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Adpvn Bt

Adetnpla ylo To €pyo pe TiTho jaune, geel, gelb, yellow.
Ipdctes povrepviouod ue tov Theo van Doesburg Tov
Avtovn Ilitta otdbnke éva residency mov mpay-
MOaTOTOINoE 0 KAAALTEX VNG TO 2019 OTNV OLKia TOV
YV@oTOU povTepvLoTi) OAAQVE0D LKAOTIKOV, apyL-
TEKTOVQ, TTIOWTY) Kat L8pLTH TOV KLvijpatog tov De
Stijl Theo van Doesburg 7o Ilapict. H napapovr
tov Ilitta oto Ilapiot ekelvo To SLaoTpa GUVENEDE
pe To kivpa Tv Kitpvewv T'iAékwy, To omolo ep-
¢$aviotnke otn F'aAdic ota TéAN TOL 2018 KAl ATTo-
Téleoe pua padik e€éyepon Stapaptupiag pe pact-
KO altnpa v otkovopkt Stkatoovvn. To €pyo Tov

ITitta StepeuVa TNV KA POVOULE TOV HOVTEPVLOHOV
pe adetnpia To onpavkd épyo Tov Van Doesburg
Kot €eL WG POVTO TO MOALTLKO OKNVIKO TwV Kitpl-
vov I'Aékwv 0nwg to Blwoe o i§tog amod kovtd. H
€xBeon Tov IIiTTQ, 1] OTTOlA EVOWHATWVEL KOl £pya
Tov (8L0V TOV LOTOPLKOD KOAALTEY VT, QOTéAECE
apYLKE EKOOTIKTY TapépPact ot GLAAOYY TOL
Movaeiov Centraal Tng OvTpéYTNG, GTO OMOLO AVT}-
Kxouv Ta épya tov Theo van Doesburg, kat €pyetat
TOPA 0€ VEX HOPPT] VO GUVOULAT|GEL e TH) GUAAOYT|
tov EBvikod Movoeiov Zvyypovng Téxvng tng
ABMvag. Xapn oty €kBeom Tov Avtavn ITitta eKti-
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JAUNE, GEEL, GELB, YELLOW
REACTIVATING ART AND HISTORY
Daphne Vitali

The starting point for Antonis Pittas’s work enti-
tled jaune, geel, gelb, yellow. Acts of Modenism was a
residency the artist completed in 2019 at the Paris
home of Theo van Doesburg, the well-known
Dutch modernist artist, architect, poet and found-
er of the De Stijl movement. Pittas’s stay in Paris
coincided with the yellow vests movement that
emerged in France in late 2018 and took the form of
a series of mass protest riots whose primary
demand was economic justice. Starting from Van
Doesburg’s seminal work, Pittas’ artwork explores
the heritage of modernism against the political set-

ting of the yellow vests, which he experienced first
hand. Pittas’s exhibition, which also incorporates
works by the historic artist himself, was originally
presented as an intervention at the Centraal Muse-
um in Utrecht, home to works of Theo van Does-
burg. It now comes to Athens, in a new form, to
engage in dialogue with the permanent collection
of the National Museum of Contemporary Art
(EMZT). This is the first time Van Doesburg’s
works are shown in Greece, occasioned by Antonis
Pittas’s exhibition. While these works comprise
an organic part of Pittas’s composition, they also
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Bevtal ylwa mpwtn $popd £pya Tov Van Doesburg
otnv EAAGSa. Ta épya autd amoteAobV opyaviko
pépog g ovvBeong Tov ITitTa, WoTOGO GUYKPOTOLV
kat éva EexwpLlotod GUVOAO WG apdAAN AN €kOeon).
To jaune, geel, gelb, yellow. ITpateic povrepviauod ye
zov Theo van Doesburg cto EMET elval évag eyki-
BwTtlopog ekBEcEWV: T EPYa EVOG LOTOPLKOD KOAALTE-
VN €VTOG NG €kOe0NC £VOG GUYYPOVOL KOAALTEYX VT
€VTOG NG €KOe0T G TNG GLANOYNG EVOS Movaeiov.

H elkaoTIKY) YA@OGQ TOV HOVTEPVLIOUOD KoL
1) GX£0T] TOV e TNV TTOALTLKT] £XEL ATTACYOAT|GEL TOV
IIitTa cLOTNHATIKG 0TO TTaPeABOV. HEn e Kat pua
Sexaetia mepimov o ITittag e€eTdleL TO KIvpa TOV
Bauhaus kat T pwolkn mpwtonopia pe avadopd
oTNV TPOGPATH OLKOVOULKT] KpioTn. O KaAALTEXVNC
€0TLALEL GTO YEYOVOG OTL Kot oL V0 mpwTomopieg
avlifouv oe oTLypéG Kplong KAl TOALTLKOV HETO-
OXTHATLONOV Kol eEETATEL TIG AVTLPATELG HLAG LOTO-
pLKrg EPLOSOL KaTd TN Sldpkela TG omolag ava-
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stand alone, as a separate unit and parallel exhibi-
tion. Jaune, geel, gelb, yellow at the National Muse-
um of Contemporary Art is a mise en abyme: the
works of a historic artist within the exhibition of
a contemporary artist, within the exhibition of a
Museum collection.

The visual language of modernism and its
connection to politics has preoccupied Pittas sys-
tematically in the past. Already for over a decade he
has been examining the Bauhaus movement and the
Russian avant-garde in reference to the recent eco-
nomic crisis. His focus has been the fact that both
movements flourished during crises and political
reform, and in his work he explores the contradic-
tions of that historical period, the unfolding social
struggles as humankind experiences devastating
events, such as the rise of fascism.

In jaune, geel, gelb, yellow the artist revives
his interest in modernism through the work of Van
Doesburg and deems him “relevant” once again, by
placing him in the context of the yellow vests move-

Svovtal TmPooSeVTIKOL KOLVWVIKOL QYWVES, €VQ
napdAAnAa 1 avOpIOTNTA (L KATAGTPOPLKES OTL-
YHEG OTIwG TNV dvodo Tov paciopod.

=10 jaune, geel, gelb, yellow. ITpaceis povrepvi-
auod ue tov Theo van Doesburg o KOATEYVNG eTTAVA-
bépeL To eVELAPEPOV TOV YLA TO PHOVTEPVLIOUO PG
anod to épyo Tov Van Doesburg xat Tov kabloté ek
VEOL «eTKALPO» €EETALOVTAS TOV 0TO TTAQIGLO TOV
kwnpatog twv Kitpivov T'idékwv, mov exivnoe
otn FaAdio aAA& e€amAwbnke ypryopa oe mepLoGO-
TEPEG QIO 20 YWPES, KVPLWG amd T HEGA KOLVOVL-
K1¢ SikTVWONG. O apytikdg AdYog SlapapTupiag Twv
StadnAwtov vpEe N avEnon ™G TG TOV TETPE-
Aatov kol TV Kavoipwv mov eméBale 1 YoAALKT
KUBEPVN O VIO TO TTPOCYTHA TNG KALLATIKNG Kpi-
OMG, OTN GUVEXELX OPWE OL SLEKSIKNOELG TOV KLVT|-
MOTOG €MEKTAONKAV KaL 08 GAAQ {NTHHATA TTOV
AmOTONWVAY £Va YEVIKOTEPO alTtnpa aAlay|g aré-
VaVTL 0T GpTY0Moinon mov Blwve o YyaAALKOg Aadg.

ment that began in France but quickly spread to
more than twenty countries, mostly through social
networks. The original protest was against the
increase in the cost of petrol by the French govern-
ment, ostensibly in the name of environmental
protection, but the protest subsequently spread to
other issues and a broader demand for change
against the impoverishment that the French peo-
ple face. Today, as the war in Ukraine ushers in a
new economic and energy crisis, with austerity
and prices on the rise, the demands of the yellow
vests protesters become, once again, exceptionally
topical and urgent. However, just asin the case of
historical modernism, protest movements are not
free of internal contractions and progressive social
discourse often coexists with regressive ideologies
and reactionary ideas.

In jaune, geel, gelb, yellow, a title borrowed
from the Dadaist journal Mécano", founded by van
Doesburg, Pittas explores anew the utopian ideals
of modernism, which the Dutch artist supported.
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ENpepa, pe ToV MOAeHO 6TV OvKpavia, €V HECW TNG
VEQG OLKOVOPLKNG KaL EVEPYELAKNG Kpiong, e TV
AKpaTn ALTOTNTA KoL TV akpifela va xuplapyoly,
To UTNPOTA TRV SladnAwtov tev Kitpivev Tle-
KWV yivovTal kot AL e§alpeTikd entkatpa. Qotdoo,
OTIWG KOL GTNV ETTOY1) TOV LOTOPLKOV LOVTEPVLIGHOV,
T Kwvnpata Stapaptuplag Sev etval amaAdaypéva
E0WTEPLKA QIO AVTLPATELG KOL GUYVE O TTPOOSELTL-
KOG KOLV@WVLKOG AOYOG GuVuTIdpYeL [e omieBoSpopiL-
KEG 18e0A0yieg xat avTISpacTIKéG avTIAPELG.

Me t0 €pyo jaune, geel, gelb, yellow. Ilpdets
uovrepviauodv pe tov Theo van Doesburg, To onoto da-
veiletal Tov TiTAO TOV QO TO VIAVTAIGTIKO TEPLO-
81k6 Mécano," mov i8pvoe o Van Doesburg, o ITittag
Stepevvd xat TéAL Ta OVTOTIKE 88T TOVL poVTE-
PVLOHOV, €KMPOCHTOG TOL omolov vmpée kat o
OAAOVEOG KAAALTEYVTG. ANHLOVPYEL e EYKATAOTA-
o1 6T0 XWpo Tov Movaoeiov yla TV omola emAgyeL
oxédla kat ykovdg tov Van Doesburg koL Ta avti-

He creates an installation within the Museum, for
which he selects drawings and gouache works by
van Doesburg and juxtaposes them to the yellow
figures of the protesters and the police, in photo-
graphs he took on the streets of Paris. Pittas uses a
bright reflective yellow (the colour typically used
in public spaces for road signage and safety vests),
which refers directly to modernism, and bring to
mind the De Stijl movement’s “dogma” on the use
of basic colours.

Placed alongside the permanent collection
of EMZXT, jaune, geel, gelb, yellow, reinforces the
multiple references and associations that it acti-
vates. Its proximity to and conjunction with works
addressing political, social and economic issues
gives rise to new affinities and confluences, and
initiates a dialogue that brings with it new inter-
pretations. The work of Antonis Pittas, a Greek art-
ist of the new diaspora generation, interacts here
with the work of historic artists, such as Vlassis
Caniaris, Jannis Psychopedis, Chronis Botsoglou,

napaBetel pe TG KiTpLveg ¢pryovpeg StadnAwtwv
KOL AGTUVOULK®V TIOV £XeL 0 (8l10g pwToypadroet
6Tovg Spopovg tov ITapiolov. O ITittag éxel K&vel
Xprion evog évtovou avakAactikol kitpvou (xpo-
HOTOG TIOV YpNOLponoLeital oLV BwS 6To SNHOGLo
XOPO yta T 081Kkd Siktua Kat Ta yihéka aodaeiag)
TO 0700 TTOPATEUTEL GPEGA GTO HOVTEPVIOHO KOl
VeVOLLLZEL TO «8OYpa» TOL KLvrjpatog De Stijl yia
N XP10N TWV BACLIKOV XPWHATWV.

Ztoug exBeolakong ywpovg tov EMET,
avépeosa 6t GVAAOYY) TOL Movaeiov, To jaune, geel,
gelb, yellow. ITpateic povrepviguod e tov Theo van
Doesburg evioyveL TG 1181 TOAAQTTAEG TOL avadopEg
KO TOUG GUOYETLOHOVG 1oV evepyomolet. H yettvi-
Qo1 KAl 1) 6LVEPOPWOT| TOL e €pya Ta omola ava-
PEPOVTAL GE TTOMTIKE, KOLVWVIKE KOl OLKOVOHLKA
{NTipaTa avaselkvieL KaLvoUpyLeEG GYECELS KAl OU-
(e0€elg kaL epmAoLTiZeL TOV SLGAoyo KoL TIG VEEG
avayvaoelg. To €pyo tov Avtwvn ITitta, evog EAAN-
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Dimosthenis Kokkinidis, Dimitris Alithinos, Aspa
Stassinopoulou and the sculptor Theodoros, who
witnessed the political crisis and tumult of the
60s and 70s and took a stand on political issues and
the dictatorship.

Pittas’s interaction with these older artists
brings forth certain pertinent questions and pro-
poses reinterpretations of historical works: How
can we re-read the political issues of the 1970s
today? What is the significance of civil action at dif-
ferent times in recent history? How can we rethink
and understand historical works in the setting of
the current developments? What issues does Pit-
tas’s work raise in relation to the work of historic
artists? Historical works are re-contextualised and
conceptualised anew, gaining a timelessness with-
in entirely new circumstances. At the same time,
within this particular museum context, his work
underscores the historical depth of social strug-
gles, by defining three distinct periods during
which the same political conflicts, the same abuses
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Vo KaAALTEY VY TG SLAGTIOPAG PLag VEOTEPTG YEVLAG,
GLVOMLAEL £8@ He TA £PYQ LOTOPIKWV KOAAALTEXVQOV
Onwg Tov BAdon Kavidpn, tov I'tévvn Poyonaidn,
Tov Xpovn MmotooyAov, Tov Anpocdévn Kokkivi-
81, tov AnunTpn AAnBevov, g Aomag ITAGLVO-
TOVAOV KAt TOL YAUTTTI) @08wpov, ot onolot Efnoav
TNV TOALTIKT] Kplom Kat TV avatapayn g Sekae-
Tlag TOV *60 KoL TOL 70 Kol TOOBeTONKAV améva-
VTL 6€ TOALTIKG INTHpaTa Kal 6T Siktatopia.

H ovvoptAia tov IIitta pe Toug moAaLote-
POLG KOAALTEYVEC SLATLTIWVEL OPLOHEVA KALPLY EPW-
THHATA KAl TPOTELVEL EMAVEPUTVELES TWV LOTOPLKWV
épywv: ITwg propovpe va Eavadiapdoovpe orjpepa
T TTOALTIKG {nTipata ¢ Sexaetiag Tov "70; ITota
elval 1 onpacio g §pdong TV MoALT®OV o€ Stado-
PETIKEG YPOVLKEG TTEPLOSOVG TNG TPOGPATNG LoTOPL-
ag; IIwg prropovpe va ExvaokePpTOUE KAL VO QVTL-
AN¢pOovpE oTOPIKA €pya pe GOVTO TLG OTHEPLVEC
e€eli€erg; T Bépata avadeikviel o €pyo tov IlitTa
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of power and the same contradictions acquire
new forms: the 1920s and the emergence of the
great utopias of the twentieth century, the 1970s
and the Greek conquest of Democracy, and today’s
post-capitalist society.

Thus, the large-scale aluminium figures of
police and protesters in Pittas’ work engage in dia-
logue with the distorted faces of the Greek junta
Colonels in Kokkinidis’s work And regarding the
remembrance of evils..., the headless puppets of Can-
iaris’s immigrants in Hopscofch, the issue of social
inequality and the role of the mass media in Bot-
soglou’s Frieze, the of newspapers and documents
in the paintings of Psychopedis, which captures,
as Pittas does, the ever-pertinent issue of social
violence.

Furthermore, the dialogue instigated with
the second-floor exhibition of the National Muse-
um of Contemporary Art collection, is joined by
more international artists, including Walid Raad,
Emily Zacir, Allan Sekoula and Andrea Bowers.

G€ GY£OT) HE TO £PYO TWV LOTOPIKAOV KOAALTEXVQV;
Ta LOTOPLIKA €pYa ETAVATTAQLOLOVOVTAL KOL ETTOVA-
vonpatodotovvTal, v Toug mpocdidetal Stoypo-
VIKOTNTA péca G OAOTEAQ KALVOUPYLEG GUYKUPLEG.
ZVUYXPOVWG, AVASELKVUETAL TO LOTOPLKO B&B0G TV
KOWW@VIKOV AydVeV, kabwg To épyo tov ITitta oto
CUYKEKPLUEVO povoelako mAaiolo opilet Tpelg Sia-
KPLTEG YPOVLIKEG TTEPLOSOVG OTLG OTOLEG OL {SLeg TTOAL-
TIKEG GUYKPOVOELG, OL 8Leg kaTayproelg TG e€ov-
olag Kat oL (8Leg AVTLPACELG ATTOKTOVV KOLVOVPYLEG
ex8oyéq: N Sexaetia TOv 20 KAl TNV avadvon Twv
HEYGAWY OVLTOTLWV TOVL 200V ALWVA, TN SeKaeTia
TOV "70 KaL TNV EAANVIKT] KATAKTN O TG Anpokpa-
TlaG KA T1) OTHEPLVT] HETAKATILTAALOTLKT] CLYKLpLa.

'ETGL, Ol pHeYGAWV SLACTACEWY OAOVLVEVLEG
GLAOVETEG AGTUVOLLK®OV KAl SLadnAwT®V 670 €pyo
tov ITitta, épyovtal o€ SLAAOYO pE TIC TapApopPo-
O£l TWV TPOCWNWYV TWV CLVIAYUATAPYWV GTO
£pYO ...TwV 8& nan@v uvijuy... Tov Kokkuvidn, pe ta

Their works review and investigate contemporary
socio-political issues, such as recent wars, the glo-
balised economy and the exploitation of labour,
exclusion policies, borders and immigration, adding
an open narrative to the mass protests and violent
conflicts that Pittas’ installation presents. Concepts
such as danger, safety, control, democracy and pro-
tection are shown to run through history and geog-
raphy and take on a universal significance.

The narrative dialogue between jaune, geel,
gelb, yellow and Jannis Kounellis’s monumental in-
stallation Untitled, introduces a different dimen-
tion of relationships. The black metal diagonal iron
beams in Kounellis’s work, arranged in a circular
configuration, protect a central “altar”, and find their
counterparts in Pittas’s metal figures, which, stand-
ing before Van Doesburg’s drawings, produce an
equally protective impression. In addition, the fall-
en rail tracks we come across on our right as we near
the end of Pittas’s installation, and which impede the
viewer’s passage refer to the protesters’ barricades.
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aképada avSpeikela TV peTavactwv tov Kavid-
pn oto Kovrad, e To (iTNHA TV KOLVWVIKOV OVL-
GOTITWV KaL TOV POAOL TWV HECHV HOLKNG EVIHLE-
pwong ot Dpile Tov MmOTGOYAOL, HE TN Xp1ioN
epnpeplSwV Kol VIOKOUPEVIWV OTO (wYpadLko
épyo Tov Yuyomnaidn, To onolo amoTLNWVEL, OTIWG
e€dAAov kat o IlitTag, to Slaypovikd MU NG
KowvwVvikig Blag.

EmumAgov, oto Stdhoyo mov Snpovpyeital
pe Vv ékBeom TOV 20V 0pOGOL TNG GLAAOYTG TOV
EMZXET oupPdAAovy kot GAhot, Stebveic kaAAitéyveg
6mw¢ 0 Walid Raad, § Emily Zacir, o Allan Sekula, 1)
Andrea Bowers k.G. Ta €pya tovg oYoAL&lovv
KOL TTPAYHLATEVOVTAL GUYY POV KOLVWVIKOTIOALTIKE
{NTHaTa OTTWG TPOGHATOVS TOAEHOVG, TIV TAYKO-
GULOTIOLILEVT] OLKOVOULQ KaL TNV EPYOCLOKT| EKJLE-
TAAAEVOT), TIG TTOALTIKEG QITOKAELGHOD, TA GVUVOPQ
KOL TO METAVOOTEVTIKO {TNHa, Sivovtag pia mo

avolyty adnynon otig pallkég Stapaptupieg Kot

However, in contrast to Greek artists of
previous decades who are influenced by and refer
directlyto the political events of their time, express-
ing their civil dissatisfaction through their work,
Pittas seems to keep a distance from the events and
examines moments of crisis (historical and con-
temporary alike) with an open and contemplative
attitude. His work emphasises the contradictions
within major cultural movements and contempo-
rary civil uprisings, as it comments on the means
and the intense violence through which resistance
and political disapproval are expressed.

In his work for the National Museum of
Contemporary Art, the artist enriches the compo-
sition with two new works. The first, scene, is a
large-scale silkscreen print that captures the mo-
mentum and the violence of the protesters and pre-
sents a politically-charged landscape of intense
conflict. The image derives from a photograph the
artist took on the Champs-Elysées in which his
reflection can be seen in the broken glass of the

TLG £VTOVEG GUYKPOVOELG TTOV TTPOPAAAEL 1) EYKATA-
otaon tov Ilitta. " Evvoleg 6mwg o kivéuvog, ) aopa-
Aewa, 0 éAeyyog, 1) Snpokpatia kot 1 mpostacia pai-
vovtal va Slatpéxouvv Ty otopia kot T yewypadia
KOL VO OTTOKTOVV OLKOVHEVLKT] Bap0TnTa.

O adnynpatikog Stdhoyog tov jaune, geel,
gelb, yellow. Ilpdeic povrepviguod ue tov Theo van
Doesburg 1& T LVNHELOKT] EYKOTAOTAOT) TOL ['Lévvn
KouVvéAAn Xwplc tirdo Snpovpyel Siadopetikig
Ta€ng oyxéoelg. OL pavpol petaAAikol Siaywviot
oLdnpodokol 6to épyo Tov KovvéAAn, TomoBetnpé-
vou og KukAwkr Sidtagn, mpoduvAdocovv Evav
KEVTPLKO «BWHO» KL GLVAVTOVV TO AVAAOYO TOUG
oTIg HeTaAAkég Gryovpeg Tov Ilittar oL omoieg
Umpootd amd ta oxédia Tov Van Doesburg Snpi-
0VPYOVYV pLa AVTIGTOLYT aicOnom mpooTaciag. AKO-
11, ot teapévol adnpodoxol mov cuvavtape Se€Li
pog kabwg mpooeyyilovpe To TEAOG TNG EYKATAOTA-
ong tov IIitTa KoL meplopifovv TV kivnorn tov Bea-
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shattered fronts of Paris’ luxury stores. The artist
encourages visitors to take flash photographs of
the work: the structure’s reflective material pro-
duces an entirely different image in the camera, in
a sense, the negative of the work that invisible to
the naked eye.

Taking flash photographs of the work does
not merely create a “magical” and captivating result.
With the contraposition of the image seen by the
viewer and its hidden negative revealed by the act of
photographing, Pittas challenges us to contemplate
both sides of a riot: on the one hand, the liberation
of social justice and, on the other, the devastation
of destruction and vandalism. This is also a way of
exposing both sides of modernism, whose critical
examination is at the centre of Pittas’s work: one
side is connected to social movements, the other to
irrationalism and absolutism.

Furthermore, in inviting viewers to photo-
graph the work, Pittas urges them to claim an
active performative role within the exhibition. As
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T1] TAPATERTOVY 0TA 080PpayHaTa TwV e§eyépae-
WV oV eUmodifovv T StéAevon.

Qot000, og avtibeon He TOLG LOTOPLKOLG
'EAANVEG KOAMTEYVEG, TIOV E€MNPEATOVTOL KOL GUV-
S€0VTaL QUECH JLE TA TTOALTIKE YEYOVOTQ TNG ETTOYNG
TOVG, eKPPETOVTOG [LE TO £PYO TOUG TNV TTOALTLKT) TOUG
Svoapéoxela, o Iittag paivetal va kpatdel amoota-
o1 Ao TA YEYOVOTQ Kat Vo eEETATEL TIG OTLYHES Kpi-
ong (LoTOPLKES Ka GUYYPOVEG) HLE AVOLYTT) KOl GTOY O
0Tkt 6Téon. To £pyo Tov avaselkvOEeL TI§ AVTLPATELS
TWV LOTOPIKWV TOATIGUIK®OV KIVIHATOV QAN Kot
TWV OVYYXPOVWYV TTOATIKWV e€eYEPOEWV KAOWG GYO-
Aldel Ta péoa koL Ty évtovn Bla pe v omola
eXPpAELeTAL 1] AVTIOTAON KOL 1) TTOALTLKT] QTOPECKELQL.

T to épyo 610 EMZET, 0 KaAALTEXVNG EP-
TAOLTILEL TN 6UVOeoT] e §V0 katvovpyla épya. To
TPWTO, pe TITAo ouyvyj, elval pia peyaing kAipoaxoag
petagotumia OV ATOTLVNOVEL TNV opu1| kat T Bia
TV SLSNAWTOV Kol TAPOVCLATEL €Val TTOALTIKG
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viewers photograph the installation, they re-acti-
vate the events captured in the work. Just like the
artist, viewers now become eyewitnesses, called
upon to contemplate and to take a stand towards
this historical moment. Through this performative
dimension of his work, the artist seeks to initiate a
discussion on exposure and concealment, between
what can be seen and the invisible, between the
inside and the outside, the open public space and
the interior of a Museum.

In the second new work presented in the
exhibition, titled Greek modernist acts, Pittas creates
additional stratifications of meanings and associa-
tions specifically connected to Greece. It is an
archive that investigates the development of Greek
modernism, focusing on the period of Van Does-
burg’s exhibited works (1900-1935). The archive
includes historical documents as well as contem-
porary essays and adds yet another dimension to
Jaune, geel, gelb, yellow, by entering into dialogue
with the Greek historical context and proposes an

$OPTIOpPEVO TOTILO €VTOVWY GUYKPOLGEWV. H £1K0-
Vo TPoépYETaL artod pa pwToypadia mov £xel Tpa-
Bri€et o 8log o xaAAitéyvng ota HAvowx IleSia.
Méoa and TG OTACHEVES BLTPLVEG TWV TTOAVTEAWDYV
KATAOTNHAT@V Tov Iapilool EempoBaAdetl kot 1
avtavakAacn tov §lov tov KaAALTéYVN avipeca
ota onacpéva tiapta. O Ilittag evlappvvel Toug
EMOKENTEG VA pwTOYpadiocovV To €pyo pe GpAag: To
QVOKAQGTIKO VALKO TNG KATAOKEVLNG QUTOTUTIWVEL
otV Kdapepa éva evteAwg SladopeTikd eldwho,
KATA KAITTOLOV TPOTIO TO QPVNTIKO TOL £pYOV, TTOV
8ev LITOPOVE Va TO SOVLE PE YUUVO HATL.

H ¢wtoypadlon tov épyov pe dAag Sev
Snpovpyel amA®G €va «paylko» Kol YONTEVTIKO
anotéAecpa. Me TV avtutapaBoAr] g OeTikrg
€LKOVOG TOV BAETEL 0 BTG KAl TNG KPUHHEVTC
APVNTLKNG OV aVaSelkvOETAL Ao T1 GpWTOYpadL-
o, o ITittog pog kadet va okedptodpe TI S0 OPeLg
k&Oe e€€yepong, amd TN pia, TV ameAevOepWTIKY

open discussion between van Doesburg’s modern-
ism and Greek modernism in the visual arts, archi-
tecture and poetry. Viewers encounter—among
other things—the work of Parthenis, Pikionis and
Cavafy, while the artist reactivates cultural history,
through the question of locality and the influence
of geographical context on modernism.

The interaction between Pittas’s work and
the collection of a Museum brings contemporary
history into dialogue with the past. This is not the
first time that the artist engages with museum col-
lections. In 2015, Pittas delved into the Costakis
collection at the State Museum of Contemporary
Art in Thessaloniki, which includes works of the
Russian avant-garde, and created a new work based
on his research into the archives of Gustav Klutsis
and Lyubov Popova. Jaune, geel, gelb, yellow is essen-
tially an exhibition that incorporates another exhi-
bition of the works of the historic modernist, while
the installation, as a whole, discourses as much with
the Museum’s collection and Greek historiogra-
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01 TOV KOLVWVLKOV Qy@Va KaL, Ao TNV GAAn, TV
0AEOpLa 0PN TNG KATAGTPOPNG KAl TWV BavSaAl-
Op@V. Mg TOV TPOTO QUTO, avadelkvhovTaL Kat ot
800 OYPeLg TOV HOVTEPVLIGHOD, 1] KPLTLKT) GTOV 0TT0l0
Bploketal 6T0 KEVTPO TNG MPAKTIKNG Tov IlitTa. H
pia 61 mov oyeTileTal pe TA KOWVWVIKE KLVHHaTa,
1 GAAN OY1 oV oyeTileTaL e TOV avopBoAoyLopod
KoL TV anoAvtapyia.

EmutAéov, o ITitTag kaA@vtag Tov Oeat) va
$wTtoypadioeL To €pyo, TOV TPOTPETIEL VAL TTAPEL PLaL
evepynTLKn B€omn péoa otny €kBeom katL va avadd-
BeL éva podo emitedeotiko. Kabwg o Oeatrig pwto-
ypadilel TV eykatdotaoct, evepyoroLel ek VEOU Ta
YEYOVOTQ TTOV QITOTUTIWVOVTAL 6TO £€pYyo. ‘Onwg o
KOAALTEY VNG VT PEE AVTOTTNG HAPTLPAG, ETGLKOL O
Beatrig yivetal enilong pépTupag mov kadeital va
okePptel xatL va tonobetnOel anévavtt o autiv TNV
LOTOPLKT) OTLYHT]. O KAAALTEY VNG, [LE TNV ETUTEAECTL-
K1 auty Sidotacn tov €pyov, emSlwkel va Sia-

phy, as with the historical and contemporary poli-
tical context, which it comments on and examines
through a critical angle. Pittas, through a process of
associations and ideas, suggests a sort of recycling
of history, mostly through references to the nar-
rative and chronography of socio-political crises.
Moreover, it urges us to consider the rela-
tionship between the political and the aesthetic, to
question the place of political art in the present con-
text, to re-think timeless historical, social and polit-
ical issues, and to contemplate the crisis of ideolog-
icalidentitiestoday aswell asthe modernist promise
of a better, more democratic world. By addressing
this important period, which artist studies system-
atically and often approaches critically in his work,
he draws attention to the fact that the need for rad-
ical change may have devastating consequences.
As I write these lines, at a time of extreme
demagogy, and as the far-right gains ground in
Europe and Russia has launched an unpredictable
war, Pittas’s work shows us a way of reflecting on

Tpaypatevtel TV ékBeon kat TV anodkpuPn, avTo
mov paivetal aAA& koL To adpaTo, TO pEcA KAl TO
£€w, TOV LVTABPLO ENPOGLO XWPO KAL TOV ECWTEPLKO
XWPO £VOG povaeiov.

To SebTepo VEO £€pyo TTOV TTAPOVCLALETAL OTHV
€xOeon), pe titho Ipdteis eAdyvinod povrepviauod, £xel
TPoKLPEL Ao TNV TPOOEDT TOV KAAALTEY VY VO 81)-
HLOVPYTIOEL EMUTPOCOETEG SLACTPWHATWTELG VO~
TWV KAL GUCYETIOUWV ELSIKE EMKEVTIPWIEVWYV OTIV
EAAGSa. TIpokettal yla €va apyeto mov e€eTdlel TV
AVATUEN TOV €AATVLKOD HOVTEPVIOHOV €0TLALO-
VTag otV nepiodo mov SnpovpyrOnkay Ta eKTIOE-
peva épya tov Van Doesburg (1900-1935). To cuy-
KeKPLLEVO apyelo meplAapPavel LOTOPLKE Eyypada
aAAG xat cVyypova Sokipia koL Tpoosidet pia ako-
un Swkotaon oto jaune, geel, gelb, yellow. Ilpaters
uovzepviauov pe tov Theo van Doesburg, xaOwg To TO-
noOeTel o€ SLAAOYO pe TO EAANVLKO LOTOPLKO TAQLGLO
KoL Tpotelvel pla avoly T cuVopAla TOV povTepVL-
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everything that is happening today, and of adding
new knowledge and perspectives to history. As the
artist has argued,

“‘eventually, it’s all about appropriation, trans-
lation, reiteration. I am fascinated by the way
the meaning of a particular form can radically
change over the course of history and through
different contexts.”*

How are we to view the mass pacifist rallies being
held globally from the mid-1960s (with the political
involvement of the US in the Vietnam war) from the
perspective of the intense violence and unrest creat-
ed by the recent movements? What was the collec-
tive vision of May 1968 and that of the recent pro-
tests? How do we express our desire to protest, and
where do we stand on challenging the status quo?
The artist does not take part in the events
that he presents as an activist, but becomes an active
observer, transmuting his thoughts into a work that
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opol tov Theo van Doesburg pe tov €AAnViko
HOVTEPVIOUO 0T ELKACTIKG, GTNV OPYLTEKTOVIKY
kat v noinon.’Etol, o Oeatg ouvavtdel—petadd
GMwv—T0 €pyo tov ITapBévr, tov ITkiwvn Kol
tov Kadpapn, eve o kaAAtéyvng evepyormotel xat
TIGAL TNV TOALTIOHLKY LloTopla, BETOVTOG TO {NTHpa
NG TOMKOTNTAG KAl TNG EMPPONG TOV YeWYpadL-
KOV MTAQLGLOV GTO KLVIpa TOV HOVTEPVLGHOD.

H ovvopdia tov épyov tov IlitTa pe )
oLAAoY1) Tov Movaceiov pEpveL TNV GUYYPOVT LOTO-
pla og StGhoyo pe o mapeABOv. AN woTe, Sev eival
1N TpOTN Pop& MOV O KAAALTEYVNG GUVOMAEL e
povoelakég cuAdoyég. To 2015 o IlitTag evékvpe
otn ovAAoyn Kwotdxn tov Kpatikod Movaoeiov
Zvyypovng Téxvng g Oecoatovikng, mov mept-
Aapfavel €pya TNG pwOLKNG TPWTOMOPLag, Kol
Snpovpynoe éva véo €pyo Baclopévo 6Ty Epeuva
Tov ota apyeia tov Gustav Klutsis kat g Lyubov
Popova. To épyo jaune, geel, gelb, yellow. IIpdeis
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invites us to deliberate on the issues of our time.
Pittas engages the viewers actively in several ways,
and challenges them to stand consciously before
his work, at a historic moment in which we are
called upon to reconsider our humanitarian values
asasociety and as individuals. As he himself puts it,

“my work makes history relevant and bistori-
cises the present”.®

Daphne Vitali is an art historian and curator
at the National Museum of Contemporary
Art, Athens.

Metadppaon: Addpvn Kapain

1 A journal founded by Theo van Doesburg under the nom de plume I.K. Bonset. Four
issues were published between January 1922 and January 1924. The firstissue was
entitled Jaune, Geel, Gelb, Yellow, the second Blue, Blauw, Blau, Blue, the third
Rouge, Rood, Rot, Red and the fourth White, Blanc, Wit, WeiB. The first issue is
presented in the exhibition.

2 Daphne Vitali, an interview with Antonis Pittas on the occasion of his book Road to
Victory, Artpulse magazine No.30, Issue 8, 2018, p. 36.

3 Antonis Pittas, conversation with the editor.

pHovrepviauod e tov Theo van Doesburg amotelel TeAL-
K@ pLa ékBeom 1) omola EVOWHAT®VEL piat GAAT EkOe-
o1 HE T €PYQ TOV LOTOPLKOV HOVTEPVLOTI] KOAALTE-
XV1), EV® 1) GUVOALKT] EYKATAOTAOT) SLOAEYETAL TOGO
pe Ta vITOAOLTA €pya TNG GLAAOYNG Tov Movoeiov
Kol pe TNV eAAVIKT oToploypadia, 660 Kal e TO
LOTOPLKO KaL GUYYPOVO TOALTIKO TTAGLO TO oToto
OXOALGTEL Kol PEAETA pe KPLTIKY] patid. O Ilittag,
péoa amd pla SLadkacia CLOYETIOHWY, TTPOTELvEL
po 8éa avakvkAwong g Lotoplag, avadepope-
VoG Kuplwg oTnv adrynon kat tn xpovoypapia twv
TTOALTIKOKOLV@VIKWV KploEWV.

AKOpT, HaG TAPOTPUVEL VA TpOceYYioovpe
1 OY£0T QVAPESA OTO TTOALTLKO KL TO aLeONTIKO,
va avoapwTnOoUpe yLo Tn 001 TG TOALTLKNIG TEXVNG
ONHEPQ, VO EXVATKEPTOVHE SLOYPOVIKA LOTOPLKE, KOL-
V@VIKA KAt TTOALTIKG TTHOTE, VO GUAAOYLOTOUE TV
Kplon TV I8E0AOYIKGOV TRLTOTHTWY IOV YapaKTNpilet

T1) OTHEPLVT| ETTOYT], GAAG KOL TV UTTOGYECT] TOV LOVTEP-
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VIOHOD YLOL VOV KAAVTEPO KAL TTLO ST)LOKPATLKO KOGHLO.
Méoa oo To TapASetypa TG SHOVTIKIG QUTNG EpL-
080v, TV omolat 0 KOAMTEXVNG HEAETE GLUOTNHATIKA
KOL GUY VA TIPOGEYYLLEL KPLTIKA JLE TO £PYO TOV, HOG
VIEVOLPLTEL OTL 1) AVAYKT) VLo OAOKAN pWTLKT] GAAQ-
Y1}, HTTOpEL Va EYEL KATAGTPOPLKEG GUVETIELEG.

T1 OTLYHT| TTOV YPAPOVTUL QRUTEG OL YPAPHEG,
o€ Pl Moy axpaiag Snpaywylag pécw g onolag
1 akpode€Ld kepSilet é5adog otV Evpwrmn kat eve
1N Pwota exiva évav ampoPAento noAepo, To £pyo
tov ITitta pog avolyel éva Spopo ywa va guAloyt-
oTOVNE YOpw amd 6ca cupPaivovy orjpepa, aAAd
KOL yLo Vo eEETACOVE TG LITOPOVE VO TIPOCPE-
POVLE VEQ YVWOT] KOL OMTIKEG TNV LoTopia. ‘Onwg
€xeL LITOOTNPLEEL KL O KOAALTEY VTG,

«oto télog, 6ia elvar Yéua (Stomolyoys, puetdppa-
o¥6, nat EnavadLaTonwoys. Me ooveprdlet o tpd-
JI0G IOV TO VO HieS CUYUENPIUEVIIS HOPPIS
uUropel va addd et pLlind e tipv dpodo twv ypo-
VOV naL péoe o€ Stapopetind miaioway.?

IMwg pmopovpe va EavVaoKEPTOOPE TG MOATLKEG
ELPMVLIOTIKEG SLadnAwoelg mov mpaypatomow|on-
KoV Taykoopiowg 1181 anod ta péoa g dexaetiog
oV '60 (pe TV moALTIKY avauLEN TG APEPLKNG
oToV TTOAEPO TOV Bletvap) oe oyéon pe T éviovn
Blo xat Tig avatapayEg mov Snpovpyndnkayv pe ta
npocPpata kiviipata; ITolo Tav To GVAAOYLKO Opa-
pa Tov Mdim oV '68 KAl 7T0L0 QUTO TWV TPOGHATWV
StadnAwoewv; ITwg exppaletal n Siédbeon katay-
yeAlag KoL MWG OTEKOHACTE AMEVAVTL GTNV apdL-
6PN TNON TOV KATECTNHEVOV;

O KOAMTEY VNG eV CUUPETEYEL GTA YEYOVOTA
TIOV TIAPOVOLALEL WG AKTLPLOTNG, AAAG Spa G evep-
YOG TTapaTN PTG HETOVGLOVOVTAG T GKEPT) TOL O
éva épyo To omolo pag koAel v oToyaoTOVHE TA
{npata g emoy¢ pag. O ITittag epumAéket evep-
Y& Tov Bt e TOAAQTTAODG TPOTTOVG KL TOV KOAEL
Vo 6Tafel GLVELSNTA AMEVAVTL GTO £pYO TOV G€ pLa
LOTOPLKT) GTLYHT| IOV odeidovpe va EavaokepTodpe
TS avOpWMLOTIKEG pag afies wg Kowvmvia Kat g
ATopa. AM®OTE, OTIWE 0 810G ExeL avadepet,

«y Sovdewd pov emmapornotel Ty LoTople nat
Lotopinomotel To mopov».®

H Addvn BirdAn elvat Lotopticdg TéXvng kat
empeAntpla oto EOvikd Movoeio Zvyypo-
VNG TEXVNG.

1

Nepiodiké mou idpuoe o Theo van guUETO Y dvupo I.K. Bonset.

4 Teixn petagu lavouapiou 1922 kai lavouapiou 1924. To mpéTo TeUXOG EiXe TiTAO
Jjaune, geel, gelb, yellow, To eutepo blue, blauw, blau, blue, To TpiTo rouge, rood,
rot, red kai To TéTapTo white, blanc, wit, weiB. To mpdTo TeU)0g TapousialeTal Kai
oTnv ékBeon.

Adpvn BiTdAn, pia cuvévteu§n pe Tov Avravn Mitra pe agoppri To BiAio Tou Road to
Victory, mepiodiké Artpulse, Tx. 30, 7. 8, AexéppBpiog 2017, 0. 36.

Avrévng Mitrag, ougiTnon pe TRV empeAiTpia.
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KITPINO XHMA KINAYNOY!
O ANTONHZI IIITTAX XTOXAZETAI
TON MONTEPNIZMO XE KITPINO XPQOMA
Johan F. Hartle

A
MONTEPNIZMOZX ZE KITPINO

O HOVTEPVLIOHOG, CUPPWVA HE TOV OTTAO KL £YKUPO
oplopo tov Marshall Berman 670 Tp®TONOPO KAt
napadetypatikd épyo tov Al that is Solid Melts into
Air, elval 1) TOALTLGLKT] TPOCTIABELN TWV VEWTEPL-
KOV VITOKELLEV®V VO GUVSLAAAQYOVV E TIG GUVE-
TIELEG TNG HETAPAOTIC OTO VEWTEPLKO, €LTE [ BETIKO,
elte pe apvnTkd Tpomo (KoL GUYVE GE OLTOTILKEG 1)
VOOTOAYLKEG Aoy pwoeLS). Emopévwg, propodye va
KOTOVOT|GOVHE TOV EKGVYYPOVIGHO (G TN AELTOVp-

Y1 Stadikacio TOu OLKOVOULKOD KOl TEXVOAOYL-
KoV £§0pHOAOYLoNOD OV KAOLOTA TILO ATTOTEAEGHA-
TIKEG TLG AYOPEG, TNV KLVNTIKOTNTA, TNV TEXVOAoyia
Kat T Sedopéva, TApPOTL TIG TTEPLOGOTEPES POPES
autO oLpPaivel pe TIENHA TV KATAOTPOPT TWV
TapadooLaK@V HOpP@OV TNG KOLVOTNTAG, TWV TeAe-
TOVPYLKOV KAL TWV GUUTEPLPOPWV. Ze peydAo Babd-
1O TTPOTAYHA TOV POVTEPVIGHOV LTPEE 1) TPOOTIA-
Bsla va avantuyBolbv avaywylkés popdEg kat
GLOTIHATA YPWHATWYV KOL VA ATTOHOVWOOUV oL Kal-
pleg Aettovpyieg, oL omoleg adevog amnyovyv TN
YEVIKT] AOYLKT] TNG aaipeong oL elval eyyeypap-
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YELLOW ALERT!
ANTONIS PITTAS’S REFLECTIONS
ON YELLOW MODERNISM
Johan F. Hartle

A
YELLOW MODERNISM

Modernism, as per the simple and valid definition
of Marshall Berman’s trailblazing Al that is Solid
Melts into Air, is the cultural attempt of modern sub-
jects to come to terms with the effects of modernisa-
tion, either positively or negatively (and often with
utopian or nostalgic undertones). Modernisation,
then, can be understood, as the functional process
of economic and technological rationalisation that
makes markets, mobility, technology and data more

efficient, although more often than not, at the price
of the destruction of traditional forms of communi-
ty, rituals and conduct. A great part of the modern-
ist project has been the attempt to develop reduc-
tive forms and systems of colours and to isolate key
functions that, on the one hand, echo the general
logics of abstraction inscribed into the capital pro-
cess and the successive logics of technological
mediation and, on the other, to give anew order and
orientation in a successively complex world.

The metaphor of a solid melting into air,
that gave the title to Berman’s book, is a direct
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REVN oTNV KamTaALloTikY Stadikasia kal oTig ai-
AemtéAANAeg AOYLKEG TNG TEXVOAOYLKNG Slapeco-
AdPnong, xat adeTéPov Vo TPOGSWooLV pLa VEX
0pYAVWTLKY T&EN KAl TPOCAVATOALGHO GE €vav OAO
KaL TILOo GVVOETO KOGLO.

H petadopd Tov aTeEpe0 COUATOG TOV €0~
epwveTalL, 1 onola €8wae Tov TitAo TOL 6TO BLBAl0
Tov Berman, anoteAel avtovslo mapdOepa and Ty
ayyAwn petddppacn tov Mavipéatov tov Koppovve-
orimod Kopparog tov Karl Marx kat tov Friedrich
Engels, kot neptypddel T060 1 Snpovpyiky 66o
KaL TNV KATACTPOPLKT] SUVALKT) TOV KOTILTAALGTL-
KoV gkoLYYpovicpov. H petadopd avtr meptypd-
el eniong MWG pe TOV EKGLYYPOVLOUO ELGAYOVTAL
Stadopetikég oLVaPOPWOELS TWV CLVONKWV TOL
KOLV@VLKOL Piov, oL omoieg mePVOVV amd T OTEPEN
VAN 011 pevoTOTNTA 1) 0TV aépLa popdhr). O William
Turner, £vog artd TOUG TPWTOVG QUTOTTEG HAPTUPES
™G aVEAVOPEVNG KLVITIKOTNTOG KAl PeEYGAOG -
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quote of the English translation of Karl Marx’s and
Frederick Engels’ Communist Manifesto, describ-
ing both the creative and destructive dynamics of
capitalist modernisation. This metaphor also de-
scribes how modernisation introduces different
aggregate conditions of social life, from solid mat-
ter to liquidity, or gas. William Turner, one of the
early witnesses of increased mobility and one of
the great painters of steam and smoke, captured
this dynamic beautifully.

In his inquiries into the tradition of mod-
ernism, Antonis Pittas has dedicated some of his
recent work to the colour yellow, a colour the use
of which William Turner mastered like few in
works such as Flint Castle, 1838. The colour is, obvi-
ously, one of the ground colours and thus one of
the colours that the modernist artists collective De
Stijl, which originated in the Netherlands where
Antonis Pittas lives, has been working with. For
Pittas, Theo van Doesburg had been the starting
point of his inquiries into the colour yellow, specif-

YP&pOg TOV ATHOV KOL TWV KATTVWY, OMESWOE OPop-
$a autn ™ Suvapk.

ALEPEVLVWVTAG TN HOVTEPVLGTIKY Tap&Soon,
0 Avtwvng Ilittag éxel adlepwoel £va PHEPOG TOL
TPOGPATOL £PYOV TOV OTO KITPLVO, EVA XPWHA TOV
T0 Ypnolponoinoe pe ondvia Sefloteyvia o William
Turner. ITpokettal, Befaiwg, ya éva and ta fact-
K& XpWHOTO KL dpa Yo £Va ot TQ X PWHATA e T
ormola ePYAGTNKE 1] GCUVEPYATLKT] OMASA HOVTEPVL-
otwv kaAlteyvwv De Stijl, mov mpoépyetat amod
v OAAavSia, 6mov LeL 0 Avtwvng Iittag. Zopdo-
va pe tov IIitta, apetnpla g €peVVAg TOL Yl TO
kitpwvo ypwpa vmp&e o Theo van Doesburg xat
ovyKeKpLpéva Bactkod voBabpo oTddNKe 1) KATOL-
ki 6T0 Mevtov (Aevk, pe kOKKLVT), phe Kat KiTpt-
v mopta), kovtd oto IMapiot, Omov €pewve yua
KGToLo SLdoTnpa wg GLtAogevovpevog KAAALTEYVNG.
O Ilittag avakadel to £pyo Tov Doesburg ce kal-
pov¢ 1oL oL SpopoL KatakAviovTal amd StadnAw-

ically against the background of Van Doesburg’s
villa in Meudon near Paris (a white villa with red,
blue and yellow doors), where he spent some time
during a residency. Pittas summoned the work of
Van Doesburg in times, in which the streets had
turned into places of yellow protest. Recently, yel-
low became associated in France with the political
movement of the yellow vests, a populist move-
ment that originated as a protest against rising fuel
prices. Both (fuel-burning) fire and warning signs
are implied in its yellow symbolism, a dramatised
situation of social conflict under conditions of
heavy modernisation.

Ofthe three De Stijl colours, yellow is there-
fore the most complicated and abysmal. It is, as
suggested before, also the colour that is closest to
solid being turned into air: closest to fire, steam,
and gas. Red and blue have clear connotations that
include blood, dusk, and dawn (inspiring the sym-
bolism of the socialist revolution), but also of the
melancholic depth of the sky and the sea (famously
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oglg og Ypwpa Kitpwvo. T'atl to kitpivo cuvEEédnke
npoopata ot TaAAia pe TO TOALTIKO KIVNpa TV
Kitpivov I'iAékwy, éva AaikioTiko kivnpa mov §exi-
vnoe ¢ Stapaptupia evavtia oty avénon g
TUNG TOV KAUOIp®Y. O GUHBOALGPOG TOL KiTpLvov,
SPApPATONMOLOVTOG PO KATAGTAGT KOLVWVLKNG G-
YKpovong e cuvONKeg BapLlig EKGUYYXPOVLOTLKIG
Stadkaoiag, vodnAavel oo ™ Pt (o TA
KaOOLPa) 060 KaL Ta oTjpHata KvSvvou.

Amoé ta Tpila ypopata Tov De Stijl, Aownov,
70 xiTpLvo eival To mo 6OVOeTO, éxel TO MO A PVo-
oaléo BaBog. ‘Omwg LITOCTNPLYTNKE MAPATAVWY,
elvat eniong To Ypwpa MoV MPOceYYLlEL MEPLETO-
Tepo TNV e€aépwon ¢ oTepeng VANG: TO TANGLE-
OTEPO OTN PWTLE, OTOV ATHO Kol 6TO aépto. To
KOKKLVO KOl TO MmAe éxovv Eekabapeg ouVoNA®-
GELG, IOV TEPAQpPavoLY peTah GAAwYV To aipa,
70 SelAvo kat Ty avyr (epnvéovtag To GURPOAL-
OpO TNG COCLOALOTIKYG EMaVAoTaong), AAAE KaL TO

explored and copyrighted by Yves Klein—who also,
however, explored the colour yellow). The third of
the three De Stijl ground colours, yellow, seems to
be less clearly determined. Sometimes glaring and
shrill, sometimes telluric and earthbound, yellow
comes with associations of flames and the sun, of
infertile land, deserts and droughts, of toxic and
artificial substances, and then, closer to neon and
the reflective yellow of warning signals.

This dimension of warning, of traffic and
of signalling systems is inseparably connected with
the yellow of the early Dutch modernists. This
symbolism is quite clearly present in the 1940s
traffic paintings of De Stijl founder Piet Mondrian
(famously in his Broadway Boogie Woogie), that
allow us in retrospect to interpret much of Mon-
drian’s abstract formalism as being representa-
tions of city maps and traffic systems. Traffic as a
pre-condition for economic growth and of mobili-
ty in an ever-changing world is key to the ideology
of modernism: a system of movements to counter

peAayyoAkd BaBog Tov ovpavov kat TG OdAac-
oag (pe mo Stdonpn ™ Stepevvnon KAl TNV KATOo-
XVpwot| Tovg amnd tov Yves Klein, o onolog mévtwg
peAétnoe xat to kitpvo ypwpa). To xitpivo, Tpito
anod Ta Tpila xpowpata tov De Stijl, ¢palvetal va
etval To Atyotepo cadwg nmposSloplopévo. AANoTe
Aapmupifov kat Stamepaotiko, GANOTE YaLwSeg KoL
TIPOCYELWNIEVO, TO KI{TPpLVO guvodebeTal amd Toug
GUVELPROVG TNG PAOYAC KoL TOV 1)ALOV, TNG AYOVNg
NG, TNG €PTHOVL KaL TNG Enpaociag, TwV TOEIKWV kat
TEYVNTOV OVOLOY, Kal TéAog, 660 MANGLALEL TO
$Pwaopopilov kal avaKAAGTLKO KITPLVO, TWV ONHa-
TV KLV8vvou.

H Si&otaon ¢ mpoetdomnoinong, Tng oSikrg
KUKAOPOPLAG KAl TWV GUGTNUATWY CHATOSOTNONG
ovvSéetal afeSLdAvTa pe TO KITPLVO TWV TPWIHWV
OAAOVSWV HOVTEPVIOT®YV. O CUPBOAGHOC QUTOG €i-
vaL 0AopEveEpPX TAPWYV 6TOVG Tiivakeg 08LK1G KUKAO-
¢poplag g Sekaetiag Tov 1940 Tov Piet Mondrian,
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the static world of the past. For some hundred and
fifty years, such mobility coincides with combus-
tion, fuel and steam.

In fact, the Dutch modernists were at the
very centre of modernist debates on urbanism.
The key circle of 20th century urbanist modern-
ism, the Congrés Internationaux d’architecture
Moderne (CIAM), was co-founded by De Stijl me-
mber Gerrit Rietveld. The Athens Charter of CIAM,
written in 1933 was co-authored by De Stijl mem-
ber Charles van Eesteren. This document literally
paved the way for modernist urban design. Next to
housing, work, and leisure, traffic as a space for
combustion engines, was regarded in the Athens
Charter as one of the four pillars of the functional
city—a sufficiently reductionist understanding of
human life. The modernist project of urban design
sealed the ground for traffic and covered the soil to
make space for cars. All that was soil melted into
function. All that was under the soil began to melt
(or rather: to burn) into exhaust fumes.
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8putikod pédoug tov De Stijl (pe o mepidpnpo mapd-
Setypd Tovg To Broadway Boogie Woogie, 1942-1943).
OL mivakeg auTol pag emTpEnovy avadpopkd va
epunvevooVpE o peYGAo BadBpd Tov adalpeTikod
¢PpoppoAiopd Tov Mondrian wg AVATAPAGTAGELS IOV
avadEépovtal o YAPTeG TOAEWV KL 8 GLUOTHHATA
o8wkng xvkAodopiag. H kukAodopia wg mpodnode-
01 OLKOVOMLKNG QVATTTUENG KAl KLVNTIKOTNTAG o€
€vay SLopkwg HETABAAAOIEVO KOGHO GUVLOTA KAEL-
8t yLa tnv 18eohoyia Tov povtepviopov: éva oVOoTY-
po KIVOEWV IOV avTLTIBETAL 6TOV GTATIKO KOGHO
oV TTaPeABOVTOG. H KLV TIKOTNTA QUTH YL& EVRHL-
01 QLOVA TEPLTOV CUVTAVTITETAL PE TG HUNYOVES
KOG, TA KAVGLULO KOL TOV OTHO.

ETNV TpaypaTkoTnTa, ot OAAavSol povtep-
VIoTEG BPloKOVTAV GTO ETIKEVTPO TWV HOVTEPVLOTL-
KOV aVTLnapabécewv yLa Ty moAeodopikr) Oswpla.
O xopPiKog KOKAOG TOV £LKOGTOD QULOVA YLO TOV
TIOAEOSOHLKO HOVTEPVIOUO, Ta AleBvr] ZvvéSpla
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Such modernism emphasised the revolu-
tionary character of modernisation and left much
behind that was considered static, old-fashioned,
and traditional. With its reductionist approach to
the idea of function it also simplified and reduced
the possibilities of social life to a minimum. Ironi-
cally, the charter of Athens, despite its place of ori-
gin, made the polis disappear between functionali-
ty and privatisation. The social, the public had no
place in the functional city. No more than three
ground colours in the discourse of De Stijl, and no
more than four central main elements of urban
planning in the functionalist city.

B
YELLOW MODERNIZATION

Between the pavement and the sky, the colour yel-
low had outlined the two extremes of capitalist
modernisation already before the foundation of the
de Stijl movement: both promise and hell, happiness

Movtépvag Apyttektovikrg (Congrés Internatio-
naux d’Architecture Moderne, CIAM), cuviSp0fnke
ano6 tov Gerrit Rietveld, péAog tov De Stijl. H Xdp-
ta twv A9yvev Tov CIAM, mov cLVTaONKe TO 1933,
ovvunoyp&dnke amnd tov Charles van Eesteren,
eniong puéAog tov De Stijl. To keipevo avtd Siévol-
€& KUPLOAEKTIKE TO SPOUO YLA TOV HOVTEPVIGTIKO
aoTikO oyedlaopo. ITAGL oty katowkia, TtV &p-
yaoia kot v avapuyn, 1 o8ikr kvkAodopia wg
XWPOG YLO TIG UNYAVEG ECWTEPLKNG KAVONG, Bew-
pNénke ot Xdpra twv A9yvdv évag and Tovg Téo-
0EPLC TTUAWVEG HLAG AELTOVPYLKTG TTOATG, OTHLATO-
S0TWVTOG HLo APKETA AVAYWYLKY KATAVON O™ TNG
avOpwmnivng {wng. To HOVIEPVIOTIKO TPOTAYHX
Yyl ToV aoTikO oxeSlacpd oppayloe to €8adog
anodiSovtag to otV 08k KukAopopia Kol Ka-
Avpe To YWOpO, £TOL OOTE VA SNULOVPYNOEL YWPO
Kat@dAAnAo yla ta autokivnta. Kabeti ywpdtivo
€éMwoe kL e€aepwOnKe KAOWC PETATPENOTAV OE AgL-

and havoc. The first half of the twentieth century
has experienced atmospheric yellow in various
forms. In the Belgian town Ypres the sky turned
yellow on the 22nd of April in 1915 when the Ger-
man Army released the poison gas chlorine in the
air and introduced a new paradigm of warfare and
of industrialised killing. “The whole field is yel-
low!”, contemporary German writer Rudolf Bind-
ing, a war veteran at the Western front, noted.
Two years later (one month after the foun-
dation of De Stijl and just four months before the
October revolution, which will eventually help
bring the war to an end) the sky was again tinged
yellow with a new form of gas: mustard gas.
Although the history of industrial killing with gas
was a specifically German story (Zyklon B being
developed in the same laboratory as chlorine for
the First World War), other forces used poisonous
gas as well (e.g. the British, fighting the Soviets in
1919). The yellow stage of imperialism had begun.
The road to hell, they say, is paved with
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Tovpyla. ‘'OAa 6ca BplokovTay KATw and To YWHA
apyLoav va Alwvouy 1 pdAdov va katyovral, va
yivovtal kavoagpia.

AVTODU TOV €80VG O HOVTEPVLOPOG VTTOYPAL-
JLLOE TOV ETAVAGTATIKO YUPAKTIPA TOV EKGLYYPO-
VIopoV kat ddnoe miow Tov TOAAG oV BewprON-
KQV OTACLIa, Tapwynpéva Kat napadooiakd. Me
TNV QVOYWYLKT) TTIPOCEYYLOT] TOV GTNV &€ NG A&t~
Tovpylag amdonoinoce eniong TIg SuVATOTNTEG TOV
KOLV@VIKOD Biov xat TIg cuppikvwaoe 6To eAdyLoTO
Suvato. Kata elpwvela ¢ wotoplag, 7 Xdpra twv
AIyvev, mapd Tov TOMO KATAYWYNG TNG, o81ynoe
oty e§adavion G MOAewS PeTAED AELTOVPYLKO-
mrag kat WSuwtikonoinong. To kKowwvikd, To
Snpooo Sev eiyav Béon otn Aettovpyikn mOAT.
Tpla povov ypopata ywpovoav 6to Adyo tov De
Stijl, xat 8ev Nrav médvew and técospa Ta KOPLA
GTOLYELC TOV TTOAEOSOPLKOV GYESLAGHOV GTNV TTOAT|
TOV AELTOVPYLGHOD.

good intentions: the road to imperialist hell is
paved with yellow bricks. Since Lyndon Frank
Baum’s 1900 novel The Wonderful Wizard of Oz (the
script to the famous movie of the same title) the
yellow brick road has become allegorical. Here, it
introduces the path to the master, the Wizard of
Oz, who is expected to solve the protagonists press-
ing problems (the loss of home, the lack of courage,
aheart, and a brain). On their way, the four protag-
onists (Dorothy, the Lion, the Tin Man, and the
Scarecrow) solve tasks and overcome challenges
that eventually prove the master to be superfluous,
a merely imaginary horizon of omnipotence that
all of them were to find within themselves. Or, in
Calvinist terms (echoing the Spirit of Capitalism):
Help yourself then God (the Wizard) will help you,
or better yet, already will have helped you in a suf-
ficiently profane fashion.

Some have interpreted the yellow bricks as
gold bars. Clearly, the biographical path of the mil-
lionaire’s son Lyndon Frank Baum was paved with

B
EKEZYI'XPONIEMOZX ZE KITPINO

Avapeoa 610 TECOSPOLLO KL TOV OVPAVO, TO KITPL-
VO ypwpa yivetal to meplypappa Twv §Vo dKkpwv
TOV KQTTIITOALGTIKOD EKGUYXPOVIGHOD TIPLV OKOT|
8pvbel to kivnpa tov De Stijl: vooyeon KaL KO-
Aaomn ovvapa, evtvyia aAld kat 6AeBpog. To npw-
TO HLGO TOV ELKOGTOV ALWVA £L10E TO aTpHOchALpL-
k0 xiTpLvo o€ molkideg popdég. XTn Bedyikr] mOAN
Intp, 0 0VPAVAG €YLVE KITPLVOG OTLG 22 ATPLALOV TOV
1915, 6TAV 0 YEPHAVLKOG 0TPATOG ameAevOépwae TO
SnAnTpLwSeg aéplo YAwplo elodyovtag éva VEO
HOVTEAO TTOAEPKWYV ETILYELPT|OEWV KAL BLOPTYAVO-
Tompévng Bavdatwong. «OAdKANpo to medio eivat
xitpwvol» nmapatrpnoe évag Feppavog cuyypadéag
G enoym¢, o Rudolf Binding, Betepdvog tov Avti-
KoL Metwmov.
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gold. He himself suggested, in a newspaper essay,
a genocide of Native Americans would erase the
traces of historical guilt as too much suffering had
taken place on the flipside of wealth.

Despite the emancipatory and modernist
implications of The Wonderful Wizard of Oz that
eventually deconstruct the phantasy of the master,
the biographical background if its author (son of
an oil-drilling multi-millionaire) and the individu-
al beliefs therein, are part of our current predica-
ment: the genocidal god of self-help that structures
the capitalist regime of accumulation. The road to
hell is paved with good intentions as much as the
road to wealth and happiness is normally prepared
by previous stories of mass slaughter, expropria-
tion of land, and mass extinction. Karl Marx called
it primitive accumulation, the rough and violent
pre-history of supposedly contract-based and
peaceful market activities. In The Accumulation of
Capital, Rosa Luxemburg based her own theory of
imperialism on this concept, which, she believed,
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Avo ypovia apyotepa (éva priva petd v
i8pvon Tov De Stijl xat pOALg TEGoEPLS PIVES TIPLY
anod v Oktwpplavi Enavastaon, 1 onola TeAikd
0a ovvéBarde otn AEn TOL TOAEROV) O OVPAVOG
Eavapadtnre KiTpLvog pe pLa véa popdpn aepiov: Ta
aépla povotapdag. Ilaporo mov 1 otopia ¢ PLo-
UNXAVIKTG BavaTwong pe agpla vpEe cLUYKEKPL-
péva yeppavikn vitdbeon (to Zyklon B emtvorOnke
0TO (810 EPYAOGTIPLO LE TO YAWPLO TTOV YPT|GLHLOTIOL-
N0Onke otov Ipwto ITaykoopLo ITOAep0), kat GAAeG
Suvaypelg ypnotponoinoay SnAnmpLasdn aépla (yla
napadetypa, o Bpetavol oTig péryeg TOUG Pe TOUG
SoBLetikong To 1919). H kitpLvn péomn tou wpumepLa-
Alopov eiye Eexvnoet.

Aéve wG 0 SpOHOG TPOG TNV KOAaom elval
OTPWHEVOG pe KAAEG TpoBEaelg. O §popog mpog v
LUTIEPLAALOTIKT] KOAQOT] ELVOL OTPWHIEVOS He KiTpLva
ToUBAa. Ao TNV emoyT| Tov Lyman Frank Baum, ov
éypape tov Oauudato Miyo tov Of (to publotopnpa
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was fundamentally inscribed into the logics of cap-
ital accumulation and had to take place perma-
nently: Capitalism leads to war as it always has,
with violence and brutality, to colonise its exteri-
ors and guarantee constant growth. In a world
without any such outsides, the relevance of “crea-
tive destruction”, of the political and, if necessary
military construction of marketable exteriors,
became all the more important.

C
YELLOW NOSTALGIA

The individual pursuit of happiness, following the
yellow brick road, is a leading theme of our current
apocalyptic itinerary. It fails to be persuasive for a
number of reasons. Two of them appear in popular
music: In Elton John’s famous song Goodbye Yel-
low Brick Road, the idea of modernisation and the
individual pursuit of happiness are countered by
conservative nostalgia: “I should have stayed on

0TO 0MoL0 BAGLOTNKE TO GEVAPLO TNG SLACTUNG Op®-
Vupng Tawviag), o Spopog pe ta kitpva TovPAa amté-
KTnoe ahAnyopukég Staotdoelg. 1o BiLpAlo, amod exel
EEKLVAEL TO HOVOTIATL TTPOG TOV apEVTT, TOV MAYO TOL
O, IOV AVApEVETAL VO ADOEL TA TILEGTUKG TTPOPAT|HLa-
TO TWV TPWTAYOVIGTIKOV YapaKTpwV (Tnv anw-
AgLa TOL OTILTLOY, TNV EAAelT) Bdppoug, KapSLig Kat
pLaA0D). ZT0 SPOHO TOVG, OL TEGOEPLS TTPWTAYWVL-
otukol yapaxtrpeg, SnAasdn 1 Ntopodt, To Alovtdapt,
0 TevekeSévLog kat To ZKLAXTPO, GpEPVOVV G TEPQAC
SLapopeg amootodég kal Eemepvovv SuokoAieg ot
oToleg TEALKA QTOSELKVOOVV OTL 0 aPEVTNG NTaV
TEPLTTOG, AMAG £Vag GavTacLaKog opilovTag mavTo-
Svvapiag, TNV omola OAOL TOVG ETIPETIE VO AVOKOAD-
Pouv péca Tovg. 'H, yla va Xp1OLHOTOLGOVHE TOVG
KOABLVLOTIKOVG 6pOVG IOV amnyovV To ITvebpa Tov
KamtaAiopot: BéAe Ta Suvatd 6ov Kal T0Te 0 @edg
(o Méyog) 6a oe BonOrjoeL 1}, axopa keAvTepa, Oa oe
€xeL 181 Pon O oeL pe Evav HAAAOV EYKOGHLO TPOTTO.

the farm. I should have listened to my old man.” It
has become iconic for the failure of modernisation
to provide liveable dreams and a decent sense of
home (“You can't plant me in your penthouse. I'm
going back to my plough.” According to Elton John,
the experience of alienation, of ‘transcendental
homelessness’ as Georg Lukacs famously called it,
cannot be sublated by modernism. It does not lead
to a new home, it only amplifies the experience of
loss and alienation.

Eminem, in his own version of Yellow Brick
Road makes a similar comment, albeit more aggres-
sive, frustrated and less nostalgic: “We all have this
idea that we should move up a little bit form our
parents' station and each and each generation
should do alittle bit better.” He continues: “Alright,
come on, let's cut the bullshit.“ The delusive prom-
ise of eternal growth, from generation to genera-
tion is no longer persuasive. The paradigm of the
ever more is an ideology of successful forefathers
against which alternative identities and cultures
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Sopdpwva pe TNV eppNVELR OPLOPEVWY, TA
kitpwva TovPAa frav paBSol ypvcov. O Lyman
Frank Baum, ¢ YLOG EKATOUHVPLOVYOV, elye BEPata
UTTPOGTA TOL £vVa BLOYPaPLKO HOVOTIATL GTPWHEVO
e XpLO0. Ze Kelpevo Tov og pLa epnpepida, vtooTH-
pLEe 0 (510G TPOCWTTLKA OTL T YeVokTOVia TV I0aye-
VOV Apepikavov Ba €ofBnve ta {yvn TG LOTOPLKTG
€VOYNG, KOG NTav TOAD peydAn 1 o80v nov eiye
GLOOWPEVTEL 0TI OKOTELVY] OP1] TOV TAOVTOV.

TIapd TIG XELPAPETNTIKEG KAL HOVIEPVLOTL-
KEG TIPOEKTACELG TIOV QTTOPPEOVY TTO TOV Oauudato
Midyo rov OF, oL omtoieg TeAKG amoSopovV T avta-
olwon yla Tov adévtn, o Bloypadikd vitopabpo
oV ouyypadéa Tov (YLOG TOAVEKATOUHUPLOVYOV
TETPEAQUOTIAPAYWYOV) KAl OL TTPOCWIKEG TEMOL-
Bnoelg Tov anoteAoV GToLYElO TOV OTHEPLYOD pOg
ade€o68ov: Tov yevokTOVOL B0 NG auToBo1iBel-
ag, ToL Sopel TO GVOTNUA TNG KATUTAALGTIKTG GLO-
owpevong. O Spopog mpog TNV KOAaom elvat 6Tpw-

(for Eminem: the appropriation of the traditions of
street culture, rap music) have to be appropriated.

The third reason for the failure of the yellow
brick road, for the pursuit of happiness in the
capitalist imagination of entrepreneurial subjec-
tivity, has been repeatedly debunked ever since
the Enlightenment: Jean-Jacques Rousseau, in his
Contrat Social, famously differentiated between
the ‘volonté de tous’ (the sum total of individual
interests) and the ‘volonté générale’ (the collective
interest in a common good).

Under conditions of climate catastrophe,
the difference between the two could not be more
obvious: while every single person wants to keep
striving for convenience, wealth, and comfort (ﬂy,
drive, eat meat, and live a fancy life on the individ-
ual island of eternal squander) the 2022 IPCC
report leaves no doubt about the necessity of dras-
tic and immediate measures to save the possibility
of a liveable planet (none of which are even close
to being implemented). In fact, the sky is burn-

HEVOG pe KOAEG TTPOBETELS, OTIWG KaL 0 SPOHOG TTPOg
TOV TAOVTO KOL TNV EVTVY (O TTPOETOLHATETAL KAVOVL-
K@ TIPONYOUHEVWS Qo LoTopieg palikng opaymg,
OPETEPLOHOV YLDV KAl pafikhg e§0vTwong. O Karl
Marx To OVOOLE TPWTOYEVT) GLGCWPEVCT TAOVTOV,
Nrav 1 Bavavon kat Blaw mpoictopia Twv 6110ev
ELPNVIKQOV KAl GUPBOAALAK@V SPAGTNPLOTHTWV TNG
ayopdg. H Rosa Luxemburg otn Xvdowpevoy tov
Kepadaiov Baoioe T Bewpla TG yLo TOV LUTEPLAAL-
GpO o€ QUTNV AKPLB®S TNV L8EQ, TNV oTola Bewpov-
o¢ OepeMwS MG eYYEYPAPPEVT] GTT) AOYLKY) TG KATIL-
TOALOTLKI|G GUGOWPEVOTG KOL TILOTEVE OTL ETIPETIE VAL
ouvTedelTOL aévaa: O KATITAALOPNOG odnyel oTov
TOAENO, OTIWG €Kave aveékadev, pe TN Bla kot v
KTVSia, yla va amoLKLOTIoW|oeL TO e§WTEPLKO TOV
katva eyyvn0et ) Stapkn avantuln. Ze évav kOGO
10V Sev SLaBETEL TIMOTA EKTOG TOV KATILTAALGHOD, 1)
OKOTILHOTNTA TNG «SMHLOVPYLKNG KATAGTPOP1IC»,
NG KATAOKEVNG ERTOPEVCIHWY EEWTEPLKWYV HE TTO-
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ing and dyed yellow again—especially in Greece,
where massive forest fires have veiled the tradi-
tional landscapes of Athenian democracy under
yellow and grey skies. Further East, sand storms
increasingly haunt the major cities of Syria and
Iraq, while yellow deserts are spreading on various
continents. Many contemporary heralds of apo-
calypse are yellow. We are being warned that the
sense of collective interests is fading and we can
almost hear Rousseau yelling, “Yellow Alert!”

D
YELLOW FORMALISM

Reduction, aesthetic autonomy and the relative
depoliticisation that were the price to pay for these
classical principles of modernism, has begun to
seem outdated. For some decades, artistic develop-
ments have reacted to crises with the highest level
of alert. They have transformed artistic practice
into community building, therapy, local activism,
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ATk xat, av kpbel amapaitnto, He OTPATIWTIKA
HECQ ATTOKTE OKOHQ PEYOADTEPT) OTHAGL.

r
NOZTAATIA ZE KITPINO

H atopuikr| embiwén g evtuyiag, mov akolovbel
T0 Spopo pe Ta Kitprva TovPAa, amotedel kopudaia
OgpaTIKY] TNG OMHEPLVIG ATTOKAAVPLOKTG TTOpeLag
pog. T pla oelpd and Adyovg Sev neibel mia. Avo
and auTOVG GUVAVTIGHE OTNV HOVLGOLKY) TOT KOVA-
Tovpa: oto mepidpnpo TpayovSt tov Elton John
Goodbye Yellow Brick Road, 1 \8¢a Tov ekovyypo-
VIOPOU KAl TO OTOHLKO KULVNYL TNG evTuyiag av-
TIKPOVOVTAL QO TN CLVTNPNTLKY) VooTadyia: «I
should have stayed on the farm. I should have lis-
tened to my old man» («Emnpene va eiya peivel 6to
kTrjpa. ' Enpene va elyo akovoeL Tov y€po pou»). To
TpayoOSL auTo LI PEE EPPANUATLKO VLA TV ATTOTV-
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direct representations of marginalized cultures,
folklore, and the like. Much of this seems like an
attempt to save and restore the pre-modern. In a
progressively nervous world artists have pushed
the red button (Red Alert! Red alert!), turning art
into an island of morality, stepping out of the
destructive process of modernization.

Despite all obvious reasons for despair,
Antonis Pittas remains interested in art, in form,
colour, in institutional conditions, and thus, in
modernism’s legacy. He keeps producing formally
inspired works in artistic contexts that, upon sec-
ond viewing, turn into massively political, histori-
cally contaminated objects. Or, differently put, his
works address the political through art, indirectly.
In some way, it might appear as a shocking surprise
after an instant—a balancing act between politici-
sation and abstraction that has been cultivated
by artists like Wilhelm Sasnal, whose A-Bomb,
with its shades of white, brown, and bright sandy
yellow, and with the plastic relief of the canvas, pri-

Xl TOL €KOLYYPOVIGHOV Vva TPOcPpEpeL PLOTLpa
OVELPQ KaL TNV aiaOnon VoG a§LOMPENTOVE GTILTLKOV
(«You can’t plant me in your penthouse. I'm going
back to my plough», «Aev ylvetal va pe putépelg
0To petpé oov. Tupvaw Miow 6To AALTPL povY).
Sopdwva pe tov Elton John, o povtepviopog Sev
propel va avatpéset Ty epmnetpia g anofévwong,
TN «UTEPPATIKTG AoTEYLAGH OTNV EpiPpnun Pppdion
tov Georg Lukécs. O povtepviopog Sev odnyet oe
éva véo omitt, mapd povo peyedvvel v epnepia
TNG AMWAELAG KAL TNG ATTOEEVWOTG.

O Eminem oto Yellow Brick Road, tn 8w
Tov ex8oyn yla To Spopo pe ta kitpiva TovBAq,
OXOAL&TEL KATL TAPOHOLO, LOAOVOTL pE TTLO ETLOETL-
KO, TILO QTTOYONTEVHEVO KOL ALYOTEPO VOOTOAYLKO
Tpomo: «EYovpe OAOL TNV L8 QUTY], OTL TPETIEL VAL
Bpebolpe Alyo mo PnAd ar’ ) Béon TV yoviwv
pog xat kéBe emoOpevn yevid va ta katapépet Atyo
kaAOTepar. Kat ovveyiler: «Evtagel, éda Twpa, og

marily appears as a homage to Italian informal
painting (Manzoni, Fontana) or to works of the
Zero group (Piene, Mack) before revealing its his-
torical and political content.

The pictorial program of Antonis Pittas’s
project on yellow is well composed and recalls ele-
ments of action painting (drips and swatches) in a
simplified language. But the black swatches on
neon yellow also appear as acts of vandalism and
sabotage, with the paint bags thrown at represent-
ative facades by the ‘black bloc’ to interrupt the
systems of traffic (at least the traffic and fluidity of
symbols) that characterise the normal state of
affairs. With Antonis Pittas, the historical content
is never straightforward and relies on an active
viewer to reveal itself, its context, and history.

Despite the immediacy of its gesture—with
activist and activating references, colours of warn-
ing signals, collective gatherings, signs of vandal-
ism and the like—Antonis Pittas’s program is not
an easy program. It requires a reckoning with con-
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kopovpe TIg padakieg». H anatnin vnooyeon g
aLWVLaG avanTuEng, amd YeVLA o8 YeVLA, Sev meibet
mie. To mapdSetypa g akatdmavotng avénong
elval pLa 18eoAoyia TV EMTUXNHEVOV TTPOYOVHOV
O€ QVTUTOPAOEOT [LE TO OTTOLO TIPETIEL VA OLKELOTIOL-
N0el xavelg EVOANAKTIKEG TOVTOTNTEG KAl KOVATOV-
peg (otnv mepintwon tov Eminem avadépetat
GTNV OLKELOTO(NO TV TapadOcewV TNG KOVATOV-
pOG TOV SPOHOV, TNG HOVGLKNG PATT).

O tpitog Adyog mov amétuye 0 SpOHOG pe Ta
kitpva tovPAa, SnAadn to KLVNyL TG guTv)iag
OTNV KOTITOALOTIKY] dpavTacia TG emyelpnpatL-
K1|G LITOKELLEVIKOTNTAG, EYEL TAPOVOLACTEL TTOAAEG
$opég 1161 amd TNV emoy 1] TOL ALAPWTIGROV: O Jean-
Jacques Rousseau, ato Kowvwvins cvppodato, Stapo-
poroince pe mepidpnpo Tpomo M «BovANGT OAWV»
(to ovvoAKO GBpoLopA TWV ATOHKAOV GUHPEPO-
VIOV) amd TN «yeviky BovAneon» (to cvAAoywkd
OUPPEPOV YLa TO KOLVO KOAD).

tent, context, and history. It does not allow for easy
solutions and does not present art as the saviour
from the catastrophe of civilisation. In the end, it is
an indirect artistic reflection of our contemporary
misery: a yellow alert.

Johan F. Hartle is Dean of the Academy of
Fine Arts Vienna. He has also taught philos-
ophy and art studies at the University of
Amsterdam, the Karlsruhe University of Arts
and Design and the China Academy of Arts.

€ oLVONKEG KALLATIKIG KATAoTpOoP1ig, etval
nacLpavrg 1 Stapopd avépeoa oe LT Ta §VO: EVO
K&Oe pepovwpévo dtopo BéAel va e€akolovOrioet
va maoyifel yla Ty €ukoAia, TOV TAOVUTO Kat TNV
&veon) Tov (va TETAEL Pe TO aepOmAGvo, va o8nyel, va
TPWEL KPEAG KAl VO KAVEL KOGUIKY {wT] GTO QTOHLKO
not ¢ alwviag onatdAng), 1 £kbeon ¢ Atakv-
Bepvntikng Emtpontq yia Tv AAAayn} tov KAipa-
TOG YL TO 710G 2022 Sev adrvel kapia appiBoria
OXETIKA HE TNV avaykaldTnTa va Angboldv dpeca
Kol SpaoTiKG HETPA TTPOKELHEVOL VO SlacwOel 1)
Suvatdtnra evog Buwotpov mAaviy (kavéva Tovg
Sev éyel ptdoel va epappOCTEL OTO TOPANLKPO).
ZTNV TPAYHATIKOTNTA, 0 0VPaVOS PAEYETAL KOL EYEL
Badtel maAL xitpvog, 8iwg otnv EAAGSa, Omov
TePAOTLEG SACLKEG TUPKAYLEG KGAVPAY caV TEMAO
Ta tapadooLakd Tonia Tng abnvaikng Snpokpatiag
KAT® amd TOV YKPL{OKITPLVO ovpavo. AKOpA TTLO
avaToAlkd, aupOBVEAAEG GTOLYELWVOLV OAOEVH
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KITPINO HMA KINAYNOY! O ANTONHZX ITITTAY STOXAZETAI TON MONTEPNIXMO ZE KITPINO XPOMA

OLYVOTEPQ TIG HEYQADTEPEG TTOAELS TNG SLplag Kol
Tov IpdK, EV® OL KITPLVEG EPNHOL ATAWVOVTAL OE
SLépopeg nretpovg. IToAAot cvyypovoL ayyeAtopopol
™G atoKGAVYPNG elvat kitprvol. Mag éyovv mpoetSo-
TIOW|0EL OTL 1) aloONOT TWV GLANOYIK®WV CUHPEPO-
VIWV §eBWPLATEL KL UTTOPOVLE GYESOV VO KOVGOUVE
Tov Rousseau va ¢pwvaiel «Kitpivo orjpa kvShvou!».

A
OOPMAAIZMOZ XE KITPINO

H avaywyr, 1 alednTik} cuTovopia KoL 1) OYXETIKT
QIOTOALTIKOTIOIN O, ToOv LI PEAY TO TIUMMA TO
oroto emPANONKe amd TIG KAQOIKEG QAPYEG TOV HO-
VTEPVLGHOD, £XOVV apXLoEL VO HOLETOVV TTOPWYTHE-
veg. T pepikég Sexaetieg ol kaAATeVIKEG e€eAi-
el avtédpacav ot Kpioelg pe to vVPNAOTEPO
enineSo emaypvvnong. MeTaoynpaTIoAV TNV KaA-
ALTEYVIKT] TIPOKTLKY] O€ OLKOSOUNGT KOLVOTHTWY,
Oepameia, TOMKO OKTLBLONO, GE TPOTOVE VO CLVOTTQL-
PLOTAVOVTAL GHECH OL TEPLOWPLOTIOLNHEVEG KOVA-
TOVPEG, 0 AIKOG TIOALTIOHOG KL TQ TTOPOMOLA. Z€
HEYGAO TOVG HEPOG QUTE HOLALOVV pE TTPOOTIGOELL
va 6wbel kal va anokatacTadel To MPOVEWTEPLKO.
Ze £Vav KOGHO TTOV Y WVLE TTPOo0SeVTLKE OAOEVQ KAl
TEPLGGOTEPO, OL KAAALTEXVEG TTATNOAV TO KOKKLVO
kxovpni (Kokkwvo onpa kwvdbvov! Kokkwvo onpa
Kw8Ovou!) petatpémovtag Vv téyvn oe vnoida
160vG, AMOYWPWVTAS A TNV KATACTPOPLKT] SLadL-
KOGLo TOV EKGUYYPOVLIGHOD.

Iapd Ti¢ mpodavelg outieg ameAmoiog, o
Avtwvng Ilittag Statnpet To evSladépov Tov yua Ty
TEXVY, TN POpUA, TO XPWHA, VLo TLG BECULKEG CLV-
O1KEG KaL EMOPEVWG YLA TNV KAT|POVOULE TOV HOVTEP-
viopov. E€akoAovbel va Snpiovpyet e KaAATEX VLKA
OUULPPATOLEVX EPYQ TTOV EUTTIVEOVTOL OO T1) POPULQ, TO
orola, pe TN Se0TEPN PATLE, PETATPEMOVTAL OE TEPQ-
OTLOL TTOMLTLKG QVTIKELHEVE, TTOV ETMLOAVVOVTOL OO
™V otopio. 'H, ywa va to Bécovpe Stadopetind, ta
£pya TOL B£TOVV TO TTOALTLKO HEGW TNG TEXVNG, ELMLE-
oa. Katd k&molov Tpomo, (6we PeTd ammd £va AeTTTO Vo
HOG COKGPOLYV Kal VO Hag atdpVISLA{oUV—Lo0ppoT®-
vtag peTagh moALtikonoinong kat adpaipeong Onwg
™V KeAALEpynoav koAAitéyveg oav tov Wilhelm
Sasnal, o onoiog pe Vv 4-Bomb (2003), e TIG OKLEG
TOU AEUKOU, TOL KaE KOL TOU AQUTEPOV QPPWOEOVG
kitprvov, e To yAuntiko avéyAvdo tov kapfd, dai-
VETAL OPYLKE VO artoTivel GpOpo TLHNG OTNV LTOALKT
apopdwn {wypadkn) (Manzoni, Fontana) 1) o€ épya
g opdSag Zero (Piene, Mack), pLv arokaAvpOet

TO LOTOPLKO KAL TO TTOALTLKO TOVG TEPLEYOLEVO.

To {wypadukd mpodTaypa TG GVAANPNG TOL
Avtovn IIitta yla to KITpvo Ypwpa £xeL Kot oOv-
Beom koL OupLel oTolyela TG Jwypadikng Spdong
(oTéeg koL AwpiSeg) pe Eva amhonopévo tSlwpa.

Ot pavpeg Awpideg, OpwG, T&vw 6T0 Gwapo-
ptlov kitpvo xpwpa paivovtal eniong wg mpagetg
BavSaAiopot xat SoAopBopdg, pe TG CaKOVAES
ptoyLég mov piyvet o «black bloc» mévw oTig po-
GOPELG AVTUTPOCWTEVTIKWY KTLPIwV yla va SLako-
Pet Ta ouoThpata 08ikng kKukAodopiag (TovAdyt-
otov TNV KukAodopia kal Tn pevoTOTNTA TWV
oVPBOAWYV) TTOL XapaKTNPilovV TN cLVHON KATA-
0TAOoT TIPAYHATWV. Me Tov Avtwvn Ilitta, To 1oTo-
PLKO TIEPLEXOREVO SeV SLATUTTWVETAL TTOTE €VOEWC
Kat 1 anokGAvr| tov, padl pe ta cupppalopeva
KaL TNV otopia Tov, anattel évav evepyo Beat).

Iapd TNV aQpecOTNTA TNG XELPOVOPLNG TOV
—He avapopég 6TOV AKTLBLOHO KL 6TV KLVNTOTTOL-
101), 6T YPWHATA TWV TTPOELSOMOLNTLKWYV ONHATWV
Kwd0Ovov, oTIg ovAAOYKEG ovvabpoloelg, ot
onpeta BavSaAlopol Kol Ta mTapopoLa—1) TPOTACT|
Tov Avtovn Ilitta Sev eivat eOkoAn. Amatel pa
QVAUETPTOT| HE TO TIEPLEXOUEVO, TQ CLUUPPATOUEVT
KaL TNV otopia. Aev eyKATOAELTEL TV EMKPATELY
NG TEYVNG Yl VO KaTadOYeL o€ VKOAEG AVOELG,
0UTE MAPOVGLATEL TNV TEYVN WG AVTPWTH and TNV
kataotpodr] Tov MOALTIopoV. TeAwkd, elval évag
€UHECOG OTOYAOHOG Yo TN SvoTuyia TWV KalpwV
pag: éva kitpvo ofjpa Ktvsvvou.

O Johan F. Hartle eivatr Koopfjtopag/IIp0-
Tavng ¢ Axadnpiag Kadwv Teyvaov tng
Biévvng.'Exet eniong 818&Eet prhocodia kat
kaAég téyveg oto Apotepvtap (University
of Amsterdam), otnv KapAopotn (Karlsru-
he University of Arts and Design), kat oTnv
Axadnpia Teyvaov g Kivag (China Acade-
my of Arts).

Metappaon and ta ayyAKa:
ITeAayio MapkéTov

YELLOW ALERT! ANTONIS PITTAS’S REFLECTIONS ON YELLOW MODERNISM
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ITponyovupevT Kat Tpéyovoa oeAida:

ITapiot, 2019. Pwrtoypadio: Avtwvng Ilittag
Previous and current pages:

Paris, 2019. Photograph by: Antonis Pittas
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IMapiot, 2019. Pwtoypadia: Avtwvng Iittag
Paris, 2019. Photograph by: Antonis Pittas
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Iapiot, 2019. Pwrtoypadio: Avtovng ITittag

Paris, 2019. Photograph by: Antonis Pittas
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Tpéyovoa, emdpevn Kat pebemodpevn oedida:

Theo van Doesburg

Zrovdy ya Ty Ave-Zovdeony VI, 1925

Evyevikr napaywpnon tov Centraal Museum, o€ SQvelopo
a6 v National Art Collection Tng OAAavSiag, oe Savelopo
amo6 v Cultural Heritage Agency

Current, next and subsequent page:

Theo van Doesburg

Study for Contra-Composition VI, 1925

Centraal Museum on loan from the National Art Collection
of the Netherlands on loan from the Cultural Heritage Agency
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Theo van Doesburg

Znovéij ya tiyv Avri-Zoveoy VI, 1925

Evyevikn napaywpnon tov Centraal Museum, o€ Savelopo
ano6 v National Art Collection tn¢ OAAavSiag, o€ Savelopod
amno v Cultural Heritage Agency

Theo van Doesburg

Study for Contra-Composition VI, 1925

Centraal Museum on loan from the National Art Collection
of the Netherlands on loan from the Cultural Heritage Agency
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IIponyovpevn Kot Tpéyovoa oeAida:

Aoy and TV eyKATdoTOo jaune, geel, gelb, yellow.

Ipd&ei poveepviouov pe tov Aveayvy Iitra nat tov Theo van Doesburg,
Movoeio Centraal, Ovtpéyt, 2021. Pwtoypadio: Gert Jan van Rooij

Previous and current pages:

Antonis Pittas, jaune, geel, gelb, yellow.

Acts of Modernism with Theo van Doesburg installation view,

Centraal Museum, Utrecht, 2021. Photograph by: Gert Jan van Rooij
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Theo van Doesburg

A¢loa ywa v Kleine Dada Soirée

[Munpyj veaveaiorou) Bpadid], 1922,

Evyevikn napaywpnon tov Centraal Museum, o€ Savelopo
ano6 tnv National Art Collection tng OAavsiag, o€ Savelopod
and v Cultural Heritage Agency

Theo van Doesburg

Poster for Kleine Dada Soiree, 1922,

Centraal Museum on loan from the National Art Collection
of the Netherlands on loan from the Cultural Heritage Agency
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Enopevn oeliSa:
IMapepBdoetg Tov Avtwvn Ilitta oe 6eAibeg Tov meplodikov Mecano

Next page:
Intervnetions by Antonis Pittas on Mecano magazine pages
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Theo van Doesburg

Movioypauue gyebaouévo yia tov Antony Kok, 1919

Evyevixr napaywpnon tov Centraal Museum, 6€ SQVeLGHO
and v National Art Collection tng OAav8iag, oe Savelopo
an6 v Cultural Heritage Agency

Theo van Doesburg

Design monogram for Antony Kok, 1919

Centraal Museum on loan from the National Art Collection
of the Netherlands on loan from the Cultural Heritage Agency

Theo van Doesburg

Movoypayye ye tov J. J. Dee, T.1919

Evyevikn napaywpnon tov Centraal Museum, o€ Savelopo
ano6 tnv National Art Collection tng OAAavsiag, e Savelopod
and v Cultural Heritage Agency

Theo van Doesburg

Monogram for J.]. Dee, ca.1919

Centraal Museum on loan from the National Art Collection
of the Netherlands on loan from the Cultural Heritage Agency
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Amo) artod TNV EYKATAOTACY jaune, geel, gelb, yellow.
Tpac&es poveepviauod ue tov Avrwvy Iitra naw tov Theo van Doesburg,
EMET, A61jva, 2022. Pwtoypadia: Studio Vaharidis

Antonis Pittas, jaune, geel, gelb, yellow.
Acts of Modernism with Theo van Doesburg installation view,
EMZXT, Athens, 2022. Photograph by: Studio Vaharidis




Owia Van Doesburg, 2019. ®wtoypadia: Avtwvng ITittag Owcia Van Doesburg, 2019. wtoypadia: Avtovng ITitTag
Van Doesburg House, 2019. Photograph by: Antonis Pittas Van Doesburg House, 2019. Photograph by: Antonis Pittas
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ITponyovpevn oeAida:
Owia Van Doesburg, 2019. ®wtoypadia: Avtovng Ilittag

Previous page:
Van Doesburg House, 2019. Photograph by: Antonis Pittas

Anon and MV eykatdoTao jaune, geel, gelb, yellow.
Ipd&eis poveepviauov pe tov Aveavy Iitra nat tov Theo van Doesburg,
Movaceio Centraal, Ovtpéyt, 2021 Pwtoypadia: Gert Jan van Rooij

Antonis Pittas, jaune, geel, gelb, yellow.
Acts of Modernism with Theo van Doesburg installation view,
Centraal Museum, Utrecht, 2021. Photograph by: Gert Jan van Rooij
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Theo van Doesburg

=xé810 e€wpOAov yia TV €x8oon Klei [ITyid¢], 1920
Evyevikn napaywpnon tov Centraal Museum, o€ 8avelopo
amo6 v National Art Collection Tng OAavdiag, oe Savelopo
and v Cultural Heritage Agency

Theo van Doesburg

Cover design for Klei [Clay], 1920

Centraal Museum on loan from the National Art Collection
of the Netherlands on loan from the Cultural Heritage Agency

Amopn amod TV eykatdoTaon jaune, geel, gelb, yellow.
Ipd&eis poveepviouov pe tov Aveavy Iitra nat tov Theo van Doesburg,
Movoeio Centraal, Ovtpéyn, 2021 wtoypadia: Gert Jan van Rooij

Antonis Pittas, jaune, geel, gelb, yellow.
Acts of Modernism with Theo van Doesburg installation view,
Centraal Museum, Utrecht, 2021. Photograph by: Gert Jan van Rooij
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IIponyovpevn ceAida:

Anoym and TV eykataotaon jaune, geel, gelb, yellow.

Ipdéetg povrepviauod e tov Aveavy Iitre nat rov Theo van Doesburg,
EMET, A61jva, 2022

Previous page:

Antonis Pittas, jaune, geel, gelb, yellow.

Acts of Modernism with Theo van Doesburg installation view,
EMZXT, Athens, 2022

Theo van Doesburg

E€w¢uAdo yia to BLpAio De theorie van bet syndicalisme

[H Jewple tov ovvSinadiouod] g Clara Wichmann, 1920
Evyevikn napaywpnon tov Centraal Museum, o€ Savelopo
a6 v National Art Collection tTng OAavsiag, oe Savelopo
ano6 v Cultural Heritage Agency

Theo van Doesburg

Book Cover for De theorie van bet syndicalisme

[The Theory of Syndicalism] by Clara Wichmann, 1920
Centraal Museum on loan from the National Art Collection
of the Netherlands on loan from the Cultural Heritage Agency

_&"“nr e B ALLESTUKKEWAE:
m“anun r-.- l I l .-.ll— e
3D AAN DE MODER-

DBLAD GEWI. Haas
HokeesWenbs n:luummnvmm KULTUUR 732 ¢
Ao inyaTaATic, REDACTIE: THEO VAN DOESBURG. Sixcus menars

SE JAARGAWG.  JULI NEGENTIENHONDERDTWINTIO NUMMER .

Theo van Doesburg

Tunoypadia yia to De Stijl, étn 1-3 (1917-1920), 1917
Evyevikr napaywpnon tov Centraal Museum, o€ Savelopo
amo6 v National Art Collection tTng OAavdiag, oe Savelopd
amno v Cultural Heritage Agency

Theo van Doesburg

Typography for De Stijl, volumes 1-3 (1917-1920), 1917
Centraal Museum on loan from the National Art Collection
of the Netherlands on loan from the Cultural Heritage Agency
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IIponyovpevn ceida:

Theo van Doesburg

ZxeSLaopog eEwpuAdov yia v ékSoon

Grundbegriffe der neuen gestaltenden Kunst

[Baotkég €VVoLeg TOV VEOTIAQGTIKLOHOV], 1924

Evyevikr napaywpnon tov Centraal Museum, o€ Savelopod
amnd v National Art Collection tg OAAavSiag, o Savelopod
ano6 v Cultural Heritage Agency

Previous page:

Theo van Doesburg

Design cover for Grundbegriffe der neuen gestaltenden Kunst, 1924
Centraal Museum on loan from the National Art Collection

of the Netherlands on loan from the Cultural Heritage Agency

Theo van Doesburg

Zx€810 KALGE Yo TN ZOVIEay ypapupuv nat ypupuaciney IepLoyay, m.1930
Evyevikr mapaywpnon tov Centraal Museum, o€ Savelopod

ano6 tnv National Art Collection g OAAavSiag, o€ Savelouo

and v Cultural Heritage Agency

Theo van Doesburg

Design for a clich€é for Composition of lines and areas of colour, ca.1930
Centraal Museum on loan from the National Art Collection

of the Netherlands on loan from the Cultural Heritage Agency
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Amnoym and Ty eykatdotaon jaune, geel, gelb, yellow.
Ipd&eis poveepviauodv pe tov Aveavy Iitra nat tov Theo van Doesburg,
Movaceio Centraal, Ovtpéy ), 2021. Pwtoypadia: Gert Jan van Rooij

Antonis Pittas, jaune, geel, gelb, yellow.
Acts of Modernism with Theo van Doesburg installation view,
Centraal Museum, Utrecht, 2021. Photograph by: Gert Jan van Rooij
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Theo van Doesburg

Aptuyriny ovv9eoy, 1929-1930

Evyevikr mapaywpnon tov Centraal Museum, o€ Savelopod
ano6 tnv National Art Collection tng OAAavSiag, o€ Savelouo
ano6 v Cultural Heritage Agency

Theo van Doesburg

Arithmetic composition, 1929—-1930

Centraal Museum on loan from the National Art Collection
of the Netherlands on loan from the Cultural Heritage Agency
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Amnoyn and Tty eykatdotaon jaune, geel, gelb, yellow.
Ipd&eis poveepviauod pe tov Aveavy Iitre nat tov Theo van Doesburg,
EMET, Ab1jva, 2022. Pwtoypadia: Studio Vaharidis

Antonis Pittas, jaune, geel, gelb, yellow.
Acts of Modernism with Theo van Doesburg installation view,
EMZXT, Athens, 2022. Photograph by: Studio Vaharidis
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Anoyn) arnd TV eyKaTaoTaO) jaune, geel, gelb, yellow.
Ipd&eis poveepviauod pe tov Aveavy Iitra nat tov Theo van Doesburg,
EMET, Ab1jva, 2022. Pwtoypadia: Studio Vaharidis

Antonis Pittas, jaune, geel, gelb, yellow.
Acts of Modernism with Theo van Doesburg installation view,
EMZXT, Athens, 2022. Photograph by: Studio Vaharidis
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Anoyn) arnd TV eyKaTaoTaO) jaune, geel, gelb, yellow.
Ipd&ei poveepviauod pe tov Avravy Iitre nat tov Theo van Doesburg,
EMET, Ab1jva, 2022. Pwtoypadia: Studio Vaharidis

Antonis Pittas, jaune, geel, gelb, yellow.
Acts of Modernism with Theo van Doesburg installation view,
EMZXT, Athens, 2022. Photograph by: Studio Vaharidis




Amo) amtod TNV eYKATAOTACY jaune, geel, gelb, yellow.
IIpdéets povrepviauod ue tov Avewvy Iitra naw tov Theo van Doesburg,
EMET, Ab1jva, 2022. Pwtoypadia: Studio Vaharidis

Antonis Pittas, jaune, geel, gelb, yellow.
Acts of Modernism with Theo van Doesburg installation view,
EMZXT, Athens, 2022. Photograph by: Studio Vaharidis
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Amo) amtod TNV eYKATAOTACY jaune, geel, gelb, yellow.
IIpdéets povrepviauod ue tov Avewvy Iitra naw tov Theo van Doesburg,
EMET, Ab1jva, 2022. Pwtoypadia: Studio Vaharidis

Antonis Pittas, jaune, geel, gelb, yellow.
Acts of Modernism with Theo van Doesburg installation view,
EMZXT, Athens, 2022. Photograph by: Studio Vaharidis
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Anoyn) arnd TV eyKaTaoTaO) jaune, geel, gelb, yellow.
Ipd&ei poveepviauod pe tov Avravy Iitre nat tov Theo van Doesburg,
EMET, Ab1jva, 2022. Pwtoypadia: Studio Vaharidis

Antonis Pittas, jaune, geel, gelb, yellow.
Acts of Modernism with Theo van Doesburg installation view,
EMZXT, Athens, 2022. Photograph by: Studio Vaharidis




BIOTPA®IKO TOY KAAAITEXNH

ANTONHZX ITITTAX

O Avtwvng ITittag yevvrOnke to 1973 otV Abnva,
eVW (el KOl EPYALETOL 6TO APOTEPVTAN. ZTOVSACE
otV Avetdtn ZyxoAn Kodwv Texvov g Arvag,
oto Ivotitovto It ZPapt tov PotepvTap kat 6To
IVoTITOUTO ZAVTHTEPYK TOV APCTEPVTA. ZTpEPQ,
elvat enitipog epevvnTig Tov THHHATOS AVOpwTL-
OTIKWV Emovdwv tov Iaveniotnpiov Tov Apotep-
vTap, 6mov Sie€dyel épguva kat TaPAYEL €pYO yla
™ Oepatiky «AvakvkAovovtag v Iotopia (ex-
GLYYPOVILOVTOG TNV LOTOPLa/LGTOPLKOTIOLWVTAG TO
ovyypovo)». O Ilittag 818&oket 6T Baotikn Aka-
Snpia Téxvng g Xa&yng. Q¢ kaAALTéY VNG, Snpov-
pYEL KUPLWG EYKATACTAGELS GTOV XWPO, EVALcONTES
GTO GUYKELPEVO TOVG, OL oTtoleg SLatnpovv oToLyela
Qo TNV ApYLTEKTOVIKT], He avadopég 6TV LoTopla
TNG TEYVNG, TNV ETLTEAEGTLKT) TOUG LSLOTNTA KL TNV
KOLV@VLKT] TOUG SUVOLKT).

ARTIST’S BIOGRAPHY
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ANTONIS PITTAS

Antonis Pittas was born in 1973 in Athens and lives
and works in Amsterdam. He studied at the Athens
School of fine Arts, the Piet Zwart Institute in Rot-
terdam and the Sandberg Institute in Amsterdam.
Currently, he is an honorary fellow of the Faculty
of Humanities, University of Amsterdam, where he
is researching and producing work under the
rubric Recycling History (contemporizing history/his-
toricising the contemporary). Pittas holds a tutor
position at the Royal Academy of Art in the Hague.
As an artist, he mainly creates context-sensitive
spatial installations, which are informed by archi-
tecture, art-historical references, the performative
aspects of installation art and its social dynamics.
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AIZTA EPTQN

Avtovng ITittog

Jaune, geel, gelb, yellow

IIpdéets povrepviauod ue tov Aveovy IHitra
nat tov Theo van Doesburg, 2021
TIpLOPATIKO QVAKAQGTIKO GUAAO,
alovpivio, petagotunieg, Stapopa
épya tov Theo van Doesburg

H eykatdotaon anoteAeital and
TO TApAKATe épya:

Avtovng ITittog
ACT, 2021
IIplopatikd avakAaoTiko GpUANO, ahoVpLVLO

Avtovng ITittog

Zuyvij, 2021

Metafotumia, TPLOHATIKO QVAKAAGTIKO
¢$VAAO, adovpivio

Avtovng Iittag

Bljuara, 2021

Animation péow NAEKTPOVIKOD LITOAOYLOTY),
16:9, I'13”, og AovTa

Avtovng ITittog

TIpacets eAdvinod uoveepviauov, 2022
Extunooelg anod ¢pwvoypadnpéva BLpAia,
TIEPLOSIKA KL APYELOKO VALKO YL TNV Tiepiodo
1900—1935 TOV EAANVLKOV HOVTEPVLOHOD
"Epgvva Kol emipédela apyelov:

Advn BirdAn, Avvo MdaAapa, Tiva ITavén

KoL pe T ouvepyaocia g MatiAvt ZxvAoyl&vvn

Avtovng ITittog

Sxnviy, 2022

MeTa€oTuria, TPLOPATIKO AVAKAQOCTLKO
$VAAO, adovpivio

Evyevixr mapayopnon Tou KaAALTéyvn
kat g ykoAept Annet Gelink.

‘Epya tov Theo Van Doesburg:

Evyevixr napaywpnon tov Centraal Museum,
og Savelopo and v National Art Collection
¢ OAAavSiag, oe Savelopod and v Cultural
Heritage Agency.

THEO VAN DOESBURG
Zmoudij yia Tnv Avti-
Zuvleon VI, 1925
Ziviki) peAdvn kai
HoAUBI o€ Bla@avég
Xapri

Centraal Museum
(inv. n. AB4877)

THEO VAN DOESBURG
Zmoudij yia Tnv Avri-
Zuv@son VI, 1925
Ziviki pehdvn kai
HOAUBI o€ Blagavég
Xapti

Centraal Museum
(inv. n. AB4876)

THEO VAN DOESBURG
Zmoudij yia Tnv Avri-
Zuveeon VI, 1925
Zivikij peAdvn kai
HOAUBI oe Blagavég
Xapti

Centraal Museum
(inv. n. AB4875)

THEO VAN DOESBURG
Zmoudij yia Tnv Avri-
ZuvBeon VI, 1925
Zivikij peAd@vn kai

THEO VAN DOESBURG
E€d@ullo yia To BiAio
De theorie van het
syndicalisme [H 8cwpia
Tou guvdikaAigpou] Tng
Clara Wichmann, petd
Tig 26 AuyoUoTou 1920
‘EvTumo uhiké

Centraal Museum

(inv. n. AB4979)

THEO VAN DOESBURG
Tumoypagia yia To De
Stijl, érn 1-3 (1917-1920)
EmioToAéxapTo (pikpr
Kkai peydAn exdoxn),
Mmhok amodeifewy,
emoToAéXapTo, KapT
mooTaA, emayyeApaTiki
Kképra, dnpocioypa@iki
TauTéTNTA, TAXUdpPOIKS
mepITOMIypa, Pdkehog, 1917
‘EvTumo uhiké

Centraal Museum

(inv. n. AB4942)

THEO VAN DOESBURG
Zxediaopég eEOQUA-
Aou yia Tnv ékdoon
Grundbegriffe der neuen
gestaltenden Kunst
[Baaikég évvoieg Tou

HOAUBI o€ Bla@avég
Xapri

Centraal Museum
(inv. n. AB4878)

THEO VAN DOESBURG
Agioa yia Tnv Kleine
Dada Soirée [Mikprj
vravraioTikij Bpadid],
1922

‘Evrumo uhiké (pavpn
ekTOTWQON)

Centraal Museum
(inv. n. AB4994)

THEO VAN DOESBURG
Movéypappa oxediaopévo
yia Tov Antony Kok, 1919
MoAUBI, civiki pehdvn
Kal yKoudg oe diagavég
XapTi

Centraal Museum

(inv. n. AB4959)

THEO VAN DOESBURG
Movéypappa oxediaopévo
yia Tov J. J. Dee, 11919,
‘EvTumo uAiké

Centraal Museum

(inv. n. AB6022)

THEO VAN DOESBURG
Zx€d10 e§w@UAAoU yia
Tnv ékdoon Klei [MnAdgl,
1 ®eppouvapiov 1920
MoAUBI, ykoudg, oIviKi
peAdvn kai KoAGT oe
Sia@avég xapTi
Centraal Museum

(inv. n. AB4962)

u], mpiv
ané 11 17 louviou 1924
Ziviki) peAdvn Kkai ykoudg
oe dia@avég xapTi
Centraal Museum

(inv. n. AB4998)

THEO VAN DOESBURG
Ixé810 kAigé yia T
ZuvBeon ypappdv Kai
XPWHATIKGV MEPIOYGV,
m1930

MoAUBI kal oIvIKA
peldvn oe dia@avég
Xapti emkoAAnpévo
méve oe KoAdg amé
pmAe kai Aeuké xapti
o€ XapTovi

Centraal Museum
(inv. n. AB9109)

THEO VAN DOESBURG
Ap1BunTikij cuvean,
1929-1930
MeTagoTumia o€ xapTi
Centraal Museum
(inv. n. AB9228)
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Antonis Pittas

Jaune, geel, gelb, yellow

Acts of modernism with Antonis Pittas
and Theo van Doesburg, 2021

Reflective foil, aluminium, silkscreens,
various works by Theo van Doesburg,

The installation includes the
following works:

Antonis Pittas
ACT, 2021
Reflective foil, aluminium

Antonis Pittas
Scene, 2021
Silkscreen, reflective foil, aluminium

Antonis Pittas
Projectiles, 2021
CGI animation, 16:9, '13”, looped

Antonis Pittas

Greek modernist acts, 2022,

Prints from books, periodicals and
archival material concerning the period
between 1900-1935 of Greek Modernism
Archive research and curating:

Anny Malama, Tina Pandi, Daphne Vitali
and with the collaboration of Mathilde
Skiloyannis

Antonis Pittas
Scene, 2022
Silkscreen, reflective foil, aluminium

Courtesy of the artist
and Annet Gelink gallery.

LIST OF WORKS

Works of Theo Van Doesburg

Courtesy of Centraal Museum, on loan from
the National Art Collection of the Netherlands,
on loan from the Cultural Heritage Agency.

THEO VAN DOESBURG
Study for Contra-
Composition VI, 1925
India ink and pencil
on transparent paper
Centraal Museum
(inv. n. AB4877)

THEO VAN DOESBURG
Study for Contra-
Composition VI, 1925
India ink and pencil
on transparent paper
Centraal Museum
(inv. n. AB4876)

THEO VAN

THEO VAN DOESBURG
Typography for De Stijl,
volumes 1-3
(1917-1920), 1917
Letterhead (small and
large version), Receipt,
letterhead, postcard,
business card, press
card, mailing wrapper,
envelope

Printed material
Centraal Museum

(inv. n. AB4942)

THEO VAN DOESBURG
Design Cover for
Grundbegriffe der neuen

Study for Contra-
Composition VI, 1925
India ink and pencil
on transparent paper
Centraal Museum
(inv. n. AB4875)

THEO VAN DOESBURG
Study for Contra-
Composition VI, 1925
India ink and pencil
on transparent paper
Centraal Museum
(inv. n. AB4878)

THEO VAN DOESBURG
Poster for Kleine Dada
Soiree, 1922

Printed material
(black print run)
Centraal Museum
(inv. n. AB4994)

THEO VAN DOESBURG
Design monogram for
Antony Kok, 1919

Pencil, India ink and
gouache on transparent
paper

Centraal Museum

(inv. n. AB4959)

THEO VAN DOESBURG
Monogram for J.J. Dee,
ca.1919

Printed Material
Centraal Museum
(inv. n. AB6022)

THEO VAN DOESBURG
Cover design for Klei
[Clay], February 1,1920
Pencil, gouache, India
ink and collage on
transparent paper
Centraal Museum

(inv. n. AB4962)

THEO VAN DOESBURG

Book Cover for De theorie

van het syndicalisme
[The Theory of
Syndicalism] by Clara
Wichmann, 1920
Printed material
Centraal Museum
(inv. n. AB4979)

g Kunst,
Before June 17,1924
India ink and gouache
on transparent paper
Centraal Museum
(inv. n. AB4998)

THEO VAN DOESBURG
Design for a cliché for
Composition of lines and
areas of colour, ca.1930
Pencil and India ink

on transparent paper
pasted over a collage
of blue and white
paper on cardboard
Centraal Museum

(inv. n. AB9109)

THEO VAN DOESBURG
Arithmetic composition,
1929-1930

Silkscreen on paper
Centraal Museum

(inv. n. AB9228)
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