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NIKOXI KOYPOYIIHI

To 1aMévio exBdvera owviBag wg aoivelSn éxppaon pag
émorng kai kard B4 i

1 ouBSpum avanopayay pehaBidy ki puBlidv, o oBiaoTo

\pépo piag oxokki éBeang, Ta éfumva oxoperaro ot

TeTpaio, 1 NI avanapdotoon evd GMou avBpdnou. H

petoucioon peg Tou Tokéviou oe xaMreyvi Snuioupyia

npolinoBérer T owinapfy Tou uaKoy yapiopatog pe pio

' Bupia yia & io, 08i6p0po
e noi6y TPANO G MoKy arond AN T0 XBPIoHa Nopapéve!
gevyaléa evrinoon. Ennkéoy, n petousioon aur anarrei Ty
unotayi} Tou Takéviou ot cuveiBon, oTo oxfua Kai oTov
oyeiaops, pe GMa Adyio, anarrei Ty npoetoipacia Tou
raMiré yia Tov papl Spdyo TG npocwnikic Tou avalimong
péca ané pia Siabikacia padrreiag aMdg 1o Takévio
exguliCerar oe e€edmpén phuopia.

Acpakig xai Sev undpyer évag ouykekpipévog TpSNog
podreiag yia va grdcer éva dropo omy mveuparid xar
«aMrexwe] Tou wppémo. Kifle xaMrépmg, avihoya pe Tov
Yuxiops Tou, Tv naiBeia Tou, T MPOTIGEIG Tou, AK4Ya Kal T
pavieg Tou, enéyer Sika Tou povondma yio va @réoel oty
uhoroinon evg opdpatog, Qotéao, e noMoig. kaMTéyveg
Sioxpivel kaveig opiopéveg enavalopBavdyieveg otaBepés, dnag
v anékmon Baowa Texwkiv kai naideiog péoa and T pekét
nohaibrepav épyav. O veapds Podjnevs pederder omy akia T
épya v {oypdpay g Yotepng Avayéwnong, Kupiag Tou
Tioiavoi ka Tou Twropérno, npoetonclovTag mhiBog oxeBiav kar
ohokMpwpéveg  OVIVPOREG  CuyKEKDIIVGY NVGKOV  ©
Bexdypovog Mdtaapr aviiypdger ato Aovivo épya Tou Xaivreh

1961-1964:AN0 TH MEAETH XTO EPTO

SiamoTGooupe TV anGKToN NopoBOCIaKDY TexviKdy, TV
efoneiwon pe onuovikg épya, Ty avammuEy ediksrepay
npoTpiioeay ko, ndve an’ Sho, TV nopeio npog v
anorpuaTaN\ean evds npocwnikol ipoug, E€unaxoderal o, ig
nepioodTepeg opég, Ta npdipa SnpioupyrpaTa KopuUPaIGY

Enopévag, n cuykevipwrix Snuosieuon Tov oxediaoparay evog
*a\réy ané 10 ypdva mg paBiyreiog Tou anoktd Bioiepo
evbiagépov yio Ty katavénon kol TV anoripnon g Shng Tou
nopeio.

Téroi eival 0 nepimaon Tou nopdviog Aeudparog fou
ouprevipéver pia endoy) ané spekéreg> [npompcs auréy Tov
onpacioloyiké eupiTepo Gpo aNG Tov KANWG MEPIOPICTIKG
«0yé8io») ig onoieg aweBeoe o Niog Koupoioing érav
‘onouBale o1o KoMéyia Kakiw Teyviv St. Martin's (1960-61) kar
Homsey (1961-64) 1ou AovSivou. To Aeikapa épyerar va
npooteBei oe o oepd SnuosieicEny TGV NEPOCHEVY Névie
Xpovov, nou nopoucia{ow cuvohikdrepa 1o nohuoyiBég

€O, OKNVOYPaRIKS, guToypapKS — épyo Tou Nikou
Zrégog g Siiig pou olviopng oupBolg, nou Aermoupyei kénawg
oav eoayay Tou BBNou, eival va npoogépel pia npdrn
NPOSEYYION OTO GuyKevIP@YEVD UNIKS, ORIvOVTCS, OT Oy,
Tov avayvéom/Bear va xéver Tig Sikég Tou enoyég kar
anonyrioeis, Al ki Siaowbéoeig pe 1o unBono épyo Tou
Koupodan,

TMpw §exwiion, va unevBupioe 61 10 oxeBIdopaTa Tov Xpdvav
g podreiag Souleiioviar e g ukid, Eroi ki €80t pohiBi kar
«3pBowo yia 10 0yé8i0, naotél, A  kai okouapéha yia TG o

«al i 5 g y1ou Tou
Tiéyay Tepndonay] xar oudére: enefepyasieg Tv épyav aurdv
yia névo, Meheréviag el pe T oepd pag Ta oxédia Tou
Popnev kar Tig napriolpeg Tou Métaapr, pnopoipe va

ouBéoei, evd Oheg o peMétes eivar
{oypopopeves oe xopmia onhov pnhox oxeSiou, peyalitepa
xageri xopnid f ka1 nayiTepa xoprovio. And T pia nheupd, 1
aviywn efomondpnang Tou kKo, and Tv My, 0 anotdnwan



evdg Béparog kdTe and avoikeieg owdrikeg [ny. oto perpd),
Sivow pepié gopes, iBiag STav npdreral yio oxédia [nBX. 22,
28, 56, 105F, my cioBnon g Braainng, H Biaoin dpeg auri
BN o croBimi] mg <ev Beppis» peréng evée Bépiarog.

FeguMioviag 1o Meikopo, B avapemBel xaveig av
undpyouv kdnoleg peyohitepeg epamxég evdmreg nou vo
opiow 1o cuyxevipapévo Uk, Mpocwnid Siarpive Técoepa
Kupiopa Bepaniké neSia. Kevipi 8éon xaréyouv 1o oxédio
VUGV KaI o1 mpocwnoypagies, nou 8N and v Avayéwnon
anotehoiv Baaiétam doxnon evdg Lwypdgou, yiari 100
enmpénouy va eepeuviioe Tig yewperprés avakoyieg kar T
nhaorikéra g avBpdnng popers. Eva Setrepo neSio
anoreNoy Ta Tonia - unaiBpia (17) d comed (40, 47) - ko nowido,
Khetotol ouviBag, ydpo, yio napéSenpo, 0 aiBousa evég
ovoeion [46) 0 npoaiho rou kNeyiou 1071 Ba pepog Tov

om pekém
eite npoxerran yia nivareg (86 an iyia yhumré (32-33). Te)smu»o
neSio i o1, ov propotye va

povTédo xdBeran péoa oe o kataokeur nou poidlel pe ropniva
Xopig Todpara. To pém Tou Bear ehxerar opéowg npog 1o
KéVIpo Tou oyeBiou Gnou Kupiopyel To npdowno TG veapig
Yuvaikag, yvoypaguévo pe iBiaitepn npocoy kar euaioBnoio.
Oy 10 oy m Bpiokeral eyrumiapévo péoa omy kunidoxnun
KaTaokeur] Jovo Ta oI TG ankinovial vayeNKS npog Ta é6o.

Aui  awinaptn nepiopiopod kai psong [: alnyopia iowg
g avBpdnvng inapg) npogavixs ancayokel Tov Koupotor,
KaBéxg 010 épyo Tou enavépyeral €njuova o <KiBog Kouri» nou
eyrunéver péoa Tou GMa aviikeijeva oy npoanaBolv va
Siogiyouv ond Tov nepiopiopd: ypapanord vipara Spaneretow
ané papoug kiBoug’, avBpanveg popeés Spow péca oe
e 1 Gio o, cwlnonyor Mpm(pﬁg o6 véor

9o

'Om.\gmwacxz\ M s L
povréhou g pehémng [42) o kaMTéywng Snpioupyei pia petéapn
aioBon epariopoi: To Guopgo odya eivar Behktid yakaps,

Béyara, Snadii, peléreg nou To Béard Toug Bev gaiveral va
po<piovTaI 0n6 s ovpop ouperppiay porehay 15,65,
85 H nopousia xar

hera Toug neSiow g anoxahime o S68ean Tou kaMTé
o m Snuovpyia owdéoeav nou Eenepolv Ta Spia
nopaBooiakdv oxfoeay ka1 nou owBéow aNOPEVIKG
coipBara Bépara oe éva aivoko.

Ag nepdaoupie, Momdy, oo nopaBooiordrepo Bépo, Tig
peMreg yupvcov. Aidipopa yu — 6pBio, xaBlopévo, Samhaopéva,
avipiké, ywaikeia — yepiou Tig aehiBeg Tou Meurdparog.
Karapydg Eeywpiler n otadiaw katérmon mg ypoppig kai g
90puag oTa oxéSia pe poiBr and 1o ankodotepa oyédia pe
noyég kar acagei ypoppés (24-25 1 29), énou eivan axdpa
&vova BT n npoandBeia avmypags Tou poviéhou, ora mo
8ot oyédia (79, 95, 97), énow Bogaiveran pro téon

M o andyoxpo. Aur ) wnonexe cpanh

OSSN A e S 1
6w o€ oTpdpaTa péoa o Capds opioBemuévous Kheiooug
yépoug (19, 75, 78, 96). ESrérepa oto oyédio «fupnd povréhas
196) aurt) ) xepii opyéveon anonvéer Ty aicBon evdg
Bearpiod Bpapevou: 11 éyer Siabpoparorei, avapariéral o
Bearri, {m npdxeal va SiaBpapomorei avapeoa orig 8uo yupvég
Yuvaikeg nou gaiveral nwg komalouv 1 pia Ty AN
i il .

om pelém yupviv poviédav npoBakher EexdBopa ce pia
ouvévnon Tou kaANTEYYY e éva Guykerpévo, MG avidvuo,
YUvaIKeio OGO, pIG OuvAVTON Mou aNoTUNGVETaI OE TPEIg
peléreg pe nuepopnvia <8/4/63 (63, 99, 103). To oiya,
Ganhopévo oty iBia 160N néve oe éva Gveto OTPGHO,
anoundveror o8 1 éprea g 10 pépos and Tpei

Tou Béporc

ot Tou 1962 (42): 1o

ég onmié yavieg
S o> ko YOS, a6 poaTE kor oS, Buo gopes pe



naoTéh, o popé pe ripBowo. H eviinwon nou nporarei kéde
pedém orov Beari il Sagopeni, Biag oTov XeipIopS Tov
ypauGy a1 1oV grooxdocar. H epgdvon. pokoro, evdg
avoikeiou avTikeipevou oTY TpiM peNém (npdrertar yia T
BeppéoTpa nou eataiver 10 s poviéla omy kpia aiBouca
1o koMeyiou] onuatoSorei T BodAnon Tou sakméx va
peraknBei népa and 1a opa pag <anig> peémg. Aut n
Siabikacia perarivong Sianiatéveral eniong o éva 8éyo e Tov
ko <H xypia pe 10 kanéhos (16, 48, 53, 88) xar ohoxhnpinerar
i Buo opoBepeg, Siagopenkés Guos G npog T Lonoiar
Toug, peréreg (70 kar 112): éva yupé poviédo oréreron 6pBi0
ooV YGPo, OTO NPGTO GG MGV KUPIPKODY €Vag NGYKOS pe
€éva Soyeio 6rou ané péaa Tou npoBaNouy nivéda. Mpdrerar yia
10 otpBoda g Téxng Tou Leypdgou nou pe T oepd Tou
upiapyei néve o1 8éya Tou

Agivouos riow 1 pekées yuneh, ouppoTinos G

(36), nou nhéxer (114§ nou
810BCe: (115]. H oioBron 1 avoyovi nou i napampricape
. 31) onoxis g, epo cogeds, Bosdro, roBis

(37) g0 My evitnwon

én n xoBiopéw) ywvaka g oivBeang <Nraidvar (36)
mopearBeros oe o éxxenpn onorinaon ev6s okaorinepoy
peé éva 1poné(; xal pe oné
nicw, avaykéloviag Tov Bearr vo avopwmBei pe noidv Ba
owavimBei 1 yuvaika nou kBeor. MMpdxeral yio o Texvic]
Spoparonoinong pe €va nopdv ywvaikeio NPGOGNO Kai éva
anpooidpiota anév avipiks npéowno [: évag epaotig, ©
Zaypdgog, o Bearic). Ty ey auri ofonoinoay npdol or
Loypdeor g Avayéwnong | o€ noidy yopoyehder n Torévia] kar
Ty rekeronoinoav of [6Mor Loypdgon Tou Sfpou 190u aidva
:noiév romden n ivaika now aibepdvers Tou Nieykd).
To Bépa g «yuvaiag nou kéBeran og Sivel T evkapia v
80 610

SianioToon yio T perarivion Mpog e Yoppi
anoTinGong Tou YUIVOU, GG MPOXGPTIGOUNE O €V CUYKEKPIRED.
8éuo: <livaika nou kéBetar. O Koupodomg noparohoudei pe
epovi kai péaa and Siagoperiég TEVKS, yuvaikeieg HOPPES
o k3Bovial oKepriK o€ pia kapéKAD, GOV VG NEpREVOUY k3T
xénorov (31: \&8i o kapBs, 39: \68: o yopr, 84 xa1 93: pohiB
¢ yapril. At 1 poper propei va TonoBemBei oe nonia
owgpalgpeva. Te pa Mekém yymode 106 1963 (61) éva
niow and éva é 10

napeNdov yia va yowponoifioer éva npéogaro Snuodpynuo. H
oo nou K6Berar ks, KT T iy you, o evuoo0r
1002001 i
veapiy yuvaidy, nou kaBovIal KOMGHIAg Tov oKs, éyouv
evouporoBel ge peyohitepeg ouvdéoerg pe cohoxTHoUS
Aopnripeg oné véov: néve o€ palpoug kiBoug, néve o
opérdeg kahuppéves pe paipo Ggaopa, kaTe and Sidpavoug

poviého réBeral
nopanéracpa Meroupyei oav oKKS nou Mpéxenal va
anoraNier rénoio Spapevo. 5m oivBeon «H spepdorpor [71)
o kaBiopén ywaika nepiéver pOOKpU] Moo ond o
xpepBoTpa e éva ok, 1o oyétio «H xupia e 1o kaného» (48]
BMénoue m ywvaika auri and T GX) Mheupd Tou yGpoy va
oxendlei 1 1610 Méov TV KpepdTpO, A nEPINTOON EXOOTIK
oivBeang nou o ouvuaopég buo Bepdrav Snpioupyel
anpoaBékToug oweipyol,

Mo ouyrexpipénn yuvoika nou kéBeran enavépyerar oto
npéa oxédio Tou Koupotan, Evar n <Nraidva» nou kéBeror

KiBoug e xeipeva. O yuvaikeg,
axpiBix S 10 eyruTopévo yupv Tou 1962 [42), Bpioroviar
nepopopéves péoo oc ropulss f ydhwo 16Epa nspluevow
Spaye kam k& P [z
repopoTiG opioS(vqpsvly; {mr}g

fia Tov Nio néviag o curoenBaldpevog nepiopiopds
anoBemvieral Snpoupyig. Téroia eiva, vopile, n nepinmaon g
perémg nalaidrepav épyav. Avii va avriypayer évav nivaka, ©
Nixog npoonoBei péoa and Tov nepiopiopd nou Tou eniBMer o
<repo» épyo va avikioer pia i Tou exaori eppneio. Eror
orov nepignyo Béryo» Tou Toiavod [nep. 1550), 1o oxédio Sev




npoanaBei va anorunéoe! To Bépa Tou nivara, al\d va cuMaBer
™ pouaiki Kivion Tev ecwrepikdy Tou pudpdv. Auti N ouoiKr
xivnon, nou avabemvieran pe T ouleun ypoppic kor puByo,
raBlioTaral GKpag VERTEPIK] OTIG <ypapikég HeEMETEG? Ndve OTa
épya «Aoudpevor omv Asniéres> (1883/84) tou Zopl Jepd
(118/119) kar «Bikyog ka AoidSim (nep. 1565 1ou Tioiovos
(120/121). Méoa ané Toug pubjoi Tav ypappiv, Toug onoious
SiaBNéner o Koupoloing aroug 8o eviehdg Siagoperikoig,
perag Toug nivaxeg, Snproupyoivia Sio kaoipyes ouvbéoerg
énouTo nahaiBTEpo pyo T Aeroupyia Tou GG NEPIOPICHGS pIag
SeBopévng popgrg éyer avanhaoBei g povaiki agaipean Tou
nepreyopévou.

H nepinmoon Tav Suo <ypappikdv pehéravs obnyei omy
noparipnon én ol peléreg Tou Nikou xvoiviar and
Yenomksma oMy autovopio, nepvoiy, Snadi, ané éva npdro
ariBio ey dorong oe éva Seitepo o160 Ka\TeRVKiG
Snpioupyiag. Tpeig Bepatikég evorireg eibixdrepa kaBioTolv
npogavi oum T Siabkaoio aurovdunon, H npdm evoria
agopd amig pehéreg nou nopouaialoviar e 1 popgr Sy
ouBéoeav. Je éva npipo oyésio Baoiopévo otov KaBebpIKs
vas ou Ayiou Mathou (18] n Slwwi civdean eivar anké
fpaKTi; 0T apioTepd pia npdm anorinwan Tou Béparos, oTa
e avshuon g ypapkig npoonTikig Tou. Te endyeveg dpag
peréreg 1 Saw oivBeon yiverar avanonaoto pépog Tou
ouvolkol exaoTikol anorehéoparog, Gna ot <Bpaduvij
owdvinon* (37), «ZuvBerxrj perém (Boeraviké Mouceio)» (54)
“lepipr arov Topear» (80). H anopérpuvon mg iag and mig Suo
Gove soraorpége s toopponio g aw&aqg xai agivel T

J f Sopxs
GuoTanks enavépyerar kar ot undhono épyo Tou Nikou: o1
aeipd Napis 1iTko» Tou 1979 péoa oe éva ugacpivo haico
8o peroliég (iveg yopilovial ané paNva vipara’ce
apretég and TIg puToypapies Tou Aeukdparog yia Ty nakd
Newkacia Siaxpiverar ) npoonaBeia exaoTiig opyBuaang TG
CUpTGUATIKIG NPaYHATIKSTTAG @G TEXVNG'.

To oupapanis ukis g Béon g oweibnric Snpovpyiag
1405 §€prer om Sirepn v now el oapd pEAETG e
Tiho

Tuyola o pér

Toayepoi. H oummapanii edva perapépetal oto yapri g pa
Snpoupy pedér Tav npoBhpudrar nou Bérer n EBhacn Tou
gardg (20 rai 21), pa Texvini nou Bpioxe: yévn egoppoy oto
efaipero oxébio <Kuprow npwis Tou 1964 (117); Ta npocwnika
oo g rodnyepris Gt gou <onoforeyevononfei

n
<Auronpocwnoypagio» Tou 1962 (38). Trov kaBpégm Tou
pnévou © kaTéYVIG anoTundver éva npGoLNo Mou Komdel
xarépara Tov Bearf, H auronpocwnoypagia éxer unovopeuBe,

= % . o

© sywworég> [yeveiogdpog) Nirog, énag anorunéverai oe Tpia
oxébia Tou Meurdbyatog, oM kai oe Sheg Tig uroypagieg nou
awoSeiow 1a undhoina Aeurdara.

HaioBnonémn 1 6p0,
a0t 1 pan 0w rokhé enavéper e 5\o¢opw; Tonous
oroépyo
oiwBean <kapoge Tou 1988, éno otpyara xa doyeipes
aviavardivial néve ce o yushv engdveia nou Bpiokerar
Wnpoot and évav Tepdorio nivara’. Ty ouvaviodpe dog
or08eps omg garoypagies and Ty nakd Aeuraoio: noxika
e BoBNal péoa e Mo, ouisvowag To oioByo
piag Nk . 0 i810g 0 Kak
avnkatonrpilépevos oe xénoia yuoNoTepr] enpdveia 1 wg
GpOPOPPUEN OIS, EpganileTan cav pépog Tou Epyou Tou TV
épa nou guroypagilel To Béya nou Tou éyer TpaBifel TV
npocoy'.

Evan npogavé 61 o Nikog nailer pe Ty éa Tou MaBpaiou f
anammhoi Béppatog: noibs Brénel nocy o€ éva épyo driou o
Bearig napotnpei éva npocwno oy Tov napatnpel wg
avavixhaon Tou xaNTéy nou napaTipel pe T oeipd Tou To
npoowno Kai Tov Bearf; Aurd 1) 18éa Tou «BedoBar Kal Tou




<BeaBijvar ENaI KEVTPIKG CUTTATIKS pIag TpiTg evBTIag aTig
pehéreg Tou Meveiparog. O kalhréyng noporohouBei oyebov
JoBpoia Toug ouppomIég Tou Ty dpa g Souleids:
anoufiaés oo roNY peleroin agopéior & porno
(66, 75), i voné o
1 §¢o Tou BedoBor kai Tou Beabivar Siayopgivel pia
Biafouca exaomir BeatpiéTia: pia and Tig oiBouceg pe T
Mappapa Tou MapBeviva oto Bperawké Movoeio éxer
perorpanei o oxi 6w o Beord Bréne uvapmmwg o
épya Téxng (46 o1 iBio
nivareg (106) ée perarpon e npopaés oS, xobice

80
&eyo én ora ypévia g poBieiag Tou o Nikog peTaKveitar oné
™ speMém 010 <épyor, yia va Saveiord pa Siarinwan and m
Beapia Mg hoyoreyviog, Me G\a Myio, o1 Sidgopeg Texviké
Gorong anoreNoiv agopp yia T Siepeivion npocwnkd
Tpénoéxgpoon or xeneyis Snpouprios, nou

N Yo réxng, Kai 1o
épyo o6, Snaxg pag mpow-a;m, yia nopaenpo, onig Suo
efoipereg ouBéoerg Kirkog» o 1964 (122-123), 6n géper
péco Tou opreré oné Ta yvapiopota nou Sa anoreAécow
revipikolg oToBoig o yévn copoviypovy Mopeia Tou

nivaxeg xa1 ol npoonTikég
avadoyieg éxow npocbioer pa TpoBidaTaT cioBon atov
8c10 ypo nou nepiével rénoia Spdan va Tov yepioet

Ipeoes
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NIKOS KOUROUSSIS

Talent usually manifests itself s the: Pr f an

1961-1964:FROM

“STUDY” TO “WORK?"

f his who

reproduction of melodies and rthythms, the fluent writing of o
school essay, the clever drawings in one's schoolbook, the.
imitative representation of another human being. However, the
transformation of talent into artistic creation requires the
coexistence of a natural gift with o deeper emofional wish for
expression and communication,irespecfive in what manner or for
who purpose; alervize the gif remcins o elsive impression.
Furthermore, thi f tolent to
consciousness, form and planning, in other words, it demands the
preparation of an artist for the long path of his personal quest
ool 7 i i

nfo pretentious garulity.
Obviously, there cannot be one specific manner of

ariist, depending on his emotional world, his education, his
preferences, even his manias, chooses his own paths fo atiain the.
fulfilment of his vision. However, in the case of most artists one
recognizes certain recurring exercise pracices, for example, the
acquisiion of traditional techniques through the study of older

works. In Haly, young Rubens studied the works of the painters of
the Late Renaissance, especially Tifian and Tintoretto, preparing
fighnumber ofseches s el s aserisof complee copiescf
InLondon,
Handel and Johann Chrisian Bach e brlion! younges! son of
Johann Sebasfian] and composed arrangements of these works
for the harpsichord. When we, in our fum, study Rubens’ sketches
and Mozart's scores, we ore able o ascertain the acquisifion of
traditional techniques, the familiarization with important works, the
development of particular preferences and, above all, the
progress towards the crysiallisation of @ personal style. It goes
ith s W oracdicie ok dir

ariists offer us rue aesthetic pleasure. In this sense, the collective
publication of an artist’s drafts from his years of apprenticeship
acquires a particular interest for the understanding and

Such is the case with the present album that brings together a
selection of "studies” (| prefer this semanfically open ferm rather
thon the more restrictive ‘drowing’] which Nikos Kouroussis
composed while studying in London at St. Martin's College of Art
(1960-61) and Homsey College of Art (196 1- 64). The album is
the lotest in o series of publications of the past five years
presenting Nikos' varied work, such as painting, sculpture,
installations, performance, stage sets and costumes, photography,
‘computer grophics'. The aim of my brief contribution, that f\mcﬁcns
rather ke an ntrodh ihis book, i to offer a firs app
the collected material, leaving then the readers/viewers to mcke
their own choices and appreciations, as well as their own
connections fo the rest of Kouroussis' work.

Before staring, it might be useful fo point out that the drafts
from the years of apprenticeship are carried out with and on
cheap mateils. This is also the case with ' studies: pencil
ond charcoal sketches; postel, oil and water colour for more
devels itions. Al studies are painted on thick of
simple sketchbooks or larger brownish paper. On the one side, the
need fo economize on the material, on the other hand, the
depiction of a subject under difficult conditions eg. in the
Underground), give somefimes, especially in the case of sketches
[22, 28, 56, 105}, the impression of a certain hastiness. This
hostiness, however, contributes to the oesthetics of the
“wamblooded" siudy of @ subject,

Leofing through the album, the question arises whether there
are some broader thematic units within the collected material.
Personally, | would recognise four such encompassing thematic
fields. A central position is taken up by portraits and studies of
nudes, a type of skeich thot constiutes, since the Renaissance,
bosic exercise for o painter for it allows him to explore the
geometric proportions and the plasticity of the human form. The
second field are londscapes - countryside (17 or urbon (40, 47)

and various, mosly closed spaces, like the gallery of a museum
(46) or the courtyard of the college [107). The third field includes




drowings thal concentrate on the study of older works, be it
panings (80 87) or scuphres (32-33) Al field enconpses

are lying on mattresses within clearly defined closed spaces (19,
75,78, 96). Especiolly in the drawing Naked models" (96] this

“independent” subjects, that s,
{o derive from the copying of a specific mcdel (15, 65,85). This
diverse presence of different but interconnected fields reveals o
tendency of the arfist o create compositions that go beyond the
boundaries of tradifional exercises and that connect seemingly
incongruent subjects. mh a humvcmo«s e«mry
Letus,then, he nude stud

Various nudes ndmg, sitting, lying, male, female - fill the pages
of the album. Firslly, one might observe the gradual control of line:
and form in the pencil drawings: from the simpler sketches with
thick and hazy fines (24- 25 or 29), where the sense of copying a
gven model is exemely promine o more ambitous davings
79,95,97), wh
of the subject is Cleclly dwscemable Within this. comexl the. 1%2
study of a femal )isay

aconstruction that look |||<e @ cabin without walls. The gaze of lhe
viewer is immediotely drawn towords the centre of the study
where the face of the young woman, drawn with particular
atention and sensitivity, dominates the space. Yet the woman’s
body is encased and thus restricted within the boxlike
construction; only her legs spread languidly outside the confines of
the box.

Thi

of human existence?] s obv:ous‘y of some inporionce for
Kouroussis since the "box-like cube”, that i

spatiol imports the sense of a theatrical happening:
wm hos tlen place, asks he viewer, or whai wil ke ploce
nder a

huge bedshee!, seem 1o look of each other?
Kouroussis' move away from the typical linear drawing in the
study of noked models can be seen clearly in o mesting of the
ariist with one specific, even if anonymous, female body, @
meeling that is coptured in three studies bearing the dote
'8/4/63°(63,9, 103). The body, lying on @ broad mattress and
ahwoys in the scme posiion, s depicied on he same oy flom
from
behind of @ low angle, from the front and ogain of @ low angle),
twice in pastel, once in charcool. The impression of each study on
the viewer is each time different, particularly so in the handling of
line and shading. Maoreover, the appearance of an unfamilir
obiject in the third study (103) (it is the heater keeping the noked
30 iniheood f1he coll s i
arist fo cross the boundaries of @ *simple” study. This process also
can be seen in o subject with the fille 7 ladly with a har"(16, 48,
53, 88}; it reaches a finol stoge in two studies of the same subject
treated in o very different manner (70 and 112): a noked female
model stands in the cenre of a spacious room; however, the
foreground is dominated by a bench with o glass filled with
brushs.They crethe symbosof the paners o who n st

obiects trying to escape, reappears with insistence in hxs woll:

coloured threads escaping from black cubes in the 1976 series

Labyrinth", human figures acting inside boxes made out of poper

crwrx)d in the 1986 siage sels for Brechis loy i Al ord
", ubular lights

a dmpham:us plexiglass cube in one of the composiions for the

2000 installation Meeting with history™*.

At any rate, in the 1962 study of the encased model (42) the.
arfist creates a lingering sense of eroficism: the beauiful body is
atiractively relaxed but also restrictively withdrawn. This
suggestive erofic fension appears in a series of studies, that |
would call "the body on the mattress® and where vorious models

his subject.

Leaving the nude studies behind but keeping in mind the
observation about the shift fowards & more complex depiction of
the nude, let us now concentrate on a specific subject. ‘Seated
woman”. Kouroussis insistently draws by means of different
techniques, femole figures siting pensively on a chair, as if they
‘were wailing for someone or wmslhmg (31: 0 on conves, 3970l
on poper, 84 and

ed in various contexts. In a ‘Nude Srudy of 1963 (bl)

‘model sits half hidden behind a screen; the screen functions almost
like a stage set that is about o reveal some sort of action o the
viewer’s clandestine gaze. In the composition “The coat hanger”
(71) o seated woman wails half hidden behind a coat hanger. In




the skeich ‘The ladly with the hat" (48) we see the some woman

from the other side of the same room, this fime covering the coot

hanger herself, o case of visual composition where the
Sincifion o hio s i d

The subject of h o

which reappears in the early drawings of Kouroussis. It is Diana”™
who is elvedly in ol of o feploce (36 ks 114) or seems

attempts to capture the musical movement of its inner rhythms, This.
musical movement, which is brought out thiough a combinaion of
fine and rhythm, becomes highly innovalive in the “finear siudies”
based on the paintings 1o Baignade, Asniéres" (1883/84) by
Georges Seurat (118/119) and Bocchus and Ariadhne” (ca.
1565) by Titian {120/121). Through the rhythms of the lines that
Kouroussis discers in these two complelely differen! painfings,

jons have b d, where the older work,

tobe reading (115). The sense of
eficed fog, 3] ks on o pisicule; seashy et ik | hove
the impression that n the bipartite composition Evening meefing”
(37) the seated woman of the composition ‘Diana” (36} is
juxiaposed to a purposefully imbolanced depiction of @ salt and
pepper box and of an ashiray on a table with two chairs in the
background, forcing the viewers to ask themselves vmh whom |he

e et S

o given form, h
into the musical abstraction of its own content.
The case of the two "linear studies” leads us fo the observation
! studies move from uiility to autonomy; that is, they pass
ial siage of technical exercise 1o @ second slage of
aristic cleulim Three thematic groups, in porticular, moke this.

seated woman is going fo meet.f s a fech
i one femol person vlsua"y present in he druwmg and one.
(alover, the
painter, or,the viewer). This Ie:hmque was first developed
painters of the Renaissance (o whom does 7a Gioconda smw?e?l
and which was perfected by the French painters of he lote 19th
century (ot whom does the Woman ironing”by Degos look?).
“The subject of the seated woman gives us the opportunity fo
50 how an early idea re-emerges from the pastin order fo fertlse
a recent creation. In my opinion, the "seated woman” makes an
impressive reappearance in the installation series ‘Holy
prositfion” of 2001. Photogrophs of young women, seoted ond
looking af the camero, have been incorporated in larger
compositions with tube-like neon lights: on black cubes, on chairs
covered with with black cloth, under diaphanous cubes and

of b<pa|l|le composmons In an euvly dlowmg of St Pquls
Cathedral[
the simple depiction of the subject, on the right e linear analysis
of s perspecive. However, in olher studies the blpcmle

in Evening meeting’(37), ‘Covm)oszle 5mdy (British Museum]'| 1541
or Bridge on the Thames" (80). To remove one of the two parls
would destroy the balance of the composition and leave it
aesthetically mutiloted. The bipartite composition os o structural
element retums in loter works as well: in the 1979 series "Without
i two metal plates placed on o canvas ore divided by woollen
ihreads’; in many of the pholographs from the olbum on okd
Nicosia one recognizes the attempt fo organize coincidental
reality in a visual manner and to represent it as conscious arf”.
Comc:denlﬂl reality os moterial for conscious creation brings
us o th vhich includes a series of studies with the

dlaphonous folls wih |mprmled fes' The pholographed women,
962 (42), i i

i
wooden or glass frames: do Vbey ot for somelhing o someone

iile -neﬂecm..s By chance, the eye of the arlist beholds his own
o (A foreof Tendicidentl

in order pe from s sioge o dlik
Bethisasit I i

for Nikos. Such is, | think, the case with the studies of older works.

Instead of copying a painting, Nikos attempis fo extract his own

visual interpretation through the restriction imposed on him by the:

“other” work. In Titian's ‘Bacchus”(ca. 1550) the drawing does not

ry to faithfully document the subiect of the painiing, but rather

P
image i honsferred fo paper as a crealive siudy of the problems

by fightrehact | alechniq ol
application in the excellent drawing “Sunday moming” of 1964
(117 the personal objects of everyday life have been ‘de-
objecified" thiough o distoed goze. Of pariculor nterest in this
contextis he "Selfportaif"of 1962 (38). The artst capures on the




bathoommiror he imoge of o foc looking he vewer srightin  colege del 66, 75),a gilin th
the eye. The self- portait hos b unknowr i m.; the concept of Viewing' and 'bemgwewed'
isnof he known’ )Nikos,05  establishes e gollres wih
he is depicted in thiee chawings of the album, ond in oll  ihe Porh iblesin h
photographs accompanying the other olbums. oo s!oge where e viewer 225 people seeing works of o
The nofion that lfe is @ reflection and can thus, be inlerpreted alery vithpoinings 106) hos
okl il g oKosowswok b it G A et

We find i, for example, in the complex composiion Tkaros" of
e e i '

suface placed in front of @ huge painted camas’. However, we
do meet this notion as a constantly recurring mofif in the
photographs from old Nicosia: various objecis are refracted in
other objects, thus intensifying o sense of melancholic
abandonment'”’; the artist himself, reflected on a shiny surface or
looming as a distorted shadow, appears as part of his work af the
moment when he pholographs the subject that hos drawn his
attention’".

It is obvious that Nikos plays with the concept of the
londeine o deceiflgoze: who sees whon, in o work where
the viewer ob:
of e o who,in hvs o, cbserves boh he depzled person

ot of “iewing” and b fiso
athird ey

The orist observes his fellow s'udems af work: studenis at the

Endhotes
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