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ABSTRACT 

During the period of Modernity1  and especially in the 1960s, in Greece, the architectural “production” 

of buildings, particularly in the hotel setting, offered a plethora of successfully completed settlements in 

every aspect. A series of hotel facilities designed from 1955 to 1965, on public or private supervision and 

funding, including a number of Xenia Hotels2 (public investment program) and Amalia Hotels3 (private 

                                                           

1I write “modern” with a capital “M” meaning that it belongs to the Modern Movement, and not just that 

it is “modern”, Parmenides G., 1984. The seat in the 1920s, Athens: Paratiritis ed., p 12. 
2  Under the Xenia project, since 1950, 53 hotel complexes, motels and tourist pavilions have been 

designed and implemented by the Technical Services of GNTO, scattered in archaeological sites, islands and 

mainland of Greece. The Xenia project was completed in 1974 and officially terminated in 1983. However, since 

1970, reaching its climax in 1980, many of these hotel facilities declined, left abandoned and been deserted. 

3 The hotel group «Amalia» is one of the oldest hotel chains in Greece and includes six luxury hotel 

establishments in different areas, implemented on different dates in over 35 years. 
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investment) are typical examples. In these projects, not only did the architects who developed them 

emphasize the design itself of the building-shells, as morphological and functional entireties, but they 

also move forward to the design of the interior spaces and their individual components, approaching 

each building as a whole. In this way, they were not only involved in the architectural design of the shell; 

they designed equally both interior spaces and each element contained in the building-shell, such as 

special structures (partitions, fireplaces), lighting, and even the decorative elements including works of 

art selection (paintings, sculptures), but mostly they placed emphasis on their furniture design of both 

communal areas (reception, living rooms) and private spaces (room space). 

Architects such as Aris Konstantinidis, Jason Triantafillidis, Nikos Valsamakis and many others, 

developing hotel complexes, also designed, as a continuation of their architectural study, the furnishings 

of both interior and exterior areas in a holistic approach4. This designing approach did not only 

encompass the functional organization of spaces but it also proposed materials-textures-constructions-

colors, so that the qualitative characteristics of these works were in harmony with Modernity and its 

principles, which the building itself contained. These buildings had a voice through their construction 

details, overall designs and architectural structure5. 

The designing quality of the furniture is a reference point for designers as far as design, materials and 

technology of the time, are concerned. The use of metals, with the example of the standardized cross-

sections, brings the concept of the standardization technology and the construction economy, the use of 

wood and its processing in ways of connection that generate results, and an aesthetic similar to that of 

the architecture they represent. It is a design that is entirely consistent with the aesthetics and 

principles of Modernity, where the furnishing is its "Micro-Architecture" approach in micro-scale, as if 

the designer is re-creating the building itself through the furniture design and its construction details 

and re-formulates the aesthetic principles he has used with clarity and completeness. 

This paper focuses on the exploration of the functional and morphological principles that have been 

used in hotel equipment’s design during the period of Modernity in Greece. Also the interaction 

developed between projects of public and private investments and their relationship as well as the basic 

principles of functionality and form of the architectural works, is investigated during this period. As a 

methodological tool, case studies and archival material will be used: the Xenia hotels of Mykonos (1960) 

and Poros (1964), projects of the architect Aris Konstantinidis, the Xenia Hotel of Nafplion (1958), a work 

of Jason Triantafyllidis, as well as the Amalia hotels of Athens (1958) and Delphi (1963) works of the 

architect Nikos Valsamakis. 

                                                           

4 Georgiadou Ζ ., Frangou D., Marnellos D., 2015. Xenia Hotels in Greece: A Holistic Approach to Modern 

Cultural Heritage, Journal of Civil Engineering and Architecture, Volume 9, Number 2, February 2015 (Serial 

Number 87) , pp.130-140.  
5 Pepe A., 2015. Two Buildings of Modern Architecture “Persecuted”, “Architects” Magazine (Association of 

University Graduate Architects, SADAS), March/April 2004, pp. 28-29. 
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The case of furniture design of the hotel spaces passes through the architectural design of the building 

and is inextricably linked with the style, rhythm, quality of space and architecture, in general. 

Keywords: Modernism, Furniture Design, Interior Design, Xenia Hotels, Amalia Hotels 

INTRODUCTION 

In the early 1960s the tourist "stream" was beginning to flood the Greek country with tourists from all 

places of the earth6. At the same time, architects like Jason Triantafillidis and Aris Konstantinidis, 

who is in his greatest prime but also younger ones, such as Nikos Valsamakis, who represents a  

powerful vanguard architecture, create important works. Konstantinidis, as the head of the technical 

bureau of Greek Tourism Organization accomplishes a series of hotel facilities in Greece (Xenia), does 

not deviate from the modern movement, but at the same time he exceeds it, introducing  locality and 

uniqueness without scenographic lapses. Valsamakis is oriented to the summarization of the modern 

movement teachings in an idealized, perfect formalistic version that rejects the local provincialism and 

gives the most advanced response to the modernizing vision7. 

In the late 1950s and early 1960s, buildings of the aforementioned architects concerning hotel 

complexes, are recorded as "milestones" in the history of Greek architecture. But this record does not 

introduce the parameter of holistic designing as one of the criteria which, in our point of view makes 

furniture a part of an inseparable unity of the designing whole. What is supported is that the result of 

this approach was to design and produce new forms of furniture, or the selection of furniture and 

equipment, which follow as a continuation the architectural setting of the hotel complex and the 

aesthetic choices of the architecture they express. The basic principles followed in the general 

architectural setting, with regard to the simple form, natural materials, color and textures, as well as the 

standardization of furniture and equipment, are also key components in the interior design of the Xenia 

hotel complexes.  

 Triantafyllidis in his presentation of his project, Xenia of Nafplion (1961)8, refers to the furniture 

he has designed and to fabrics, lighting and artwork; he takes care of all these and also charges his 

contemporary artists with their care. Konstantinidis, in his paper9 about the first Xenia hotel that he 

studied and built, that of Andros (1958), mentions inter alia that he had also designed all the furniture 

(beds, chairs, armchairs, tables, light fixtures) and chosen whatever is needed for the hotel to operate 

(dishes, glasses, cutlery); he had ornamented (not "decorate") even the bedrooms with his own photos 

of the stone walls of the island, even for placing sculptures in the reception areas. 

                                                           

6 Konstantinidis A., 1992. Experiences and Events - An Autobiographical Narrative. Athens: Estia, vol. 1,  

   pp.138-139. 
7 Yiakoumakatos A., 2003. History of the Greek Architecture: 20th Century, Athens: Nephele, p. 87. 
8 Triantafyllidis J.,1961.  Xenia Hotel in Nafplion. Journal ‘Architektoniki’, Sep-Oct 1961, issue 29, pp. 23-

34. 
9 Konstantinidis A., ibid, p. 270. 
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 N. Valsamakis had taken care of the interiors using dividing banners and furniture10 in  both 

Amalia hotel of Athens (1957) and Amalia hotel of Delphi (1963), where he had given special care to the 

decoration and furnishing that have been studied so as to complement the architecture of the whole11, 

as he himself believes that “beyond the painting of the facades, a building is completed by the way it is 

constructed and the arrangement of the interior space”12. 

 All these reveal the strong relationship developed by architects through their entire work, both 

of the building and the interior and especially of the furnishing.  

 

 FUNCTIONAL AND MORPOLOGICAL PRINCIPLES OF “XENIA” AND “AMALIA” HOTELS 

A. Konstantinidis building studies and constructions had an exclusive relation with the special functions, 

the integration of the idea, materials and utility into a whole, something which was his primary concern.  

  

 

Figures 1,2: left-Standardization in hotels Xenia, wings for rooms,  right- Xenia of Mykonos. Architect  A. 

Konstantinidis, source: Konstantinidis A, 1981. Projects + buildings, A. Konstantinidis, Athens: Agra Ed. 

and A. Konstantinidis, p.218. 

 

 In order to understand the case of the designing we will have to look at the design principles that 

govern the construction logic of these buildings. In the study of 'Xenia' hotels the aim was the 

standardization, for economic and technical reasons, such as quick execution but also as a mass product 

production. In an effort to keep the cost low, a rational construction system was applied almost to all 

                                                           

10 Fessa-Emmanuel E., 1983. Hotels and Office Buildings by Nikos Valsamakis. Athens: NTUA, p. 4. 
11 Valsamaki M. - Trantali O., 2007. Nikos Valsamakis Architect. Athens: Benaki Museum, p. 64. 
12  Zygos, 1962, issue 76,  p. 44. 
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Xenias consisting of reinforced concrete frame (the construction carrying: pillars/columns - beams - slabs) 

and brick walls, stone or glazings that fill the gaps between the columns of the frame (the structure 

carried). The frame that is carrying is noticeable almost always and everywhere and stands out from the 

elements that dress the construction. The columns of the frame are arranged in a rectangular grid (4x4 or 

4x6) (figure 1,2) and upon it all spaces (public spaces, rooms) are composed, sometimes smaller and 

sometimes bigger using multiples of this grid. The furnishing of these spaces is generally in alignment with 

this logic, i.e. it complies with this grid (using its aliquots) and is "moulded" within the spaces with the 

adequate fluctuation of their dimensions and the needs they serve. 

In this way standardization has been produced in both buildings and the furnishings, so as to apply to all 

cases. (Figures 3, 4). As Konstantinidis (1992) characteristically mentions: "Standardization in 

construction. Savings in material and in construction time. In the construction, the elements that carry, 

are distinguished from the elements that separate. The form comes out of the sincerity of the 

construction. In short, one should give as much as possible" 13. 

 

 

 

 

 

Figures 3,4: Model bedroom in Xenia hotels, architect: A. Konstantinidis, source: Konstantinidis A 

1981,ibid, p.219. 

 

                                                           

13 Konstantinidis A., 1992. The Architecture of the Architecture, Diary Notes. Athens: Agra ed., pp. 81-82. 
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 Field of pursuit and exploration (if not of experimentation as well) are also the "new" industrial 

materials in terms of the way they shall be used "... and whatever would once be achievable only by a 

wooden structure will now be achievable with materials such as aluminium and slabs of  ply wood, as 

well as slabs of other materials produced by the newest technology" 14. In this spirit, A. Konstantinidis 

summarizes on what architecture should be “ clean, not impressive and domineering, embracing the 

human being and serve it in all its functional and spiritual needs; it is beautiful when it dominates the 

materials, it uses without adulterating their features and without distorting them with decorative 

depositions; we are not to play with it with aesthetic pursuits; it does not speak of monuments, neither it 

performs or designs for the stage”15. Thus we understand that every architectural act externalizes 

internal disciplines16, which in combination with the fact that in the construction one has to find the 

appropriate and limited materials for each occasion, which must show their characteristics, whether 

natural or artificial; this act thus emerges balanced, self-evident and unpretentious. 

 In a "new" or "Modern" building, as well as its furnitures, one must not just read the volume’s 

morphology concerns and pursuits of cubism or expressionism; the building must acquire its substance 

through its legibly constructing structure and the form should not be depend on covering, coating or 

upholstery-fabric (if we refer to a piece of furniture) that covers indiscriminately everything17. 

 Just as the overall picture is dealt with, so is the partial picture treated - big ones and small ones 

alike; they all form a unity and form also all together the same synthesis. “The aim is that the finest 

detail and the grand total to result from the same origins (spirit, feeling, mood) so as to lead to a simple 

perfection. And that all the constructing components coexist, so when one is missing the others will be 

lost 18. Thus the entire architectural work together with the furniture should have some common 

features, characteristics that lead to the desideratum which is the standardization. 

The new hotels of Greek Tourism Organization are thus not only units of operating service but also cores 

of functional pleasure19. 

With the basic principles of unity, synthesis, sincerity of manufacturing, simplicity and functionality, the 

design options in the interior and mainly in the selection and design of Xenia hotels furnishing have been 

sought.  

“Addressing "decoration", not as an overlay or fragmentary perception, but as an integral element of 

the architectural composition and in accordance with the principles of the modern movement. 

Standardization of equipment is accomplished through the philosophy of the modern movement in 

most of the hotel units, the clear position of accommodating the needs, the combined use of modern 

                                                           

14 Ibid, p. 88.  
15 Ibid, p. 173. 
16 Ibid, p. 262. 
17 Konstantinidis A., 1992. Contemporary True Architecture, Athens: Aris Konstantinidis, p. 24. 
18 Konstantinidis A., The Architecture of the Architecture, ibid, p. 333. 
19 Konstantinidis A., Experiences and Events, ibid, p. 259. 
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and traditional materials (usually metal and wood) and the aesthetics of the industrial model that 

dominates, whether this be common (for example Nordic school furniture) or recognizable aesthetically 

by the uniqueness of its design (for example, Barcelona armchair - L. Mies Van der Rohe 1929, LC2, 3, 

the grand comfort armchair- Le Corbusier, etc), principles and forms which A. Konstantinidis embraces in 

a series of  furniture he designs  for Xenia hotels. And this is not only a position of A. Konstantinidis, but 

also of other Xenia architects, like J. Triantafillidis etc. Generally, the forms of furniture are geometrical 

and the natural wood is combined with leather and fabric, which it contributes color-wise to highlighting 

the geometrical volume. The special structures designed for the public spaces are completely integrated 

in it (such as bar, reception, shelves, cabinets etc.). The presence of purely decorative elements in the 

furniture is generally missing, but wherever it can be found it is so percentage-limited that it thereby 

participates in the simplicity of the space”20. 

The «tradition of the modernity»21 is the cornerstone in N. Valsamakis architecture, and by extension in 

the Amalia hotels he  designed, especially his first one Amalia in Athens. As mentioned by Valsamaki and 

Trantali (2007)22  he adopts certain points-principles in his work, such as not changing style and 

vocabulary without a reason, the indication that architecture is an abstract composition of lines and 

volumes, the perfection in the finishing of the designed construction, the luxury of materials and the 

«classical» design in furnishing. Dimitris Filippidis (1984) characterizes hotel Amalia of Athens, as an 

alternative project to Konstantinidis’ Xenias, incredibly modern for its time. He carries on with the 

observation: “The Athens Amalia is a minimal and balanced building clad externally with white marble 

and with sliding aluminum doors and windows .... Particular attention has been given again to the public 

areas on the ground floor with wood covering ceilings without any visible beams and lighting holes from 

the open area, neat details in the mezzanine stairwell and continuous glazing behind the protection of 

the perimeter columns. Valsamakis, innovative as he might have been, was not provocative. This helped 

to ensure that complaints about his buildings will not be heard, which allowed him to proceed even 

further to the release of Greek architecture from the “Greek surfaces” in order to approach more 

courageously Mies (VanDeRohe) and Neutra’s typology»23. 

Amalia of Delfoi (1963) is situated nearby the village, on a slope with the sea view.  The same design 

principles- use of grid, wing-system, simple forms, integration of the building in the ground curves, use 

of model- room, standardization in both buildings and furnishings, are used. The minimal aesthetic 

choices for the constructive materials (concrete structure, stone walls and floors, plastered white walls) 

are combined with strong international styled details, as the hanged fire place in the middle of the open 

living- room. The design of the furnishing pieces and dividing surfaces, and also the use of art works –as 

the ceramic tiles on the bedrooms’ walls, created by John Moralis and Helen Vernardaki characterize by 

                                                           

20 Georgiadou Ζ ., Frangou D., Marnellos D., 2015. Xenia Hotels in Greece: A Holistic Approach to Modern 

Cultural Heritage, Journal of Civil Engineering and Architecture, vol. 9, no. 2, Feb 2015 (Serial Number 

87). 
21 Gombrich E.H., 1979. The Story of Art, Oxford: Phaedon Press. 
22 Valsamaki M. - Trantali O., 2007, ibid, p.14. 
23 Filippides, D., 1984. New Hellenic Architecture, Athens: Melissa pp 292-294. 
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the finest details, the contribution to the whole, coming out from the same origins, the same spirit, 

producing a simple perfection.  

 

DESIGN CHARACTERISTICS OF FURNITURE – CASE STUDies 

Xenia of Mykonos (1960) designed by Konstantinidis, is located just outside Chora (the capital) 

overlooking the sea and the island, consisting of one and two floors seven buildings freely arranged of 

its parts, achieving in this way a unity with the surrounding nature, due to its particular location. The 

typology followed is distinguished by its realism and naturally-defined character. 

 In this Xenia hotel, concrete without  plaster was  used at first in order to connect the traditional 

local stone walls and the modern concrete frames. It was a main option to give prominence to the local 

granite stone, leaving aside the lime that dominated the houses on the island and had been imposed by 

the Metaxas dictatorship for hygienic purposes. (Figure 5) 

 In the 1960s Mykonos, thanks to Xenia hotel, enters dynamically in the world map of tourist 

destinations and bases its economy on this sector. It has been renamed "Mykonos Theoxenia" and 

renovated by modifying the total of the inner furnishing design turning it to a boutique-hotel and 

maintaining the original form of the shell. It has come to the hands of private investors and is a member 

of the Louis group and the Design Hotels of the World. (Figure 6) 

 

Figure 5,6: Xenia of Mykonos, architect  A. Konstantinidis. left-General view (1960) , source: Konstantinidis 

A (1981), Projects + buildings, A. Konstantinidis, Athens: Agra Ed. and A. Konstantinidis, pp.218.Right- 

Inside, current situation, source: hotel’s site. 

 

Xenia of Poros is located  on a small peninsula called Neorio facing the city of Poros and its hill, in an 

area surrounded by pine trees that end into the sea.  

It was designed in 1964 by Konstantinidis.The buildings have a south-east orientation, with capacity of 

80 beds, and are developed in four wings of bedrooms, which are connected through the public spaces 
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and the reception hall. The natural ground curves lead to high gradation and integrate a building height 

from two to four levels. In the functional and morphological structure of the compound, with the use of 

grid, the enclosed and covered open spaces follow the built enclosed spaces. Thus two external 

balconies are created: one internal stone-built and a roof, covered occasionally with cane sun screens 

with a full view to the sea, are placed. This resort was the first to be assigned to the first private investor 

in 1981, and was renamed Poros Hotel. Today is under new management and is called Poros Image 

Hotel 24. (Figures 7,8) 

 

 

Fig. 7,8: Left-Xenia of Poros, source Konstantinidis (1992), Right-Poros Image Hotel, source hotel’s site 

 

 Xenia of Nafplion, built in 1958, is situated on the old fort – Acronafplia, in a parallel position 

standing out from it, overlooking the bay of Nafplion and the sea. The architect is J. Triantaphyllidis and 

the total capacity of the hotel is 58 rooms, out of which 40 are doubles and 18 singles. The building 

structure is developed in a single three floors volume. On the ground floor the public spaces are 

situated, in a direct succession of the closed and open spaces, which cover certain functional needs such 

as an outdoor restaurant with an open view. (Figures 9,10) 

                                                           

24 Georgiadou Z., Frangou D., Marnellos D., 2014. Xenia Hotels in Greece: Rejection or Re-use? A Holistic 

Approach, in the proceedings of the 4th International Conference on Tourism and Hospitality Management, June 

19-21 2014, Athens, Greece, ed. D. Laloumis, publ. by Activities for the Development of Tourism and Tourism 

Education and Tourism Research Institute, p 24.  
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Figure 9,10: Xenia of  Nafplio (1958), architect: J. Triantafyllidis,  source Benaki Museum Photographic 

Archives, Photographer: D. Charisiadis. 

Today it has come to the hands of private investors, remaining closed25 and abandoned, almost ruined. 

(Figures 11, 12) 

                                                           

25 Ibid, p. 32 “The three hotels which consist of the Xenia of Nafplio were leased to private investors in 2000 for a 

period of 30 years. As it is reported by members of the Parliament, the leaseholder company functions and cashes in on the 

two of the three hotels, as the third one (designed by Triantafyllidis) remains closed, ten years after the execution of the 

agreement. The refurbishment of this hotel hasn’t taken place although this procedure was included as a term of the agreement. 

Additionally, although Acronafplia region is part of an archaeological area, which restricts new constructions, the hotel 

company has already built a new resort besides Nafplia Palace” Newspaper Avgi, by H. Miliou, 15/08/2010.   
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Figures 11, 12: Xenia of Nafplio. Today's situation, source: https:// 

nafplio.wordpress.com/2009/03/12/ξενία-1958-2009/, accessed 14/05/2015. 

 In all three above cases of Xenia hotels, the architects studied all spaces to the last detail. 

However, in Xenia hotels designed by Konstantinidis, there is a specific typology and standardization in 

general of the constructions, which are designed at the same time with the building, and particularly of 

the furniture. The idea of their design and manufacture follows the setting of the building shell itself in 

the logic of the grid and the frame as well as the other components are carried through it. (Figures 3,4) 

 A certain aspect that characterizes it, is the model standarized room (Xenia of Kalambaka, 

Paliouri, Poros, Olympia) which follows the 4x6 m. grid and carries along in this constructive concept, all 

the sub-spaces organized in it, as well as all the furniture pieces in them. The furniture that composes 

the typical double room is: the bed (two single beds) with their bedside table, the specially designed 

complete system containing the closet, the luggage  table and the desk-dressing table (within the system 

of carrier and carried), a seat-stool, as well as a low height side table and an armchair. (Figure 3) 

 The manufacturing  procedure is mainly in accordance with the ideas of industrialization 

through standardization,  of the first (mainly) and  the second generation of Modern designers, in order 

to perceive carrier/carried system at first, and secondly to obtain a clear structure in which all the 

elements cooperate in supporting the construction by receiving the forces26. 

 The system containing the closet, the luggage space and the desk-dressing table is structured  

within the core idea of the carrier/carried. Carrier is the construction of the frame, essentially four 

vertical braces (cross section of type 'L') from the floor to the ceiling, at key points and accordingly of 

horizontal ones in positions where a certain connecting surface is required. As carried function  all the 

flat surfaces, made either from particle board, covered with formica and strips of wood in the finishing 

or solid wood (strips of oak wood) for the surface of the luggage  table. The section of the wardrobe is 

complemented with a sliding protection-hiding curtain of hanging clothes and a cist closet. The image of 

                                                           

26  Parmenides G. & Charalambidou-Divani S., 1989, The Form of the Designed Object: the Problem of 

Description, Athens: Paratiritis, p. 126. 



  

 
36 

this construction points to the image of the building itself within the idea of the supporting frame and in 

the logic of the building’s levels as it was analyzed above. Apart from this fixed structure, a non-fixed 

system of desk-dressing table and luggage table is designed. The manufacture idea remains the same, 

with the carrying structure of the frame (cross section of type 'L') dominating as an uninterrupted 

construction on two levels, and with the same manufacture details. This frame carries at its higher level 

a construction in the form of an open box, without drawers, made of particle board, covered with 

formica and wooden strips in the finishing.  

At the lowest level it carries oak strips with gaps between them for placing the luggage. (Figure 13). In 

Xenia of Poros it is used, only with its highest level, as a piece of furniture for the organization of spaces,  

for placing the lamp fixtures etc. (Figure 14) 

 

Figures 13, 14: Left- Furniture designed by A. Konstantinidis, source: Konstantinidis A., 1981, ibid. p. 

232. Right-Hotel Xenia of Poros - architect A. Konstantinidis (1964), source: journal “Arhitektoniki”, 

Sept.-Oct. 1964; yr. Η - is. 47 , p.16-31. 

The bedroom table, as well as other side- tables, are also made of the same metal frame within the 

same idea of structure, providing a continuity in its shape, as the final surface placed on top is glass-

transparent. (Figure 15)  
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Figure 15: Side and coffee-table at  Xenia hotels, designed by A. Konstantinidis, source: Konstantinidis A., 

1981, ibid. p. 230. 

The hall table, as characteristically referred to, in the manufacturing designs, complies with the same 

design idea (painted metal frame) with a glass surface, but given the specific length, the construction 

has no longer the form of a framework, focused on length-continuity. This option provides a 

"transparent" piece of furniture constituting an element that does not impose itself in space. (Figure 16) 

 

Figure16: Hall table, source: Konstantinidis A., 1981, ibid. p. 229. 

 The bed is also made of painted metal frame, solid cross section of type 'L' (carrier) with the 

necessary finishing in its legs for joints, using reinforcing blades. It is a rigid framework upon which the 

metal construction (spring support/ bedstead) of placing the mattress is suspended. The entire system 
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takes its final form by placing the composite wood surfaces (carried), with the solid wood finishing all 

around, for boxing the mattress at the bottom, and the headboard to hold the cushion. (Figure 17) 

 Exactly the same manufacturing idea we can notice also, concerning the seat-stool as a miniature of the 

bed. (Figure 18) 

 

Figures 17, 18: Designs of furniture pieces at Xenia hotels by A. Konstantinidis. Left- Bed. Right- Seat- 

stool, source: Konstantinidis A., 1981, ibid. pp.228-229. 

 With regard to the design of the seats placed in the public spaces, at least three different types 

of seats are distinguished, with morphological characteristics that comply with the game between the 

carrier/carried idea. A typical example is the seat "Grand Comfort" (Le Corbousier, P. Jeanneret, Ch. 

Perriand, 1928) which is redesigned and used extensively in the Xenia hotels. It consists of a shaped 

metal frame of circular cross section, painted white or black as opposed to the shiny stainless finishing 

of the original, for holding-boxing of the cushions and cross section of type 'L' in a frame also painted, 

which serves as a suspension basis of the bedstead and by extension of the seat. The armchair is 

completed with the construction of five pillows (three peripheral and two of varying thickness at the 

bottom) made of foamy material dressed in fabric or leather, in a black with white frame or white with 

black frame, intending to highlight further the clear manufacturing structure. (Figures 19,20) 
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Figures 19,20: Furniture, Xenia hotels. Left- Armchair designed for Xenia Hotels by A. Konstantinidis. 

Source: Konstantinidis A., 1981, ibid, p. 231. Right- Xenia of Samos, architect K. Stamatis, source Benaki 

Museum Photographic Archives, Photographer: D. Charisiadis. 

 

 The choice of the specific seat is made, on the one hand, due to the comfort it provides and the 

convenience of manufacturing (in the manner it is redesigned) and, one the other hand, because it 

reintroduces the nature of the material, manipulated through the industrial processing, expressing the 

possibility of manipulating the matter through the awareness of the new technologies27. At the entrance 

of Xenia of Poros, along with a sculpture by G. Zongolopoulos28, the image produced is a typical one, 

that promotes Modernism and demonstrates the  connection of the building form with its furniture and 

the relationship the architect has developed with his design work as a whole. (Figure 21) 

 

                                                           

27 Parmenides G. & Charalambidou-Divani S.,1989, ibid, p. 122. 

28 "... When, that is, I had managed to include paintings and sculptures into the hotel buildings, so the 

qualitative inclusiveness of our architectural work is more convincing ..." Konstantinidis A., 1992, ibid, p. 294. 
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Figures 21,22: Left- Hotel Xenia of Poros, architect: A. Konstantinidis, source journal “Arhitektoniki”, 

Sept.-Oct. 1964; ibid. Right-Chair Design for Xenia Hotels by Konstantinidis, source: Konstantinidis A., 

1981, ibid.,p. 231. 
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From Konstantinidis' 29 manufacturing seat designs (figure 22) again we can understand the core idea 

behind the selection and Xenia furniture’s design. This seat was a design evolution as it was a redesign 

of the English colonial chair, in mid-19th century. “It was manufactured to be used by the British officers 

in India. It is lightweight, foldable, easy to carry, stable on uneven ground without the risk of breaking 

and reasonably comfortable. Its parts are joined without glue, but the whole structure stands on, by 

receiving the forces with a combination of leather strips and thin pieces of wood. It is a typical example 

in terms of its formal simplicity and independence from decorative elements, resulting from the 

designer's limited interest in solving the specific operational and technical problem”30. 

 This is K. Klint's 31 "safari" armchair (1933) where the analytical and pure manufacturing process 

contributes to promote functionality32. (Figure 23)                                             

 The above analysis determines the choice of the particular seat to meet the needs of both public and 

private spaces in Xenia hotels. (Figure 24)   

 

 

 

 

 

 

Figures 23, 24: Left- Armchair “Safari” design by Klint K. Source: Iliopoulos V., 2004. Another way to art, 

Athens: Ellin ed., pp 28. Right- Xenia hotel of Mykonos: The main lounge, architect: A. Konstantinidis, 

source: journal “Architektoniki”ibid. pp. 92-99. 

 

 Xenia in Nafplion furnishing differs from the above described typology as it was preceded by its 

design (1958) (figure 25), so the choices are in alignment with the manufacturing principles which rather 

                                                           

29 Konstantinidis A., 1981, ibid p. 231. 

30 Parmenidis G., 1984. The seat in 1920, Athens: Paratiritis, p. 43. 

31 Kaare Klint, Danish architect and furniture designer, known as the father of modern Danish furniture 

design. Style was epitomized by clean, pure lines, use of the best materials of his time and superb craftsmanship 

(1888 - 1954). 

32 Iliopoulos B., 2004. Another way for Art, Athens: Hellin, pp. 27-28. 
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tends to luxury with the selection of wood or its derived products as the dominant material, complying 

mostly with the core idea of the furniture with a frame, i.e. synthesis’ aspects of the first generation of 

Modern designers. In some cases of furniture and structure where all elements work together in 

receiving the forces, such as stools and seats in the bar area, design principles of the second generation 

of modern designers33are used. (Figure 26)  

 

 

Figures 25, 26: Xenia of Nafplio (1958): Hotel’s lobby and Bar, architect: J. Triantafyllidis, source Benaki 

Museum Photographic Archives, Photographer: D. Charisiadis. 

 

In the typology of the furniture in the rooms, we notice only movable furniture, as there are no 

permanent and stable structures and systems. There is no closet as piece of furniture, but there is one at 

the entrance of the room as part of the structured space in a recess, i.e. between the walls, the front 

side is covered by a sliding curtain (figure 27). In this case the movable pieces of furniture are the bed, 

with the separate bedside table at the headboard, the sofa that can be converted into a bed (the 

concept of flexibility enters), the furniture of desk-dressing table, the seat, seat-armchair, the additional 

low height table and the additional seat-stool. Normally the furniture is designed for this particular 

space, so the construction of the bed and the sofa-bed is based on the manufacturing  idea of the frame 

which however in this case is covered because of its use, and the only part that is not covered is the 

bottom around it for its protection. (Figure 28)   

                                                           

33 Parmenides G. & Charalambidou-Divani S., 1989, ibid, p. 126. 
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Figures 27, 28: Xenia of Nafplio (1958), architect: J. Triantafyllidis. Left- Hotel’s room, source: Benaki 

Museum Photographic Archives, Photographer: D. Charisiadis. Right- Sofa plans, source: journal 

“Arhitektoniki” 1961 ; yr E', is. 29, p. 36. 

 However, the manufacturing structure of the sofa-bed furniture is carefully designed to solve 

the finest detail in a combination of traditional (joints of wooden parts) and contemporary techniques 

(base sliding system); the fabric cover possibly is used in order to have an optical balance between this 

dual manufacture. The desk-dressing table is one of the most interesting design samples. It is part of the 

carrier/carried core idea regarding mostly the main part of the furniture (desktop, braces, crosspieces) 

in relation to the secondary part (dresser) carried by the main part. Of particular interest is the design 

process of all the individual details that lead to an interesting whole. (Figure 29) 
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Figure 29: Xenia of Nafplio (1958), architect: J. Triantafyllidis. Desk plans, source: journal 

“Arhitektoniki” , 1961, ibid, p. 37. 

 

This procedure and also the combination of the materials show perseverance in the design and details 

with parameters, such as the utilization of any technology, quality, economy and standardization. The 

desktop where a number of materials is used, is a clear example having an effect that complies with the 

above parameters: the plackage wood, as light material resistant to deformation, covered with plywood 

with a top finishing of formica, due to its durability and aesthetics (variety of colors); additionally 

combination of the above described materials with processed finishes from solid walnut wood, an 

option that gives an extra quality and "luxury" in this furniture that essentially is "connected" to the 

structure. Special attention in terms of the design is also given to the other items of equipment such as 

the construction of the "dressing table mirror" with its detailed design and the alternatives of its 

dressing material (straw, fabric, paper or porcelain tiles with patterns). (Figure 30) 

The same manufacturing structure and typology has been applied to the design of the bar, with regard 

to the counter and showcase, elements designed particularly for this space and are incorporated in it by 

the construction of the building. (Figure 31). 
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  Another piece of furniture with features that are in line with the core idea of the furniture with frame, 

is the stool-"tambour". (Figure 30). It consists of two components: shaped solid metal painted frame of 

circular cross section (carrier) and the cushion made of foam flexible material and plywood (carried) at 

the bottom dressed with fabric. The construction is simple giving special attention to details, such as the 

feet’s bottom with modular finish. 

 

  

 

 

Figures 30, 31: Xenia of Nafplio (1958), architect: J. Triantafyllidis. Left- Plans of stool and mirror. Right- 

Bar plans and details, source: journal “Arhitektoniki”, 1961, ibid , p. 36. 

 

Hotel Amalia in Athens (1958) with a capacity of 93 rooms, lounges, breakfast and conference rooms, 

spread over 11 floors (including the basement),  is located at the centre of the city of Athens, on the 

corner of Amalia and Xenophon streets, near Syntagma square and opposite to the entrance of the 

National Garden. It is a hotel that is built into the city construction system of continuum, represents one 
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of the most “classical” complexes of Greek Modernism34 and is a prominent work of  Nicos Valsamakis. 

Its exterior is in alignment with the architecture prevailing morphology at that time in the centre of 

Athens (clad with white marble) but also is focused on  Modernism. The use of a grid (figure 32) and the 

separation of the different functions are clearly expressed on the facades of the building. The public 

areas are placed on the ground and the first floors (with a base subsidence for creating a passageway) 

and the rooms on the other floors (designed as module rooms). However, in recent years, the interiors 

have been renovated having as a result, apart from the modification of the arrangement and aesthetics 

of the original spaces, as the replacement of the whole furnishings originally studied and designed by 

Valsamakis, has taken place. (Figure 33) 

 

 

 

 

 

 

Figures 32, 33: Left Amalia of Athens (1958), architect: N. Valsamakis. Source Archives of Nikos and 

Maria Valsamakis’ Architectural office, 1958. Right-The lobby after the renovation, source Archive of 

Amalia Group of Hotels, 2006.  

 

                                                           

34 Fessa-Emmanuel E., 1983, ibid, p. 3. 
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 It is a city hotel where the market demands combined to private investment subject  the 

unfavourable institutional framework (building regulations, etc.) and the underdeveloped structural 

technology (conventional and low-level construction methods and limited manufactured materials) had 

to be addressed. The design of Amalia Hotel in Athens, in those years conveys the basic principles 

applied to the overall architectural composition of the shell, the architecture of interior spaces in terms 

of the form simplicity, natural materials, color and textures, as well as the standardization of furniture 

and equipment, in a holistic design concept, and with absolute consistency in the principles of early 

Modernism. It is an example of architecture of the Modern period, with the persistent study of details 

and the application of money saving standardization in the configuration of the interiors. (Figure 34-35). 

In parallel with the combination of luxurious materials, such as domestic marble, wood, aluminium, glass 

and colors like the natural color of the materials, large light-colored surfaces, vibrant colors on the 

furniture and curtains, a harmonious and simple result is achieved. 

 

 

Figures 34, 35: Hotel  Amalia of Athens (1958), architect: N. Valsamakis. Left - Lounge in the 

Mezzanine. Right- Entrance hall and lounge, source: journal “Arhitektoniki”, 1961, ibid, p. 21 &23. 

 

 As for the public areas, especially the furnishing, they are highly distinguished for the simple 

clarity of their forms and materials. The space itself creates stable furniture such as the bar and the 

reception, which are made of wood with uniform surfaces of bold "stripes", a design that requires 

special handling of the manufacturing details. (Figures 36, 37). The movable furniture and chairs, mostly 

of Modern style, and also more classical ones complement the spaces with their presence in bold colors 

and organized parallelogram formations. (Figure 38). 
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Figures 36,37:  Amalia of Athens (1958), architect: N. Valsamakis. Left-  bar. Right-reception, source: 

Archives of Nikos and Maria Valsamakis’ Architectural office, 1958 and journal “Arhitektoniki”, 1961, 

ibid, p. 22. 
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Figures 38, 39: Hotel  Amalia of Athens (1958), architect: N. Valsamakis. Left –ground floor’s plan. Right-

bedroom, source: Archives of Nikos and Maria Valsamakis’ Architectural office, 1958 

The rooms are also designed within the same spirit and ideas. (Figure 39). Beds, nightstands and 

headboards are made of wood, with simple processing but bold "stripes", with uniform surfaces so as to 

make one item depend on the other, giving continuity in space, thus all this construction operates 
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eventually as a organic entity. It establishes a general synthesis based on the principles of Modernism 

with a simultaneous feeling of luxury, but without leading to excess. 

 Amalia hotel in Delphi (1963) with a capacity of 400 beds, today contains 185 rooms (before the 

extension it had 90 rooms), lounges, restaurant, cafe, conference room and shops. It follows an issue in 

typology initiated by  Konstantinidis with a refined approach. The relationship of the building with the 

natural environment as well as its development in four buildings are characteristic features of the 

composition. The three wings of the bedrooms are two-floored and were arranged parallel to the 

contours of the ground, while they became independent from the public spaces building, overlooking 

the valley of Amfissa. (Figures 40, 41). The private ownership and short stay in this hotel resulted in 

placing emphasis on the indoor public places in order to keep its customers longer. 

 

 

 

 

Figures 40, 41:  Amalia of Delphi (1963), architect: N. Valsamakis. Left – General view (1963), source: 

Archives of Nikos and Maria Valsamakis’ Architectural office, 1963. Right-General view (today), source 

Archive of Amalia Group of Hotels. 
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A characteristic feature of the public spaces is the use of low walls and furniture, all designed by the 

architect, to organize the different functions of the reception, lobby and sitting room. The use of  

concrete without any plaster in the carrier-frame and ceilings, of white rough plaster on the wall 

coating, stone, wood on the door and window frames and slabs of the local Pelion stone as well as wood 

on the floors, indicate the harmonious coexistence of modern and local characteristics. This synthetic 

option is complemented and supported by the special emphasis given to the furnishings and the feeling 

of intimacy, bypassing the impersonal style of a hotel which is actually intended for one or two nights 

stay. Today it operates without interventions made in the building’s interiors,  indoor elements and 

furniture in general, with the exception of the restaurant where pieces of furniture have been removed. 

(Figures 42, 43). 

 

Figures 42, 43: Amalia of Delphi (1963), architect: N. Valsamakis. Left - living room (1963), source: 

Arhitektonika Themata, is. 1, 1963, p. 200-205. Right- The living room (2004), source: Archive of Amalia 

Group of Hotels. 
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The material that dominates the furnishing is wood (natural material) both in the public spaces and the 

rooms. The rooms, like all the hotel’s spaces, use the architectural design elements of the building in plain 

view and the furnishing comes as a continuance to serve the needs of sleeping, relaxation etc. So the 

coating of the back-headboard of the beds is made by wood surfaces, which have however visible vertical 

connections giving sincerity to the construction, which also carry pieces of furniture as the bed, the 

bedside table, the desk-dressing table, the lamps, etc. (Figure 44). Generally, the core idea of furnishing 

again, is developed on the basis of the "carrier/carried" type, there is a frame (carrier), metallic (rarely) or 

wooden, which supports the element that is "carried" (seat, mattress, surface), but at the same time each 

piece of furniture has a continuity in relation to itself, there are no bold elements of differentiation or 

decoration. However, the use of wood in furniture is now made in a way that leaves the manufacturing 

structure clearly visible, as all efforts for "decoration" begin and finish there.  

An example is the room armchair (but also the bed) where the parts of the frame are connected with 

visible joints (figures 44, 45). We can notice particularly the way the feet and the arms are connected in 

the angular connection (connection with lapped machine- cut dovetail joint) (figure 46) becomes a key 

element in the design without giving up its main task (stability of individual and total)35. This philosophy 

extends also to the public spaces’ furniture, so that the manufactured pieces organize the space in the 

same idea, as for example, the backs of the seats-couches do in the restaurant, or they have a clearly 

visible structure as for example the armchairs and stools, whose frame is made of wood, and their seat or 

the back is a traditional rope knitting creation. Even in cases where it is covered with a pillow, at the 

bottom or at the back, this manufacturing structure can be seen. 

                                                           

35 Iliopoulos B., 1997. The Form in the Design of Connecting Joints, Athens: Ion, pp. 38-41. 
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Figures 44, 45: Amalia of Delphi (1963), architect: N. Valsamakis. Left – typical bedroom, source: Archives 

of Nikos and Maria Valsamakis’ Architectural office, 1963.. Right- detail of bedroom furniture. Source: 

Arhitektonika Themata, is. 1, 1967, p. 200-205. 

 

A characteristic element in the furnishing is also the bar stool. Its frame (stand/brace) is metallic with 

solid and visible connection to the floor and the curved seat with screws, while the seat along with the 

small contiguous back is made from wood and seems to be a monolithic element. Thus it is made with 

joined pieces of wood (laminated wood beams) in a way that not only  makes them look like a single 

part, but also their joints are visible without any effort of beautification (paint or coating). The bar itself 

is structured in the same idea, as its basis is built of  stone without any plaster and the top surface is 

made of natural wood with particular processing and emphasis on the detail, a creation of a handle-rail 

on the surface finish. (Figure 47). 
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Figures 46, 47:  Left – connection with lapped machine- cut dovetail joint, source: Iliopoulos B., 

1997, The Form in the Design of Connecting Joints, Athens: Ion, pp. 38-39 . Right- Amalia of Delphi 

(1963), architect: N. Valsamakis. Detail of the bar and stools, source: Arhitektonika Themata, 1967, 

ibid, p. 200-205. 

What the architect of the hotel had set as a goal - the building “to be "built into" the Delphic landscape”36 

- applies to the interior spaces too; to be incorporated into the same landscape and also for the furnishing 

to be incorporated into the "landscape" of its interiors. The manufacturing of the furniture is aligned with 

                                                           

36 Valsamaki M. - Trantali O.,1983, ibid, p. 64. 
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the constructive core idea of the building itself, with the same synthetic principles to reveal its continuity 

and organic entity. 

 

CONCLUSIONS 

 Xenia and Amalia hotels are prominent examples of public and private buildings during the Modernist 

postwar Greece. Their architectural design characteristics are clearly reflected in their interior spaces and 

furnishings. The pieces of furniture used, are designed through their rational organization and the 

industrialization of their elements. Their design moves in a parallel direction with the era of the industrial 

production by standardizing their parts, a process which is more important than their morphological and 

symbolic origin. Their design synthesis is expressed through the idea of industrial production process and 

is based on a certain constructive system. This system is expressed through the carrying frame (carrier), 

made of materials such as wood-metal ("hard" materials) and the carried elements (carried) made of 

materials such as fabric-leather ("soft" materials). This design approach, where the structure of the 

furniture piece can be recognized, is dominant so that this structure takes a form of a symbolic character. 

Thus the furniture becomes an element that defines the space by the user, and establishes a relationship 

that is not just a relationship between observer/observation, but this coexistence tends to be transformed 

in a unsegregated entity. This is expressed even in the manufacturing designs, as for example in 

Konstantinidis designs for the Xenias, apart from the “orthonormal” projections, axonometric drawings 

(as three-dimensional and measurable design plans)  are also used, an element that defines a three-

dimensional  space and supports  the analysis of the form, of the geometrical aspects, the  structure and 

details of the furniture, but also supports the processing of the space without misuse and distortion. 

 Through this design approach applied to these furnishings, the architects express common, core ideas of 

the Modern Movement37, such as the rational synthesis of the elements and of the form, the management 

of the industrial production materials, the economy through the simplicity of the form, the rejection of 

ornamentation, the composition through the functionality of the furniture. 

 Through the holistic study of the building hotel facilities such as Xenia and Amalia, in an effort to 

produce furniture with new technologies in the spirit of their period of creation, and the period what was 

coming very fast, a sequence of phases-pacing was applied which is the understanding of the project, the 

collection of information, their analysis, the creative procedure, the general control, the standardization 

of the parts. 

 Through this exploration of the functional and morphological principles applied to the furniture 

design during the period of Modernism in Greece, we understand that for the architects the natural-

organic nature of the form is conceived as a system of forces which is crucial for the form. The form is 

materialized with the least amount of material possible (exploiting the material and its geometry) to 

                                                           

37 Parmenides G. & Charalambidou-Divani S.,1989, ibid, p. 113. 
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receive the static forces (and not with the mass) and expresses a dynamic conception of the matter that 

is consistent with the modern concept of design. 

 So we can understand Marcel Breuer's 38 words about the new Architecture and the Modern 

furniture design during that period: “The origin of the Modern Movement was not technological, for 

technology had been developed long before it was thought of. What the New Architecture did was to 

civilize technology. There are certainly new materials ... and ... the modern designer tries to understand 

their laws without bias. He/she tries to find the language of their forms. But the foundation of the modern 

architecture is neither the new materials nor the new form, but rather the new spirituality. The Modern 

Architecture would still exist even without the reinforced concrete. It would exist in stone, wood or brick”39. 

 The new spirituality of this era was expressed through the overall building-interior design with 

particular emphasis on the furniture of the hotels during the period of the Greek Modernism, through 

the design of Xenia and Amalia hotels. (Figures 48-57). 

 

   

Figures 48, 49:  Left – Xenia of Mykonos. Right- Interiors  – Xenia of  Mykonos, architect: A. 

Konstantinidis, source: journal “Arhitektoniki” 1960 ; yr Δ', is. 22-23  p. 92-99. 

 

                                                           

38 Marcel Lajos Breuer (1902-1981 ), architect and furniture designer. He studied and taught at the Bauhaus in 

the 20s, stressing the combination of art and technology. 

39 Parmenidis G.,1984, ibid, pp. 197-198. 
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 In most of the buildings that are listed mainly in terms of the shell, i.e. morphological elements, 

method and time of manufacture, etc., the interior is more rarely examined, such as constructions or 

furnishings (usually not preserved) and complies with the period during which the building was designed 

and constructed. Under certain circumstances and beyond the legal framework, the protection of the 

architectural project in its whole should be considered. The benefit is multiple, mainly the building is 

overall preserved and creates targeted destinations so that a kind of cultural tourism is organized 

addressing the broader circle of people involved in art or architecture, and more. The visit but mainly the 

stay in such a hotel or in a network of hotels that maintain their organic entity, as the morphological and 

aesthetic standards of the time they were created, would be in itself a tourist experience enhancing and 

developing further the "architectural tourism" 40. 

 

Figures 50,51:  Left – Xenia of Poros, source: journal “Arhitektoniki” 1964 ; yr H', is. 47  p. 16-31.Right- 

Interior – Xenia of  Poros Andros, architect: A. Konstantinidis, source: 

http://blog.sias.gr/buildingstories/643-to-be-traditional-is-to-be-contemporary-part-02-

infrastructure-in-post-war-greece , accessed 14/05/2015. 

 

                                                           

40 "Studies show that 63% of tourist visitors in a city are involved in an activity that is directly related to the 

architecture". Website: www.greekarchitects.gr/gr/architraveling, Alexios Vandoros, Sandra Kalliagra, 

Anagnostou Maria, 10/06/2011, accessed 25/05/2015. 

http://blog.sias.gr/buildingstories/643-to-be-traditional-is-to-be-contemporary-part-02-infrastructure-in-post-war-greece
http://blog.sias.gr/buildingstories/643-to-be-traditional-is-to-be-contemporary-part-02-infrastructure-in-post-war-greece
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Figures 52, 53:  Left – Xenia of Nafplio, source:  http://www.tourismlandscapes.gr/content/1960-

xenia-hotel-nafplio-ioannis-triantafyllidis , accessed 14/05/2015. Right- Interior – Xenia of  Nafplio, 

architect: J.Triantafilidis, source:  journal “Arhitektoniki” 1961 ; yr E', is. 29  p. 23-34. 

 

http://www.tourismlandscapes.gr/content/1960-xenia-hotel-nafplio-ioannis-triantafyllidis
http://www.tourismlandscapes.gr/content/1960-xenia-hotel-nafplio-ioannis-triantafyllidis
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Figures 54, 55:  Left – Amalia of Athens. Right- Interior – Amalia of Athens, architect: N. 

Valsamakis, source:  journal “Arhitektoniki” 1963 ; yr Z', is. 41  p. 20-23. 

 

   

 

Figures 56, 57:  Left – Amalia of  Delfoi. Right- Interior – Amalia of Delfoi , architect: N. Valsamakis, 

source: http://domesindex.com/buildings/3enodoxeio-amalia-stoys-delfoys/, accessed 14/05/2015. 

 

 

 

http://domesindex.com/buildings/3enodoxeio-amalia-stoys-delfoys/
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