meaning of the works (similar incidemere not uncommon). The artist
refused to withdraw the paintings and the exhihiteas cancelled. It was also decided
by the Gallery, which was housed inside the Hilttwtel, and the Hilton director to stop
exhibitions for a while, though this meant the firdosure of the Gallefy. The
Dekoulakos’ exhibition however was held later, Islig modified, at the Nees Morfes
Gallery, Athens.

Theodoros Sculptor (Papadimitriou) - Sculpture forpublic participation -
Participation prohibited

In 1970 Theodoros (b. 1931) introduced a new settidss work, presenting in Goethe
Institute, Athens the exhibitiorSculpture for public participation — Participation
prohibited, accompanied by a manifesto. It was an environmensisted of metallic,
solid cubes and balls, metallic helmets, heartsenadvarious materials, cage and the
new element of his work the “matraque — phallu$’s Wworth saying that the word
“matraque” in French means the bludgeon of the d¢frgmnlicemen which was widely
used during the events of May of 68. These obj#oesmanifesto and even the exhibition
title, caused eloquent references to the dictaiforsh

Dimitris Alithinos - The encased people

In 1972 Dimitris Alithinos (b. 1945) had his firsblo exhibition at Studio 47 (organized
by the Desmos Gallery), Athens, where he trappatipeople in constructions, leaving
just their legs and arms dfitThe concept of trap and restriction reflectedréistrictions
of the Junta.

In 1973 in Ora Cultural Center he presented a pmdoce juxtaposing a bourgeois
dinning room with people encased in white boxe$wheir limbs standing out under the
titte Happening,making a statement about the social contrasts utheée€olonel§. The
white boxes could be considered as a direct referemthe cells and again to the concept
of restriction.

Y Yibovoes téyvng oqv Eiddda: Abiva — Osooaloviky 1920 — 1988Amoyn, 1988, p. 73.

12 Apetiy Adapomoorov, EAApviki petamoleuuii éyvy. Eicoonikéc mapeufioeic ato ydpo, University
Studio Presseccolovikn, 2000, p. 73.

13 The Years of Defiance. The Art of the 70’s in Geelational Museum of Contemporary Art, Athens,
2005, p. 34.
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New Greek Realists — criticizing through painting

The art groupNew Greek Realist41971-73) consisted of 5 young artists, Jannis
Psychopedis (b. 1945), Kleopatra Digka (b. 1945hro@is Botsoglou (b. 1941),
Kyriakos Katzourakis (b. 1944), Yannis Valavanifhs 1939). The group represented in
Greece the art trend of critical realism, which when emerging internationally. In
March 1972 they organized an exhibition in Goetmstilute, Athens, presenting
paintings with critical references to the actuakm¢ of the period, including works
which commented the Dictatorial Regime. A secontildion of similar content took
place in Kohlias Gallery, Thessaloniki.

Il Artworks
Symbols and meanings: Anti — dictatorial Art Works

As we have already seen, Greek artists were infleeioy the dictatorship. Works with
critical content were created and exhibited dutimg seven years; however these were
not the majority of the art production. As AlexaosliXydis mentions, in the beginning of
the 70’s the number of Greek artists dealing with painful Greek affair have been
reduced. Instead, many of them were occupied with tonsiderations of the
international art at that time (the society of aangtion, the technology, the isolation of
the individual, the suffocation that life in theglaities can cause, the search for new art
mediums that could express all those concernsyesgmg their reaction with symbols or
references to more general situatidns

With the exception of a number of artists who pcdily belonged to the Left Wing,
(some of them had an active anti-dictatorial agteomd produced works of political, anti-
dictatorial content, those who created such worksewmainly socially - minded, in a
wider sense, artists (such as V. Caniaris or Makela that have been mentioned above).
Most of these artists continued to express thetrat@nd political concerns in various
ways throughout their careers. Of course therdaschse of artists who created just a
couple of such works, returning afterwards to tlweun artistic expressions. Art works
with critical references to the dictatorship wevere produced and exhibited in the first
years of the political change — over, but these’tnaotupy this presentation.

Painting the “black years”: The case of Dimostheni&okkinidis.

14 AMgEavdpog E0dng, «To onuepvd mpdcomo g EAnvikng téyvng. Hopeia og to 1974» Ipotaseic yia
wmv Iotopio g Neoelnvikic Téyvng, A. Aioudppwon — EEéAiln, Olkog, ABiva, 1976, p. 262 (the quote has
been translated into English by Eleni Ganiti) .

Eleni Ganiti 8



Dimosthenis Kokkinidis is one of the most repreagwé cases of artists that produced
anti-dictatorial works during the dictatorship. Heuld be characterized as a social
minded artist, creating work —mainly until the 80@f critical content and eloquent
references to the social and political history.

In May of 1967, stimulated by the recent eventsstagted painting a series of works
under the titleMemory of evil time§1967-68), depicting distorted images of the data
and their people (priests, judges etc.), drawn somes almost like caricatures, in an
expressionistic style and other times abstracthese paintings are full of symbolisms.
The presence of the American flag suggests the isareiinterference while the Greek
flag appears repeatedly changing forms and symhslised is blood, stripes are prison
bars. The judges, “faceless individuals, victimsl afctimizers simultaneously®, are
painted sometimes faceless and other times likeahupuppets or even mechanical
constructions, stressing this way their obedietiiude throughout the seven years of the
Junta. As the artist himself says, he stopped ipginhese works in December, with the
exception of some less provocative paintings whiglereated in spring of 1968, when he
realised the danger and he understood that thdgl ootibe exhibited.

Memory of evil timewas the starting point for his second entity oinpags on the
dictatorship, entitleddentities(1968 — 74), which were exhibited in 1971 in Zouladis
Galleries, Athenddentitiesdepicted the victims of the Regime, friends of dlnist, well
known personalities or complete strangers (oft&artdrom the photographs found in the
newspapers), who have been arrested, broughts, tiinprisoned or tortured. The same
symbolisms and meanings appear here: the colgrestrivhich refer to the person’s
confinement, the radio, the only way for the Greelople to learn from foreign radio
stations the real situation of the country, theeklaurned-out kerosene lamp becomes an
expression of the absence of lifhtwhich could mean the absence of freedom or
democracy, the person drawn without a mouth imgliesnability to talk freely etc.

At the same time witlhdentities,Kokkinidis created the entitylotherhood(1968 — 74),
inspired by the birth of his daughter. Motherhoodhe deals with the relationship of
mother and child, the fear for the future, espécitde future of young people, and the
absence of the mail figure, the father, who ofterirdy those years was in prison or in
exile. Symbolisms are evident in this entity aslwile stripes —on the clothes, on the
cage, on the child’'s bed- are again declaratoth®fconfinement and the inability to act.
This is also shown by the drawing of the little beigthout an arm. The absence of the
father is stressed by the existence of his phopdgran the walls.

Painting the “black years”: Some examples

15 Andreas loannidis, “The painting of Riokkinidis”, Dimosthenis Kokkinidismetropolitan Hospital,
Adam Editions, Pergamos S.A., Athens, 2002, p. 24.
16 Andreas loannidis, “The painting of D. kokkinidi€imosthenis Kokkinidismetropolitan Hospital,
Adam Editions, Pergamos S.A., Athens, 2002, p. 26.
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Giannis Gaitis (1923 — 1984)

During the first years of the dictatorship Gaitreated a series of paintings renouncing
the Regim&’. We should also note that the characteristic diliitle men” that first
appeared around 1967 and took their final formhan years of the Dictatorship, may not
be irrelevant to the prevalent sociopolitical siioia as they were an expression of
protest.

George Touyas (1922 — 1994)

In the exhibitions “Hellas 1969ih Athens and in 1970 and 1971 in Thessaloniki and
Nicosia he showed figurative paintings in the sgficritical realism which were critical
of the dictatorial regime.

Alexis Akrithakis (1939 — 1994)
During the period of dictatorship he created a bofigolitical works®, always with his
idiomorphic artistic expression full of humor aony.

Dimitris Mytaras (b. 1934)
During the years of the dictatorship he createdrees of works of social criticism with
references to the Junta.

Sotiris Sorogkas (b. 1936)

In his exhibition in Athens — Hilton Gallery he pented black and white compositions
where a red carnation was standing out implyingojgosition against the Regime (also
reminding of Belogiannis case).

Lefteris Kanakaki§1934-1985)
Until the early 70s Kanakakis’ paintings depictéil Bves and interiors but during the
years of the Dictatorship he created a series oksvof political - critical content.

The artists mentioned above are some of the mpsegentative cases. Of course there
have been other artists that produced works ofdiatatorial content but the limited time
of this presentation does not allow a more deta#derence.

Art in the years of the dictatorship: Some conclusins

As mentioned above, the dictatorship came at a wimen the visual arts scene in Greece
was flourishing, causing a serious regression mamkause it interrupted the contacts
with international art, putting the country intaligtion, especially during the first years.

The return of Greek artists, who had studied amedliabroad and were bearers of new
and refreshing ideas, stopped. A number of artisisle Greece had to leave the country
for obvious political reasons, while the rest dedidas we have seen, to abstain from art
activity as a reaction to the dictatorship. Durithgs “silent” period the art dialogue

17 Aopétra Toitn — Charrat, Boypagio», Iidvvye Laitc. Kpinikéc katdloyog, Tdpopa Indvvoo ®.
Kwotorodrov, AOnva, 2003, p. 48.

18 Thanassis Moutsopoulos, “Utopia 3: The rift witwRr”, Great unrest. 5 utopias in the 70s, a bit before
— a bit after Patras European Capital of Culture 2006, p. 337.

Eleni Ganiti 10



between artists themselves as well as between #mainthe audience was paused.
Furthermore the censorship that was imposed as aslthe doubtable aesthetical
standards of the dictators and their people resplenfor the art and cultural policy, did
not contribute at all to the progress of the Gratk

After the first two years, artists decided to brélad silence and started exhibiting again.
Obviously many of them were influenced to some xbg the overthrow of democracy
and the tragic events that followed fact that wepiced in their works. Art works and
exhibitions with political and anti - dictatorialeaning appeared. Sometimes the meaning
was clear, more often the message was implied ghra@aymbolisms because of the
censorship. The audience learned to decode messagastimes even to receive and
translate the multiple meanings of an artwork agicgy to the prevailing sociopolitical
context.”(...) this interesting form of anti — dictatorial Bdarity, favored, among others,
the reception of art tendencies, which some ye@s would have been considered
radical. Both artists and viewers were readier thamer to exceed the traditional
conservatism of the average Greek of the time.daathrms, like radical ideologies, had
a bigger impact, maybe because the dictatorship dithtever possible to fight
everything that was radical (...°.

Indeed it is noteworthy that during the periodld# tictatorship, elements such as the use
of unconventional material, the intervention of @pand time into the art work, the
concept of the ephemeron (environments, instaflatidlappenings, performances) were
introduced into Greek art. The social and politicahditions also favored the new,
various forms of photorealistic art with criticadrdent in the spirit of Pop Art and —what
is considered to be its French version- Nouveauali®a. Constructivist - geometrical
tendencies can also be traced in the works of abeumf artists (e.g. P. Xagoraris, Opi
Zouni etc.) who were working in their ateliers arsfarting from their own
experimentations converged to a common field cfaesh.

All these tendencies and experimentations will IExdek art to the pluralistic decade of
the seventies and the post dictatorial era.

Bibliography

19 MapOa Xprotopdyrov, «H Katolvtikn enidpacn e Siktotopiac», apiépopa Téyvy xor Ilolmiki, Extd
Huépec — Kobnuepivi, 9 lavovapiov 2005.
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Univrsity Studio Pres®eccaiovikn, 1993

Muktidong [Homavicoddov, lotopia tns wxvns otnv EALdda. Zwypopikn kol YAOTTIKY TOV
20" aucdva, Exdooeig Adap, Abnva, 1999

Vlassis Caniaris. A Retrospectjvgexhibition catalogue), National Gallery and
Alexandros Soutzos Museum, Athens, 1999

Téooepic aucwves eMnvikne (wypogpikng, EOvicr ITivakodnkn — Movoceio AleEdvopov
Yovtlov, Abnva, 2000

Apet Adapomovrov, EAnvikn petamoleuixy téyvy. Bikaotikés napeufaoeis aro ywpo,
University Studio Pres§eccaiovikn, 2000

Dimosthenis Kokkinidjs(exhibition catalogue), Metropolitan Hospital, ad Editions,
Pergamos S.A., Athens, 2002

AlnBevog. Epya 1971-1979exhibition catalogue), Diaspro Art Center, 2003

Tavvye Taitns. Kpinikog kardloyog, (exhibition catalogue),1dpvpo Iodvvov .
Kwotomoviov, Adnva, 2003

[Téykv Kovvevakn (veevBuvn apiepdpotog), apiépopa Téyvy koa Iolitikny, Entd Huépeg
— KaOnueprvyy, 9 lavovapiov 2005

The Years of Defiance. The Art of the 70’s in Geggxhibition catalogue), National
Museum of Contemporary Art, Athens, 2005
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Great unrest. 5 utopias in the 70s, a bit beforebit after, (exhibition catalogue), Patras
European Capital of Culture 2006

Mapio Apwvn, Bldaons Kovidpng. Zoyypovor Eiinves Eikoaotikoi, To. Néo, AOva, 2009

Ntévng Zayaponovrog, Iiavvns aitng. Xoyypovor EiAinves Ewkootikoi, Ta Néo, Abnva,
2009

MdépBa — "EAAn Xprotopodyrov, Hiias Aekovioxog. Zoyypovor Ellnves Eikootikoi, To
Néoa, Abqva, 2009

Note: Greek bibliography is written in Greek langeawhereas bilingual editions (i.e.
both in Greek and English) are written in Englidtne bibliography is in chronological
order.
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Cultural Resistance under the Junta (1967-1974):
Trandation and the Pursuit of Absurdity
Christiana Mygdali

Definitions of absurdity constitute indicative gadal statements. Social norms and
the preservation of existing values obviously begrfebm negative connotations of the
concept. On the other hand, individual differentied a discursive space when non-
conformist ways of expression, usually regarde@lsurd’ compared to the standards of
a particular society, are welcome in the publicesphl believe that the Junta period in
Greece can be studied as an example of how tHigemtfal concept was used both in a
conservative and in a subversive way.

The Greek military dictatorship has often been &dvas a puppet regime with no
coherent political or ideological programme. Ittls)s, remarkable that it lasted for seven
years. The most common explanation for the relwetanf intellectuals to attack the
regime in the beginning, is that its representatigad its practices were so incoherent
that it became almost impossible to attack, eveugh its almost inexistent ideology
could have been an easy target for them. Howewgepution, exile and torture of a
great number of intellectuals did happen under Jineta and the importance of such
memories should not be underestimated. Greece wdseed, as proclaimed by
Papadopoulos, put ‘in the plaster cast’, and wlnes plaster cast was finally removed
Greece was different in many ways. In this papeillidiscuss how authoritarian policies
coming from an incoherent and ridiculed regime geiggd dissident practices in the
cultural production of the period, and especiafiythe field of publications. | will look
specifically at the pursuit of absurdity as a keynaept emerging from a corpus of
translations published under the Junta.

The Index of Banned Books, preventive censorshgpthe practice of abstention
from cultural production, known later as the ‘authicsilent boycott’, introduced by
established Greek authors of the time, are onlyesoimthe reasons why translation
emerged as the main means of cultural resistandkeirfield of publication under the
Junta. Petros Markaris, the main translator of @eBrecht’'s works during the Junta
period, explained that Greek translations of timeetihad a function similar to that of

allegory. In his view, ‘this became possible beeao$ a secret conspiracy between



producers and consumers of cultureThe authoritarian practices imposed by the regime
made readers alert to coded interpretations astiibehe gesture of translating and
publishing a particular text. These interpretatiorese relevant to the political situation
of the time and were mediated mainly via paratdxfeatures, prefaces, footnotes,
indexes, commentaries and illustrations that wereinrcluded in the original work, but
constituted vital parts of the Greek translationorbbver, the practice of translation
allowed all those involved in its production — iublishers, translators, editors — to
avoid full responsibility of the content, as it haldeady been published earlier elsewhere.
2

In what follows, | will concentrate on three kewt® published under the Junta.
These texts are:
a) Erasmus’sThe Praise of Follytranslated by Stratis Tsirkas and published by
Iridanos press in 1970.
b) André Breton’sManifesto of Surrealism translated by Eleni Moschona and
published by Dodoni press in 1972.
c) An extract from Foucault'sThe History of Madnesstranslated by Fragiski

Abatzopoulouwhich appeared in the literary jourrgtlanosin 19743

| believe that bringing these texts together in anglysis works towards mapping
the poetics of cultural resistance against the aluagime, but also demonstrates the
political significance of the concept of absurditgelf and of the way it's been
rearticulated with other concepts, such as genoeiorm ideology and mental instability
in modern Greek culture from the Junta period odwat will insist on the role of
paratextual features produced by the translatorheftexts under question in order to
superimpose on these texts their own interpretstidoecause they are much more
noticeable by the public, due to their additionaiume.

| will start by looking at Breton’s short biograplag offered by Eleni Moschona
instead of a preface to her translation of Bretevosk. It starts as follows:

! Personal interview with Petros Markaris, (Athe2,October 2007).

2 This is a characteristic shared by translatiomsrapublications, and | believe it offers an adégua
explanation why these two practices were used teyléctuals of the time as protecting shells to
contain their ideas.

% This issue came out after the fall of the diatstig, but in the editorial it is made clear thkita
contents were produced under the Junta and thé gigpuiblishing this issue was to summarise the
regime’s impact on cultural production.



O Avtpé Mmpetdv opilel cav apetnpio TG TVELLATIKNG TOV dtopdpemong o 1913,6tav
17 ypovov, (yevwnonke otic 18 defpovapiov 1896, oto Tinchebray) anyaiver yia
Tpikég omovdég oto Iapiot.

Moschona here recognises Breton’s authority overbiginning of his intellectual
birth. By putting the date and place of his bimhbrackets, she questions the norms of
biography as a genre and emphasises freedom efdodi choice. A few pages later, she

presents Breton as an inspiring leading figure agabyioung people of his time:

O Avipé Mmpetov yivetor Topa 10 emikevipo tov Bovpacuod OA®V TOV VEOV Tov
EMOVAGTOTOVV EVAVTIOL OTNV KATOLGYOVN TNG <KATEGTNUEVNG» AOYOTEYXVIOG. ... ZTO
HATIL TOLG GLYKEVIPAOVEL OAOL TO OTOKEl OV GLVOETOLV Evay «OONYNTN». TOV
QOVOTIGHO Yo TV gAevbepio Kot TNV aicBnon aVTOL OV KAVEL TNV KOPILdL Vo YTUTTAEL
o dvvard.

Moschona, seems to have realised the need of Gk — what we usually
call ‘the student’s thirst’ — for an inspiring megy that would bring them together in
fighting against the authoritarian regime and, miagportantly, creating a set of
values and principles that would give way to tleeeativity and enthusiasm. The use
of the word bdbdnynmg alludes to the Greek tradition of left-wing edtioaal
practices. She does not fail to mention how Bretas always between communism
and anarchy, pointing to two possible directiongalitical orientation:

2V TPAYUOTIKOTNTO, O EmavaoTaTikdg otoxog tov Breton vmanple mdvrote
EexaBapoc: o peyoremiPoAn 10€a HETOUOPP®ONG TOV KOOUOL. Mo mabiacuévn
OLDPNOT OVALEGO GTOV Kougtouku(') Kol TV avopyia, mov T Bewpodoe avaykaio
Yl TV TOUTIKT dnUovpyia.

Total freedom of expression and the pursuit ofemiVe dreams, no matter how

utopian they may sound, are the characteristicBrefon’s work which Moshona

* Moschona Eleni,Avtpé Mrpetév’ in Breton André Movigéota tov Sovpeaiionot, trans. et ed.
Moschona Eleni (Athens: Dodoni, 197@) 107, p.a’

® Ibid, po’.
® Ibid, p.1p".



chooses to emphasise in her preface, ascribingheéotéxt an open but guided

interpretation.

I will now move to Tsirkas’s translation dfhe Praise of FolieFirst of all, |
would like to look at Tsirkas’'s preface as a pdmiof translations. Amongst other
authors, Tsirkas takes the opportunity to quotéaBt@weighand Michel Foucault. |
will concentrate on these quotes, because | betieaye are particularly relevant both
for the pursuit of absurdity and for the functiohtanslation in Greece under the

Junta.

Here, Tsirkas quotes Foucault from ‘Maladie ment&t psychologie’, published in
1956:

To téhog tov IE" aidva eivor oiyovpa po on’ ekeiveg T1g emoyég émov m Ttpéha
EAVAOEVETOL LLE TIC OVOIICTIKES OLVATOTNTEG TOV EvapOpov Adyov. ... OvclacTikd, 1
Tpélo dokipdaletor oty eAedBepY| TG KOTAGTAGT: KUKAOQOPEL, OmoTeAEl HEPOG TOV
KOWo» OKNVIKOD KOl TNG KOWNG YAMGGOS, €ivarl yio Tov Kabévo o kafnpepivi
eumepion TOL O TOAD YVPEVOLV VO TNV EELUVIICOLY TTOPA Vo TN dOUAGOoLY. ¢ Ta
1650 mepinov, M gvpoTAiK KOVATOVpPO oTthddnke mapdéeva EAOEEVT o€ OAeC TIg
HOPQEG TIG eumelpiog. ... Xta péoa tov [Z aidva ta mpaypota aAldlovv. £ oAOKANPN
v Evpomn ytiCouv peydia 18pdpota meplopiopov mov dgv mpoopiloviar udévo yio
TOVG TPEAOVS, OALA KOl Y10 TOVG OVATPOVS KOl PTWYOVG, TOVG YEPOLG TOV SVGTVYOVV,
toug {nridvovg, Ttovg abepdmevta Gvepyovs. Kovioloyig, Olovg ekeivovg mov
aVOQOPIKA UE TNV TAEN TNG AOYIKNG, TG NOKNG Kol TG Kowwviag, divovv onueia
«dratapoyne»... Etvat yiati o k66H0Gg TOV 06TIGHOL TOV GuyKpoteital Oempel peydio
KOLGOVPL ... TNV TEUTEALH, TNV OVIKOVOTNTA VO TAPOLV HEPOS OAOL OVTOl OTNV
TOPAYOYT, OTIV KUKAOQOPIO KOl GTIV GUGCOPEVCT) TOV Th0vTOV.”

This extract from Foucault may be referring to peziod between the f'5and the
17" century, but it could also be read as a short festai of the ideas surrealist poets
wanted to establish in everyday life, by accredit@l forms of individual experience

and expression.

" Tsirkas Stratis,[Tporoyoc’ in Erasmus Desideriys/wpiac Eykduiov, trans. Tsirkas Stratis (Athens:
Iridanos, 1970), p.22-24.



Then Tsirkas moves on to quote Stefan Zwekyasmus of Rotterdam (Triumph und

Tragik des Erasmus von Rotterdarfirst published in 1934, in Beratis’s translafion

[Toté dev EEpelg axpPpog molog pmihder. Eivoar o 10106 o ovyypagéag mov pldet
ocoPapd; Eivor n Tpéha mov mpémel Quoikd va TS cuyxwpnodv ot mo TOAUNPES
ainbeteg; Xdapn 6’ owto 10 d1YopovEEVO,0 'Epacog onuovpyet yio Tov €00TO TOL i
0éon mov ToV KAVEL ATPOTO KOl TOL EMITPEMEL OAEG TIC TOAUNPOTNTEG. Agv glvar
dVVATOV Vo GUAAGPELS TNV TPOGMOTIKY TOV Yvoun ki av kavévag to Bale pali tov yv
aVTOVG TOVS GAPKAGHOVG, YU OWTES TIG TCOVYTEPES KOMTGIKIEG TTOV TIG Holpdlel TOGO
aQEWOAELTA YOp® TOL, B0 UTOPOVCE VO, VIEPACTICEL TOV E0VTO TOL ATAVTIMOVTOG
KOPOTOeVTIKA: Agv TO €lma €y® ovTd oAAG 1 Kvpia Stultitia - kot Tolog o propovoe
va TapeL 6to. cofapd ToL AdyLol LoG rpeM]g;g

What Zweig describes as avoiding responsibilitghef content, by attributing it
to Stultitia, is, in my view, the mechanism putpiractice by Greek translators of the
time: they can say that they are not responsibigHe content. Rather, the author

bares the blame.

In the same line of thought, J. M. Coetzee hastpdimut two instances in
Europe of the 1930s in which ‘efforts to enlist &raus in the rivalries of the day were
still being made®® He argued that Erasmus’s take on the role of italéctuals in
times of conflict becomes even more complicated wtiese ‘men of theoria’ are
faced with the question ‘what is to take a positidrin Coetzee’s viewThe Praise of
Folly ‘makes out a position which is not a position,estgy clear of the play of
power, clear of politics*? | believe that reading Erasmus in the light of Gt
brought both Coetzee and Tsirkas to realise thidicpéar function of Folly’s
discourse. This ‘position of ek-stasis, in whicledmows without knowing'? is what

Tsirkas praises emphatically in the conclusionisfdneface:

8 7zweig StefanEpaouoc, trans. Beratis Giannis (Athens: Govostis, 1949)

® Tsirkas Stratis,ITporoyoc’ in Erasmus Desiderius/wpiag Eyxéuiov, trans. Tsirkas Stratis (Athens:
Iridanos, 1970) p.25-26.

10 Coetzee J. MGiving offence: Essays on CensorsHIpSA: University of Chicago Press, 1997),
p.100.

1 bid, p.99.

12 |bid, p.100.

13 |bid, p.99.



Noa eAEyyovv TV €m0y TOVS GE Kopovg Tov VILapyeL Aoyokpiaio kon lepd EEETaonion
va e€etdletan 1o kabeti pe ™ pébodo ¢ elpwveiag 1 TV cLUPOA®V, 6TAONKE TAVTQ
N TOKTIKN TOV EAeLOEPOV TVELUATOV, OAAY GTAVIO YPNCUYLOTOGOVE OVTO TO 1EPO
dwaiopa mov £xovv ot Tperol va pAdve ghevBepa pe tOc0 €mMOEEI0 TPOTO OGO O
‘Epacpog ¢’ autn T odtipa mov gival o KaAHTePO TOL £pY0, TO £PY0 TO O TOAUNPO
K0l TOTVTOYPOVA TO O KAAMTEYVIKO TNG YEVIAG TOV.

I will now concentrate on Fragiski Abatzopouloudamer preface for a short
extract ofThe History oMadness, which she translated fpmdavig. In this preface,
she argued that the analytical categories of reaswh madness deprived western
European people from a large part of human expegieas they tried to define
themselves as ‘the opposite of mad’ and, thusctstred their system of values on
this bias. She concludes by positioning Foucaulégt amongst the essential
theoretical approaches relevant to Greek issué¢iseofime, offering it as an example
of justified publishing activity as opposed to ansystematic and, more or less,

disorientated publishing burst, comprised mainlyrahslations:

Av éva omd To TO KOVTA TPOPANUATO CHUEPO EIVOL O OMOTPOGUVATOAMGUOS TOV
ATOUOV, TMOG KOl O YVAOOT KOl TOl0, YUYOTVEVUATIKY OTACT Umopel vo. cupfaiet
OTNV YUYIKN TOVL avacLYKPOTNOT, 0PoV UAAOTO HEPOG TNG OMOCLYKPOTNONG O
Dovkd Kl GALOL ETGTNUOAGYOL, TO YPEDVOVV GTIG OOUES LE TIG OTTOIEG ALTH 1) YVOON
Kt n (oM elvar depéveg;, Towg 6 ovtd 10 onueio va mailetar 10 Opopa TWV
orovoovuévav. Om®g 1N VIEPPOPTIGUEVT] GVVEIONOT TPOKAAEL GLYVA TNV ALTOKTOVIA,
£T01 KL 0 vrepPopTiouévos Betikiouos mpoxalel yoyixés elopbpamaers. Ta Aoyl Tov
Eodevovtal ylo va ovolvBel n pavtacio Kt nTéyvn, cvyva potalovy Eopkia Ampoymv
avOpoOTeV — eEUPETIKA TOAVTPAYHLOVOV GAAMCTE — TOL TOUTOVPDOVOVTOL PLOCTIKA
o omd veoxomes AEEELS, Oyl AAA®OTE SLAPOPETIKEG o’ O,TL OL TOANOTEPOL TOVG. ...
[Tapovoialovtoc anmoomacpata ond 10 BipiAio Tov Povk® ... TOTEVOVUE OTL KATMG
ayyi&oape to TPOPANUA TOL KAOIEPOONKE TAL GOV «CGVYYPOVOS EAANVIKOG EKOOTIKOG

0pYOGLOG».

Both illustrations accompanying the translated téxorks of art to which
Foucault refers) and Abatzopoulou’s footnotes sreny view, equally important to
the preface of the translation. | would like to centrate on footnote number 6, which
describes the Ship of Fools (Stultitera Navigoio tov Tpekodv) as a literary and

14 Tsirkas Stratis,ITpéroyoc’ in Erasmus Desiderius/wpiac Eykauov, trans. Tsirkas Stratis
(Athens: Iridanos, 1970), p. 28, my emphasis.

15 Abatzopoulou Fragiski[to v wotopio T tpéhag tov M. ®ovkd’ in Hpidavée 7-12 (Athens,
November 1973 - November 1974), p. 9-10, my emghasi



visual motif of the Renaissance period. Abatzopoutzentions a few examples of
works of art in which this theme is prominent, amsin which she places
Koumantareas'sAyio. Kvpiokn oto Bpdayo’, a novella published two years earlier
(1972) by Kedros in the collectidfu xanuéva. However, extracts of this novella had
already appeared ih8 Texts the key anti-dictatorship publication which haseb
read as the first literary publication to have dpepposed the regime. | would like
to first emphasise the translator’s effort to ‘pvep’ more texts to the reader, both
written and visual. What strikes me is that Kournaaeds’s novella is one of particular
interest for the concept of absurdity under thetalum Greece. It is a story told by an
old sailor to two of his friends about a ship whasew consists of pirates pretending
to be a troupe of actors. He describes in detaif thvasion of a small city by the sea.
The power of the invasion can be read as an alfefgorthe justification of violence
when revolting against norms and authoritarian fores. The story celebrates
absurdity to the extent that, when the course ofatige is interrupted and the
listeners pose questions, they suspect all of lsur@ elements to be narrative
techniques:

«AMBelo», mpe aundplla o Mavding, o Tpitog KOMETAVIOZ, <«Tt TAYo YOPELOV
coAOVIO, yopTomaiyvia, TOGOC mAoVTOG G €va Tétolo Kopdft, va'tav  Tdyo
QOVTAGHOTO TNG AYEPIVIG, Yo GTNUEVA OTA PATIO OAV;» .. Kt avtdg b 0 Papod
Tt oov Aéel; Ilpaypoatikd oev néepe v LA, unv tayo eival ki avtd KOATO TNG
16Topiag, Hog Kt OA0 MG 00 SLPOPOVLEVE KOl GOV TTOVTIKL e T Ydta Tailovv, 16

In my view, it was translators, publishers and atglwho played cat and mouse
with censorship under the Junta in Greece. The ghowever, became very popular
and its fans, the Greek readership of the timeafnecalert to and able to grasp the
subtle nuances of theoretical discourse and les®ub threads of narrative, much
like the listeners of the old sailor’s story in Knantareas’s novella. Moreover, what
seems to me to be the main gain of the game igtteatouraged readers to take part
in the pursuit of absurdity as a symbol of differerand as a break from norms. The
Junta regime was an obvious restrictive structwie by fighting against it, Greek
intellectuals found ways to subvert authoritieg@meral and start creating a space for

expression of individuality in gender, politics,dathe ethics of mental stability as

% Koumantareas Meni§y xanuéve (Athens: Kedros, 1972), p. 110.



well as a space for questioning standard defirstiohwhat is normal and what is

absurd.
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