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“To the Light” by Christos Bokoros

We welcome Christos Bokoros™ exhibition at the Basilica of Saint Mark as a
statement that goes beyond the realm of aesthetics, aspiring to give meaning
to the world. With his distinctive visual language, Bokoros brings forth the
profundity of the humble and the sacredness of the ephemeral. His art does not
describe but reveals. It does not narrate but evokes. His works give substance
to absence, transforming the insignificant into the monumental. Through his
austere palette and dedication to the perishability of materials, he constructs
an imagery where light is not merely a natural phenomenon but an existential
reminder.

The Basilica of Saint Mark is a fitting venue for the exhibition. Bearing the
weight of its cultural journey, this historic monument highlights the enduring
quest for light throughout the ages. The dialogue between the artwork and
the space reveals new dimensions, shaping an experience that transcends the
boundaries of visual perception.

Through initiatives and support for efforts that help shape the city’s cultural
fabric, the Municipality of Heraklion strives to foster a fruitful dialogue between
community and creators. This exhibition 1s not merely a visual proposal but a
challenge to redefine our relationship with art and the world.

We extend our heartfelt gratitude to Christos Bokoros for his generous
contribution, as well as to all those who made this exhibition a reality.

We invite our fellow citizens, as well as the city’s visitors, to immerse
themselves in this experience, to venture into the passage to the light proposed
by the artist, enriching both their inner lives and the shared experiences that
define us.

ALEXIS KALOKAIRINOS
Mayor of Heraklion

«Xto pws» tou Xpnotou Mmoképou

Ynodexépaote v ékBeon tou Xpnotou Mnokdépou otn Baoidikn tou Ayiou
Mapxkou ws pia katdbeon mou dev mepiopiletar oto aichnukd medio, aAdd
d1exdikel pia oupfoAn otn vonpatoddtnon tou kéopou. O Mmokdpos, pe
XapaxInpiotuKn TOU €1IKAOTIKN ypagp, avadeikvUel to Bdeos TOU TAIIEIVOU, TNV
ieponta tou epnpepou. H téxvn tou dev mepiypdger, aldd amokalvmter. Aev
agnyeital, alld vrofdAAer. Ta épya tou divouv unéotaon ownv amovoia, pe-
taBdAdovras to achpavto oe pvnpeiakd. Me t At tou madéra kar v ago-
oiwon tou otn phaprdtnta twv VAIKGOV, GUYKPOTEL piia g1kovortotia Grou o Gws
dev eivar pévo guoikd gaivopevo, aAdd vnapfrakn vépvnon.

H emdoyn ws Baoilikns tou Ayiou Mdpkou ws xapou grdofevias eivai
katdAAnln. To 1otopixd pvnpeio, pe t Paputnta wms moAitoukns tou d1adpo-
pis, avadeikvier tny enfpovn oto mépaocpa tou xpdvou avaldiitnon tov gwids.
H ouvopidia tou épyou pe tov xdpo amokalviter vées S1a0TAoELs, OUYKPOTHD-
vtas piav epmeipia mov vnepPaivel ta dpia s eikaoukns Héaons.

Qs Anpos HpakAeiou, avalapfdvoupe mpwrofoulies kai oteképaote
apwyoi o€ mpoondfeies mou ouUVOIAPOPPMVOUY TOV TIOAITIOTUKS 1016 TS mOAnS,
emdimrovtas v avdamwwn evés yévipou dialdyou petaly tns korvérntas Kat
v dnproupyav. H mapovoa ékbeon Sev amotelel pia amkn eikacukn mpod-
taon, aAAd pia mpékAnon emavampoodIopIopoy s 6X€oNs pas Je v éxvn
KAl TovV KOGHO.

Euxapmtoﬁpe eeppd wov Xpﬁoto MHOKépo yla my €uyevil Ipocpopd tou,
kabms kar 6Aous 6oous ouvetéAeoav oty mpayparomoinon auvtns s ékbeons.

Kalovpe tous oupmolites pas, aAAd kar tous emokéntes ts méAns, va
[31(1’)00UV v gpneipia, va to)xpr'loouv T0 EPAcHa GTo PpwSs TOU TIPOTEivEL O
(wypdgos, va mlouticouy t eowtepikn tous (wh kar ta korvd Pidpara mouv
pas npoodiopilouv.

AAEEHY KAAOKAIPINOX

Anpapxos HpakAeiou
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With great pleasure, the Municipal Art Gallery of Heraklion welcomes the
exhibition “Passage to the Light” by Christos Bokoros at the Basilica of Saint Mark.

Christos Bokoros' painting, deeply rooted in materiality yet infused with
the clarity of light, is not merely displayed in this emblematic space—it partakes
in its history.

Through 57 new and previous works, the artist charts a path of light,
memory, and inner exploration, transforming the monument into an active
interlocutor, an open space of dialogue where the transient and the eternal
coexist. Humble materials, such as wood and fabric, become bearers of meaning,
while shadows and luminous flashes on their surfaces reveal a world where the
visible meets the intangible. The artist harnesses the power of color and texture,
revealing art’s ability to regenerate and illuminate the deepest aspects of human
existence.

We extend our heartfelt gratitude to Christos Bokoros for his artistic
presence in Heraklion, which, I am certain, will be remembered as one of the
city’s most significant cultural events.

We also thank Eleftheria Deko, whose sublime lighting design illuminates
the Basilica of Saint Mark, the inspired curator of the exhibition, Giorgos
Mylonas, and all those who contributed to making this remarkable exhibition
a reality.

Christos Bokoros’ visual narrative at the Basilica of Saint Mark invites us into
a unique emotional experience—through our own personal passage to the light.

RENA PAPADAKI-SKALIDI
Deputy Mayor of Culture

Works of art tell stories... They narrate and communicate the artist’s message to
the public. They do not always require lighting, but when they do, it must hear
this message and underline it. To achieve this, the lighting designer observes the
details of texture, color, volume, and chiaroscuro, but above all, he/she must set
aside his/her personal preferences and obey to the needs of the artwork. To light
a work of art is to highlight it, respectfully honoring its aesthetics and artistic
value while also enhancing its power to evoke emotion. Whether in a fleeting
glance or an in-depth observation born of admiration, the encounter between
the viewer and the artwork always leaves its mark on our consciousness, our
thoughts, our emotions, and our soul. ‘Intelligent’ lighting, with its discreet
presence, serves precisely this connection—this interaction.

ELEFTHERIA DEKO

Me 181aitepn xapd n Anpoukn ITivakobnkn HpaxAeiov umodéxetar v éxbeon
«[Tépaopa oto pws» tou Xpnotou Mnoképou ot Baoidiki tou Ayiou Mdpkou.

H {wypagikn tou Xpiotou Muoképov, yeiopévn otny GAn kai tavtéxpova
notopévn amd tm d1avyeld v pmios, €pxetal otov epPfAnpatkd avtd xdpo Oxi
am\os yia va ekBéoer, alld yia va petaddfer tnv 1otopia tou.

Me ta 57 véa kar malaiétepa épya tou, o kaAAréxvns Snpioupyei pia dia-
Spopnt pwtds, pvApns kar eowtepikns avaditnons, HETAPOPP@VOVTAs T0 PVNpEIo
o€ evepyd ouvopIAnti, og évav avoixtd xmpo dialdyou, 6mou to poaptd kat to
A1DOVIO OUVUTIAPXOUV. Tameva vlixkd, 6mws o E0Ao xai to Ugaopa, petatpénoviai
0€ POpELs VONpATos, VM 01 OKIES KAl 01 PWTEIVES EKAQUPELS OUS EMPAVEIES TOUS
amokalvmtouy évav K6opo 4rou to opatd ouvaved t dudo. O kalitéxvns aio-
notef t SUvapn tou Xp@PATos Kat Ty e, avadelkviovias ty IKavOettd s -
xvnis va avayevvda kai va ¢wtiler us mo Padiés mheupés tns avOpdmivns vniapéns.

Euxapiotovpe tov Xpiioto Mnokdpo yia to €ikaoukd tou mépaopa oto
HpdxAeio, mou eipai féPain nws Oa kataypagei ws éva amné ta kopugaia moAr-
uoukd yeyovota ms moAns pas.

EUXGplOtOU}lS erions tnv E}\euespia Nrtexo, Iou uTIoypdge1 ToV puotaym-
Y1K6 pouopé ot Baoidikn tou Ayiou Mdpkou, tov epmvevopévo empelnti ts
éx0eons I'idpyo Mulwvd, kabohs kar 6Aous doo1 ouvéPalav oty vdomoinon
auns s {exopiotns ékbeons.

H eikaouxn agnynon tou Xpnotou Mmoképou otn Baoidikn tou Ayiou
Mapkou pas kadei oe pia povadikn epmeipia ouvaiocOnpdrwyv péoa and to
TIPOCWITIKO PAs EPACUA OTO PWS.

PENA ITAITAAAKH-YKAAIAH

Avudnapapxos [ToAttiopot

Ta épya téxvns apnyovvrar... Apnyouvial Ki €MKOIVOVOUV 10 PAVURA TOU
kKaAAitéxvn oto ko1vé. O PwTIOPSS Tous dev eival mdvta anapaitntos, wotdéoo,
étav undpxet, opeidel va agouykpaotei autd to pAvupa kat va to tovioet. [1po-
KEIPEVOU VA TO TETUXEL AUTS, 0 PEAETNTNS pTIOROU apatnpei us Aemtopépeies
s UPNS, TOU XPOPATOs, TOU OYKOoU, TNs pwtookiaons, alld Kupims oq)si)\a
va anekdubei ta mpoowmikd tou «Bédw» kar va vnakovoel oe 6,u anaitei 1o
épyo. O pwuopds evos épyou téxvns okomod €xel va to avadeifel, updvas my
aroOnukn kat my kaAArtexvikn tou adia pe andAuto oefaopd kai va evioxvoet
m dUvapn ws éxvns va ovykivei. Eite oe pua ovviopn aAAnAemidpaon, pia
pevyaléa paud, eite oe pia evoeexn napatipnon, anotéAeopa Havpaopov, n
ouvdvtnon tou Beatn pe o €pyo téxvns a@Avel mavid 1o anotnwpd ms ot
ouveidnon, m okéPn, oto ouvaioOnpa kar mv Yuxa pas. O «€Cumvos» pwti-
opds, pe tn S1aKkpIUKN TOU apousia auti tm ovvoeon, auti ty aldndenidpaon
efvai mou vmnpetei.

EAEYOEPIA NTEKQ



passage 1nto the basilica | origins of the gaze

“I' hadn’t seen much painting while growing up in the countryside, in Agrinio.
The only real painting that compelled me to stand in reverence back then was
the murals in ancient churches and the icons my father showed me as we visited
the monuments of our land,” writes Christos Bokoros, recognizing in these first
images his first gaze upon art.

Although he studied law, his metaphysically inclined temperament led
him to devote himself to painting, believing that art is not concerned with
current reality but with eternity. He perceives it as a vow, a kind of materialized,
tangible prayer—an exercise in discipline and contemplative focus. As he says,
“art must be, at least for its creators, an act of purification. Through manual
devotion, we perceive the immaterial. Like a sacred offering.”

For the artist, the candle symbolizes the very act of painting, the ultimate
emblem of light. Its flickering flame is likened to the struggle between light and
darkness. There is no light without darkness, nor darkness without light (Gaston
Bachelard, after all, interprets fire as the primordial symbol of transformation:
it burns and creates, destroys and renews).

Painting, too, is a human device—a way of representing, through light
and shadow, the unrepresentable aspects of both the external world and the
inner self, taking the place of the third dimension. If in the candle the painter
found the means to render the moment as an archetypal image, an event as an
idea, then in the monumental space of the Venetian Basilica he was able to
communicate his vision of what he perceives as sublime and inaccessible.

Images from antiquity to modernity preoccupy Bokoros as representations
of the inaccessible, whether figurative or not. In any case, he does not believe in
the non-figurative. “Everything represents something, because if it doesn’t—if
we don’t recognize something in its image—then it simply doesn’t exist,” he
explains. Through Tsarouchis and, further back, through his mentor Kontoglou,
he sought a thread connecting the Fayum portraits of Egypt, ancient painting,
religious icons—everything that has been handed down to us.

In the Basilica of Saint Mark one can find a condensed retrospective—
beginning with an early series on the olive tree from 1993—, and also witness
the artist’s transition to more Doric compositions, culminating in the exaltation
of his very materials. Old cloths, aged wood, fragments of tin and iron take on
an increasingly significant role in his latest works, representing what painting
once masterfully revealed. Now, painting itself becomes an accompaniment—if

népaopa otn Pactdiki | n kataywyn tov PAéppatos

«Aev gixa de1 moAAN {wypagikn ekel oty enapxia mov peydAwva, oto Aypivio.
H pévn npaypauxn {oypagikn mouv pe avaykale téte va otékopat oefaouxd
ATV 01 TOIXOYPAPIES TV apxaimVv vady Kal o1 E1IKGVES TIOU IOV OEIXVE O TIa-
tépas pou yupilovias ota pvinpeia tou ténov», ypdger o Xpnotos Mmokdpos,
avayvmpilovias oe autés us mpotes eikoves to napbeviké PAEppa oty téxvn.

[Tapéu omovdace vopikd, n petaguoikis pomns 10100UyKpaocia tou tov
éxave va apiepwbei otn {wypaikn, pe ty miot 6u n €xvn dev aoxoAeitar pe
my péxovoa mpaypaukoma, aAAd pe v aiwvidmra. O {wypdgos myv avu-
AapPaverar ws tdpa, éva eidos vAikns, épmpaktns euxns, ws doknon meibapxias,
otoxaoukns avtoovykévipwons. H téxvn, kabms Aéei, «mpémer va eivai, tou-
Adxiotov yia tous dnptoupyous s, mpdén e€ayvioukn. Me  xeipovakukn
npoondwon avulafaivoupe to axeiporointo. Xav avtidwpo».

Tnv idi1a tn {wypagikin mpd&n o Snpioupyds t cupPolormoiei oto kepi, ka-
te€oxnv oupfoldo tou pwds. To tpepdmarypa tns pAdyas napopordletar pe v
ndAn avdpeoa ot pAdya kai to okotddr. Aev unidpxel pws xwpis okotdds, oUte
okotdd1 xmpis pos (o ['kaotév Mnaohdp Siafdler t poud ws to apxéyovo
oUpPodo tou petacxnpatopol: Kaier kai Snjoupyei, pheiper kar avavedver).

Kai n {wypagikn eivai éva téxvaopa tou avlpomnou va avamapiotd, pe
Qws Kai ok1d, 1o avavamnapdotato tou nepiPdAlovios kai tou evoGtepPOU KO-
opou, vnokabiotdvras tmy tpitn Sidotaon pe prav GAAn. Av oto kepi o {wypd-
@os képdioe tn duvardtnta va amodidel to ouypidtuno ws apxétumn eikova,
1o oupfdv ws 18éa, otov pvnpelaks xdpo ws eveukns Baoidikns prnépeoe va
KOIVOVNOEL To 6papd tou yr' autd mou Bewpei upnlé kar anpséorro.

Ané v apxaidnta €ms m VEWTEPIKGTNTA, O1 EIKOVES ATIAOXOAOUV TOV
MHOK(’)po ws anédoon toU amnpdo1tou, €ite MAPACTATIKN €iTE OX1. "Etor k1 aA-
Mas, Sev motever oto un mapaotatiké. <Ola kau avanapiotoive, 616t av dev
to Kavouyv, av dev avayvwpiloupe dndadn otnv eikéva tous kdu, amdms dev
undpxouv», pou egnyei. Méow tou Toapouxn kat mo miow, péow tou daokdAou
Kc')Von}\OU, avalatoe éva vipa avapeoa ota ¢paylovp mopTpeETa s Alyl’)r[tou,
oy apxaia {wypagikn, ous fulavuvés eikdves, oe 6,u pas éxer mapadobei.

Xy ekkAnoia tou Ayiou Mdpkou propei kaveis va Ppet ouprukveopévn
pia avadpopn —pe mio nalid pia evérnta épymv yia myv eAid ané w 1993—,
alAd kai va drakpiver éva népaopa tou {wypdpou ot cuvhéoeis o «dwpikés»,
ou ¢ravouv oty anobéwon twv idiwv tou twv vAikev. [Takid navid, makid
€UAa, koppdua andé Aapapiva kat 0idnpo anoktovv ota teAeutaia tou €pya 6o
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not entirely replaced by matter. (For example, the attentive viewer will notice
golden nail heads transforming into stars in the darkness.)

In the Basilica, the light within his paintings—both old and new—plays a
dual, paradoxical role: it both grants verisimilitude to the depicted objects and
undermines it. At first glance, the light serves the realism of the image; upon
closer inspection, it challenges it. Though it seemingly constructs an empirical
space governed by visual rules, a more careful look reveals that the sources
of light are not always justifiable, shadows do not always fall in the expected
direction, and the brightness of an object does not necessarily align with the
intensity of the light source. At times, certain objects glow more than they
should, while others remain in deeper shadow than their surroundings would
suggest. This subversion of realism—through light and through the texture of
his materials—creates a sense of unfamiliarity, allowing the image to function
in a more impactful way than digital or photographic realism ever could.

However, the exhibition at the Basilica of Saint Mark 1s not merely a return
to the artist’s roots. The church is, above all, the ideal space to serve the sense
of community that the painter so often speaks about. He perceives painting as a
‘path to self-knowledge’, a tool for understanding oneself. But what does that
mean? It means reclaiming an identity—not in isolation, but in relation to
others, to our surroundings, to those we address, who are the mirror in which
we recognize ourselves. It is not about individual features; it is about an ideal
collectivity, a shared community.

In the evocative space of the Basilica, the communal element becomes the
very act of painting. In an era of mass-produced, algorithm-generated images,
painting frees itself from a sterile, imitative role, reoriented toward spiritual
pursuits.

Even the painting process itself—the fact that Bokoros often paints
directly with his hands—emphasizes the handmade nature of the works in the
exhibition. In a way, his paintings seem to emerge from the timeless images he
first encountered as a child in Agrinio. The old, repurposed surfaces already
bear the marks of time, the persistent traces of anonymous touches, and it is
as if they reciprocate his touch as he paints them. As he puts it: “I imagine
around my works a primordial command, an invisible aura whispering, “Touch
them—these works need your contact” Without other people, I believe my
works have no meaning.”

The viewer of a work of art is not called upon to decipher a preordained
meaning drawn from some interpretative attempt, but rather to participate
in the birth of meaning as a co-creator. This 1s why a work of art—unlike a
scientific discovery—does not (and should not) hold the same meaning for
everyone.

In this sense, every artwork is inherently symbolic, for it 1s only through
the contribution of the viewer that it becomes complete and fully realized. Paul

Kat peyalvtepo pédo, avarmapiotdveas auto mou n {wypapiki pe téon pactopid
pavépave. Topa n {oypagikn yiverar mapakolovbnpa, dtav dev avukabiota-
tat ané v vn (yia mapdderypa, o mpooektixés Heatns Oa avayvwpioet xpuoés
PUTES KapPpiov mou yivoviar actépia oto oKOTad1).

X Baoilika, 1o gws péoa otous mivakés tou —maliovs kai oUyxpo-
vous— emitedei évav S1mAd, avupaukd pélo: mpoogéper alnbogdvela ota
eikovi{Opeva mpdypata Kai ouyxpGvms Ty UIIOVOpEVEL Xe Ip@Tn avdyvwon
eCunnpetei tov pealiopd ws eikévas, oe Sevtepn tov avupdxetar. Evé gaivo-
pevikda Snpioupyel évav epmneipiké Xdpo, 6ToV OMoiov 10XU0UV 01 KAVOVEs tns
OIUKIS, O€ J11A MIPOOEKTIKOTEPN PaTid, O1 ITNYES TOU pwtds Oev propoliy ndviote
va dikaiodoynBouv, ot okiés Sev EPTOUV TAVIOTE TIPOS TNV AVAHEVOPEVN KA~
tevbuvon, n potervomta twv npaypdrwy dev evappoviletar pe v éviaon tns
gwtetvis mnyns, aAld eviote kdmoia avukeipeva AGumouy mep1oodtepo ané
600 Oa énpene, evd kdnoia alda pévouv nepioodiepo okiaopéva amd éoo Ha
tous taiptale. Auth n umovépeuon tou pealicpol péow Tou pwtds, pa Ki amo tn
patépa twv vAik®v tou, mpokalei pia aiodnon avoikelov mov emtpémer oty
e1KOva va }\eltoupyﬁoa p€ TpdTIOo 110 €H18paom<é amo 6,11 propel va xatapépet
0 PnP1akos N pwtoypapikés peaiopds.

Opows n ékbeon otov vaé tou Ayiou Mdpkou Sev eivar pévov emorpo-
¢n ous kataPolés tou lwypagpou. Eivar o kate€oxnv xdpos mou vmnpetei 1o
aionpa «korvérntas» yia to omoio piAd ouxvd o dnproupyds. Aicbdverar
(wypagikn s pia «0d6 autoyvwoias», eivai to epyaleio yia va yvmpioet tov
eautd. Avaktd kaveis éva TIPOCWTIO, p1a TautdTnTa, OX1 010 KEVO, al\’ anévavu
otous dAAous, péoa oto mepiPdAdov, avdpeoa oe autovs otous omoious arevbu-
vopaote kat eivai o kadpépns otov omnoio avayvwpiloupe tov eautd pas. Aev
éxel va kavel pe npéoma, aAAd pe pia idavikn oulloyikdnta, pia kowvéTnta.

> tov unoPAnukd xdpo tns ekkAnoias, koivotikd otoixeio yiverar n {wypa-
@ikn mpdfn. Xe jua emoxn d1ddoons kar padikomoinons s napaymyns avtd-
patmv eikévov amnd v alyopidpo, n {oypagikn anelevbepamverar and évav
oteipo prpnukd pédo kair npooavartodiletar {avd oe 6T6x0US MVEUPATKOUS.

Axépn kai n id1a n dradikaoia tns {wypagikns —to yeyovos éu o Mmo-
k6pos {wypapiler moAAés popés ameubeias pe ta xépia— vnoypappilet to xer-
ponointo tns ékOeons. Katd pia évvoia, o1 eikdves tou pordlovv Byalpéves amnd
S GXPOVES MAPACTACELS TTOU MIPWTOAVUKP1oe oto Aypivio ws maidi. Ot maAiés
XPNOIPOTIOINPEVES eMPAveLes €Xouv NdN AV Tous Tov Xpdvo Kal ta enipova
ixvn dyvootwv ayyrypdimy ki eivai oav va tou avtarnodidouv to dyyrypa étav
us {wypagiler. Aéer o id10s xapaxtnpioukd: «Pavidalopar yupw and ta épya
pou prav apxéyovn emrtayn, prav aépam avpa va Aéet: “ayyifte ta, ta épya
éxouv avaykn v enapn oas’. Xwpis dAlouvs avipadmous vopilw éu dev éxouv
vénpa ta épya».

O amodéktns tou épyou téxvns dev kaleital va KATavonoer T0 ArmoKe-
KaAvppévo vénpa kdmoias eppnvevtkns anoémeipas, AAAd va petdoxer ot

11



12

Evdokimov, emphasizing the crucial role of symbols in art, once pertinently
remarked that if a work is not symbolic (from the Greek “symbdllo,” meaning to
bring togcther), then it is diabolical (from “diabdilo,” meaning to divide).

Art, however, requires a particular stance to function—it demands that we
perceive the world through a different gaze and spirit. It offers an alternative
way of contemplation, a “poetic” approach to engaging with reality. Just as a
note in the margins of a book can “illuminate” the meaning of its lines, so too
can a corner evocatively lit by Eleftheria Deko serve as a device that compels
us to experience the painter’'s work—not from the solid security of a pew, but
from the precarious perch of a swing.

The painter does not aspire to be a lay preacher proclaiming the Resurrection
of God. He 1s acutely aware that one must tread carefully, that we should not
speak too readily of things that transcend us.

In the Basilica of Saint Mark, Bokoros shared a personal journey of
initiation. Alongside the offerings of bread, wine, and oil, he brought forth the
fruits of an Eden, secking to show that transcendence does not involve a rare
experience of some mysterious event beyond logic. Rather, it is about dwelling
daily in a state that surpasses reason and limitation. It is about living in the
beyond much like we live in the here and now.

“Sacredness 1s not a condition of the world but a stance toward it,” he
explains. “It is a perception that requires reverence—a willingness to receive.
It means sacrificing certainty, relinquishing the self-sufficiency that familiarity
provides, in order to cultivate a relationship with the unfamiliar, the unknown,
the unseen.” This awareness of one’s relationship with the world is what Bokoros
understands as sacredness. This sense guided his mapping of the works on
display in the monument.

Like Prometheus’ fire, like the flickering flame in the depths of the church,
the light that art casts 1s the negation of nothingness; a fissure in human
certainty, a reminder that the spirit is not confined to matter but transforms
it—turning it into a window to the infinite. Thus, in the sacred space of the
Basilica, Christos Bokoros” “luminous gash” emerges—Ilike a distinct phrase
amid the roar of a tempest, like a lightning bolt in the darkness.

GEORGE MYLONAS
Art historian - Curator of the exhibition

yévvnon evos vonpatos os ouv-odnptoupyés. 't auté kat to €pyo téxvns —oe
avtifeon e pia emotnpovikh avakdhuyn— Sev éxer (oute opeiler va éxet) 1o
id10 vonpa yia 6dous. Y’ autn v évvoia, k0e épyo téxvns eivai kat ovoiav
ovpPoriké, S16u povdxa pe m oupPoli tou amodéktn tou olokAnp@verar Kai
npaypatovetal. O [Mw) Evdokipwe, Oéovtas va vnoypappioer tnv kpioipd-
™Tnta s oup[io)\n(ﬁs d1dotaons otnv téxvn, napatnpouvoe eugpdviacta ou av
10 épyo Sev eivai oupfoliké (amé to oup-Bdrdm) téte eivar Siafoliké (amé
10 S1a-Pal\w).

H téxvn Opws y1a va }\suoupyfloa amaitei prav 161(1{t€pn otdon, anartei vV’
avupetwmilers tov koopo pe drapopeud PAéppa kar mvevpa. H téxvn ouviotd
évav 81a@opetikd TPOIIo eVATEVIONS, VAV «IIOINTUKO» TPOIO TIPOGEYYIoNS TOU
k6opou. Onws oto nep1Bdpio evos BiAiov pia onpeimon «pwtiler» 1o mepie-
XOHEVO TWV YPAPPGV, pia Yovid ¢ouopévin vnoPfAnukd and myv Eleubepia
Nrexd Aertoupyei ws téxvaopa yia va dovpe to épyo tou {wypdpou 6xi amd
my aopdAeia tou otaotdiov, aldd amd 1o PEEGPIoPA [i1as KOUVias.

O (wypdgos dev pidodolei va peiver ws Aaikos 1epoknpul opiddv mepi
Avaotdoews tou Oeou. Exer ouveidnon 6u npéner va npooéxoupe, va pnv
nmoAupiAdpe yia mpdypata mou pas vmepPaivouy.

Y Baorhikn tou Ayiou Mdpkou o Mmokdpos poipdotnke pia mpoomi-
kn nopeia pvnone. Madi pe to mpdogopo, to kpaoi kat 1o Aad1, mpookGpIce Tous
Onoaupovs pias yns avéyyixms, OéAovias va Seier 6u vnepPankn epmeipia Sev
eivai to va oou oupfei kdmote toUT0 A €KeEiVO TO pUOTNPIMOES, TO ATTOAUTWS LEVO
mpos tn Aoyikn, kai ta napdépora. Eivar to va {ets kabnuepvd péoa oto kAipa
auto tou enéketva s Aoyikns kat twv opimv. Eivar to va eis oto enékerva pe
tov {010 mepimnou tporo pe tov omoio (eis oto £vOdSe.

«H 1epétnta dev eivai katdotaon tou kéopou, aAAd pia otdon tou av-
Opadmnou anévavti tou, pia avildnyn nouv npoanartei euAdfeia, va eivar Snda-
dn kaveis avoixtés va Adfet, dote, Buoidlovias t Pefardmra kar v dnoia
avtdpketa tou e€aopalier to oikeio, va alidvel pia oxéon je 10 avoikelo, to
&évo, 10 aopato.» Tn ouveidnon autis ts oxéons H€ TOV KOOHO 0 MHOKépos
my avulapPdvetar ws iepénta kai pe to aiobnpa avtd oxediaoe v mopeia
TV épymV TOU JI€S OTo pvnpeio.

Onws n poud tou [popnbéa, 6nws n pAdya nou peponailer otov puxé
s ekkAnoias, 10 pws mou xapdder n éxvn eivar n dpvnon tou pndevos, pia
poypn o Pefardnta tou avBpdmiou, n undpvnon éu to nvedpa Sev eykAm-
PBilerar otnv UAn, aAAd tn petanorei, tnv kaver napdBupo mpos to dneipo. Eror
npofdAAer oto 1epd tns Baoilikns n «pwtervi xapakid» tou Xpnotou Mmo-
K6pou: oav pia évapepn ¢pdon otov od}\ayo s TpIKUpias, oav Kepavvos pes
010 OKOTAOL

TTOPTOYX MYAQNAX

Lotopikds téxvns - Empelntas tns éxBeons

13
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Thirty-something years ago, at a time when I was sull struggling through
my apprenticeship in reality—Ilearning to paint what I saw, the visible—
temptations of the invisible began to beckon me. I had finished art school, and
it was now up to me alone to decide what to do. I painted. In other words, I
manipulated darkness to render light. What else, after all, is painting? Drawing
and colors, shadow and light. But what light? What is light? Is it merely tones
and shades? Is that enough? Is light simply a trick to convey the image of the
world? A chromatic quality, a tonal gradation, a plastic value? An achievement?
Or is light itself the true pursuit? A deeper necessity, a phototropism, a path,
a direction.

“See the light, you hear? Don't lose sight of the light.” This repeated
paternal admonition became my enduring legacy. Ever since, kneeling in the
darkness, I have been searching for light. “Light is not a goal,” he would say. “If
you stare directly at the sun, you'll go blind. If you try to touch the fire, you'll
melt. Like Icarus, you'll fall, you'll burn. Your art is useless, your craft is vain
if you cannot protect yourself. The necessity is not to reach the light, but to
be illuminated—to see what is happening around you, to bring order to the
disorderly, to gather yourself, to become light, transparent, enlightened—so
you may be saved.”

But how can you understand fire if you don’t touch it and burn? How
can you truly feel the light of the sun if you don’t look straight at it and go
blind? Conflicting thoughts but I surrendered—how could I not?—to the
temptations of the invisible.

In The Parable of the Olive Tree (1993), I sought to depict its ultimate
offering—the 1immaterial essence—the leaf-shaped flame that surrenders its
oil to the vigil lamps.

In The Offering (1997), 1 sought to convey another kind of material
spirituality—flesh and blood in another form: bread, oil, and wine. “The Spirit
blows where it wishes, and you hear its sound, but you do not know where it
comes from or where it goes.”

In The Impassable Forest (2004), sought to turn the dark shadow of a
human body into an illuminated one. I reached out to grasp the fire, only to
seize burning coal—hot, black, and searing with pain. There, from within the
forest, I saw for the first time the passage to the light.

népaopa oto ws | pra avadpophi s to péAdlov

Tpidvta kdu xpévia mpiv, v enoxn mou mardevépovy aképn o padnteia
tou paypatikot, va pddw va {wypapilew auvté mouv éBAena, to opatd, dpxioav
va pou yvépouv meipacpoi tou adpatou. Eixa teAeidoer pe t oxoAn kalmv
EXVOV Ki €mperne mia v anogacion povos u Ba kdve. Zoypaeila. Alaxer-
p1{épouv dnAadn to okotdd: yia v anodhom ¢ws. T1 dAdo eivar G wote n
(wypagikn; Xx£610 Kai xpodpara, okid kai ¢ws. AAG moio gws; Tr eivar o
pws; Tévor povaxa ki anoxpdoets; Apkei autd; Eivar dpaye 1o pws éva té-
xvaopa povo yia v’ anodofei n e1xkdéva tou KOGHOU; Mia Xpwpaukn moidtnta,
pia tovikn Pabpida, pia maoukn aia; 'Eva emitevypa; H pinws {ntovpevo
eivai 1o i810 10 pws; Mia avdykn vméptepn, wrotpomopds, pia 0dds, évas
pooavatoAMopds.

«To gws va PAéness, akovs; Mn xdvers ar’ ta pdua oou 1 ¢ws.» Avti n
enavalapfavépevn matpiki mapaiveon pou épeive mapakatadikn opioukn.
"Extorte, yovatcpévos oto oKotdd1, YUpeU® pws. «Aev gival otdéxos», pou ’}\sys,
«t0 pws. Av kortd€eis katdpata tov nio, Oa twplwdeis, av mas v’ ayyieis
pwud, 0a AMidoess, oav tov Tkapo Oa méoets, Oa kaeis. Axpnotn n téxvn oou
Kai pdrain n pactopid oouv av dev prmopeis va pulaxteis. Avaykn dev eivar va
1o @prdoers alld va pouoteis, va deis u yivetai tpryipw oou, va ouppaléyets
U aouppdleuta, va ouppaleuteis ki €00, va yivers gws, 51apavos, potopévos
va owbeis.»

AMG dhs va kataldfeis t poud av dev v ayyiers va kaeis; [Tos va
VIMOEIS T0 pws ToU fA10u av Oev tov Koitdlers katdpata va wgAmbeis; Aifou-
Aes okéPels, aAld evédwoa —kat TdHs va KaAve aAAids;— oTous meipacpous
ToU adpatou.

Yy HapaPorii tng ehidg (1993), BéAnoa va mapaotinon to HoTato mpoiéy
ws, v GuAn vndotaon, t puAldoxnpn pAdya mou amodider to Addi tns ota
Aadokdavinla.

Yy Ipoopopd (1997), pia aAAn vlikn nvevpaukétnta v anodobe,
odpka kar aipa ev eépa popen, dpros kar Aad: kai kpaoi, to mvebua mov
BéAer Tvet, kai TV Qv abTod dxovels, AAN’ ok oidag n6Oev EpyeTar kai mod
mdyet.

Y10 AdidBaoto Sdoog (2004), eima va kave tn okotervia okid tou avBpdiou
pwuopévn kal ndw va mdow m ¢wud kar mdave kapfouvo kautd kai pavpo
kai ovder. Exei, péo’ an’ to 8doos, €ida mpdtn gopd to mépaoua 0to wg.
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In The Bare Essentials (2013), a luminous gash—a half-open door— a
purification, soap and water to make ourselves presentable, a pure white towel
to restore a clear face to the relentless mirror staring back at us.

Then, a heap of beeswax candles, slender votive tapers, undying flames—
days and nights of multicolored darkness illuminated. Painted and unpainted
at once, matter touched, its decay alive.

And now the time has come—an auspicious coincidence—for them to
congregate within the Venetian Basilica of Saint Mark in Heraklion, Crete.
A palimpsest of cultures, intertwined, resurrected, altered in the empty space,
yet always leaving traces of that strange otherness we still venerate within
it, awkward and thirsting. Suspended. Our position wavers, unsteady, ever
fleeting—surrendered to the wind and the stillness alike. Life 1s but a breath,
as 1s truth, the day, the night, eternity... our path toward the light.

.. After the tour, a little girl came up to me—she wanted to ask me something.
She told me she liked to draw, that she enjoyed sketching with a pencil. She
could make things look just like what she saw in front of her, but—*You see,”
she said, “I struggle a bit with light. How do I render 1t?”

“With darkness,” I told her. “You hold the pencil in your hand. To render
light on your paper, you must shape the darkness around it. You will wrestle
with the darkness. The light will come on its own.”

Later, I wondered—was that spontancous reaction a lesson in art or life?

CHRISTOS BOKOROS

Yra Zroeidsn (2013), pia potervia xapakid, mépra piodvoixen, jia Kd-
Oapon, camolvi kar vepd va eunpemotovpe, poodyto oAGAeuko, v’ amodoh-
ooupe pdowtno kabapé otov apeidikto kabpéptn mou pas KoItder AIEVAVTL

Yotepa éva owpd pekioooképia, Aermovtoika ayioképia, pASyes avéotiepes,
pepévuxta moAvxpmpa okotddia gwuopéva, {wypagpiopéva ki alwypdeiota
padi, VAn ayyrypévn k1 n ¢Bopd tns {wvravi.

Ki npBe o kaipds —evtuxnis ouykupia— va ekkAnoiaotouv thpa otny
eveukn Baoihikn tou Ayiou Mdpkou oto HpaxkAeio tns Kpams. [Taipgnoror
noAitopoi, prleypévol, avaotnpévol, aldidukol otov adeto xmpo pa 6Ao kqu
péver arr’ 1o aAAékoto AAAo mou akGpa MPOOKUVOULE EVIGS TOU APNXavol Kai
Sipaopévor. Metéwpor. Aotatn n Oéon pas aiwpeital, aioAn avékabev, tou
avépou kai s vopepias napadopévn éva agpdxi eiv’ n {wn, n aknbeia, n
pépa, n vixta, n aimvidtnd... n 086s pas mpos t eos.

... npOe éva koprtodki petd ty {evaynon, kau nbede va pe potioer. Zoypad-
¢1le pou eine k1 exeivn, s dpeoe va oxedidler pe poAidPy, ékave (610 autd
nou £PBAeme amévavt ts aAld val duokodeudtav Aiyo pe 1o pws, mds va to
anodwoet;

«Me okotddi», ws eina. «Eov kpatds oto xép1 1o poduf cou. I'ia v’ armo-
doeis oto xapt 0ou Pws MPEMEL va XEIPIOTELS yUpw Ttou 1o okotddt. Me to
okotddt Oa maleves. To pws Oa épber pévo tou.»

Avapwudpouv votepa av avti n avboppnoia Atav pddnpa téxvas n {wins.

XPHYTOY MIIOKOPOX
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CHRISTOS BOKOROS was born in 1956 in Agrinio, where he spent his
childhood and adolescence. At the age of nineteen he moved to Komotini to
study Law at the Democritus University of Thrace (1975-1979). Following his
graduation and a brief period of indecision, he entered the School of Fine Arts
in Athens (1983-1989). A painter since childhood, he started exhibiting his
work 1n the 1980s. At his Kalidromiou Street studio on Strefi Hill, he created
the works of the ‘apprenticeship in reality’. During the '90s, on Aristodimou
Street near Lycabettus Hill, he attempted to depict shared memory and the
‘temptations of the invisible’, light and dark. In 2000 he moved to Kastella in
Piracus, where he has been living and working ever since. In 2004, with “The
Impassable Forest”, he addressed the painful legacy of the Greek Resistance
during World War II and the ensuing Civil War. In 2013 at the Benaki
Museum (Pireos St.) he presented “The Bare Essentials”, a call for a modest
prosperity and the rediscovery of measure in our everyday life, followed in
2016 by “Glimpses of the Obscure”, a retrospective of his work from the
previous thirty years. Two hundred years after the Greek uprising of 1821, he
returned to the Benaki Museum of Greek Culture with “The Feast”. In the
spring of 2025, Christos Bokoros presents “Passage to the Light” at the Venetian

Basilica of Saint Mark in Heraklion, Crete—a retrospective to the future.

O XPHXTOY MITOKOPOX. yevvinOnke to 1956 oto Aypivio. Exei é{noe ta mai-
dika kat epnfPikd tou xpévia. Equye dekaevvéa xpovdv yia va onouddoet No-
pikd oto Anpokpiteio Ilavemotipio Opdkns, otnv Kopotnvi (1975-1979).
Metd us omoudés tou Aikaiou ki éva pecodidotnpa avamnopdoiotou mpoPfAn-
patopot, Ppédnke omnv Avaoram Xxodn twv Kadédv Texvadv tns Abnvas
(1983-1989). Zoypagile anéd maidi, dpxioe va exBéter o Sexaetia tou '80.
Y10 gpyaotipio s 0dov Kallidpopiou, otov Aépo tou Xipégn, éyivav ta
épya s «pabnrteias oto mpaypatkd». Tn dexaetia tou '90 otnv 066 Apioto-
dnpou, otov Aukafnttd, amomnelpdral va €1KOVOTIOOEL Ty KOIVA pvApn Kat
«IIEIPAOOUS TOU A0PAtou», 1o pws Kkat to okotddt. Metd to 2000 katePaiver
oty Kaotéda 6mou Ce1 kar epydletar éxtote. To 2004, pe o «Adidfaocto
Adoos», dyyi&e to aykddr tns EOvikns Avtiotaons kai tou Epgudiou. To 2013
napouvoiace «Ta Xroixeiddn» oto Mouoeio Muevakn tns 0600 Ileipaids,
npoteivovtas pia Aith eunpepia, pia enavevpeon tou pérpou otny kabnpe-
pivir pas {wn, kar to 2016 us «Oyeis adndwv», pia avadpopikn éxbeon €p-
YoV s tpiavidxpovns mopeias tou. Avo aidves petd tov Eeonkmpo tou 1821,
enavépxetat oto Mouvoeio Muevdxkn EAAnviko0 TToAiuopot pe m «[opt».
Avoi€n tou 2025 napouvoidler oy everukn Baorkikn tou Ayiou Mdpkou oto
HpaxkAeio wms Kpnws o «[Tépaopa oto pws», pia avadpopnt os to péAdov.
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KatdAoyos épywv | list of art works




...Ka1 to ¢pws e10PfaAler
A&SL og Avo kat VAo
...and the light gets in
oil on linen and wood
270 x 260 ex./cm, 2025

Adpna Ouélns

oxedI0 pE HONUPIL o€ XapTi
Storm lamp

pencil on paper

76,5 x 57 ek./cm, 2003

Kepia oe moAvxpopo fados
Aad1 kat mavid og A\ivo Kat VAo
Candles in colorful background
oil and fabric on linen and wood
2:60 x 60 ek./cm, 2022

DOwuopéves oxiés

peAGvN kat Aadt og A kat EUAo
Illuminated shadows

ink and oil on linen and wood
10: 65 x 35 ex./cm, 2008

ITépaopa oto 8doos

PpwToypapia

Passage to the forest
photography

100 x 100 ek./cm, 2004

[Ié¢paopa oto s
pwToypaeia

Passage to the light
photograph

100 x 100 ex./cm, 2004

Kaluppévo pws
AadLkal Aivo o EUNo
Veiled light

oil and linen on wood
2:194,5 x 21 ex./cm, 2002

98

ITapaBodn tou kAadiov I

Madt og Aapapiva

Parable of the olive tree’s twig I
oil on metal sheet

39 x 68 ek./cm, 1993

TTapaBoin tou xdadiov 1T

Aad1 oe Aapapiva

Parable of the olive tree’s twig II
oil on metal sheet

39 x 68 ek./cm, 1993

ITapaBoin tou kAadioy 11T

Ndt og Aapapiva

Parable of the olive tree’s twig III
oil on metal sheet

39 x 68 ex./cm, 1993

ITapaBoldn tou xAadio IV

NAdt og Aapapiva

Parable of the olive tree’s twig IV
oil on metal sheet

39 x 68 ek./cm, 1993

IapaPorn tou xkAadiot V

Aad1 oe Aapapiva

Parable of the olive tree’s twig V
oil on metal sheet

39 x 68 ek./cm, 1993

ITapaBodn tou kAadio VI

Madt og Aapapiva

Parable of the olive tree’s twig VI
oil on metal sheet

39 x 68 ex./cm, 1993

ITapaBodn tou xAadiov VII

Nadt og Aapapiva

Parable of the olive tree’s twig VII
oil on metal sheet

39 x 68 ek./cm, 1993

Yx1d el1ds - kavinl

OKOVEC Kal A\AdL 08 XPUOWHEVO EVAO
Olive tree’s shadow - oil lamp
color pigments and oil on gilded wood
99 x 60 ek./cm, 1996

‘Evas apxaios tpémos

va gtilels pavpa tetpdyova I
AKPUAIKO Xpwa og ELNO

An ancient way

to illuminate black squares I
acrylic on wood

47 x 150 ex./cm, 2000

‘Evas apxaios tpémos

va gotilels pavpa tetpdyova V
NSt og EVNO

An ancient way

to illuminate black squares V
oil on wood

47 x 150 ex./cm, 2016

‘Evas apxaios tpdmos

va gotilels pavpa tetpdyova III
NSt og EVNO

An ancient way

to illuminate black squares III
oil on wood

47 x 150 ex./cm, 2000

‘Evas apxaios tpdmos

va gotilels pavpa tetpdyova IV
NadL o€ Mo kat EVho

An ancient way

to illuminate black squares IV
oil on linen and wood

47 x 150 ex./cm, 2000

‘Evas apxaios tpémos

va gotilels pavpa tetpdyova VI
NSt og EVNO

An ancient way

to illuminate black squares VI
oil on wood

47 x 150 ex./cm, 2016

Aeuké oe patvpo
Aadt og Aivo kal EUNo
‘White on black

oil on linen and wood
54 x 54 ek./cm, 2017

AvdxAnon Yuxov andvimv
NGO o Mvo kal EUAO
Recalling of absent souls
oil on linen and wood

40 x 103 ek./cm, 2024

—

To xunapiocol twv movhimv
Aad1 og XpUOOOTABWHEVO EUAO
Cypress tree of the birds
oil on gold polished wood

84 x 106 ex./cm, 2011

[Toptokahia

AASL og avi kat E0Ao
Orange tree

oil on fabric and wood
75 x 90 ek./cm, 2000

DLAoyes oe papPi okotadi
Aad1 og Aivo kat EUNO

Flames in mauve darkness
oil on linen and wood

74,5 x 74,5 ek./cm, 2016

Kitpivo s

NGO o Avo kat VAo
Yellow light

oil on linen and wood
74,5x 74,5 ek./cm, 2016

Apuydahia

AASL o Avo kat E0No
Almond tree

oil on linen and wood
50 x 50 ex./cm, 2006

‘Evaotpos oupavos

Aad1 og Mivo kat EUNO

Starry sky

oil on linen and wood

145 x 144 ek./cm, 2021-2024

Kitpivo

NGO o Avo kat VAo

Yellow

oil on linen and wood

144,5 x 14,5 ex./cm, 2021-2024

KXadi ehds

A8 og Avo kat E0No
Olive branch

oil on linen and wood
50 x 50 ex./cm, 2018
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LKOtelv6 avorypa

o€ pOTEIVO T0iX0

Aad|, mavi kal VAo o€ TTNooavida
Dark opening

on a bright wall

oil, fabric and wood on blockboard
91,5x91,5 ex/cm, 2024

Qorevéd avorypa

0€ OKOTEIVO T0iX0

AadL, mavi kal VAo o€ TTNooavida
Bright opening

on a dark wall

oil, fabric and wood on blockboard
91,5x 91,5 ek./cm, 2024

Taogpa

NGO o AMvo kat EUAo
Jasmines

oil on linen and wood
48 x 162 ek./cm, 2018

Kepdowa

A&SLog Mvo kat E0Ao
Cherries

oil on linen and wood
50 x 50 ex./cm, 2018

Mnla

NGO og mavi kat VMo
Apples

oil on cloth and wood
50 x 50 ex./cm, 2009

[Tépaopa oo pws

(eM1d ka1 ppayrooukid)

A& og EVNo

Passage to the light

(olive tree and prickly pear)
oil on wood

2:24,5x108,5 ek./cm, 2018-2022

Avoign

NGO o AMvo kat EUAo
Spring

oil on linen and wood
50 x 50 ex./cm, 2004

AvOiopévn xkupédn

A&S1 og EVNo

Blooming beehive

oil on wood

3:54 x 35 ex./cm, 2005-2016

AvOn avéomnepa
A&t og EVNO
Undying flowers

oil on wood

2:68 x 34 ek./cm, 2012

'Eap ouvtetpippévo

NAd1 og peTAgWTS LEAoHA Kat ELNO
Contrite spring

oil on silk fabric and wood

48 x 200 ex./cm, 2012

Kdabapon

AAS1 kal oTABWTS Aol

og Mo Kal VAo

Catharsis

oil and burnished silver

on linen and wood

33x 103 ex/cm, 2013-2025

OLoya

Aad1 o€ EVNo

Flame

oil on wood

42 x93 ek./cm, 2016

[Ipoogopa

A&t og EVNO

Offering

oil on wood

58 x 118 ex./cm, 1996-2016

Lelpd amé pAoyes
AGSL og Mivo Kat EUNo
Row of flames

oil on linen and wood
45 x 232 ek./cm, 2018

Owuopévn okid otavpoy

Aadi og EAO

Illuminated shadow of a dark cross
oil on wood

2:68 x 34 ek./cm, 2010

IMaSipddia, eliés kar mothpia
Kpao1ov (aoknuka)

Nad1 oe mavi kat VAo

Rusk, olives, and glasses

of wine (ascetic)

oil on cloth and wood

50 x 50 ek./cm, 2019

Eebwpraopévol otaupoi

OKOVEG, TAVIA Kal KEVTNUA O EVAO
Faded crosses

color pigments, cloths and embroidery
on wood

83 x 83 ek./cm, 2016

Kepi yadaQo

At og mavid kat EVAo
Candle with light blue
oil on cloths and wood
46 x 47 ek./cm, 2022

Dws oe okouplacpévo Kout
NSt kat oidepo o mavi kat EUAO
Light in a rusty box

oil and iron on cloth and wood
60 x 60 exk./cm, 2022

Ows oe §VMvo kouti
Aadt og EVNo

Light in a wooden box
oil on wood

46 x 47 ek./cm, 2022

Kepid oe oxoupraopévn dapapiva
Nad1 og Mivo kal Aapapiva og Ao
Candles on a rusty metal sheet
oil on linen and metal sheet on wood
70,5x 71 exk./cm, 2022

idecad

Kepi o¢ oxotevé ka1 potevé fados

NGO o Avo kat VAo

Candle in a dark and a bright
background

oil on linen and wood

2:50 x40 ex./cm, 2023

‘Evaotpn vixta kappopévn

oe U)o

Aad1 kat kap@td o mavi kat EUAo
Starry night nailed to wood
oil and nails on fabric and wood
99,5 % 100,5 ex./cm, 2023

Aeuk6 §ebwpraopévo, pelavi
ka1 Aiyo KOKKIVO

navid og EUNO

Faded white, deep ink blue,
and a touch of red

fabric on wood

98,5 x 97,5 ek./cm, 2023

"HAio0s oe yalavé oupavd
A& og EVNo

Sun in an azure sky

oil on wood

19,5x 19,5 ek/cm, 2016

Qeyyapaxi

A& og EVNo

Moonlet

oil on wood

19,5x 19,5 ek./cm, 2016

Metéwpo kdbiopa

nav({ o€ ELAO Kal oKoWIA
Suspended seat

fabric on wood and ropes
30 x 150 ex./cm, 2016
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