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XALPETIOUOG
Yopia A. MixanAidou
AteuBuvipla Npageiou TUnou kat MAnpogopLidv

Etvat iun yua 1o MNpageio pag n napouoa €kdoan, kapndg NG ayacstng cuvepyaaciag pag pe
1016pupa Mepibn, pa, Kuplwg, oPENOUEVN TIWA O €évav KAATEXVN Mou dpnae 10 oTiyua Tou
600 Alyol otn oUyxpovn Téxvn aAA@ Kat To NoATLoTiké Tonio otnv Kunpo.

0 'kAuv Xiou¢, OuaAdg otny Kataywyn, Ja Kunplog otnv kapdid kat otny yuxn, Atav évag anod
ToUG avBpwnoug Nou dlapdpPwaav TNV KUMPLaKN cUyXpovn TEXVN KAl KUMPLAKO NoATlopd
p€oa and Pla nAoUuaola Kal mpwTtonopa EKACTIKA napaywyn, kaBwg unhpe €vag and toug
NPWTEPYATEG TNG EL0aywYNG otnv KUNPo Twv oUyXpOovwY EIKACTIKWYV PeUPATtwy. Tautoxpova,
HEOQ ano pla eupUtepn KAAATEXVIKA dnuloupyia nou nepAduBave Kat AAEG TEXVEG ONwG N
oknvoypap{a-evoupatoloyia Kal Ta KAAATEXVIKA OpWHEVA (XAnevivyk) ouvéBaAe onpaviikd
oTNV KAAALEPYELD JLaC KOUATOUPAG CUMKETOXAG TOU Kovou ag S1dgopa NoATlotiké Spwpeva.

Tov Mato tou 1960 o 'kAuv Xioul (bpuce pad{ ue tov emothBlo eio tou Xplotdépopo XaBBa v
yKkahepl{ «Andpaon» otnv NaAld Acukwaoia. H ouvepyaaoia twv 6Uo NPOOSEUTIKWV KAANTEXVWDV
unnpge opdonuo yla Ta dedopéva NG EIKAOTIKNG OKNVAG oty KUMpo, Kal, avadpopikd, n
yKaAepl BewphBnke w¢ 10 MPWTo aveCdpTNTo MOATIOTIKO KEVIPO OTo vnaol, KaBwg atov
XWPO aUTO TO KOG YVWPLOE KAWOTOUEG KAl MPWTONOPEC Yla TNV €M0XN HOPPEC TEXVNG
Onwg 1@ KaATexvikd dpwpeva. Ot 6Uo KaMTEXVEG, péoa and T SNULOUPYIKA CUVEPYELD
Kal aMnAenidpach Toug, Katd@epav va amotunwoouy TV KUMPLOKA MPAayhatikdtnta tou
T0TE, TOUC avBpWNoug TN aAAG Kal Ta NavePoppa Xpwuata Ing eUong Tou vnoloU Pag, Je
Hla mpwtdyvwpn Ppeokdda kat mpwtotunia. 2navia N KaAATexVIKn aAMnAenidpacn Kat
{Upwon duo avBpwnwy unnpée TG00 NPWTONOPLAKN KAl KAvoTOUa WaTeE va elvat o€ B€an va
dlapoppwacl TN eEEAEN TNG oUYXpovNG TEXVN otny Kunpo. M autd AMwOTE Kal 0TeEKOAoTE
o€ authv.

"a epdg n agla tng napouoag €kdoong eival tepdotia. X1o I'pageio Tunou kat MNMAnpogopldy
anooTtoAn pag, aAG kat euBuvn pag, ivat n dlaguAagn g Lotoplag Kat Tou MoATopoU Kat n
dlacPAALoN TNG OUVEXIONG TN UPLOTAPEVNG KALTNG NAALAG YVONG KAl MOATIOTIKNG KANPOVOULAG
HEOW NG KATAyPaPNg, TNG apxeloBETNONG, TNG Wn@lonoinong kat NG £€kdoong ng. AloBavopat
uneph@avn aAd Kat euTuxng nou pag 568nke n eukatpia, péoa and tn ouvepyaoia pe 1o16pupa
MNiepidn, va npoxwpnooupe otnv €kdoon tou BBAlou autoy, nou anoteAel pla katdBeon NG
npdoPatng LWotopiag Tou vnoloU pag Péoa and ta JAta Tou KAATeExvN.

0 M'kAuv XiouZ €puye ano tn {wn 1o 2014, EKktpdovtag T gakpd kat moAUnAgupn npoo@opd
ToU atnv avantuén Kat dlapdpPuwaon Tou oUyXpovou KunplakoU NoAtlapou, napoudtdloups
v napouca €kdoan, n onoia Baoietal otnv €kBean nou dlopyavoBnke and 10 NIMAC
(Anpotikd Kévtpo Texvaov Aeukwoliac: Luvepyaoialdpupa Miepibn) 1o 2016. Méoa ané authv
avadelkviovtal OAeG oL MTUXEG Tou MAOUCLOU €pyou Mou Agnae niow Tou, €va €pyo 1000
noAUnAgupo Kat cnoudaio 600 Kat 0 dSNULOUPYOC ToU.



Address
Sophia A. Michaelides
Director of the Press and Information Office

This publication, the result of an excellent collaboration with the Pierides Foundation, but mainly
a tribute due to an artist who left his mark on contemporary art and the cultural landscape in
Cyprus as few have, is an honour for our Office.

Glyn Hughes —of Welsh origin but a true Cypriot in heart and soul— was one of the people who
shaped contemporary art in Cyprus through his rich and innovative artistic production, since
he was one of the pioneers of introducing contemporary art trends to the island. At the same
time, through his wider artistic production that included scenography, costume design and
happenings, he contributed tremendously to the creation of a culture of participation of the
public in cultural events.

In May 1960, Glyn Hughes, together with his very close friend Christoforos Savva, founded the
Apophasis Gallery in the old part of Nicosia. The collaboration of the two progressive artists
was a milestone for the art scene in Cyprus at the time, and, in retrospect, the gallery was
regarded as the first independent cultural centre on the island, as it is in this gallery that the
public was introduced to new and innovative forms of art, such as happenings. Through their
creative synergy and interaction, the two artists managed to capture the Cypriot reality of that
era, the people and the beautiful colours of the nature of our island, with an unprecedented
freshness and originality. Rarely has the artistic interaction and bonding of two people been so
innovative and groundbreaking that they were able to shape the evolution of contemporary art
in Cyprus. That is why we place such a value on it.

Forus, the value ofthis publicationis enormous. Our mission atthe Press and Information Office,
as well as our responsibility, is to preserve history and culture and to ensure the continuation
of existing and past knowledge and cultural heritage through recording, archiving, digitising
and publishing. | am both proud and fortunate that we were given the opportunity, through the
collaboration with the Pierides Foundation, to publish this book, which is a testimony of our
island’s recent history through the eyes of the artist.

Glyn Hughes passed away in 2014. In appreciation for his long and multifaceted contribution
to the development and shaping of modern Cypriot culture, we present this publication, which
is based on the exhibition organised by NIMAC (The Nicosia Municipal Arts Centre, Associated
with the Pierides Foundation) in 2016. It highlights all the aspects of the legacy of the artist's
extensive work, an oeuvre as diverse and as important as its creator himself.



XALPETIOUOG
Anpntpng Z. Mepidng
Mpoédpog I6pUpatog Migpibn

H ékdoon auth eival aplepwpévn o€ €vav NoAU onpaviikd KaAéxvn tng Kunpou. Evav
KaALTEXVN, Nou av kat yevwnBnke otnv OuaAia dev Ba dlotdow kaBoAou va Tov xapakinpiow
WG évav NPayuatiko kat aAnBvé Kunpto.

0 IN'kAuv XouZ htav PO eikool-névie xpovwy dtav prace otny Kunpo 1o 1956, o€ uia noAu
dUOKOAN Kat Tapayuévn, dnwg 0Aot yvwpiloups, enoxn. ExTote, napépelve €6 Blivovtag
OAN TN vedTEPN KUMPLAKN LoTopla pExpL kat tov Bavatod tou 1o 2014, AvauploBhAtnta, anotéAeoe
éva onoudaio kepdAalo otnv (0TOPIa TWV EIKACTIKWY TNG XWPAG Kag.

0 {6lo¢ pdAota ouvnBile ouxva va Aggl Nwe N Kunpog tov €kave (wypd@o: «Miotelw nwg
elval 1o vnal mou pe dnploUpynoe, Bewpwd Tov €autd Jou Kunpto {wypdgo. I'la péva n oxéon
HoU pE Tov TOno unnpge kaBoplotikh». Kat 1t {wypdeo Ba npdobeta ey! Evav kaliéxvn
Tou onoiou n napoucia htav KATtaAUTIKA yia Ty avantuén tng aUyxpovng TEXVNG 0To vnol pag,

0 XouZ Atav 6vIwG pla MOAUNAEUPN KAATEXVIKA MPOCOWNIKATNTA: Zwypd(og, cKNvoypdpog,
oKNVoBETNG, 6aokalog kat nadaywyog, SnUoctoypdPpog, KPLTKOG TEXVNG KAl KLVNAToypdpou,
ouYYPaQEag, NowNtng, and Toug MPWTONOPOUS TNG NEPPOPUAVE KAl TWV XAMEVIVYK OTnV
Kunpo. zekivnoe tnv kaplEpa tou otnv Kunpo wg kaBnynthg Téxvng oto Junior School kat
apyotepa eviaxBnke oto BIOAKTIKG MPoownikd NG AyyAIKNG 2X0ANG. To evdlapépov Tou yla
TNV KOWVWVIKOMOALTIKA Kat MOALTloTikh {wnh otn veoouatatn Kunplakh Anuokpatia tov wbnaoe
héAloTa va dnpoupyhoet 1o «63 Club», évav OIAo npoBANUatiopoU Kat cuNTNCEWY yLa VEOUG,
nou e€etale enikalpa B¢pata. O duhog autdg €Bnke und tnv Npootacia Tou aglyvnotou
"Aaukou KAnpidn, o onolog napépelve €ktote otevog pihog tou Xwoud, kat nou padl pe v
oUdluyo tou AfAa Kat Tnv k6pn Tou Kaitn, mou unhp€e kat gabntpld tou, eykawviadav noAu
ouxvda TI¢ ekBEoELC Tou.

Tnv neplodo 19601964, ypdptnke and tov ['kAuv Xioud Kat Tov Xplotégopo X4aBBa, tov
NPOWEA XapEVo aTUAOBATN TWV EIKACTIKWY OTOV TOMO Jag, KLa and TG CNUAVTIKOTEPEG OEAIDEG
NG KUMNPLAOKAG totopiag TG éxvng. Ot buo autol onoudaiol KaATEXveG avéntuEav pia noAu
dnuloupykh @iia nou 0dnynae ato dvolyua NG yKaAepi «Andgactg», mou Kamnolot anod €0dg
{ow¢ Bupdote. e pia nepiodo nou n KUnpog eixe poALC anotvagel n Bpetavikn kuplapxia
Kal npoonaBoUaoe va KAvel pla véa apxn, n {dpucon authg NG ykalepl unhp&e pa kivnon
BepeAdilddoug onpaciag mou avau@oBATNTa AAAaEeE TNV KAAATEXVIKA OKNVA ToU vnoloU.
a mpwIn Qopd, oL OKOPMIEG OKEWELG KAl TA OPANATA Plag opddag vEwV Kal SUVAUIKWY
avBpwnwy Bpiokouv KATAANAO xWPo Kat Nedio EkPppacng, o€ €va vnaol érou Napd v POALG
anoktnBeioa noAundBntn aveCaptnola enkpatoloav €VIOVEG MOMTIKECG, KOWWVIKEG Kal
MVEUPATIKEG QVTLPACELG.



Address

Demetris Z. Pierides
President of the Pierides Foundation

This publication is dedicated to a very important artist of Cyprus. An artist that | would not
hesitate to call a true Cypriot, even though he was born in Wales.

Glyn Hughes was only twenty-five years old when he arrived in Cyprus in 1956, at a very
difficult and troubled times, as we all know. He settled here, living through the entire recent
history of the island until his death in 2014. Undoubtedly, he was an important chapter in the
history of the art of our country.

In fact, Hughes used to say that Cyprus made him a painter: | think it is the island that
created me, | consider myself a Cypriot painter. For me, my relationship with the place
was decisive”. And what an artist, | would add! An artist whose presence was critical to the
development of contemporary art in our island.

Indeed, Glyn Hughes was a multifaceted personality: Painter, set designer, director, teacher
and educator, journalist, art and film critic, writer, poet, pioneer in performance art and
happenings in Cyprus.

He began his career in Cyprus as a teacher of Art at the Junior School and later joined the
staff of the English School in Nicosia. His interest in the socio-political and cultural life of
the newly established Republic of Cyprus prompted him to set up a mixed youth club for
reflecting on and discussing current issues known as the “63 Club". Its patron was Glafcos
Clerides, later to become President of the Republic of Cyprus. He remained a close friend
of Hughes' and together with his wife Lila and his daughter Kate, who had also been his
student, very often opened the artist's exhibitions.

During the years 1960-1964, one of the most important pages of the history of Cypriot art
was written by Glyn Hughes and Christoforos Savva, one of our country’s pillars of visual
arts, who regrettably passed away prematurely. These two great artists forged a very
creative friendship that led to the opening of the Apophasis Gallery, which some of you may
remember. At a time when Cyprus had just thrown off British rule and was trying to make
a new start, the establishment of this gallery was a move of fundamental significance that
definitely changedthe island's art scene. For the first time, the scattered thoughts and visions
of a group of young and dynamic men found the appropriate space and fertile ground for
expression, in an island, where, despite the newly achieved independence, strong political,
social and spiritual contradictions were prevalent.

Glyn Hughes set roots in Cyprus and right away from the start became very popular with the
locals, acquiring many friends and collectors of his works. His exhibitions, his performances,



0 MkAuv XiouZ otéplwae otnv KUnpo Kat apéowg €yve 1dlaitepa ayanntog, anoktwviag napda
NoAOUG @iAouG aAAG Kal CUAEKTEC Twv €pywv Tou. Ot EKBEOELG Tou, 0L MaPACTACELC Tou, T
dpwpeva nou dnpoupyouoe htav ndvta NGAOG EAENG yia 1o kowo. O Xioud ndviote ayanouoe
noAU tnv Kunplakh unawBpo. Edka ota mpwta xpdvia NG napapovag tou otny Kunpo,
1a{beue o€ OGAO TO vNal, EMNOKENTOPEVOC Kal dlapévovTag 0Ta Mo anouakPUOREVa XwpLd,
yvawpidovtag toug vidnoug kat {wypapifoviag e ndBog Kunplakd tonia.

Méoa and pla dlaxpovikd otaBeph nopela, unnpe ndviote PeBodikdg kat npwtondpog. MNapa-
kohouBouoe e peyGAo evOlaPEPOV TIG MONTIKES, KOWVWVIKEG KAl MOAOTIKEG €EENEELG ToU
16nou. Me tnv noAuoxidn oupBoAh Tou dnpoUpynoe TIG NPoUNoBETELg ekelveg Mou evBappuvav
NV €vePYN OUUPETOXN TOoU KowvoU ata 60a Kawoupyla Kal kavotopa cuveBalvav atov Xwpo
¢ xvNG. MNapdMnAa 6uwg, Biwoe kat ta éoa Tpayikd cuvéBnoav otov TeMo Kat JaAWoTa ta
anotUnwoe Pe duvaplopd Kat aywvia ota €pya tou, 6nwg yia napddslyua ta yeyovota Tou
1963-1964, h v ToUpKIKA €l0BoAn tou 1974, n onofa pdAwota tov ennpeace BaButata.
MNpaypatikdg unEPaxog TG phvng, NioTeue o€ évav KOGHOo xwpig Bia, aviodtnTeg Kat adIKieg.

H peydAn auth €kdoon €lval 10 MPWTo antd anotéAeoua NG dNULOUPYIKNG ouvepyaaiag
petal tou pageiou Tumou kat MAnpoeoplwy Kat tou 16puuatog Miepidn péoa and to
hvNuovio cuvepyaaoiag to onoio éxoupe ouvunoypdayet 1o 2018. H ékdoon avagépetatl Kupiwg
otn YeyaAn avadpopikn €kBean nou dlopyavwBnke and 1o NiIMAC [Anpotiko Kévipo Texvawov
Aeukwolag, Xuvepyaaoia: 16pupa Mepidn] and tov Mawo péxpt tov AekéuBplo tou 2016 og
enpéleta tou Mavvn Toupadh. H €kBeon akoAouBouUaoe tnv KaMTexVIKN nopeia tou 'kAuv
XiouC and 1a Pountka Tou xpovia otn Bpetavia péxpl kKat tn dnuoupyia Twv teAeutaiwyv
€pywv tou Alyo nptv neBavel 1o 2014. MapdMnAa, napouciade tn oNUAVIIKA OKNVOYPAPIKN
BouAeLd Nou €Kave yla 1o BEatpo 1600 atov dleBvh xwpo, 600 Kat atnv Kunpo, 6nou unnpe
01aBepdg cuvepydtng Tou BeatpikoU OpyaviopoU Kunpou. To BBAIo nepidauBdvel akoun
uia moAU evblagépouaa peAetn tou Iidvvn Toupadh yla I dnPoUPYLIKA CUVEPYELD TOU [ KAUV
XiouC pe tov Xplotdgpopo LaBBa, n onoia kaBdploe oualactikd v €€EAEN TNG aUyxpovng
Téxvng otnv Kunpo.

Ba nBeha va ekppdow TG euxaplotieg pou otn AleuBuvipla tou [pageiou Tunou Kat
MAnpogopliov 26¢pn MixanAibou, eusAniotwvtag Nwe n €kdoon auth eivat N anapxh yuag
hakpoxpoéviag dnuloupylkng cuvepyaoiag. Ba ABeAa eniong va suxaplothow Bepud GAoug
TOUG OUVIEAEOTEG QUTNG TNG PEYAANG Kal onuavilkhg ékdoang: tov Mdvvn Toupaldh ya n
ouyYPaen Twv Kelwévwy, Tov XapdAauno Xepylou tou I6puuatog MkAuv Xwoul ya tnv
noAUTiun BonBeld tou atnv 6An npoondBela, tov Xpioto ABpaap{bn yla g pwrtoypapieg, Tov
21aupo Aalapidn yla v enuélela Twv Kewevawy Kat in Mapika lwdavvou, n onola eixe tnv
KAAALTEXVIKA €MPENELT QUTAC TNG TO00 KaAa{oBnTng ékdoong.
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the happenings he created were always a pole of attraction for the public. He always loved
the Cypriot countryside. In fact, during the first years of his stay in Cyprus, he travelled all over
the island, visiting and living in remote villages, getting to know the locals and passionately
painting Cypriot landscapes.

Following a consistent course over time, Glyn Hughes was always methodical and
pioneering. He was keenly following the political, social and cultural developments of
Cyprus. With his diverse contribution, Hughes created the conditions that encouraged the
active participation of the public in many new and innovative things happening in the field
of arts. At the same time, however, he also experienced all the tragic events that took
place in Cyprus and, in fact, did not hesitate to record these in his work with dynamism and
agony, such as the disturbances of 1963-1964, or the Turkish invasion of 1974, the latter of
which deeply affected him. A true advocate of peace, he believed in a world free of violence,
inequalities and injustices.

This large publication is the first tangible result of the creative collaboration between the
Press and Information Office and the Pierides Foundation through the Memorandum of
Understanding, which both parties signed in 2018. The edition mainly refers to the large
retrospective exhibition, organized by NiIMAC [The Nicosia Municipal Arts Centre, Associated
with the Pierides Foundation] from May to December 2016 and curated by Yiannis Toumazis.
The exhibition followed Glyn Hughes' artistic career from the time he was a student in
Britain until his latest works shortly before he died in 2014. At the same time, it presented
his significant work in theatre scenography both internationally and in Cyprus, where he was
a regular collaborator of the Cyprus Theatre Organization (THOC). The book also includes a
very interesting study by Yiannis Toumazis on the creative synergy between Glyn Hughes and
Christoforos Savva, which essentially defined the development of contemporary art in Cyprus.

| would like to express my thanks to the Director of the Press and Information Office,
Sophie Michaelides, hoping that this publication is only the beginning of a long and fruitful
collaboration. lwould also like to warmly thank all the contributors to this large and important
publication: Yiannis Toumazis for writing the texts, Charalambos Sergiou of the Glyn Hughes
Foundation for his valuable assistance to the whole endeavour, Christos Avraamides for the
photographs, Stavros Lazarides for editing the texts, and Marika loannou, who diligently
undertook the layout of this publication with great artistic care.

1
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Eloaywyn

To kelpevo autd e€eTdEl MTUXEC TNG EIKATTIKNG OKNVAG TNV KUMPOo Katd T SLApKELD TV NPUTWY
xpovwyv ¢ Kunplakng Angokpartiag kat npaydatevetal 1ov BepeAiodn pdAo nou dladpaudtioes
N yKaAepl And(aclg Kal ol UVIBPUTEC TNG XPpLotdpopog XaBBa kat MkAuv Xioul oty e€EAEN TNG
TEXVNG 010 VNal ano TG apxeg ing dekaetiag tou 1960.

Edkdtepa, 10 Kelpevo eotiddel otn dnuoupylkh oxéon Petagu twv Xoud Kat 2aBBa. Méoa ané
aVEKHOTO UAIKO Kal MPWTOYEVE(C MANPOPOPIES yLa T CUVEPYELD TwV U0 KAALTEXVWY, Kuplwg and
ypanteg dinynaelg tou MkAuv Xioud, pixvoupe pa BaButepn patd otnv ykaAepl Andgactg Kat
Aettoupyia ng. E€etadetal mpooektikd n oupBoAh Twv U0 auTwV KAATEXVWY ot dlapdp@uwan
pLag véag avtAnyng yia v €xvn atny Kunpo.

H ©puon tng ykaAepl Andpaotg ntav eva laltepo yeyovog oxt pévov yiatt unnp€e o NPwTog
dleuBuvopevog and KaAATéxveg xwpog (artist-run space) otnv KUnpo, aMd Kkat yiati €ixe pn
KEPOOOKOMIKO XAPAKTINPQ, YEYOVOG €EALPETIKA PL{OOMNACTIKG KAl MPWTONAPO, akduN Kal yia Ta Tote
dleBvn bedopéva. And n dekaetia tou 1950 Kat PeTd, TEToloL Xwpot dnploupyolviav Kupiwg ota
HEYAAQ UNTPOMOATIKA KEVTIPA TNG TEXVNG, ONwG yia napddetypa otn Néa Yopkn, 10 Aog AviCeAeg, 10
Aovbdivo, tn Teveun Kat 10 Xav @pavaioko, 6mou N avdaykn yla TETOL0UC XWPOUG MPOEKUYE and tnv
NYEUOVIKN KupLapxia Twv KaBlepwpEVwY PoUoEiwv Kat Twv dlapopwy YKaAep!, kaBwg Kat anod
TG MeYAAEG BUGKOAIEC MoU avTieTwnlav oL TOTE UYXPOVOL VEOL KAAALTEXVEG OTNV napouaci{acn oTto
KOO TWV NEPAPATIKWV KAAITEXVIKWY NPAKTIKWY TOUG, KaBWGE Kal TNG MPWTONoPLaKNG HOUAELAG
T0UG. Avayvwpidoviag v MavieAn EAelPn €EOIKEUPEVWIV XWPWY YId TNV T€xvn otnv Kunpo,
aMa Kat Behovtag va aviAnoouy and TG SIKES ToUG eviova SNPIOUPYIKES EPNELP{EG OTO €EWTEPLKO,
ol 2aBBa kat Xtoul ano@dcioav va dnPLoupynoouy ToV MPWTO 0PYAVWHEVO XWPO TEXVNG OTO Vol
Kal, TauTdXpova, Va «UYwaoouV To aoBntiko eninedo Tou Kovou Kal Va ToVaOoUV To evOlapEPOV
T0U y1a TNV TéXVN».

E€etddoviag T dnuoupylkh oxeon twv Xoud Kat 2aBBa, 1o Keluevo autd endLKeL va avadei€el
NV KABoPLOTIKA CUPBOAN Kal Twv U0 KAAAITEXVWV —Kal OXL JOvo Tou XaBBa, dnwg ouvhBwg
avVaQEPETAl— 0€ AUTO TO LOTOPLIKO eyXelpnpa, YEYOVOC OPKETA MAPAyVWPLOHUEVO anod TN WEXPL TWPA
otoploypagia g Kunplakng Téxvng. MapoAo nou n MAELOVATNTA QUTWV MOU AoxXoAoUvIaL PE TG
KAAEG TéXVEG atnv Kunpo avayvwpidouv tov TkAuv Xioud wg cuvidputh tng YKaAepl Andgaatg,
apketol Bewpouv 6Tl 0 pdAoG Mou dladpapdtioe otnv e€EAEN TNG NTav deutepelwy. APevOg, autd
unopel va ogelAetat oto yeyovog 6t o Oualdg Xwoud htav EEvog Kal, apetepou, ato 0Tl 0 (Blog
EMIOKIAOTNKE aMnod TN aUvioun aAd €KPNKTIKA Napouadia tou Kunplou 2aBBa otnv KAATEXVIKN
oknvh tng Kunpou. H «Kunplakétta» tng Andégpactg —o akpoywviaiog AiBog tTng MpoodeuTKNg
TEXVNG €KElVN TNV €noxn— Ntav (WTIKNG onpaciag yla 10 €lKactikd apnynua g veoldpuBeioag
Anpokpartiag tng Kunpou.
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Introduction

This essay examines aspects of the visual arts scene in the early years of the Republic of
Cyprus and considers the fundamental role played by the Apophasis Gallery and its co-founders,
Christoforos Savva and Glyn Hughes, in the evolution of art in Cyprus since the early 1960s.

In particular, the text focuses on the creative partnership between Savva and Hughes. Through
anecdotal material and primary information regarding the synergy of the two artists, mainly
from Glyn Hughes' written narratives, we take a deeper look into the Apophasis Gallery and its
operations. We examine closely the contributions of these two artists in the formation of a new
perception of art in Cyprus.

The establishment of the Apophasis Gallery was unique not only because it was the first artist-
run space in Cyprus, but also because it was a non-profit institution, an extremely radical and
pioneering fact even by the international standards of the time. From the 1950s onwards, such
spaces were mainly established in the major metropolitan centres of art, such as in New
York, Los Angeles, London, Geneva and San Francisco, where the need for such spaces arose
from the hegemonic domination of established museums and galleries, as well as the great
difficulties contemporary young and avant-garde artists faced in presenting their experimental
art practices and pioneering work to the public. In Cyprus, however, Savva and Hughes,
realizing that there were no specialized art spaces on the island and eager to draw from the
intense creative experiences they acquired abroad, decided to establish the first organized art
space in Cyprus and, at the same time, to "raise the aesthetic level of the public and to stimulate
its interest in art.”

By examining the creative interactions between Hughes and Savva, this essay seeks to highlight
the decisive contribution of both artists —not just Savva's as is common- to this historical
undertaking, which had been overlooked until now by the historiography of Cypriot Art. Even
though Glyn Hughes is acknowledged as the co-founder of Apophasis Gallery by most writers
on the subject, the role he played in the development of the gallery is seen as somewhat
marginal. On the one hand, this may be due to the fact that he was a foreigner, and, on the other,
that Welsh-born Hughes was overshadowed by the explosive but brief presence of Cypriot-
born Savva in the art scene of the island. The ‘Cypriotness’ of Apophasis —the cornerstone of
progressive art at the time— was crucial for the art narrative of the new Republic of Cyprus.
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H wpa tng ykaAepi Andpacltc

2 ula avakolvwaon-pavipéato nou dNPocLeUBNKE 0TO MPWTO TEUXOG TOU AOYOTEXVIKOU NEPLOBIKOU
Kunptlakda Xpovikd tov NoéuBplo tou 1960, ot Xpotdpopog 2aBBRa kat NkAuv Xioul avakovwvouy
070 Koo NG KUnpou tn Asttoupyia NG «PuBIKNG» ykaAep{ Andgaatg, n onoia napd 10 cUVIOWO NG
Aettoupylag ing (1960-1965) éuele va Slabpapatioet évav MoAU onpaviikd pdAo otnv eEEAEN TNG
EIKAOTIKNG OKNVAG otnv Kunpo. Onwg dlaknpUooouv 6To vBoualwdEeg Kelevd Toug, 0 KUPLOTEPOG
OKOMOG TOUG NTav va dnuloupynoouy Jia atudéopalpa evBouactacpoU yia v TExvn atny Kunpo Kat
va KAvouv Tnv yKaAepi Toug pla «fwvid Texvng» otnv kapdid ing mpwteloucag. Me v anégach
TOUG auth nigteuav 6T £pxvav Kat autol «€va BétaaAo atn Aluvn TNG MVEUATIKAG KAl KAATEXVIKAG
{wng Tou vNaloU» 2

H Andpaoic avole g nuAeg tng ot 7 Matou 1960, pe kowvn ékBean twv 2aBBa kat Xwoud Lteyaldtav
0T0 on{T g 060U XoPokAEoUG 6 aTn /AcuKwaia, 6rou oL 6U0 KAATEXVEC GUYKATOolKOUOQaV ano Tov
DeBpoudpto/Mdptio tou 19602 Ivaopldav €k Twv NPOTEPWY OTL 0 XWPOG AUTOE NTAV MPOCWPLVAG,
KaBWG 10 KTNpLo Nou toug ateyade ixe mouAnBel kal Ba katedapildtav yia va aveyepBel kawvoupyla
olkodopn «atov Bwo Ing avakaiviong tng npwtedoucag, dnwg ot {dlot avagépouyv. Eivatyt autév
aKPBWG Tov Adyo mou enéAe€av va 6waoouv atnv YKaAep( 1o 6voua «Andpaactg 1», ekppadoviag
€101 TN BeBaOTNTA TOUG YA TN CUVEXELD TOU EYXELPNUATOC TOUG.

To kaAokaipt Tou 1960, 6tav n KUnpog avaknpUxBnke Kat enionpa ave€aptnto KPAtog, N YKaAep(
LETAKOWIoE o€ évav PeyaAltepo xwpo otny 086 AndMwvog 44A% dnou ol Xioul Kat XaBBa
napoucialav 1600 N dikh Toug SOUAELE, 600 Kal auth AWV KaAexvav. Mépav Twyv ekBEcewy,
T0 NPOYPAUMA TwV EKONAWGCEWY TNG YKaAEP( MepleAduBave Kat BLaAEEeLG, culnTNOELG, MPOBOALG,
napadoolakn POUCLIKN KAl avayvwaoeLlg Beatplkwyv €pywy. H avakolivwaon-pavipeaTto avadelkvUel
HE 0aPnVela Kal vBoualaodd TG MPOBETELG Twyv U0 KAMLTEXVWY, Mou €xav w¢ KUPLO OTOXO0
NV NpowBnaon NG €xvng otnv Kunpo, v evBdppuvon tTwv vEwv (wypdpwy Kal YAUMTwy, T
d16aokaAia NG TExvNg Kal In dnploupyla evog Xwpou 6mou 1o Koo Ba eixe tnv eukalpia éxt pévo
Va evNUEPWVETAL A& Kat va cudntd yla v €xvn. H npwrtoBouAia auth Atav Kavotopog Kat
unopei va BewpnBel pla npwtondpog kat plloonactikn Kivnan yia éva vnoi mou péAG €Byalve ano
ha pakpd nepiodo anoklokpatiag, PETA anod Tov aneAeUBePWTIKG aywva evavila otn BPETaviKN
dloiknan. To Baowkd 6paua twv Xwoud kat 2aBBa cupBadile Pe To NveUua g enoxng Slebvadg,
6Mou avaAoyol PN KEPOOOKOMIKO! XWpol ixav apxioel va KAvouv TNV eUQAvIoN Toug otd peydAa
KEVIPA TNG TEXVNG: XWEOL MOU dnuloupyolvIav and KAAATEXVEG Yla KAATEXVEG, 0L omoloL ixav wg
0TOX0 TNV MPOWBNAON TWV CUPPEPGVIWV TWV KAAMLTEXVV.

H enavaotatkn dekaetia tou 1960 dnutoUpynoe TG CUVBNKEG yla TEToLEG PL{OOMACTIKEG KIVATELG.
AwawgBavopuevol autn v naykoopLa taon, ot 6Uo KAAATEXVEG dnpoUpynaav Ty YKaAepi Andpaotq
otn Agukwaola, tTautdxpova Kat NapaMnAa pe 6,1t ouveBalve otov UNOAOLINO KOOUO €Kelvn TNV
nepiodo. Kat napdAo mou 1o €lkaotikd nepBAAov thg KUnpou Nntav apketd dlagopeTikd and auto
NG Along, n andépacn twv Xioud kat XaBBa Bewpeitat pla onoudaia kivnan, n onoia onuatodotnoe
TNV anapxn JLag veag ENoxXNg yla tnv texvn otny Kunpo.
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The time of the Apophasis Gallery

In an announcement-manifesto published in the first issue of the literary magazine Cypriot
Chronicles in November 1960, Christoforos Savva and Glyn Hughes enthusiastically announce
to the Cypriot public the opening of their ‘legendary’ Apophasis (=Decision) Gallery, which
despite its short operation (1960-1965) was destined to play a key role in the development
of the art scene in Cyprus. As they proclaim in their passionate text, their main target was to
establish an ambiance of excitement for art in Cyprus and make the gallery an art centre in the
heart of the capital. With their decision, they believed that they “threw a pebble into the lake of
the spiritual and artistic life of the island."

The Apophasis Gallery was opened on 7 May 1960 with a joint exhibition of Savva and Hughes
that lasted for a week. It was initially housed at 6 Sophocleous Street in Nicosia, where the two
artists had been living together since February/March 1960.° The two housemates knew that
this place was temporary as the building had been sold and would be demolished to make
space for a new building “at the altar of the capital's renovation”, as they put it. It is for this very
reason that the gallery was named Apophasis 1, thus expressing the founders' certainty as to
the continuation of their venture.

In the summer of 1960, when Cyprus was officially declared an independent state, the gallery
moved to a larger space at 44* Apollo Street* where Hughes and Savva showed their own and
other artists’ work. In addition to the exhibitions, the gallery's programme of events included
lectures, discussions, screenings, traditional music and play readings. The announcement-
manifesto clearly and ardently highlights the intentions of the two artists, which aimed to
primarily promote art in Cyprus, to encourage new painters and sculptors, to teach art, and to
establish a space where the public would have the opportunity not only to be informed about
but also to discuss issues related to art. This initiative was innovative and could be considered a
novel and radical gesture for an island that had just emerged from a long period of colonialism,
following the liberation struggle from British colonial rule. Hughes' and Savva's main vision can
be compared with the spirit of the era globally in which similar non-profit spaces had begun to
appear in large art centres: spaces established by artists for artists that aimed to promote the
interests of artists.

The revolutionary 1960s created the circumstances for such radical movements. Sensing this
global trend, the two artists founded the Apophasis Gallery in Cyprus in parallel with what was
happening in the rest of the world. And even though the artistic setting in Cyprus may have
been quite different from that prevailing in the West, Hughes" and Savva's decision was an
important mark, signifying the beginning of a new era for art in Cyprus.
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H KUunpocg otnv avatoAn tng Anuokpatiac

[éoo dlapopetkn OPwG NTav N napaywyn texvng twv EAnvokunpiwv atnv avatoAh wng
Kunplakng Anpokpatiag and auth g SieBvolg kowdtntag g xvng® MNMapoAeg ¢ alayEég
OTNV KOWVWVIKOMOALTIKN KAl OIKOVOULIKN Soun, N KUNPog NapEueve akOun la PIKPN, KAELOTA Kal
ouvtnpNTkh Kowvavia. To yeyovog autd eixe ouvéneleg, TG onoieg ot Xtoud kat 2aBBa éAaBav unéyn
TOUG 0Tn dnpLoupyia ING yKaAepi Toug.

O npwteg bekaetieg Tou 2000 awwva, 6tav n Kunpog Bplokotav uné Bpetavikn dlolknaon, €xouv va
enMdel€ouv KAATEXVEG MOV, aPeVOC, ANOTEAECAV TOUG MPUWTOUG «MICTOMOINKEVOUG» ENAYYEAUATIES,
HE OMOUBEG OE OXOAEG KOAWV TEXVV TOU £EWTEPIKOU KaL, aPETEPOU, UNNpEav oL dAGokahol dAwv
TwV VedTEPWY, oL omnoiol ata BUCKOAD eKelva xpovia eNEAeEav va akoAouBNoouy Tov OxL NAvIoTe
€UKONO HpOH0 TwV EIKACTIKWY.® Méoa and g mMoAU SlapopeTKES 1B100UYKPaaieg Toug, unopel
Kave(C va neL Nnwg ol KaATéxveg auto{ dnuoUpynoav T0 NPWTO AVayVwPIoIHUo TOMIKG EIKAOTIKO
(biwpa. Eva 1bilwpa yepato aviipacelg, EMNPEACPEVO, aPevog, and TNV ayyAIKN aMoLKIOKPATIKN
KOUATOUPQ Kal, APETEPOU, and ToV EMNVIKO €BVIKIOPO, 0 onoiog avantuxBnke katd t SLAPKELD TNG
ayyAKNG Kuplapxiag: To épapa yla v évwon Ing Kunpou pe thv EAMGda —tn pntépa-natpida yia
TouG EM\nvokunpiouc— kaBopilel onpaviikd tnv «und KATaoKeUn» €BVIKA ToUG TAUTOTNTA.

‘Etol, auté mou eUkoAa napatnpel kavelg otn alyxpovn €xvn TG Kunpou eivat éva napado&o
OPLEVIOALOTIKWV EKPAVOEWY Kal EKPPACEWY —HLa €EWTIKOMOINGN TOU VNOLOU Kal TwV KATOIKwY
TOU, 0€ 0XEon Kup{wg pe Th Aalkh aAAG kat tn Budaviivh kat ecalwvikn napadoon— kaBwg Kat
NPoandBeLeg yia TNV avadelEn Tou NnpwikoU Kat €voo&ou [eEAnVIKoU] mapeABEVIOG NG XWpag, aAd
KaL TNV LOTOPLKN TOU GUVEMELD KAl OUVEXELQ.

Apgowg petd v ave€aptnaia pla dnpoupyikn sugopia sixe kataAaBet toug EMnvokunplioug o
OXE0N E T0 VeooUoTato KPAtog Touc. Metd and téoa xpovia anolklokpatiag, Bpnkav v eukaipia
va KaBopioouv UOVOL TOUG TIG MOAITIKEG, KOWVWVIKEG, OLKOVOUIKES Kal MOALTIOTIKEG HOEG TNG XWPAG.
oMol veolL KAMTEXVEG Pe onoudeg Kupiwg oto Hvwpévo BaolAelo, eykaBiotaviat péviya oto
vno{ Kal, €l0AyovTag VEEG TAOELG KAl KAWVOTOUEG IOEEC, KATAPEPVOUV VA PUhoouy Ty KUnpo atny
avnouxn dekagtia tou 1960.

210V OUTIKO KOOWO, Ta Mmpdydata Atav KAnwg dapopetikd. Onwg noAlU owotd enonuaivel
o Gabriele Detterer, 10 enavactatkd nvelpa g dekaetiag tou 1960, 1o onoio apeoBhtnoe ta
nAavta, NPoKAAeos avatapdEelg Kal otov Xwpo TG xvnge H Kpikn nou 6éxBnke N Kolvwvia
Kal ol aVIIKOPQOPHLOTIKEG Slapaptupleg dnpoUpynoav TG NpoUnoBEcelg yla o Avolypa Twv
PPAYMATWY NouU cuyKpatoUaoav TG PLOOMAoTIKES VEEG TACELG ONULOUPYIKOTNTAG Kal aloBnTikng. Ot
NapadoClaKES AMEIKOVIOTIKEG aVTANYELG 6ExBNKav eniBeon Kal KatatponwBnkav and NPAKTKES
NG NEWPAPATIKNG TEXVNE. 2€ aUTA T @don nou Eeklvouoav vEa NpaAyuata, avadeixBnkav moAAa
KAMTEXVIKA Kivhuata: Fluxus, givigaAlopog, evwolohoyikn texvn, body art, nep@épuave, texvn twv
vEwv péowv. Ot NPaKTkEG NG aBAv-yKapvT ENEKTEVAV Ta OpLa TG EVWOLAG TWV KAAWY TEXVWDV
Kal €loNyayav oTG MOKIAEC HOPPES TWV EIKAOTIKWYV TEXVWOV CUCTNIATA MOU MPOEPXOVIAV ano
HOUGLKN, TN Aoyotexvia, Th yA\waaooAoyla, Th gprlocodia, To BEatpo Kat v enothun. MapdAMnAa
he T dlactavpwaon twv dlagdpwy KAGdwy, N aeBntikh 0dnyhBnke ae véa povondta and TG
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Cyprus at the dawn of the Republic

At the dawn of the Republic of Cyprus (1960), how different was the production of art by Greek
Cypriots from the rest of the international art community?® Despite changes in the socio-political
and economic structure, Cyprus still remained a small, closed and conservative society. This
had consequences that Hughes and Savva addressed in the foundation of their gallery.

While under British rule, the first decades of the twentieth century in Cyprus produced artists
who, on the one hand, became the first ‘qualified” professionals, having studied at schools of
fine arts abroad, and on the other, became teachers of a younger generation of artists, who,
despite the challenging times, followed the often onerous path of visual arts.® Through their
different idiosyncrasies, one can say that these artists created their own distinct local style of
painting in Cyprus. A style dominated by contradictions, influenced both by English colonial
culture and by Greek nationalism (especially the vision for the Union of Cyprus with Greece —
the motherland), which had developed during British colonial rule.

Thus, what one readily observes in modern Cypriot art is a paradoxical combination of orientalist
expressions and nuances —an exoticization of the island and its inhabitants, mainly in relation
to folk, Byzantine and medieval traditions— and efforts to highlight the ‘heroic” and ‘glorious’
(Greek] past of the island, as well as its historical consistency and continuity.

Following the independence of the island, a creative euphoria took hold of the Greek Cypriots in
relation to their newly formed state. After decades of colonial rule, the Greek Cypriots had the
opportunity to determine for themselves the political, social, economic and cultural structures
of the island.” Many young artists, most of whom had studied in the United Kingdom, settled
permanently on the island and, by introducing new trends and innovative ideas, brought about
Cyprus's initiation into the uneasy 1960s.

In the Western world, things were somewhat different. As Gabriele Detterer lucidly points
out, the rebellious spirit of the 1960s, which questioned everything, also stirred up the field of
art.® Criticism of society along with anti-conformist protests created the preconditions for the
opening of the floodgates of creativity and aesthetics that dared to be radically new. Traditional
pictorial conceptions were attacked and vanquished by experimental art practices. In this
phase of new beginnings, a great number of art movements came to prominence: Fluxus,
minimalism, conceptual art, body art, performance art, media art. Avant-garde art practices
extended the boundaries of the concept of fine art and crossed the visual repertory of art with
sign and meaning systems derived from music, literature, linguistics, philosophy, theatre and
science. In parallel with the crossing of disciplines, aesthetics was steered onto new paths
by innovative electronic communication techniques and Canadian Marshall McLuhan's media
theory and his famous phrase ‘the medium is the message”’ In every respect, new times
were dawning, and the traditional role and function of the artist were therefore also questioned
critically in this phase of rethinking, experimenting and looking ahead.
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KAWVOTOUEG TEXVIKEG NAEKTPOVIKNG EMKOWVWVIAG Kal and th Bewpia Twv véwv péowy Tou Kavadou
enikovwvioAdyou Marshall McLuhan kat tng nepipnung gpdong tou «To péco sival 1o unvupa» .’
Anod kABe dmown, avéteAAav VEOL Kapol Kal o€ autn T GAcn TG eNavegEtaong, Tou NEPaPatiopoy
Kal TwV PEANOVIIKWV MPOCOOKIWY, 0 Mapadodlakdg pOAOG ToU KAANTEXVN KAl O TPOMog mou
AElToUpyoUoE exOTaV KPLTKNA ap@LoBATtnon.

Katd tn Sidpkela autng g neplodou aMayng Kal Jetaudp@wong, dnuoupynBnkav apKketol un
kepdookonkol xwpol, ot ornofot dleuBUvovtav and Toug (Bloug Toug KaATEXvES. Autol ol Xxwpol
ennpé€acav BeTikd tnv NpoondBela kat tn 51d600N MPWTONOPLAKWYV MPAKTIKWY. AuTtol ol opyaviapol
HNopEel va 0ploToUV WG PN EMMOPLKES EVIDOELG MOU OPUBNKaV GUAOYIKA and KAATEXVEG, OL oroiol
Kal Toug dlelBuvav.'® Znuaviikol Tétolot Xwpol nou Asttoupyouaoav T dekaetieg 1960 kat 1970 Atav,
HETAtU dAwyv, ol Art Metropole oto Topdvto, Ecart otn [evedn, Franklin Furnace and Printed Matter
otn Néa Yopkn, MOCA and La Mamelle oto Xav @pavoioko."

Mnopel Aoinév n KUnpog va unv akoAouBoUae Ty avatpenTikn NopEeia Twv BUTIKWV KOWVWVLWY,
napoAa autd n ToApnen kivnon twv Xplotogopou 2aBBa kat [kAuv Xioud va 1dpUcouyv £vav TETOL0
XWPO atnv KUnpo eixe ouctaotikd tov iblo aviiktuno: va Beoel véeg BAoeLg oTov TPdMo Katavonaong
NG TEXVNG OT0 VNal Kat va dnPoUpyNnaeL €va VEo Tonio 0Ta EKAOTIKE, 6rou ot KaATEXVEG Ba eixav
TNV autovopia g dlaxelplong tng SNPLOUPYIKNG TOUG Napouaiag, KaBlepwvoviag Tautoxpova va
Kawvotopo nAaiolo avantuéng Tng téxvng otn veoldpuBeioa Kunmplakh Anpokpatia. EntnAgoy, v
n dnpoupyia evog TEToloU XWPoU and dUo avBpwnoug eVIEAWS BLAPOPETIKNG KATAywyNG Kal
1Bloouykpaciag eivat anoé pévn g ula moAU acuvhBlotn Npdagn, auté Nou Npaypatikd Atav ToAUNpo
Kal Mpwtonépo atn cuvepyacia toug elval To yeyovdg 6t autol ol dUo avdpeg (Evag and Toug
onofoug htav oHoPUASPIAOG) popddoviav and kolvou tov Blo xwpo SlaBiwaong kat Snpoupyiac.
2N ouvInpNTkN Kunpo tou 1960, autd npenet va eixe BewpnBel e€alpetikd plloonactiko. Akoun,
pEoa and g pnéikéreuBeg napouatdoelg g, N Andpacts £€8eoe TG BAOELS yia pla ONPIOUPYIKN
OUVEPYELD PETAEU BlaPdpwV HopPWV TEXVNG, ONwg To BEATPO, 0 Kivnuatoypdpog, n noinon, 1o
B€atpo oKlwy, N Napadoolak YOUCIKA K.A.), eNioNg NPwTodyVwPEO YEYoVOG yid eKelvn TNV €noxn
oto vnal.

O vevvnpevog otnv OuaAia TkAuv Xioul npBe otnv Kunpo 1o 1956, Alyo petd tnv €vapén tou
eBvikoaneAeuBepwtikoU aywva g Kunpou katd g Bpetavikng anolklakng dlolknang, eva o
XpLotopopog 2aBBa £ptace Tov louvio 1959, Alyo mpwv tnv eykaBidpuon tng Kunplakng Anpokpatiag
10 1960."? 0 npwtog €épuye and th MeydAn Bpetavia avadntwviag otnv KUnpo éva «nio NAOAoUoTo»
dNULOUPYLIKO PJEANOV, evd 0 BEUTEPOC aNOPACLOE Va eykataotaBel oplatikd otn Aeukwaia Peta and
OPKETA XpOVLa onoudwy, HOUAELAG Kal mepinAavhoewy PeTa&l Kunpou, AyyAiag kat faANag.
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During this time of change and transformation, a number of non-profit, artist-run spaces were
founded that were influential in trying out and disseminating avant-garde practices. These
organizations can be defined as non-commercial associations that were collectively founded
and run by artists '® Important artist-run spaces in the 1960s and1970s were, among others, Art
Metropole in Toronto, Ecart in Geneva, Franklin Furnace and Printed Matter in New York, MOCA
and La Mamelle in San Francisco."

Cyprus may not have followed the subversive course of western societies, yet this daring
move of Christoforos Savva and Glyn Hughes to establish the first artist-run space in Cyprus
had virtually the same impact: setting new foundations for understanding art in Cyprus and
creating a new visual arts landscape. One where artists would have the autonomy to manage
their creative presence, while at the same time creating an innovative framework for the
development of art in the new Republic. Furthermore, while it was quite unusual that two
people with such different backgrounds and temperaments would set up a joint venture, the
truly bold, pioneering aspect of their collaboration was that these two men (one of whom was
homosexual) both shared a creative space, and openly lived together. In the conservative
Cyprus of the 1960s, this must have been deemed extremely radical. Moreover, through its
groundbreaking presentations, the Apophasis laid the foundations for a creative synergy
between various art forms, such as theatre, cinema, poetry, shadow theatre and traditional
music, also an unprecedented fact for that time on the island.

Welsh-born Glyn Hughes came to Cyprus in 1956, shortly after the beginning of the national
liberation struggle of Cyprus against British colonial rule, while Christoforos Savva arrived
in June 1959, shortly before the establishment of the Republic of Cyprus in 1960.'? The former
left Great Britain in search for a “sunnier” creative future in Cyprus, while the latter decided
to settle permanently in Nicosia after years of studying, working and wandering in Cyprus,
England and France.
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Xplotogpopoc 2aBBa: O Kunplog unosy

0 Xplotépopog XaBBa (1924—1968) yevvnBnke oto xwpld MapaBdBouvo tng enapxiag AUUoXwaoTtou
Kat Atav nadl aypotikNg olkoyevelas. Mikpog ATav apKETd CUYKPATNUEVOC Kal E0WOTPEPNG Kal
QPOVILE Va KPaTd TIG OKEWPELG TOU YLa TOV €QUTO TOU, AV KAl YEVIKA NMPog Ta €€w pawvdtav apketd
KOWVWVIKOG. "

210 MapaBséBouvo, népa and TG aypoTKEG Epyacieg Kal ta avéuera nawyvidla pe ta dAa nadid,
ToU Gpeoe va ouxvalel oTo Kapevelo Tou Xxwployu, va oudntd Pe Toug ouyxwplavoug Tou Kat va
KAVEL OVELPA Yla Jla NOAU dlapopetikn (wn. Mpotpoloe PAACTA TO KAPEVED TwWV apLOTEPUIV
anokAlo€wy, MapOA0 MOU N OIKOYEVELD Tou eixe HELOUC MPOooavatoAlapoUG, «ylati kel dlakvouviav
nepLooOTeEPEC O€EG, 1Blaltepa To dpapa yia évav KaAUTePO Kal SIKaldTEPO KOOUo» ™

Ta 1bavikd autd tov Npo£tpewav va katatayel wg eBeAoving atov Bpetavikd otpatd katd n didpkela
Tou B lNaykoopiou MoAéuou petd and npdokAnon tou AvopBwitikoU Koupatog tou Epyalduevou
AaoU (AKEA), noAepdovtag evaviia otov gpactopd kat tov vadlopo. Etal, and 1o 1943 péxpt 1o 1944
unnpé€nae ato Kunplako 2uviaypa oto Kdipo, evad tnv nepiodo 19441946 oto Tunpa | tou Adxou
226 10U Bao\ikoU MnxavikoU otnv ltahia."® Me 1o €Aog tou ndAepou EeviteUtnke ato Aovdivo, rou
é(noe petagu 1947 kat 1954. MapakoAoUBnoe yia éva didotnua paBnuata oto St Martin's School
of Art kat 1o Central School of Art, evio and 1o 1948 péxpl 10 1954 napakoAouBoUaoe paBhparta
oto Heatherly's School of Fine Art, ula apketd @\eAeUBepn yia TNy €noxn oxoAn T€xvng, N orola
nNpooPePE PeyAANn eAeuBepia 0TOUG POLINTEG VA MEPAPATIOTOUV E TO MPOCWMIKS TOUG EKAOTIKO
biwpa. Tautdxpova, yla va Byadlel ta npog 10 ¢nv 0 XdBBa doUAeue w¢ oepBurdpog e ddpopa
€oTatopla.

Meta€u 1954 kat 1956, 0 2aBBa enwotpepel otny Kunpo pad ue tov ouppornth kat gilo tou Roddy
Maude-Roxby, pe tov onolov etoluddouv kowvn €kBean yia tov NoguBplo tou 1954 oto Bpetaviko
2UpBoUAL. a tov okomnd autd, ol 500 KaATEXVeG Tagldelouy oe blapopa pépn atny Kunpo. Onwg
Bupartat o Avtiovng K. HAlakng: <O Xplotogpopog 2aBBa kat o Pévit Movt Po&unt kukAopopouaoav
ue nodnAato. Toug €BAenav 1000 EWTIKOUG oL TONAKEC, We Kaxunowia».'"* And ta Aeydueva Tou
HAdkn qaivetal nwg 10 ovelponoho nawdi and 10 MapaBoBouvo eixe punBel ya ta kKaAd otnv
HMoEUIKN (wn Twv SUTIKWVY KaAexvav TG dekaetiag tou 1950. EmmAéov tnv nepiodo ekeivn o
24BBa potEvnae yia TPELG PAVESG AAeC 6UO0 cup@otNTPLEC Tou and to Heatherly, tnv Kathleen
Blagden kat v Ros!'” Newcomen.'® Mnope{ Aownév kdavelg va gaviaotel tv evidnwaon rnou Ba
NPOKAAEoav oL EEVOL POTNTEG KAl POLTNTPLEG TNG TEXVNG OTNV AYPOTIKA KOWVWVIa ToU PIKpoU Xwplou
¢ Mecaopiag.””

Tnv 6l nepiodo, o 2aBBa ouvdEBNKe Kal pe GAAouUC E€voug nou douoav otnv KUnpo Kat €161KA
ue Bpetavoug anéd to Bpetavikd ZupBoUAo,® evd tautdxpova epydotnke yla t Snuioupyia g
MNaykunplag Evwong Ondtexvwy pad pe GAAOUCVEOUG TNG EMOXNG, GTOXEUOVIAG oTh avadwoydvnon
TNG NVEUPOTIKNG Kal KAAMTEXVIKNG OKNVAG TN Kunmpou. (Jotdoo, To avhouxo nveupa tou 2aBBa, o
d1EBvNC TOU MPOCAVATOALOHAG, Ol APVNTIKEG KPLTIKEG MOU EMEKPLVAV TG KN PEAAICTIKEG, UOVIEPVEG
ToU KateuBUvoelg —blaitepa and tov aplotepd TUMo TG EMOXNG— o€ Jia KUnpo nou unhke nén otov
aneAeuBepwtkd aywva tou 1955-1959, tov kKavouv va Eavapuyel yia 10 EWTEPLKO.
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Christoforos Savva: The Cypriot bohemian

Christoforos Savva (1924-1968) was born to a rural family in the village of Marathovouvo in the
Famagusta District. He was a reserved and inward-looking child, keeping his thoughts very
much to himself, while outwardly appearing sociable.™ Besides farm work and carefree games
with other children, he liked to frequent the village coffee house, talk to his fellow villagers and
dream of a very different life. In fact, although his family had right-wing views, he preferred
the coffee house of the left-wing supporters “because it was there that more ideas circulated,
especially the vision for a better and fairer world. "

These ideals prompted him to enlist as a volunteer in the British army during World War I,
following a general invitation by the left-wing party AKEL, fighting against Fascism and Nazism.
Thus, from 1943 to 1944, he served in the Cyprus Regiment in Cairo, and from 1944—1946 in
Section | of 226 Field Company of the Royal Engineers in Italy.” As soon as the war ended, he
moved to London, where he lived from 1947 to 1954. He attended courses at St Martin's School
of Art and the Central School of Art for a while, and from 1948 to 1954 he attended Heatherly's
School of Fine Art, an art school quite liberal for the era, which offered great freedom to students
to experiment with their personal artistic style. In order to sustain himself, Savva worked at the
same time as a waiter in various restaurants.

Between 1954 and 1956, Savva returned to Cyprus together with his fellow student and friend
Roddy Maude-Roxby, preparing a joint exhibition which would be held in November 1954 at
the British Council. For this purpose, the two artists travelled and stayed in different places in
Cyprus. As Antonis K. lliakis remembers: “Christoforos Savva and Roddy Maude-Roxby moved
around by bicycle. The locals thought of them as being exotic, saw them with suspicion.”' It
seems that the dreamy child from Marathovouno had been initiated into the bohemian life of
western artists of the 1950s. In addition, during that period Savva hosted for three months at his
father's house in Marathovouno two other fellow students from Heatherly, Kathleen Blagden
and Ros'” Newcomen,'® who left a strong impression on the conservative rural community of
the small village of Mesaoria."”

During the same period, Savva also associated with other foreigners living on the island and
especially with English people from the British Council. ? He worked towards the establishment
of the Pancyprian Association of Friends of Art together with other young people, aiming at
the revival of the intellectual and artistic scene of Cyprus. However, Savva's enquiring mind,
his international orientation, the negative reviews of his work criticizing his unrealistic, modern
inclinations —especially from the leftist newspapers of the time— in a Cyprus that had already
entered the 1955-1959 liberation struggle against the British, prompted him to go abroad
once again.

After a short stopover in London, Savva settled in Montmartre, Paris, and apprenticed at
the studio of Cubist André Lhote. The French capital, with its ambiance, its museums, the
great painters, the exhibitions, and his teacher, were quite revelatory to Savva and marked
the subsequent development of his personality and his artistic career. As always, Sawa's
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Metd and éva olvtopo otaBud oto Aovbivo, o 2aBBa eykaBiotatal otn Movudptn tou [aplolol
Kal paBntelel oto ateAle Tou KuBloth André Lhote. H atudopatlpa tng yaAikhg npwtelouoac,
10 pouaela g, ot peyahot wypd@ol, ol KBEaELG, aMd Kal 0 dAcKaAdG Tou €ivat yla tov 2XaBBa
aNOKAAUMTIKA Kal Ba onuadgéwouy T Peténetta eEEAEN TO00 TNG MPOCWMIKOTNTAC ToU 600 Kal ING
KAAALTEXVIKNG Tou nopeiag. Onwg navia 1a olkovopka Tou 2aBBa eival nevixpd kat aywvicetal va
1a BydAel népa. Etoy, avaykddetal va epyddetal kat maAL o€ e0TlaTopla aAAd Kat va cuvinpeitat and
Baupaotég Tou, oL onoiol EAkUovTal 100 and th HOUAELE TOU GGO Kal TNV MPOCWMIKATNTA TOU, OMwG
0 AyyAog dinhwpdtng Gerard Cruikshank, o omnoiog qaivertat va evioxue Taktikd 1o .066nud tou.?
XapakNPLoTKG, 0 XABBa avapeEpel og €NOTOAN Tou otov NavieAn Mnxaviké: «Eival kahUtepa va
hoelg elkoal xpdvia duatuxiopévog oto lMapiot napd ocapdvia eutuxiopévog otnv Kunpo. To pévo
rnou epelc navioU eiaote SUCTUXIOUEVOL». Z

0 2aBBa engotpewe otnv Kunpo petagl louliou 1957 kat Maptiou 1958. MNMapouciaoe tn doulela
Tou oto Eevodoxelo «Andpa Mdérag» ot Aeukwaia ( 1957), otn Cyprus Gallery otnv Aupéxwoto
(1958) kat ato Anpotiké Méyapo AepeooU (1958). Tia GMn pa gopd, AauBdvel SipopoUUEVES
KPUIKEC TO00 BETKES 000 Kal apVNTIKES — TIG TEAEUTAIEG OLaltepa kal MAAL and Tov aplatepo Turo,
nou eKAQUBAVEL TNV aPalPETIKNA Tou Nopeia wg aduvauia kaBwg dev Exel WS KEVIPIKO TNE BEua Tov
dvBpwno Kat g JeyaAeg aAnBeleg Ing (wng Kat dev «oUPBAMEL otnv e€€yepon NG avBpwnivng
ouveldbnong katd g aBAwdTNTag» 2 Enotpépel kat ndAL oto epyactnpl tou Lhote oto Mapiot tov
Mdpto tou 1958. Katd tnv napapiovi tou ekel, Ba ekBEaeL eniong MEVIE €pya TOU EPNVEUCUEVA AN
N ouvexwg augavouevn Bia peta&l EMnvokunpiwy kat Toupkokunpiwy, Pe anokopUpwa ta
yeyovota ato KidveAl kat Tn apayn oktw EAAnvokunpiwy otig 12 louviou 1958 2

Adyw ¢ TETaPévng NOATIKNG katdotaong otn faAAia kat Ing ekAoyng tou otpatnyol NTe TKwA,
naipvel Tnv andgaon va eykataotabel oplotika oty Kunpo,® ériou Kat enotpéPel tov lolvio tou
1959 Kkat vowkiadel apxikd €va onitt atnv 006 MNapBevovog 6 otn Asukwoatia.
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financial state was poor and he found it difficult to make ends meet. So, he was forced once
again to work in restaurants but was also supported by people who liked or admired both his
work and personality, such as the English diplomat Gerard Cruikshank, who seems to have
supplemented his income regularly.? In a letter to Pantelis Michanikos, Savva writes regarding
this matter: "It is better to live unhappy in Paris for twenty years than live happy for forty years
in Cyprus. The thing is that we are unhappy everywhere."?

Sawva returned to Cyprus between July 1957 and March 1958. He exhibited his work at the
Ledra Palace in Nicosia (1957), at the Cyprus Gallery in Famagusta (1958) and at the Municipal
Hall in Limassol (1958). Again, he received controversial reviews —both positive and negative—
the latter especially from the left-wing press, which perceived his abstraction as a weakness
because it did not “contribute to the rebellion of human consciousness against degradation.”?
He returned to the workshop of Lhote in Paris in March 1958. During his stay there, he also
exhibited five works inspired by the increasing violence between the Greek and Turkish
communities, culminating in the events at Kioneli and the killing of eight Greek Cypriots on
12 June 1958.%

Due to the tense political situation in France and the election of General De Gaulle, he decided
to settle permanently in Cyprus,® where he returned in June 1959 and initially rented a house
at 6 Parthenonos Street in Nicosia.
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[KAUV Xloud: O Kunplog €€vog

0 TkAuv XiouC (1931-2014) yevvhBnke oto xwpld Hawarden tng enapxiag Flintshire tng OuaAiag,
Kovtd ota auvopa pe v AyyAia. ApoU napakoAouBnoe paBnuata texvng ato Canterbury College
of Art Kat aoxoANBNKE e TO €pAOLTEXVIKO BEaTPOo Katd Tn SldpKela TN Bntelag tou otn Bpetavikn
Baow\ikn Agponopia (RAF), ypdptnke ato Bretton Hall College of Education oto Yorkshire, érou
v nepiodo 1951-1953 napakoAouBnoe paBhpata otn SI0AoKAAID EIKACTIKWY KAl MAPACTATIKWY
TEXVAV 0ta SnPoTikd oxoAela.? 0nwg o 610G éAeye, Mtav oto Bretton Hall dnou Bpnke 10 KatdAMnAo
nepBAMOV Kat To KIivNTPo yla va KaAALEPYNOEL Kal va avantUEel Tov evBoUaLaoo ToU yia TIG TEXVEG.
Napd 1o yeyovdg oL 010 KoAEYLo MTav atny (Bla TaEn pe KAMOLoUG WPLHOUG GOTNTESG (WYPAPIKNG,
nou npogpxovtav anoéd oxoAég KaAwy Texvav Kat eixav ta avtiotowxa ntuxia, ekeivog dev MToNBnKe.
0 TkAuv ouvNBICe va Aéel: «EK Twv UCTEPWY, VOUI(w OTL N EMNEIYN NEPIPEPELOKNG KATAPTIONG GTNV
TéXVN e WwBnoe KateuBeiav atov poviepviopd» ?

2Tn ouvéxela, o Xoul 6idate ato Castleford, n yevéBALa néAN tou didonpou AyyAou yAUNTn Xévpu
Moup, KaBwg Kat otn pikph enapxtakn noAn Holmfirth. Ekeivn v nepiodo, 6nwg Bupdrtal o dlog,
Bloovel Ta éviova xpwpata otn (wypaPikh — €0Ikd ae ula ykaAept ato Wakefield, 6nou «eide évav
nivaka tou Patrick Heron kat €va apnpnuévo €pyo o€ JNAE Xpwuata and vav A0 KaAATEXVN TO
dvopa tou onoiou 6ev unopouaoe va BupunBei» %

0 XwouC 6idaoke téxvn kat Batpo oto Cobourg School otnv Old Kent Road tou East End oto Aovbivo
oG apxég g dekaetiag tou 1950. Xtov eAelBepo xpdvo Tou ouvavioUoe AAAOUG KAANTEXVEG,
HeTagl twv onolwv ot Gillian Ayres, Harry (Henry) Mundy, Bernard Farmer kat Malcolm Morley
Kal eNoKenToTav eKBEDELG oe PeyAAeg YraAepl (Barbara Hepworth, Piet Mondrian), kaBdg Kat Tig
HIKPOTEPES EPMOPLIKES YKAAEPL, Gnou evnuepwvatay yia toug Eupwnaloug poviepvioTec.

0 Xwoud gixe pidoug ano to Bretton Hall otnv KUnpo, aAAd entnAgov ouvdedtav e Thv MEPLOXN Kal
e évav Ao tpdno, apou o Beiog Tou eixe neBdvel otnv Toupkia atov A’ MMaykoouto MoAepo Kat o
adeAPOC Tou elxe unnpethoel atnv Kunpo katd tn 6ldpkela tou B Maykoopiou MoAéuou. Etal, 10
1956, anodexBnke pla B€on oto Junior School oth Asukwaia.

0 Xwoul htav eAEUBEPOG Kal MPOOBEUTIKOG AGYW TNG OLKOYEVELAG TOU MOU AVAKE OTNV EQYATIKN
14€N Kal Tov aveBpeYe e GOOLOAOTIKA Wbavikd. EmmAgoy, av Kal htav évag KaATExvNg mou dev
€KPUYE MOTE TNV MPOTINCN Tou MPOG To avopIkd PUAO, he To avdpikd yupvo va anoteAel tTh Bdon
yla MoAd andé ta agnpnuéva €pya Tou, TNV ECWOTPEPN KAl ouvtNPNTKA Téte KUnpo noté dev
neplBwplononBnke, aAAG avTIBETWC NTav NAVIOTE KovwVikéd anodektdc. Onwg sixe net o (dlog o€ pia
ouvevteuén tou 1o 2008: «Ta €pya pou eival neploodtepo NOATKA Napd epwtkd. Oxt OpwS MOALTKA
he TV évvola TG Aplotepdc h tng Ae€lag, napoAo mou ey kAivaw npog tnv Aplatepd. Aev E€pw, and
N pia ipat moAakonoinpévog Kat and v dAAn dev elpat. Elpat anAwdg évag KaAéxvng» 27

H teAikn atpopn tou Xioud mpog Ty agaipeon eixe eniong oxeon We Tov 0€E0UAAIKO TOU NPOoava-
ToAlopd. 2TV (Bla ouvevteugn, Agel: «Eixa aviAngBel tov 8UokoAo pdAo pou —nwg (owg va Apouv
OMOPUAOPIANOG— Kal N OKEWN auth pe wBnoe dueoa otnv agaipeon»* Ba pnopolUoes Kavelg va
(Qavtaotel OTL 10 apnPNPEVO —Kal aoTaBec— oUpnav tou Xioud unepLeixe apPOVIKA TIG OOEPWTIKES
ToU PLA0dOE(EC.

270 apyo taidlL e 1o nAoio Mpog v KUnpo ekeivn T Xxpovid, N NpwTn anokAAuywn Atav 1o Guwg.
0 TkAuv XiouC ndvtote Buudtav «Tig ofeleg ywvieg Twv pol Kal Twv NopToKaAl, apyd To andyeuua
g€ pla enoxn nou dev unhpxe akdun PwoAuvon otny ABhva» Kat v deEn tou otnv KUnpo Katd 1o
goupouro, 6rou Ta eAalddevipa paivoviav va Qravouv PEXPL Kal Ty dkpn tou dpduou Aepecol—
Aeukwaoliag. Ektote €Qnog, epydotnke kal (wypdeloe otnv Kunpo. To vnat dev Atav 1o deltepd Tou
on{t, aMd €ywve 1o ontt Tou.
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Glyn Hughes: The Cypriot foreigner

Glyn Hughes (1931-2014) was born in the village of Hawarden in Flintshire, Wales, near the
border with England. After taking lessons at Canterbury College of Art and getting involved
in amateur dramatics during his military service in the RAF, Hughes applied to Bretton Hall
College of Education in Yorkshire for a training course in teaching art and drama in junior schools
between 1951 and 19532 According to Hughes, it was at Bretton Hall that he found the right
environment and stimulus to generate and develop his enthusiasm for arts. Although placed in
a painting group of mature students straight from art school with the appropriate diplomas, he
was not discouraged. Hughes used to say: “Looking back, | think my lack of provincial art training
shoved me straight into modernism."?

Hughes subsequently taught in Castleford, the mining hometown of the famous English sculptor
Henry Moore, and in the small provincial town of Holmfirth. It was at this time that he recalls first
experiencing intense colour in paint — notably at a gallery in Wakefield, where “he saw a painting
by Patrick Heron and an abstract in blues by an artist whose name he could not recollect.”®

Teaching art and drama at Cobourg School in the Old Kent Road in London’s East End in the early
1950s, Hughes spent his free time meeting other artists, including Gillian Ayres, Harry (Henry)
Mundy, Bernard Farmer and Malcolm Morley, and visiting exhibitions at major galleries (Barbara
Hepworth, Piet Mondrian) and the smaller commercial ones, where he would catch up with the
continental modernists.

Hughes had friends from Bretton Hall in Cyprus, but he was also associated with the region in
other ways: his uncle had died in Turkey in the First World War and his brother had served in
Cyprus in the Second World War. Thus, in 1956, he accepted a post at the Junior School in Nicosia.

Because of his family’s working-class background, Hughes was liberal and progressive, nurtured
with socialist ideals. Furthermore, although he was an artist who never hid his preference
for men, with the male nude forming the basis for many of his abstract works, he was never
marginalized in the then introverted and conservative Cyprus; on the contrary, he was always
accepted socially. In an interview he gave in 2008, he said: ‘My works are more political than
erotic. But not political in the sense of Left or Right, although | lean towards the Left. | don't know;
on the one hand, | am politicised but, on the other, I'm not. I'm just an artist."”

Hughes' eventual shift towards abstraction also had to do with his sexual orientation. In the same
interview, he says: "I had realised my difficult role —that perhaps | was a homosexual— and this
thought led to abstraction right away.”® One could imagine that Hughes' abstract —and volatile—
universe harmoniously embodied his homoerotic aspirations.

On a slow voyage by ship to Cyprus in that same year, the first revelation was the light. Glyn
Hughes always remembered “the acute angles of pinks and oranges in the late afternoon of
an unpolluted era in Athens”, and reaching Cyprus at dusk, where olive trees seemed to reach
right down to the road from Limassol to Nicosia. From then on, he lived, worked and painted in
Cyprus. The island was not his second home; it became his home.
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[KAUV — XpLoTOPOopPOoC: Mla EKPNKIIKN OUVEPYELD

0 lTkAuv XiouC Kat o Xplotdépopog 2aBBa yvwpiotnkav 10 1959. Onwg avapépel XapakinpLotkd
0 Xwoud:

Tnv npwdtn @opd nou cuvavinoa tov 2aBBa Atav o€ €va pikpd couBAAT(BIKO
HE PNAE To{Xoug Kovtd atov otaBud Aswpopeiwy, Kat KB Koupdtt tou eautou
uou €lne: "Autdq eival o LaBBa”. Aev Agouv NoAU Kapd 6w Kat hav wpaio va
yvwplow €10, 1000 anAd, kamolov nou dev htav AyyAog, EMnvag, Toupkog h
Appéviog, aMd htav pévo o LaBBa o wypdpog.®

Ta Adywa autd tou Xwoud gival eVOEIKTIKA TNG aunXavng MOAUMOATIOMIKAG KaTdotaong aAAd Kal
TwV €BVoTIKWV dlakploewy nou enkpatouoav otnv Kunpo ota t€An tng AyyAokpartiag. H cuvBhkn
eykaBidpuong g véag peTd-anolklakng Anpokpatiag tThg KUnpou eunepleixe e tov évav h tov
dMo TPdéMo TNV MPoundBeon NG «APUOVIKNG» OUVUMAPENG OAWV QUTWV TwV SLAPOPETIKWY
eBvotntwv nou ouoav ato vnol. O Xioul ekppdlel €6, apevog, Tov Baupaaoud Tou yia tov XdBBa
WG KAMTEXVN Kal, apeTEPOU, apnvel va evvonBel n PIAeAeUBepN Kal KOGPOMOATIKN UON ToU
2 4BBa, avtiBetn pe ta éviova €BVIKIOTIKA aToxela TG eMoxng. And v AAAN, o kAuv, wg Bpetavog
nou €tuxe va Bpebel otnv KUnpo ekelva ta tapaypéva xpovia, Ntav QUOLKO va aviuetwnidetal pe
kanola Kaxunow{a, KATL NoU CUVEXIOTNKE yla MOAAG XpovLa Kal {0w¢ va OUVETELVE OTO YEYOVOG OTL
bev Katéxel In BEan nou Tou apudlel OTNV KUMPLOKN LOTOPLOYPaAQia TG TEXVNG. L€ aUTO OUVETEIVE
Kal 10 Ot bev €uaBe MOTE eMNVIKA, yeyovog Mou yla TN cUVINPNTIKA Kowvwvi{a tng Kunpou tov
kaBlotoUoe oasl «Eévo»

0 TkAuv Bupdtal xapaKINPLOTIKA yLa TN GTEVA OXE0N Tou pe Tov 2aBBa:

Metd mou ouvavinBnkape, npv ané v ykaAepl Anoéeaotg, o XdBBa éyve
0 ¢iAog pou, aA\G htav eniong Kat N peydAn pou gunveucn. Ot dpdpoL pag
Atav napdAnAot npog v {dla kateUBuveon. Eixa BonBnBel noAU amd T
OMNoUGEC PoU Kal TIG eunelpieg pou Kkatd tn didpkela Ing dekastiag tou 1950
oT0 €€WTeEPIKY, €lxa v KUNpo Kat ixa kat t1ov XaBBa oe autég TG KPIoeS
NEPLOBOUG TWV YEWMOATIKWY, MOATIOTIKWV KAl OIKOVOUIKWY avaTtapagewy. ..
Kal autd ntav ta Péva nou xpelaldPouy yid va npoxwpnow.®

Ekelvn v nepiodo ol dUo kaMaexveg €€EBetav oxeddv Tautoxpova oto Eevodoxeio Ahdpa
MaAag (bev unnpxav 10t enayyeAUatikég ykahepl oto vnaol). H ékBeon tou Xioud €yive otig 11-16
AekepBpiou, evao auth tou X&BBa tv nepiodo 26—30 AskepBpiou 1959. O Xioud napouciace tonia
(OKNVEC and KUNPLAKA XwpLd) KaBw¢ Kat MANPwWS apnpnuéva £pya. MAALoTa, OTIG ONPEIOELG TOU
YPAQEL Nw¢ «Otav Koltage OAa Tou Ta £pya CUYKeVIpwUEVa padl o€ ekelvn TNV €kBean, anopAacloe
va un {wypapioet Eavd tonia» *

H otevn oxeon petatl twv 6U0 KAATEXVWV, 0L KOWVEG MEMOLBNCELG Kal Ta 0pAuaTd TOUG, OL AVAYKEG
Kal oL MEWPAPATIopO{ TOUG, TO KOOHOMOATIKO KAl ANEAEUBEPWHEVO KAALTEXVIKO KAl MPOCWIIKO
ToUG oTiypa, Ba Toug WBNOOUY Va GUYKATOIKNOOUY OTnv 0606 20POKAEOUG 6 0Tn Acukwaia, 6nou Ba
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Glyn — Christoforos: An explosive synergy

In 1959, Glyn Hughes met the Cypriot painter Christoforos Savva. In Hughes' own words:

The first time | met Savva was in a little kebab shop with the blue walls near
the bus station and | said: “There's Savva.” | hadn't been long here and it was
nice to meet just like that someone who wasn't English, Greek, Turkish or
Armenian but just Savva the painter

Hughes' words are indicative of the awkward multicultural situation as well as the ethnic
tensions that prevailed in Cyprus at the end of British rule. The treaty for the establishment of
the new post-colonial Republic of Cyprus included, in one way or another, the precondition of
the 'harmonious’ coexistence of all these ethnic groups living on the island. On the one hand,
Hughes expresses his admiration for Savva as an artist, and, on the other, he implies that
Savva was liberal and cosmopolitan, contrary to the strong nationalistic tendencies of the time.
Being a British citizen who happened to be in Cyprus in those troubled years, Hughes was likely
treated with some suspicion. This continued for many years and perhaps contributed to the
fact that he does not hold the right place in the Cypriot historiography of art. Another factor that
contributed to this is the fact that he never learned Greek, allowing the conservative society of
Cyprus to always consider him a ‘foreigner’.*

Regarding his close relationship with Savva, Hughes remembers:

After we met, prior to Apophasis Gallery, Savva became my friend, but
he was also my great inspiration. Our paths were parallel in the same
direction. | was enriched fromn my studies and experiences during the 1950s
abroad, | had Cyprus and | had Savva in those critical periods of geopolitical,
cultural and economical turbulences... and that's all | needed to move on.®

At that time, both artists exhibited almost simultaneously at the Ledra Palace Hotel (there
were no professional galleries in Cyprus at the time). Hughes' exhibition was held on 11-16
December while that of Savva on 26—30 December 1959. Hughes showed landscapes (village
scenes) and total abstracts and in his notes writes of “how he looked at them all and decided
not to paint a view again.”*

The close relationship between the two men, their common beliefs and visions, their needs and
experimentations, their cosmopolitan and liberal artistic and personal imprint prompted them
to live together at 6 Sophocleous Street, Nicosia, where they later established Apophasis 1. As
we will see further on, the next two years of synergy, and in particular 1962, will be one of the
most prolific periods in both artists’ careers.

Hughes and Savva were pioneers in breaking the mould of the island's art scene and
introducing Cyprus to a new and exciting way of comprehending art. Through their continuous
artistic research and innovative actions, they laid the foundations for a conscious transition from
the local to the global at the exact moment when art had begun to take an almost academic
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1bpUoouv apyodtepa v YkaAepi Andgaotc 1.0nwg Ba doUpe otn cuvéxela, Ta endueva SUo xpdvia
OUVEPYELOC, Kal €181KOTEPA TO 1962, Ba anoteAéoouy uia and Tig Mo SNPOUPYIKEG NEPLOdOUG aTNV
nopela Kat Twv U0 KAATEXVV.

0 XwouC kat 0 ¥dBBa unnp&av oL MPwWToNGPOL GTNV avatponn Twv PEXPL TOTe OebOUEVWV TNG
KAATEXVIKNG OKNVAG TNG KUMPou Kal Katdpepav va l0@youv 0To VNal €vav VEO KAl 0UVAPMAoTIKO
TPOMO KAtavonaong NG tExvNG. Meoa anod TG oUVEXE(G ElKaoTIKEC avadnTNOELS TOUG KALTIC KAVOTOUES
dpdoelg Toug, €Bsaav TG BACELG yla Pla cuveldnth petaBaon and To Toniké oto NaykOouLo, akpLBWG
TN OTyPN Mou n téxvn €lxe apxioel va naipvel évav axeddv akadnpaikéd xapakthpa. H cuvépyela
TwVv 6U0 aNOTEAECE TO EKPNKTIKO piypa mou xpeladdtav n tExvn otnv KUNpo yla va Npoxwpnael
npog Ta ePnPOC.

H avtioupBatkn kal\texvikn napoucia tou 2XdBBa eixe yivel ndn awoBnt, 16oo oe AANOUG
KAMTEXVEG 600 Kal o€ 6ooug AeUkwaoldteg aoxoholviav de v t€xvn (BlavooUuevoug Kat pn).
Ba pnopouoe pdAota va neL Kaveig, 6t n enidpacn tou Tponou (wng Kat ThG 0TAoNG ToU anévavil
ota npdypata unnpée e€ioou eviovn 600 Kal Ta MPWTONoPLAKE EMITEUYUATE TOU OTNV TEXVN: ANALKE,
TOlEVTEVLIa avAYAUGa Kal ouppdtiva yAurtd. O £dBBa, mou xapaktnpldtav and noAoUg wg Atopo
e 1Blaitepn aBwdtnta h aKOUA Kal apEAEL, EVNUEPWVATAY OPALPLIKA YLa TO TL GUVERBALVE OTNV TEXVN
naykoopLla Kat entriéov, énwg Pag nAnpo@opet o Xioud, «htav NoAU kaid dlaBaopévog»

0 Xwoul épepe otnv KUnpo 1o koaponoAitiko nveUpa thg MeydAng Bpetaviag tng bekaetiag tou 1950
Kal 1laitepa g Aovop<edikng ornvAG. Bpiokel otnv Kunpo tou 1960 yovipo €6agpog yla va elodyel
TOV PAOYEPOS KAl MOAUXPWHO EKACTIKG Tou evBouaolacud mou eixe apxioet va popgonoleitat npw
¢pBel oto vnol. Emlong, mapd tig ouvinpnTKEG andYELG TNG KUMPLOKNG KoWwV{ag, 0 KOANTEXVNG
¢aivetal va aoBdvetal no aneAeuBepWUEVOG OXL JOVO O€ OXECN E TNV TEXVN TOU AAAA Kal PE TIG
EPWTIKEC TOU MPOTINCELG. Xe avtiBeon pe tn MeydAn Bpetavia, o Xioul aioBdvBnke npopavag
NoAU aveta atnv KUnpo, Bewpwvtag Tov 100 ao@aAn Kal TOUG KATO{KoUG ToU apKETE SLaKPLTIKOUG,.

la ™ PouB Kealoldv, o Xioul avhkel otn heydAn IUNepLaNoTikh napddoon twv avdpwv (kat Twv
YUVAIKWV) ekelvav, nou alaBdvoviav 6e€oualikd nio Aveta oto eEWTEPIKO Napd otnv natpida toug,
KaBWG eKTOC TNG Bpetaviag pnopolcav va ackolv eAeUBepa TG 1olaitepeg TAOELC TOUG, OMwE OTNV
nepintwon twv Sir Harry Luke, Rupert Gunnis kat Aubrey de Sélincourt, petal aAwv, mou otnv
Kunpo éviwBav apketd aneAeuBepwpévol® Onwg Aéel o Xioud:

Epxduevog otn Méon AvatoAn AABa oe enagn pe PvapESEG Kal TPOUAOUG
Kauvn anAd e TG E0WTEPIKEC MOU aVAYKEG KAL TG MPOTINCELS JOU.... Mou eixav
npoeavwg ta dla oxnpata. H npoownikdtnta evog atépou nou ival €T0LUog
va enueBel o€ évav kevd kapBd slval dueca ouvoEedEEVN LE TIG EPLTIKES TOU
TAOELG Kal To NéBog Tou, Nou evielveral and 10 XpWUa Kat 1o dpwpa, anod
B€a kat tov Nxo, and Tov MOAopd Kal TNV MOALTKA, and Tov €aUTO TOU Kal TNV
IkavoTNTd ToU Va pwTeUBE(... Kat n KUnpog ta ixe 6Aa auta... 1ot éueva.?’
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Ewéva 1. Ot 'kAuv XiouC
kal Xplotépopog 2aBBa
0TNV QUAN TNG YKaAep(
Andpaotg 1 otnv 066
LOPOKAEOUG,.

Quwrtoypapia tou Georges der
Parthogh, 16pupa N'kAuv Xwoud.

LA LAA

Figure 1. Glyn Hughes and
Christoforos Savva in the
courtyard of Apophasis
Gallery 1 at Sophocleous
Street. Photograph by
Georges der Parthogh,

Glyn Hughes Foundation.

character. The synergy of the two artists constituted the explosive mixture that art in Cyprus
needed in order to move forward.

The unconventional artistic presence of Savva was already felt, both by other artists and by
Nicosians who seemed to be, or positioned themselves to be, more informed about art. One
could even say that there was an even distribution of intensity, from the influence of his way of
life and attitude towards things, as well as from his pioneering achievements in art, such as his
appliques, his cement reliefs or his wire sculptures. Savva, who was characterized by many as
having a distinctive innocence and even naivety, was fully informed about what was going on in
the world of art and, in addition, as Hughes informs us, “he was very well read” *

Hughes brought to Cyprus the cosmopolitan spirit of Great Britain of the 1950s and especially
the London scene. He finds in the 1960's Cyprus fertile ground to introduce his passionate and
colourful artistic enthusiasm that had begun to shape before coming to the island. Also, despite
the conservative views of the Cypriot society, the artist appears to feel more liberated not only
in his art but also in his erotic preferences. In contrast to Great Britain, Hughes apparently felt
quite comfortable in Cyprus, viewing the place as safe and its people fairly discreet.

For Ruth Keshishian, Hughes belonged to the imperialist tradition of men (and women) who
felt sexually more comfortable abroad than in their homeland. Outside Britain it was easier
to practise their inclinations, as in the cases of Sir Harry Luke, Rupert Gunnis and Aubrey de
Sélincourt, among others, who felt quite liberated in Cyprus * As Hughes remembers:

Coming to the Middle East has brought me into contact with minarets and
domes and/or just my inner needs and preferences... that evidently had
the same shapes. The personality of an individual who is ready to attack
an empty canvas is directly related to one's erotic tendencies and passion,
which is intensified by colour and scent, by the view and the sound, by the
culture and the politics, by the self and the self's ability to fall in love... and
Cyprus had it all... so | stayed.*’
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[KaAepl AndGQpaolc:
Ta napaywylka Kat cuvaloBnuatika xpovia

Me v {Bpuon tng AnoPactg enwxelpeital yla nptn opd va doBel €0Tw Kal pla unotunawodng
«0pYavwTkN Sopn» o€ &L JEXPL TOTE NTAV OKOPMIEG OKEWELG KAl OpANATa HLag opddag vEwv
avBpwnwv nou unodéxoviav tn dekaetia tou 1960: pa nepiodo katd v omola n Kunpog
e€epxotav and TNV anolkloKEaTia Kal, €XovIag anoKTINoEL TNV ave€aptnala g, eloepxdtav o€ pla
véa dnpokpartia. O auBeviikd Aalkdg Tponog okéWng ToU 2ABBa, o cuvduaaouo Pe ta éoa Biwae Kat
€l0€nPate ota xpovLa Twv onoudwv Kat Twv NepnAavhaewy tou ato Aovdivo kat 1o Napiol, kaBwg
Kaln SUTIKNA, MPWTONOPOG KAL EKPNKTLKA WaTLd Tou X1oud, Atav auto Mou Xpeladdtav n Xwea t oTyun
ekelvn. O pnogu 1pdnog dwng Toug, MouU cUXVA £QTave oTa GpLa TNG PTWXELAG KAl TNG AVEXELAG, Kd
KQL TAUTOXPOVA T0 ayKAAlaoua anod dlavooUpevoug, VEOUG ENLOTARIOVEG, WEAN TNG KOANG Kowvwv{ag,
€Evoug BIMAWATEG Kal BLEUBUVTEG HOPPWTIKWV WBPUNATwY, 0Nwg yla napddelypa ot Roger kat
Tatiana Milliex, dnuoUpynae oto Népacua Twv XPOvwy £va oxeddv HUBIKG NAA(OL0 yla TNV YKaAep(
Andpaolc.

H kawouUpyla Anépaoctg Eekiva tn Asttoupyia Ing Tov LeméuBplo tou 1960 otn 066 AndAMwvog
LLA. H npwtn €kBean nou pogevnBnke ekel ntav n «OBvonwptvh Zuloyn» (23 YenteuBpiou—
6 OktwBplou) pe €pya entd Kunpiwv kaMutexvav: Z1éAou Boton, Avdpéa Xpuaoxou, Tewpyiou
BepiotokAéoug Mapiag Kwvotavtivou, EAMNG lwdvvou kat twv yAunmtwv Avopéa 2aBBidn kat
Nikou Aupiotn.

H ykaAepl yivetal moAU cUviopa €vag KAANTEXVIKOG Nupnvag pe duvauikh napouacia, KAt mou n
Aeukwoia xpeladdtav MoAU Tnv enoxn ekelvn. Eylve apéowd 1dNog cuvavinong NaAaldy Kat VEwY
KAATEXVDV, MOU CUYKEVIPLOVOVTAV €6 yla va Beifouv ta €pya Toug Katyla va aviaAMagouv andyelg
kat ogeq. MNepa and TG eKBEOELG dlopyavivovial Kat AANEC ONUAVTIKEG MOATIIOTIKEG EKONAWOELC:
OlaAEEelg, oudnTNOELG, BeaTPIKEC NAPACTATELG, AOYOTEXVIKEG KAl UOUGIKEG Mapouatdaels. ‘Onwg
Aéel 0 [KAuv Xoul «AGyw Twv 00CLOACTIKWY Olacuvbéoewy Tou LdBBa, mapouclactnkav
OUIANTEG, Gnwg o onoudaiog Pwoog oknvoBENG Kivnuatoypagou Sergei Bondarchuk, kaBwg Kat
pla €KBeon PWToYPaPIKWVY avatinwy Ue €pya peydAwyv {wypdeuwy, 6nwg ot Pevoudp, MNMouoéy,
[Kpéko, Pouunevg, Péumpavt, Tuowdvo k.4, and th ouMoyn tou Mouoeiou Epptdd tng Ayiag
MetpoUnoAnc® —nou téte ovopalotav Aévivykpavi—, N ornoia waotdoo dev £TUXE KAANG UNOOOXNG
b1 bev BewpnBnke apketd “Wovtépva’» >

210 onpeio autd, eivat onpaviiké va 1ovioBei 1o MoAUOXIOEG Kal MOAUNAEUPO dpapa TwV SNPLOUPYWV
NG YKOAEP( OXETIKA LE TOV XapaKTNpa nou hBeAav va exet. Aev hBeAav va dnuloupyncouy anAd pia
YKaAeP{ aAAG oTnv ouaia €va MOATLOTIKO KEVTPO, To 0Moio Ba £pepve KOVIA Ta EIKACTIKA PE OAEC TIG
AAEG HOPPEC TEXVNG: €vav MUPNVA MoU Ba CUYKEVTPWYVE BNPLOUPYIKA GAOUG TOUG HlavooUuEVOUG
Kal QAGTEXVOUG TNG ENOXNG, OXL UOVo KUnploug aMa kat Eevoucs. Duaolka, Ba pnopoloe Kavelg
va unootnpi€el 6t autdg NTaV Kal 0 OTOXOG TWV MEPLOCOTEPWY XWPwV nou dleuBuvovtav and
ToUG (6l10Ug TOUG KAATEXVEG OTOV SUTIKG KOO0 eKelvn TNV €Moxn — N MpowBnaon, dnAadn, g
avIaA\ayNG LOEWV Kal MELPAUATIOPWY PHETAEU KAAATEXVWY, e BAoN TG EVVOLEG TNG CUAAOYIKOTNTAG
KAl TNG CUPMETOXNG: «Me v avtiBeon Toug Mpog Toug NapadoaolakoUs KavOVES TNG TEXVNG Kal TNV
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Apophasis Gallery:
The prolific and emotional years

With the establishment of Apophasis Gallery afirst attempt was made to give even a rudimentary
‘organizational structure’ to what until then were scattered thoughts and visions of a group of
young peoplewhowelcomedthe 1960s:aperiodin which Cyprus was emerging from colonialism
and entering a new democracy with the independence of the island. Savva's genuinely folk way
of thinking, combined with what he experienced and gained during his studies and wanderings
in London and Paris, and Hughes" Western, enthusiastic and ground-breaking outlook was
what Cyprus needed at that time. Their bohemian way of life, often bordering on poverty and
penury, but also the embrace of intellectuals, young scientists and educated professionals,
members of high society, foreign diplomats and directors of Educational Institutions like Roger
and Tatiana Milliex, created over the years an almost mythical framework for the Apophasis.

The new Apophasis Gallery opened its doors in September 1960 at 44* Apollo Street. The first
exhibition held there was the ‘Autumn Collection” (23 September—6 October) with the works
of seven Cypriot artists: Stelios Votsis, Andreas Chrysochos, Georgios Themistocleous, Maria
Konstantinou, Elli loannou and sculptors Andreas Savvides and Nikos Dimiotes. Very soon, the
Apophasis became an artistic hub with a dynamic presence that Nicosia needed so much at
the time. Older and younger artists came together, showed their work, exchanged views and
ideas. Apart from the exhibitions, other important cultural events were also held at the gallery:
lectures, discussions, theatre performances, literary and musical presentations. Glyn Hughes
remembers: “With Savva's socialist connections, there were speakers like the great Russian
film director, Sergei Bondarchuk, and a photographic exhibition with copies of works of great
artists, such as Renoir, Poussin, El Greco, Rubens, Rembrandt, Titian and others that were in
the collection of the Hermitage Museum in St. Petersburg®* —then known as Leningrad—which,
however, was not well received because it was not considered sufficiently ‘modern’."*

It is important to emphasize at this point the multifaceted and versatile vision for Apophasis
Gallery, as Hughes and Savva intended it. They did not want to establish just a gallery, but in fact
a cultural centre that would bring together visual arts with all other art forms, a nucleus that
would creatively gather all the intellectuals and art lovers of the time, not only Cypriots but also
foreigners. One could argue that this was a common goal among most of the artist-run spaces
in the Western world at the time — promoting, in other words, exchange and experimentation
between artists, based around notions of collectiveness and participation: “With their attitude of
opposition toward the traditional art canon and their search for alternative forms of cooperation,
those blazing the trail for progressive art tendencies very much resembled their predecessors,
the avant-gardes of the early 20th century and institutions founded at that time such as the
Wiener Secession.™®

Indeed, quite a few people visiting Cyprus would pass by the gallery. For example, in 1962, Marian
Engel, one of the leading Canadian writers (1933—-1985), together with her husband, author of
police novels, Howard Engel, were on the island and visited the gallery. Ruth Keshishian recalls
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avadhtnon eVOAKTIKWV LOPQUV auvepyaaciag, ekelvol mou avolyouv Tov OpOH0 YLa MPOOSEUTIKES
HOPPEC TEXVNG Potddouv MOAU LE TOUG MPOKATOXOUG TOUG Toug aBdv ykapvt twv apxwy tou 2000
alVa Kat Twv Kivnudtwy tng enoxng ekeivng onwg n Blevédkn Andoxion [Wiener Secession]»

APKETOC KOOUOG Mou eMoKenToTav v Kunpo @poévide va nepdoet and tnv ykaiepl. To 1962,
yla napddetyua, Katd v eniokewn toug oto vnol oUxvalav otnv yKaAepi N onpaviikh Kavadn
ouyypagéag Marian Engel (1933-1985) pad{ pe tov oUluyd NG, GUYYPAPEA AGTUVOUIKWDV
puBlotopnudtwy, Howard Engel. H PouB Keolowdv Bupdtal pua nep@opuavg tou (euyaplol e
OKNVIKO la upacpatoypapia tou YaBBa*

Tov OktwBplo Tou 1961, opyaviBnke N Npwtn Kowvn ékBean EAANvokunpiwy kat Toupkokunpiwy
KAMTEXVADY, T gyKaivia Tg omolag TéAeoe n Kupia Zouxehd KoutaloUk.* Téoo o YdBBa doo Kal
0 XouZ nioteuav atnv avaykn €pnvikng ocupBiwong petafu twv 6U0 KOWOTATWY. X€ EMIOTOAEG TOU
npog T YéMouaa ouluyd tou Christine Savva-Duroe, o XdBBa ypdgel: <OAa ta npoBAApata nou
éxoupe e toug ToUpkoug opeilovtal otn Bpetavikn dinAwatia Tou “Slaipel kat Bacileue”. Mpv
ano nevie xpovia dev eixape étola npoBAnpata. Ot Toupkol (ouoav padl pag we PEWVOTNTA, TWPa
dMakav 6Aa».*

EKTto¢ and 1ig eKBETELG, N BNUIOUPYLIKA OUVEPYELD TwV BUO CUVIOPUTWV TNG YKAAEPT NTAV GUVEXNG
Kal KapnoPoPa, Ye KaBnuePLvEG avaldnTNoELG KAl KAATEXVIKEG anoAauoelC. AUTEC oL avadnTNoELG
oupBadllav pe ta 6oa cuvéBawvav otov dleBvh xwpo Katd Tn OLdpKELa NG ENAVACTATIKAG Kal
nepapatikng dexkaetiag tou 1960. AvBpwnol nou polpddoviav TG (Bl 16€€C aANG e EVOANAKTIKOUG
TPONouUG {wNG Kal SLaPOPETIKEG MPAKTIKEG oxnudtidav ouddeg, nou augoBntnoay to status quo
KaLTLG Napadoolakeg mpoaeyyioelg atny texvn. O 16pUTIKOG NUPNvag NG YKaAep( (oUTE Pe TNV TEXVN
Kal yla v Téxvn, avolyovtag Kawvoupyloug dpduoug 0To KUMPLAKO KOO TNG EMOXAG.

0 Kwatag Owovopou avapepel Nwg PETA TN PeTtaotéyacn Tng Andgactg otnv 066 AndAwvog Kat
LETA TNV €kBean «DBvonwpivh ZUMoyh», n euBUvn yla Tn Asttoupyia Kat Tig dpactnPLOTNTES NG
YKaAep( Napapével anokAEOTIKA aTov Xplatd@opo LaBBa* H EAévn Niknta avapépel akplBawg
10 {610 Npdypa: «XUvtopa n véa “Andpaon’ Ba nepdoel kdtw and v anokAELoTKA euBUvN Tou
YaBBa». And v dAAN, n yuvaika tou Kplatly ypdgel nwg o YLdBBa eixe okeptel va ouotoel pLa
neviapeAn enttponn nou Ba dleUBuve v ykaAep( *

MNapoAa autd duwg, daBddovtag TG ypanteég apnynaelg Tou MkAuv Xoud qaiveral nwg ta xpdvia
1960-1962 ntav pua nepiodog €€alpetikd €viovng Kat yoviung ouvepyaoiag uetafl twv dUo
KAATEXVDV E EMIKEVTPO MAVIOTE TNV YKAAEP{ TOUG. «AUTA N CUYKEKPLUEVN XPOoVIKN Nepiodog a&icel
O KOWVWVIKOMOATIKA avdAuon yla va dikaloAoynBoUv ot Adyol yla Toug omnoioug evepyoUoape Kal
NpAttape akpBwg 6,1t KAvape, Povo Kal Pévo enedn npactav otnv KUnpo kat éxt Kanou aAAoU»,
ouvNBIZe va AéetL o Xioul ¥’

Mépa anod Tg MPOCWIKEG ToUG ekBEDELS, Mou Blopydvwvav Kat ol 6Uo otnv «Andpactc» (0 Xwoud
ot¢ 16—19 louviou 1961 kat o £aBBa ot 18 NogpBpiou 1961 kat tov lolvio tou 1962), ot 6o KaA\-
TEXVEC Mpayuatonolouoay TNy noxn eKelvn Kal NUEPNOLEG EEOPUNOELG OTNV KUMPLAKN UnaBpo.
Xapaktnplotikd o Xwou dinyeftat yU auth v nepiodo:

0 Mdiog tou 1962 ntav n no Gnpoupylkn nNePiodog NG KapLEPAG HoU.
Motelw o6t Atav o {60 Kat yia tov 2aBBa. Mépaca and 1o atouvild Tou Kat
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the couple’s performance with a batik by Savva in the background as a set *!

In October 1961, the first joint exhibition of Greek Cypriot and Turkish Cypriot artists was
organized, which was opened by Mrs. Souheila Kutchuk.“? Both Savva and Hughes believed
in the need for peaceful coexistence between the two communities. In letters he had sent to
his future wife, Christine, Savva writes: “All the problems we have with the Turks are due to
the British diplomacy of ‘Divide and Rule.’ Five years ago, we did not have such problems. The
Turks lived with us as a minority, now everything is changed."?

Besides the exhibitions, the creative collaboration of the two co-founders of the gallery was
continuous and fertile, with everyday quests and artistic pleasures. These quests were along
the lines of what was happening internationally, during the revolutionary and experimental
sixties. Like-minded people with alternative lifestyles and practices formed groups, which
challenged the status quo and traditional approaches to art. The founding core of Apophasis
lived with art and for art, opening new ways of thinking and social interaction to the Cypriot
public of the time.

Costas Economou says that after the relocation of the gallery to Apollo Street and after the
‘Autumn Collection’ exhibition, the responsibility for the operation and the activities of the gallery
remained exclusively with Christoforos Savva.* Eleni Nikita writes the exact same thing: “Soon
the new Apophasis will pass under Savva's sole responsibility.® On the other hand, Savwva's
wife writes that Savva thought of establishing a five-member committee to run the gallery.*

Nevertheless, reading Glyn Hughes' accounts, it seems that 1960-1962 was a period of
extremely strong and prolific synergy between the two men, always centred on Apophasis
Gallery. Hughes used to say: “That particular period of time deserves a socio-political analysis
to justify reasons for acting and doing exactly what we did, just because we were in Cyprus and
not somewhere else."’

Apart from two personal exhibitions that they organized in 1961 in the Apophasis (Hughes on
16—19 June 1961 and Savva on 18 November 1961 and in June 1962), they also went on day trips
to the countryside during that period. Hughes recalls:

May 1962 was the most creative period of my career. | believe it was so
for Savva. | passed from his studio and asked him if he wanted to go with
me to the countryside. [...] Savva suggested that perhaps we could explore
the use of new materials and that was exactly what | had in mind. [The
village of] Ayios Theodoros was full of ‘saccules’ (sacks) everywhere and
that was the perfect material for our introspective mood. | used it in a much
different way than Savva. | was sort of complementing the picture with this
material but Savva used it as if it was paint. | was mild with it but he was
almost violent going all the way as | was with sand paint. That day we went
back to Nicosia without speaking to one another. We isolated ourselves to
listen inside of us. When [ left him at his studio, he said to me: “same time
tomorrow” and that was the beginning of a wonderful month

Indeed, in June 1962 Savva exhibited at the Apophasis Gallery a completely transformed work.
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ToV pWwnoa av NBeAe va ndet pad{ pou otnv UnaiBpo. [...] O £&BBa npdrelve 61
Ba pnopouoape (0w¢ va SlePEUVATOUPE T XPNON VEWY UAIKWY Kal autd ntav
aKPBWG Mou €ixa Kat ey oto uaAd pou. O Aylog Beddwpog ntav naviou
YEUATOG 0AKOUAEG Kal autd Ntav 1o 1OavIKG UAIKO yLa TNV evOooKoMIKh 61aBean
dac. T xpnowonoinoa pe évav MoAU dlagopetikd tpéno and 6,1 o XaBBa.
Katd kdnolov 1pomo, £yw CUPNAPwWVA T0 €PY0 LOU JE auTO TO UAIKO, EVWD O
Y &BBaTo xpnaonotouaoe oav va Atav Pnoytd. Eyw ngouv Antog otn xphon tou,
€V 0 XABBa ntav oxeddv Bialog pExpL TEAOUG, ONwE NOUY EYW WE TO XPWa
avVaKatepéVo Pe dupo. Exeivn tnv npépa entotpéyape otn Acukwaia xwpic va
M\AUE 0 €vag oTov AANO. KAELOTNKARE OTOV €QUTO WAG Yla VA AKOUOOUE PETa
uag. ‘Otav tov dpnoa oto otouvld Tou, Jou eine: “auplo v Bla wpa” kat autd
ATav N apxn evog UNEPoxXou Pnvas

‘Ovtwg, tov lovio tou 1962, 0 aBBa napouciace atny ykaAepi AMGQACLS PLa VIEAWG avavewWPEVN
douAeld. Mpdketal yia NoAU No aPalpeTkd €pya, TIG MEPLOCOTEPEG POPEG EVIEAWC APNPNUEVQ,
10 ono{a eKPPAloUV WUXIKEG Kal cuvaloBnuatikég kataotdoelg.”

Téoo o Xou 600 Kat 0 2aBBa evnugpwvovtav Blapkwe yia TG dlebveic eCeAiEelg otny €xvn apou
T0 €VOLAPEPOV TOUG yIa Ta TeKTavopeva otn SleBvh oknvh ATav oUveXEG. H XpNaon VEWV UAKWY, N
avatponn Twv NApadoCLaKWV TEXVIKWY Kal JESWY, N EVWWOLOAOYIKA MAEUPE TNG TEXVNG ATaV JEPLKA
and ta B€uata nou toug npoBAnududav. EmmA&oy, Toug evolépepe 1BLaitepa N MPOCWNIKOTNTA Kal
10 €pyo Tou Marcel Duchamp. Ze pla ané 1g e€opunaelg toug, o 2dBBa Bphke ag Evav axupwva
dUo napdpuola avikeipeva ((owg va Atav pépn plag naldg oéAag yaidouptou). To éva eixe To oxha
notoAoU tou 170u awwva. O TkAuv Bupdtal ta NG OXeTKA PE auTo:

0 X4BBa 1o tonoBence o pa EUAvn Bdon, otnpiovtdg 1o o€ dUo KapeLd
Kal to ovopace Emavdoraon. Tov pwinoa av htav OlateBeluévog va 1o
unoypdyel Kal To €kave anpoBupa. To OtL To €kave eixe evdlapépov, ylati 10t
MPOKAAEDE Ul E0WTEPIKN avatapaxn. Me v npdagn tou auth dnploupyolaoe
éva readymade. Ouwg, 0 XaBBa dev Atav kavomnonpévog Jévo Je autd Kat
€NPENE vVa 10 CUPNANPWOEL Pe Evav nivaka, Tov onoto {wypagtos 1o {6lo Bpadu.
BAémovtag 1o anotéAecua v GAN pépa oto otolvild Tou cuveldntonoinoa
Nw¢ N OUVEPYELD pag wBoloe ta npdyuata nMpog th owoth KateuBuvon.
0 XdBBa dnpwoUpynce €va MOAU MPOCWMIKG Kal cuvaleBnuatikd €pyo,
XPNOLoNoWVTag 1o SeUTEPO AVIIKEIPEVO Yla va OUPNANPWAOEL To readymade.
To ovouaoe Ayiog Bscdwpog H ENTANALTAXIE MOY. O nivakag Atav OKOTEWVOG
Kal 6papatkog... oav va nupoBoAolcoe Kavelg kateuBeiav ota cwBikd Tou,
wBwvrag v aAnBela e To ASUKG Xpwpa va nnyaivel yupw anod éva eavAo
KUKAO... NVEUMATIKO Kal unap€lako... Kat €yve Motelw w¢ AUECO ANOTEAECHA
TOU YEYOVOTOG OTL EBOAE TOV €QUTO TOU OTNV LOTOPIKA onpavikh B€on tou va
unoypdyel éva readymade ™

Ta amtéd anoteAéopata autng NG OTEVAG MVEUMATIKAG emkovaviag twv U0 KAATEXVWV
anotunwvovtal o dUo Toug €pya e Tov titho 0 ABAnTi¢. ®BAvovtag atov Aylo Be6dwpo ata péaa
10U Maiou tou 1962, napatpnaav 61t 010 oxXoA(o Tou xwplou dle€dyoviav aywves. Autd evENVEUOE
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These were mainly much more abstract works, most of which completely abstract, which
express mental and emotional situations.*

Both Hughes and Savva were constantly informed about international developments in art, and
their concern in relation to what was going on in the international arena persisted. The use of
new materials, the overthrow of traditional techniques and means and the conceptual aspect
of art were a few of the issues with which they were concerned. They were also particularly
interested in the personality and work of Marcel Duchamp. In one of their excursions, Savva
found in a barn two similar objects (perhaps being part of an old donkey saddle). One had the
shape of a 17th century pistol. As Glyn remembers:

Savva placed it on a wooden base, resting on two nails, and called it
Revolution. | asked him whether he was prepared to sign it and he did so
reluctantly. It was interesting that he did because he thereby provoked an
inside turbulence. The action gave rise to a readymade. Savva was not
ready to be content with this alone and he had to complement this with a
picture that was executed the same evening. Seeing the result the other
day in his studio, | came to realize that our synergy was pushing things in
the right direction. Savva produced a highly personal and emotional picture
using the second object to complement the readymade. He called it Ayios
Theodoros H ETNTANAXTAXIX MOY [=MY REVOLUTION]. The painting was dark
and dramatic as if shooting oneself straight to one’s insides pushing the
truth in white to go round in a vicious circle... spiritual and existential... and
it was made | believe as a direct result of having placed himself into the
historically significant position of signing a readymade.®

The tangible results of this close interaction between the two artists can be seen in a pair
of works, which evolved around a shared visual experience, both of which are entitled The
Athlete. In the mid of May 1962, they arrived at Ayios Theodoros village, where they noticed that
there were games being held at the school. Hughes was inspired to work on a painting with
sand and paint at lunchtime. The picture was figurative. Savva saw it and in the evening at his
studio he worked on a totally abstract picture with sand, ‘saccules’ (sacks) and paint. He called
it The Athlete as well and this fact triggered a lively and inspired conversation between them.
Hughes had seen the actual athlete but Savva had only seen Hughes' painting. As Hughes
evocatively states: “They were such conversations that reminded us of university lunches and
gave meaning and value to our relationship at a very personal level.™'

As it seems, May 1963 was a turning point in their close and distinctive relationship. Hughes recalls:

| remember throwing a small piece of ‘sacculla’ (sack) to him. It had a black
circle on it that | made right there. Although he used it, he said to me firmly
that the period of the ‘sacculles’ (sacks) is over and that he was already
somewhere else. He put it in my bag so | would remember the end of that >

In July 1963, Christoforos Savva visited Israel and the famous Kibbutz Ein Harod, which houses
one of Israel’s largest art museums. At that time, he began to correspond with Christine
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Ewkéva 2. Xplotépopog
Y4BBa, 0 ABAntng, 1962,
HIKTA TEXVIKA, 39x125¢K.
Owroypagia tou Xpiotou
ABpaap{dn, Kpatikn ZuMoyn

YUyxpovng Téxvng, Aeukwola,

Kunpog.

Figure 2. Christoforos
Sawva, The Athlete, 1962,
mixed media, 39x125cm.
Photograph by Christos
Avraamides, State Collection
of Contemporary Art, Nicosia,
Cyprus.

Tov Xlou va apxioel €va €pyo WYE AUPO Kal hroyld v
WpaTou yeupatog. To €épyo ntav napactatikd. O XaBBato
€lde kat o 610 Bpadu oo oToUVTId TOU £PYACTNKE NAVW
0€ €va EVIEAWC APNPNUEVO €PY0 PE AP0, OAKOUAEG
Kat pnoytd. Edwaoe kat autdg otov nivakd tou To 6voua
0 ABAnti¢ Kal 1o yeyovog autd Nupoddtnaoe pia {wviavh
Kaleunveuapevn cudhtnon PETa&U Twv U0 KAAALTEXVDV.
0 Xwoud gixe &gt Tov Npaypatkd aBAnth, aAd o XaBBa
elxe &gl povov tov mivakd tou Xwoul TG YPAmTEQ
apnynoelg tou o Xioud Buudtat ot «Ot oudnthoelg nou
elxape pag Buuav autég nou kavape katd I dldpkela
TWV YEUPATWY OTO NAVEMIOTARLO Kal €6waoav vonpa Kat
a&fa otn oxéon pag og éva NoAU npoowniké eninedo» !

‘Onwg gaivetal, o Mdwog tou 1963 Atav kouBIKAG atnv
1BLétunn Kat atevh oxeon twv dUo dnpoupywy. O Xou
AVAPEPEL OXETIKA:

«Bupdual mou tou nétaga éva UIKPO KOPUATL and
0akoUAa. Eixe ndvw tou évav palpo KUKAO mou Ttov
ékava eni tonou. MNMapoéAo nou tn xpnaolgonoinae, pou
elne Katnyopnuatka ot n nepiodog Pe TG 0aKOUAEG
elxe TEAeLDOEL Kal Nw¢ Atav NdN kAnou aAou. ‘EBaAe
T0 €pYO0 OTNV TOAVTA POU yia va Bupdual to t€Aog auté»

Tov loUAwo tou 1963, 0 Xplotdépopog XaBBa enokEPBnKe
10 lopanA Kat 1o enuopévo Kiwnoutg Ein Harod, 6mou
Bploketal €va and ta peyaAUtepa pPoucEla TExvNg Tou
lopanA. Ekeivo tov Kapd dpxioe va aAnAoypagel ue
tn Christine Waterhouse, tv omoia navipeUtnke Ttov
No€uBplo tou 1964 g apxeg tou 1965, n Andgactg
EKAEIOE OPLOTIKA Kal o 2dBBa pe t yuvalka tou
petakoploav oty 066 Budavtiou 2, napdAo mou o 2aBBa
OUVEXLOE yla BlomoplatikoUg Adyoug va epyddetal otny
taBépva «Andpacn».* Tov LentéuBplo tou 1965 yevviétal
T0 NPWTO Tou natdi, n Kika.*

0 Xwoul Bupdral XxapaknPLoTiKa: «TOTE Tov €xaoa yla
KAMolo Xpovikd Oldotnpa. Ta Xpwpatd pou aMagav.
TonoBetovoa avikeipeva, Noukduloa Kat epnuePideS
0Ta €pya hou, KATLMouU e 0dnyoUoE MOALTKE 0Th HOUAELG
pou tng dekaetiag tou 1970... xwpig Tov XaBBa. Exkava
TG OIKEG OU [KOUEPVIKEG, XPNOIOMOLWOVIAG TN BIKA Uag
vaip pyoUpa. H ouvépyela e tov 2aBBa, mou €pepe otnv
EMNPAVELD TOGA MOANG, E 06NYOUOE O€ MO KAANTEXVIKES
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Ewkdva 2. M'kAuv Xioud,
0 ABANG, 1962, piKth
TEXVIKN 0€ KauB4,
70x120€K.

16pupa MkAuv Xioud,

Figure 2. Glyn Hughes,
The Athlete, 1962, mixed
media on canvas,
70x120cm

Glyn Hughes Foundation.

Waterhouse, whom he married in November 1964. In early 1965, the Apophasis was closed
and Savva and Christine moved to 2 Vyzantiou Street, Nicosia, although he continued to earn a
living by working in the Apophasis tavern.® In September 1965, his first child, Ghika, was born >

Savva's life decisions along with the closing of the Apophasis clearly amounted to momentous
changes in the lifestyle and creative process that Hughes had enjoyed for so long. Hughes
evokes: ‘I lost him then for some time. My colours were different. | was applying objects,
newspapers, shirts on my work, leading me politically to my seventies work... without Savva.
| was playing my own Guernica tunes with our naive figure. The synergy with Savva, that
brought to existence so much, was leading me to more artistic relationships and theatrical
installations and performances a few years later.”®

Christoforos Savva died in Great Britain after a short illness on 13 July 1968. He had just returned
to Sheffield from Venice where he represented Cyprus in its first official participation in the 34th
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Ewkéva 3. Xplotépopog
YABBa, Xwpls titAo,

1963, HIKTA TEXVIKN O€
€MIOTOAOXAPTO TNG YKAAEPL
Ano6pactg, 26x12¢x.
Qwrtoypapia Tou Xpiotou
ABpaapidn, 16pupa MNkAuv
Xoul.

Figure 3. Christoforos
Savva, Untitled, 1963,
mixed media on
Apophasis Gallery
stationery, 26x12cm.
Photograph by Christos
Avraamides. Glyn Hughes
Foundation.

-iEed
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PEALTFY ANDBALIL
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OX£0ELC KAl BEaTPIKEG EYKATACTATELG Kal MePPOPUaVG Alya xpovia apyotepa» >

0 Xplotépopog XdBBa néBave otn MeydAn Bpetavia petd and olviopn acBévela, otg 13 louAiou
1968. MOAG €ixe emotpeyel ato Sheffield and n Bevetla, 6mou eknpoownnas v Kdnmpo atny
NPWTIN eNioNUN CUPKETOXN TNG otnV 34n MntevaAe Bevetiag padl pe dAoUC Névie KAOATEXVEG.

Ot teAeutaieg avapvnoelg tou MkAuv Xioud and tov 2aBBa sival and tov loUAlo tou 1967, tav
ouvavinBnkav yla teAeutaia gopad:

Ei6a tov 2dBBa otov Spduo apyd €va Bpdadu kaBobdv npog tnv taBEpva
«Andépacn». Tou €lna étt ABeAa va KaAEow PEPIKOUG PIAOUG yla Ta yeveBALd
Hou 010 oToUvVTLd Tou 0TS 6 louAiou To Bpadu. Onwg ouvnBile va Kavel, dev
andvinog, oav va €Aeye evidEel KAl OUVEXIOE A£yovtdg pou ot gpyddetal
nAvw o€ JEPIKA VEA €pya PE KavoUpyla OXNPATA Kal Xpwuata nou dev ixe
xpnalgonoaetl npv. Mou €ine étt éva and autd dev NBeAe va 10 ekBETEL
enedn ntav ndpa noAU ariko (av kal Tou dpeae) kal NBeAE va 1o Kpatnow
WG 6WPo yla ta yevéBAWd pou. [...] O nivakag Atav moAU npoxwpnuévog. Hrav
MoAU nor, oxeddvV APEPIKAVOMOLNUEVOG, UE €V NAEKTPIKG MOPTOKAAL PpOVTO Kal
€va TepAoTio PaMIKG oxnpa nou Non eugavidotav ota £pya o eKEIVNG TNG
neplodou. Qatdoo, Ba €prava o€ Jia TETola anAdTNTa... av Ta KATdPePVa NOTE. ..
TPLAVIa XPOVLIa apyoTepa... Xwpig va unoAoyiloupe tnv Nepiodod pou tou 1970,
n onoia €ixe v anéAUTn anASTNTa TwV TeEAEUTalwY OKEWYEWY Tou LABBa, aA\a
OXL Ta XpWwHata Tou. Towg o 2aBBa awoBdvBnke Ot bev eixe xpovo yla Xdaotuo
Kal ouvtOpewe TNV Lotopia.®

AuToG 0 MoAUXpwUOC PaAKOC mivakag ntav To teAeutaio 6wpo tou XaBBa otov Xioud,
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Venice Biennale together with other five artists. Glyn Hughes' last memories of Savva are from
1967, their last contact being in July of that year:

| saw Savva in the street late one evening on his way to Apophasis tavern.
| told him that | wanted to invite a few friends to his place for my birthday
on the 6th evening. Being his usual self, he didn't reply as if to say, ‘'OK" and
he tells me that he is working on a couple of new works with new shapes
and colours that he did not use before. He said that one of them he did not
want to exhibit because it was too phallic (although he liked it nevertheless)
and he wanted me to keep it as a present for my birthday. [...] The painting
was way ahead. It was very pop almost Americanized with electric orange
background and a huge phallic shape that was already appearing in my
paintings of those times. However, such simplicity | would have reached...
iflever did... thirty years later... not counting my seventies period, which had
the absolute simplicity of Savva's last thoughts but not his colour. Perhaps,
Savva felt that he had no time to waste and he cut a long story short.®

This colourful phallic painting was Savva's last gift to Hughes.

Ewkéva 4. Xplotopopog XaBBa,
élloudiou x.r1. 'kAuv (Xpdvia
lMoAAd), 1967, \a6t o€ KapBa,
80x126¢k.

Adpo Tou Xplotépopou XaBBa
otov ['kAuv XiouQ yia ta yeveéBALd
Tou. @wroypagia tou Xpiotou
ABpaap{dn. 16pupa MkAuv Xioud

Figure 4. Christoforos Savva,
élJuly h.b. Glyn (Happy
Birthday), 1967, oil on canvas,
80x126cm

Christoforos Savva's birthday
present to Glyn Hughes. Photo by
Christos Avraamides. Glyn Hughes
Foundation.
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Y Uunépaopa

‘EtoL anAd, pe pla onpaviikn ouvdvinon Kat pla katipla anégaon, €8nkav ot BAoelg yla v eEEALEN
NG TEXVNG OTNV VEa peTd-anolklakn Kunplakn Anpokpatia. H cuvévinon twv MkAuv Xioud Kat
Xplotépopou 2aBBa katn {(dpuon tng yKaAepl Amdgacts htav pla prloonactikn kivnan, KaBoploTikh
Y10 T0 PEAOV TWV EIKACTIKWV Kal OXL JOVO.

Ta Bepéha yua v eEEAEN NG Téxvng otnv KUNpo 1€BnKav o€ pla onpavitkkn cuvavinon, nou
KaTtéANEE o€ Pa Kpiown andgacn: va dnuoupynBel n ykaAept Andpaotg. H B€on g otnv tte
peTa-anoklakn Kunpo e€akoAouBel va emnpeadel 1o oxnpa TG KowvotNTag tNG TEXVNG ONUEPQ.

H npoownikh oxéon avdueoa oe 600 Avopeg KaMEXveG, Tov TkAUV Kal Tov Xplotégopo, T
@uon ¢ onolag nBavotata dev Ba kataAdBoupe NOTE MANPWG, ANOTEAECE €va NPWTONOPO Kal
pLloonaotikd dApa Npog v eEEALEN TG TEXVNG OTN XWPA.

‘Etol anAg, othBnke o0 npwtog dleuBuvopevog and KAAITEXVEG XWPOG otnv Kunpo. H onuepvh
dvBnon napoéuolwy xwpwyv oto vnol pag, e€nvia oxeddv xpovia Petd, anodelkvuel TN TepdoTia
onpacia aAAG Kat TNV €NtUxia Tou eyXepnUaTog Twv SU0 VEWY KAAATEXVWY, Tou XPLoTO(pOopouU
2 dBBa kattou kAuv Xioud, otonoiotLto 1960 évwoav Tig aywvieg, TG avnouxieg kat ta kowva opduatd
TOUG, OUYKATOLKWVTAG BNUIOUPYIKA Kal MPOTPEMOVTAG —E TO MPOCWIKSG Toug Napddelypa Kat
HECO ano Ta £pYa TEXVNG TOUG— TO KOO TNG KUNpou va Npoxwpnael Mpog 1o EANoV. H onpavikn
napakataBnkn ing ANG(actG Kat Twv dUo dNULOUPYWV TNG—KaL Napd 1o 6UVIONO TG UNap&ng G-
€X€L 0UOLaoTIKG KaBoploel Tnv elkaoTikh nopeia tng KUnpou oto SINVeKEC.

EniAoyoc

0 TkAuv Xwoul elonxBn oe onit gpovtidag otn Agpead 1o 2012. Fug 23 OktwBpiou 2014, dpnoe v
teAeutaia Tou nvon oto levikd Noookopeio AepeaoU, onou eixe petapepBel petd and kapdlakn
avakonnh. O TkAuv eixe ndvia oty Kapdld Tou Ty NOAUTIUN Kal SNUIOUPYIKA OXEON TOU HE TOV
Xplotogopo 2aBBa kat ta antd g anoteAéoparta. a nepinou tpldvia xpdvia, KPATNoe KaAd
(QUAQyUEVa TOO0 TN GUAAOYN Tou pe €pya SIKA Tou Kal Tou 2aBBa 6oo Kat 6Aa Ta OXETIKA evBUpLa
Kal avilkeipeva — avap@oBhtntn anddelEn g Baupdolag cuvePyELdg TOUG Katd Ta Xpovia NG
yvaplpi{ag toug. Ot agpnynaelg Tou Xwoud, otig onoieg Baolotnke auto To Kelpevo, kataypdenkav and
ToUG PiAoUG Tou, KaAATEXVEG Xapahapno Kat Bdow Xepyiou, peta&u Malou 1997 kat Maiou 1998. 0
Matog ntav naviote NoAU oNPAvIkog 1000 yia Tov Xloud 600 Kat yla tov XaBBa.

Mavvng Toupadhg
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Conclusion

The foundation for the evolution of art on the island of Cyprus was laid in an important meeting,
resulting in a crucial decision: to establish Apophasis Gallery. Its place in the then post-colonial
Cyprus still influences the shape of the art community today.

The personal relationship between two male artists, Glyn and Christoforos, the nature of which
we will probably never understand fully, was a novel and radical leap toward the development
of art in the country.

In such a simple way, the first artist-run space in Cyprus was set up. Today's proliferation
of similar venues on the island, almost sixty years later, shows the immense importance
and success of the two young artists” works, Christoforos Savva and Glyn Hughes, who in
1960 joined their anxieties, concerns and common visions, co-habiting creatively and urging,
by personal example and through their artworks, the public to move towards the future. The
important legacy of the Apophasis and its two co-founders —albeit short-lived— has essentially
defined Cyprus’ visual arts course in perpetuity.

Epilogue

Glyn Hughes was admitted to a care home in Limassol in 2012. On 23 October 2014, he passed
away at Limassol General Hospital, where he was transferred following a cardiac arrest. Glyn
always treasured his valuable and creative relationship with Christoforos Savva and its tangible
results. For about thirty years, he kept his collection with the works of Savva and his own, as
well as all the related mementos and objects —irrefutable proof of their wonderful synergy
during the years of their acquaintance— under lock and key. Hughes' narratives on which this
text was based were provided to his friends, artists Charalambos and Vaso Sergiou from May
1997 to May 1998. May was always very important to both Hughes and Savva.

Yiannis Toumazis
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Y NUELWOELC

10

12

14

Xplotépopog XaBBa kat I'kAuv Xwoul, (Tkalepl «Andpaoigr), Kunplakd
Xoovikd 1/1 (1960), oel. 24.

Ibid.

["panth Kataypa®n avapvhoewy tou ['kAuv Xioud, 6nwe g apnynBnke
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[ kKAUV Xiou(
[1931-2014]

Alyol KAATEXVEG €XOUV apnoel TG00 EVIOVO TO OTiyda Toug othv Kunpo
onwc o ['kAuv Xwoud. Av kat OuaAGg, n cuvexNG Napapiovh Tou aTto vNai yla
oxeddv €€l bekaetieg (1956—2014) AettoUpynoe KATtaAUTIKG otnv avantuén
NG oUyxpovng Téxvng otnv Kunpo kat éxt yévo.

Zwypd@og, oknvoypd@og, oknvoBETNg, 6Aakalog Kal nadaywyds, dnuo-
0lOYPAPOG, KPLTIKOG TEXVNG KAL KIVNUATOYPAPOU, CUYYPAPEQC, MoNTAG, and
TOUG MPWTONOPOUG TNG NEPPOPUAVE Kal Twv XAnevivyk otnv Kumpo Kat
MoAA &M, o MkAuv Xioud htav pta MoAUNAEUpN NPOCWIKATNTA, YEUATN
€vIaon, XpPWHa Kat puwg, Onwe akpBwE Kat To €pyo Tou.

MeydAwae o€ pla Blounxavikh noAn g OuaAiag kat onoudaoce dlbackaAia
TEXVNG KaLBedtpou ylata dnpotikd oxoAela. Eprace atnv KUNpo «katatuxny,
Onwg €Aeye o (8log, avianokpLVOPEVOS otV NPAoKANGN Gihwy Tou and 1o
KOMEYL0, Kal €éKTote pidwoe dNPOUPYIKE, Kal péaa and TG MOAUOXIOE(G
6pacTNPLOTNTEC TOU CUVEBAAE 0UCLAGTIKA OTN BLAPOPPWON Ulag cUyXpovng
avtiAnyng aAAG Kat IpdoANYNG TWV EKACTIKWY otV KUnpo.

To 1960, o€ pla nepiodo nou N KUnpog eixe HOALG anoTivagel th Bpetavikn
Kuplapxia kat npoonaBouaoe va KAvel pia véa apxn, o ['KAUV Kal 0 KaAGG
TOU (PIAOG KAl ONPAVTIKOG KAAATEXVNG XPLoTtopopog XaBBa dpuaav tnv
yKaAep{ Andpaole: pla kivnon BepeAiodoug onpaaiag nou avaugoBhtnta
AMNaEe TNV KAAATEXVIKA oKNvA Tou vnaloU. ['la npwtn popd, oL OKOPMILESG
OKEWYELG KAl Ta 0pApata ulag opadag VEWVY Kal SUVAUIKWY avBpwnwy
Bplokouv KatdANAo xwpEo Kat nedio Ekppacng, o€ €va vnal 6nou napd
v POAG anoktnBeioa ave€aptnoia enikpatoloav €VIOVEG MOATIKEG,
KOWWVIKEG KAl MVEUPATIKES QVTLPATELC.

0 Xwoul kat 0 XaBBa unnp&av ol Npwtondeol oTNV avatponn Twv PEXPL
TOTE HEBOPEVWV TNC KAATEXVIKNG GKNVAC TNG KUMpou Kat katdgpepav va
€loaydyouv oto vnal évav Kawoupylo Kal cuvapnactikéd TpOno oKEWNG
6o0ov agopd TNV Téxvn. Méoa and TG ouvexelg elKaoTikéG avaldnThoELg
TOUG Kal TG KavoTOpEG SpACELS TOUG, Ol KOATEXVEG autol €Bgoav TIg
Bdoelg Tou poviepviopoU Kal TNG apaipeong yia yia ouveldntn petdBaaon
and 1o Tonko 0To NAYKOOWLO, aKPBWG TN OTLYUN MoU N TEXVN €ixe apxioel
va naipvel €va oxedOv akadnpalkd xapaktpa.

Méoa and pla dlaxpovika ataBepn nopeia, o ['kAuv Xioud mavia Napwy o€
oudnnote evolapépov cuvEBalve atov Téno, unNneEe o uEBodIKOC Kalcuvdaua
€vBeppog NpwTondpog Tou apnpnuévou e€Npeatovicuou atny Kunpo. Me
TNV NoAUox1dn cupBoAn Tou, 0 Xtoul dnpoUpynae TG MPoUMNoBETELS EKEIVES
nou evBappuvav v evepyn CUUETOXN TOU KOvoU 0Ta 60a Kavoupyla Kat
KawvoTopa cuvéBalvav oTov XWPEo TNG TEXVNG. 2€ autd ouveBaAE, eniong,
T0 YeYOVOG OTl Atav KaBnyntng Téxvng otnv AyyAikn 2xoAn otn Asukwaia
kat ato Junior School, kaBwg kat N cUVEXNG KAAEPYELD TwV JaBNTwV Tou
0TNV KaTavonon TwV VEWV TAOEWV.
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Glyn Hughes
[1931-2014]

Few artists have left such an indelible mark on Cyprus as Glyn Hughes.
Though a Welshman, his continuous residence on the island for almost
six decades (1956—2014) acted as a catalyst for the development of
contemporary art in Cyprus and not just that.

Painter, set designer, director, teacher and educator, journalist, art and
film critic, writer, poet, pioneer in performance art and happenings
in Cyprus, among other things, Glyn Hughes was a multifaceted
personality, full of intensity, colour and light, just like his work.

He grew up in an industrial town in Wales and studied teaching art and
drama in junior schools. He arrived in Cyprus “by chance”, as he used
to say, in response to an invitation of college friends; since then, he took
root in the island and through his manifold activities he contributed
substantially to the development of a modern understanding and
interpretation of visual arts in Cyprus.

In 1960, at a time when Cyprus had just thrown off British rule and was
trying to make a new start, Glyn and his good friend and important artist
Christoforos Savva founded the Apophasis Gallery, a decisive move that
definitely changed the island's art scene. For the first time, the scattered
thoughts and visions of a group of young and dynamic men found the
appropriate space and fertile ground for expression, in an island, where,
despite the newly achieved independence, strong political, social and
spiritual contradictions were prevalent.

Hughes and Savva were pioneers in breaking the mould of the island's art
scene and managed to introduce into Cyprus a new and exciting way of
comprehending art. The ground was quite fertile, as the establishment of
the new state created an atmosphere of euphoria and optimism. Through
their continuous artistic research and innovative actions, these artists laid
the foundations for a conscious transition from local to global at the exact
moment when art had begun to take an almost academic character.

Through a consistent course over time, Glyn Hughes was not always
present at everything interesting taking place in the island, but was also
a methodical and at the same time fervent pioneer of the imposition of
abstract expressionism in Cyprus. With his diverse contribution, Hughes
created the conditions that encouraged the active participation of the
public in many new and innovative things happening in the field of arts.
His position as an art teacher at the English School in Nicosia and at
the Junior School, as well as the continued cultivation of his students in
understanding the new trends, also contributed to this.

The ostensible freedom of Hughes' painting surface is a result of
painstaking and methodical research of colour, and the dynamic result
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H q@awopevikn eAeuBepia tng (wypadkng enpdvelag tou Xioul eival
andéppola NG enimovng Kat PeBodIKNG €peuvag TOU XPWUATOG, OAAG
KAl T0 BUVAPIKO amotéAeopa evOoG €0wTepkoU MpoBAnuatiopoy Kat
avtiotaong tou kaAéxvn. O MkAuv Xioud €pxetal otnv Kunpo and tnv
AyyAia tng bekaetiag tou 1950, twv Ben Nicholson, Patrick Heron, Henry
Mundy, Alan Davie, Peter Lanyon, Terry Frost kat Roger Hilton, peta&u
aMwv. [MNapakoAouBel cuatNUATIKG TO £QY0 TWV PEYAAWY LOVIEPVIOTWY,
€V PWEoa and tn SoUAELd Tou, gaivetal va yvwpilel KaAd To avatpenTko
TAUNEPAPEVTO Twv oxeddv oUyxpovay tou Jean Dubuffet, Karel Appel,
Antoni Tapies kat Pierre Alechinsky.

Méaa and tnv e€apetikn duvapn Kat opun NG wypPaPKhG Tou enpd-
Velag, avadelkvuetal eNioNg KAl N KOWWVIKOMOALTIKA ATUXA TOU €pyou
tou. O (810G éAeye: «yla peva onpaoia eixe va elpal ekel kat va pnv glpat
MOAITIKOMOINKEVOG» KALKATA OUVENELA N {wypaPIKn ATAV yL autév 1o Onho
€VOG «eMBETIKOU NOAEULOTN», ONWGE XaPAKTNPL(E TOV £aUTO TOU.

Av Kal KaMTEXvNG mou 6ev EKPUYPE MOTE TNV MEOT(UNCN ToU MPOg TO
avopkd PUAO, LE To avOpIKO YUpVO va anoteAel tn Bdon yla moAAd anod ta
apnENUEVa €Pya TOU, GTNV ECWOTPEPN KAl SUVINPNTIKA TOTE KUNPo Noté dev
neplBwplononBnke, aAAG avilBETwE NTaV NAVIOTE KOWWVIKA anodeKTOC.

Ta 6UckoAa xpoévia NG KUMPLOKNG lotoplag, aAAd Kal onpavikd
KOWWVIKOMOALKA yeyovota Ta onola ouvéBawvav avd Tov KOOWO,
petaoxnuatiCoviav ouxva oe eKPNEELG XPWHPATWY Kal oxnudtwy ota
€pya tou. Onwg ixe net o blog o€ pla ouvévteugn tou 1o 2008: «Ta €pya
pou eival NeploootEPO MOATKA Napd epwtkd. Oxt OUWC MOATKA WE
NV évvola g Aplotepdq n tng Ae€Ldg, napoAo nou eyw KAvw npog thv
Aplotepd. Aev E€pw, and TN pla sipat NOATKonoinpEVog Kat and tnv aAAN
6ev elpat. Eipat anAddg évag KaAMTEXVNG».

0 kaAAExvng MkAuv Xoud épuye and t (wh otg 23 OktwBpiou 2014,
agrivoviag miow Tou €va onuavilkd €pyo, Kaiplo yia v Katavonon
NG €CENENG TV €lKaoTKWY atnv KUnpo ta teleutala e€hvia xpdvia.
H €kBeon, opel\duevn TN OTOV UEYAAO QUTOV KaAAexvn, €€eTdlel TIQ
BLAPOPEC MTUXEG TNG KAATEXVIKNG MPOCWMIKOTNTAG Tou [ kAU Xioul and
10 1931 nou yevwhBnke péxpt kat tov Bavatd tou kat napouactddel, népa and
onpavIkd €pya Tou, 1600 {wypaPkd 600 KAl GKNVOYPAPLKA yla To BEatpo,
EKTETAPEVO APXELAKO UAKO, KaBWG Kat MOANEG paptupleg avBpwnwy nou
TOV YVWPLoav Katd tn SlapKeLa Ing nAouaotag dnploupyikng Tou mopeiag.
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of an internal reflection and resistance of the artist. Glyn Hughes arrived
in Cyprus from the England of the 1950s, the England of Ben Nicholson,
Patrick Heron, Henry Mundy, Alan Davie, Peter Lanyon, Terry Frost and
Roger Hilton, among others. He systematically followed the work of the
great modernists, and through his work, it seems he was well aware
of the subversive temperament of his almost-contemporaries Jean
Dubuffet, Karel Appel, Antoni Tapies and Pierre Alechinsky.

Through the extraordinary power and momentum of his painting
surface, emerges also the socio-political aspect of his work. He used
to say: ‘It was important for me to be there and not be politicised”;
therefore, painting was for him the weapon of an “aggressive warrior”,
as he identified himself.

Although he was an artist who never hid his preference for men, with
male nude forming the basis for many of his abstract works, in the then
introverted and conservative Cyprus he was never marginalized; on the
contrary, he was always socially acceptable.

The difficult years of the Cypriot history, as well as other important social
and political events happening around the world, were often transformed
into explosions of colours and shapes in his works. As he said in an
interview in 2008: "My works are more political than erotic. But not political
in the sense of Left or Right, although | lean to the Left. | don't know; on
the one hand, | am politicised but on the other, I'm not. I'm just an artist.”

Artist Glyn Hughes passed away on 23 October 2014, leaving behind
significant work, which is crucial to the understanding of the evolution
of art in Cyprus over the past sixty years. This exhibition, a due tribute to
this great artist, examines the various aspects of the artistic personality
of Glyn Hughes from 1931, when he was born, until his death, and
presents, besides important works —paintings and set designs—, an
extensive archival material, as well as many accounts of people who
got to know him during his rich, creative career.
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"'kAuv XiouC
@woUpeg, nep. 1980,
Bepvikdxpwpa

o€ NAaKAQ, 244x122¢K.

Glyn Hughes
Figures, c. 1980,
enamel, paint

on board, 244x122cm
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"'kAuv Xioul
@woupa, 2004,
aKPUAIKS o€ KauBa,
130x200¢kK.

Glyn Hughes
Figure, 2004,
acrylic on canvas,
130x200cm
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"kAuv Xiou{

H BéAua kdvet dAua,
1992, akpUAIKS
kaLAadL og kKapBa,
178x178¢kK.

Glyn Hughes
Thelma Leaps, 1992,
acrylic and oil on
canvas 178x178cm
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Ta lNpwipa
Xpovla —
Hvwpuevo
BaoiAelo
[1931-1956]

0 "'kAuv Xwoul yevwnBnke 1o 1931 oto xwpld Hawarden tng enapxiag
Flintshire tng OuaAiag, kovtd ota ocUvopa pe tnv AyyAla. To 1935, n
OLKOYEVELA TOU PeTakduLloe otnv noAn Flint, dnou kat teAg{waoe 1o TonKo
dnuotikd oxoAelo kat katomy 10 Holywell Grammar School otnv
ouWvVUPN NOAN.

Apxikd, napakoAouBnoe paBnpata texvng oto Canterbury College of
Art kKal otn ouvéxela unnpénaoe T Bntela tou otn Bpetavikn BaolAkh
Aeponopia (RAF), katd tn &idpkela g onofag aoxoAnBnke pe 1O
€PACLTEXVIKO BEATPO. XTh ouvexela eyypapetal oto Bretton Hall College of
Education ato Yorkshire, 6nou napakoAoUBnaoe paBnuata atn 61dackaAia
EIKAOTIKWYV KAl MAPACTATIKWY TEXVWV 0Ta SNUOTIKA oxoAela (1951-1953).

Onwg o 6log éAeye, Nntav oto Bretton Hall énou Bphke 10 KATGAANAO
nepBAMoV Kal 10 Kivntpo yla va KaAAlEpynoeL Kal va avantUgel tov
evBoucolaopd Tou yla TG tExveC. [Mapd 1o yeyovog Ol OT0 KOAAEYLO
Atav otnv Bla téd&n pe KAMoUG WPELIHOUG POtNTEG (WYPAPIKAG, Mou
npogpxovtav and oxoAég KaAwv Texvav Kal eixav ta avtiotowxa ntuxia,
6ev ntonBnke. O N'kAuv cuvhBIle va Agel: «EK twv uotépwy, vouilw ot
N EMEWPN NEPLPEPELKNG KATAPTIONG OTNV TéXVN WE wBnoe kateuBelav
oTov povtepviouo». 210 Bretton Hall, o M'kKAuv «gixe pla moAU yoviun Kat
dnploupylkn nepiodo, aoxoAoUpevog pe T {WYPAPIKA, TNV Kivnon Kat
TNV UMOKPUIKA». H eloaywylkh SGAeEN yla toug gountég oto Bretton
Hall 568nke and tov Herbert Read (1893—1968), onuavIiké KELTKG TEXVNG
Kat évav and toucg 1BPUTEG Tou IvatitoUtou XUyxpovng Téxvng (ICA), nou
Eexivnoe tn Asttoupyia tou oto Aovdivo 10 1946. O natépag tou [KAuv
Tou €ixe xaploet 1o BiBAio Tou Read lcon and Idea (Eikdva kat I6€a), mou
€kdOBNKe 10 1955, Kal apydtepa 0 KAAATEXVNG €ixe tnv eukalpia va
yvwploel tov {6lo Tov Read ato ICA, étav autd Atav otnv 066 NtéBep tou
Novbivou. O ['kAuv kpatnoe enagn pe 1o ICA yla moANa xpovia kat Bupotav
XAPAKTINPLOTIKA Nw¢ Undpeoe va enokePBel tnv €kBeaon Ttou Mikaco, nou
eixe Blopyavwael 1o lvatitouto otnv Tate, otg apx€g NG dekastiag Tou
1960, apoU Katdpepe va MOUANCEL €va and Ta agnpnuEva €pya Tou otny
ykaAepi Andpaatg otn Aeukwoia yla £30.

21n ouvexela, 6ibake oto Castleford, tn yeveBAla mOAN tou Sldonuou
AyyAou yYAURTN Xévpu Moup, yvwotn yla ta avBpakwpuxeia tng, KaBwg
Kal otn pikpn enapxiakn noAn Holmfirth. Exkel €avalwvtdvewes 1o
evOLAPEPOV TOU Yla TN CUAAOYN QVIIKELEVWV MOU MPOEPXovIaV and tn
@uon. Onwg éAeye Pe TO XAPAKTNPLOTIKG ToU Xloupop: «[Mou va hEepa
nwg¢ yla dekaetia apyotepa Ba pddeua NETPEC yla Ynedwtd Kat Nwg 10
1971 Ba yéulla 10 onitt PoU JE KEPLVA OPOWWDPATa, oXNuata and xapti,
Kandkia ndvwy, oxowi ya éva ouPAaAlo Apo Kat €va TepdcTtio WaAdy,
NPV Ol KAAATEXVIKEG EYKATAOTAOELG Y{VOUV NG HodaG>.
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The Early
Years —
United
Kingdom
[1931-1956]

Glyn Hughes was born in Hawarden, Flintshire, in 1931 and the family
moved to Flint in 1935, where he went to the local primary school and
later attended Gramsnmar School at Holywell.

After taking lessons at Canterbury College of Art and getting involved
in amateur dramatics while doing his national service in the RAF, Glyn
applied to Bretton Hall College of Education in Yorkshire for a training
course in teaching art and drama in junior schools (1951-1953).

According to Glyn, it was at Bretton that he found the right environment
and stimulus to generate and develop his enthusiasm for the arts.
Although placed in a painting group of mature students straight from
art school with the appropriate diplomas, he was not discouraged. Glyn
used to say: ‘Looking back, | think my lack of provincial art training
shoved me straight into modernism.” At Bretton, he had “a wonderful
and fruitful time painting, moving and acting”. The foundation lecture
at Bretton Hall was given by Herbert Read (1893—1968), a significant art
critic and one of the founders of ICA (Institute of Contemporary Arts),
which was established in London in 1946. Glyn's father had given him
Read's Icon and Idea, published in 1955, and Glyn met Read at the ICA
later in London, when it was in Dover Street. He kept in touch with the
Institute for years and remembers having the means to go to its Picasso
show at the Tate in the early 1960s after managing to sell one of his
abstract paintings at the Apophasis Gallery in Nicosia for £30.

He subsequently taught in Castleford, the mining hometown of
the famous English sculptor Henry Moore, and in Holmfirth in the
countryside. His earlier interest in collecting natural objects was revived,
and as he used to say: “Little did | know that a decade later | would be
collecting stones for mosaics and in 1971 filling the house with wax
figures, paper shapes, piano lids, rope for an umbilical cord and a huge
pair of scissors before art installations became fashionable.”

It was also at this time that Glyn recalls first experiencing intense colour
in paint — notably at a gallery in Wakefield, where, as he used to say, “he
saw a painting by Patrick Heron (1920-1999) and an abstract in blues by
an artist whose name he could not recollect.”

As a child in Wales, Glyn Hughes remembers his tiler grandfather
teaching him how to use a trowel, to which he attributes the wrist
movements he later found useful when laying paint on canvas with a
palette knife, or carrying hot wax to fabric when working in batik. He also
traces his interest in fabric to his childhood, when he played with skeins
of artificial silk and scraps of rayon brought home by his father from the
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EnmnAéov, ekeivn tnv nepiodo o IM'kAuv Bupdtat va Blidvel yia npwtn gopd
Ta €vIova xpwpata otn {wypapikn — 181KA o€ uia ykalepi ato Wakefield,
énou, dnwg éeye, «€lde évav nivaka tou Patrick Heron (1920-1999) kat
€Va a@nPNUEVO €pY0 O PMAE Xpwuata and évav Ao KAAATEXVN TO
ovopa tou onofou dev unopouae va BuunBei».

Q¢ nadi otnv OuaAia, o I'kAuv Xioul Bupdtal Tov nanmnou Tou, 0 onoiog
gpyadétav w¢ nNAakdg, va tov paBaivel Nwg va xpnaluonolel o Puatp,
yeYovOG oto ono{o anodidel TG XaPAKINPLOTIKEG KIVACELG Tou Kaprou,
Nou apyotepa BpnKe XPNGOLUES YLa To ANAWA TN UNoYLAG oTov KauBa ue
TN oNdTouAq, h yla tnv TonoBétnon {eotol KepLoU oTo Upacua KAvoviag
pnatik. Evionicel eniong 1o evblagépov Tou yia ta updopata atny Nadikn
ToU NAKia, étav €nalle pe kouBdpla and texvntd PETAEL KAl KOPUATAKL
and peyldy Mou €PePveE OTO ON{TL O NATEPAG TOU anmd TO0 €PYOCTACLO
Courtaulds énou epyalétav.’

MNapd 1o yeyovdg ot htav kKuplwg (wypd@og, NTav N TEXVIKA ToU Ynatik
MouU TOV MPOCEAKUTE aPXIKE WG PJECO yia Tn dnploupyia apnpnuévwy Kat
NapacTaTikwy Epywy. To evblapepov autd NPonABe and tnv aviaAiayn
€VOC OIkoU ToU NacTéA ue €va opop@o unatik and t Xpt Advka, mou tou
606nke ota péoa ing bekaetiag tou 1960 anoé tnv Imogen Kannangara. O
["'kAuv Bupdrtal enfong 6Tl KOWNBNKE 0Ta XWPAPLd, OKENACUEVOG e dUO
ano 1a KAAUTEPA UNatik Mou eixe Kata t SLApKeLa Tou NoAEpouU Tou 1974,
otav PETEPEPE ToV BagTotiko tou, 2wWto OAwpidn, and v Auudxwato
otn Aepead. O M'kAuv ovopade 1o unatik «téxvn KatdAANAN yla va QUYELG
padl tng» Kal NEPACE APKETA XPOVIA XPNGOLUOMOLWDVIAS autd T0 PETO,
étav, Jéoa otn bivn Twv yeyovotwy Wetd 1o 1974, Atav dvepyog Kat dev
pnopoUce ayopdoel xpwpata {wypapikng.

1 H Courtaulds ntav Bpetavikh Blopnxavia KAtaokeUNG U(aopdtwy, evOuudTwy,
TEXVNTWV VWOV KAl XNPIKAWV Npotoviwy. 16pUiBnke 10 1794 kat otadlakd €ywve n
JeyaAUTepn etalpeia Napaywyng TeEXVNTWV VWV otov KOoo nplv dlacnactel 1o 1990
o€ SLaPOPETIKEG €TaLPE(eC.
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Courtaulds factory where he worked''!

Although primarily a painter, Glyn was first attracted to batik as
a technique he could use for abstract and figurative work by exchanging
a pastel for a beautiful batik from Sri Lanka, given to him in the mid-
1960s by Imogen Kannangara. He was to remember sleeping in two of
his best batiks in the fields during the 1974 war in Cyprus, while taking
Sotos Florides, his Cypriot godchild, from Famagusta to Limassol.
He called it "art to run away with” and spent several years using this
medium when, in the turmoil of events after 1974, he had no job and
could not afford paints.

Teaching art and drama at Cobourg School in the Old Kent Road in
London’s East End in the early 1950s, Glyn's memories are of fog,
charladies [cleaning ladies] crying on the tram one evening because
Ruth Ellis? had been hanged, weaving classes at Camberwell ® the ICA
and meeting other artists, including Gillian Ayres, Harry Mundy, Bernard
Farmer and Malcolm Morley. His free time was spent visiting exhibitions
at major galleries (Barbara Hepworth, Piet Mondrian, the big American
show with Jackson Pollock) and the smaller commercial ones, where
he would catch up with the continental modernists.

He went to the London theatres (Peter Hall directed Waiting for Godot
at this time, and John Gielgud played the lead in King Lear with designs
by Isamu Naguchi), films at the South Bank, and was accepted (not
for his admission essay, but by giving in some small paintings) on an
extramural weekend on Pop Art with Lawrence Alloway as the main
speaker, an art critic and curator to whom the origins of the term
"Pop Art” is attributed.

1 Courtaulds was a United Kingdom-based manufacturer of fabric, clothing, artificial
fibres, and chemicals. It was established in 1794 and gradually became the world's
leading man-made fibre production company before being broken up in different
companies, in 1990.

2 Ruth Ellis (1926-1955) was the last woman to be executed in the United Kingdom,
after being convicted of the murder of her lover, David Blakely. She was hanged at
Holloway prison, London, on 13 July 1955.

3 Camberwell School of Arts and Crafts in London, which was renamed to Camberwell
College of Arts in 1989, is currently a constituent college of the University of the Arts
London. Itis widely regarded as one of the world's foremost art and design institutions.
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Ot pvhpeg tou 'kAuv and to Aovbdivo, dnou 6{daoke t€xvn Katl B€atpo ato
Cobourg School atnv Old Kent Road tou East End, oti¢ apx€¢ tng bekaetiag
Tou 1950, Atav n opixAn, ot kaBapiotpleg Mou €xkAatyav €va Bpddu ato
tpap enedn anayxoviotnke n Ruth Ellis,? ta paBhpata ugavikng oto
Camberwell,’ 1o ICA Kat ot cuvavtNGELG TOU e AANOUG KAANTEXVEG, OMwWG
ot Gillian Ayres, Harry Mundy, Bernard Farmer kat Malcolm Morley.
YTov eAeUBEPO XPOVO TOU €MIOKENTOTAV TG PEYAAEG YKahepl (ekBEaelg
n¢ Barbara Hepworth, Piet Mondrian, tn peydAn auepikavikn €kBeon e
tov Jackson Pollock), aAAG Kat TIC UIKPOTEPES EPNOPLKES YKAAEPL, 6rou
evnuepwVOTaV yla 1oug Eupwnaioug poviepvioTEG.

Mhyawve eniong ota Aovopélika Béatpa (exelvn tnv enoxh o Peter
Hall oknvoBetouoe 10 [lepievoviac tov [kKovid kat o John Gielgud
é€nawle tov NpwIaywvilotkd pdlo otov Baolid Anp oe oknvoypagia
tou Isamu Noguchi) kat €BAene tawvieg oto South Bank. Eywve pdAlota
5eKTOG (OXL Adyw Tou doKiuiou elaboxng mou éypawe arAd ylatl €dwoe
KANolouG PIKPoUG MivakéG Tou, Onwg €Aeye) yla va OUPPETAOXEL O€
éva e€wnavenotnuaké XaBBatokUplako pe B€ua tnv Mon Apt Kat
KUpLo opAnth Tov Lawrence Alloway, yvwaoto AyyAo KPLTIKO TEXVNE Kal
eNPEANTA, otov onoio anodibetal kat n NPoEAeUan Tou 6pou «Pop Art».

O M'kAuv €Aeye nwc TV Nepiodo exelvn gixe MOAU AOPLOTEG IOEEC OXETIKA E
TG KATAKOPUPEG YPAUMES KaL LG KApNUAES (MiBavg and 1o Eikdva kat lbéa
Tou Herbert Read 1 tnv ékBeon tou Piet Mondrian) kat napdAo nou o 6log
Atav and tn eUon Tou €ENPECLOVIOTNG, CKEPTNKE NWG av Nhyatve oth Méon
AvatoAn (uvapédeg, tpoldAol, h anAd o €pwg), Ba udBalve neploocdtepa
yla I dwypapkn. Eixe gpiloug and 1o Bretton Hall otnv Kunpo, aA\a
eNAE0V ouvoedtav e TNV NEPLOXN Kal UE Evav AAAO Tpono — o Belog Tou
eixe neBavel otnv Toupkia atov MNpwto Maykdopto MoAepo Kat 0 adeAPOS
Tou €ixe unnpethoel otnv Kunpo katd i dldpkela tou Asutepou. To 1956,
anodéxBnke uia B€on oto Junior School otn Asukwoata.

2 H Ruth Ellis (1926-1955) Atav n teAeutaia yuvaika nou eKTeAé0TNKe oto Hvwuévo
BaoiAelo, petd v katadikn g ya ™ doAogovia tou epaoth tng, David Blakely.
Anayxoviotnke otn puAakn Holloway tou Aovdivou otig 13 louAiou 1955.

3 Mpokerat ya 1o Camberwell School of Arts and Crafts oto Aovdivo, 10 onoio
petovopdotnke oe Camberwell College of the Arts 10 1989, kat onpepa anoteel Epog
tou University of the Arts. Bewpeltal yevikd éva and ta onuavikotepa bpupata TExvng
0TOV KOOWO.
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Glyn says that at this time he had vague ideas about uprights and
curves (possibly from Herbert Read's /con and Idea or the Piet Mondrian
exhibition) and although he was by nature an expressionist, he thought
if he went to the Middle East (minarets, domes, or just eros), he would
learn more about painting. He had friends from Bretton Hall in Cyprus
and furthermore there was another connection — his uncle had died in
Turkey in the First World War and his brother had served in Cyprus in
the Second. In 1956, he accepted a post at the Junior School in Nicosia.
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"'kAuv Xwoul

MeAén Zwparog, 1951,

AKPUAKS o€ xapT,
70x100¢k.

Glyn Hughes
Figure Study, 1951,
acrylic on paper,
70x100cm
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"'kAuv Xwoul
Autonpoownoypagia,
1949, uoAUBL o€ xapTi,
17.5x25.5¢ek.

Glyn Hughes
Self portrait, 1949,
pencil on paper,
17.5%25.5cm
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"'kAuv Xwoul
MeAéteg and tetpddlo,
1953, 13.5x22 5ek.

Glyn Hughes
Studies from sketchbook,
1953, 13.5x22.5cm
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"'kAuv Xioul
Mavenotnulakn peAén,
1953, Awvotunia, 18x25¢k.

Glyn Hughes
University work, 1953,
lino, 18x25cm
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"'kAuv XiouC
@youpa, 1951, AadL
o€ xapti, 70x100¢ek.

Glyn Hughes
Figure, 1951, oil
on paper, 70x100cm

"'kAuv Xioul
Mehéteg npoownwy
and tetpddlo, 1951,
25x35.5¢k.

Glyn Hughes
Studies of faces from
sketchbook, 1951,
25x35.5cm

"kAuv XiouC

MeAétn npoawnou,
1951, poAUBL o€ xapti,
24.5x29 5ek.

Glyn Hughes

Study of a face, 1951,
pencil on paper,
24.5x29.5cm

"'kAuv XwouQ

MeAétn yuvaikag, 1951,
aKPUAIKG o€ xapTl,
42X56eK.

Glyn Hughes
Study of a woman, 1951,
acrylic on paper, 42x56cm
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"'kAuv Xwoul

MeAéteg kaBnyntv Kat
padntwv, 1950-1955,
HOAUBL o€ xapti,
6la0Tdoelg PETaBANTEG

Glyn Hughes

Studies of teachers and
pupils, 1950-1955, pencil
on paper, dimensions
variable
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"'kAuv Xou{
Apnpnuévo oto Novbivo
— Newlyn, 1955, nactéA
Téunepag o€ xapti,
50x62¢K.

Glyn Hughes

London Abstract —
Newlyn, 1955, tempera
pastel on paper,
50x62¢k.



2Ny
Kunpo g
Ayylokpatiag
[1956—-1960]

210 apy6 taidl pe 1o mAoio Npog tnv Kunpo 1o 1956, n npwtn anokaAuywn
htav 10 ewe. O 'kAuv Xioul Bupodtav «tig ofeieg ywvieg twv pol Kat
TWV NOPTOKAAL, apyd To andysupa e Pla Noxn nou dev uNNPXe akoun
HoéAuvon atnv ABhva» kat Ty aeLEn tou otnv Kunpo katd 1o coupouro,
orou Ta eAaledevipa paivoviav va PTavouy JEXPLKAL TNV AKpn Tou 6pduou
NepgaoU-Asukwalag, mou T10te €lxe pia povo Awpida kKukhogopliag.

‘Extote €(noe, epydotnke kat (wypd@lae otov Tono auto.

0 M'kAuv ayopade ta yhva xpwatad Pe tnv okd (0€ Kapé xaptooakoUAEC),
10 onofa otn guvexela avaplyvue Pe AvEAALo, Kal va PeyAAo PEPOG TNG
a@nPENUEVNCTOU OOUAELAG EKEVNCTNGMEPLOOOU NTAV GE KAPE AMOXPWOELG,
ouxvd pe v npooBnkn dupou. Tn xphon Bepvikoxpwuatog (enamel)
0Ta €pya tou —nou anedeixBn apketd avBektk6— tnv anodidel otnv
enidpaon and ta €pya ng Gillian Ayres. lNépace OpwWC apKeTOg XPOVOG
nplv apxioel va nepapatidetal ge akpUAIKG xpwpata. Xpnolonoinoe
eni{ong 1o AeUKO, 10 onoio ATav Kal 1o Xpwa tou e6dpouc nou eide yla
npwIn opad otnv KUnpo, aAAd Kupiwg AadopnoyLEG nou elodyoviav anod
10 Hvwpévo BaaoiAelo.

=ekivnoe (wypaoiloviag tonia kat ontta and nAlBdpt (MAivBoug), tagl-
belioviag o€ xwpLd Tou vnaoloU PE T0 Aew@opeio, o Kanowa anod Ta onoia
blépeve otav unopouce. O 'kAuv nioteue 61 ekelvn TNV enoxn €uabe To
TOMKG XPWHA, aMA autd Mou anokaAoUoe «MANPEG» XPWUa To €uabe
doulelovtag pe nawdla. Zouoe o€ €va onitt angvavit anod v Tagpo Twv
EVETIKWV TEXWV NG Aeukwalag. Hrav, dpwg, pla SUOKOAN Kat tTapaypevn
nepiodog, kKaBwg n Kunpog aywvidétav yla va kepbdioel tnv ave€aptnaia
NG and i MeydAn Bpetavia, Tnv anowkiakn duvapn, Vi cUXvA UNAPXE
anayépeuon NG KUkAopopiag (képpLou).

To 1959, yvwploe tov Kunplo {wypago Xplotdpopo 2dBBa, o onolog eixe
onouddoel oto ateAl€ tou [dMou KuBloth {wypdpou André Lhote
(1885-1962) oto MMaplol, v nepiodo mou €E€Betav TautdXpova Kat ot
dUo £pya toug ato Eevodoxeio Andpa MdAag (bev unhpxav T0TE YKaAep().
0 'kAuv napouciale tonia (oknvEG and KUMPLOKA Xwpld) aAAd Kal
nAnpw¢ apnpnuéva épya. O dlog Aféel nwg étav koitafe 6Aa Tou Ta
€pya ouykevipwpéva padl oe ekeivn tnv €kBeon, anogdoloe va pnv
(wypapioel Eavd tonia. Tnv enduevn xpovid, padl pe tov 2dBBa, dvolEav
TNV NPWTN a{Bouaa TéXvNE Kat MOATLOTIKG KEVTIPO Tou €idoug atnv Kunpo,
Vv YKaAepi An6Qacts, pe otéxo va €loaydyouv Kat va npowBnaoouy tn
aUyxpovn Téxvn 0To vnot.

Ev tw petay, kaBwg ol Bpetavol épeuyav and tnv KUnpo, €Uelve o€ €va
anolKLaKO PNavykaAdou Katd Tn HlapKeLa Tou Npwtou e€aunvou tou 1960,
o€ €va TuNua ™ng Asukwaoliag nou onuepa Bploketal otn vekpn {wovn.
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In Cyprus
under
British Rule
[1956—1960]

On a slow journey by boat to Cyprus in 1956, the first revelation was
the light. Glyn Hughes still remembers “the acute angles of pinks
and oranges in the late afternoon of an unpolluted era in Athens’, and
reaching Cyprus at dusk, where olive trees seemed to reach right down
to the single-lane road from Limassol to Nicosia. He lived, worked and
painted there ever since.

Earth colours were bought then by weight (in brown paper bags), then
mixed with linseed oil, and much of Glyn's abstract work at that time
was in browns, often with the addition of sand. He attributes his use of
enamel (which has endured well) to the influence of Gillian Ayre's work,
but it was some time before he experimented with acrylic. He used
white too, which was the colour of the terrain he first saw in Cyprus, and
mainly oil paints, which were imported from the United Kingdom.

He started by painting the landscape and mud-brick houses, travelling
to the villages of the island by bus and staying in them when he could.
Glyn believes he learned the local colour at this time and what he calls
“full” colour by working with children. He lived in a house facing the
moat surrounding the Venetian walls of Nicosia. But it was a difficult
and disruptive time, when Cyprus was struggling for its independence
from Great Britain, the colonial power, and there were frequent curfews.

In 1959, he met the Cypriot painter, Christoforos Savva, who had studied
under André Lhote (1885-1962) in Paris, when they were both exhibiting
at the Ledra Palace Hotel [there were no galleries at the time). Glyn was
showing village scenes and total abstracts and describes how he looked
at them all and decided not to paint a view again. The following year,
he and Savva opened the first gallery and cultural centre of its kind, the
Apophasis, with the aim of launching contemporary art in Cyprus.

Meanwhile, as the British were leaving, he acquired a colonial bungalow
for the first half of 1960, in a part of Nicosia that is now a buffer zone.
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"'kAuv Xwoul

0 Joy oro oxoAelo,
1954, M6t kat
KapBouvo ae EUA0,
60x100¢ek.

Glyn Hughes
Joy at School,
1954, oil and

charcoal on wood,

60x100cm

"kAuv Xiouq Glyn Hughes

MeAéteg nadlady, Studies of children,
1956—1959, LOAUBY, 1956-1959, pencil,
Kpaylovg o€ xapri, crayons on paper,

blapopetikég dlaotdoelg  dimensions variable



88



89

TkAuv Xwoul
Neapdg Kunptog 1,
1958, téunepa oe
xapti, 85x115¢k.

Glyn Hughes

Young Cypriot Il, 1958,
tempera on paper,
85x115cm



TkAuv Xwoug
Autornipoownoypagia, 1955,
HOAUBL o€ xapTtl, 22x28ekK.

Glyn Hughes
Self portrait, 1955, pencil
on paper, 22x28cm
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"kAuv XiouC

YLKNVEG and xwpld
¢ Kdnpou, 1958,
blaotdoelg petaBANTEG

Glyn Hughes
Scenes from Cypriot
villages, 1958,
dimensions variable




"'kAuv XiouQ
Koppdg, 1961, akpuAikd
Kat KOAAC, 76x98ek.

Glyn Hughes
Torso, 1961, acrylic
and collage, 76x98cm
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ATENANTI ZEAIAA
OPPOSITE PAGE

"'kAuv XiouC
MeAéteg npoownwv
nadiav, 19561959,
VEPOWMOYLEG, HOAUBL
o€ xapti, Slaotdoelg
METABANTEQ

Glyn Hughes

Studies on children
faces, 1956—1959,
watercolour, pencil
on paper, dimensions
variable









ANENANTI XEAIAA

OPPOSITE PAGE

MkAuv Xoul Glyn Hughes "kAuv XiouQ Glyn Hughes
Mehéteg yuvalkeiwv Studies of female MeAéteg avbpikv Studies of male
pyoUpwy, HOAUBL Kat figures, pencil and oLyoUpwv, JOAUBL figures, pencil on
kapBouvo oe xapt, charcoal on paper, o€ xapti, Slaotdoelg paper, dimensions
32x20ek. n KGBe pia 32x20cm each HETABANTEG variable
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TkAuv XwouC
lMoouaxwveg, 1963,
HIKTA TEXVIKN, 63X63€K.

Glyn Hughes
Bastions, 1963,
mixed media, 63x63cm
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TkAuv Xwoul
Apnpnuévo, 1963,
a6 og xapti, 62x87¢ek.

Glyn Hughes
Abstract 1963,
oil on paper, 62x87cm



[ KaAepl
Anopaolg
[1960—-1964]

H ykaAepl Andpaot avolge ot apxEg ng avolgng tou 1960 oto onitt 6rmou
{ouae o Xplotégopog XaBBa, otnv 086 XoPokAEoug otn Aeukwaia, Kat ol
ekBEaeLC yivovtav €Ew atnV AuAn.

To (610 kaAokaipt N YyKaAep( HETAPEPBNKE O Evav KAAUTEPO XWPO otV 000
AndMwvog, 6rou o 'kAuv Xioul kat o XdBBa napouaialav 100 T BIKN ToUg
HoUAELd, 600 Kal AMwV KaMTexvay. XTov (Blo xwpo dlopydvwvav eniong
dlaAeEelg, oudntnoelg, Bpadleg ue Napadoolakn POUCIKA Kal avayvaoeLg
Beatpikadv €pywv.

Onwg Agel 0 TkAUV: «AGyw Twv 00CLAACTIKWY dlacuvdeoewy Tou LABBa,
NapouaclacTNKav opIANTES, ONwg o0 onoudaiog Pwoog oknvoBETNG Kvnpato-
ypdpou Sergei Bondarchuk, kaBw¢ Kat pia pwtoypadikh €ékBeon anod o
Mouoceio Eputdd, oto t61e Aévivykpavt (n onola dev €tuxe KAANG UNOBOXAC,
5101 ev BewpnBnKe apKeTda “Loviépva’l».

‘Evag ToupkokUnplog pountg BonBnoe oto va dlopyavwBel éva povadikd
yla eKelvn TNV €MOXN YEYOVOG: hla €KBean Pe apnpnuéva €pya tou ['KAuv atov
«Teké Twv MeBAeBl (Tapl Kat Tekég Twv Meplotpepopevawyv AepBiondwv),
Tou 170U awva, otnv naAd Acukwola. H €kBeon eykawvidotnke ané tov
Bpetavoé dinhwpdn Ivor Porter.

To 1960, o Xwoug, o XaBBa kat n [aAida kaAéxvig Simone Bordeaux
enokEPBnKav Th Bnputd, énou napouaiacav €pya Toug o€ la €KBean NG
UNESCO. Katd tn dlapkela autng ing neptodou o kAuv ta&ideywe eniong
otn Aapacko padl e tov £dBBa, kat and tote Eekivnoe To evOLaPEPOV TOU
yla n Zupia.

To 1962 Atav P NoAU dnutoupylkh xpovid yla tov Xioud kat tov XdBBa.
[Newpapatiotnkav Kat dlepetvnaav padi TG duvatdtnteg XPNoNG VEWY UAIKWOV
nou €Bplokav atnv UnalBpo, enavegetddoviag €10l Ta OpLa TOU XWPOU O€
onoladnnote dedopevn enpdvela. «Auth N CUYKEKPLUEVN XPOVIKN NEPI0BOG
a&ilel pla KOWWVIKO-NOATIKN avaAuaon yla va dikaloAoynBouyv ot Adyol yia
ToUG onofoug evepyoUoape Kal NPATIAPE aKPBWG 6,11 KAVAPE, POVO Kal
HOVo enedh hpaaotav 6w Kat dxt kanou aAAoU», ouvnBLle va AéeL o [KAUV.

To 1963, o 'kAUV Kat 0 yvwaotdg {wypdeog Mpyog ZKOTEWVOG €Kavav KON
ékBean otov Anpotiké Khmo tg Aupoxwatou, Ty onoia oAU sUotoxa
ovouacav Al Fresco (Xto UnailBpo). e veaph nAikia, o XKotevog unnpée
évag and toug aywvioteg g EOKA kat avadeixBnke wg wypapog uetd
ToV gykAglopd tou otn puAakh Wormwood Scrubs tou Aovbivou. Xtnv
¢€kBeon napouciacav TepACTIOUC KauBAdeg — ekelvol Tou LKOTEWVOU NTav
EUNVEUCUEVOL aMNO TNV apxaldtnta Kat t1ou [KAuv peydAa apnpnuéva €pya
ge dupo. O M'kAuv Bupdral étt kKatd Tn Bldpkela Tou Tagdlol Tou MpPog v
ApuOXwaoTo 0 agpag napeoupe €vav and Toug KauBadeg mou Bplokotav
0TV 0pOPH TOU QUTOKLVATOU. Tov avakdAuyav v enouEVN UEPA o€ éva
XWPAPL VA TOV TPWVE Ol KATOIKEG.
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Apophasis
Gallery
[1960—-1964]

The Apophasis (Decision) Gallery opened in the early spring of 1960
in Christoforos Savvas' residence in Sophocleous Street, Nicosia, and
exhibitions were held outside in the yard.

During that same summer, the gallery moved to a better place in
Apollo Street, where Glyn Hughes and Christoforos Savva showed their
own and other artists’ work, and also organized lectures, discussions,
traditional music nights and play readings.

According to Glyn: "With Savva's socialist connections, there were
speakers like the great Russian film director, Sergei Bondarchuk, and a
photographic exhibition from the Hermitage Museum, in what was then
Leningrad (not well received because it was not considered sufficiently
‘modern’).”

A Turkish Cypriot student arranged what must have been a unique
occasion at this time, when Glyn showed abstract work at the 17th
century "Mevlevi Tekke" (mosque and tekke of the Dancing Dervishes).
The exhibition was opened by the British diplomat, Ivor Porter.

In 1960, Hughes, Savva and the French artist Simone Bordeaux visited
Beirut, where their work was shown in a UNESCO exhibition. During
this time, he also travelled to Damascus with Savva, which triggered his
interest for Syria.

The year 1962 was a very creative period for Hughes and Savva. They
exploredthe possibilities of using new materials found in the countryside,
thereby rethinking the space limits within any given area. Glyn used to
say: ‘That particular period of time deserves a socio-political analysis to
justify reasons for acting and doing exactly what we did, just because we
were in Cyprus and not somewhere else.”

In 1963, Glyn and the well-known painter Giorgos Skoteinos held a
joint exhibition in the municipal gardens of Famagusta, suitably called
Al Fresco (Outdoors). As a young man, Skoteinos had been one of the
fighters of EOKA [the National Organisation of Cypriot Fighters) and
became a painter after his incarceration in Wormwood Scrubs prison
in London. They showed huge canvases — those of Skoteinos were
inspired by antiquity and Glyn's were large sanded abstracts. Glyn recalls
his pictures being brought from Nicosia on the top of a car and one of
them being blown off and discovered the next day, nibbled by goats, in a
field on the road to Famagusta.

99



100

Xplotépopog LaBBa
Xwplc titho, 1958,
nactéA o xapt,
80x55¢K.

Christoforos Savva
Untitled, 1958,
pastel on paper,
80x55cm
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Xptotégpopog XaBBa
Xwp(G 1(tAo, NAOTEA
o€ xapti, 80x5H5¢ek.

Christoforos Savva
Untitled, pastel
on paper, 80x55cm
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Xplotépopog LdBBa
Xwpls titAo, 1958,
Ad61L o€ Upaopa
0aKoUAdG, 33x57¢k.

Christoforos Savva
Untitled, 1958,

oil on sack fabric,
33x57cm

Xplotdpopog LaBBa
Xwplc titAo, 1958,
naotéA o€ xapti,
50x70ek.

Christoforos Savva
Untitled, 1958,
pastel on paper,
50x70cm
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ANENANTI EAIAA
OPPOSITE PAGE

Xplotépopog XaBBa
Tonio ¢ Kapnaoiag,

1958, A&dL o NAakad,

124x154¢K.

Christoforos Savva
Karpasia Landscape,
1958, oil on board,
124x154cm
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Xplotégpopog ZaBBa
Xwpls ttAo, 1960,
UIKTG UAIKG o€
NAaKAL, 15x48ex.

Christoforos Savva
Untitled, 1960, mixed
media on board,
15x48cm
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"'kAuv Xwoul

Ayto¢ Be6bwpog (4], 1962,
HIKTA TEXVIKN 0€ KauB4,
210x75¢K.

Glyn Hughes

Ayios Theodoros (4], 1962,
mixed media on canvas,
210x75cm
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Xplotépopog XaBBa
Aylog Beddwpog, 1962,
HLKTA TEXVIKN 0€ KauB4,
210x75¢K.

Christoforos Savva
Ayios Theodoros, 1962,
mixed media on canvas,
210x75cm
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ATMENANTI ZEAIAA
OPPOSITE PAGE

MANQ/TOP

Xplotépopog XaBBa

Aytog Bedbwpog — ZouBAa,

1962, PIKTA TEXVIKN O€
nAakdad, 90x60x5ek.

Christoforos Savva

Ayios Theodoros — Souvla,
1962, mixed media on
board, 90x60x5cm

m

KAT(/BOTTOM

"'kAuv Xioul

Ayiog Bedbwpog — LouBAa,
nep. 1990, yapkaddpot

o€ xaptl

"'kAuv XiouC

Xwplc titAo, 1963,
HIKTA TEXVIKA

o€ NAaKAC, 61x61¢eK.

Glyn Hughes
Untitled, 1963,
mixed media
on board, 61x61cm

Glyn Hughes

Ayios Theodoros — Souvla,
c. 1990, flowmaster
markers on paper
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MPOHIOYMENH ZEAIAA
PREVIOUS PAGE

Xplotépopog ZaBBa
Aylog Beddwpoc,
1962, UIKTA TEXVIKA
o€ NAakag, 85x120ek.

Christoforos Savva
Aylos Theodoros,
1962, mixed media
on board, 85x120cm

ATMENANTI ZEAIAA
OPPOSITE PAGE

"'kAuv XouQ

KOKKIvoG KUKAOG

e yaidoupua, 1961,
HIKTA TEXVIKN 0€ NAGKAL
75x150¢k.

Glyn Hughes

Red Circle with Donkeys,
1961, mixed media

on board, 75x150cm

"'kAuv Xwoul
Xwpls ttho, 1963,
AGSL og NAakad, 69x121¢ek.

Glyn Hughes
Untitled, 1963,
oil on board, 69x121cm



EMOMENH XEAIAA
NEXT PAGE

"'kAuv Xioul

Xwplc 1tho, nep.1969,

MIKTA TEXVIKN 0€
NAaKAQ, 244x122¢K.

Glyn Hughes
Untitled, c.1969,

mixed media on board,

244x122cm

ATENANTI ZEAIAA
OPPOSITE PAGE

Xplotégpopog ZaBBa
H Enavdotaoig pou

(eykatdotaon),

1962, UIKTA TEXVIKA,

25x60x5€kK.

Christoforos Savva
My Revolution
(installation),

1962, mixed media,
25x60x5cm
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"'kAuv Xioul
Kabruevn yuvaika,
Ayvwatn xpovoAoyia,
kapBouvo oe xapti,
45x65€K.

Glyn Hughes
Sitted woman,

no date, charcoal
on paper, 45x65¢cm
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Xplotépopog ZaBBa
Ayabrip, (avadnploupyia),
1960, viekoA& kat Aadt
o€ NAaKAC, 45X56¢eK.

Christoforos Savva
Agadir, (re-construction),
1960, décollage and oil
on board, 45x56cm
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"'kAuv Xwoul

MTouAi, 1963,
kdpBouvo oe xapti,
75x55€K.

Glyn Hughes
Bird, 1963, charcoal
on paper, 75x55¢cm



Xplotépopog XaBBa
[ToUAL 1963,
petagotunia, 11x16¢k.

Christoforos Savva
Bird, 1963,
silkscreen, 11x16cm



Xplotépopog ZaBBa
Apnpnuévn ouvBean, 1964,
@bt og kapBa, 91x91ek.

Christoforos Savva
Abstract composition, 1964,
oil on canvas, 210x75cm



Xptotépopog XaBBa
[TouAl 1964, NabL kat
naotéAg oe xapti, 70x79ex.

Christoforos Savva
Bird, 1964, oil and pastel
on paper, 70x79cm
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"'kAuv Xioul
Xwplc 1itho, 1963,
A@6L o NAaKAd, 81x127¢k.

Glyn Hughes
Untitled, 1963,
oil on board, 81x127cm
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Xplotépopog XaBBa

To aydpt e tov 6IrAé
aquAG, 1961, EuNéyAunTo,
70x30x5¢K.

Christoforos Savva

The Boy with the Double
Flute, 1961, wood
sculpture, 70x30x5¢ek.









Ta npwrta
0€EKa

XPOVLa TNC
Kunplakng
Anpokpartiag
[1960-1970]

Tn 6ekaetia 1960-1970, o I'kAuv Xioul ouvexilel va xpnalponolel ta yhva
Xpwuata, aAAd N S0UAELA Tou 0Tadlakd yiveral Mo agnenPEvN Kat Mo
npoownikn. Kanowa and ta €pya autng tng nepLOdoU MapouclactnKay
10 1964 otnv ykalepi New Vision Centre ato Aovoivo. Ot KPLTIKEG yia TNV
€kBeon Ntav KaAEg, aAAG 6nwc cuvnBIle va AEEL 0 KOAAITEXVNG, «OXeOOV
O\a Ta €pya KateAn€av o€ pla Pikpn anoBnkn otnv OuaAia». Mpdyuartt,
ekel €uevav (padl pe kdnola dAAa mou anéktnoe and PAOUG KAAATEXVEG
otnv AyyAla — énwg o Roger Hilton, tov onoio cuvdvinoe oto Newlyn
OTlG apxEG NG dekaetiag tou 1960 kat dlathpnoe ena@n padl Tou PEXpL
¢ apx€g tou 1970) €wg étou, oxeddv dUo dekaetlec apyotepa, pepiuvnoe
va €ABouv otnv KUnpo Kat va ekteBolv pe enttuxia ato Kévipo TExvng
Awdonpo otn Aeukwoaoia.

Tov ZentéuBplo tou 1960, o M'KAuv Xioul eviaxBnke OTO MPOCWIIKO
G AyyAlKNG 2xoAng Aeukwolag, 6mou dnulolpynce Ula PIKTA AEoXN
oUdNTACEWV yla VEOUG—TNV NPWTN ToU £{60UG TNG 0TV KUMPOo—yvwoth wg
«63 Club». H Aéoxn auth 1€Bnke und v npootacia tou 'Aaukou KAnpidn,
peténeta [Mpogdpou tng Kumplakng Anpokpatiag. Xpnolonowwviag
g peydAn aiBouca tng oxoAng, o MkAuv Xwoud Eekivnoe eniong
dpaotnpotnta «Do Something», otnv onoia cuppeteixav eVAAKEG ano
OAEG TIC KOLVOTNTEG TOU VNOLoU.

Avapeoa oTig MOANEG aoxoAieg Tou 'kAuv Xioud, Atav Kat N KAAMTEXVIKA
OTNAN Mou €ypage yla v ayyAopwvn epnuepida Times of Cyprus.
MdAwota, cUpgwva pe tov (Blo, auéowg META TNV avaknpuén g
ave€aptnoiag tng Kunmpou, mnye oto Aovbivo yla va kaAUWeL pla peydAn
€kBeon atnv Tate, kal dtav enéotpeye dlanioTwaoe Nwg n epnuepida eixe
KAeloel oploTIKA!

‘Onwg €Aeye o (Blog: «bev €uelva Povo otn {wypadkn». Otav dpxioe va

oknvoypagel yla 1o enayyeAuatiké Beatpo t dekaetia tou 1970, petpoloe
noN NoAAG Xpovia NelpapatiopoU Kat eunelpiag otn Beatpikh napaywyn,
1600 otnv otadlodpopia Tou w¢ kKaBnyntng 600 Kat ae AAAOUG TOUE(C.
Bupotav pdAlota Nwg tov Népacav katd AdBog yla oepBitdpo (popoloe
TO MPWTO Kal Povadlkd AeUKO OUOKLY Mou €(xe MOTE) O€ Ula AMOLKLaKA
gpaottexvikh Beatpikh opdda 1o 1957, aA\@ olvtoua tou dhtnoav va
eviaxBel kat autdg otnv oudda toug. Toug oxedlaoe 10 OKNVIKO yla
I Awbekdmn Nuxta tou Zai€nnp, 10 onoio 6PwWE avayKAoTnKe va 1o
petapépel pe duaga oto otpatdnedo «Wolseley Barracks» ylati o apxikog
XWPOG BewpnBnKke un ao(aAnc.

Ol OXOANKEG Mmapaywyeg ntav ouxva @uddotec — ato Junior School
xpnatyonotnoe pabntég, yovelg kat giloug oto AG kdvouue ia onepa,
evw apydtepa, n dekaetia tou 1980, eviunwaiaoe 1o Koo ¢ntwovtag ano
T0UC NBoMotoUg va nai€ouv ato Zauwwyv Kat AaAibd pe nativia!



The first ten
years of the
Republic of
Cyprus

[1960-1970]

During the period 1960-1970, Glyn continued to use earth colours, but his
work progressively became more abstract and more personal. Some of
his paintings were shown in the New Vision Centre Gallery in London
in 1964. The exhibition was well reviewed but Glyn says “practically
all the work ended up in a shed in Wales". There it stayed (along with
some other work that he acquired from friends artists in England — like
Roger Hilton whom he met at Newlyn in the early 1960s and kept in
contact until the early 1970s) until almost two decades later when it was
brought back to Cyprus and successfully exhibited at Diaspro Art Centre
in Nicosia.

In September 1960, Glyn joined the staff of the English School in Nicosia,
where he ran a mixed youth club for discussion —the first of its kind in
Cyprus— known as the "63 Club". Its patron was Glafcos Clerides, later
to become President of the Republic of Cyprus. Making use of a large
studio at the school, Glyn also started an art activity for adults from all
communities, called "“Do Something”.

Among his other pursuits, Glyn Hughes was writing an arts column for
the English-language newspaper Times of Cyprus. In fact, according to
the artist, right after the declaration of the independence of Cyprus, he
travelled to London and covered a major exhibition at Tate, only to find
when he returned that the paper had folded!

Glyn did not, in his words, “just stick to painting”. Before he began
designing for the professional theatre in the 1970s, he had had long years
of experiment and experience of theatre production in and outside his
teaching career. He remembers being mistaken for a waiter (wearing
his first and only white dinner jacket) at a colonial amateur theatre
group in 1957, but was soon asked to join. Having designed their set
for Shakespeare's Twelfth Night, he had to have it moved to "Wolseley
Barracks” by horse and cart because it was thought unsafe at the first
venue.

School productions were often ambitious — at the Junior School, he
used pupils, parents and friends in Let's Make an Opera and later, in
the 1980s, he impressed the audience by having the actors perform
Samson and Delilah on skates!

He wrote for adult productions in his studio — Underpant Land and O
Englezos, for which he used puppets based on a Cypriot naive wood
carving, an image which has reappeared in paintings and much later in
his designs for Brecht's Baal. he also co-founded "Downstage”, which
performed in the town. For the senior students, he wrote Mfanwy (a
mime set in Wales) and Lost, about cross-cultures and influenced by
Lorca's Blood Wedding.



‘Eypawe napaywyEg yla evhAikeg mou napouciade oto otouvd Tou, PETagu
Twv onofwv 10 Underpant Landkat O EyyA€{og, yla 1o onolo xpnaotpono{noe
paploveteg Baolopeveg otny Kunplakn vaip EUAOYAUNTIKA, €LKOVEC Mou
enavep@aviotnkav o€ Nivakeg Tou Kat oAU apydtepa oTlG OKNVOYPapeg
ToU Yyla Tov MndaA tou Mnpext. EntmAgov, o MkAuv Xioud NTav CUVIBPUTNG
Tou «Downstage», nou £dlve Napactacelg atny NoAN. [aToug TEAELO(POLTOUG,
éypaye 10 Mfanwy (ua naviopipa nou dadpapatilétav otnv OuaAia) Kat
10 Lost, éva €pyo ennpeacpévo and tov Matwpevo [duo tou AdpKa Kat 1o
0ro{o ENKEVIPWVOTAV OTIG OLAMOATIOUIKEG OXETELG.

"'kAuv XiouC
@woUpa, 1963,
@6l o NAaKAC,
90x163€kK.

Glyn Hughes
Figure, 1963,
oil on board,
90x163cm
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Xplotépopog XaBBa
Apnpnpévn auvBeon —
0€ KOKKIVO, 1963, UIKTA
TEXVIKN 0€ NAAKAC,
60x90eK.

Christoforos Savva
Abstract composition —
in red, 1963, mixed
media on board,
60x90cm
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"'kAuv Xwoul
Aévépo, 1962,

AG6L KaL dupo

o€ NAaKAg, 37x31¢ek.

Glyn Hughes

Tree, 1962,

oil and sand

on board, 37x31cm

"'kAuv Xioul

Ot Maptovereg tou
KavBou, 1961, oil/sand
on board, 37x27¢k.

Glyn Hughes
Puppets of Kanthos,
1961, oil/sand on
board, 37x27cm



"kAuv Xioul
Aeukwala «atnv akt»,
1962, N&dL o€ KapBa,
88x164eK.

Glyn Hughes

Nicosia “on the coast”,
1962, oil on canvas,
88x164cm
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"'kAuv Xioul

KukAog Awibag, 1963,
kapBouvo oe xapt,
69%x99€K.

Glyn Hughes
Arch Circle, 1963,
charcoal on paper,
69%x99cm
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"'kAuv Xioul
@yoUpa, 1960, kdpBouvo
o€ xapti, 30x65¢k. 10 kGBE éva

Glyn Hughes
Figure, 1960, charcoal
on paper, 30x65cm each



"kAuv XiouC

Xwplc 1itho, 1962-1963,
KdpBouvo og xapt,
Sldpopa peyEdn

Glyn Hughes
Untitled, 1962—1963,
charcoal on paper,
dimensions variable
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"kAuv XiouC

Xwplc 1itho, 1963,
A@dL o€ xapt,
56X75¢€K. 10 KGBe éva

Glyn Hughes
Untiled, 1963,
oil on paper,
56x75cm each

ATIENANTI ZEAIAA
OPPOSITE PAGE

"'kAuv XiouC
@youpa, 1963,
AaKPUAIKS o€ xapti,
90x163€kK.

Glyn Hughes
Figure, 1963,
acrylic on paper,
90x163cm

"kAuv XiouC

Eviouo, 1963, Aa6L, NaotéA
Kat kapBouvo oe xapt,
56x77¢k. 10 KGBE €va

Glyn Hughes

Figure, 1963, oil, pastel
and charchoal on paper,
56x77cm each



"'kAuv XiouQ
Xwplc 1itho, nep. 1969,

@6t og xapti, 50x62¢k.

Glyn Hughes
Untitled, c. 1969,
oil on paper, 50x62cm
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"kAuv XiouC
/eukwoia, 1961,
@61 o€ xaptl, 56X75¢K.

Glyn Hughes
Nicosia, 1961,
oil on paper, 56x75¢cm

"'kAuv Xioul

H kopugn, 1963,
@bt kat kapBouvo
o€ xaptl, D4x7bek.

Glyn Hughes

The Top, 1963,

oil and charchoal
on paper, 54x76cm



APIXTEPA/LEFT

"'kAuv Xoul
Xwplg titho, nep. 1963,
@6t o€ NAaKAL, 59x80¢eK.

Glyn Hughes
Untitled, c. 1963,
oil on board, 59x80cm

AEZIA/RIGHT

"'kAuv Xoul
Buuwpévo aydpl, 1963,
A&bL o€ xaptl, 34x48¢eK.

Glyn Hughes
Angry Boy, 1963,
oil on paper, 34x48cm

"'kAuv XouC
Xwplc 1itAo, 1963,
A&6L kat kGdpBouvo
o€ xaptl, D6x76ek.

Glyn Hughes

Untitled, 1963,
"'kAuv Xioul oil and charcoal
XwplG ttAo, 1963, on paper, 56x76cm

@61 kaL kapBouvo
o€ xaptl, 65x90ek.

Glyn Hughes
Untitled, 1963, oil and
charcoal on paper,
65x90cm



Apwpeva,

Y UVEPYELEC
katto 1974
[1970-1994]

MeTa TI¢ MoATIKEC TapaxEG otnv KUnpo ota téAn tng dekaetiag tou 1960, o
["'kAUV X1oul KateEANEE va OLOAOKEL PE PELWPEVO wpAplo. Metakduloe o
éva NoAU épop@o napadootaxd onftt (to evoiklo Atav xapnAd exkelvn v
nepiodo) Kal yla va ta ByaAel népa €ypape KPLIKEG KIVNUAToypdQou yia
v ayyAopwvn epnpepida Cyprus Mail, ekpuwvouaoe 1o deAtio eldhogwv
Kal pthoUoe yla Téxvn ato padlopwvo tou PIK.

O 'KAUV €Aeye NWG KOBWG ENECTPEPE GTO ON(TL TOU PYETA ano JLla BLAAEENn
Tou Pitoapvt Mndkpuivotep @oUAep (Slaonpou EQEUPETN Kal OPAWATIOTA
tou 2000 alva), nou napakoAoUBnoe ota TéAn tng dvolgng tou 1971,
OKEPTOTAV CUVEXWG TN AEEN «OUVEPYELO». TO ANOTEAEOUA NTaV ULla OEpa
and xAmevivyk 0to otouvild tou: Xuvépyela Eva: To Aompo dwudtio
[kahokaipttou 1971], Luvépyela AUo: Katpdc ([Tiooa— Punavon) [kahokaipt
tou 1972], Xuvépyela Tpla: O 6pduog rpog tv Auudxwaoto [Kahokaipt Tou
1973]. Ot Zuvépyeleg NepleAduBavay eyKatacTtdoels, Mivakeg (wypagLkng,
pwtoypapieg kat nxo. ENnAgoy, e€eAixBnkav oe Nelpapatiko BEatpo: Ta
Tpayoubia g Mngpvavit (Baolopéva otn Matwuévn Kuptakn), O Aeukdg
Xopoc (nou neptédeuce 1o vnol) kat 1o Humble Goat Show (H napdotaon
NG TanelvnG katoikag). H Luvépyela TEooegpa, Mou NTAV NPOoyPApUaTIoPéVN
yla 1o 1974, 6ev npayuatononBnke note e€attiag tou npagikonnuatog Kat
NG TOUPKIKNG €LGBOANG Mou akoAouBnaoe Alyeg PEPEG HETA.

To 1973, o 'kAuv enwvonce eniong éva 6pWHEVO y1a TO KAETLUO TNG YKaAEQ(
Pisces otnv Aupdxwato. To ovéuace Maupo KauBd kat avagepdtav atn
pataldtnta Tou va €xel Kavelg priodotieg o eva Pikpd vnatl.

OT'kAuv ouvexioe va {wypapilel katkatd tn dldpketatou 1974 AnploUpynoe
en{ong PE TNV TexvikN Tou pnatik pla oglpd €pywy nou Baoiletal oto
Kunplaké uMaBdplo, éva aUatnua ypapng g Emoxng tou Zibnpou, nou
xpnolononBnke povo otnv Kunpo, Kat 1o ono{o BpeBnke og entypapeg
0€ apXAOAOYIKOUG XWPOoUG Tou vnoloU. ‘Evag gorntng g AyyAkAg
YX0ANg, 0 MiAtog KunplavoU, tou onoiou o adeApoq eixe okotwBel and
nupoBoAlouod, Eypaye uia «napaBoAn» e tov iAo Wormer and the Lord,
nou PoUeE yla Kanotov nou katéAaBe pla xwpa. O MNkAuv avanapdotnoe
NV «MNapaBoAn» autn o€ YNatik XPNOLOMOoLWVTAS aPNPNPEVEG UOPPEG
nou Baailovtav oto 2uMaBaplo. H oglpd cuvexiotnke Kat katd th Oldpkela
ToU NpagkonnPatog Kat ing €l0BoAng. O M'kAuv gide and to otouvild Tou Ta
aAe€intwta nou eupavidovial otn ogPAd va NPOCYEWDVOVTAL TNV Auyh Kal,
ONWG EAEYE XAPAKINPLOTIKA, «N €IKOVA TOUG VIAXBnKe ota 1beoypdupata
TOU 2UA\aBApLlou TG00 appoviKd, G0 Kal oL VAPKLOoOoL o€ éva noinua». Mwa
ano TG NEPUTTDOELG MOU «E{val EKEL, XWPIG OPWC VA EXOUV MOATIKA XPOLE».
To 1975, pla €kBean NG 0€PAC AUTWV TwV PNAtiK eykawldotnke and tov
["Aauko KAnpidn.



Happenings,
Synergies
and 1974
[1970-1994]

After the political troubles in Cyprus of the late 1960s, Glyn Hughes was
reduced to part-time teaching. He moved to a very beautiful traditional
house (cheap to rent in those days) and to make ends meet he wrote
film reviews for the Cyprus Mail, read the News and talked on art on
radio for the Cyprus Broadcasting Corporation.

After attending a lecture by Richard Buckminster Fuller (renowned 20th
century inventor and visionary) in the late spring of 1971, Glyn says that
as he walked home his mind dwelt on the word “synergy”. The result
was a series of happenings at his studio: Synergy One: The White Room
[summer 1971]; Synergy Two: Katras (Tar — Pollution) [summer 1972];
Synergy Three: The Road to Famagusta [summer 1973]. They included
installations, paintings, photographs and sound; they also developed
into experimental theatre: Songs of Bernadette (based on Bloody
Sunday), O Lefkos Horos (The White Dance), which toured the island,
and The Humble Goat Show. There was no Synergy Four, which had
been scheduled to be held in summer 1974, because of the coup and the
Turkish invasion that followed a few days later.

In 1973, Glyn also devised a happening for the closing of the Pisces
Gallery in Famagusta, entitled Black Canvas, which was about the futility
of having ambitions in a small island.

Glyn continued to paint, and during the whole of 1974 also worked in
batik on a series based on Cypriot Syllabary; this was an Iron Age system
of writing unique to Cyprus and found in inscriptions on ancient sites
on the island. A student at the English School, Miltos Kyprianou, whose
brother had been killed by shooting, wrote a “parable”, entitled Wormer
and the Lord, which told of a person taking over a country. Glyn batiked
the “parable”, using abstract forms based on the Syllabary. The series
was continued through the coup and the invasion. Parachutes, which
appear in the series, were observed by Glyn from his studio, landing
at dawn, and according to the artist, “their image joined in the Syllabary
visuals as casually as daffodils in a poem”. A case of "being there and
not being political”. In 1975, an exhibition of the series was opened by
Glafcos Clerides.
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"'kAuv Xwoul

Xwplc titAo, nep. 1980,
AGbL Kal Xppa onpeL
o€ KauBa, 130x109ek.

Glyn Hughes

Untitled, c. 1980,

oil and spray paint

on canvas, 130x109cm




"'kAuv Xwoul

To lMpdowno tou JM.S.,
(tpintuxo), nep. 1980,

@6l o€ KapBa, 228x121¢€K.

Glyn Hughes

JM.S. Face, [triptych),
c. 1980, oil canvas,
228x121cm
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"'kAuv Xwoul

MeAéteq yia To lMpdowno
ou JM.S., nep. 1970,
kapBouvo og xapti,
70x100ek. n k&Be pia

Glyn Hughes

Studies for JM.S. Face,

c. 1970, charcoal on paper,
70x100cm each
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"'kAuv XiouC

0 Kdoaiahog kat

n ouduyog tou, 1976-86,
KapBouvo o€ xapt,
30x20ek.

Glyn Hughes
Kashialos and wife,
1976-86, charcoal
on paper, 30x20cm



"'kAuv Xwoul
lpdowro, 1971,
kd&pBouvo oe xapti,
122x122¢k.

Glyn Hughes
Face, 1971,
charcoal on paper,
122x122cm
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"'kAuv Xwoul

TNpdown ypapur, (Fuvépyeleg),
nep. 1971-1973, akpuhikod

o€ NAaKaq diapetpog 120ek.

Glyn Hughes

Green Line, (Synergies),

c. 19711973, acrylic on board,
diameter 120cm
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"'kAuv Xioul

Kunptakd npéowrio, (LUvEPYELES),
nep. 1971-1973, akpuAikd

o€ NA\akaq duapetpog 120ek.

Glyn Hughes

Cypriot Face, (Synergies),

c. 1971-1973, acrylic on board,
diameter 120cm
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"'kAuv Xioul

Tonio ernBiwonc,
nep. 1970, Aa6L

o€ NAakaq, 60x50ek.

Glyn Hughes
Survival Landscape,
c. 1970, oil on board,
60x50cm



"'kAuv XiouQ

‘Epyo Baotopévo otov

nivaka «To MNMpdowno
Tou JM.S» pe xpwpa
nep. 1970 A\adonaotéh
o€ NAaKAg, 60x50¢k.

Glyn Hughes

Work based on "JM.S
Face” in colour c. 1970,
oil pastel on board,
60x50cm
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"'kAuv Xioul

To npdowrio tou J.M.S.,
(tpintuxo), nep. 1980,

A6l og KapB3, 228x121ek.

Glyn Hughes

JM.S. Face, [triptych),
c. 1980, oil on canvas,
228x121cm



159

"'kAuv Xioul
MeAéteg yia To npdowrno
tou JM.S., 1980, kdpBouvo

o€ xapti, 70x100ek.
n kéBe pla

Glyn Hughes

Studies for JM.S. Face,
1980, charcoal on paper,
70x100cm each















"kAuv Xioul

To kpeBdti tou Bav KAk,
nep. 1980, AabL kat xpwpa
onpéL oe kapBd, 300x220ek.

Glyn Hughes

Van Gogh's Bed, c. 1980,
oil and spray paint

on canvas, 300x220cm

- T

"kAuv Xioul

Apduog rpog v Kepuvela,
nep. 1980, AddL o€ kapBa,
170x100¢kK.

Glyn Hughes
Road to Kyrenia, c. 1980,
oil on canvas, 170x100cm



"kAuv Xioul
AuAet, 1989,
KOAGC o€ XapToVvL,
nep. 120x100¢ek.

Glyn Hughes
Hamlet, 1989,
collage on cardboard,
approx. 120x100cm
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"'kAuv Xiou{

lpdown pauun, 1989,
AG&dL og NAakag,
32x25¢k.

Glyn Hughes
Green Line, 1989,
oil on board,
32x25cm

"'kAuv Xiou{

Toriio, (ueAétn) 1992,
nactéA og xapt,
36x26¢eK.

Glyn Hughes
Lanscape, (study) 1992,
pastel on paper,
36x26cm

"'kAuv Xiou{

Toriio, (uehén) 1992,
naotéA o xapti,
36x26¢k.

Glyn Hughes
Lanscape, (study) 1992,
pastel on paper,
36x26cm
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"kAuv XiouC

Tpaivo yia Xaprodu 1,
1993-1994, UIKTH TEXVIKA
o€ nAakaq, 160x90ex.

Glyn Hughes

Train to Khartoum 1,
1993-1994, mixed media
on board, 160x90cm

"kAuv Xioul

Tpaivo ywa Xaptodu 2,
1993-1994, PIKTA TEXVIKN
o€ NAaKAg, 120x90ek.

Glyn Hughes

Train to Khartoum 2,
1993-1994, mixed media
on board, 120x90cm



"'kAuv Xioul

0 gptdAtng e Tdvrag,
1993, AN&dL o€ kapBa,
119x79¢kK.

Glyn Hughes
Tanta's Nightmare,
1993, oil on canvas,
119x79cm

"'kAuv XiouC

MeAén yia 1o épyo O
£QPIAATNG TG Tdvrag,
1993, papkadopot o€
xapti, 20.5x20.5¢ek.

Glyn Hughes

Study from Tanta's
Nightmare, 1993, paint
markers on paper,
20.5x20.5cm




"'kAuv Xioul
Autonipoowrioypagia,
1985, AabL Kat KoAGl
o€ KauBa, 120x90ek.

Glyn Hughes

Self Portrait, 1985,
oil and collage on
canvas, 120x90cm



"'kAuv Xioul
Karatyiba g eprpou,
nep. 1990, kdpBouvo
o€ NAakAq, 112x164ek.

Glyn Hughes

Desert Storm, c. 1990,
charcoal on board,
112x164cm
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"kAuv XiouC

Zdkot blakoutdrg
mwpdrwy, nep. 1990,
kapBouvo og NAakad,
112x164eK.

i
__ﬁ

(il
)

Glyn Hughes
Body Bags, c. 1990,
charcoal on board,
— 112x164cm




"'kAuv XiouC
Aurtonipoowrioypagia
(tpintuxo), nep. 1980,
MIKTA TEXVIKN, 122X 183¢K.
T0 KGBe éva

Glyn Hughes

Self Portrait (triptych),
c. 1980, mixed media,
122x183cm each
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=UAWVo OKaALOTO

QVTIKElJEVO Mou €dwoe
otov 'kAuv XiouZ évag
@{AOG TOU OTIG aPXEG TNG
dekaetiag 1960, to onolo,
6nwg tou elne, 1o elxe
OKOAOEL évag aywvIoTAG
¢ EOKA. 0 XiouC 1o
nepLéypaye wg «éva
KEPAAL nou Bupidel ta
ytyavtia AiBva kepdAa
oto Nnai tou Mdoxa, 10
ono{o eixe éva xapdyeho
070 NPGOWMO».

Wooden carving given to
Glyn Hughes by a friend in
the early 1960’s, which, as
he told him, was carved by
an EOKA fighter. Hughes
described it as an "Easter
Island-like head, which
had a smile on its face.”
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Ta wpua
XPOvLa
[1994-2005]

MapdAo mou o "'kAuv Xioud eixe aoxoAnBEl e vVOLOAOYIKEG MPOTEYYIOELG
hon and tig dexaetieg Tou 1960 kat 1970 (Uia onuaviikn eykatdotaon yia
Tov Eupwnaiko MNoAmotikd Miva ing Asukwaiag o 1995 ntav n Aiobog,
otnv €{oodo Tou BoAwTtoU avoiypatog tng MUANg Magpou), Noté dev dpnoe
va nepdaoel pla pépa xwplc va dwypapioet N va oxedldoel. Y€ nepLOdoUg
Kplong, eite otnv Kunpo elte oe dA\a pépn tou KOOPOU, yla TG omofeg
evnuepwvotav aveANnwg (oxeddv kaBnpepva didBale v epnuepida
Guardian), (wypdplle pe éviaon Kal Aaunepd xpwuata. To yeyovog
auté avtkatormtpiletal o€ YepKoUg and Toug TTAouG Twv eKBECEWY Tou:
Nicosia: Intermittent Stress/\eukwaia: Atakontéuevo dyxog (1956—1991),
pa avadpopikh €kBeon atnv A{Bouca MeAiva MepkoUpn oth Asukwoaoia,
kat 1o The World Gone Wrong (0O kdouog riflye AdBog) otnv ykahepl
'kAopla 1o 2001. AMG unnpxav kat neplodol mou dlakateExetal anod
awBhpata awolodoglag, 6nwg n €kBean —ue Evav JAAOV ELPWVIKO TiTho—
There'll always be Blue Skies ([ldvta o oupavéc Ba eival yaAd{iog), nou
NApPOUGCLAOTNKE Kal auth otnv yKaAep( 'kAdpLa, 1o 1996.

Av Kat gixe yivel yvwaotdg wg kolopiotag, o 'kAuv Xioud napouciace pia
0AOAEUKN €kBeon otnv yKaAep( Zuydc otn Asukwaia 1o 1971. Ao tdte, ol
NEPLOCOTEPEG AMO TIG ATOPIKEG EKBETELG Tou OTn Agukwoia &ylvav otnv
yKaAepi M'kAGpLa. Mapouaciace eniong €pya Tou U0 POPEG OTNV YKAAEP(
Aldonpo, aA\d Kat o€ opadIKEG EKBETELS, €0IKA OTNV €TNOLa €KBeon Tou
EKATE (EneAnthplo KaAdv Texvaov Kunpou), tng onolag ouxvd eixe
Kat v enuéAela. Extég mpwteliouaoag, eixe eniong ekBEaeL atnv YKaAep(
KUkAog otnv [Mago, otnv Kunplakh IMwvid otn Adpvaka kat atny YKaAepi
[NAtepg otn Aepead. YnhpEav duwg kat AAoL xawpol: Kageveia, ectiatdpla
(1blattepa Tou XwKpdtn oty naltd NnéAN — 10 ayannPévo Tou UEPOG yia
@aynTo yia noAAG xpdvia) Kat o 6pOuoC.

Yupueteixe o€ Bepatkég exBEoel oto Anpotkd Kevipo Texvav
Aeukwoalag, Xuvepyaoia: 16pupa [lMepidn, onwg n 1960-1974 Neol
Kunpiot KaAéxveg atnv AvatoAr ¢ Anuokpartiag, tov lotvio tou 2002.

‘Eva anod ta onpavikdtepa €pya tou, 10 XaAkoABiko, and to onoio &ywvav

kat 100 petagotunieg, 10 epNVeUOTNKE anod €va aviplko MAAWVO EBWALD,
nou Bploketal otn cuMoyn tou Mouaeiou [igpidn otn Adpvaka. Katd
€vav neplepyo tpoMo, 10 €pyo autd ouvdEeTal eniong PeE Wla napopola
KUKAGS{TIKN (tyoUpa nou €kave €va Pikpo nawdi oto ornoio o M'kAuv 6{6aoke
TEXVN NOAU NaALd. 2T¢ apx€G Ing dekaetiag tou 1990, o 'kAuv €kave MoAAG
1a&{bla otn XepBia, 6mou yla €va dlactnua enavhABe atny tonypagia.

And 1o 1994 péxprto 2003, o 'kAuv Xioul napouciace pla oelpd SLaAEEEwY
yla yvawotoUg Bpetavoug kat AAoUG KaATEXVEG Mou dpactnplonololviav
otn Bpetavia. H oelpd ovopadétav «Symposiart» kat dlopyavwvotav o€
etnala Bdon anod 1o Anpotikd Kévipo Texvaov Aeukwaliag, 2uvepyaoia:

16pupa Mepidn kat 1o Bpetavikd XupBoUAo, pe xopnyia tng EANVIKAG



The Mature
Years
[1994—-2005]

Although Glyn Hughes was doing conceptual work since the 1960s and
1970s (an important installation for the European Cultural Month in 1995
was Diodos, in the tunnel entry to Paphos Gate in Nicosia), the artist
never let a day go by without working on a canvas or drawing. In times
of crisis, either in Cyprus or in stressful situations he was particularly
aware of in other parts of the world (he read the Guardian almost every
day), he painted with intensity and in brilliant colour. This is reflected in
some of the titles of his exhibitions: Nicosia: Intermittent Stress (1956~
1991), a retrospective at the Melina Merkouri Hall in Nicosia and The
World Gone Wrong at Gloria Gallery in 2001. But there were optimistic
times too: There'll Always be Blue Skies, albeit tongue in cheek, again
at Gloria Gallery in 1996.

Although by then known as a colourist, Glyn had an all-white show at
Zygos Gallery, Nicosia in 1971; since then, most of his Nicosia exhibitions
were held at Gloria Gallery, but he also exhibited twice at Diaspro, and in
mixed exhibitions, especially the EKATE (Cyprus Chamber of Fine Arts)
annual, which he often curated. Outside the capital, he has also shown
at Kyklos in Paphos, Kypriaki Gonia in Larnaca and Peter's Gallery in
Limassol. But there had been other venues: coffee shops, restaurants
(particularly Socrates’ in the old town — his favourite eating place for
many years) and the street.

He participated in theme exhibitions at the Nicosia Municipal Arts
Centre, Associated with the Pierides Foundation (NiIMAC], among which
the 1960-1974 Dawn of the Republic exhibition in June 2002. One of his
most important paintings, Chalcolithic, of which 100 silk-screen prints
were made, was inspired by a male terracotta figurine from the Pierides
Foundation Museum in Larnaca, but, strangely, was also linked with a
similar Cycladic figure made by a child Glyn was teaching long before. In
the early 1990s, Glyn made several journeys to Serbia, where for a while
he reverted to landscape painting.

From 1994 to 2003, Glyn presented a series of lectures on a number
of well-known British and other artists who were active in Britain. The
series, called Symposiart, was organised by the Nicosia Municipal
Arts Centre, Associated with the Pierides Foundation and the British
Council, and was supported by the Hellenic Bank. Glyn either lectured
on the work of these artists or visited them in Great Britain for video
interviews, which were shown during his lectures. Some came
to NIMAC themselves and talked about their work. The list includes
Francis Bacon, Lucien Freud, David Bomberg, Anthony Gormley, David
Nash, Richard Wentworth and David Mach (who actually created a
sculpture for the Municipal Arts Centre), as well as American Ronald
Brooks Kitaj and Portuguese Paula Rego.



Tpdanedag. O I'kAuv €lte PAOUOE yla TO €pY0 TWV KAAAITEXVWY, €{TE TOUG
enwokentotav otn MeydAn Bpetavia, 6mou Kat Toug €nalpve oUVEVTEUEN
nou petadldotav payvntookonnpevn. Mepikol and Toug KaAATEXVEG eixav
€pBel otn Aeukwolia Kat piAnoav ot Blot yla 10 €pyo Toug oto Kévipo
Texvaov. Ot KaAtéxveg nmou nmapouctdaBnkav Atav ot Francis Bacon,
Lucien Freud, David Bomberg, Anthony Gormley, David Nash, Richard
Wentworth kat o David Mach (nou 6npioUpynoe éva yAuntd yla 1o
Anpotiké Kévipo Texvav), kaBwg kat o Apepikavég Ronald Brooks Kita
kat n MNoptoyaAida Paula Rego.

O 'kAuv unootplle 6Tt N {wN ToU WG KAANTEXVNG-EpYA{OUEVOC —MOTE
Sevunnp&e eunopikoG—oevntav eUKoAN. [apoAa autd, nouvexngevalayn
epyaoiag (and ™ ddaokaAia otn dnpocloypagia Kal otn oknvoypapia)
TOU €dwage €vav NPOOYELWUEVD Tpono (whe nou tou Ttaiplale. Metd tov
Bavato Tou natépa tou, KataPepe va ayopdaoel va pikpd napadoctakd onit
ato KalpakAl, otn Aeukwaoia, nou dlatnpouace akdun TOTE Evav Xapaktnpa
XwpLoU, dnou ouvexiae va (wypapi{lel PexpL axeddv Kat 1o TEAOG TG {wng
Tou. To 2004, napouaciace atnv ykaAepi MkAGpla v €kBeon Drawings
at the Kapeleio: Walking on eggshells (Xx6ia ato KannAeid: lNepnatwvrag
ndvw ge 106pAa) e ox€dla and PoAUBL kal kdpBouvo kat donpa €pya

{WYPAPIKNG.



Glyn stressed that, as an artist, keeping a day job —he had never
been commercial- was not easy; but switching jobs from teaching to
journalism to theatre work did give him a non-ivory-tower life, which
suited him. After his father's death, he was able to buy a small traditional
house in Kaimakli, a suburb of Nicosia that still retained a village
character at the time, where he continued to paint nearly until the end
of his life. In 2004, he presented his work (pencil and charcoal drawings
and white paintings) at Gloria Gallery, in Nicosia in an exhibition entitled
Drawings at the kapeleio: Walking on eggshells.






"'kAuv Xioul
Carouseling, 2001,
A@bL og kapBda,
180x180¢k.

Glyn Hughes
Carouseling, 2001,
oil on canvas,
180x180cm
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"kAuv Xiou{
Xwplc titAo, 2008,
@bt og kapBa,
165x105¢kK.

Glyn Hughes
Untitled, 2008,
oil on canvas,
165x105cm



"'kAuv Xoul

Xwplc titho, 2008,

A&bL o€ kauBd,
50x40¢ek.

Glyn Hughes
Untitled, 2008,
oil on canvas,
50x40cm
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"'kAuv XiouC

KaAd lMdoxa, 2007,
AKPUAKS Kat AddL
o€ KauBda, 50x40ek.

Glyn Hughes
Happy Easter, 2007,
acrylic and oil
on canvas, 50x40cm






"'kAuv XiouC

Cucchi atov unépnxo,
2001, A&dL o€ KapBa,
180x180¢k.

Glyn Hughes

Cucchi under ultrasound,
2001, oil on canvas,
180x180cm




"'kAuv Xioul
Kunptakn puBoloyia |,
2001, A&dL o€ kapBa,
163x130¢k.

Glyn Hughes
Cypriot Mythology |,
2001, oil on canvas,
163x130cm
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"kAuv XiouC

Kunptakr) MuBoloyia Il,
2001, A&dL o€ kauBa,
163x130¢k.

Glyn Hughes
Cypriot Mythology I,
2001, oil on canvas,
163x130cm
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"'kAuv Xioul

AinAn eikdva, 2001,

@6 og kKapBa,
80x100¢k.

Glyn Hughes
Double Icon, 2001,
oil on canvas,
80x100cm















MPOHIOYMENEZX LEAIAEY

PREVIOUS PAGES
APILTEPA/LEFT

"'kAuv Xiou

lévvnon g Appoditng,
nep. 1990, &8, dupog
Kat kapBouvo oe xapt,
150%110¢k.

Glyn Hughes

Birth of Aphrodite, c. 1990,

oil, sand and charcoal
on paper, 150x110cm

AEZIA/RIGHT

"kAuv Xioul
Epaotég otov
lapdbetoo, 1998,
A&bL o€ kauBd,
80x120ek.

Glyn Hughes
Lovers in Heaven,

1998, oil on canvas,

80x120cm
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"kAuv XiouC

Mia Appwaotia — XoAépa,
1994, N4 o€ KapBa,
180x114¢k.

Glyn Hughes

A Sickness — Cholera,
1994, oil and on canvas,
180x114cm

AMNENANTI YEAIAA
OPPOSITE PAGE

"'kAuv Xioul
BAavriuip, 1995,
VEPOUMOYLA o€ XapTi,
40X57¢k.

Glyn Hughes
Vladimir, 1995,
watercolour on paper,
40x57cm
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"kAuv XiouC
Xwplc 1itho, 1995,
@b o€ KapBa,
100x100¢kK.

Glyn Hughes
Untitled, 1995,
oil on canvas,
100x100cm



"'kAuv XiouQ
Mioopéyyapo, 1994,
@bt og kapBd4,
9LxheK.

Glyn Hughes
Half Moon, 1994,
oil on canvas,
94x94cm
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"'kAuv XiouQ

Aloyo — Nouva lMdpk,
1995, AabL og kauBa,
60x50ek.

Glyn Hughes
Luna — Horse, 1995,
oil on canvas, 60x50cm
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"'kAuv XiouQ
Xwplc 1itAo, 2006,
@6l o€ kKauBA, S9X43eK.

Glyn Hughes
Untitled, 2006,
oil on canvas, 59x43cm
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"'kAuv XiouC
NeuptkoG kAovioudg,
2002, &bt og kapBa
Kat KOAGG, 146x104ek.

Glyn Hughes
Crack-Up, 2002,

oil on canvas and
collage, 146x104cm



"'kAuv Xoul
Xwplc titho, 1994,
MA@t og kauBa,
60xbbeEK.

Glyn Hughes
Untitled, 1994,
oil on canvas,
60x46cm
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"kAuv Xiou{

H etoaoia, 1993,
A@bL og kapBa,
101x71ex.

Glyn Hughes
Dressing up, 1993,
oil on canvas,
101x71cm



"kAuv XiouC

0 pidog pou Max Earnst,
1995, AabL o€ kauBd,
59.5x39.5¢k.

Glyn Hughes

My friend Max Earnst,
1995, oil on canvas,
59.5x39.5cm
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"kAuv Xiou
0 vuktopuAakag, 1996,
@61 o€ kapBd, 91x91ek.

Glyn Hughes
The nightwatcher, 1996,
oil on canvas, 91x91cm



"'kAuv Xwoul
0 vuktopuAakag, 1996,
@6t o€ kauBa, 61x91eK.

Glyn Hughes
The nightwatcher, 1996,
oil on canvas, 61x61cm
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H enwotpopn
otnv OuaAia
Kal Ta
teAeutaia
Xpovla

otnv Kunpo
[2005-2014]

To 2005 Atav pla moAU onuavtikn xpovid yla tov I'kAuv. Me mpwtoBouAia twv
atevwv tou eidwyv Kaitng KAnpidou kat XapdAaumnou 2epyiou, KaBwg Kat
nv unoothpEn tou Bpetavikou YuuBouAiou Kat tou Ynoupyeiou lMadeiag
kat [MoAmopoU g Kunpou, 6lopyaviBnke pia peyaAn avadpouikn,
neplodeliouca €xkBeon otnv natpida tou, thv Oualic. MNa v €kBeon
ouvepydotnkav eniong 1o Arts Council of Wales kat 1o Wrexham Arts
Centre, énou katnpwtonapouactdotnke t1ov NoéuBplo tou 2005, o€ enuélela
¢ Tracy Simpson. Tov @eBpoudplo tou 2007, n €kBeon NAPOUGLACTNKE
eniong oto Coliseum Art Gallery tou Ceredigion County Council Museum,
eniong otnv OuaAia. Me tnv eukapla NG €kBeong, ekdOGBNKE €vag
NOAUGEALBOG KATAAOYOG yLa T0 €pyo Tou ['kAuv ota AyyAikd kat ota OUaAikd.
O N'kAuv Atav 1blaitepa xapoUPEVOG yla autAy TNV EMLOTPOMN TN YEVETELRA
TOU — pla dikalwaon twv NOAUXPoVWY KAAMTEXVIKWY ToU ENBLEEWY aTNV
KUnpo, yakptd ano tn xwpa Tou.

Enwotpgpoviag kat ndAtotny KUnpo, CUVEXIOE TIG KAAATEXVIKEG TOU 6paactn-
pLétnTeg oto onftt tou, atnv 08¢ =avlng 1, oto KaluakAl. Avavewpévog
and v unodoxn mou €tuxe otnv OuaAia, wypagilel pa kawoupyla
0elpd €pywv yla v YKaAepl ['kAOpLa. Ta eykaivia tng EkBeong €ywvav oTig
27 Anpiiou tou 2006 and tnv Kaftn KAnpidou, n onola €ixe eykawiaoel
kat v ékBean otnv OuaAia. Onwg o Blog avapépel: «Autd ta €pya ival
HAAOV OLapOPETIKG, HE MO £VIOVA XPWWATA KAl ouxvA acage(g tthouc.
H Bdpela opooelpd thg Kunpou cuvexilel va eival pua epuovh o MoAd
and autd, aAAd NapdAo Mou To «Gpapa» £ival MO CUYKEXUPEVO, OL MIVAKES
elval yepdrol oapnvela. Yadpxel moAU Ayotepn upn and 6,1t cuvhBuwg,
pE MOAMNA xphon kaBapol xpwpatog. Ot ttho, puokd, eival okona
Sl1popoUpevol, unovowvtag AMeg aAnBeleg Twv SUCKOAWY KapwV Mou
oUpEe. Zwypaglopévol Pe duvapn Kal ouxva pe peydAn taxdtnta autol
elvat ol teAeutaiol nivakeg dwypapkng and pla naAd kapaBdvas.

MapdAn duwg v ave€dviAntn evepynTkATNTA Tou, Ta TeAeutaia xpovia
g (wng tou 0 KAuv avietwnile NoAMd npoBAnuata uyelag pe
anoteheopa va e€aoBevidel ouvexws H teAeutala tou €kBeon €yive
otov noAuxwpo t€xvng Kat Oikov otnv Malkid Aeukwoia and tg 21
pEXPL TG 28 XenmteuBplou 2012, 6mou Kat napaBpébnke ota eykaivia.
Metd tnv €kBeon, o [KAUV NapEpelve KAlVAPNG Kat adUvapog 6to onftl
10U 010 KalpakAi, evao tov NogéuBplo tou 1biou xpévou petapepBnKe ato
Ywkpatelo MéhaBpo Euynpiag otn Aepead. Ekel €¢noe e aflonpénela
Kal unopovh ta duo teAeutaia xpovia g (wng Tou.

Ta Enpepwpata g MNeuntng, 23 OktwBpiou 2014, o ['kAuv Xioul apnoe
v TteAeutaia tou nvon oto evikd Noookopeio AepeooU, énou eixe
petapepBel petd and avakonn kapdiag. O ['kAuv, 6NwG EKPUGTNPEUBNKE
o€ oTeVO Tou Qiho, ayanouae MoAU TG MEunTeG. ..
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The return
to Wales
and the
last years
In Cyprus
[2005-2014]

The year 2005 was a very important one for Glyn. On the initiative of his
close friends Kaiti Clerides and Charalambos Sergiou, and the support
of the British Council and the Ministry of Education and Culture of Cyprus,
a major retrospective, travelling exhibition was organised in his native
Wales. The exhibition, curated by Tracy Simpson, was organised in
collaboration with the Arts Council of Wales and Wrexham Arts Centre,
where it was first mounted in November 2005. The same exhibition
was presented at the Coliseum Art Gallery of the Ceredigion County
Council Museum, also in Wales. On the occasion of the exhibition, a thick
catalogue of Glyn's work was published in English and Welsh. Glyn was
extremely happy of his return to his hometown — a vindication of the
many years of his artistic pursuits in Cyprus, away from his own country.

Returning to Cyprus, he continued his artistic activities at his home on
1 Xanthis Street in Kaimakli. Rejuvenated by the warm reception he
enjoyed in Wales, he painted a new series of works for an exhibition at
Gloria Gallery, which was opened on 27 April 2006 by Kaiti Clerides, who
had also inaugurated the exhibition in Wales. As Glyn says: “These are
rather different with more heightened colour and often ambiguous titles.
The northern range of Cyprus is still an obsession in many works but
though the 'vision'is more confused the paintings are full of clarity. There
is less texture than usual with much use of pure pigment. The titles of
course are deliberately double edged, perhaps hinting other truths of
our difficult time. Painted with vigour and often with considerable speed
these are the latest paintings from an old hand.”

But despite his inexhaustible energy, Glyn faced many health problems
inthe lastyears of his life, as a result of which he kept getting weaker and
weaker. His last exhibition was held at Kat'oikon Gallery in Old Nicosia
from 21 to 28 September 2012, where he attended the opening. After the
exhibition, Glyn remained bedridden and weak at his home in Kaimakli.
In November of the same year he was admitted to Sokratio Melathron
care home in Limassol. There, he lived with dignity and patience for the
last two years of his life.

At dawn of Thursday, 23 October 2014, Glyn Hughes left his last breath at
Limassol General Hospital, where he had been transferred following a
cardiac arrest. Glyn, as he had confided in a close friend, loved Thursdays...
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"'kAuv Xioul
Aurtonipoowrioypagia, 2009,
aKpPUAIKS Kal kdpBouvo

o€ KauBa, 61x61¢ekK.

Glyn Hughes

Self Portrait, 2009,
acrylic and charcoal
on canvas, 61x61cm
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"'kAuv Xwoul

Xwp(c titAo, 2012, akpUAKO
Kal kdpBouvo oe kauBd,
100x100¢ek. 10 KGBE éva

Glyn Hughes

Untitled, 2012, acrylic
and charcoal on canvas,
100x100cm each






ATIENANTI ZEAIAA
OPPOSITE PAGE

"'kAuv XiouC

Xwplc 1itho, 2012,
AaKPUAIKS Kat kdpBouvo
o€ KauBda, 60x70ek.

Glyn Hughes
Untitled, 2012,
acrylic and charcoal
on canvas, 60x70cm
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"'kAuv XiouQ

Xwplg titho, 2012,
AKPUALKS Kal kapBouvo
o€ KapBa, 70x60¢k.

Glyn Hughes
Untitled, 2012,
acrylic and charcoal
on canvas, 70x60cm






"'kAuv Xioul

Xwplc titho (6intuxo), 2012,
QKPUALIKO Kal kKdpBouvo
o€ KauBa, 160x80ek.

Glyn Hughes

Untitled (diptych), 2012,
acrylic and charcoal
on canvas, 160x80cm






"'kAuv XiouC

Xwpls titho, 2012,
AKPUALKS Kat
KapBouvo og KauBa,
100x100¢k. 10 KGBE éva

Glyn Hughes

Untitled, 2012,

acrylic and charcoal on
canvas, 100x100cm each
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AMENANTI XEAIAA
OPPOSITE PAGE

"'kAuv XiouQ

Xwplc 1itAo, 2012,
AKPUAIKS Kat KapBouvo
o€ KapBa, 100x100ek.

Glyn Hughes

Untitled, 2012,

acrylic and charcoal
on canvas, 100x100cm

"'kAuv Xwoul
Xwplc titho, 2012,
A&bL o€ kauB4,
100x100¢kK.

Glyn Hughes
Untitled, 2012,
oil on canvas,
100x100cm
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"'kAuv Xioul

Xwplg 1itAo, 2012,
kapBouvo oe kauBa,
50x70ek.

(to teAeutalo €pyo

TOU KAANTEXVN)

Glyn Hughes
Untitled, 2012,
charcoal on canvas,
50x70cm

(the artist's last

work of art)
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H Zwn kat 10’ Epyo tou kAuv Xiou(
onw¢ Kataypdenkav and toug
Xapahapno kat Baow 2epyiou

XapdAapnog kat Bdow Zepyiou



The Life and Work of Glyn Hughes
as Told Through the Pen
of Charalambos and Vaso Sergiou

Charalambos and Vaso Sergiou



Ta yeyovéta nou akoAouBoUv €xouv Kataypagel 6nwg
akplBuwg €xouv neptypapei and tov [kAuv Xioud

otov XapdAauno kat 1 Bdow Xepyiou katd tv nepiobo
Mdiog 1997 — Mdiog 1998.

YnoBaMoupe épya twv IM'kAuv Xioud Kat
Xplotépopou XaBBa atnv NaAd Kat Tn véa yevid.
Me autdv Tov TPOM0o EKMANPWVETAL TO LOLWTIKS
kat aBépuBo cupBéAaLd pag pe tov M'kAuv Xioud
0€ 0XEON PE TNV NapoUoa GUAOYN €pywv
TEXVNG KAL TWV OXETIKWV QVIIKEEVWVY MOU
aPoPOUV TNV KAAALTEXVIKA TOUG OXEaN.

2Inv nopeia, evepyoUoape anAd wg
ayyeAlapopot tou Adyou Kal Ing UvApNgG tou. Aev
elpaote 1oTopIKol Kal bev dPACAPE WC EIKACTIKOL
KOAATEXVEG, OAAG IOVO WG GIAOL KOl CUAEKTEG
nou NBeAav va pdBouv TNV Npayuatikn otoplia
niow and v eikéva. O poAog pag pag BonBnoe
Va UEVOUUE OUYKEVTPWUEVOL Kal va WAEOUUE TIG
Aentouépeleg. OAeG oL EpWTNCELG €XOUV OKOMIUA
napaAn@Bel yla va enttpeWouy oTIC LoTopieg va
KUANOOUV OPaAG €S OTOV XPOVO.

Téoo n Bdow 600 Kat eyw, Bewpolpe
noAUtun tn dtadikacia mou pag BonBnoe
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va enavaBeBalyooupe NWG N yvwon NG
lotoplag Ing t€xvNCg, o€ cuvduacopd e T

0WOTN OKEWN Kal Yuxn, ynopel va anodexBel
KATOAUTIKN yla tnv npdodo. Aev eixape Tnv tUxn
va yvwpiooupe tov 2aBBa, aAAd Twpa Eva PIkpo
pEPOG Tou Ba peivel padl pag yla ndavia kat Ba
pag kaBodnynoel o€ vEoug HpOUOUG.

Mapouataloupe n 6oUAELG TOUG, TN PLAL TOUG,
KaBwg Kat tn cuvepyaaia Toug T PetaBatikn
neplodo nou npoonaBoUoav va dnuloupyncouy
KATL pLQKA KavoUpylo atnvy KUnpo Je ueyaAo
Baupacpo kat eAnioupe OTL N oXEoN TOUG

Ba enavatonoBetnoel Ty LoTopia Toug Kat

Ba BonBnoet dAMoug va wa&ouv Tn SIKN Toug
aANnBela, xpnaolonolwvtag Eexaapeva epyaleia
and v anoBnkn Toug, ewCE anod Tov BIKO Toug
oupavo Kal xpwpata and tov S1K6 Toug KAMO.

XapdAaunog kat Baow Zepyiou



The account of events that follows has been recorded
as narrated by Glyn Hughes to Charalambos and Vaso
Sergiou during the period May 1997 — May 1998.

We submit works by Glyn Hughes and
Christoforos Savva to the old and new
generation. Our private and silent contract
with Glyn Hughes in relation to the herewith
collection of artworks and related objects
concerning their artistic relationship, is hereby
fulfilled.

Along the way, we acted merely as
messengers to his word and memory. We
are not historians and did not act as visual
artists but only as friends and art collectors
who wanted the real story behind the image.
Our role helped us to stay focused and to
chase the details. All the questioning has been
purposefully left out to allow the stories to
gently move through time.
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Both Vaso and |, treasure the process that
helped us to re-confirm how knowledge of art
history, in conjunction with the right mind and
soul, can prove catalytic to progress. We did
not have the good fortune of meeting Savva
but now a small part of him will stay with us
forever and guide us to new paths.

We present their work, their friendship and
their collaboration in going from zero to one
with great admiration and we hope that their
relationship will re-position their story and help
others to search for their own truth using tools
from their back rooms, light from their own sky
and colours from their own garden.

Charalambos and Vaso Sergiou



1954-1955
Aeukwola

0 XaBBa ntav ndn otn Aeukwata yla Evav
xpovo. Eviwoe 1a xpwpata tTng KUnpou Kat
ApPXLO€ va KoLTAdeL TV XWPOo w¢ EVANKAG Moy
€avaenLoKEnTeTal Tov TOno Mou YeEVWNBNKE.

Bupuduat tov XaBBa nou pou éAeye 0L yUpLle Ta
xwpld 10 1954-1955 okitodpovtag evolapépovia
Tonia, Kat ot ta ene€epyaldtav OTo OTOUVTLO

ToU 10 {610 Bpadu xpnalonotvIag Xpwua,
otav n B€a e€akoAouBouaoe akoun va €xel OAa
T0 OUCTATIKA TNG PPECKASAC MOU TOVWVE TIC
aloBNaoELG Tou TN aTlyun ekelvn Mou ano@actde
OTL auTO Mou €BAEME ENPENE va «MaywaEL.

Ta npwrta xpoévia ing dekastiag tou 1960, Aiyo
npw v idpuon g ykaiepi Andpaactg, aydépaca
¢vav nivaka tou X&BBa mou anekovide yla
dnown tng Kunpou, pe xpovoAoyia 1955 (Ap. 1).
‘Hrav éva noAU euxdploto tonio yia va (et Kavelg
pad{ tou... Kat autdg sival évag and Toug AGyoug
yla TouG omno{oug yiveral n Téxvn... va KAvel

TOUG avBpwnoug va aloBdvovial KaAd otav
Bplokovtal Kovid NG,

To €pyo auto dev eKTEBNKE NOTE KABWG eixe
npokpatnBel, dpw¢ o dtouo Nou 1o KPAtnoe
bev eppaviotnke noté. To eixa bl 6tav Tov
yvaoplaa 1o 1959, aA\a bev eixa ta xpnuata
va 1o ayopdow. Otav moUAnca évav Peyaio
nivakda pou o€ €vav cUMEKTN oth Adpvaka
yla dekaoktw Alpeg, €6waa otov 2dBBa

TLG OKTW YLa TO CUYKEKPLUEVO EPYO.

E{uat cuMéEKTNG and T pUGoN Pou Kal N BoUAELd
ToU 24BBa €yve €va and ta evolapepovid Pou.
Eixa ndn apxioel va BAEnw tv npdodd tou
npog v oAIKN apaipeon kat hEepa (Népav Tou
YEYOVOTOG OTL ATav €vag €ALPETIKA TAAQVTOUXOG
{wypapoc) 61l capwg eixa va kavw pe évav
NVEUPATIKA KAl ouvaloBnuatika NPoxwpenUEVO
avBpwno. ()¢ ek TOUTOU, OKEPTOUEVOG WG
OUAAEKTNG, €va NPWLUO £py0 Tou 2ABBa eixe
noAU vonua.
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1954-1955
Nicosia

Savva was already in Nicosia for a year. He
felt the colours of Cyprus and started to look
at the place as an adult revisiting one’s place
of birth.

| remember Savva telling me that he was
going round the villages in 1954-1955 making
sketches of interesting views and that he was
working on them the same evening in colour
in the studio while the view still held all the
ingredients of freshness that stimulated his
senses at the moment of deciding that a view
should be brought to still.

| bought a painting of a Cyprus scene by
Savva, dated 1955, in the very early sixties

Just before establishing the Apophasis Gallery
(No. 1). It was a very pleasant view to live
with... and this is one of the reasons for art-
making... to make people feel good being
around it.

This painting was never exhibited as it was
reserved, however, the person never turned
up. | had seen it when | met him in 1959 but

| could not afford it. When | sold a large picture
to a Larnaca collector for eighteen pounds,

| gave Savva the eight for it.

| am a collector by nature and Savva's work
became one of my interests. | had already
started to see his progress to total abstraction
and | knew (leaving the fact that he was an
extremely talented painter) that | was clearly
dealing intellectually with a very advanced
mind and soul. Therefore, collection-wise

an early picture by Savva was making

a lot of sense.
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Ap. 1 Xplotépopog
Y4BBa, Kunptako
Tonio, 1955,

AG6L o€ KapBa,
45x35¢kK.

No. 1 Christoforos
Sawva, Cyprus
Landscape, 1955,
oil on canvas,
45x35cm



1954~1955
Aovbivo

‘Huouv oto Aovbivo énou ornoubdada, (wypaplla
(Ap. 2 ka3, 6idaoka kat yvwptla onoudaioug
avBpwnoug.

@optida TG pnatapieg pou Kat akoAouBouoa
10 €VOTIKTA [ou... o€ €va apyo ta&dt pe tpaivo
Kat nAoio npog tnv Kunpo 1o 1956... n npwtn
anokaAUWN NTav 10 ewg.

210 T€An tou 1955, ol yove(g pou pou €dbwaoav
w¢ 6po XplotouyEvvwy to BIBAlo Tou
Herbert Read Eikdva kat [6¢a (Ap. 4).

To BBAlo —€l61kdA N NPWTN NAPAYPAPOG
TOU MPWTOU KePaAaiou— Ue EKave va
ouveldntonotow Ot n dnploupyia eivat
€va NoAU Npoowniko ¢hTtnua Kat Ot évag
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1954-1955
London

| was in London studying, painting (Nos. 2
and 3], teaching and meeting great people.

Ap. 3 'kAuv Xioug,
1953 (naveniotnplakn
Souleld), Aivotunia,
12x28¢K.

No. 3 Glyn Hughes, 1953
(university work], lino,
12x28cm

Ap. 2 M'kAuv Xioug,
loAunoAwiouiko
Novbivo, 1954, A&t og
xapti, 50x70ek.

No. 2 Glyn Hughes,
Multicultural London,
1954, oil on paper,
50x70cm

| was charging my batteries and followed
my instincts... on a slow journey by train and
boat to Cyprus in 1956... the first revelation
was the light.

My parents had given me a Herbert Read's
book called /con and ldea end of 1955 for
Christmas (No. 4).

The book —particularly the first paragraph of the
first chapter— made me realize that creation is
a very private matter and that an artist creates
to enrich oneself predominately and at a



KaATEXVNG dnuloupyel katd KUpLo Adyo yia va
gUMAOUTIOEL TOV €QUTO TOU KaL O€ €va HeUTEPO
eninedo Ba unopoUae autd va YiVEL KOWVWVIKO,
dnAadn yla toug AA\ouc. Auth n yvaon Ue gixe
BonBnoel va katavonow tnv Unapén pou wg
dnutoupyoU MPOLOVIWY OMTIKAG AloBNTIKNG JE
EVaV EYWLOTIKO TPOMO... KaL £10L, AV Kal KANwG
Mo anoPoVWUEVA, CUVEXIOA TOV POAO HOU.

AnEKTNOa YVWOELG YLa TIG eUBeleg KaL TG
KAPMUAEG,

Epxoépevog atn Méon AvatoAn hABa o enapn
JE JivapEdEeG Kal TpoUAoUG Kaun anAd e g
E0WTEPLIKEC OU aVAYKEG KAL TIC MPOTIUNTELG
gou... mou eixav npo@avag ta {dla oxnuata.

H npoownikdtnta evog atépou nou eivat
€Toldog va enebel o€ €vav kevd kapBa eivat
dueaa ouvoedEUEVN LE TIG EPWTIKEG TOU TATELG
Kal 1o NABog, Mou evieivetal ano 1o Xxpwua

Kal 1o apwpa, and t B€a Kat Tov hxo, ané Tov
MOATLoPG Kal TNV MOATKA, ané Tov €autd Tou
Kal TNV LKavoTNTA Tou Va epwTeuBel... Kat n
KUnpog ta eixe 6Aa autd... €10l €UeLva.

Ap. 4 H npdtn oeAiba
TOU NPWTOU KepaAalou
Tou BBAlou tou Herbert
Read (1955)

No. 4 The first page
of the first chapter of
Herbert Read's book
(1955)

secondary level it could become social i.e.
for the others. This knowledge had helped
me to grasp my existence as a maker

of visual aesthetic products in a selfish
manner... and thus in a somewhat more
isolated attitude | went on with my role.

| gained knowledge of uprights and curves.

Coming to the Middle East has brought me
into contact with minarets and domes and/or
just my inner needs and preferences... that
evidently had the same shapes.

The personality of an individual who is ready
to attack an empty canvas is directly related
to one’s erotic tendencies and passion, which
is intensified by colour and scent, by the view
and the sound, by the culture and the politics,
by the self and the self's ability to fall in love...
and Cyprus had it all... so | stayed.

THE VITAL IMAGE

W he bemaphe Hirs v waldss wie brmg

' arrat his ke, T e tmprinntp of his hewr prevad an i,
Liw rleen vy ingutleer amad ot Ursb haser v
YW B G A (e, i B LV
" Anramc activiry begios when mum fde bimaelf Dee to faos wish

the visilile world s with something immmemscly enigmancal [
the creanon of & work of ast, man engages in & wouggle with nanee
mot fon b phoywical bum fos b nental existence.”

These woords werr wrmen in 168 by Conmd Feedler, whiose -
postance & & philsaphes of st 1 now heginning to be recognised
ouside Gormany. Ficdley wan an amsteor of the aroend 5 friesad of
the memt ariginal srenn of his nme, sch a0 Hans von Martey and
Adoli Hildcdwand. His frsganentary wonmgs expeess, in my opdnbon,
» profound indorstanding of the natis of s

Ar sy e, bt i froen Findler that | have ke the basc theary of
thria howski—thie theeary that art has boon, and still s, the enential st
et i the developmont of Teman consciouwnon. The ignficance of
att, Faeddler bebd, lies i the fact that it s the particulsr form of scary
by which mam not only e 1o bimig the visble workd ino i con-
scsouimien, bus even i fosord i the ateenape by his very mbee. Such
a scavvnty, Fedler adibs, 1 ot bommtooe but aecossry ; 1h poodiacn
s g secondary or mepeyducu, but steoluivhy ssesoal if die human
mind does not want v cripple ek !

Samethng like the wser thoory had been preses i Gonnan
phalmophy long before Fledler's time: we fmd a0 mitmenon of o
in Schielbiug and in Schiller, i Goethe, and shove all i the poet
Hisldeslin. In Hislderdim we fimed the notion thar che funcrion of the

L} Lij
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19561959
Aeukwola

Agev pou ntav BUaKoAo va cuvnBiow To Xpwpa
NG Kunpou. Mepkég popég bev alaBdveaatl ot
hEepec kKaMolov yla Ndvra; ... Aolnodv €10t Atav yla
péva pe K&Be Tt mou ocuvdavinoa erdvoviag £6w.
Akopn aoBdvopat étt moté 6ev AABa...

1956—-1959
Nicosia

[t was not hard for me to get used to the Cyprus
colour. Don't you feel sometimes that you knew
someone forever? ..well it was like that for me
with anything | encountered arriving here. It still
feels that | never came...

Ap. 6 'kAuv Xioug,
Neapdg Kunpuog |,
1958, AabL o€ xapti,
85x115¢k.

No. 6 Glyn Hughes,
Young Cypriot |,
1958, oil on paper,
85x115cm

Ap. 5 MkAuv Xioug,
Torio, 1959, Aabi og
nNAaKaq, 60x125¢k.

No. 5 Glyn Hughes,
Landscape, 1959, oil
on board, 60x125cm
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Ayopada yhiva Xpwata e TNV 0Kd Kat Ta
avapeiyvua pe Alvéhalo kat appo. To kape/
paupo xpwpa htav n kupiapxn aioBnon
EKEVWV TV KalPWV and OAEG TIC anOYELC.
H anowkiakn 6Uvaun Atav ePeavig Kat o
KUMPLOKOG aywvag yla v ave€aptnaia pe
Bpnke ota p€aa tou BlkoU Pou aywva yla
TNV eniteugn KAAAITEXVIKNG autovopiag.

=ekivnoa va {wypap{lw 1o KUNpLako tonio
(Ap. 5) taglbevovtag pe Aswopeio otnv
UnalBpo 6rou Kat £ueva 6rou unopouaa.
=—unvouoa JeE Pla BEa kat Koyopouva Pe
kdnola dAn. To pw¢ pe kaBodnyoUat,
onw¢ kaBodnyouoe To Npdypappa tou Mové
otav {wypaeLle T oElPa £pywV Tou pe BEpa
Tov KaBedpikd vaod Ing Pougv tn bekaetia
Tou 1890.

Q¢ napampnTthg KaunuAwy, YPappwy Kat
XAPAKTNPWV... Jou Kivnaoe To evolapépov
10 Npdowno twv Kunpiwv (Ap. 6). Aev
elval oUte eupwnalkod oUte apaBLko.
Yuvedntonoinoa nou Bplokopouy
YEWYPAPIKA UEGW auTOU TOU MPOCWMOU.
Aev htav povo o 6t (ouoa o€ €va anit
anévavtt and v TéePo TwY EVETIKWY TEXWV
¢ Aeukwoiag, aAAd kat 61t (ouoa o€ €va
vnal pe B¢a v Aaola, tnv Appikn Kat v
Eupwnn. Zxedladovtag kunplakd npéowna
JE EKAVE VO OKEPTW oUxvd o1l Ba €npene
va e{xa kah€oel Tov Herbert Read yua pla
BLAAEEN ava@opLKd e Tn oxeon Petagu
Tonoypaeiag, MOATIKAG Kal aloBNTKAG...
dev UNopEDa va 10 KAvw TéTE, MG £pTaca
OPKETA Kovtd bekaeTieg apydtepa, otav
avélaBa tnv euBuvn piag oelpdg SlaAeEewy
e tov ttho «Symposiart» otn Aeukwoala,
NPOOKAAWVTAG OUYXPOVEC MPWTOMOPLAKES
NMPOCWMIKOTNTEG YLa HLOAEEELC.
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| was buying earth colours by weight and

| was mixing it with linseed oil and sand.
Brown/black colour was the dominating
aesthesis of those times in all respects. The
colonial power was evident and the Cyprus
struggle for independence had caught me
into the middle of my own struggle to achieve
artistic autonomy.

| started painting the Cyprus landscape

(No. 5) travelling by bus to the countryside
and staying where | could. | was waking

up with a view and | was going to bed with
another. The light was guiding me like it was
guiding Monet's timetable when painting the
Rouen Cathedral church series in the 1890's.

As an observer of curves, lines and
characters... | was intrigued by the Cyprus
face (No. ). It is neither European nor Arabic.
| realized my topographical positioning via
this face. | was not only living in a house
facing the moat surrounding the Venetian
walls of Nicosia, but | was living in an island
which was overlooking Asia, Africa and
Europe. Drawing Cypriot faces has often
made me think that | should have invited
Herbert Read for a talk on the relationship
between topography, politics and aesthetics...
never came round to that then but close
enough decades later, when | undertook the
responsibility of a series of lectures, called
“Symposiart”, in Nicosia, inviting cutting-edge
contemporaries for talks.



1958
Aupoxwaotog

0 nivakag (Ap. 7) Tou Xplotépopou XaBBa
éylve MBavdv otig apxég tou 1958 kanou atny
Kapnaoia.

;
E_,

A

:

i

1
b

Ap. 7 Xplotdépopog 2éBBa,
Toriio ¢ Kapnaoiag, 1958,
NGOl og NAaKAC, 124x154€K.

No. 7 Christoforos Savva,
Karpasia Landscape, 1958,
oil on board, 124x154cm

To 1973 pou {ntBnke va dnuloupynow wLa
gyKkatdotaon/dpwEVO yla 10 KAEOWO TNG
yKaAepi Pisces otnv Aupdxwaoto. To npdtdekt
Atav Ndpa NoAU peoa oto Nvelua Twv
OUVEPYELWV 0TI apXxEG TG dekaetiag tou 1970.
(Ap. 8,9 kal 10)

To ovéuaca Maupo KapBa.

H ykaAepl €kAclve, aA\G 6oL Atav MoAU
eudlabetol. AUo and Toug IBLOKTATEG, OL ayanntol
pou @idot Adpeve kat Avteha npene va puyouv
and v Kunpo yia i N€a Yopkn. Zhuepa
(1997/1998) eival noAU yvwotol KAAATEXVEC,

1958
Famagusta

The painting (No. 7) by Christoforos Savva was
possibly done early in 1958 somewhere in
Karpasia.

Ap. 8 [MpbokAnon yla
10 KAEolWo TG YKaAep(
Pisces otnv Aypdxwoto

No. 8 Invitation to the
closing of the Pisces
Gallery in Famagusta

In 1973 | was asked to create an installation/
happening for the closing of a gallery in
Famagusta called Pisces. The project was
very much into the synergy spirit of the early
seventies. (Nos. 8, 9 and 10)

| called it Black Canvas.

The gallery was closing down but everyone
was highly spirited. Two of the owners, my
dear friends Laurence and Angela had to leave
Cyprus for New York. Today, (1997/1998) they
are well known artists.

| met a collector from Famagusta during the
event who was interested to sell his heavy
possessions because he was also planning

to go out of the country soon. We made an
appointment the same day and | went to his
house which was close by. | looked through the
work. He had a piece of mine that he got from
Apophasis 1, when | showed with Savva. | was
moved. | was missing him very much.

| really liked an early Skoteinos painting
but | fell in love with a huge Savva. It was a
wonderful Cyprus landscape and a church



Katd tn S1dpKela TG ekdNAWONG yvwpLlad

€va OUNEKTN ano TNV AuPOXwaTo 0 omnoiog
evolapepdtav va NouAnoeL Ta PeydAa kat Baptd
undpxovid tou, eneldn Kal autdg oxediale va
QuyeL and tnv Kunpo ouviopa. KAeloape éva
pavieBou tnv (Bla pépa Katl nhya ato onftt tou
nou ntav kanou ekel kovtd. Koita&a ta €pya
tou. Eixe €vav nivaka pou, nou aydpace and v
Anogaoltc 1, tnv nepiodo nou €€£Beta ta €pya
pou padi pe tov 2aBBa. YuykivnBnka.

Mou éAelne ndpa noAu.

Mou dpeoe NApa NoAU €va NPWLHO £pYO TOU
YKOTEWVOU, aANG EpWTEUTNKA €va TEPATTIO
€pyo Tou LaBBa. Htav éva unEPOXo KUNPLOKO
ton{o Kat Pla ekkAnala og MAaKA(, nou €delxve
€ekaBapa tnv avaykn Tou yla oAlkh agaipean,
Adn ano ekelvn v Npwun nepiodo.

Pwtnoa yia v wotopia tou €pyou. O GUAEKTNG
Je MAnpopopnaog Ot To NNPE and KANoLoV Nou
{oUaoe o€ éva xwplod (bev Bupduatl to dvoua

T0U ...KAnou otnv Kapnaaia). Evoexouévwg, o
24BBa va 1o (wypdplog eni{ 1énou yupw aTo
1958, xpnaonolwvtag eva nAakdad nou Bpnke
oTtnv NepPLoxn o€ Ja and TG eE0pPNGELG TOU GtV
UnaBpo Kat 1o apnae N 10 NOUANGE eKel ...[ow¢
AOYW Tou PeyEBouG Kat Tou Bapoug tou. Ag unv
Eexvaue Ot ekelva ta xpdvia htav BUCKOAO va
Ta€l6eVELC POPTWHEVOG e MOAAG Mpdyuata.

Ayopaoa Tov nivaka g€ pla Ty nou dev nhyawve
Napakdtw, NANPWVOVTAG UOVO ELKOCLMEVTE
Apec. Qatdoo, Euelva anéviapog... Tov JETEPEPA
otn AeuKkwaola oTEPEWVOVTAG ToV ANV 0pOPN
TOU auToKvhtou. Makdpt va punopouaa va
ayopdow OAN TN GUAAOYN Tou €ni TéMou... N
TOUPKIKN €lG6BOAN Atav anAd BEua npepv.

Ap. 9 kat 10 wroypaoieg NG
OUVEPYELOG YLd TO KAEOWO TNG
ykaAep( Pisces atnv Aupoxwoto,
nou opyavwBnke and tov MkAuv
XwouC tov lavoudplo tou 1973

Nos. 9 and 10 Photographs of
the synergy event for the closing
of Pisces Gallery in Famagusta,
organized by Glyn Hughes in
January 1973

on board showing clearly his needs to total
abstraction from that early period.

[ inquired about the story. The collector
informed me that he got it from someone living
in a village ([don't remember the name of the
place ...somewhere in Karpasia). Possibly,
Savva painted it around 1958 on site using a
found board, during one of his countryside
expeditions in that area and left it or sold it
there ...perhaps due to its size and weight.
Remember that in those years it was difficult
not to travel light.

| bought the painting for an absolute bargain
price of 25 pounds that left me penniless
nevertheless and | took the painting to Nicosia
strapping it on top of the car. | wish | could
afford to buy all of his collection there and
then... the Turkish invasion was just round
the corner.




1959
Aeukwola

Tnv mpwTN Gopad nou cuvavinoa tov XdBBa
Atav o€ éva PkpO oouBAaT{dIKo e PMAE
T0{X0oUug KovTd oTov 0TaBuo6 Asw@opeiwy, Kal
KABe KoppATL Tou eautoU pou ine: «Autdg
elvat o £aBBa». Aev Apouv MOAU Kalpd 6w
Kal ntav wpaio va yvwpilow, €101, 1600 anidg,
kdnolov mou dev ntav AyyAog, EAMAnvag,
ToUpkog h Appéviog, aA\d Atav povo o XdBBa
o (wypdpod... (Ap. 11, 11a, 118, 11y kat 1186).

Ap.11/No. 11
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1959
Nicosia

The first time | met Savva was in a little

Kebab shop with the blue walls near the bus
station and every me said: “There's Savva".

I hadn't been long here and it was nice to meet
just like that someone who wasn't English,
Greek, Turkish or Armenian but just Savva the
painter... (Nos. 11, 11a, 11b, 11c and 11d).

Ap.11a/No. 11a
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Ap. 11, 11q, 118, 11y kat
116 O M'kAuv Xioul ypdopel
OTIG apX€G TNG BeKaeTiag
10U 1980 NG yvdpLoE Tov
Xplotépopo LaBBa 1o 1959

Nos. 11, 11a, 11b, 11c and
11d Glyn Hughes writing
in the early eighties how
he met Christoforos Savva
in 1959
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1959
AyyAIKA ZX0AN
Aeukwola

‘Hrav OktwBplog tou 1959 otn Acukwoata.
0 24BBa apxioe va dlddoKel otnv AyyAlkn
YXOAN... YO JLla OTlyUN OKEPTNKE OTL Ba
MNopoUcoE vVa TO KAVEL...

AuTh ATav N Xpovid NoU YVWPLOTAKALIE.
Apxioape va ouveldntonoloUe OTL eixape
Kolv@ 6velpa Kat opduata. Eyw Agouv nén
ddokalog ato Junior School yia noAAd xpoévia,
aAAG 1otE €ixa Eekvhoet T dladikaaoia yia va
QUYwW (yla 6lapopoug NPocwnikoug Adyoug)
Kal Apouv €Tolog va apxiow va epyddopat
otV AyyAIKA ZX0AN.

Aev hEepa Tov LABBa MoAU KaAd, aAAG hEepa
TOV €QUTO ou, 6vtag ndn €vag 6AoKAAOG pe
autoneno{®Bnan, 6Tt autd To endyyeAua dev
elvat yla éAouc. EviwBa 6t 0 X&BBa ntav ndpa
NoAU POVAXIKOG O€ OXEON JE TNV TEXVN Kal
avnouxouoa nNwg Ba ta £Byade népa otnv TaéN.

Népaoa okona and v tagn tou. OAa ta
napdBupa ntav avouxtd, KaBwg kat n NépeTa.
‘OAot oL paBntég eixav ouykevipwBel otn péan
Tou dwpatiou kottaloviag kanolov Nou kaBdtav
0€ Pla PIKpN KapékAa Kat (wypapule pla Vekpn
@uon e nidta, notpLla Kat podia.

0 24BBa ntav andAuta anoppoPnPEVOC HE TO
TeAelwpa NG VEKPNC pUONG Tou MexuEt AAN
nou dev eixe aviAn@Bel nw¢ pnnka

otnv a{Bouaa.

Me 10 KTUnnpa tou koudouviou n TaEn ddelace,
eV 0 X&BBa €Bale nuepounvia otn PeAETN.

[Nepdoape TV wpa tou yeUuatog otny Téén,
oudntwviag yia tn {wnh otn Agukwaoia ota
T€AN NG bekaetiag tou 1950, Tov pdAo Tou W
6doKaAog Kal Ta MPoacdvTa Mou MPEMEL VA EXEL
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1959
English School
Nicosia

[t was October 1959 in Nicosia. Savva started
to teach at the English School... he thought for
a moment that he could...

That was the year we met. We started to realize
that we shared common dreams and visions.

| was already a teacher for many years at the
Junior School but by then | was on my way out
(for various personal reasons) and | was about
to start working at the English School.

| did not know Savva very well, but | knew
myself being a confident teacher by then that
this profession is not for everyone. | felt that
Savva was too much of a loner art-wise so

| was worried how he would cope in class.

| passed purposefully from his classroom.

All the windows were open as well as the door.
All the students were gathered in the middle

of the room overlooking someone sitting on a
small chair and drawing a still life with plates,
glasses and pomegranates.

Savva was absolutely absorbed with the
finishing of Mehmetali's still life that he did not
notice me entering the room.

The school bell emptied the classroom while
Savva was dating the study.

We spent lunch time in class discussing life

in Nicosia in the late fifties, his role as a teacher
and the qualities a teacher must have in order
for the job to be done well, but at the same
time not to suppress the giver. The mixed
nationalities and the politics of the school and
the country were also in the agenda... If only

| had a tape recorder...



0 6AokaAog ate N BOUAELd va yivetal KaAd,
aM\d Tautéxpova va pnv katanedetat. Ot
MIKTEG €BVIKOTNTEG, N MOALTIKN TOU OXOAE{0U
Kal TNG XWpag htav eniong avdueoa ota
B€uata nou cudntnoape... Makdpt pévo va
elxa éva payvntéopwvo...

Kolta&a t vekph gUon Kat evionioa €va
aplotoUpynpa kKanou ekel péaa. Meplueva

Tov Mexpé€t AR, évav ToupkokUnplo padnth,

Kal ayépaoa 1o «€pyo» Tou yla 6Uo agAivia
(Ap. 12 kat 12a).

Xplotépopog LaBBa kat Mexpét ANA

Nekpn @don otnv AyyAikn ZxoAr),
1959, kdpBouvo oe xapti, 70x50ek.

(To €pyo eivat ToupkokUnplou Habnth
NG AYYAIKAG LXOAAG PE OXEDLAOTIKN
napéuBaon kat Npoabhkn TG
xpovohoyiag and tov Xplotépopo XaBBa)

Christoforos Savva and Mehmet Ali

Still Life at English School, 1959,
charcoal on paper, 70x50cm

(The work is by a Turkish-Cypriot
student at English School, with drawing
interventions by Christoforos Savva, who
also added the date)

| looked at the still life and | traced a
masterpiece somewhere in there. | waited
for Mehmetali, a Turkish Cypriot student,
and | bought his "name” for two shillings
(Nos. 12 and 12a).

Ap. 12 Xplotopog XaBBa
Kat Mexpét AN, Nekpn
@don oty AyyAikn ExoAn,
1959, kdpBouvo oe xapti,
70x50€K.

No. 12 Christoforos Savva
and Mehmet Ali, Still

Life at English School,
1959, charcoal on paper,
70x50cm
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Ap. 12a H neploxn g
UEAETNG MOU €KAVE O
Xplotdépopog LaBBa
(oUppwva pe ta Aeyopeva
Tou 'KAuV Xiouq)

No. 12a The area of the
study that was made by
Christoforos Savva (as
indicated by Glyn Hughes)



—evodoxeio Andpa lNdAag
Kal <<T£Kécoroov MeBAeB»
(1957-1960)

Metd nou ouvavinBnKape... mpwv and my
yKaAep{ Andpaotc... o LaBBa €ywve o GiAog pou,
aM\a "tav enfong kat n pgeydAn pou EUnveuan.
Ou 6popot pag ntav naparAnAol mpog v dla
kateuBuvon (Ap. 13-22).

Eixa BonBnBel moAU and ti¢ ornoudég Kat Tig
epnelpleg pou Kkatd tn dldpkela g dekaetiag
tou 1950 oto e€wTePLKO, eixa v Kunpo kat
eixa kat tov X&BBa o€ auTEC TG KpIoLUEG
NEPLOOOUG TWV YEWMOALTIKWY, MOALTIOTIKWV Kal
OLKOVOULKWV avatapdEewy ...Kal autd htav ta
péva nou xpeladduouy yia va npoxwphow.

Ap. 13 Kunplakn kapt
nootdA Tou ekddéTN

X. MavteAidn, nou
anekoviCel 1o Eevodoxeio
Andpa MdéAag ota TéAn
¢ dekaetiag tou 1950

No. 13 Cyprus postcard
published by H.C.
Pandelides, depicting
Ledra Palace Hotel

in the late 1950's

Ap. 14 H aploa ing
€kBeong tou MkAuv Xioul
oto Eevodoxelo Andpa
MdAag, Tov AekéuBplo

ToU 1959, pe pa auBevukn
Awotunia tou 1958 nou
anewovilel Tonio xwplol

No. 14 The poster of
Glyn Hughes' exhibition
at Ledra Palace Hotel in
December 1959, bearing
an original 1958 lino

of a village scene

Ledra Palace Hotel
and “Mevlevi Tekke"
(1957-1960)

After we met... prior to Apophasis Gallery...
Savva became my friend, but he was also
my great inspiration. Our paths were parallel
in the same direction (Nos. 13-22).

| was enriched from my studies and
experiences during the 1950's abroad,

| had Cyprus and | had Savva in those
critical periods of geopolitical, cultural and
economical turbulences ...and that's all |
needed to move on.

LEDRA PALACE HOTEL

GLYN HUGHES

RECENT PAINTINGS

SATURDAY, DECEMBER 1lth, —
WEDNESDAY, DECEMBER, 61k

—==



Ap. 15 Qwrtoypagia, niBavév tou
Georges der Parthogh, ané tnv
€kBeon tou Xplotdépopou LaBBa
oto Eevodoxeio Andpa MaAag

10 1957

No. 15 Photograph, possibly by

Georges der Parthogh, from the
exhibition of Christoforos Savva
at Ledra Palace Hotel in 1957
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CHRISTOFOROS SAVVA

Heguesis Ihe pleasure of Your company on

Samurday the 23ith December, sl B30 pan. ni his

Privale View of reoenlt Paintings in the
Ledra Paluce.

Sheerry.

Ap. 16 MpdkAnon yla private
view tng €kBeong Tou
Xplotépopou XaBBa oto
Eevodoxeio Andpa MaAag,

Tov AgképBplo tou 1959. 0
"kAuv Xioud ndvta €BpLoKe
6l1a0KedaOTIKA TN onpeiwon o1t
Ba npoopeportav «Sherry» (Zép
otnV eKONAWON, KATL MOU EBEIXVE
TNV anoLKlakn enidpaon g
nepodou

No. 16 Invitation for the private
view of Christoforos Savva's
exhibition at Ledra Palace Hotel
in December 1959. Glyn Hughes
always found amusing the

note about serving “Sherry’,
indicating the colonial influence
of the period

Ap. 17 TkAuv Xiou(,
Kopudg [odatod],
1962, 76x98¢ek.

KoAdC kat AddL tundpatog
0€ XapTi, Nou eKTEBNKe
otov «Tek€ Twv MeBAeB{»
Tou 170U alwva

No.17 Glyn Hughes,
Torso, 1962, 76x98cm.
A collage and printing oil
on paper exhibited

at the 17th century
“Mevlevi Tekke”



Ap. 18 Qwroypagia Tou Koppou
[owpatog] nou exktéBnKe otov
«Teké Twv MeBAeB{» Tou 170U
awwva 1o 1962

No. 18 Photograph of Torso
exhibited at the 17th century
"Mevlevi Tekke" in 1962
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Hundreds at art
show success

shore—and they cap the
e ]
- af | :

GLYN HUGHES

PAINTINGS

MEVLEV! (DERVISH]) TEKKE
KYRENIA GATE, MICONA

PRIVATE VIEW
T b et by
Mr IVOR PORTER

TUESDAY 19k June 1962 s 530 p.om.

Then unsil MONUAY Dhik Jnwe
LE B A TP ]

Ap. 19 MpdokAnon yia
private view tng €ékBeang
Tou ['KAuv Xiou otov
«Tek€ Twv MeBAeB{» Tou
170u awva 1o 1962

No. 19 Invitation for the
private view of Glyn
Hughes' exhibition at the
17th century "Mevlevi
Tekke" in 1962

Ap. 20 Kputiknh yia tnv
€kBean tou MkAuv Xiou(,
nou énuooteUBnke

otnv epnuepida

Times of Cyprus

(12 AexepBpiou 1959)

No. 20 Review of Glyn
Hughes' exhibition,
published in the
Times of Cyprus

(12 December 1959)
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Ap. 21 Xplotépopog
Y4BBa, Kepuvela,
povotunia otnv €kBeon
Tou Xplotépopou XaBBa
oto Andpa lMNéAag tov
AnpiAo tou 1960, 19x22¢k.

No. 21 Christoforos Savva,
Kyrenia, monoprint at the
exhibition of Christoforos
Savva at Ledra Palace
Hotel in April 1960,
19x22cm

Ap. 22 [kAuv Xiou(,
Aowparog, Awotunia
otnv ékBean tou MkKAuv
XiouC oto Andpa lMNMdaAag
10 1959, 22x12¢K.

No. 22 Glyn Hughes,
Asomatos, lino print at
the exhibition of Glyn
Hughes at Ledra Palace
Hotel in 1959, 22x12cm



Mdoc 1960
['KaAepl Anogaotq 1
(066G LopokAéoug)

2Inv ékBeon tou Andpa MaAag 1o 1959
KatdAaBa ot n SouAeld pou akolouBouoe
dU0 dlapopeTikég KateuBUvaelg. 210 dlaotnua
nou akoAouBnag, népaca pla nepiodo Bablag
E0WOTPEPELAC,

0 X4BBa Kal eyw Petakopioaue atnv
0606 LopokAgoug 6 Tov DeBpoudplo/Mdptio
Tou 1960 (Ap. 23).

‘Hrav pia moAU ouveldnth kat anopactotikn
kivnon.'Htav éva ané ekeiva ta onpeia kapnng
oTNV LoTopla Nou €Kave ta Npayuata va nave
npog Pla véa kateuBuvon.

Tnv ovopdoape Andgpaotg 1 yati ndn yvwpidape
ot Ba €npene gUvTopa va GUyoups and autdv
TOV XWPO ....NWANBNKE yla avolkodounan.

May 1960
Apophasis Gallery 1

(Sophocleous Street)

At the Ledra Palace exhibition in 1959,

| realized that my work was going along
two different paths. In the time that followed
| went into deep introspection.

Savva and | moved to 6 Sophocleous Street
in February/March 1960 (No. 23).

[t was a very conscious and decisive action.
It was one of those turning points in history
that made things go in a new direction.

We called it Apophasis 1 because we already
knew that we would soon have to move
from that space ...it was sold for rebuilding.

Our common exhibition in May 1960 brought
us very close and our relationship was

Ap. 23 [kaAepl Andgaotg 1
otnv 066 LoPoKAEoUG,
pwtoypapia tou Georges
der Parthogh

No. 23 Apophasis Gallery 1
at Sophocleous Street,
taken by Georges

der Parthogh



H kown €kBean pag tov Mato tou 1960 building up to reach a climax two years after.

pag €pepe MOAU KovId Kal n ox€an pag The progress may sound slow by today's
NPOXwWPEOUCE PEXPL MOU £PTACE OTO standards, however, trust me on this, things
anokopUwd TG dUo xpoévia uetd. H were happening at the speed of light (No. 24).

npoodog pnopel va akouyetat apyn Ue ta
onpepva dedopéva, OPWE, MPAayUatikd
NIOTEYTE WeE, Ta npdyuata cuvéBatvav pe
NV TaxUtnTa Tou Qwrtog (Ap. 24).

UECISION

SAVVAS and HUGHES
naintings ,
| NOW OPEN UNTIL SUNDAY, |
| 15th MAY =2 to 6 pm. '

ANOGAIIEX

IABBA HUGHES

T Muofow

Sophocleous Street, No. 6,

LOGOKAEOYE 6 - AEYKOEIA near Apollo Cinema

ATIOQAZIE “I* DECISION /"
XP. IABBA G. HUGHES i T

KOWNG €kBeang Twv MKAUV
XlouC Kal XpLotépopou
8-15 Mafou dnd 2-6 ..

Bih - 15th Mav. 2.6 p m. YaBBa tov Mdto tou 1960

No. 24 Invitations and

announcement in
QADT IODOKAECYIL Mo &

EKOEIIL 1QTPADIKHI
EXHIBITION OF PAINTINGS

& SOFOCLIOUY STREED the press of the joint
AITKQIIA NICOSIA exhibition of Glyn Hughes
and Christoforos Savva in
May 1960
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loUvioc 1960
['kKaAepl Anogaotq 1
(066G LopokAéoug)

H deUtepn €kBean otnv ykahepl Atav pla
QU\avBpwnIKN ekBNAwWaON e NALBIKA TExvN
(Ap. 25 kal 26).

Aplépwva ndn dnuloupylkd Xpovo atnv
UnaBpo... kat okltodplda... npoocnabwvtag va
Bpw TNV loopponia pou avdueoa ato ton{o Kat
10 avBpwnvo owpa.

H €kBeon twv nawdlwyv Atav nnyn tOvwaong
Kal €UnNveucnc yla autd nou Kavape. Bupduat
nw¢ €uaBa anoé 6o npdyuata. To NpwTo Atav
ano Tov Tpono nou oxetddtav n GOUAELE ou
JE aUTN TwV Nadlwdy Kat 1o 6eUTePOo and tov

Tp6no nou ta nawdld €BAsnav ta dikd pag £pya.

FKAAEPY AMNO®ALIL

& EOSOKALOYE AEYNQELA

NMAIAIKH TEXNH

FifiBovov 11 ‘lowviou kol dpov 0 .

Avourth woBpepeviic 4-8
fxub v Kupiaeiiv

Al DITPASIIE YIUEF TAN OFSANGN

June 1960
Apophasis Gallery 1

(Sophocleous Street)

The second exhibition at the gallery was a
charity event with child art (Nos. 25 and 26).

| was already spending quality time at the
countryside... and | was sketching... trying
to find my balance between the landscape
and the human body.

The children’s exhibition was stimulating
and inspiring for what we were doing.

| remember learning from two things. One
was from the way | was relating my work

to theirs and the other from the way children
were looking at ours.

Ap. 25 Ta &{bupa
npoegtopadovat
yla v ékBeon

No. 25 The twins
preparing for the show

GALLERY DECISION

4 SOPHOCLEOUS STR MICOSIA
CHILD ART
Opening Saturday 11th Juoe 10 wm.

Chpen Daily 4-8 p,m,
Exoept Sumdays

IN AID OF ORFHANS

Ap. 26 TTpéokAncn

yla I eUavBpwnikn
€KBeon NABIKAG TEXVNG
Tov loUvio tou 1960

No. 26 Invitation to
the charity child art
exhibition in June 1960



2entepBplog 1960
['KaAepl Anogactq
(066¢ An6AAwvoc)

Metakop{oape 0To KawoUpylo KINPLO Tov
YentépuBplo tou 1960 kat n €{codog TG yKaAepl
XpeLadétav KNMOUPLKEG EpYAnieg yla va eival
o€ B€on va 6exBel Toug AATPELG TG TEXVNG

(Ap. 27 ka1 28).

Ap. 27 Dwrtoypapia
ToU Xplotdépopou
2ABBa NG €lobdou NG
ykaAepi Anépaotc otnv
066 AnéA\wvog tov
YentepBptlo tou 1960

No. 27 Photograph of the
entrance of Apophasis
Gallery at Apollo Street in
September 1960 taken by
Christoforos Savva
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September 1960
Apophasis Gallery
(Apollo Street)

We moved to the new premises in September
1960 and the gallery entrance needed some
gardening to be able to accept art lovers

(Nos. 27 and 28).

MEITARAY 5§

WEoE A 5T

AT

B | ARE AT
LED&A

0 g o —

i cnly kpableny of . Miomsin el
Py ST Fpe—

EXTIRITIONS

A it amel lmeign antives

2 W ERSr————— |« S . T
ey pds g o mems comasd e
e et

Forls of iy L jablirg raral ssse W)

Ap. 28 H npdokAnon g
yKaAepi yla v npwn €kBeon
otnv 066 AndAwvog pe
Xdptn TG YKaAep( Kat éva
and ta kepdaha tou KdolaAou,
Ta onofa NapoucldotnKav

o€ pla ékBean Alyoug pnveg
apydtepa, v onoia o MNkAuv
Xoul Bewpouaoe navrote pia
and TG NPWIEG NPAyHatkd
0UYXPOVEG Kal EVVOLOAOYIKEG
ekBEoelg otnv Kunpo.

ALLERY APOPHAS)

[ — T T

wi iy

A CRIARALNAII L
TR

PR TIToY

o kAR

[T

ok prmainly en ol mabeny | gallioy

No. 28 The invitation of the
first show at Apollo St. with a
map of the gallery and one of
the heads of Kashialos, which
were exhibited a few months
later and which Glyn Hughes
always considered one of the
first true contemporary and
conceptual shows in Cyprus.



Mdioc 1961
['KaAepli Andpactc
(0d66¢ AnéAAwvog)

EnokepBnkape kat ot 0o o pouaeio Mikdooo
otnv Avtiun tng votlavatoAikng I"aAAag.

Nop{Cw nw¢ 0 XaBBa ntav ekel ota péaa
¢ dekaetiag tou 1950.

Tov npwrto Kapd NG yKaAepl Andpaotg,

Alyeg nu€peg mpLv ano tnv €kBeon tou KaaolaAou,

koftada €va ano ta XapaKtka tou X4&BBa,
Mou NTav KOANPEVO OTOV TO{X0 TNG YKAAEP,
Kal anewkovice evav nivaka {wypapLkng

Tou [Mikaoo. Mou €ilne étt 1o ékoye and éva
nePLodIKO, mou, av Bupdpal KaAd, ovouddetal
Verve, 10 1948.

‘Hrtav pla auBevtikh nAotunia, nou ekddBnKe
0€ NEPLOPLOPEVO aplBuo, evog nivaka Tou
Mikdooo tou 1946 ue titAo To aydpt ue tov

61nAG auAd (Ap. 298). Bprike 1o neplodikd otn
BBALoBNAKN tou Heatherley College atnv AyyAla.
0 {6log oxoAlaoe 61 bev eine og Kavévay

yU autov Tov «daveloud» Kat yéraoe. Eine
eniong OTL T0 XapaKIKG Atav o€ MoAU Aemtd
YOAAIKO xapTi kat 6Tt To Upog NG Tov evBdppuve
T6TE yla 6Aa autd nou akoAouBnaoav.

To Bupapat kaAd autd, yiatt evag ayanntog
OlKOoYEVELaKOC @ihog and to AT Atav
bdokaAog oe autd To KOMEYL0 Kal 0 XAaBBa
Tov Bupdtav KaAQd- €101 KaTd KANoLoV TPOMo
Auactav ouvoedepévol and TOTe, and Ta TEAN
NG bekaetiag tou 1940, av kat cuvavinBAKape
noAU apydtepa otn {wn.

AuUTh n €IKGVa Kal ol avapVvNOELG Jag

and ekeiva ta xpovia, Jag eveénveuoav dueoa
070 va euagoupe dUo yAuntd o€ 600 Koupdta
XovTpoU Kat eninedou EUAouU nou BphKape
KaBw¢ kaBapilape Tov KAMO TNG YKaAEP(, 6Tav
npostoadouactay yla my ékBeon Kdolalou
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May 1961
Apophasis Gallery
(Apollo Street)

We have both visited the Picasso museum
in Antibes, southeastern France.

| think Savva was there in the mid fifties.

In the early times of Apophasis Gallery,

a few days before the Kashialos exhibition,

| was staring at one of Savva's prints of a
Picasso painting, which was stuck on the
wall of the gallery. He told me that he cut it
off from a magazine, if | remember correctly,
called Verve, in 1948.

It was an original limited edition heliogravure
reproduction of a 1946 painting by Picasso
entitled The boy with the double flute (No. 29b).
He got hold of the magazine at the library of
Heatherley College in England. He commented
that he did not tell anyone of this "borrowing”
and he laughed. He also said that the print
was made out of very fine French paper,

and that the style had encouraged him then
for all that followed.

| recall this well because a dear family friend
from Flint was a teacher at that college

and Savva remembered him well so we
were sort of connected from the late forties,
although we had met much later in life.

This picture and our recollection of those
times inspired us both there and then to
sculpture a couple of pieces of flat thick wood
that we had found when we cleaned the
garden of the gallery a few days back while
preparing for the Kashialos exhibition at 44*
Apollo St. We got some tools and we worked
each our own way into the wood. My piece
was very much of a double flute abstract
landscape that Savva loved.



otnv 086 AndMwvog 444 Thpape pepikd
epyaAela kat bBouléwape o KABe €vag pe Tov
Ok ToU TPOMOo 010 EUAO. To BIKS HOU KOPUATL
guolade e €vav 6InAd auld-apnpnpévo Tonio,
10 ono{o Adtpeye o XaBBa.

To épyo Tou LdBBa Atav éva 6uopPo OKaALoTd

Mou anetkovICe €va pUBoAoyLIKG aydpL-Katoikl

nou nailel €va 6INAG auAd Kal Eva KEQAAL oTnv
Katw aplatepn ywvia (Ap. 29 kat 29a).

A@oU (Kavornonaoape TG avAyKEG Jag yla
dnuloupyia, unoypawape Ta €pya Kat ta
avtaMa&ape Petatl pag. 2Tn OUVEXELa, NAYAUE
yla éva notd ato KawvoUupylo unap Ano6gaotg
KOVTA 0TNV YKaAep(.

Savva's piece was a beautiful carving of a
mythological goat-boy playing a double flute
and a head at the lower left corner (Nos. 29
and 29a).

Having satisfied our needs for creation,

we signed them and we exchanged them
between ourselves. Then, we went for a drink
at the new Apophasis bar near the gallery.

Ap. 29 Mdaunio Mikdooo,
To aydpt ue tov 61rnA6
auAd, 1946, nhotunia

No. 29 Pablo Picasso,
The boy with the double
flute, 1946, heliogravure

Ap. 29a Xplotépopog
Y4BBa, To aydpt

e Tov 6UrIAS auAd,
1961, EuNdyAuno,
70x30x5€kK.

No. 29a Christoforos
Sawva, The boy with
the double flute, 1961,
wood sculpture,
70x30x5¢cm



loUvioc 1961
['KaAepl Andpactg
(0d66¢ AnéAAwvog)

Ynueiwva otnv npéokAnon pou (Ap. 30).

«Me evblapepouy 101a{TEPA Ol XWPIKEG OXETELS
fou 10 pw¢ atnv Kunpo bivel atnv unatgpo,
KaBwW¢ Kal oTg PlyoUpeg atnv UnatBpo, Kat
EKPPAQW To EVOIAPEPOV [IOU QUTO IE Ta EpYa

UE TIC PLyoUpeC Kat {wypapiloviag ta SEvipa
Kat 10 ynnedo g AyyAikng 2xoAng. Ta €pya

UE Ta 6EVTpQ, EKTOG ano 1o 0Tt 6EIXVoUV T0
EVOIAPEPOV LIOU yIa TOUG XWPOUG LETaEU
QVTIKEWEVWV, arnoteAoUv Katd KArolov 1o0ro
QVTIKEWEVIKEG QOKNOELG Kal EKTOG aro 10 va
MPOTPEPOUV TEXVIKI BonBela, XpnayuetouV yia
va ouunAnpwoouV 10 dAA0 OKEAOG TNG HOUAELDS
Hou, To oriolo aoxoAeltat ue v e€epedvnon
UMOKEIEVIKWOV auvaloBnudtwy. Agbougvou

0Tl 0 E0WTEPIKOC KOOOG lval VEQEAWONG

Kat 6UoKoAoG va anoboBel o OUYKEKPIIEVEG
(POPLIEC, Ol QOKATE(G LIE QVTIKEWUEVIKA OXNuaTa
rapexouVv Ula xaAdpwan Kat tnv autonenoiBnan
10U MPOEPXETAL OTAV KIVE(TAl KAVE(G O€ Evav
KOO0 rou elval eUKOAa Katavontog.

June 1961
Apophasis Gallery
(Apollo Street)

| noted in my invitation (No. 30).

‘I am particularly interested in the space
relationships which the light in Cyprus gives to
the countryside and figures in the countryside
and | am pursuing my interest in this with the
figure pictures and the painting of the trees
and sports field of the English School. The

tree pictures besides showing an interest in
spaces between objects are in a way objective
exercises and apart from offering technical
help, serve to complement my other work
which (s concerned with exploring subjective
emotions. Since this inner world (s nebulous
and difficult to realize in concrete forms,

the exercises in objective shapes provide a
relaxation and the confidence that comes from
moving in a world that is easily understood.”

ANODALR

GLYN HUGHES

B dag by d i

1961

Ap. 30 MpdokAnaon yla tnv
€kBeaon tou M'kKAuvV Xioul
otnv ykaiepi Anépaotg
otnv 066 AnGAAwVOG 44A
(16-29 louviou 1961)

No. 30 Invitation for the
Glyn Hughes exhibition at
Apophasis Gallery at 44A
Apollo St. (16-29 June 1961)

JUNE 16-29

0.1 4d0 - 7.30



MNapadd€wcg, 10 ueyaAltepo evolapépov pou
elval yla tToug avBpwnoug Kat TG KOWWVLKEG
kataotdoelg. H napoloa ecwaotpepng pdaon
dou eivat, Aondy, oxedov BEBalo petaBatikh —
a reculer pour mieur sauter (va kKavelg éva

Brua niow yla va nndénhoelg kaAutepa) (Ap. 31).

‘Ekava dwpdkia g Avotunieg pou pe

10 yaldoupdkla... Katd T SLApKELD TwV
e€0pUNOEWV pou otny UNalBpo oTLG apXEG NG
dekagtiag tou 1960... atoug avBpwnoug nou
npoopépoviav va e BonBnoouv Pe UAKA

Kal yeUpaTa Kal HEPIKEG POPEG PE dwpedv
dlavuktépeuon.

Paradoxically, my greatest interest is in people
and social situations. My present introverted
phase is, therefore, almost certainly transitional
— a reculer pour mieur sauter (No. 31).

| made small presents of my donkey linos...
during my countryside excursions in the early
sixties... to the people that were offering to help
with materials and lunches and sometimes
overnight sleep-over for free.

Ap. 31 'kAuv Xwoug, Tonio
otov Ayto Beédwpo, 1961,
HOAUBL o€ xapt(, 25x17¢kK.

No. 31 Glyn Hughes, Ayios
Theodoros Landscape,
1961, pencil on paper,
25x17cm



la péva... av Kal kaveig onpepa dev unopel va
eNAvePeUPEL TOV TPOXO... 0 KOKKIVOG KUKAOG
Atav 1o NoAU Npoownikd pou cUpBoAo yla

ToV anAd AGyo OTL epnePLEXE O, TL ATtav €€w Kal
10 éKave e NdBog Kat akepaldtnta (Ap. 32).

0 24BBa xpnaotuonolnoe 1ov KUKAO OTo £€pY0
Tou yla v enavactacn (Ap. 39), al\a pe
dlaPopeTkd TPdMO, KATL To onoilo cudhtnoa
eKTeVWC Pad{ tou. O KUKAOG pou Ntav JEPOG
ToU PO6vTou. O KUKAOG ou houy yw. To
(@OVTO Tou 2ABBa Ntav PEPOG Tou KUKAOU TOU.
0 KUKAOG ToU NTav 0 NUPAVAG NOU KaTelXe
TG MANpoPopieg Kal TNV ouaia Tou nivaka...
ATav T0 AOYLOPIKO Tou, aAAG Sev nTav autdq...
0AOKANPOG 0 Nivakag Atav autog.

To me... although no one these days can re-
invent the wheel... the red circle was my very
personal symbol for the simple reason that it
contained what was outside and it did it with
passion and wholeness (No. 32).

Savva used the circle in his revolution picture
(No. 39) but in a different way and | discussed

it extensively with him. My circle was part of
the background. My circle was me. Sawva's
background was part of his circle. His circle
was the nucleus holding the information and
the essence of the picture ...it was his software
but it was not him ...the whole picture was him.

Ap. 33 Dwroypaoia Twv LaBBa
Kat Xoul va PETapEéPOUV OToV
navaw 6poPo TG YKaAEpL
Anépaotg (otnv 066 AnéAMwvog)
évav tepdotio nivaka pe duuo
Tou KAuv Xioul AhgBnke Katd
ndoa niBavétnta and tov Peadt
Nuwadi, évav Toupkokunplo giho
Ap. 32 'kAuv Xioug, NG YKaAepL.
KOKKIvoG KUKAOG L
yaiboUpia, 1961, pkth
TEXVIKN 08 MAGKAC,

No. 33 Photograph of Savva and
Hughes moving to the second
floor of Apophasis Gallery (at

Pkl Apollo St) a huge sand painting
No. 32 Glyn Hughes, by Glyn Hughes. It was taken
Circle with Donkeys, 1961, probably by Reshat Niazi, a
mixed media on board, Turkish Cypriot friend of the

75%150cm gallery.



Matog 1962
['KaAepl Andpactc
(086¢ AnéAAwvog)

0 Matog tou 1962 ntav n no dnuLoupyLKn
nepiodog tNg KaplEpag pou. MNiotelw ot Ntav
10 (610 Kal yla Tov 2aBBa.

Népaoa anéd 1o oToUVTLG ToU Kal ToV PWINCa
av NBeAe va ndet padi pou otnv unaBpo. Hrav
Alyo petd tnv €kBeon tou otnv lNago. Hrav, wg
ouvNBWE, EUXAPLOTOG KAl YEUATOG EVEPYELQ.

«HABe n wpa va aneAeuBepwBouUpe Kal va
avanveUooupe To 0€Uy6vo and Ta Xpwata
NG PUONGC», €lne, Kal evoTepVIOTNKE TNV 1OEA
xwpig 6eUTEPEC OKEYELG.

YUvNBLe va ekppadetal e Evav SlapopeTikd
TP6N0o padf pou Kat autdg sivat ev PEPEL 0 Adyog
yla TNV €10IKN ox€on pag. Yonpxe navia KAt
Mo P\OCOPIKO OTaV EMIKOWVWVOUCANE Kal
Atav oxedov ndvia yia v Téxvn.

NopLleg nwg htav KaAokaipl, aAd dev ntav
akoun, kat napdéAo nou haotav udldbetol,
ylvopaaotav 6Ao Kal nio E0WOTPEPELS ...£T0L
KuplapxoUae n olwnn. 'Huaatav €1otuol

va «dNPIOUPYNCOUE>.

21apathoape o€ dldpopa onpeia PExpL mou
@rdoape otov Aylo Beddwpo. Xtabueloape

o€ JLa taBépva €Ew and 1o XwpLd nou TNV eixe
évag tunog nou Asyotav Kwotag (av Bupduat
KaAd) kat n yuvaika tou... Tov yvaplla KaAd ano
nponyoupeveg eE0PUNTELG JOU O€ eKelvn TNV
NePLOXN Kal Tov cuotnoa atov XaBBa.

H vaie t€xvn unopel va eivat anAn, aAAd pnopel
TaQUTOXPOVa Va €lval MoAU BaBid Kat EAKPIVAG
Kal 0 KUpLog Kwatag eixe 6Aa ekelva ta
npdypata nou pag ékavav va Pelvoupe ekel kat
VA apxiooUUE va GKEPTOUAOTE yia TN BOUAELQ.

To poptnyd Tou, yeudto 6ouKdA UAIKE, Atav
otaBueupévo ato UnaBpo &inAa and to payad
Kal To onitt Tou. YONpXe €va Kage Xxwpdagl
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May 1962
Apophasis Gallery
(Apollo Street)

May 1962 was the most creative period of my
career. | believe it was so for Savva.

| passed from his studio and asked him if he
wanted to go with me to the countryside. It was
Just after his Paphos show. He was as usual
pleasant and full of energy.

“It's time to free ourselves and breathe the
oxygen of nature’s colours”, he said, and
jumped into the idea without second thoughts.

He used to express things in a different way
with me and this is partly the reason for
our special relationship. There was always
something more on the philosophical side
when we were communicating and it was
almost always about Art.

It felt like summer, but it was not yet and our
mood, although highly spirited, was introverting
even more ...so silence was predominating. We
were ready to “give birth”.

We stopped in various places until we reached
Ayios Theodoros. We parked at a "taverna”
outside the village run by a character called
Kostas (if | remmember correctly) and his wife. ..
| knew him well from previous expeditions to
that area and | introduced him to Savva.

Naive art can be simple but it can also be very
deep and honest and Mr Kostas had all those
qualities that made us stay there and start to
think about work.

His truck, full of construction materials, was
parked in nature next to his shop and his
house. There was a brown field full of olive
trees and to our surprise a natural (or artificial)
pond nearby. The water was stimulating and
giving life to the scenery.



yepdTo eAalddevIpa Kat, Npog EKNANEA pag, pla
QUOLKN (1 texvnTh) Aluvn o€ kovtvh andotaon.
To vepo Ntav tovwtikd otoixeio kat €6ve {wh
ato Tonio.

Eixe tpla yaidoUpla (evd 0 neplocdtepog KOGUOG
elxe pyévo €va). 'Hrav oav va €xelg tpia autokivnta
oUP@WVa e Ta onuepva npdétuna. Mou Buploe
Alyo Tnv meploxn MIivIAQvIC OTNV KEVIPIKN

AyyAla xwpig g eAtég. O LaBBa nportetve 61l Ba
pnopoucape (owg va dlepeUVACOULE TN XpNon
VEWV UAIKWV KaL auto ntav akplBwg nou eixa
Kal £y 0T0 JUAAS Lou.

0 Aylog Be6dwpog ntav NavioU YEPATOG OAKOUAEG
KL QuTO NTav 10 16avIKO UAIKO yla TNV E0WOTPEPN
61aBeon pag. Tig xpnowonoinaa pe évav MoAu
SLapOPETIKG TPOMO anod Ot 0 XdBBa. Katd kanoto
TPOMO, €y CUPNANPWVA TO €PY0 HOU [E auTo T0
UAIKO, evd 0 2ABBa to xpnoonoloUoe oav va
Atav gnoyld. Eyw huouv nNtog otn xphaon tou,
€V 0 2ABBa Atav oxedov Bilalog pexpl TEAOUG. ..
OMNWC NPOUV EYW E TO XPWUA QVAKATEUEVO

ge dupo. Exelvn v npgpa enoTpEYape otn
Aeukwala xwplc va pihoUpe o €vag atov GANo.
KAELOTAKAWE OTOV €QUTO WAG YA VA aKOUCOULE
peoa pac. Otav tov dpnaoa oto otoUvTd Tou, Pou
elne... «auplo tnv (bla wpa» Kat autd Atav N apxn
€VOC UNEPOXOU PAva.

AuTé 10 €pyo Pe MNpe Niow oTn YATPA TNG UNTEPAG
pou (Ap. 34 kat 35). Eival pua autonpoownoypapia
Kal Tn Bewpw w¢ TV Mo cuvaleBNPATIKA Pou
elkéva. O oppAaANog Adpog e oUVOEE e CUVEDEE
JE Tov 1Mo nou yevvhBnka. @aiveral 6T 6rou Kat
av Bplokopaate, 6Tav MPEMEL Va L0OPPOMNOOULE,
ouUVTOVI{OPAOTE WE TIG PXEC TG UNAPENG pag.

2€ autd To €pyo 0 X&BBa blepelivnaoe TG
duVATOTNTEC TWV VEWYV UAIKWY ToU, aAAd
e€epelivnoe eniong e NoAAN kopwotnta, Ye
UWNAN aeBntikn akp{Bela, Tn Xphon Tou XWPou
(Ap. 36). Zuxvd, Tou éAeya Nwg Ba ywvotav évag
onoubdaiog oUyxpovog apXITEKTOVAG Kal YEAOUOE.
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He had three donkeys (whereas most people
only had one). It was like having three cars by
today’s standards. It reminded me a little of the
Midlands without the olives. Savva suggested
that perhaps we could explore the use of new
materials and that was exactly what | had in
mind.

Ayios Theodoros was full of “saccules” (sacks)
everywhere and that was the perfect material
for our introspective mood. | used it in a
much different way than Savva. | was sort of
complementing the picture with this material
but Savva used it as if it was paint. | was mild
with it but he was almost violent going all the
way ...as | was with sand paint. That day we
went back to Nicosia without speaking to one
another. We isolated ourselves to listen inside
of us. When [ left him at his studio he said to
me... "same time tomorrow" and that was the
beginning of a wonderful month.

This picture has taken me back to my
mother's womb (Nos. 34 and 35). Itis a

self portrait and | consider this as my most
emotional image. The umbilical cord was/is
connecting me with my place of birth.

It seems that wherever we are, if we need
to balance, we are finely tuned by referring
to our first principles of our existence.

In this picture, Savva explored the possibilities
of his new materials but also he investigated
very elegantly, with high aesthetic precision,
the use of space (No. 36). | often said to

him that he would have made a great
contemporary architect and he used to laugh.



Ap. 34 TkAuv Xiouq, Ayiog
Bedbwpog, 1962, UIKTh
TEXVIKN o€ KapB3, 160x90ek.

No. 34 Glyn Hughes, Ayios
Theodoros, 1962, mixed
media on canvas, 160x90cm

Ap. 35 [kAuv Xioug, Ayiog
Bedbwpog, 1962 (nou bivel
Jla ontikn €€AyNon Tou
Ap. 34), xapti pwrotuniag
kat pehavt, 60x50ek.

No. 35 Glyn Hughes, Ayios
Theodoros, 1962 (offering
a visual explanation of

No. 34), photocopy paper
and ink, 60x50cm

Ap. 36 Xplotdpopog
YABBa, Aytog Beddwpog,
1962, PIKTA TEXVIKN O€
KapBd, 205x75¢ekK.

No. 36 Christoforos Savva,
Aylos Theodoros, 1962,
mixed media on canvas,

Ap. 37 TkAUV Xtou 205x75cm

Aylog Beddwpog, 1962,
UIKTA TEXVIKN 0€ MAAKAL,
120x85¢K.

No. 37 Glyn Hughes,
Ayios Theodoros, 1962,
mixed media on board,
120x85cm
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O Gort evavtiov niBhkwv
anoé pua tawvia
nou ovopadetat Konga

Eixa &€l pia tawvia emotnpovikng gpaviaciag
o€ €va Beplvo ovepd otn Meoaopia kat pou
Kivnoe 10 evolapEpoV pla anod TG OUVIOUES
OUVOMIALEC TOUG.

BAémovtag npdogarta tnv tawvia Pulp Fiction tou
Tapavtivo (1994), éviwoa 6Tt N KIVNPAToypapkn
Blounxavia e€EakoAouBel va €xel eAN(BEC.
lNapathpnoa KAMOLEG EVOLAPEPOUTEC GUVIOUEG
OUVOMIA[EC O€ auTAV TNV NEPAOLVN Tawvia Kat Jou
BUpLoe o Konga nou Atav n €Unveucn yla £va
ano ta £€pya NG o€lpdg Tou Ayiou Beodwpou

10 1962 (Ap. 37).

HuepoAdyto Aoikntn, Aatoikii Huepounvia
13052013.2: «Ook», €lne.

KaBioape angvavit and tov unep-eupun niBnko
nou NTav 0 owTtNPAg Pag.

MNaydeupévol anod 1o KUBEPVOXWPIKA EVIGXUUEVO
Mwpo nou o Gort eixe... anokthaeL... n pévn
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Gort vs monkeys
from a movie called
Konga

Ap. 37a Qwroypagia and
NV Kvnpatoypa@kn tawia
Konga (1961)

No. 37a Photograph from
the movie Konga (1961)

| have watched a sci-fi movie in an open
cinema in Mesaoria and | was intrigued
by one of their short conversations.

Seeing Tarantino's Pulp Fiction (1994) recently,

| felt that the movie industry still has hope.

| noticed some interesting short conversations
in this last year film and reminded me

of Konga, which was the inspiration for one

of my Ayios Theodoros pictures in 1962 (No. 37).

Commander’s log, Stardate 13052013.2: "Ook’”,
it said.

We sat opposite the hyper-intelligent ape that
had been our saviour.

Trapped by the cybernetically enhanced baby
that Gort had... acquired... our only hope had



pag eAnida ATav va XpNGOLUOMONCOULE TIG
EYKATAOTACELG KAwvonoinong Tou UNTpkou
OKAPOUG YLa vVa dNPLOUPYNCOUE TOV KavoUpyLo
ouvadeApo pag. O niBnkog eixe KATAOKEUAOEL Kat
eKTOEEUOEL PUAIKA BANUATA yla va UMoTageL 1o
Mwpod Kat va 1o otelletl niow otn 'n.

XAPOYEAWVTAG EUYEVIKE, E0KUWQ TOTE MPOG TOV
Gort kat pouppoUploa peoa and ta dovIla pou:
«T1 Ba kKdvoupe TWpa PE Tov NiBnKo;».

«2.0000>», PlBUpLoe pnxavikd o Gort, «unv tov
anokaAeic niBnko. BEAELC Eva NpOowWMo YEPATO
ano kémpava;»

TpaBhxtnka npog ta nicw kat dlatnpwvtag 1o
XAPOYEAS Hou, elna euyevika: «Ba BEAate todL,»

«0ok», andvinoe.

[To Konga €ival pia Bpetavo-apepkavikn
d1eBvnc oupnapaywyn tou 1961, Mpdkettat
yla Ula tawvia Tpépou ENOTNIOVIKAG pavtaciag
nou oknvoBetnae o John Lemont Kat
npwrtaywviotnoav ot Michael Gough, Margo
Johns kat Austin Trevor. H tawvia anotéAeoe
TN Bdon yla pa ogpd BIBAlwY KOPIKG, Mou
ekd6Bnkav ano v Charlton Comics kat ta
ono{a apxikda oxediale o Steve Ditko (npwv and
™ ouv-Onpoupyia and tov Ditko tou Spider-Man)
otn &ekagtia tou 1960.]

Bupdual nou ayépada ta KOUIKG Tou Konga
Kal Bphka tn cuvopia and tnv tawvia o éva
ano6 autd ta NePLodIKa Kat tnv Kpdtnaa.

H ouvopia petatu tou Gort kat tou unep-
€UQUOUG NIBNKou €uolale (ToUAdXIoToV yila péva)
auTé MOU Ol ArOLKIOKPATEC MPOKaAOUCQV GE UEPN
onw¢ n Kunpog. Auth eivat pla evdlagpépouca
MTUXN JUE MOATIKG MpoaavatoAloud and 6,1t
ANEUEWVE aNO EKEIVEC TIC NUEPEC.

["la peva ntav anAd... AMOUV aNAWG IKAVOMOINKEVOG
dnuloupywvTag €va €pyo, AAA yla TOUG
nePLOoOTEPOUC avBPWNOUG MOU UNESTNOAV TIG
OUVEMELEC... alyoupa bev NTav €va aotelo.

Yuxva ountouoape yia tov Ntuadv (Duchamp).

been to use the Mothership's cloning facilities
to create our new colleague. The ape had
produced and flung natural projectiles to
subdue the baby and return it to Earth.

Smiling politely, | now leaned over to Gort and
muttered through my teeth: “What do we do
with the monkey now?"

"Ssshhh”, Gort whispered mechanically, “don’t
call him a monkey. Do you want a face full
of tactical faeces?”

Pulling back and maintaining my smile,
| offered: "Would you like tea?"

“Ook’”, it answered.

[Konga is a 1961 British-American international
co-production science fiction horror film
directed by John Lemont and starring Michael
Gough, Margo Johns and Austin Trevor. The
film was the basis for a comic-book series
published by Charlton Comics and initially
drawn by Steve Ditko (prior to Ditko's co-
creation of Spider-Man) in the 1960s.]

| remmember buying the comics of Konga and
| found the conversation from the movie in one
of those magazines and kept it.

The conversation between the Gort and the
hyper-intelligent ape resembled (at least to me)
what the colonials were causing to places like
Cyprus. This is an interesting politically oriented
aspect of the remains of those days.

For me it was simple... | was merely content
by creating a picture but for most people who
suffered the effects... it was certainly not a joke.

We often discussed Duchamp.



Mou €Aeye 6Tl 6oL €xoupe euBUVN yla TNV
endpevn yevld. Hrav pla wpun yuxh nou
awBavotav 6t ol ovhaoeLg Tou mapoviog Ba
ennpedaoouy Tn deMoVTIKN Npdodo. XulnTwvTag
Lotopia, KAnoLeg PopEG avapepOUaaTaV oToug
BUvovteg tng Bapldg Blopnxaviag otnv ItaAia,
v lonavia, n Mepuavia kat tnv AyyAia. Mou
TOVI(E MW aUTA Ta UNéEPoxa PUaAd kuvnyouoav
1a 61KA Toug dvelpa.

«KaMigpyoUpe Toug 1KoUG pag KAMoUG...»,
Jou €lne KAMOTE... «kal €00 w¢ évag OuaAdg
otn Agukwola, TIAXVELG ToV BIKG oou MoAU
povadikd knmno enedn ioat anAd evag Oualog
otn Aeukwoaola Kat bev undpxet AANOG».

Katd kdnotov tpdéno, htav aAnBeta. Ot Bikeg

Jag MoAU NPOCWMIKEG EMNELPIEG, TO PWC TNG
KUnpou, ol KoUBEVTEG Pag, Ta MOALTIKA Tou TOrou
gag, Jag €dvav apopun yla KATL EVIEAWG VEO
nou 6ev €ixe tinota va Kavel Pe 1dooug NoAAoUG
AaAoug, anAd enedn dev htav 6w Kat dev

Atav euelc.

Savva was saying to me that we are all
responsible to the next generation. He was
a mature soul feeling that the vibrations of
the present will be affecting future progress.
Discussing history, we sometimes recalled
the big guys of the heavy industry in Italy,
Spain, Germany and England. He was
stressing to me that those wonderful minds
were cultivating their own grounds.

“We are cultivating our own gardens...", he
said to me once... "and you, as a Welshman
in Nicosia, you are making your own very
unique garden because you are simply a
Welshman in Nicosia and there is no other”,

It was true in a way. Our very personal
experiences, the Cyprus light, our
conversations, our local politics, was giving
rise to something completely new that had
nothing to do with so many others, simply
because they were not here and they were
not us.

Ap. 38 Xplotdépopog
Y&BBa, Enavdotaon
(readymade), 1962,
HLKTA TEXVIKA,
60x25x5€K.

No. 38 Christoforos
Savva, Revolution
(readymade), 1962,
mixed media,
60x25x5cm



... AN\G T ox€on €xouv OAa autd pe tov Ntuody;

2e pia ano g €opunaelg pag otnv UnalBpo £Ew
ano tov Aylo Be6dwpo, o X&BBa Bphke o évav
axupwva dUo napoépola avilkeipeva ((owg va
Atav Pépn Jlag naAldg oéAag yaiddpou).

To éva €ixe 10 oxnua niatoAou tou 170U alva.
0 24BBa 1o TonoB&Tnae o€ pa EUAvn Bdon,
otnpiovtdg 1o og 6UO KaPPLA KaL To OVOUaoE
Enavdotaon. Tov pdtnoa av htav dlateBeluévog
va T0 Unoypdyel Kat 1o ékave anpdBupa. To ot
T0 €KaVe €lxe evdlapEPOy, yLati €101 NpoKAAEaE
Jla eowtepkn avatapaxn. Me v npdén tou
auth dnploupyouae €va readymade. Ouwg, o
24BBa bev nhtav ikavornotnuevog JOvo e auto
Kal €NPENE va To CUUNMANPWOEL PE €va £pY0, TO
onoio (wypdoloe 1o {blo Bpddu.

BA€novtag 1o anotéAeopa tnv GAAN pépa
070 GToUVTIO ToU cuveldntonoinoa Nwg N
OuVvEPYELd pag wBouaoe ta npdypata Npog n

...but what about Duchamp?

In one of our excursions to the countryside
outside Ayios Theodoros, Savva found in a barn
two similar objects (perhaps being part of an
old donkey saddle).

One had the shape of 17th century pistol.
Savva placed it on a wooden base, resting on
two nails, and called it Revolution. | asked him
whether he was prepared to sign it and he

did so reluctantly. It was interesting that he

did because he thereby provoked an inside
turbulence. The action was giving rise to a
readymade. Savva was not ready to be content
with this alone and he had to complement this
with a picture that was executed the same
evening.

Seeing the result the other day in his studio,
| came to realize that our synergy was pushing
things in the right direction. Savva produced a

Ap. 39 Xplotépopog 2aBBa,

Aytoc Beddwpog H EMANAXTAXIX
MOY, 1962, pIKth Texvikh og
nAakdad, 130x85¢ek.

No. 39 Christoforos Savva,

Ayios Theodoros H ENTANAXTAXIY
MOY, 1962, mixed media on
board, 130x85cm
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owaoth kateUBuvon. 0 X&BBa bnuloUpynae éva
NMoAU NPOCWIKO Kal ouvalcBnuatiko €pyo,
XPNGoONoLVIag 1o SeUTEPO AVIIKE(UEVO YLa vVa
oupnAnpwoaoel To readymade (Ap. 39 kat 40). To
ovouaoce Ayioc Bedbwpoc H ETTANAZTALIE MOY.

0 nivakag ntav oKoTeVOC Kat Spapatikds... aav
va nupoBoAoUaoe kaveic kateuBelav ota owBIka
ToU, wBWVTag TNV aAnBela pe 1o ASUKS Xpwua
va nnyaivel yopw and €va @auAo KUKAOQ...
NVEUPATKO Kat unap&lako... Kat yve notelw
WG GUECO AMOTEAECA TOU va €xeL BAAEL Tov
€0UTO TOU OTNV LOTOPIKA onuavIlkn B€on tou va
unoypdyel €va readymade.

0 24BBa ntav e€alpetikd euaioBntog og KANOLES
OUYKEKPEVEG EVEPYELEG KAL NTAV QUTEC Ol
OTlYMEG MoU €lxav bwael TNV aPopun yLla va
dnploupynBoUv peydAa €pya TExvNG.

To va &€pelg lotopia TNG TEXVNG lval anoAUTwg
UYLEC, apKel 0 KOAATEXVNC Va XPNOLUOMOLEL TG
NANPOQOPIEG AUTEG LE TOV MLO ayvo Kal EIAKPLVA
TpOMNo, 6NwC Talpldlel KaAutepa otov (B1o.

«0 ABANTNC»

®Bdavovtac oto XwpLd, ota péoa tou Mdn tou
1962, napatnpnoape Ot yivoviav aywveg aTo
oxoAg{o. Auto e evenveuoe va apxiow eva
€py0 HE dupo Kat unoytd Ty wpa tou yeUuatog,
To €pyo ntav napaoctatkéd (Ap. 40). O XaBBa 1o
eixe &t kat 1o Bpddu oto otolvtid tou (Ap. 41)
€PYAOTNKE NAVW O€ €V EVIEAWG APNPNHEVO
€pY0 JE AUMO, CAKOUAEC Kal proyld (Ap. 41).

To ovopaoce 0 ABANT¢ Kal To yeyovog auto
nupoddtnoe pla cudhtnon petatu pag. Eyw eixa
del Tov Mpaypatiké aBAnTtA, aAAd o 2aBBa eixe
deL Tov nivakd pou. Kowtd€ape kat ta duo €pya
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highly personal and emotional picture using the
second object to complement the readymade
(Nos. 39 and 40). He called it Ayios Theodoros

H ETTANAXTAXIX MOY.

The painting was dark and dramatic... as if
shooting oneself straight to his insides pushing
the truth in white to go round in a vicious
circle... spiritual and existential... and it was
made | believe as a direct result of having
placed himself into the historically significant
position of signing a readymade.

Savva was extremely sensitive to certain
actions and those were the moments that
had given rise to great works of art.

Knowing art history is absolutely healthy as
long as the artist can utilize the information
to its purest and most honest dimension and
direction to oneself.

“The Athlete”

In the mid of May 1962, arriving at the village,
we noticed that there were games at the
school. | was inspired to work on a painting
with sand and paint at lunch time. The picture
was figurative (No. 40). Savva had seen it

and in the evening at his studio (No. 41) he
worked on a totally abstract picture with sand,
“saccules” (sacks) and paint (No. 41). He called
it The Athlete as well and this fact triggered a
conversation amongst us. | had seen the actual
athlete but Savva had seen my painting. We
looked at both works for a long time thinking



YLa MOAAN WPA OKEPTOHEVOL TOV UNXAVIOUS TOU
€YKEPAAOU NMou NpodyeL TNV NPWTN oniBa tng
dnpLoupyIKOTNTAG... Mnyaivoviag and 1o Pndév
o€ KATL. XudnTNOoapE To MG autd Asttoupyel
oUpP@Wva Pe tnv nponyoUpevn pnelpia yia
va EeKVNOEL Kal va OAoKANPwBE( éva €pyo
TéxvNG. Tétoleg oudnTNOELS, Mou pag Buulav
QUTEC Mou KAvape katd tn OLdpKeLa Twv
HEONPEPLAVDV YEUUATWY OTO MAVEMLOTALLO,
€dwaoav vonua kat affa otn oxeon Pag o€ £va
noAU npoowniko eninedo.

of the brain mechanism that promotes the

first spark of creativity... going from zero to
something. We discussed how that works
according to the previous experience to initiate
and complete an artwork. Such conversations
that reminded us of university lunches, gave
meaning and value to our relationship at a very
personal level.

Ap. 41 Xplot6popog
YAaBBa, 0 ABAntAg,

1962, PIKTA TEXVIKN

o€ KapBa, 39x125¢k.
(EAévn Niknta, Xplotépopog
Y4BBa, Aeukwoaia: MoAwotikd

Ap. 40 "'kAuv Xioug,
0 ABAntrig, 1962,
HIKTA TEXVIKN O€
KkapBd, 70x120ek.

No. 40 Glyn Hughes,
The Athlete, 1962,
mixed media on

canvas, 70x120cm M Sarry
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16pupa Tpanédng Kunpou,

2008, oeh. 298, eIk. 97)

Ap. 41 Christoforos

Sawva, The Athlete, 1962,
mixed media on canvas,
39x125cm (Eleni Nikita,
Christoforos Savva, Nicosia:
Bank of Cyprus Cultural
Foundation, 2008, p. 298, pl. 97)



KaBoddv npog tov Aylo Be66wpo, 10 puwg
TOU AALOU ATaV EVIEAWG UECOYELOKS. To PG
0€ éva PEPOC avTavakAdTal oUu(uva Pe 1o
€6agog Kal n atuéopalpa npocapuodletat
avaAoywe. To pwg tng Kunmpou eival Aaunpd
Kal 0 ToMog yiveral évag Napadeloog yia 1oug
AQTPELG TNC PUONG KAV yla 60oug BEAoUV va
onpatodothoouy v Unapén Tou.

..2Tauathoape yia eayntd o€ éva Kovivo
xwpLd. Kabwg nepuévape otnv taBépva

va pag ogpBipouv 10 JeoNPEPLAVO Uag, O
24BBa ekave €va NoAU wpaio, UIKPO oxEdLo
NG 00UBAAG xolpvoU Kpéatog (Ap. 43).
KaBw¢ o avipag yupvaye 1o (o ndvw and
N PWTLY, YW €0Tla0a TNV NPOCOXN JOU
oTnV avIavakAaaon tng GAGYag mou aAoiwve
TO OKNVIKO OTO (OVTO... bivovtag pia moAU

oUyxpovn €1KOVa eVOG AaddevVTpOU aTo BABOG.

0 2aBBa eixe pla kavotnta va avaBaBpidet
awBnTKa EIKOVEC NG KaBNUEPLVOTNTAG.

..Me enuindeupevn ayyAkn npogopd, Npdtelva
oToV LBLOKTNTN Va bextel To 0xE€DL0 yia MANPwWN
enewdn ula pépa Ba akile moAG xphpata. To
NAPE W aoTelo, XaUOYEAATE KAl LAG EPEPE
TOV AOYapLaoHO... EUTUXWG, TWPA MoU T0
OKEPTOaL, apou aydpaca 10 YECNUEPLaVO

Jag Kat kpdtnoa 1o oxedlo... BEBala ta ndvta
XApLV aoTelopoU aA\G pe €va Wblaltepa coBapd
anoteAeopa. 0 XaBBa kat ey cuvnBidape va
avtaAAA{oUUE GUXVA €pYA MAG yla UNNPET(eg
Mou Pag NPOCEPEPAV Kal auto Ntav KAt

nou &ev pag neipade apou Atav oav va ta
nwAouoape PBNVATEPA Kal Tautdxpova yvotav
dla avakUkAwaon tng €xvng. Ot NWANCELG

TWV £PYWV PaG 0TI EKBETELC bev NTaV MOAEC,
€101, YEVIKG, dTav eKToUcayv TNV TExvN pag dev
dUOKOAgUOaCTaY Va BUWOOUE €pya Uac.

Aev oupBaivel 10 (610 e TOUG KAATEXVES
ohuepa. Qotdoo, autd bev htav To TEAOG [E TN
00UBAa. Tnv (bla pépa, PETA TO JECNUEPLAVO,
0 2ABBa aoxoANBnKe NeEpATEPW HIE TO QYO
nou eixe oxedlaoel, boulelovtag ndvw o€ €va
eninedo NAaKAC Ue PIKTA UAIKG —0aKoUAQ,
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The sunlight was so Mediterranean on our
way to Ayios Theodoros. The light in a place
is reflected according to the terrain and the
atmosphere is adjusted accordingly. Cyprus
light is glorious and the place becomes a
paradise of the lovers of nature and/or those
who want to mark its existence.

..We stopped to eat in a nearby village. Savva
made a very fine small drawing of pork souvla
while we were waiting for our lunch in the
tavern (No. 43). The man was turning the
animal over the heat and | was paying more
attention to the heat waves that were deforming
the background... giving a very contemporary
image of an olive tree in the background. Savva
had this ability of giving higher aesthetic values
to everyday images.

...l suggested to the owner, with a posh
English accent, to accept the drawing for
payment because one day it would be
worth a lot of money. He took it as a joke,
smiled and brought us the bill... thankfully,
thinking back, as | bought lunch and | kept
the drawing... all of course in a jokey manner
but with a deadly serious result. Savva and |
used to exchange art for services often and
we didn't mind because it was like selling
cheaper but art was circulating at the same

No. 42 Christoforos
Sawva, Ayios Theodoros
— Souvla, 1962, mixed
media, 60x25x5cm

Ap. 42 Xplotépopog
Y4BBa, Ayog Beddwpog
—J0UBAa, 1962, ukth
TEXVIKN, 60Xx25X5eK.



Xpwpa, EUA0, UPacpa— yla va dnPLoUPYNCEL Pla
OXETKA Nep{MAOKN aAAG NaPaCTATKN EKOVA TOU
BUpatog (Ap. 42).

Ynawi{xBnke 6t 1o Bépa dev ntav akplBwg
HEYAAOOOTIKO, KAl EYW AVTETELVA OTL Ba
pnopoucape va noUpe OTL 1o (1o LoxUEL Kal yia
Ta NOUALA nou eixe (wypagioel npv and 6Uo
Xpovia. Ynepaoni{otnKe To €pyo TOU LE Ta MOUALY,
0ANG bev htav BEBalog yia To mou Ba katdtaooe
Tov nivaka pe tn ooUBAa. O XaBBa ixe pla

noAU Loxupn 6laicBnon yla tnv alaBnTikn pag
EIKOVAG KAl OUXVA EPMLOTEUOTAV TO APXIKO TOU
ouvaioBnua.

«Aev MPOKeLTaL va Pe NE(OELS va Mapouctlaow pia
00UBAa o€ Kapla and TG eKBETELS pou», (e,
Kal yEAaoE. «Ba 00U ENPEYW VA KPATNOELG

Tov nivaka», pou €ine KaBwg Tov UNEyPape,
«JOVO Kal JOVO EMNEBN EXELG TO APXIKO OXEDLO
ToU». Mou dpeoe va €xw €pya TEXVNG Mou
dnuloupyouoe o XaBBa, ta onoila npokaAouaoav
oudnthoelg, blEyelpav aloBnuata kat agunvidav
évotikta. ‘HEepe dt napakoAouBoUoa and kovid
TNV Nopeia pag kat 6t ot Adyol nou pddeua 6Aa

Ap. 43 Xplotépopog
Y4BBa, Aylog Beddwpoc
—20UBAa, 1962, HoAUBL
oe xaptl, 21x30ek.
(\entopépeta)

No. 43 Christoforos Savva,
Ayios Theodoros — Souvla,
1962, pencil on paper,
21x30cm (detail)
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time. Not much sales during the exhibitions
so generally when our art was appreciated
we were not difficult to let things go.

It is not so with artists today. That was not the
end of pork souvla however. On that same day,
after lunch, Savva pushed his drawing even
more by working on a flat board using mixed
materials —saccula, paint, wood, cloth—to make
a relatively complicated but figurative image of
the victim (No. 42).

He suggested that the theme was not exactly
bourgeoisie, and | argued that perhaps his birds,
two years earlier, were not either. He defended
his birds but he was not convinced about the
standing of the souvla painting. Savva had a very
strong intuition about the aesthetics of an image
and he often trusted his first emotion.

“You will not persuade me to show a souvla in
any show of mine”, he said, and he laughed.

‘I will let you keep it", he said to me while he
was signing it, ‘just because you have the
original drawing of this". | loved keeping art
pieces by him that generated discussions,
raised emotions and woke up instincts. Savva
knew | was keeping track and that my reasons
for collecting were merely to reference our
identities.

No. 44 TkAuv Xiou(,
Nekpd Zwo, 1962,
HOAUBL o€ xapti,
21x34ek.

No. 44 Glyn Hughes,
Dead Animal, 1962,
pencil on paper,
21x34cm



autd Ntav anAd yla va kataypdyw To molot
NPAyMaTKA eluaote.

Autd 1o ox€d10 gival pia and TG Npwteg
NPEOoNABELEC HOU Va CUOXETIOW PLyoUpPEG E
ton{a... Aev Bupdpat tnv npepopnvia, aA\a

elval olyoupa ota AN NG bexaetiag tou 1950
(Ap. 44). To ouvdéw e Tov 2ABBa yiati eixaye pla
oudhtnon yU autd étav ida 1o oxE€6L0 Tou Ye Tn
00UBAQ. 2xoAlaoa 1o MG EKAVE TNV KATavopn
ToU eAeUBEPOU XWpPOoU PEaa atn Ppryoupa pe Alyo-
MoAU Tov {610 TPOMO MoU To €Kava Kal eyw. Agv
elxe Oel 10 BIKO pou oxEdlo mptv and T oUvioun
€Napn Pag, anodeikvuoviag yia pia akopn eopd
TOV NAPAAANAO TPOMO MOU OKEPTOHATTAV.

Mdioc 1963
['KaAepl ANOpaotg
(0866¢ AnéMwvog)

Qaiveral nwg o Mdlog kat o lolviog htav
Kplolyol PAVEG Kal yla Toug duo pag autd ta
npw1ta xpovia Ing ave€aptnaiag.

Bupdual nou Tou NEtaga €va PIKpd Koppdt and
0akoUAa. Eixe ndvw tou éva paupo KUKAO mou
Tov €kava eni ténou. To NpdaBeae otnv wpaia

aARl e AR EPEALE

sner anG@LAL
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This drawing is one of my first attempts to
relate figure and landscape... | do not recall

the date but it's definitely in the late fifties

(No. 44). | connect it with Savva because we
had a discussion about it when | saw his souvla
drawing. | commented on how he allocated the
free space within the figure in very much the
same way | did. He had not seen the drawing
before our little interaction and our parallel line
of thinking was further indicated.

May 1963
Apophasis Gallery
(Apollo Street)

[t seems that May and June were critical
months for both of us those early years
of the independence.

| remmember throwing a small piece of
“sacculla” (sack] to him. It had a black circle on
it that | made right there. He added it to his nice

Ap. 45 Xplotépopog
Y4BBa, Xwplc iAo,

1963, PIKTA TEXVIKN OE
EMLOTOAOXAPTO TNG YKAAEP(
AnoQaotg, 26x12¢x.

No. 45 Christoforos Savva,
Untitled, 1963, mixed
media on Apophasis
Gallery stationery,
26x12cm



Kawvoupyla oUVBEON ToU... MOU €PTIAXVE EVWD
Hou €heye yla ta tag{bla nou oxedlale... o€ €va
KOPMATL XapTl PE To dvoua TN YKaAepl Andpaotq
aTnV KoPU®N.

NMapoAo mou Tnv xpnatponoinag, pou eine
KATNYOPNUATIKA OTL N NEP{0O0G TWV OAKOUAWY
elxe TEAeloEl Kal Nwg htav Ndn kdnou aAloU.

‘EBaAe 10 €pyo otnv todvia pou yla va Bupduat
10 TEA0G autd (Ap. 45).

1964
Aeukwolia

Tov €xaoa yla KAnolo Xpoviké dldotnua...

Ta xpwpatd pou dMagav. TonoBetoloa
avilkelpeva, moukdploa Kat epnuepibeg ata
€pya pou nmou e odnyouoe MOATIKE 0tn BoUAELd
dou tng 6ekaetiag tou 1970 .. xwpig Tov LdBBa
(Ap. 46).

‘Ekava 1g 01kéG pou MKouEpVIKEG,
XpNoonolwvIag t dikh pag vaip gyoupa.

H ouvépyela pe tov £dBBa, mou dnuloUpynoe
1600 MOAAG, e 08nNyoUoE GE MO KAATEXVIKEG
OXEOELG KAl BEATPIKEG EYKATACTAOELG Kal
napactacelg Alya xpovia apyotepa.
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new composition... that he was making while
talking to me about his travelling plans... on

a piece of paper bearing the Apophasis letter
head on the top.

Although he used it, he said to me firmly that
the period of the “saculles” (sacks) is over and
that he was already somewhere else.

He put it in my bag so | would remember the
end of that (No. 45).

1964
Nicosia

| lost him for some time...

My colours changed. | was applying objects,
shirts and newspapers on my work leading
me politically to my seventies work ...without
Sawva (No. 46).

| was playing my own Guernica tunes with
our naive figure. The synergy with Savva,
that brought to existence so much, was
leading me to more artistic relationships

and theatrical installations and performances
a few years later.

Ap. 46 'kAuv Xioug,

0 Kapaykid{ng oe kivéuvo,
1964, UIKTA TEXVIKN O
NAaKAaC Pe TunoypagLkd
otowxela epnuepidag

Kal MoUKAauLoo, nou
ouvexiotnke 10 1990,
260x135¢kK.

No. 46 Glyn Hughes,
Karaghiozis in Distress,
1964, mixed media on
board including news-type
and shirt, extended in 1990,
260x135cm



loUAl0G 1967
Aeukwoala
Néa Ixhuata kat Xpwpata

0 24BBa dlepelivnoe TG BUVATOTNTEG TOU...
QVEPLEE Ta XPWOHATA TOU JE €vav KAAG TpOMno
yla va epeaviatoly dldeava oav KpUoTaA\o
Tov Mdio tou 1967 o pla unépoxn €kBean.

‘Evav aképa Mdio, auth tnv gpopd e unépoxa
OXNPATA KAl XPWUATA... KAl Tpa NYOUY anAd
évag elAog Kat évag Beatng.

AnAd xpeladdtav va KottdEel o vag Tov dAAo
Kat E€pape oAOKANPN TNV Napdypago. Huouv
nepN@avog yu autédv Kat 1o nEepe. O Spdpog
npog t 66€a Ntav viupévog Ye kaBapd npaciva
KAl KOKKIVA KAl JAAE KAl MOPTOKAALG Kal AEUKA.

‘Hrav evblagpépov, watdaoo, ot e€akolouBoUoape
Va €XOUE Jla enidpacn o €vag atov AAAo...

‘Hrav loUAog Tou 1967, TRELG JAVEG PETA TNV
é€kBeon Tou YaBBa oto Eevodoxeio XiAtov.

Tov €{da atov dpopo apyd éva Bpddu kaBododv
npog v taBépva Anoégactc.

Tou €ina 6t NBeAa va KaAéow PePKOUG
¢@iAouc yla ta yevéBALA Uou OTo GTOUVTLO TOU
oT¢ 6 louAiou to Bpddu.

Onwg ouvhBie va kavel bev andvinoe,

oav va €Aeye eVIAEeL, KAl CUVEXIOE AEYOVTAG
dou Ot epyddetal Mavw o€ JEPIKA VEQ €pya
JE KavoUpyla GXNPATa Kat Xpwata nou
Bev €(XE XPNOLUOMNOINTEL MPLV.

Mou eine étt éva and autd dev hBeAe va
10 eKBEael eneldn Atav Ndpa NoAU aAAIKO
(av Kal Tou Apeae, wotéoo) Kal NBeAe va
T0 KPATNOW WCE dWPO yla Ta yevEBALG pou.

MwoteUw ot NBeAe va pou dwploel KATL €101
KL AL KaBWC Tou eixa dwoel €va noAU
KOAO €pY0 PEPIKOUG UAVEC MPLV.

Eixa ndn ayopdoel pepikd €pya tou
0T0 NapeABayv, €101 KATL TOO0 ECALPETIKA
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July 1967
Nicosia
New Shapes and Colour

Savva explored his possibilities... mixed up his
colours in a good way to come out as clear as
crystal in May 1967 with a wonderful exhibition.

Yet, another May this time with wonderful
shapes and colours... and by then | were simply
a friend and a viewer.

We only needed to look at one another and we
knew the whole paragraph. | was proud of him
and he knew it. The road to glory was dressed
in clear greens and reds and blues and oranges
and whites.

[t was interesting, however, that we still had
an effect on one another...

It was July 1967, three months after Savva's
exhibition at Hilton hotel.

[ saw him in the street late one evening on his
way to Apophasis tavern.

[ told him that | wanted to invite a few friends
to his place for my birthday on the éth evening.

Being his usual self he didn't reply as if he
said ok and he tells me that he is working on
a couple of new works with new shapes and
colours that he did not use before.

He said that one of them he did not want to
exhibit because it was too phallic (although he
liked it nevertheless) and he wanted me

to keep it as a present for my birthday.

| believe he wanted to give me something
anyway as | had given him a very good picture
few months back.

| already had bought some of his work in the
past so something so extremely minimal
characterising that period made me ecstatic.

The following day | went to his place at lunch
time anxious and it was worth every second
of waiting. The painting was way ahead



MWVIHOALOTIKG Mou xapakthptle auth v nepiodo
JE EKAVE VO EKOTACLAOTW.

Tnv enduevn pePa, TNV WEA ToU PecnUePLavou,
NAYa oTo 6ToUVTLO TOU YEUATOG avunopovnaia Kat
npayuatikd a€ile kabe beutepdAEMTO AVAUOVAG.
0 nivakag htav noAU npoxwpnuévog (Ap. 47).
‘Hrav noAU non, oxeddv apepkavonoinuévog, Je
€va NAEKTPIKO MOPTOKAAL POVTO Kal £va TEPACTIO
(PAMIKO oxnpa nou hon eu@avidétay ota £pya
Jou ekelvng NG Neptodou. Xpnatuonoinaa
napéuolo NoptokaAl pAoUo Xpwa o évav
nivaka wypagkng nou Asyotav Waxvovrag rov
David Mishra otig apxég ing dekaetiag tou 1980.
Qot600, Ba €ixa @rdoel o€ pia T€Tola anAoTNTa...
av Ta Katagepva Note... IpLdvia xpovia
apyotepa... xwpig va unoAoyidoupe v nepiodd
pou tou 1970, n onola eixe Tnv anéAutn anAdtnta
TWV TeEAEUTa{wY OKEWEWV ToU LABBa, aAAd OxL
T0 Xpwpa tou. lowg 0 XaBBa awBdavBnke Ot dev
€(xe XpOVO yla XxAoo Kal CUVTIOUEWE TNV LoTop(a.

‘Eypawe v nuepopnvia yeveBAiwy pou Kat Tov
phAva «6/louliou h.b. GLYN», ekppddovtag Tig
EUXEC TOU YA TNV NPéPa. Mou avépepe OTL auTtog
0 {wYPAPIKOC Nivakag NopoUae vVa KPeUaoTel
Je 6rolov TPdMno uou dpeae... 1o onolo sival eva
XAPAKTINPLGTIKO MOU XPNALoMno{naa Kat eyw
apydtepa o€ KAnola and ta £pya pou.

Eluat euyvopwv otov 2aBBa nou pou €6¢l&e uia
KaBapn €lK6Va Kal EUXOPOUY va unopoloa va
eixa v eunelpla, TG enduevVeS deKaetieg mou
népaocav, pad{ Tou o€ €va YETOVIKO OTOUVTLO.

Ap. 47 Xplotépopog
YaBBa, é/louliou x.m.
IkAuv [xpovia noAAd),
1967, N&dL o€ kKapBa,
80x126¢K.

No. 47 Christoforos
Savva, 6/July h.b.
Glyn (happy birthday),
1967, oil on canvas,
80x126cm

(No 47). It was very pop almost Americanized
with electric orange background and a huge
phallic shape that was already appearing in my
paintings of those times. | used similar orange
fluorescent colour in a painting called Looking
for David Mishraback in the early eighties.
However, such simplicity | would have reached...
if | ever did... thirty years later... not counting
my seventies period, which had the absolute
simplicity of Savva's last thoughts but not his
colour. Perhaps, Savva felt that he had no time
to waste and he cut a long story short.

He made a note of my birthday date and
month “6/July h.b. GLYN" wishing me for the
day. He mentioned that this painting could
be hanged in any way | pleased... which is a
characteristic that | also used with some

of my work in the future.

| am grateful to Savva for showing me a clear
picture and | wished | could have had the
experience, the next decades that passed,
with him in a nearby studio.
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0 M'kAuv XwouC napéueve atnv Kunpo 1o poBepd kaAokaipt tou 1974,
onoTe Kal PUETAKAULOE Kal MAAL, auth T @opd o€ €va onit otnv lNpdolvn
[pauun otn Acukwaia, otov Blo dpduo dmou eixe ¢hoel Tn dekaetia
tou 1950 (twopa OuwG €pepe To Gvopa evdg npwa g EOKA kat hrtav
onuadepévog and kauéva autokivnta kat onitia xwplg atéyn). Edw é¢noe
10 endpeva eikoal xpdvia, yla €ntd and ta onoia dev eNoKEPBNKe oUte
Ha popd 1o Hvwpévo Baaieto.

EvtoUtolg, ta xpdvia autd Atav moAU napaywytkd, 1600 yia i {wypapikn
TOU 000 Kal yla T SoUAELA Tou OTo BEaTpOo. X€ Pikpn andatacn ano To onitl
Tou Bplokdrav o Beatpikoc Opyaviouog Kunpou, 1o Bpetavikd LupBoUAlo
Kal To Ivotitouto ['kaite. O KaATEXVNG OKNVOYPAPNOE MapaywyEeg Kal
Yl TOUG TPELG autoUC opyaviopous. =ekivnoe eniong va ypdgel ula
oTthAn pe tnv ovopacia «The Cultural Landscape» (To MoAttotiké Tonio)
yla v ayyAdpwvn epnuepida Cyprus Mail, enedh aioBavBnke 6t ua
XWPAa PE LIoXUPN KAAATEXVIKN oknvh dev Ba mhyawve xapevn. MExpl Kat
Alyo mpwv and tov B8dvatd tou, wg KAAIEXVIKOG ouvtdking tng Cyprus
Weekly, é\eye Mw¢ 0 okonog Tou avékaBev Ntav va evBappuvel, avti va
UMOVOUEUEL TOUC CUVAOEAPOUG TOU KAAALTEXVEC.

Méxpt 10 1975, ol oknvoypagieg Tou NTav KUPIWC MIVIMOALOTIKES YLa
HIKPEG MapaywyEC ae 0TOUVTIO, Kal meplopidoviav o€ anapaitnta GKNVIKA
aviikelpeva (To ndptt yeveBAiwv tou XdpoAvt [liviep, Ot KapékAeg
tou Euyeviou lovéoko kat to This Story of Yours/Auti n (otopla cou
ToU T{wv XOMKWVG, PE €va OKNVIKO KATAOKEUAOWEVO amd aAoupivio).
Qotéoo, n ongpéta XavoeA kat [kpEteA tou [epuavol ouvBetn Engelbert
Humperdinck, nou napoucidotnke oto Ivottouto [kalte, €lxe €va
OAOKANPWEVO MEPLOTPEPOHUEVO OKNVIKO E KEVINUEVA UNATIK.

["la Toug goptacpoUg Tou apyupou wBnAaiou tng Bacililooag EAlcaBet
B" 10 1977, xpnalwonoinog yla GAAN pla popd pnatik kat anAke yua va
dnuloupynael Pla kouptiva nou kK&Aumte 6Ao To MAAToG TNG aiBoucag ota
ypageia tou Bpetavikou LupBouAiou otn Asukwaia, 6nou avanaplotouce
v £€6pa Tou Bpetavikou YupBouAiou oto Spring Gardens tou Aovbivou,
KaBw¢ Kat tov mepBdAovia xwpo. Autdg nepldduBave thv nAateia
TpapdAykap kat ™ XTAn tou Nédowva (ue 1o Kunplakd XuAhaBdplo
otn Bdon tou) Kat apnpnuéveg {wveg Baolopéveg ota OXAPATA NG
AOVOPEQKNG APXITEKTOVIKNG,.

To 1981, o 'kAuv Xioul €puage QryoUpeg Bedtpou oKuwy ya 1o Moll,
€va €pyo nou Baowldtav oe €va xapakikod tou [ouidiay XdykapB, 1o
The Harlot's Progress, tou 1731. To 1983, eunveuaBnke, oxedlaoe kal
oknvoB&tnae to Olivia Courts, To ono{o Atav anotéAeoua vog Beatpikou
gpyaotnpiou, érou, 6nwg A€t o (Blog, «avakdAuye ula cUyxpovn MTuxn
0€ Jla KunplakoU npooavatoAlopoU npocappoyn tng Awdekdrng Nuxtag
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Glyn stayed in Cyprus during the dreadful summer of 1974 and moved
again, this time to a house on the Green Line in Nicosia, in the street
where he had lived in the 1950s (now under the name of an EOKA hero,
and scarred by burnt-out cars and roofless houses). It was Markos
Drakos Street, where he stayed for the next twenty years, for seven of
which he never once visited the UK.

They were, however, very productive years for painting and theatre work.
Nearby was the Cyprus National Theatre (THOC), the British Council and
the Goethe Institute, and he designed productions for all three. He began
a column for the English-language newspaper Cyprus Mail called The
Cultural Landcape because he felt that a country with a strong arts scene
would not go under. Up until shortly before his death, as arts editor at
the Cyprus Weekly, the artist said his aim was to encourage, rather than
knock, his fellow artists.

Until 1975, his designs were mostly minimal for studio productions
relying on essential props (Pinter's The Birthday Party, lonesco's The
Chairs and John Hopkins' This Story of Yours, with an aluminum set),
although the operetta Hansel and Gretel by German composer Engelbert
Humperdinck, performed at the Goethe Institute had a complete
revolving set of embroidered batik.

For the Silver Jubilee celebrations of Queen Elizabeth Il in 1977, he
used batik and appliqué again for a room-wide curtain at the British
Council offices in Nicosia, representing their London Spring Gardens’
headquarters and its immediate surroundings. This included Trafalgar
Square and Nelsons's Column (with Cypriot Syllabary on its base) and
abstract zones based on the shapes of London architecture.

In 1981, Glyn made shadow puppets for Moll, a play based on an etching
by William Hogarth, The Harlot's Progress (1731). In 1983, he designed
and directed Olivia Courts, which was inspired during a workshop,
where, as Glyn says, “he discovered contemporary nuance in a Cypriot-
orientated adaptation of Shakespeare's Twelfth Night” Both of these
plays were for the British Council.

In 1975, Glyn began a long working partnership with the then East
German director, Heinz-Uwe Haus, which continued for many, many
years. Haus was directing Shakespeare's Measure for Measure for
the Cypriot National Theatre and after visiting Glen's studio and seeing
his paintings and fabrics, immediately asked the artist to design both
set and costumes. Glyn says "he was given remarkable freedom”; he
painted a backcloth of a city in turmoil and made a huge muslin batik
of Shakespeare's London for the proscenium arch, through which,
with different lighting, the audience could see the backcloth and
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ToU 2ai€nnp». Kat ot 6Uo napaywyEg €ylvav yia 1o Bpetavikd 2upBouUAlo.

To 1975, o 'kAuv Xioud Eekivnoe pla pakpa Kat dnpoupylkn ouvepyaoia
Je Tov TO0TE avatoAikoyeppavd oknvoBetn Heinz-Uwe Haus, n onola
ouvexiotnke yla ndpa noAAd xpoévia. O Haus oknvoBetoloe 101€ 10 Me
10 (610 UETPo ToU Lai€nnp yla tov B0K, Kat PETa v en{oKeWn Tou 0T
0ToUVTIO TOU KAAALTEXVN, érou €ibe ta €pya (wypaPIkNg Kal Ta upacuatd
ToU, Tou ¢NTNOE aPECWC Va KAVEL TO00 Ta OKNVIKG 600 Kal Ta Kootouula
NG napdotaong. O KaAATEXVNG AéeL OTL Tou «60Bnke and tov oknvoBETn
anoAutn eAeuBepia». Zwypdploe ula Kouptiva pAvIou Mou anekovIZe pia
néAn o€ avatapaxn, evw €QTiage €va TepAcTlo Pnatik and pouaeAiva yia
nv ayida tou npooknvi{ou Nou anekovide 1o oalgnnpko Aovoivo, yeow
NG omnoiag, Je TN XpNan BLAPOPETIKWV PWTIOUWY, TO KOVO UnopoUae va
bl 10 POVTO Kal Toug NBomnolous. Ta kootoUpla Atav eTiayuéva anod 6€ppa
Kat anAke. To €pyo eixe peyaAn entuxia kKat 0 KAAAITEXVNG GUVOOEUDE TOV
Blaco oe neplodeia otn Balpdpn tng IMepuaviag. O 'kAuv Xioud (wypdpile
orou Kat av Bplokdtav — akéun Kat ot NpoBeg. Alyo apyodtepa, Ta oxedla
Mou €KaVe Yla Ta KooToUpLd, Ta OKNVIKG KAl Ta OKNVIKA avTKe{peva g
napactacng napouctldotnkav ae €kBean oto Bpetavikd XupBoUAlo otn
Aeukwoia.

H ouvepyaoia auth Atav n a@etnpia yla pia GKNVOYPagIKN KaplEpa
Baolopévn NaAvw oe KAAOKoUG Beatplkols ouyypagelg, OxL pévo yia
T0 KUMplaké B€atpo, aA\d Kat yla Bldooug atnv EAAGSa, tn Teppavia,
TG HIMA kat tTn MeydAn Bpetavia, 6nou epydotnke yla 1o EBvIKG Beatpo
NeoAaiag Kwpwv ag €va npdtdekt nou napouatdotnke oto OeatiBAA tou
Eb6wBoupyou.

[MoA\G and ta €pya, oe oknvoBeoia Heinz-Uwe Haus, napoualdotnkav
o€ MOKIAOUG XPoug, 6NwC ula npwny Bacn nupauAwy oto XaoeAunax
(Mdva Koupdyio tou Mnpext), otnv Tpnp (O dvBpowriog Kat ot uddeg) Tou
‘Epvot ToMep, omnv Kailepohdoutepy (AuAer, otnv ABrva (BdaA tou
Mnpext), otn Beaoahovikn (Me o ibio pEtpo), otnv Kahapata (H dvodoc tou
AptoUpo OUttou Mnpext), otn Bpéun (6mou yia th oknvikh napouaciacn
TWV NPWIHWY €pWTKWY nonpdtwy Tou Mnpext dnuolpynoe €vav
KauBd 5x27 pETpwV yila va KAAUYEL VA PETAOVIEPVO TNAEOMTIKO GTOUVTLO
o€ éva dnuoTkG MApko), otn Bépela EMGOa (Aviydvn tou ZoQokAn,
10 onolo avéBnke o€ éva BEatpo atnv KopuPn evog Bouvolu Kovid ota
lwavviva, kat yla tnv onofa {wypdgloe Pa oAOKANPN apxailkh opxnotpa
oe KauBd) kat oto Maveniothuto tou Ntéhayouep ot HIMA (Onepa e
nevidpag tou Mnpext).

Katd t dudpkela tng dekaetiag tou 1980, o ['kAuv Xioud neplodeuae Kal Je
AMN\OUG OKNVOBETEC — TPELG PopEC aTo onoudaio eotlBAA Apxaiou EAMN-
vikoU Apdpuatog e Emdalpou, w¢ kataokeuaotng/BonBog oknvoypd@oc:
otV HAEKTPa Tou LopokAn oe aknvoBeaia MxdAn Kakoytdvvn, oknvo-
ypaoia ing Mapivag KapéAha kat pe npwrtaywviotpla v Ewpnvn Mand
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actors. Costumes were of leather and appliqué. The play was a great
success and Glyn went with the company when it travelled to Weimar,
Germany. The artist drew wherever he happened to be and did so at
every rehearsal; later drawings, costumes and props were shown in an
exhibition at the British Council, Nicosia.

This started a career as a designer for the classics, not only for the
Cypriot theatre, but also for companies in Greece, Germany, USA and
the United Kingdom, where he worked with the National Youth Theatre
of the Deaf on a project, which was exhibited at the Edinburgh Festival.

Many of the plays were directed by Heinz-Uwe Haus for venues as
varied as an ex-missile base in Hasselbach (Brecht's Mother Courage),
Trier (Ernst Toller's Man and the Masses), Kaiserslautern (Hamled),
Athens (Brecht's Baal), Thessaloniki (Measure for Measure), Kalamata
(Brecht's Arturo Uj), Bremen, (where for the staging of Brecht's early
love poems he created a 5x27 metre canvas to cover a post-modern
television studio in a municipal park), Northern Greece (Sophocles’
Antigone, staged at a mountain-top theatre near loannina, for which
he painted an entire archaic orchestra on canvas) and the University of
Delaware, USA (Brecht's Threepenny Opera).

During the 1980s, Glyn Hughes also went on tour with other directors —
three times to the great Epidavros Festival of Ancient Theatre in Greece,
as executor/assistant to the designers of Sophocles’ Electra, directed by
Michalis Cacoyannis, with Irene Papas in the lead and designs by Marina
Karella (1983), Euripides’ Medea with designs by Dionyssis Fotopoulos
(1984), and Euripides Orestes (1987).

Between 1971 and 1996, Glyn collaborated with the Cyprus National
Theatre in fourteen productions including: Shakespeare's Measure for
Measure [(1976), Brecht's Mother Courage | (1977), Shakespeare's Othello
(1979), performed at Deryneia, facing the town of Famagusta where the
play was set, Brecht's The Good Person of Setzuan (1979), Moliere’s The
Miser (1984), Buchner's Woyzeck (1987), and Peter Shaffer's The Royal
Hunt of the Sun (1989).

He also worked with other theatre groups in Cyprus, notably with
Theatro Ena, then called the Little Theatre, for Oscar Wilde's Salome,
acted under the dome of the magnificent Famagusta Gate building. This
was followed by designs for Euripides’ The Bacchae and ten years later,
in the group’s own theatre, for Kiss of the Spider Woman, Scoubidou (a
revue) and Cuckoo, a play which used Glyn's erotic imagery on canvases
placed on stage.

In 1994, Glyn represented Cyprus at the 5th Cairo Biennale together with
artists Andreas Makariou and Theodora Pyliotou.
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(1983), otn Mrideta tou Euptnidn ae oknvoypapia Alovion Qwtdnoulou
(1984) kat atov Opéatn tou Euptnidn (1987).

Meta€l 1971 kat 1996, o TkAuv XiouC ouvepydotnke pe tov B0K yia
SEKATECOEPIG MAPAYWYEG. L€ AUTEG cupnepAapBavovtat: Me 1o (6io ETpo,
ToU Xai&nnp (1976), H Mdva Koupdyio kat ta naidid ¢ tou Mnpext (1977),
0 0BeMog tou Zai€nnp (1979), 1o onolo napouctdaotnke kat atn AgpUvela,
pe B€a v Katexdpevn NéAN NG Aupoxwatou, énou dladpauatidetal 1o
€pyo, 0 kKaAdg dvBowrioc tou Xetaoudv Tou Mnpext (1979), O piAdpyupog
ToU MoAiépou (1984), O Bdutoek tou Mnuxvep (1987), kat 10 Bao\iko
Kuvnyt tou nAou tou MNhtep Ziapep (1989).

2UVEPYAOTNKE eniong Kat e AAAEG Beatpikég opadeg otnv KUnpo, Kupiwg
ue 10 B€atpo Eva, nou téte ovopaddtav Mikpd BEatpo, yla €pya 6nwg
n 2aAwun tou Ookap Oudilvt, MOU NAPOUCLACTNKE KATW and Tov B6Ao
NG Peyaronpenous MUANG Appoxwatou. AkoAoUBnaav oknvoypapieg
yla ¢ Bdkxeg tou Eupinidn Kat, d€ka xpovia apyotepa, OTov ONPEPWVO
xWpo Tou Bedtpou Eva, To @Al e [uvaikag Apdxvng, Tnv enBedpnaon
Scoubidou kat 1o Cuckoo, éva €pyo yla 1o onoio xpnatuonoinoe KauBadeg
HE EPWTIKEG EIKOVEC, MOU TonoBethBnkav Ndvw otn oknvA.

To 1994, o TkAuv eknpoownnas thv Kunpo otnv bn MntevdAe Téxvng
Tou Kalpou padl pe toug kKaAAtexveg Avbpéa Makapiou kat Beodwpa
MuAwotou.
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Qwrtidovtag tov TOMepP

Eva BaBuatéxaato okiuto tou kAuv Xiou{ yia
1 \eukwaia otg apx€g ¢ 6exactiag 1990 kat
yla 10 OKEMTKO niow and tn dnuioupyia ¢
oknvoypagpiag tou Beatpikou Epyou tou Epvar
TéMep «0 dvBpwrog Kat ot udleg»

«[1dpa noAU» Kitpva, oxeddv Bietvapedika
KUTG, N akoun Katta dypla Bnpla £€w atov NAL.
Ma tov TéMep! Autég Atav ot avildpdoelg oTig
MPWTEC UOU OKOUAPEAEG YLa TO «MAVOPAIKS»
OKNVIKG MouU €Kava yla 1o Beatpikd €pyo Tou
‘Epvot ToMep Masse Mensch (0O dvBowriog
Kat ol udeg), oe oknvoBeaia g Heinz-Uwe
Haus, nou napouataotnke atnv Tpnp ng ['ep-
paviag 1o 1993. To €pyo, n MAoKA Tou onoiou
dladpapartidetal otn Xwpa auth, YPAQPTNKE 10
1919, étav 0 moNtNG Kal Beatplikog cuyypa-
Qeac ntav otn pUAakN-epouplo TG Nieder-
Schonfeld. Xpwua; ['kpt, Kae, uned, Kat moAU
niBavév NoAU paupo. Eva ektetapévo noinpa
ouvaleBnudtwy, éva nolnua anéAutou Bupou
Kal dlapaptuplag, €va KOPPATL TNG KOWWVIKAG
€navdotaong Tou €lkoatoU alwva. 2UPewva
HE To Keluevo, TpELG and TG oKNVEG elval KO-
VEG OVElpwV, VA 0L AMNEG TEOTEPLG Elval opa-
HOTOTIKA anoondaopata NG Npaypatkotntag.
To €pyo, mou ypd@tnke katd tn SLAPKELD Kol
VOVIKWOV avatapaxwy, €ival pa evioxupévn
ekdoxN TG Mpaypatkotntac. lNou eivat naAeta
NG UNEPBONKNG EKBOXNG TNG MPAYHUATIKOTN-
Ta¢ Kal nou eival ta évelpa; Ba pnopouaoav va
elval éyxpwpa. Ba ynopouaoav va sivat onou-
onnorte.

Zw ot vekpn {wvn otn Asukwaia, n onola
elval kat autn P unepBoAkh ekdoxn NG
npayuatkétntag. Eival ekel, k4Be pépa. =u-
nvaw o€ autn. Eivat kitpvn. Zoupeahotkn.
Aev gival akplBwg otnv Eupwonn. Akéun. Ei-
val oty Mo anogakpuopévn dkpn g 2€
éva vnol otn Meodyelo. XV Npayuatkotnta
katdyopatl anoé v AN dkpn g Eupwonng,
v OuaAia, pla Xxwpa nou i xapakinpidel n
Bpoxn —oxeddv KaBnuEPIVG— Kal TO OKOTEWVS
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Tonio, aM& enéleta va ¢how otnv Kunpo yla
va avantugw v TEXVN You: TN {wypaPikn. X
Hla Xwpa 6Mou To WG lval EKVEUPLOTIKA Me-
VIOKABAPO Kal Ol XWPLIKESG OXETELG TN HOPPNC
KaL TOU Xpwpatog dlapepouy and v natpida
pou. Kt o nxog eniong. Ot Kaundveg Twv eK-
KANGLOV akoUyovial Tautdxpova e I Guvn
TOU X61a TNV WPa NG NPOCEUXNG,. MepLpépo-
vial adéomnota okuAlg, ta ayplohoUlouda Ee-
netdyovial Peoa and 1o XaAlkL, evwd apBovolv
10 cuppatonAgyuata. Qaiveral va undpxeL yua
neplepyn oxeon PETAtU Tou PUANWDUATOG Kal
TOU KapoupAdld Meta€u tng avBlong plag eu-
aioBntng 6Uvaung (wnNg Kal Tou 0pYavwHEVOU
neploplopol. Ot AeUukeg (pdeg, nou KAMote
€BPLOKEG OTOUG KAMOUG TWV OMLTLYV, Kat htav
naviou, €xouv NA€ov e€apaviotel yla va avil-
KataotaBolv and MPAYMATIKEG MEPLPPALELG.
Ol otéyeC KAMOLWYV OMITIOV €XOUV KatappeU-
O€l KAl Twpa BAEMELG MePLOTEPLa avAuEDa OTa
dokapla pe PovIo evav kaBapd oupave. ANEG
OTEYEG €XOUV amokatactaBel: ya uwa Agoxn
Tdnou. Auté nou KANoTte Ntav evag dpOUG UE
KaUEVa aUTOKIVNTa Kal KateoTpauuéva onitla
elval oxeddv €100 va yivel YETOVIA EKATOW-
puploUxwy. H aMaynh eival taxeia. Quolkeg
avVTIBEDELG TOOO0 GOBAPEC OO0 KAl N KOWVWVIKA
adikia oto €pyo Tou TOMEp.

KdBe Bpddu nepvw and éva QUAAKIO Tou
O.H.E. katakoUw t yAwooa tng natp{dag pou.
Ot AGLATEC POLTNTEC KL OL PETAVAOTEG EQYATEG
nou (ouv o€ @BNvVA KataAUuata ath YeLovid
€XOUV KL autol pla napduola KEATIKA xpoLd
0th Qwvh Ttouq. ApaBikd akoUyovtal otoug
Spduoug Kat Katd tn dldpkela NG Asttoupyiag
otnv Mapwv{tikn ekkAnaia. Yndpxouy, eniong,
oAoyupa kat EAAnvopBodogol 2€pBol — veapol
avopec. Mnopei va dlaoxioelc meddg €va Beve-
TOLAVIKO MEPACA €XOVTAG TA PETAANIKG OKOU-
placpéva otnpiypata tou B0Aou nAvw and 1o
KEPAAL oou. Na B€Elg TIG KUPATIOTEG TOlyKLVEG
OTEYEG TWV KAPeVE{wY, Mou €xouv yivel xiAla
KopudTa, Kal Twpa gaivovrat va tpeponaidouv
oav QUAAa. Ndvw anod tnv eowteplkn €{codo
TOU eveTlkoU nepdopatog Bploketal va eyxa-
PAKTO 0BwAaVIKG ovOypapua.



llluminating Toller

A thoughtful essay by Glyn Hughes on the
early 1990’s Nicosia and the reasoning behind
the making of the imagery for Ernst Toller's
play “Man and the Masses”

“Too" yellow, almost Vietnamese kitsch or
even the wild beasts left out in the sun. For
Toller! These were reactions to my first
watercolours for an “all-around” backcloth
| made for Ernst Toller's Man and the Masses,
directed by Heinz-Uwe Haus and staged at
Trier in Germany in 1993. Set in that country,
it was first put to paper while the poet and
playwright was in the prison-fortress of
Nieder- Schonfeld in 1919. Colour? Grey,
brown, beige, and lots of black more likely. An
extended poem of feelings, a poem of deep
anger and protest, a fragment of the social
revolution of the twentieth century. The text
observes that three of the scenes are dream
pictures, while the other four are visionary
abstracts of reality. The play, written during
social upheaval, is a heightened version of
reality. Where is the palette of the heightened
version of reality and where are the dreams?
They could be in colour. They could be
anywhere.

| live on the buffer zone in Nicosia, Cyprus,
which is itself a heightened version of reality.
ltis there, every day. | wake up toit. Itis yellow.
Surreal. Not quite in Europe. Yet. It's on the
far end. An island on the Mediterranean. I'm
actually from the other end of Europe, Wales,
a country of rain almost every day and dark
landscape, choosingtolivein Cyprustodevelop
my art: painting. A country where the light is
unnervingly clear and spatial relationships of
form and colour differ from my own country.
Sound too. Church bells coincide with the
voice of the hodja at prayer. Scavenger dogs
roam, wild flowers push through the gravel,
and barbed wire flourishes as well. There
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seems to be a weird liaison between foliage
and camouflage. Between the blooming of a
delicate life force and organised containment.
White irises once from a garden home —and
were everywhere— have now vanished to
be replaced by formal fences. Roofs are torn
off some houses with Barbary doves posing
among the rafters against a clear sky. Other
roofs are restored; for a press club. What
was a road of blackened-out cars and empty
shells of houses is on the verge of becoming
millionaire's row. The change is rapid.
Physical contrasts as severe as the social
injustice in Toller's play.

Every night | pass a UN. post and hear
my native accents. The Asian students
and migrant workers living in the cheap
accommodations found in the neighbourhood
have a similar Celtic lilt. Arabic is heard in
the streets and at the Mass in the Maronite
church. There are Greek Orthodox Serbians,
young men, around as well. You can walk
through a Venetian corridor with rusty metal
drums above. See the corrugated iron roofs
of coffee houses, blown to pieces, which now
appear to flicker around like leaves. Above the
inner entrance of the Venetian corridor is an
incised Ottoman monogram.

There is a restored Lusignan hall, too, and
expensive cars. On a Sunday at the Catholic
church, which strides the dividing line
between the Cypriot Greeks and Cypriot Turks,
Sri Lankan and Filipina housemaids take up
the pews. They are from troubled countries
and insecure. Any one of the young women
could be Sonja the heroine of the play. Each
one has a problem. In their dreams, too,
they could overlap the nightmarish brutality,
dynamic contrast, threads of thought, knots
of violence, human frailties, understanding,
and love, which is Sonja's world. These
mankinds, womankinds are individuals, men
and women living in an area of sharp and
jagged contrasts: the Buffer Zone in Nicosia.
The Green Line dividing Greek Cypriots and



Yndpxel Kat pla avanaAaiwpévn aibouoa twv
AouQviavady, Kat akplBa autokivnta. Tig Kupl-
aKEG, TNV KABoAIKN ekkAnaia, n omoia Bpioke-
TaL NAvw 0Tn SLaXWPLOTKA YPaun Petagu EA-
Anvokunpiwv kat Toupkokunpiwy, UNNEETPLESG
ano m Xpt Advka kat 1t Gnniveg kataAap-
Bdvouv ta otaci{bla. Katayovtal and tapayué-
VEC XWPEC Kal elval avaopalelc. KaBe pia ano
TG VEAPEG AUTEG yuvaikeg Ba unopouae va €i-
vatn Sonja, n npwida tou €pyou. K&Be pia €xel
kanolo NpéBAnua. Kat ota 6ikd toug dvelpa
nBavov va €pXovial QVILUETWES JUE TNV EPLA-
KN BapBapoétnta, Th duvapikn avtiBeon, Toug
NoAUNAOKOUG NpoBANpatiopoUs, Toug deopoUs
Biag, ¢ avBpwnveg aduvapieg, TNV Katavon-
on Kal tnv aydnn- 6Aa autd nou anoteAouv Kal
Tov KOOUO NG Sonja. Autol ol Avopeg, aUTEG oL
yuvaikeg eival dropa, avdpikoU Kat yuvalkeiou
@UAoU Mou (ouv OE Wla MEPLOXN EVIOVWYV Kal
aviowv aviiBéoswy: T vekpn {wvn otn Agu-
kwola. Tnv lMpdowvn Mpapun nou xwpidet EA-
AnvokUnploug kat ToupkokUnploug. Tov Xpl-
oTlaviopod Kat 1o loAdy. Mool an’ autoug dev
elval kav Bpnokeuodpevol. OAol gaivetal nwg
enBupolv va yivouv Eupwnaiol.

"o ™ oknvoypagia tou TOAAep, hBeAa va dw
aképa no pakptd. Na epBaBuvw ota 6velpa,
TOUG XWPOUG, Kal Tov Xpoévo. Ta ta&idla Bonbn-
oav. Kdpo g Awydntou. Xe kdnota nupapioa,
QTAVELC OTO OKOTEWVO KEA-TAPO ELOXWPWIVIAG
BaBid oto Ktiopa peow evog oUPAALOU AWPOU-
ohpayyag nou eA(coeTat PEG TOV OPPaAd Tou Te-
pdotiou olkodopnpatog. Mua Wuwtkh aiBouca
YL0 TOV aMOPOVWLEVO VEKPO. KataoKeuaopévn
anoé ekatoviadeg epyateg, mou eniong neBavav
Kal Eexdotnkav. U autolg, auth n onpayya,
ONwG Kat oo £pyo Tou TOMep, Ba unopouae va
Atav évauypo, kpuo Katenikivouvo opuxeio. Mia
ouvexng kaBnpepvotnta tansivwong Kat ta-
Aainwpiag. XaAént ing Zupiag. Apxaieg MAAKEG
nou xpnatuonolouvtav yia Buacieg, ye auldkia
yla TN PON TOU aiuaTog, KATAOKEUAOUEVEG and
METPEC MOU €X0UV €va anaAd NPACLVO XPWHa.

21n Aeukwola. Kpatoupevol mou nailouv oe
éva €pyo tou Mnpext. Kdnotot and toug nBo-
nowug eixav dlanpd€el edévo. To Kowd Ntav
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en{ong UAGKIOPEVOL. Le Pl «e€WTEPIKN» Ma-
pdotaon, ot NBoMolo{-PUAOKIOUEVOL ETPEXAV
yUpw and 1o B€atpo, kpatwvtag NAAKAT yLa Ty
eleuBepla. EAeuBepia péoa oto €pyo. Epewvav
MEOQ OT0 €pyo, EMOTPEPOVIAG apydtEPa Otn
(PUACKN PE AswPopeio.

Ta Bouvd tng Kunmpou. lNpwv and tpldvia xpovia
pou €dwaoav éva EUAVO OKAALOTO aVILKE{UEVO.
To Bpnke €vag ¢ilog nou pou eine ot 1o €lxe
okaAioel évag avopac ing EOKA, évag and toug
aVTI-anolKLaKoUG PaxXNTEG NG €E€yepong Tou
1955-1959, 0 onolog 1o €ixe apnoel ota Bouva
NG Kepuvelag. Eival éva kepdAtL mou Bupicel ta
yAuntd oto Nnaol tou lMaoxa, 1o onolo ixe €va
XapdyeAo 010 NPAOWNO, KAl NTAV OKAAOHEVO
0TNV KOWOTNTa €VOC KAadLoU dEvtpou, To oroio
xpnaiueue wg BAon Kal wg Taodkt Kat ixe pia
€IKOVa (wypapLopévn e GTUAS BldpKelag. Ka-
TAOKEUAouEVO and EUAO koupapldg, Tou onoi-
0U N EMPAVELD EXELTN PUETAEEVIA UPH BEPUATOG
Kal 0 @Aold¢ tou onolou eival pol. «H ayann
pou eival pla koupaptd», ypaye o 2a€mnp. To
EUAWVO KeAAL hTav oav YAoKa..

Aeukwola. XToug 6pOPOoUG TNG MOANG UMNPXAV.
NAKIWPEVOL AvBpwnol mou KpatoUaoav Koutld
petnv evbelEn «eUBpauato» kal npocnaboucav
va nepdoouv péoa and v kivnon. opouoav
napadoolakd paupa pouxa. Ba pnopovoav va
elval oKIEG. LxNPaTta nou eNAEynKav and PLoo-
Eexaopéva Gvelpa yla va yivouv apnpnuéveq
HOP®EC N PLyoUpeg Mou Netouv Ndvw and 1o
T0Mn{o, Mou Kpéuovrtal and KaAwadla, Mou Kivou-
VIaL MPOG T0 aKPOaTAPLO.

YKEPTNKA Ta Bouva and okovn kapBouvou, nou
e€auiag N aotapdtnTng Bpoxng Katéppeuaoav,
KATaNAQKWVOVTaG €va oxoAelo ato Auneppav
¢ OuaAiag.! Ot paBntég Bagtnkav ota axpn-
0Ta UAIKG nou oL mannoudeg toug eixav e€opu-
el o1a avBpakwpuxela.

1 g 21 OxktwBpiou tou 1966 oto Auneppav tng Ouahiag,
116 nadld kat 28 evhAikol oKoTwBNKav OTav KatépPeUceE €va
peydAo Bouvd and kdpBouvo kat £€Baye pia Pikph NEPLOXA NG
noéAng, pad pe éva dnpotiko axoAelo mou Atav yepdto pe nadid.
H kataotpopn €nAnge oxeddv KABE olkoyévela otnv NOAN Kat
€€ONGBpEeWE pLa OAOKANPN yevid natdliv g NOANG.



Turkish Cypriots. Christian and Islam. Many
are secular souls. They all seem to wish to
become European.

For the Toller imagery | wished to see further.
Further into dreams, spaces, and time.
Travelling helped. Cairo, Egypt. At a pyramid,
the dark cell deep inside for a burial was
reached by an umbilical cord of a tunnel
winding into the navel of the huge building.
A private room for the solitary dead. Built by
hundreds of workers, who also died and were
forgotten. That tunnel for them, as in Toller's
play, could have been a damp, cold, and
dangerous mine. A treadmill of humiliation
and suffering. Aleppo, Syria. Ancient slabs for
sacrifices with neat channels for blood and the
stone a gentle green.

In Nicosia. Prisoners performing a Brecht
play. Some of the actors had murdered. The
audience were prisoners too. In an “outside”
performance, the actor prisoners rushed
around the theatre, carrying placards for free-
dom. Freedom within the play. They stayed
within the play, later going home to the prison
in a bus.

The Cyprus mountains. A wooden carving
was given to me thirty years ago. Found by a
friend, who said it had been carved by an EOKA
man of the anti-colonial fighters of the 1955-
1959 uprising and left in the Kyrenia hills. The
Easter Island-like head, which had a smile on
its face, was set in the womb of a tree branch,
which served as a stand and an ashtray with
an icon penned on in biro. Made of the wood of
arbutus, whose surface has the silky texture
of skin and whose bark is pink. "My love's an
arbutus’, wrote Shakespeare. The wood head
was like a mask.

Nicosia. In the city streets there were old
people carrying boxes marked “fragile” trying
to get across the traffic. They wore traditional
clothes of black. They could have been
shadows. Shapes culled from half-forgotten
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dreams to become abstract forms or figures
flying over the landscape, hanging on wires,
walking towards the audience.

[ thought of slag heaps sodden with rain sliding
over a school in Aberfan, Wales." The School
children drowned in the debris of what their
grandfathers had dug from the coal mines.

What landscape would surround the cast
and audience? Can it be human? What would
be the backbone of the play, the river of time
passing through? Could not hills and fields rest
on Sonja herself. There are magnificent casts
for sculpture for the Henri Matisse backs at the
little museum of Matisse in northern France.
| laid sixteen abstract and reconstructed
painted versions of these in reclining positions
right along the backcloth for sixty metres.
They would not be recognized as the female
Matisse, but the newly created forms, crevices,
mounds, and cracks would be the foundation
of Sonja’s background. A pastoral dream. Only
a dream. A dream of childhood before the big-
city reality.

Following through the whole series would be
the spinal cord, streaming and continuing in
different guises from blood to stock-market
charts. Then collages in paint, wedged into the
forms of reclining female backs for the artistic
reality of the play. The sacrificial slabs pouring
out humans into the gutters. The window
eyes of prisons, the distorted human forms,
dreams, the exaggerated masks, the beasts
early waking, the weapons of war from any
period in history. The small windows of large
buildings In big cities and white nebula ghosts
encased in transparent casks as if a crazed
embryologist had drunk from the womb.

1 The Aberfan disaster was a catastrophic collapse of a colliery
spoil tip in the Welsh village of Aberfan, on 21 October 1966,
which killed 116 children and 28 adults. It was caused by a
build-up of water in the accumulated rock and shale, which
suddenly started to slide downbhill in the form of slurry.



[Notwo tonio Ba neptEBare Toug NnBomoloUg Kat
T0 Kowo; Ba unopouace va eivat avBpwnvo; Tt
Ba unopouoe va gival N paxokoKaALd Tou €pyou,
TO MOTAPL Tou Xpdvou nmou nepvdel; Asv Ba pno-
pouoav ol Aol Kat Ta xwpdela va otnpidoviat
otnv 6a ™ Sonja; Yndpxouv Baupdola ekpa-
vela ya g avéyAupeg nAdreg tou Avpl Matig
0T0 PIKPO OpIVULO pouagio otn Boépeta [aAia.
TonoB&émnoa BeKAEEL apnPNUEVES KAl AvVaKATa-
OKEUAOUEVEG (WYPAPIOUEVEG EKDOXEC TOUG OF
avVaKAWVOPEVEG BETELG KATA UNKOG TOU OKNVIKOU
yla e€nvia pétpa. Aev Ba avayvaplle Kaveig ot
auteg elval ol yuvalkeleg pryoupeg tou Martlg,
M@ oL KavoUPYLEG UOPPES, PWYHEG, OToIBEG,
Kal OXIOPEG Mou dnuoUpynoa Ba Atav n Bdon
YLa T0 OKNVIKG NG Sonja. Eva nolevikd dvelpo.
Mdvo éva dvelpo. Eva dvelpo tng Nabkng NAL-
klag mpwv and v MPAyUATkeTNTa NG PeydANg
nNoANG.

Katd pnkog OAng TG oelpdc twv Qryolpwyv
autwv NTav 0 votlalog JUEASG, mou KuAouoe
xwpic dlakonn, nalpvoviag dlAPopeS UOPPES
— and aiya €wg dlaypduuata xpnpatiotnpiou.
2TN OUVEXELD, BlaPopa KoAAC Pe Xpwua, apn-
VOWUEVA PEDQ OTIG HOPPES TV AVAKALVOUEVWY
YUVAIKEWVY NAQTWV yLa TNV KAANTEXVIKA npay-
HaTIKOTNTA ToU Beatpikou £pyou. Ano TG NAGKES
nou xpnaoluonololviav yla Buoieg Eextvovtal
avBpwnol Mou NEPTOUV PECA OTIG UOPOPPOEG.
Ta pdua-napdBupa twv QUAGKWY, oL Napa-
HOPPWUEVEG avBPWNIVEG UOPYPEG, Ta GVELPQ,
oL unepBoAIkéG pdokeg, Ta Bnpia nou Eunvouv
vwp(g, Ta énAa Tou NoAéuou anod omoadhno-
e loToplkn nepiodo. Ta pikpd napdBupa twv
HeyAAwV Kinplwv oTlg peydAeg NOAELG Kal Ta
AEUKQ VEPEAWNATA-PAVTIAOUATA KAEOUEVA OE
dlapavh BapéAla Aeg Kal KAmnolog TPeAdG ep-
BpuoAdyog eixe nieL anod i PnTea.

To peydho Bnpio modonatel. H akéun Kat meplo-
o6tepa Bnpla. Onwg otn onnAld Tou AndA\wva
oG Eupevideg, 1o 1pito €pyo NG TpLAoyiag tng
Opéatelag tou AloxUAou, 6nou n LEpela BAENEL
«tépata Tou Baoa Owéa to delmvo va apnd-
douv, OUwWG auteg be BAEMeL va éxouv QTepd:
elval oAduaupeg Ki glval evieAwg yia olxapa:
POoXaAi{ouV E ayKoPaxXNTa Mou OE KAVOUV va

uNnv nag kovid- an’ ta pdta toug otalouv uypd
nou ta owxaiveoar. H anelAntikh avacpdAela
OUMBOAICeL TN vekph {wvn, KaBWG enfong Kat In
Sonja Kat Toug gpyateg oto O dvBowriog Kat ot
Uddec. Katakepuatopévn Kal ouvaloBnuatika
augnpévn.

Aflwpatouxol, Tpanediteq, QUAAKES, KpaTtoU-
HEVOL KAl OKLEG MpoanaBoUv va unouv g auto
TO XAOTIKO ACTIKO OVELPO. XTEPEOMOINPEVOL GTN
(wypaplopevn elkéva. H aviidpaon oto 61KO6
pou nepBAMoV Kal otn OIKA Pou Katdotaon
poU €6wae TNV EVEPYNTIKATNTA YLd VA KATAVON-
ow tov pdéBo nou dlanortidel To €pyo Tou TOMER.
‘HBeAa Ouwg neplocdtepa OTPWMATA avana-
pactacewy. Onou 10 pw¢ Pnopel va peeL oav
€va 66pu Bavauootntag Mou XwpIidel TIC HOPPES
ano 1o ePNPOG Kat 1o niow.

‘Onou 10 AeUKd Kal oL Xwpol oaphvelag epaive-
TaL va KpUBouv to dyvwaoTto. To pwg Tou ornoiou
Slaxéetal and éva adpato ATt MoU MapaKo-
AouBel ta navta. TonoBeTwvTag TG LAPLOVETEC
«0€ KaTAotaon npepiag» atov Toixo Tou oveipou
NG Sonja, BéAnca va dnuoupYNoW Wla akopn
XwpKnN didotaon. Ba pnopodoav va TG Xpnaol-
gomowoouy, va TI§ oNKWaoouy oL nBonotof, ot
ono{ot Ba pnopouacav va PopouV PAOKEG. Zeu-
yapwuévol, nBonolog pe paplovera-tpanedn,
nBonolog Pe OKIEC, NBOMOLOC PE «PUVEC» OF
gl tpayeAa@kn adeAponoinon NG nNpayuatt-
KOTNTAG Kal NG WeudaioBnaong, NG evePYELAG
Kal TN akvnaoiag. Ba xépeguav pad. O paplove-
Tlotag Kal n paplovera. Kat étav Bpiokovtal o
nAnpn oUyxuan, nolog and Toug U0 €XeL TOV
EAEYX0; € KAMOLa OTyuN, TO PEYAAUTEPO PEPOG
Tou Bidoou Ba otpoBiAiCetal yipw and tn Sonja
HE AEUKEC OKLEG-UAPLOVETEG, OL Omoleg apyod-
1epa Ba epnAakolv atov KUAGUEVD SLddpopo
TWV KPATOUPEVWY Tou (éBou tng oduvng.
['Awaooeg nou oupAdlouy, olwnouy, h akoua
nou napatnpouly Ba Eexuvovtal and Tov nivaxa.
INou Tov KpatoUv ol nBorotol. Kat mavw an’ 6Aa,
(PUCLKQ, PGVo oL NBomolol e To UNEPOXO Kelue-
VO ToU TOMEP.

282



The large beast trampling. Or more beasts
even. As in Apollo’s cave in the third section of
Aeschylus's Oresteian Trilogy, the Eumenides,
the priestess sees “monsters robbing King
Phineus of his feast; but these are wingless,
black, utterly loathsome; their vile breath
vents in repulsive snoring; from their eyes
distils a filthy rheum.” Threatening insecurity
symbolizes the buffer zone as it does Sonja
and the workers in Man and the Masses.
Fragmented and emotionally heightened.

Officials, bankers, sentries, prisoners, and
shadows attempt to get into this chaotic urban
dream. Congealed in the painted picture. The
response to my own environment and situation
provided the intensity for me to grasp fear that
permeates Toller's play. But | wanted more
layers of imagery. Where the light can stream
in like a spear of cruelty separating the forms e
from in front and behind. FATER TRien 93/8e |, u
Where white and spaces of clarity appear to '
hide the unknown. Whose light is cast from an
all-observant and unseen eye. By placing the
puppets “at rest’, against the wall of Sonja's
dream, | wished to create yet another spatial
dimension. They would be used, picked up
by the cast, who could be wearing masks.
Paired off, actor with banker puppet, actor with
shadows, actor with “voices” in a grotesque
twinning of reality and illusion, of energy and
stillness. They would dance together. The
puppeteer and the puppet. And when in full
spate who is in charge? At one time, most of
the cast would swirl around Sonja with white
puppet shadows, which would later become
entangled in the prisoners’ treadmill of fear
of woe. Tongues to scream, silence, or even
observe would pounce out from the painting.
Held by actors. And mostly, of course, just the
actors with Toller's magnificent text.
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Awaotdoelg/Dimensions 307x290ek/cm
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Alaotdoelg/Dimensions 95x125ek/cm Alaotdoei/Dimensions 403x291ek/cm
"kAuv Xtoul I

Mdva Koupdyto,
YKNVIKA yla 1o Beatpikd
€pyo «Mdva Koupdylo»
ToU MnéptoAt Mnpéxt,
o€ oknvoBeaia Xawd-
OUBe Xdoug, nou
NapoUCLEoTNKE O€ Hia
npwnv Baon nupalAwv
010 X4oeAUNax g
"eppaviag 1o 1995

Glyn Hughes [
Mother Courage,

Theatre sets for Bertold

Brecht's play "Mother

Courage”, directed

by Heinz-Uwe Haus,

which was presented

in an ex-missile

base in Hasselbach,

Germany in 1995

Awaotdoeig/Dimensions 135x100ek/cm
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"kAuv Xioul

Xwplc titAo, nep.1980,

pNatik Kat akpUALKO,
105x185¢kK.

Glyn Hughes
Untitled, c. 1980,
batik and acrylic,
105x185cm

"'kAuv Xioul

Xwplc titho, nep.1980,

pnatik Kat akpuAIKo,
105x185¢kK.

Glyn Hughes
Untitled, c. 1980,
batik and acrylic,
105x185cm

"'kAuv XwouQ

unatik pe anAke,
170x186¢k.

Mnartik Baotlopévo oto
Beatpikd €pyo «Boutoek»
Tou Mkéopyk Mnuxvep, nou
avéBaoe 0 B0K pe kootoUpla
oxeblaopéva and tov MkAuv
XouC tov Anpiho tou 1987
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Glyn Hughes

batik with appliqué,
170x186cm

Batik based on Georg
Blchner's play "Woyzeck”,
staged by THOC with costumes
designed by Glyn Hughes

in April 1987




"kAuv Xioul

nep. 1980, ynartik,
326x220¢kK.

Mnatik yta 1o Beatpikd
£pyo «Mndaah» t1ou
MnéptoAt Mnpéxt

"kAuv Xioul

Better to work than
Stand thus, nep.1980,
unatik kat akPUAIK,
137x83¢ek.

Glyn Hughes
Better to work than
Stand thus, c. 1980,
batik and acrylic,
137x83cm

Glyn Hughes
c. 1980, batik,
326x220cm
Batik for Bertold

Brecht's play "Baal’
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Alaotdoelg/Dimensions 225x197ek/cm

Awaotdoelg/Dimensions 211x176ek/cm
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Alaotdoelg/Dimensions 165x280ex/cm

"'kAuv XiouC
Xwplg titho, nep.1980,
Jnatik Kat akpuAiko

Glyn Hughes
Untitled, c. 1980,
batik and acrylic



"'kAuv Xwoul
Xwplc 1itho, nep.1970,
pnatik, 61x45¢k.

Glyn Hughes
Untitled, c. 1970,
batik, 61x45cm
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"'kAuv Xwoul
Xwplc titho, nep.1970,
pnatik, 193x18%¢k.

Glyn Hughes
Untitled, c. 1970,
batik, 193x189cm
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"'kAuv Xwoul

Y X€610 KOOTOUNLOU PE
HOAUBL KaL aKPUALKO yla
Tov «OBéA0» Tou Ouihlap
Yal€nnp, oe oknvoBeaia

‘Eun MaBptnAidn, nou

avéBaoe 0 B0K tov loUAl0
tou 1979

Glyn Hughes

Costume design with
pencil and acrylic for
William Shakespeare’s
“Othello”, directed by
Evis Gabrielides in July
1979, staged by THOC
in July 1979
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"'kAuv Xioul

Aeppatvo KootoUpL and
10 Beatpiko €pyo «Me 10
{610 pétpo» Tou Outhap
Yal€nnp, nou avéBaoe o
B0K tov Mdptio tou 1976

Mnatik pdpepa nou
£puage o MkAuv Xoul
yla I ¢iAn tou BéAua
nep. 1979-1980

Glyn Hughes

Leather costume from
the play "Measure for
Measure” by William
Shakespeare, staged
by THOC in March 1976

Batik dress made by
Glyn Hughes for his friend
Thelma, c. 1979-1980
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"'kAuv XouQ
PR T AREH TR T AR AT LM VN < Y T K AldeOpEC G(PIOOSQ

OOWNITAGE AT Tvl GOUTH HEHTUTE DOWHITARE A1 T GOETHEE BesiTrung
ks —_— Glyn Hughes

- Various posters
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"'kAuv Xwoul

H énptoupyia g apioag
yla 10 Beatplkd €pyo

«0 poivikag Kat

n puydéva» nou
oknvoBETnoe

0 XawZ-00Be Xdoug

Glyn Hughes

The making of the poster
for Shakespeare's “The
Phoenix and the Turtle”,
directed by Heinz-Uwe
Haus




WILLIAM SHAKESPEARE

THE PHOENIX AND THE TL'LRTLE

USCHI BRUNING & CO.

MUSIK: HERMANN ANDERS
KUNSTLERISCHE LEITUNG: HEINZ - UWE HAUS
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"'kAuv XiouC
Moll, 1981, xapaKtko
o€ xapti, 30x30ek.

Xapaktko tou MkAuv Xioul
Baotopévo oto Beatpikd
épyo «Moll» (Mary), nou
agopd v LoTopia pLag
VEAPNG yuvaikag nou eBavet
oto ANovdivo Kat yivetat
népvn. O xapaktpag autog
Baolotnke o€ éva xapaktko
Tou [NouiAlap Xéykap8, 1o
«The Harlot's Progress»
(1731). To épyo avéBnke ato
Bpetaviko ZupBoUio otig
12 Maprtiou 1981

Glyn Hughes
Moll, 1981, etching
on paper, 30x30cm

An etching made by Glyn
Hughes based on "Moll"
(Mary), the story of a young
woman who arrives in
London and becomes a
prostitute. The character
was based on an etching
by William Hogarth, "The
Harlot's Progress” (1731).
The play was staged at the

British Council on Thursday,

12 March 1981
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DyoUpeg Bedtpou LKWV
nou ékave o Mavikog
DAwpibNg yia 1o Beatpikd
£pyo tou "'kAuv XiouC
«Moll», 10 onofo Baolbtav
o€ £€va XAPaKTIKO Tou
ou{Alap Xéykaps, 1o «The
Harlot's Progress» (1731).
H napdotaon avéBnke oto
Bpetavikd LupBoUAlo otig
12 Maprtiou 1981

Shadow Theatre figures
made by Panikos Florides
for Glyn Hughes' "Moll", a
play based on an etching
by William Hogarth,

«The Harlot's Progress»
(1731). The performance
was staged at the British
Council on 12 March 1981



"'kAuv Xiou
apx£q dekaetiag 1980,
anAkE, 380x230ek.

AnAkE egnveucpévo and
Vv Tpaywdia 10U LopokAn
«HAéktpa» oe oknvoBeoia
MwxaAn Kakoytdvvn, nou
avéBaoe o0 BOK tov lodvio
Tou 1983

Glyn Hughes
early 1980s, appliqué,
380x230cm

Appliqué inspired by
Sophocles' "Electra”, directed
by Michalis Cacoyannis and
staged by THOC in June 1983

Mapiva KapéMa —

"kAuv Xioul

KoaotoUpta tng Mapivag Kapéa
oe enpéAeta MNkAuv Xoul yla

NV 1paywbdia 1ou LopokAn
«HAéktpa» og oknvoBeoia
Mwxd@An Kakoytdvvn nou avéBaoe
0 B0K tov loUvio Tou 1983

Marina Karella -

Glyn Hughes

Costumes by Marina Karella,
who was assisted by Glyn
Hughes, for Sophocles’ “Electra”,
directed by Michalis Cacoyannis
and staged by THOC in June 1983
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ATENANTI ZEAIAA
OPPOSITE PAGE
MANQ/TOP

"'kAuv Xioul
ZanAwUEVO yUuuVvo,

nep. 1980, anAwké, 160x120ek.

Baolopévo OTo OPWVUO €py0
Tou Movtididvt

Glyn Hughes

Reclining Nude, c. 1980,
appliqué, 160x120cm
based on Modigliani's painting
of the same name

KATQ/BOTTOM

"'kAuv Xioul
XplotouyevvIdTiko oKNVIKO

yta 1o Junior School, nep. 1980,
anAkE, 260x140ek.

Glyn Hughes

Christmas décor for Junior
School, c. 1980, appliqué,
260x140cm
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"'kAuv XiouQ

anAiké, 140x140ek.
Ypaopatoypapia Baotopévn
010 €pyo Tou [kéopyk
MnuUxvep «Béutoek», nou
avéBaoe 0 B0K tov Anpilo
Tou 1987

Glyn Hughes

appliqué, 140x140cm
Artwork on cloth based

on Georg Biichner's play
“Woyzeck”, staged by THOC
in April 1987
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"'kAuv Xwoul
Yopaopatoypapia ye
noAeptko Béua, nep. 1980,
anAkE, 160x160ekK.

Glyn Hughes

Artwork on cloth with war
theme, c. 1980, appliqué,
160x160cm
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"'kAuv Xwoul

Mnartik pe 8€pa 1o
Maykéopo KineAo
Modoopaipou,

nep. 1980, 153x140ek.

Glyn Hughes

Batik with a World
Cup theme, c. 1980,
153x140cm



"'kAuv Xoul

Spaced Out, nep. 1980,
HIKTA TEXVIKA,
122x122¢kK.

Glyn Hughes
Spaced Out, c. 1980,
mixed media,
122x122cm
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"'kAuv Xioul

Xwpls 1tAo, nep. 1980,
pnatik kat anhike,
134x134cm

Glyn Hughes
Untitled, c. 1980,
batik and appliqué,
134x134cm






"kAuv XiouC
Awotun{eg pe
NOAEUIKO Bépa, 1989,
39x4beK. n KEBE i

Glyn Hughes
Linocuts with
war theme, 1989,
39x46cm each

ATMENANTI ZEAIAA
OPPOSITE PAGE

"kAuv XiouC
lNoAguiko Beua, 1989,
@b o€ KapBa,
180x180¢kK.

Glyn Hughes
War Theme, 1989,
oil on canvas,
180x180cm
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"'kAuv Xwoul

Awoypagia, 1990-1991,
45x38ek. n k&Be pia
Awoypapieg Baolopéveg oto
Beatpiké £pyo «H dvodog Tou
AptoUpo O Tou MnéptoAt
Mnpext, nou avéBaoe 0 BOK
Je KootoUpla oxedlaopéva
and tov 'kAuv Xwoul tov
OktBplo tou 1990

Glyn Hughes

linocut, 1990-1991,
£45x38cm each

Linocuts based on Bertold
Brecht's play “The Resistible
Rise of Arturo Ui", staged

by THOC with costumes
designed by Glyn Hughes

in October 1990



"kAuv XiouQ
HIKTA TEXVIKNA, 1989,
40x80¢ek.

MeAén yia «To BaolAiko
KUVAYL ToU AALoU»

Tou Mntep Zuagpep

Glyn Hughes

mixed media, 1989,
40x80cm

Study for “The Royal Hunt
of the Sun” by Peter Shaffer



"'kAuv XiouC

MeAéteg yia v «Onepa
g nevidpag — 0 Mak
ue 10 paxaipt», 2009,
6la001doelg petaBANTEG

Glyn Hughes

Studies for the "Threepenny
opera Mack the knife”, 2009,
dimensions variable
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H MNpoownikh LuAAoyn
‘Epywv Téxvng
Tou [KAuv Xiou(



Glyn Hughes'
Personal Collection
of Artworks



H 0 M'kAuv XiouZ Atav GUMEKTNG and Th pUoN Tou Kat avékaBev pdleus €pya
@AWV ToU, A Kal KAAATEXVWV MOU TOV OUYKLIVOUGE N BOUAELE TOUG. 2TIG

M poown KN enodpeveg oeAideg Ba delte €pya and tnv NPOcwIKA SUAOYN Tou [KAUV
ouU MOY["] Twv KaMitexvwy: Peter Blake, Sandra Blow, Lilian Bomberg, Edward
é wV Burra, Maurice Cockrill, John Craxton, Bernard Farmer, William Gear,

PY Duncan Grant, Andrian Heath, Roger Hilton, David Hockney, John Hoyland,
TeEXVNC TOU Alain Lowdes, Henry Mundy, David Nash, Panamerenko, George der
[ KAUV XlOUZ Parthogh, Serge Poliakoff, William Scott, Alfred Wallis, BAdon Kaviapn,

Mapivag KapeMa, IMNpyou Maupoidn, Takn kat Mdvvn Taapouxn.

Rigden Geoffrey
Eou e tadibeve,
2006, YIKTA TEXVIKN,
46x30x50¢K.

Esi me taksidevis,
2006, mixed media,
46x30x50cm




Glyn Hughes'
Personal
Collection

of Artworks

Margaret Mellis
=UAlVN KATAOKEUN,
nep. 1980, Ao,
32x130x17¢kK.

Wooden construction,
c. 1980, wood,
32x130x17cm

Glyn was a collector by nature and he always collected works by friends
but also by artists whose work he felt close to. In the following pages
you will see works from Glyn's personal collection by the artists: Peter
Blake, Sandra Blow, Lilian Bomberg, Edward Burra, Maurice Cockrill,
John Craxton, Bernard Farmer, William Gear, Duncan Grant, Andrian
Heath, Roger Hilton, David Hockney, John Hoyland, Alain Lowdes,
Henry Mundy, David Nash, Panamerenko, George der Parthogh, Serge
Poliakoff, William Scott, Alfred Wallis, Vlassis Kaniaris, Marina Karella,
George Mavroides, Takis and Yiannis Tsarouchis.




Roger Hilton

MeAémn oe xapti, xwplg
nuepounvia, vepounoytd
o€ xapti, 100x70ek.

Study on paper, no date,
watercolour on paper,
100x70cm
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BAdoong Kavidpng

Xwplc titho, xwplg
NUEPOPNVIA, PIKTA TEXVIKA,
100x60¢ek.

Vlassis Caniaris
Untitled, no date,
mixed media, 100x60cm



Sheila Girling
Xwpls ttAo, 2002,
KOAAC, 10x10ek.

Untitled, 2002,
collage, 10x10cm
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Henry Mundy

MeAén og xapti, 1955,
HEAAVL, vEpOUMOYLa
Kal OKPUALKO o€ XapTi,
23x15¢k.

Study on paper, 1955,
ink, watercolour and
acrylic on paper,
23x15cm
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Panamarenko

MeA€tn oe xapti, xwplig
NUEPOUNVIQ, PIKTA TEXVIKN,
45X57¢k.

Study on paper, no date,
mixed media, 45x57cm



Tdkng

MeAétn oe xapti (yla
v «HAéKTpa» TOU
Kakoytdvvn). Xwpig
nuepopnvia, HoAUBL
oe xapti, 25x31ek.

Takis

Study on paper, (for
“Electra” by Cacoyannis.
No date, pencil on paper,
25x31cm
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David Hockney
Autonpoowrioypagia,
xwplg npepopnvia, HoAUBL
o€ xapti, 30x20ek.

Self Portrait no date,
pencil on paper, 30x20cm
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Serge Poliakoff
MeA€tn oe xapti, xwplg
npepounvia, ykoudg oe
xaptl, 18x27¢k.

Study on paper, no date,
gouache on paper,
18x27cm



Mapiva KapéMa
HAéxtpa, 1989, LoAUBL
Kal vepounoyLd o€ xapti,
30x40ek.

Marina Karella

Electra, 1989, pencil and
watercolour on paper,
30x40cm
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George de Parthogh
Agpobpdpio Neukwaoiag,
1973, pwrtoypapia,
23x17¢k.

Nicosia Airport, 1973,
photograph, 23x17cm
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David Nash

MeA€mn oe xapti, xwplig
npepopnvia, kapBouvo
o€ XapTi, 4bxb2¢eK.

Study on paper, No
date, charcoal on paper,
Lhxb2cm
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Constant Anton

Nieuwenhuys

H a&lonpéneia wv
evotiktwy pag, 1949,
A6t og kapBa, 50x57¢ekK.

The dignity of our instincts,
1949, oil on canvas,
50x57cm
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Andrian Heath
Xwplc 1itAo, 1955, AabL o
nAakdad, 50x60.5ek.

Untitled, 1955, oil on board,
50x60.5cm
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INdpyog Maupoidng
Xwplg titho, 1979, Aa6L
o€ KauBa, 91.5x91 5¢ek.

George Mavroides
Untitled, 1979, oil on
canvas, 91.5x91.5cm
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Noukia Aoukdidou
Xwplc titho, NadL o€
KauB3, 68.5x42¢K.

Loukia Loucaidou
Untitled, oil on canvas,
68.5x42cm



Sandra Blow

Xwplc 1itAo, 1962,
@6t o NAaKAl, 60x60eK.

Untitled, 1962,
oil on board, 60x60cm
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Bernard Farmer

MeAétn og xaptl

(MMoptokali kat Maupo), 1955,
aKpUAIKS o€ xaptl, 15x13ek.

Study on paper
(Orange and Black), 1955,
acrylic on paper, 15x13cm
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John Craxton
loptpaito pe natbi,
1946, watercolour
on paper, 45x56.5¢K.

Portrait with child,
1946, watercolour
on paper, 45x56.5cm
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[Napaptnua |
O MkAuv XwouQ Aivel Zuvévteugn
otn Xplotiva Adunpou

Appendix 1
Glyn Hughes Gives an Interview
to Christina Lambrou



Y UVEVTEUEN

otn Xplotiva Adunpou

H guvévteugn
dnpooteUtnke
yla npwtn popd
otnv epnuepida
lloAitng otig

22 louviou 2008

Bpgbnke atnv Kurpo 1o 1956 w¢ évag OuaAdg 6dokalog nou avianokplBnke
atnVv npockAnan eiAwy fnou yvploe ato KoAEYLo yia va €pBet atnv Kunpo. O
abeAQOG Tou ToVv eixe 6N ouaTrOEeL ato Vol apoU 60 EKAVE T OTOATILTIKN
Tou Bnteia. <HpBa 6w Kkatd tixn, aAAd v (bia otyun) otdBnka oAU Tuxepoc.
Ma eutuxng ouykupla».

[MevAvia oktw Xxpovia Petd, dnAwvovtag nia Kunplog {wypdeog, o MkAuv
Xwoud €puye ano t (wn ta Enpepwpata g 23ng OktwBpiou 2014 og nAikia
83 etcv. AvadnuoaoleUoupe TN OUVEVIEUEN MOU MApaxwpNoE otn Xplotiva
Adunpou 10 2008. «O 'KAuv Xiwoud eival évag and toug avBpwnoug nou
Slapdpewaav ™ olyxpovn €xvn oty Kinpo énwg t yvwpidoups, oxt
pOvVO pEoa anmd pla CUVENA KAl ONUAVIIKA EIKACTIKA napaywyn aAAd Kat
pEoa and pa dpactnpldtnta nou dnulolpynoe TG NPOUNOBECELS yla TV
€VEPYO OUPPETOXN TOU KOWVOU OTa MOATLOTIKA SpdEVa», aNELOVEL N (BLa.

H 6puon g ykaAepi Anogaotg padl pe tov enotBid tou gpilo Xplotdgopo
Y4BBa unnpge opdonpo OTo KUMPLOKO MOAIOTIKG Tomio Kat €lval otnv
QUAN TOU XWpPoU autou [Mpwta atnv 000 Y0POKAEOUG Kal PETd otnv 000
AnoMwvog] nou 1o Kowé NpBe yla mpwtn Popd o€ eNaph e TOAUNPEG yLa
TNV €MOXN KAl KAWOTOUEG HOPPEG TEXVNG, OMWGC TA XAMEVLVYK.

MapdMnAa, ot dU0 KaAALTEXVEG Blopydvwvav eKBECELG UE €pya BIKA TOUG
aMd Kat dMwyv, BLlaAEEeLg, Bpadleg napadoalakng PHOUCIKNG, GUZNTACELG Kal
avayVWOoEeLG. XTa XpOvia NG Asttoupylag g, N yKaAep( anéKtnoe PUBIKEG
Slaotdoelg, NPooeAKUovIag OlavooUPEVOUG, EMOTAKOVEG Kal OUMAWUATEG
o€ évav 10rno Kat €Coxnv unoéy. MapdMnAa, 6ev unopel kavelg va pnv
avapEPEL TNV KPWKA ypaph tou X1oud, Mou —av Kal NPocapuocuEYVN otnv
KUMpPLaKN guyevela ondvia unhpge apvntikn— anoteAel onpeio avapopdg
0Tn BLaPBPPWON TNG EIKACTIKAG OKNVAG TNG KUmpou».

Ba oou Nw pa wtopia. MeydAwaa o€ pia Blopnxavikh néAn g OuaAiag. Ot
avBpwnol nou doUAsuav ata epyootdcta udBatvav va piholv ayyAikd. Kat
€10l JeyaAwoa o€ [la KaB' 6Aa ouaAikn moAn, érnou BuwWG ev TEAEL KaVE(G
dev phouoe ouaAikd. Otav nhya oxoAeio, autol mou piloUoav ouaAikd eixav
kdanola npovoula — Atav BEpa NoATKNG. Anopdoloa €10t va paBw oUaAiKd,
aMd katéAn&a va yeholonoinBw anoé Kanoloug ouupabnTég pou. IMatl autol
nou pe xAeuadav ntav nAiBlot Oualol eBvikiotég. H epnelpia auth yua péva
unnpe kKaBoplotikn. H yAwaooa, avil yla pEoo enkovwviag, unnpEe evag

TEPACTIOS PPAYUOC.

‘Otav €épBaca oty Kunpo, anogpdoloa va napakoAouBhow paBhuata
EMnvikav. Mavieye ti: Metd tnv mpwtn pou pépa, To Kthplo BouBapdiotnke
anod e€BvikloTtég. Kal €10l dev mhya niow tnv enopévn. Auto ntav 1o 1956.
[madon] Aev vopielc nwg (owg yla auto va (wypagpilw 160 noAy; latl
OtNV MPAyHaTkOTNTa dev elpat KAATEXVNG €K PUOEWG... Elual daokalog,
pou apéoel 1o Béatpo, ndvia NBeAa va yivw enayyeAuatiag Xopeuthg n
KATL TETOL0... AvapwTléual av N NpwIn auth KakN eunepia Pe 1a oualikd
pe wBnoe otn wypadkn. Elvat pia moAU €viovn pvAun yla peva, naviwg.
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Interview

by Christina Lambrou

The interview

was first published

in the newspaper
Politis on 22 June 2008

He came to Cyprus in 1956 as a Welsh teacher who responded to an
(nvitation to come to Cyprus made by friends he had made in college. His
brother had already (ntroduced him to the island since he did his military
service in Cyprus. “l came here by chance, but at the same time | was very
lucky. A happy coincidence.”

Fifty-eight years later, by then considering himself a Cypriot painter, Glyn
Hughes passed away at dawn on October 23rd 2014 aged 83. We reprint
the interview he gave to Christina Lambrou in 2008. She notes that “Glyn
Hughes is one of those people who shaped contemporary art in Cyprus
as we know it today, not only through a consistent and significant artistic
production but also through a series of activities that created the conditions
for the active participation of the general public in cultural events.”

The establishment of Apophasis Gallery together with his close friend
Christoforos Savva was a milestone in the Cypriot cultural landscape and
it is in the yard of their gallery [first in Sophocleous Street and then in
Apollonos Street] that the public first came into contact with daring for
those years and innovative art forms, such as happenings.

During the same period, the two artists organised exhibitions showing
their own and other artists” works, as well as lectures, traditional music
nights, discussions and play readings. During its operation, the gallery
acquired legendary proportions, attracting intellectuals, scientists and
diplomats to a place essentially bohemian. At the same time, one cannot
but mention Hughes' critical writing —although adapted to the Cypriot
courtesy it was rarely negative— which is considered a reference point to
the shaping of the island's art scene.

Let me tell you a story. | grew up in an industrial town in Wales. Those
who worked in factories learned to speak English. And so | grew up in
a truly Welsh town, where at the end of the day no one spoke Welsh.
When | went to school, those who spoke Welsh had some privileges; it
was a matter of politics. So | decided to learn Welsh, but ended up being
ridiculed by some of my classmates. Because those who made fun of me
were stupid Welsh nationalists. This experience was decisive for me. The
language, rather than a means of communication, was a huge barrier.

When | arrived in Cyprus, | decided to attend Greek lessons. Guess what:
after my first day, the building was bombed by nationalists. And so | did
not go back the next day. That was in 1956. [pause] Don't you think that
perhaps this is the reason why | paint so much? Because in fact I'm not
an artist by nature... I'm a teacher, | love theatre, | have always wanted to
be a professional dancer or something like that... | wonder if that first bad
experience with Welsh pushed me towards painting. It is a very strong
memory for me, however. Of course, | painted when | first arrived here,
but | never imagined that | would be a painter for the rest of my life. |
did many things, after all. | had, for example, directed the Birthday Party
[by Harold Pinter], something quite progressive for the time. Yes, | did
several groundbreaking things.”
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Zwypdoplla BEBala 6tav npwrtoéPBaca 6w, aAAG dev €ixa T0TE paviaotel ot
Ba Apouva wypdeog yia to undAotno tng {wnc pou. Ekava noAAd npdypata,
aMwote. Eixa, yla napadetyua, oknvoBetnoet 1o «[Maptt [eveBAlwv» [0.0. Tou
XapoAvt [Mivtep], kAT apKeTd NPoodEeUTIKG yla TV enoxn. Nat, ékava apKetd
MPWTOMNOPLaKA NMPAYUATa».

Lhpepa, Ba Aéyate nwg ouclaotikd eiote {wypdPog;

Kowtadovtag niow, Ba éAeya nwg elpar {wypdpog. H Kumpog pe €kave
(wypdpo. Motetw nwg €ivat 1o vnal nou pe dnpoUpynoe, Bewpw Tov
€aUTO pou Kunplo {wypd@o. I'la pgéva n ox€on Pou PE Tov TOMo unnpée
kaBoplotikn. Mnopel va kadBopal og €va Kagevelo Kal va ta nnyaivw pia
xapd pe 6Aoug, xwpig, nap 6Aa autd va PNdw A£En [eMnvikd]. Kat eluat
KAAOG e TG AEEELG ota ayyAkd. Ta mAw NoAU KaAd pe 6Aoug, note Bev eixa
npoBAnuata.

lNowa eivat n npwtn oag ewdva and tnv Kunpo;

Zwypaploa tov Aylo I\apiwva. AvéBawva oto Asw@opeio pe Tov KauBa pou
TéTE KA, 6Tav 0 BPETavikog otpatdg oTauatoUoE T0 ASWPOPEI0 yia EAgyXO,
€uevav EKNANKTOL: «TL KAVELG €0U €dw!;». Towg va NTav OVIwg aQeAEC €K
HEPOUC pou. Apydtepa, voiklaoa eva dwpdto otov Agwpato, 6rnou eviwBa
KANwWC Mo acPaAng kat nayava XaBBatokuplaka yla va (wypapiow.

Luvexioate va {wypailete tonia;

Nat, aA\@ énote unnpxe KAnowo NPOBANua, oTpEPOUoUVA OTNV agaipeon.
Apgowg peTa@ TG tapaxég oto KIdveAl [ula mpaydatikd @elkth otyun]
engatpeya atnv agaipean. Ekava, BEBala, apnpnpuévn téxvn katoto Aovoivo,
ennpeacpévog anod tov Takaoov MoAok — kat yati oxi; Katd i didpkela
OHWC TwV Tapaxwv oto KidveAl, hpaotav 6Aol o€ Kat o{kov NEPLOPLOPO Kal
eyw eixa Eekvnoel va wypapidw €va apnpnuévo €pyo — €va MoAU Kaid
€pyo Kat akpiBela. Hrav kahd €pyo, Oxt pévo ylatl yevwnBnke péoa o€ autn
TNV £VIOVN KATAOTaoN 0€ 0X€an e T0 KIoveA, al\d Kal yiatl eixe va KAvel pe
npoBAnuata 8kd pou. Eixa aviAngBei tov 6UokoAo poAo pou —nwg {owg va
APOUV OOPUAOPINOG— KAL N GKEWN aUTh PE wBNoE Apeaa otny apaipeon.

Mg 6pwg oxetietal autd pe tnv Katdataon oto KIoveAy;

Autd eival éva kaho epwtnpa. Ev, Aondy, ey (wypdella 1o «KioveAr, pia
KonéAa nou tnv €éAgyav X{Aa pJou dinynBnKe pia LoTopia yla KAnoov yvwatd
G «['KAUv», NPBe Kal pou €ine, «EEpelg, o 1dde BpEBnKe UNAeyuévog o€
pa neplepyn undBeon». Mou eine: «Evag @ilog pag eixe yvwpioel pla
navépoppn koneAa, Bynkav ae pavieBou, ala otav dpxioe va tnv Q\a
KataAaBe o6t htav avipagh O tUnog okdtwae Tov dvipad Mou NTAV VIUUEVOC
yuvaika, KL n ZiAa yvaplle tov ohopovo!

Metd an’ autod Eekivnoa va (wypaidw paviwdws. Duaoikd, Sev undpxel
Kapia oxéon pe autd nou cuvéBatvav oto KidveAl.. aAAd n otopla auth
ue €BaAe o pla dladikaoia va BAENw ta Npdyuata and andotacn, aAAd
va 1a VidBw Kat moAU kovtd pgou. Mnopouoa pévo va ¢paviactw Nwe htav
yla autoug Toug avBpwnoug, mapdAAnAa Toug cupnovouaoa Tpopepd. Hiav
N&vIwWS Pla TPoUaKTKA Blain katdotaon Kat 6ev Ba cUYXwWPETW MOTE TOUG
Bpetavoug yt auto. [Moté.
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Today, would you say that you are basically a painter?

Looking back, | would say that I'm a painter. Cyprus made me a painter.
[ think it is the island that created me, | consider myself a Cypriot painter.
For me, my relationship with the place was decisive. | may be sitting
in a coffee house and be getting along fine with everyone without,
nevertheless, talking a word [of Greek]. And I'm good with words in
English. | get along well with everyone, | have never had problems.

What is your first impression of Cyprus?

| painted St. Hilarion. | used to hop on the bus with my canvas then and
when the British army stopped the bus for a search, they were astonished:
"What are you doing here?!” Perhaps it was really naive on my part. Later,
| rented a room in Asomatos, where | felt somewhat more secure and at
weekends | went there to paint.

Did you go on painting landscapes?

Yes, but when there was a problem, | turned to abstraction. Immediately
after the disturbances in Kioneli [a truly horrible time], | came back to
abstraction. Of course, | did abstract art in London also, inspired by
Jackson Pollock — why not after all? However, during the unfortunate
events in Kioneli, we were all under house arrest and | began to paint an
abstract work — a very good work, to be precise. It was a good work, not
only because it was born during the intense situation related to Kioneli,
but also because it had to do with my own problems. | had realised my
difficult role —that perhaps | was a homosexual— and this thought led to
abstraction right away.

But how does this relate to the situation in Kioneli?

This is a good guestion. Well, while | was painting “Kioneli”, a girl named
Sheila told me a story about an acquaintance of hers. “Glyn”, she came up
to me and said, "you know, so and so was entangled in a strange affair.”
She said: “A friend of ours had met a very beautiful girl, they went out
on a date, but when he began kissing her, he realised she was a man!”
The guy killed the man, who was dressed as a woman, and Sheila knew
the murderer!

After having this conversation, | started to paint frantically. Of course,
it had nothing to do with what was happening in Kioneli... but this story
made me see things from a distance while simultaneously feeling they
were very close to me. | could only imagine what it was like for these
people, but at the same time | deeply sympathised with them. It was,
in any case, a frighteningly violent situation and | will never forgive the
British for that. Never.

Perhaps those were not so tolerant times?

In Britain things were very difficult and strict. | had friends who went to
prison without having done anything, simply because they had been seen
together. In the Middle East, things were much more relaxed. | will never
forget when sometime in 1974 —I worked as a film critic for a newspaper—
| saw two Greek soldiers coming out of the cinema holding hands.
Nobody said anything; | even wrote about it in the newspaper, as | recall,
this is how much | was impressed. So, somehow | did not feel socially
cut off in Cyprus. Of course, | was not that much active; | painted, though,
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Htav pua enoxn 6xt kat 1600 aveKTkN (0wg;

21n Bpetavia ta npdypata ntav noAU dUokoAa kat auctnpd. Eixa giloug nou
nAyav QUAGKN Xwpic va €xouv Kavel tinota, anAwg yiati toug eixav det padl.
2Tn Méon AvatoAh ta npdypata htav noAU no xaAapd. INote 6ev Ba Eexdow
Katd tn OldpKela Tou 74 —ey SoUAEUT WG KPLTIKOG KIVNUaToypdpou o€
ula epnuepida— ixa 6el 6U0 EMNnveg otpatioteg va Byaivouv an' 1o oveud
naopévol xépl-xépL. Kaveig Sev eine tinota, 1o 'xa ypdwel kat otnv epnpepida
Bupduay, teon evitnwon pou ekave. Etol, pe kamow tpéno dev eviwBa
KOWVWVIKA anoKAELopEVOC atny Kunpo. BéBata, dev hpouv 1éoo dpacthplog,
(wypdpLla dpwe I 0eEOUAAKOTNTA pou Xwpl¢ va To avihapBdavoual. Xtnv
KUnpo Kavelg 6ev €kave epwTNOELG, ATav GAOL MOAU BLAKPLTIKOL.

210 Novbivo, yla napdadetypa, dev NAyalveg MOtE o€ dNUOGCLEC TOUAAETEC,
YuvéBawvav moMda neplepya npaypata. H opopulopNia ntav AMwaote
napdvoun Kat auotnpd THwpoUpevn PéXpL To TEAOG NG dekaetiag Tou 50,
av 6ev Kdvw AdBog. 2tnv Kumpo ta npdypata ntav aAwg. Towg xwpig
va 10 avtihapBavopal, €ixa 0e€0UAAIKEC avapopES OTA €PYA OU, AVIPIKEG
avapopEC nou dev Ba eNETpena otov €QUTO Pou av Bplokopouy ato Aovoivo.
ANMG bev elxa Kal TOOEC euNeLpieg, NPOUV MEPLOCGOTEPO POPAVTIKOG... [latl
OUWE UNAPXOUV OL AVAPOPEG OTO AVIPLIKO 0WHa aTa £pya pou; lowg Kat yatt
Atave MoAU Mo €UKoAo TOTE va wypapioelg Evav dvipa yupve, napd pla
yuvaika. Ot péveg yuvaikeg mou unopoucoe Kaveig va (wypapioel YUUVES
ntave nopves. Mnopouoa va dwypadidw avipeg xwpic va goBduat, yuatl
npayuatikd kavevag 6ev voladotav. Ot Kunplot dev eixape note npoBAnua
pE Ta QaMKG cUuBoAa! ‘Huaotav nmdvia Mo npoxwpnpevol and Toug
Bpetavoug.

TipoAo €xouv oL avIpLKEG avapopEé ata €pya aag;

Motew 6u gival n 8ikn pou duvapn. H 6Uvaun va enBANBW otov €autd
pou h ag évav dMo dvipa. Ot Adyol BEBata eival moAAof, eival BaBu to BEua.
Ano6 v dMn bev givat 6An pou n SouAeld oeCoualikn... apoAo nou Etal
pou paivetal teAeutaia, dnote Korddw Tov KatdAoyo pou... lowg puotikd tote
va eivat.

0 epwtopég eivat aiyoupa €va MoAU €viovo atoixeio atn douleld oag,.
Mati opwg; B€AW va nw, eyw bev gluat €10t MNiotelw ot Exel va KAVEL PE TN
dUvaun.

Tn 8k oag d0vapn;
Tn 6A pou duvapn, dev vouielg; Elpat €vag emBetikdg NoOAEULOTAG, (0w,

Zhoate LoTopIKEG oTyHEG yia tnv Kdnpo, and tov aneAeuBepwtikd aywva
péxpLTnv aveaptnaia Kat tnv eloBoAn Kat ypayarte: «IMa péva onpacia eixe
va eipat ekel Kat va pnv gipat noAttkonotnpévog». Mg 1o EVVOEite;

Na péva 1o va ipal noAmkonolinpévog Ba onpaive va efpat PéAog evog
KOppatog. 1o BaBog efuyal ooolaAlotng, aMd dev Bewpw tov Aucoapidn
cooloAoth. Efval akpode€log! MloUoa pe kdnolov mpwv xpévia mou Jou
eixe neL «[ KAy, elual koupouviotng». Kat tou eina, «pa apoU PIAOUCEG
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my sexuality without realising it. In Cyprus no one asked any questions;
everyone was very discreet.

In London, for example, you never went into a public toilet. Many strange
things were happening there. Homosexuality was anyway illegal and
severely punishable until the end of the 1950s, if I'm not mistaken. In
Cyprus, things were different. Perhaps, without realising it, | made sexual
references in my work, male references, which | would not have allowed
myself to do if | was in London. But | did not have so many experiences,
| was more romantic... But why are references to the male body in my
work? Maybe it was much easier for me then to draw a naked man,
rather than a woman. The only women who one could paint were naked
prostitutes. | could paint men without fear, because no one really cared.
We Cypriots have never had a problem with phallic symbols! We have
always been more advanced than the British.

What role do male references play in your work?

| believe that they are my own power. The power to impose on myself or
on another man. The reasons are many, of course; it is a serious issue.
On the other hand, not all my work is sexual... Although it seems so lately,
whenever | look at my catalogue... Maybe it secretly is.

Eroticism is certainly a very strong element in your work.
But why? | mean, I'm not like that. | think it has to do with power.

Your own power?
My own power, do you not think? I'm an aggressive fighter, perhaps.

You lived through historic moments for Cyprus, from the liberation
struggle to the independence and the invasion, and you wrote: “It was
important for me to be there and not be politicised.” What do you mean
by that?

For me, to be politicised would mean to be a member of a party. Deeply
inside, I'm a socialist, but | do not consider Lyssarides a socialist. He is far
right! I was talking to someone a few years ago and he told me “Glyn, I'm
acommunist.” And | said, "but you were talking about businesses all night
long!" I do not understand politics and | do not understand what they mean
by all these terms. | think no one understands!

At the same time, however, you have always been part of the island's
social life, you don't live secluded.
Not at all!

One could say that the way you chose to live constitutes a political act.
In this sense I'm very politicised. My works are more political than erotic.
But not political in the sense of Left or Right, although | lean towards the
Left. | don't know; on the one hand, | am politicised but, on the other, I'm
not. I'm just an artist.

You call yourself a Cypriot.

| do not believe in distinctions. Not at all. | believe in Cyprus. | have
managed to live here and be myself. But Cyprus can also be a difficult
place. | cannot, for example, accept that in this country you see cars
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yla ENXELPNOELG 0A0 TO Bpdadul». Aev kataAaBaivw v MOATKA Kat dev
kataAaBaivw Tt evwooUyv pe dAoug autoUg Toug 6pouc. Miotelw Nwg Kavelg
bev kataAaBaivel

Tnv {6la otyph, dpwg, hoaatav ndvia PéPog tng Kowwviknhg (wng, dev (elte
anopoOVWHEVOG.
KaBoAou!

Ba pnopouce Kaveig va neL Nwg o t1pénog nou entégate va (eite auviotd
noAwkh npdégn.

Me auth v évvola glual MoAU noAltkonoinpévog. Kat ta €pya pou eival
NePLOaOTEPO MOATIKA MAPd €pWTIKA. Oxt OUWG MOATIKA HE TNV €vvola TNG
Aplotepd n ing Ae€lag, napdAo nou eyw kAivaw npog v Aplotepd. Aev
€€pw, and T pLa eiyatl NoAIKoNoINPEVOG Kat and tnv aAn dev elpat. Efuat
anAWE €vag KAAMTEXVNG.

Ovopddete tov €autd aag Kunplo.

Aev motelw otoug dlaxwplopous. KaBdlou. MMiotelw otnv Kunpo. Exw
katapepel va (how 6w Kat va ipat o eautdg pou. ANG elval kat 6UGKOAOG
1énog n KUnpog. Aev unopw, yla napddetyua, va dextw 6Tt o€ auth T Xwpd
UNApPXoUV NAPKApLoPEVa autokivnta og kKABe ywvid. Otav BAENw autokivnta
otaBpeupéva ot dlaBdoelg nedwy, 1@ KAwtow. Elval gaolotikhn auth n
XWPa NOMEG popég. Agv BAenw ylatl autol mou €xouv AUTOK{VNTO Va €xouv
neploodtepa dikalpata and autoug nou dev €xouv. Eival unepdepgvog o
KOopoG anuepa, mavioU. ETot KL eyw KAglivw Tnv Népta pou Kat {wypapidw
(QAaMKAG oUPBoAa. Kat Toug MoAEUW e ToV TPAOMO LoU.

lNoto ival 1o Npwto €pyo €xvng Nou BupAaTs;

270 6AAGVL TNG UNTEPAG HoU UMNpXe Ula pwtoypagia tou Belou pou nou eixe
neBdvel otnv Toupkia étav eyw npouva dekanévie. Kovtd o' auth Atav pia
dwypapld evog ayoploy, VIupEvou ae PnAe Behoudo. Bupdpal eniong va
delxvw otov 6AOKAASG pou —MPENEL Va APOUV OKTW— Pla {wypapLd eVIEAWG
apnpnpuévn. Otav nouv pikpdg, Bupdpat va BAENw ta npdyuata apapettkd.

Tu@uaxvel €va £pyo TEXVNG;

['a péva elval n otypn mou kavw KAt kat dev EEpw TL 0T0 KaAS €lval nou
kavw. Otav guaxvetal n {wypadld xwpic va okeptopat. Mnopel va {wypa-
@{Cw dUo NEN, AAAG OTNV MPAYUATIKOTNTA €{UAL £V MOU MOAEUW ToV €XBPO.

Tuavaykn €xoupe anod tnv TExvN;
H téxvn eluaote gpeic. Eival o eautédg pac.

H avadpopikh ékBeon mou éxel mapouciactel otn yevételpd aag, tnv
OuaAia, Ba napouactaotei kat atnv Kunpo;

H mpaypatukonta sivat nwg &ev 10 eixa okeprel €tol, yatl napouciaca
T60EC MOANEG EKBEDELG €W, KAl OCKEPTOUAL MAVTA TO ENOUEVO MPEAYMa Mou
Ba kdvw. Agv okEptopal avadpopikd. And tnv dAAN, dev 10 elonyNBnKe Kat
kavelg. Tt va kavoupe, (owg apdtou NeBAvVW...
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parked in every corner. When | see cars parked on pedestrian crossings,
| kick them. Very often this country is fascist. | don't see why those who
have a car should have more rights than those who do not. The world
is perplexed today, everywhere. So | shut my door and | draw phallic
symbols. And | fight them in my way.

Which is the first artwork you can remember?

In my mother’s living room there was a picture of my uncle who had died
in Turkey when | was fifteen. Near to it was a painting of a boy, dressed in
blue velvet. | also remember showing to my teacher —| must have been
eight— a completely abstract painting. When | was young, | remember
seeing things in an abstract way.

What makes a work of art?

For me it is the time | do something and do not know what on earth it is
I'm doing. When I'm making a painting without thinking. | may be painting
two penises, but in reality it's me fighting the enemy.

Why do we need art?
Artis us. Itis ourself.

Will the retrospective exhibition that was staged in your homeland,
Wales, be presented in Cyprus too?
The truth is | wasn't thinking along those lines, because | presented so
many exhibitions here, and | always think about what to do next. | don't
think retrospectively. On the other hand, no one proposed it any way.
What can we do, maybe after | die...







[Mapaptnua 2
Inpelwaoel tou M'kAuv Xiou
yla Tov XpLotépopo XaBBa
kat Alapopa Ntokoupévta

Appendix 2
Glyn Hughes' Notes
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ELYIN HUGHE S8 REC2HT PAIRTINGS

LEDRA_PALACE

M3, ier ehﬁgriﬂm Lo

v 2. Bmall Hileriom /0
3. Plue Hilerion |12
4. Morning Hilariom ).O
5. BSecrub snd Mounteins /7
6. Scrut o
7. Uerob Tree rﬂ-‘
B. 0Olive Trees
5, 0Olivs frees
10: 011.1& Trees
11. Rock {Kinﬂlx lent by Mise Sheila Cnornton)

12, TOMSR o H *’”

13, The VYillage

14. Tha Vills ndly lent by Mr.Thomsa Moore)

15. mrtupn ndly lent by Mr. & Wra, I.:Luh:i

1&. goq:l:‘topn rvi.PiJ,r lant by Mr.dichnel

b s (Kindly Yok by Ven.s Wre,.K.Elsckburn)
190 mrtﬁll

20. Meroulls in the ﬁarﬂen i
4. Polm iree .:H'cl

24. Houses znd Shrdows |3
25. Worning ¢

26, m&#&r
27. Aynsophia %o
28. Ponts q

31, Lemon Trea ({indly lent by Hrs.Chorles ihitfiald)
2. 0ld Objects wmr 5
3. Bottles 17

5. Glnse (Kindly lent by Mra.Michnel Linehsm)
56. Huanu |

37. Onol 18

38, Tedins (Kindly lent by Wiehsal Linschen)
39, pomat M FS

e walpiru 16

41 ::;mis, Summer 1958 &£

ﬂ
44, Frogment of Hilerionm 4
45, Yenigeri 4 o

Drawinge, postels, prints, sketches nnd Ffound abjeeta,

Prices on npplicotion

-
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GLYN HUGHES

nol Savva,T955 0il on canvase
Savva In Nicoesia for u year.he ir feeling the colours of Cy
prue and started to look “ ot the place ar an adult re-vi
gidn g ones place of birth.
ha is telling me in the 60= that then he was vieitin, couni
wprkifg oakésgvehetches and in the evoning in the studio he was
working on canvas .while the frechneas of the lgredients tht
stimulated hie senses were atill there.
inbought & painting of a cyprues sceneby Savva in the early

60,8 just before apophasie.see nb I. it was avery plessant view
and thie is what art is sbout...sometimes

ihis paintin. war- never exhibited a stit was p reservad but
buye: never turned up...i caw it I959 could not affort it
wksn 1 sold a large picturc for I8 pounds to larnacs cpllector
i gave B to Sawvva 1 bought it

i em 5 collection by nature nd his sork becsme one of my i
interestda...i saw his progress to totel abstactiddien amd i
knew but that net only talented but dlso an advanced mini &
andveoul. 20 it was logieal that 1 vanted an early ASavvsa for
my ollection.

;.— st
4, SAHTOURIS NICOSIA CYPRUS TEL 43721
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