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MICHEL REIN PARIS/BRUSSELS

Untitled, 2014
acrylic on canvas
acrylique sur toile
230 x 160 cm (90.55 x 62.99 in.)
unique artwork
GEOR24001
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Untitled, 2016
acrylic on canvas
acrylique sur toile
230 x 230 cm (90.55 x 90.55 in.)
unique artwork
GEOR24002
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Untitled, 2018
acrylic on canvas
acrylique sur toile
300 x 230 cm (118.11 x 90.55 in.)
unique artwork
GEOR24003
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MICHEL REIN PARIS/BRUSSELS

Untitled, 2018
acrylic on canvas
acrylique sur toile
170 x 170 cm (66.93 x 66.93 in.)
unique artwork
GEOR24004

7

APÓSTOLOS GEORGÍOU



MICHEL REIN PARIS/BRUSSELSAPÓSTOLOS GEORGÍOU

8

MICHEL REIN PARIS/BRUSSELS

Untitled, 2018
acrylic on canvas
acrylique sur toile
230 x 280 cm (90.55 x 110.24 in.)
unique artwork
GEOR24005
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Untitled, 2021
acrylic on canvas
acrylique sur toile
230 x 230 cm (90.55 x 90.55 in.)
unique artwork
GEOR24006
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MICHEL REIN PARIS/BRUSSELS

Untitled, 2021
2 elements: acrylic on canvas
2 éléments : acrylique sur toiles
170 x 340 cm (66.93 x 133.86 in.)
unique artwork
GEOR24007
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MICHEL REIN PARIS/BRUSSELS

Untitled, 2022
acrylic on canvas
acrylique sur toile
130 x 110 cm (51.18 x 43.31 in.)
unique artwork
GEOR24008
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Untitled, 2022
acrylic on canvas
acrylique sur toile
170 x 170 cm (66.93 x 66.93 in.)
unique artwork
GEOR24009
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MICHEL REIN PARIS/BRUSSELS

Untitled, 2022
acrylic on canvas
acrylique sur toile
130 x 110 cm (51.18 x 43.31 in.)
unique artwork
GEOR24010
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15Aranya Art Center, Apóstolos Georgíou, Beidaihe, China, 2023 15
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28gb agency, Apóstolos Georgíou, Paris, France, 2016 28
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2910th Gwangju Biennale, Burning Down the House, South Korea, 2014 29
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31EMST National Museum of Contemporary Art Athens, Apóstolos Georgíou. Painting, Greece, 2011 31
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Apostolos Georgiou
ArtForum

August, 24th 2020
By Tomas Weber
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Apostolos Georgiou
Le Monde

September, 20th 2019
By Philippe Dagen
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Apostolos Georgiou
Flash Art

June, 18th 2018
By Alex Bennett
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Apostolos Georgiou
IñigoArt

September, 13th 2017
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Apostolos Georgiou
Libération

October, 02nd 2016
By Judicaël Lavrador
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Apostolos Georgiou
Wall Street International

March, 13th 2015
By Pantelis Arapinis



MICHEL REIN PARIS/BRUSSELSAPÓSTOLOS GEORGÍOU

46



MICHEL REIN PARIS/BRUSSELSAPÓSTOLOS GEORGÍOU

47

8
P A I N T E R S  O N  P A I N T I N G

E L L E N  A L T F E S T  —  A P O S T O L O S  G E O R G I O U 

I M R A N  Q U R E S H I  —  H E L E N  J O H N S O N  

H E N R Y  T AY L O R  —  M A R K  S A D L E R  —  R O S E  W Y L I E  

 L Y N E T T E  Y I A D O M - B O A K Y E

At a time of revolution in digital technologies, 
when making extraordinary images has never 
been technically easier, painting persists. 
Jennifer Higgie asked eight artists to share their 
thoughts on the whys and wherefores of 
figurative painting

Apostolos Georgiou, Untitled, 
2012, acrylic on canvas, 

2.2 × 2.2 m
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Apostolos Georgiou
Frieze

January 11th, 2013
by Jennifer Higgie
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1
E l l E n  A l t f E s t

Why paint? There’s no good reason. It’s something I’m driven to do. I’d 
like to make something that is both of its time and that stands outside of it. 
Traditional painting is a handmade process built over time and has a physi-
cal presence. It is an accumulation of gestures, colours and textures. The 
painted mark is at once a thing in itself and the thing that it describes. In 
this way, a viewer is always conscious of the painting’s making. The speed 
of the mark, fast or slow, and the time it takes to make a work become part 
of its meaning. Looking over a long time is like an attempt to merge with 
something outside of oneself. The dense accumulation of visual informa-
tion, which is the product of this kind of looking, is different from how the 
lens and the eye usually see the world.

Painting is subjective. There is a kind of alchemy that happens when 
the visual information moves from the eye or mind to the brush. It’s an 
intuitive process. Achieving a likeness isn’t interesting in itself, it’s more 
of an entry point. A good portrait, for example, tells you what the person 
was like or how the artist viewed them. What the artist thinks or feels, con-
sciously or unconsciously, is embedded in the work. Painting both represents 
the world and creates its own world. A viewer can, figuratively, enter a paint-
ing and occupy that space. A painting speaks about something lasting outside 
of the flux of daily life. As people, this is what what we connect with.

I am fine with the term ‘figurative painter’ as a shorthand to describe 
my work. I tend to use the term ‘representational’ because it seems more 
open-ended. I think my works are more about conveying a personal or 
idiosyncratic perspective rather than making a specific statement.

Was becoming a figurative painter motivated by a desire for my 
pictures to be easily read? No. Recognition and accessibility are different 
things. I am interested in creating something with no defined interpreta-
tion. I would like my work to slow the viewer down and delay the moment 
of understanding.

Ellen Altfest lives and works in New York, usa. Her work was included in ‘The 
Encyclopedic Palace’, the 55th Venice Biennale, Italy. 

2
A p o s t o l o s  G E o r G i o u

Why did I become a painter? In a family where my father is a pianist, my 
stepfather loves and plays music, and others are involved professionally in 
the arts, it was almost impossible to escape! Of course, it could have been 
another form of art: music is actually my favourite, but that would have 
meant going to the conservative, boring music school. All other forms of art 
were more complicated, especially in a town like Thessaloniki in the 1960s 
where the possibilities were limited. Painting is also something very simple 
to start: a piece of paper, a pencil, a few colours and let’s go!

When I was 17, I decided that I was a painter. Everything I saw was 
transformed in my brain into a painted surface. I don’t think there has 
ever been another period in my life when the image concerned me so much; 
it was only in my sleep that I thought of other things. I observed paintings 
in the flesh and in books, trying to understand and digest their good and 
bad qualities.

The way we read art makes it political or not. Isn’t it the same in life, 
generally? Many of us need to overcome, or at least distinguish, injustice and 
inequality, whether we are the victims or the abusers. In my family, among 
our friends and in the world generally, things function in the same way: only 
the scale changes. Either we see this or we pretend that it doesn’t exist.

A vase of flowers can convey the same kind of drama – a box of emotions  
ready to explode at any moment – as a face. A painting must have the tension 
to provoke us to look at it; to wake us up from a state of indifference. Then 
the rest will come.

The term figurative painter annoys me. Of course, it’s a way to dis- 
tinguish one type of painting from another, but I think it’s badly used. 
Perhaps because when I started to paint, a figurative painter was con-
sidered the only real painter because he could paint things to make them 
look the way they are. I wanted to react to this closed environment, and  
it was hard to accept, and to be accepted, for that. In fact, I wanted to be 
an abstract painter – a Jackson Pollock, a Mark Rothko, a Brice Marden 
or a Christopher Wool – to go directly to the substance of the real thing,  

but my character didn’t allow me to do so. We can’t choose what we want 
to be; we have to accept who we are. I know very well that the solution, the 
big adventure of any kind of expression, is hiding behind idols, words and 
sounds. Since I have to use people in my paintings, at least I let them paint 
their abstract compositions.   
As told to Amy Sherlock.

Apostolos Georgiou lives in Athens, Greece. In 2013, his work was included in 
exhibitions at deste Foundation for Contemporary Art, Athens, and the 4th 
Thessaloniki Biennale, Greece. This year, he will have solo shows at gb agency, 
Paris, France; and Rodeo Gallery. 

3
i m r A n  Q u r E s h i

I graduated from National College of Arts, Lahore, Pakistan, in 1993, after 
specializing in the traditional technique of miniature painting. The course 
was very academic and disciplined. My first work was a copy of a miniature 
painting of the Kangra School. I rendered the background of a female figure 
with a tiny, hand-made, squirrel-hair brush in order to gradually build up 
the tones. I had never dreamed that I would be able to work so patiently. 

The day I completed my first Gud Rang (opaque watercolour) mini- 
ature painting, I felt a great sense of achievement and started loving the 
process; it was so meditative. At the same time, I began using paint in 
a completely different way. I was more comfortable with a water-based 
medium and always enjoyed its organic flow. I only realized later that, 
historically, this was actually ‘our’ medium and oil paint was introduced to 
the subcontinent by the West. 

My paintings are a continuation of a traditional art form. When I was 
studying, the aim was to master the technique and learn certain skills by 
reproducing historical paintings. By the time we were in our final year, we 
were allowed to make our own work, while still employing the traditional 
techniques and elements of miniature painting. Since graduating in 1993, 
everything I have created has been directly or indirectly linked with these 
traditions, whether it’s on a piece of paper or a large-scale installation on 
the rooftop of the Metropolitan Museum of Art in New York.  

I represent the body in my work in two completely different ways. One 
is in my figurative miniature paintings, which I made after asking myself: 
‘What is contemporary miniature painting all about?’ The first work I 
made in response to this question was Mussawir ka chota bhai (My Younger 
Brother) in 1995. Before this painting, I was investigating the same ques-
tion by juxtaposing figurative images from traditional miniature paintings. 
Later on, I continued painting figures in my series including ‘Moderate 
Enlightenment’ (2006–09) and ‘Portrait’ (2009). 

I also represent bodies in a more abstract and performance-based way; 
at times there is no literal presence of a body but a strong sense of ‘some-
one’ in these works. For my traditionally painted miniature paintings I 
always use a photographic source, but the way I transform and stylize the 
figure and its background completely changes the original meaning. So, 
in both approaches, my use of the figure is completely different to the 
photographic representation of it. 

I am surprised when people describe me as a ‘figurative painter’. 
I would never categorize myself in that way. What is important for me is 
that the work has some kind of narrative, even if the imagery is completely 
abstract and non-figurative. I think perhaps this is due to my strong affilia-
tion with miniature painting, in which storytelling is an essential element. 

Every morning, since childhood, as soon as I wake up I read the 
newspaper. I have always been interested in my country and its politics and 
it’s a habit that has influenced my art practice. In 1990, on my first day at 
art school, there was a pile of chairs in the middle of the studio. Our profes-
sor, Salima Hashmi, asked us to draw it as a still life. Due to my connection 

‘I would like my work to slow the viewer down and delay  
the moment of understanding.’

E l l E n  A l t f E s t

Ellen Altfest 
Armpit, 2011, oil on canvas,  

21 × 18 cm
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P A I N T E R S  O N  P A I N T I N G

E L L E N  A L T F E S T  —  A P O S T O L O S  G E O R G I O U 

I M R A N  Q U R E S H I  —  H E L E N  J O H N S O N  

H E N R Y  T AY L O R  —  M A R K  S A D L E R  —  R O S E  W Y L I E  

 L Y N E T T E  Y I A D O M - B O A K Y E

At a time of revolution in digital technologies, 
when making extraordinary images has never 
been technically easier, painting persists. 
Jennifer Higgie asked eight artists to share their 
thoughts on the whys and wherefores of 
figurative painting

Apostolos Georgiou, Untitled, 
2012, acrylic on canvas, 

2.2 × 2.2 m
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Artists Pick Artists: Apostolos Georgiou

a self-styled humor that slips right past how we think about humor itself. When expectations are
defied, a situation can draw laughter. But what in this artist’s perpetually untitled work sets up
an anticipated outcome? There is never a sequence of events. Taunts and jabs can also be
amusing, making someone the butt of a joke. But what have Georgiou’s figures done to invite
ridicule? We find pleasure in seeing boundaries crossed, so long as no one’s threatened. Have
these characters violated conventions?

Apostolos Georgiou, “Untitled” (2005), acrylic on canvas, 240 x 210 cm

Apostolos Georgiou
Hyperallergic

April, 10th 2014
By Rob Colvin

Artists Pick Artists: Apostolos Georgiou

Artists Pick Artists: Apostolos
Georgiou
by Rob Colvin on April 10, 2014

Apostolos Georgiou’s shoe

Editor’s Note: This is the fourth in a series of interviews with artists that will continue
indefinitely, without direction, and outside any one person’s control. The artists are asked seven
question about their art and their ideas about art. The questions are blunt, but open-ended
enough to be answered in any way the artist chooses. The final question is a request for the
artist to select the next artist to be interviewed — anyone they wish, well-known or unknown,
working in any medium, anywhere; any artist whose work they think highly of, an artist
deserving the same public interrogation.

The paintings of Apostolos Georgiou make a break with contemporary painting by possessing
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Artists Pick Artists: Apostolos Georgiou

Apostolos Georgiou, “Untitled” (2009), acrylic on canvas, 150 x 150 cm (all images courtesy the artist)

RC: How would you describe your development and what you’re doing now?

AG: The first years, I was asking myself if I was a good painter. In the second stage, I started
believing that I might be a good painter, considering that I was better than others who were
considered good. In the third stage, I started believing that I was a good painter without
comparing myself with anyone else, and in the last stage I concluded that I am an artist no
matter if I am a good or a bad painter.

RC: Have you been influenced by anyone or anything in particular?

AG: Talking about my character, I would say that the most important factor was my family, the
melancholic and heavy city I grew up in, my friends, my physique, the pain and the happiness I
experienced, and the way I learned to face and handle my environment in order to survive.

Artists Pick Artists: Apostolos Georgiou

Whatever is happening in these works, it’s happening reliably well, and it never happens in the
same way twice. These absurd scenarios have a remarkable specificity, especially for works so
reliant on drab colors and anonymous people. Each work, too, contains some salient
disappearance, something gone wrong. We must work backwards to find out what’s
incongruous, even as we acknowledge that we’ll never fully know what it is. It’s not our
expectations that have been defied; instead, we’re robbed of an ability to know what we should
have expected in the first place.

Georgiou’s people, often alone (and even when together, still alone), are composed with a
controlled flurry of deft marks and wide brush swipes. Yet, even when eyeless and without
identities, these stand-ins for ourselves embody a vitality that requires reckoning with, eliciting
our sympathy as we see their failure to see themselves. Artist Carol Szymanski recommended
Georgiou for this interview series by saying, “I love the straightforward intelligence and grand
finesse, and humor in his paintings — that is very rare.”

*   *   *

Rob Colvin: Why did you become an artist?

Apostolos Georgiou: I think that in the environment I grew up in, it was nearly impossible to
escape from being an artist. Nearly all the members of my family were involved with the arts. I
also grew up with the impression that I cannot face practical issues, take practical initiatives, or
undertake responsibilities. Of course, later I discovered that the responsibilities of being an
artist were even bigger …
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Artists Pick Artists: Apostolos Georgiou

Apostolos Georgiou, “Untitled” (2005), acrylic on canvas, 230 x 210 cm

RC: What challenges are unique to your process?

AG: Considering that I wanted to become a dancer or a jazz musician, an actor, an artist with
more immediate contact with the public, the fact that I ended up as a painter, keeping viewers
at a distance, provoked the desire to include some of the characteristics of the above arts into
painting in order to make it more interesting. Not to exclude the dancer, the narrator, the actor,
the clown from my art. To use painting as a medium and not as a message.

Artists Pick Artists: Apostolos Georgiou

Talking about artistic influences, besides the great masters of the past, whose paintings I saw in
our house library and illustrations of old encyclopedias, where there were more illustrated
drawings than photos, I was also influenced by some local artists that I used to admire at the
time. But they are completely indifferent to me today.

Apostolos Georgiou, “Untitled” (1999), acrylic on canvas, 210 x 380 cm
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Artists Pick Artists: Apostolos Georgiou

Apostolos Georgiou, “Untitled” (2006), acrylic on canvas, 270 x 230 cm

RC: So what is art anyway?

AG: I would describe art graphically by two lines joining two points, A and B. One line is life.
The second line, art, crosses the first line in many points and is much, much longer.  

Artists Pick Artists: Apostolos Georgiou

RC: If you could own any work of art, what would it be?

AG: Scenario no. 1: Mona Lisa. It is a symbol; it is a brand. There are even chocolate packages
with its picture. It is an interesting procedure to disconnect it from all the uses it has been
subjected to and manage to understand its real value.

Scenario no. 2: A huge painting by Jackson Pollock, maybe the one I saw in Düsseldorf. I was
affected by its double character: simultaneously a great abstract piece of art and an epic
renaissance painting of a great master. I could not distinguish which of the two it was.

Scenario no. 3: A great painting of a great unknown artist (I am sure that there are plenty of
them), to have the joy to discover its value and at the same time to prove my objectivity by
looking and understanding the image.

Scenario no. 4: A small Mondrian painting hung on the most discrete wall of my house, to tell
me how much beauty simplicity carries sometimes.
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COPYRIGHT 1994 Artforum International
Magazine, Inc.

ATHENS GALLERY 

The principal feature of Apostolos Georgiou's recent paintings is that everything seems
to be compressed in a central cluster of images. By means of this singular composi-
tional device, it appears as though the artist has deliberately let go of the rest of the
surface so that the ground, in terms of content and form, is essentially not part of the
painting. This engenders a paradoxical whole composed of tension-packed themes
and an apparently nonchalant style. The background takes on a mercurial quality since
the paint seems to have been only summarily applied to the bland surface. Indetermi-
nate and essentially unbounded, the background appears to slide off the edges of the
canvas into the surrounding space. The confines of the painting may appear to be re-
stricted to only the image-cluster or, conversely, to extend beyond the canvas' rectan-
gular parameters so that the dual role of the canvas-as-support and the
canvas-as-background is rendered virtually defunct. 

Georgiou's palette is somber and his themes solemn. The colors emphasize the per-
sonal, quotidian drama in which the figures that appear in his paintings are engaged.
As a whole, the work has a touch of the theatrical. The figures are like paper dolls on
a stage set that seems ready to implode--a theatrical/pictorial space that is qualitatively
different from the explicit artificiality of the flat, flush background. This reading is en-
hanced by the artist's vernacular which is replete with unusual and forceful images
that are also deceptively naive and artless. It also becomes perceptible that formal is-
sues and painting techniques have been placed at the service of thematic content and
that the painting process is only of secondary importance. 

These paintings can also be viewed as portraits of the audience. Georgiou's Every-
man, at once enigmatic and nondescript, depicted in familiar stressful situations, en-
courages the viewer to engage in self-examination. Moreover, the outlandish situations
depicted in almost all the artist's paintings, though cryptic and absurd, are also some-
how realistic because they concede that the intuitive, illogical, and irrational are intrin-
sic to life. 

Ultimately, when Georgiou exceeds the limits of the conventional rectangular canvas
surface by introducing the compacted theme coupled with a "slipping" ground, it seems
like the most elegant way out of an existential cul-de-sac for an artist who has stated
publicly: "I don't like being a painter and I would like to escape from painting alto-
gether."

COPYRIGHT 1994 Artforum International Magazine, Inc.
No portion of this article can be reproduced without the express written permission
from the copyright holder.
Copyright 1994, Gale Group. All rights reserved. Gale Group is a Thomson Corpora-
tion Company.

Apostolos Georgiou
Artforum

December, 1994
By Catherine Cafopoulous
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To encounter an artistic original – by which I mean, not necessarily 
the creator of something entirely unprecedented (since if it were to 
happen we would probably fail to recognize it) but rather, simply, 
an artist who has followed a truly independent and solitary path 
– is a privilege as rare as it is heartening. But this encounter can 
also be disturbing. It might even give you some sleepless nights, for 
it means receiving information your mind may not be prepared to 
process. For man is an animal at once social and solitary – but more 
social than solitary. Even in what we imagine to be our inner life, 
in that purely mental activity that is so urgent within us, we like to 
travel in packs. We feel safer that way, warmer. 

So when someone, at least for a while, starts sending back reports 
from an excursion down some pathway that leads off at some tangent 
to where we and our pack have been going, it is bound to give us 
pause. It excites our admiration, certainly, and even jubilation, but 
also some disquiet. Which path is the tangential one anyway, after 
all? Perhaps it is the rest of us who are walking into a bog.

I felt something of this kind of euphoria and doubt the first time 
I encountered some paintings by Apostolos Georgiou, quite by 
accident, in Paris in 2005. Here suddenly was someone painting 
with true authority – I wrote at the time of a “seemingly effortless 
concision and clarityattained by only a few colleagues” – yet in order 
to articulate a condition of powerlessness, insufficiency, failure. 
Samuel Beckett, it occurred to me – perhaps this was the influence 
of Paris – would have appreciated these paintings: Beckett, the 
personae of whose theater are as rigorous in approaching their ruin 
as Racinian heroines and as jauntily nonchalant in the face of it as 
Shakespearian clowns. 

Not that Georgiou’s would quite be the art Beckett dreamed of, 
and which he imagined he had found in the work of Bram van 
Velde, “an art,” as he told Georges Duthuit, “unresentful of its 
insuperable indigence and too proud for the farce of giving and 
receiving.” No, that art never existed, certainly not in van Velde, 
and besides, Georgiou’s art is more resentful than most and more 

farcical too. As was Beckett’s own. The great Irish writer never really 
managed to exit what he would have liked to have dismissed as 
merely a “predicament” – at least not until his death – and neither 
has Georgiou, who in any case recognizes in his predicament as a 
man and as an artist the matter that is fuel for his existence and 
his art. He paints his predicament – or should I say painting is his 
predicament? In English we have an expression, “to paint yourself 
into a corner,” meaning, essentially, to create your own predicament. 
Georgiou paints the corner he’s painted himself into. To do so, of 
course, he must imagine himself stuck in his corner, his predicament 
– see it from the outside. And at the same time he must imagine 
himself viewing himself (as if viewing someone else) from outside 
the predicament. The situation is theatrical – farcical, as I’ve said – 
and the artist is both the actor and the audience at once. 

I can’t help remembering a line from a poem by Walt Whitman: 
“That I could look with a separate look on my own crucifixion and 
bloody crowning.” If only, that is, I could transcend my predicament 
to become the detached spectator to it. Even knowing that after all 
I brought my predicament upon myself, couldn’t I see it, even was 
it the greatest torment of all, as merely a farce? Another fine mess 
I’ve got myself into... (I’m afraid I have expressed this too crudely, as 
if suffering were somehow unreal, which it’s not, but please, reader, 
imagine to yourself that I said this as delicately as I should have, as 
delicately as Georgiou paints it even as he paints it farcically.) 

It might sound as if I am implicitly taking issue with Georgiou’s 
deepest interpreter – of course I mean Denys Zacharopoulos – 
who has taken good care to remind us, “The story is that of the 
painting and not of the artist.” Not at all, I don’t mean to do so, even 
though I also have no interest in recounting (which could only mean 
inventing) the stories suggested by Georgiou’s paintings. 

What’s important is that the relation between painting and artist 
is allegorical. That is, the only way to talk about the painting is to 
talk about what it is not, namely the artist. And the only way to talk 
about the artist is to talk about what he is not, namely the painting. 

A SEPARATE LOOK
in Apóstolos Georgíou. 
Painting, EMST, 2011

by Barry Schwabsky
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That admonition from Zacharopoulos echoes, though not exactly, 
the famous words of D.H. Lawrence: “Never trust the artist. Trust 
the tale.” As Lawrence himself was an artist and was speaking as an 
artist, we are left with the famous paradox of the Cretan Liar – but 
still: Georgiou once told me, “I wish I could be an abstract painter, a 
Pollock.” Is it true? Or was that just another example of the ordinary 
deceptiveness of artists? Both, of course. It is well known that artists 
lie in order to tell the truth but less often considered that they tell 
the truth in order to lie. Georgiou already is an abstract painter; that 
is, his paintings are predominantly produced by means of pictorial 
acts that have no particular representational function. And as with 
every good abstract painter, his paintings are all untitled. But he 
is an abstract painter whose paintings are not abstract – whose 
paintings, you might say, tell stories. Or perhaps it would be better 
to say, his paintings illustrate stories, only they are stories that no 
one knows. 

What we glean from these paintings is the sense of a story, its mood, 
I am almost tempted to say its aroma. It exists in an atmosphere 
pervaded by irony: the irony of existence, the irony of relationship, 
the irony of any attempt to do something (and this “doing,” in the 
paintings, must always be a metaphor for the doing with which 
Georgiou himself is most concerned, namely painting). Doing, 
loving, being all somehow turn out otherwise than one thought, 
and this “otherwise” is the story and also the peculiar absence of 
story. Still there is that sense or scent of a story, and that is what 
Georgiou is unwilling to give up. Georgiou saying he’d like to be an 
abstract painter is like me saying I’d like to be rich – he’s no more 
willing to give up his (absent) stories in order to be an abstractionist 
that I am to undertake real remunerative work instead of writing 
art criticism. He suspects that without the tale there would be only 
the untrustworthy artist left. As an abstractionist, he told me, “I’d 
probably play the genius. I’d be too serious. The figures give the 
work an equilibrium because they allow me to play the clown also.” 
Saint Apostolos, magician and clown. Closer in spirit to Buster 
Keaton than to Charlie Chaplin. “Georgiou’s palette is somber and 
his themes solemn,” as the critic Catherine Cafopoulos once wrote. 

He knows how to keep a straight face. Which means I’m out on 
a limb in claiming that his paintings are comic rather than tragic. 
But notice how all subjective pathos is drained from the image; if 
want to see any there you’ll have to supply your own. There are 
people in the paintings, yes, always, which means we are always 
tempted to identify with them, but they make no contact with 
our world. They are sealed off in their own world, a geometrical 
and artificial realm whose severe limits are the four sides of the 
rectangular canvas and its imaginary black plane. And isn’t it funny 
that the imaginary boundary is just as impregnable as the real ones? 
As in Buñuel’s great film El ángel exterminador, in which a group of 
people at a dinner party are inexplicably trapped in the music room 
to which they have retired for their postprandial entertainment, 
Georgiou’s characters inhabit a realm where the idea of “outside” 
has no meaning. Throughout the history of art, figures in paintings 
have exchanged significant glances with the viewers who gaze 
at them from outside; but Georgiou’s never look out at us, never 
engage in any exchange with the world beyond the canvas. For 
that matter their eyes are often absent, or else reduced to a line or 
dot, incommunicado. They know nothing of us, their audience. We 
observe them, and we imagine therefore that we know something 
of them, but do we really? Only enough to know that they remain 
utterly mysterious. Like ourselves, but in a way we’ve never seen 
before.
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b. 1952 in Thessaloniki, Greece. 
Lives and works in Athenes and Skópelos.

Apostolos Georgiou is first and foremost part of the painting tradition. 
His paintings, often large-scale, depict men and women sketched with 
broad brushstrokes. These human figures break down the pictorial 
surface and the opposition between abstraction and figuration. 

Georgiou's  geometrical compositions organize the picture plane 
with architectural rigour and design. The installed stage set describe 
spaces of the soul, which are part of imaginings stemming from our 
relationship with the Other as well as with our own self. These are 
spaces of abstraction and color games. 

Georgiou sees painting through observation. He observes the world, 
reality and people. In this way, he captures what comes to us, either 
deliberately or accidentally, what is addressed to us, either directly or 
fortuitously. Seen collectively, his work is about human relationships, 
about situations left unspoken for years, about seconds that can 
change one's life.

Apostolos Georgiou's work have been exhibited at Documenta 14 
(Athens and Cassel); 10th Gwangju Biennale; Passerelle, Centre 
d'Art Contemporain, Brest; Frank F. Yang Art & Education Foundation, 
Shenzhen; Macedonian Museum of Contemporary Art, Thessaloniki; 
EMST, National Museum of Contemporary Art Athens; Nouveau 
Musée National de Monaco; Centre Pompidou, Paris; Gagosian 
Gallery, Athens; Centre Régional d'Art Contemporain du Languedoc 
Roussillon, Sète; 4th Thessalonic Biennale; DESTE Foundation, 
Athens.

His work is part of prestigious collections as Centre Georges 
Pompidou, (Paris); Fondation Louis Vuitton (Paris); Fondation Prat 
(Paris); Kadist Art Foundation, (Paris); EMST, National Museum of 
Contemporary Art, (Athens); National Gallery of Victoria, (Melbourne); 
Nouveau Musée National, (Monaco); Frank F. Yang, Art and Education 
Foundation, (Shenzhen); European Investment Bank, (Luxembourg); 
Tia Collection, (Santa Fe); AMMA Fundacion, (Mexico).

Né en 1952 à Thessalonique, en Grèce. 
Vit et travaille à Athènes et Skópelos.

Apostolos Georgiou s'inscrit avant tout dans la tradition de la peinture. 
Ses tableaux, souvent de grande taille, représentent des hommes 
et des femmes esquissés à grands coups de pinceau. Ces figures 
humaines brisent la surface picturale et l'opposition entre abstraction 
et figuration. 

Les compositions géométriques de Georgiou organisent le plan 
de l'image avec une rigueur et une conception architecturales. Le 
dispositif scénique installé décrit des espaces de l'âme, qui font partie 
de l'imaginaire issu de notre relation à l'autre et à nous-mêmes. Ce sont 
des espaces d'abstraction et de jeux de couleurs. 

Georgiou envisage la peinture par l'observation. Il observe le monde, 
la réalité et les gens. Il capte ainsi ce qui vient à nous, délibérément ou 
accidentellement, ce qui nous est adressé, directement ou fortuitement. 
Considéré collectivement, son travail porte sur les relations humaines, 
sur les situations qui restent inexprimées pendant des années, sur les 
secondes qui peuvent changer la vie d'une personne.

Les œuvres d'Apostolos Georgiou ont été exposées à la Documenta 
14 (Athènes et Cassel), à la 10e Biennale de Gwangju, à Passerelle, au 
Centre d'art contemporain de Brest, à la Frank F. Yang Art & Education 
Foundation, Shenzhen ; Macedonian Museum of Contemporary Art, 
Thessaloniki ; EMST, National Museum of Contemporary Art Athens 
; Nouveau Musée National de Monaco ; Centre Pompidou, Paris ; 
Gagosian Gallery, Athènes ; Centre Régional d'Art Contemporain 
du Languedoc Roussillon, Sète ; 4th Thessalonic Biennale ; DESTE 
Foundation, Athens.

Ses œuvres font partie de collections prestigieuses telles que le 
Centre Georges Pompidou (Paris), la Fondation Louis Vuitton (Paris), 
la Fondation Prat (Paris), la Kadist Art Foundation (Paris), l'EMST, le 
Musée national d'art contemporain (Athènes), la National Gallery of 
Victoria (Melbourne), le Nouveau Musée national (Monaco), Frank F. 
Yang, Art and Education Foundation, (Shenzhen) ; Banque européenne 
d'investissement, (Luxembourg) ; Tia Collection, (Santa Fe) ; AMMA 
Fundacion, (Mexique).
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