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Gt SLdPOEES YOQRAKTNELOTIKES LOR@ES Kol €melgodia Tiig TAiddac

KaAMitéyvng stod ducloce Thv €mmoTaun yuiu thv t€xvn, O
Ndeyog Kovuovpog cmovdace padnpatikd otd Iavemotiuio
Adnvev thv mepiodo 1975-1980, AALL Ekave KOl GTTOUSES TwyQEOL-
@IKAC 6¢ SLdpopes EAeVdees GYOAES KAl AGYOAEITAL TMEA GYESOV
ATORAELGTIKA UE Thv KOAMTEXVIKIL Snwovgyia. Angiougydg Ttov
yvevviidnke oth Tododoa tig KiTtpov to 1955, ué matépa tumo-
yod@o katl BBAMOTIOAN, Exel Eva TTAOVGOLO TwYQRAEIKO £QY0, YVWGTO
uag Ao éxkdécec to6o gthv KiTtpo oo kal tiv ‘EAAGSA — ku-
olwg oty Adnva. TTh Twya@IKi TOU GnUEL®VeEL KAvelS &TL i
Yepatoypapio Tou TEOTWA VA TTAEOVGLALEL GUVOAD GTA OTTOL0
KkoJoQLGTIKO EOAO TTaltel N AvPE®OTIVIL LOEEN, XENGULOTIOLEL GUV-
NYwg ToVicuEva EETTREGLOVIGTIKA YEMOUATO KAl AKOUN GUXVA TTeEL-
eauaTizeTol pe TG GUUPOMKES TAGELS KOL TV TIEQLOQLOUEVIL GYN-
uaToToinen TOV HoEE®V. X& UEQIKES AITO TIC YOQOKTNQLGTIKES
TOU TTROGTIAELES GTI THYQEAPLKI SlapaiveTol Wil KATTOL GTEOPn
TOU TTROG TO EMAELTITIKO LWORMOTIAAGTIKO AEEIAGYLO Kal GE YVwGTA
KOl KOTEQOUEVA YORAKTNELOTIKA, LORMES KAl TUTTOUS TOD GOU-
eealopod. Kal oAokAngmTikd oty katevduvon adtin kivoOvTol
Kol T4 GXE8LA Tov, WoAUPLa GE LoE@EG, Yéuata kol TTEOGWTTO TS
oungkig Thiddac.

TIgdkertan yir 35 oy€da —woAVUPLO— GTA OTTOolaL ETTLYELQETTOL
v TOQOUGLAcTODV Jeol kal REWES, TUTTOL KOL XOQOKTNELGTUKO
Ao yvwoto €melcédia tic TAiddagc mou @alveton 6Tl Guykivn-
cav kal €gakolovdolv v GuYKIVOUV TOV KOAMTEXVN, O OTTOL0G,
O6TtwGg ATtodetkvieTon ATro T (8o Ta oXESL, KATAPEVYEL KOl XEn-
owoTtolel kdde eldoug kal katnyoelog TUTTOUS KAl WOEMES TOD
dedvoig Govpealapod, ol Exouv il EmitEETouy AydteQo i Tre-
QLOGOTERO GUUPBOMKES TIQOEKTAGELS KAl KOTAAIYOUV GE GUVOAQ Ue
KkODaEA DITAUVIKTIKO KOl TTEOPANUATIKO yaakTiga. Ta oxéda, Ta
0Ttolo. GUVOSEVOVTOL KAl ATTO AETAVTES TTOV KATA KATIOL0 TEOTO
AvaEépovtal GE Loe@Es kal €meladdia Tig TAddog, 660 kal av
TTEOo0QIZoVTAL YO Vi SleukoAUvouv TOv deatn GThv dvayvoen
70D GUYKEKQWEVOL ETtELG0dI0V, SV ETiTuyydvouV TITTOTO TTEQLO-
G0TEQO GTTO TO VA TOV Pfondncouv va uelvel TEELGGOTEQO GTIV
dvvapn kol Tov xaeoktiga Tdv axedinv. T mwdvta VITAVIKTIKA,
TEOPANUATIKA KOl U& TTOAAES SlaupoQeTikeg Avayvooels déuata,
Tov Bondodv, Gxt 1660 vi dvayveeloer kKdTl, 660 GTO v TTEORAN-
uwatiotel Y T0 TeQleyduevd twv. ‘Ev® dvayvweitovtar eUkola
KOl ol A@eTnEleg TUTTWV KAl XOQOKTNELGTIK®Y, SNAASH N KATAy®-
YR TV ATTO SLAPORES GOVREAMGTIKEG KOTAKTAGELS, O GUVELACUOG

The drawings
of George Koumouros

on various characteristic figures and episodes of the Iliad

An artist who sacrificed science for art, George Koumouros
studied mathematics at the University of Athens in the period
1975-1980, but also followed studies of painting at various inde-
pendent schools and is now almost exclusively concerned with
artistic creation. An artist born in Yalousa, Cyprus, in 1955, to a
father who was a typographer and a bookseller, he has produced a
rich body of painting, familiar to us from exhibitions both in Cy-
prus and Greece — especially Athens. In the themes of his painting
one may note that he prefers to present compositions in which the
human figure plays a crucial role, he often uses bold expression-
ist colours and even often experiments with symbolic tendencies
and the limited delineation of forms. Some of his typical painting
efforts reveal a certain shift towards the elliptical morphoplastic
vocabulary as well as known and established features, styles and
types of surrealism. And his drawings tend wholly in this direc-
tion, pencils on forms, subjects and figures of Homeric Iliad.

It is 35 drawings - pencils — which attempt to present gods
and heroes, types and features of known episodes of the Iliad that
seem to have touched and continue to touch the artist, who, as ev-
idenced by the drawings per se, resorts to and uses every kind and
category of types and forms of international surrealism, which
have or permit more or less symbolic implications and result in
compositions of purely suggestive and problematic character. The
drawings, which are accompanied by captions that somehow refer
to figures and episodes of the Iliad, even if intended to facilitate
the viewer to identify the particular episode, do not achieve any-
thing more than to help him dwell longer on the strength and the
character of the drawings. Everything being allusive, the subjects
problematic and with many different readings, enables the viewer
not so much to identify something, as to reflect on their con-
tent. While the starting points of both types and characteristics
are easily identifiable, that is, their origin within the surrealist
body of work, the way they are combined and more so their or-
ganization stressing their puzzling and allusive character derives
from the artist himself. Beyond the much accentuated and studied
contrasts of white with black, the combination of vertical and
horizontal with the curved subjects, namely the purely geometric
with the zoomorphic, albeit stylized features, makes a strong im-
pression, especially for their rich expressive extensions. Without
always recognizing subjects and types, they enable the researcher



KOl TTEQLGGATEQO L OPYAVWGN Tov, ug TA OTTola TOVIZETOL KAl O
AVIYUATIKOG KOl OTTOVIKTIKOG YOQAKTRQAS TmV, £lvol KATL TTob
TEOEQXETAL ATTO TOV 8o TOV kadtéyvn. ITépa Ao TG TTOAD
TOVIoUEVES Kal ueletnuéves avtidéoels To0 doTigov ug to uado,
kaver idaitegn éviimwon, idaitepa yid Tig TTAOVGLES ERMQEAGTL-
KEG TV TTEOEKTAGELS, 0 GUVBVAGUOS TOV KAJET®V KAl OQLLOVTIWY
u¢ T KoUTTUVASUOoEEA dénata, SnAadn TV KadaQd YEMUETQIKDV
ue Tl LwoUoEEa, £0T® KOL GYMUOTOTIONUEVA XAQOKTNELOTIKA.
Xwpig Tdvia va dvayveoeitovioar déuata kol TUTIoL, ETMTEETOUV
GTOV peletnti va TANGLAGEL Kol v KOTAAAPEL TOV xOQOKTQA,
TOV QOAO KOl TEQLGGOTEQO TO EKPQRAGTIKO TMV TTEQLEXOUEVO. AVTO
TO SLaTloTOVEL Kavels Av pelvel 18laitepa 68 UeEIkES AITd TIC TT0
YOQOKTNELGTIKES TTROGTIADELEG.

Y& &va ox€6o oav avto ue titho Ayauduvewv kai Bpnonig,
TT0U VIToYEe®Inke 6 Ayouéuvwv AItd ToLS WAVTELS VAL TTOQASMGEL
Th Sk Tov okAdBa XpuoniSo GTOV TATéEA TNG, £lvol R AVTL-
mopddeon kadétwv, Staywviov kol kauTTuAoyeduunv depdtov,
uwagl u& thv moeoauida, ol Sivouv Tov Tévo. X106 Ayauduvev,
Tapuévog amo Tov "Ovelgo, TEQA ATTO TO UdTL ETTAV® KAl T TTEO-
BANUOTIKA KOl DITOVIKTIKO GUVVEQQ, Elvol TA EGTE0 Kal woideo
oxnuaToTIoUEVO KEAvn TToV UaS elodyouv GTO TreQlexOuevo Tod
GUVOAOL. ZapéGTeQa £lval ol kKadad DITUVIKTIKOL TUTTOL KOl 1L
TOVIGUEVIL GYNUATOTIOMGN TIOU UETOPEQOVV TO TTEQLEXOUEVO TOD
Yéuarog 610 GxEdlo: . Adnvd va 68nyel TOV TARYwUEVO Atopndn
va émtedel katd oD "Agn, 6ITou AvayvmeltovTal TEQLGGOTEQO TO
Sudpopa Fépata. “Eva AIto T GYETIKA LOVILa Kol ETtavalaufavo-
ueva Féuato TV cxedlov eivor T wdtl, £vo o Td KASoIGTIKA
otoxela KADe GOUVEEAMGTIKAS TWYQOPIKAG, L& TOVIGUEVO VITOLVL-
KTIKO XOQOKTAQOL.

IIépa dmo th depatoypapio kol TO KODAEA GOUEEAMGTIKO
UOQRMOTTAAGTIKO AeEAOYl0 GTO 0TTolo Paciceton 6 Kovuovgog, td
oX€814 Tov SrakeivovTol yidl Thv O0EUTNTO, TOV XOQAKTAQM KOl Thv
ZKR@EAGTIKN SUvoun Twv. Kovid 6td dAA datodeikviouy 6L elvan
KATOXO0G TAG TEYVIKAG TOoU GXedlov KAl IKOVOS VAL EKRMEAGEL UE TIG
YOOUWKES SLatuTtocelg Tig meodécels tov. Kal @uaeikd §&v elvon
0 TEATOC KAl O UWAGVOGS TTOV YENGULOTTOLET TAL OUNQELKAL TTOLALOTA YLl
va érpedoetl Ti¢ Yéoelg Tou. Kal Ae@alds T TeQuaaoTeQo £Qun-
TKO DPog e T alviyuoTikd Kol UITOVIKTIKO XOQOKTNELGTIKA,
70U VTWOPBAAAOUY ArOUn Kol GUUBOMKES TTEOEKTAGELS, TOV on-
Yodv ¢ kdt térowo. Idvimg, ue T oxEdd Tov AdTU ATTOSEKVY-
etal 6Tl 0 KAAMMTEXVNG aTOG, TTORA TV UEYEL GRUEQD TTROGMOQRA
TOU GTN JOYQOPLKN, TTELQAUATICETOL KAl G& AAAES TTeQLOXES Kol
ouveyltel TavTa Tig AVOZNTAGELS TOU Ue Yoviuo ATToTeEAEoUATL.
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to approach and understand the nature, role and most of their
expressive content. It is possible to ascertain this fact especially if
one focuses on some of the more notable ventures.

In a drawing like the one entitled Agamemnon and Briseis,
where Agamemnon was forced by the seers to deliver his slave
Chryseis to her father, it is the juxtaposition of vertical, diagonal
and curved subjects, along with the pyramid, which set the tone.
In Agamemnon, taken in dream by Oneiros, further than the eye
above and the problematic and allusive clouds, it is the white
and black stylized helmets that introduce us to the content of the
composition. Clearer still are the purely allusive types and the
accented stylization that transpose the subject’s content to the
drawing: Athena leading the wounded Diomedes to attack Ares,
where the different subjects are more recognizable. One of the
relatively permanent and recurring subjects of the drawings is the
eye, one of the key elements of any surrealist painting, with overt
allusive character.

Beyond the subject matter and the purely surrealist morphop-
lastic vocabulary on which Koumouros is based, his drawings
are distinguished for their acidity, their character and expressive
strength. Alongside their other qualities they demonstrate that
he is in command of the technique of drawing and capable of
expressing his intentions with linear formalities. And naturally he
is not the first and only one to use the Homeric poems in order
to express his positions. And of course the added hermetic style
with the enigmatic and suggestive features, making even symbolic
implications, help him to do so. At any rate, these drawings prove
that this artist, despite his hitherto contribution to painting, is
experimenting also in other areas and always continues his inves-
tigations with fruitful results.
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