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SOTIRIS FELIOS
About Giorgos

Painting is a personal passion about which I can somewnhat talk.

| find it moving that, through his art and beyond his technique, a painter
finds a way to'persuade’ me with his intelligence and sensitivity.

Itis through Elissavet Sakareli that | met Giorgos Rorris after | had previously
owned my first painting by him.

If Iremember right —it's been years and years, almost thirty —one of my first
thoughts about his painting was that he gave figures a soul.

I really enjoyed the few times when the two of us could have a light-hearted
conversation.

Giorgos would not judge anyone.

On the contrary, he would empathise with everyone.

Heis anintellectual that does notactas one.

Talking with him, you realise that his mind apparatus remains calm when
reality happens to become twisted, thatis, whenitacquires unexpected fea-
tures; nor does his heart become numb before a disenchantment.

It's no secret — you can see it almost immediately — that Rorris is a truly
knowledgeable person.

He knows quite much and has a personal view on many aspects of the
human condition.

He is reserved, he asks questions carefully, listens carefully and, when he
gives, he gives with a warm heart.

He speaks of his fellow artists with respect which gives you a clear idea of
the deeper need they all share, that they should all be, that they should all
thrive.

Rorris shows his work and avoids showing himself.

| want to talk in just a few words about how I, myself, can understand the
way Rorris puts his heart and mind in his painting.

Heis aware that hardly anything can be achieved without hard work.

He trusts his mind and his hands.

A painting by Rorris reveals Rorris himself.

The way he treats the subject he wishes to paint, when this subject resists
him, suggests that he learns more about himself while painting.

Perhaps that's what he tells me when | look at the canvases he adds to a
canvas he was painting.



YQTHPHZ ®EAIOX
MNa Tov MNopyo

H Cwypadikr eival éva npoownikd NaBog yia T0 0noio Lnopw KANwe va WAAw.
Me ouyKIVEI nou 0 {wypAdPOC LE TO £pYO0 TOU, MEPA AN TNV TEXVIKT TOU, BPIOKEI
TPOMO Va e «neiBem e TN euduia kal TNy evaicBnaia Tou.

H EAICABET ZakapeAn Lou yvwpIoe Tov MNwpyo Poppn, adou vwpiTepa eixa Tov
NPWTO HOU Nivakd Tou.

Av Bupdapal Kaha —€xouv nepAcel MOAAA Xpovia, KOVTA TPIAVTA— [ia ano TIC
OKEWEIC HOoU vIa TN wypadIkr) Tou 1jTav OTI Sivel Puxr| OTIC LOPPEC.
Xalpépouva noAU TIC AiyeEC POPEC MOU UNOPOUCAKE VA NOUE EEYVOIAOTEC
KOUBEVTEC.

O MwPyog OV EKPIVE KAVEVQ.

AvTiBeTa kaTavoouae Tov Kabeva.

Eival évac diavooupevoc nou 6ev KAVEI TOV §1AVOOULEVO.

KouBevTialovTac kaTahapaivelc OTin OKeUT) TOU LuaAoU Tou OEV Ta XAVE LNpo-
OTA € WA NpayuaTtikdTnTa av auTr TUXEl Kal TOU GUCTPEDETAI, dnAadr TOTE
MoU UNOPE( va anoKTroel anpoodOKNTA XapakTnpIaTIKA, oUTE N kapdid Tou na-
PaAUEl LnpoaTa o€ dlaPeUaelC.

Agv gival kpupo —To kaTaAafaivelg ypriyopa— 0TI 0 POpPNC Eival napa noAu
diapacpévoc avepwnoc.

‘EXel yvwaon yia napa noAAA Kal NPOcwIKT] YWOUT yIa NOAAA an’' Ta avepwniva.
Eival cuveoTaALEVOC, pwTAEl KAl AKOUEI NPOCEKTIKA Kal OTav divel, Oivel LE
XEPI (eaTO.

MIAGEI yia TOUC OpOTEXVOUC TOU LE aeBaopo kal kaTahaBaivelc €Tal To Ba-
BuTepo aiobnua Tng avaykng Tou evoc yia Tov AAAO, va undp&ouv OAol, va
«avBicouv» OAOI.

O Poppnc deixvel To €pyo Tou Kal anodeUyel va Seixvel ToO NpOCwnd ToU.
OEAw va WANOW e SUO KOUBEVTEC yIa TO NWC EXW KATAAAREI TO LEPAKI MOU
€X€l 0 POpPNC yIa TN wypadikr) Tou.

=€pel OTIXwpIC epyaaia, dev Lnopei va eniTeuxBel kAT,

EpnioTeveTal TO LUAAS TOU KAl TA XEPIA TOU.

O nivakacg Tou Péppn anokaAunTel Tov POpeN.

®aiveTalva pabaivel nolog eival and 1o nw¢ PEpeTAl AnEvavTi 0To BELA nou
BeAnoe va {wypadioer 6Tav EKEIVO TOU QVTIOTEKETAL.

low¢ Kar autd va pou Aéel dTav KolTalw Ta TEAAPA nou npocBeae ae TEAGPO

nou (wypaoIce.
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MIYEA QATY
YNoonHEIDOEIG EVOG PAEPHATOC

SNV EAIodBeT Zakapéin

1.

TNV Tpodwviou 12, KOVTA oToV TaBUG Aapiong, éva dinato HecoaaTIKO oniT
NG SEKAETIAC TOU '40 ENEAEEE TO 1993 O MNWPYOC POPPNG WC ATEAIE TOU, €va
XPOVO apOTOU ENECTPEDE TPIAVTAKOVTAETAC anod To MNapial.

=ZUAIVN 0PI0EIONC OKAAA UE KOUNAOTT O 0ONYEI GTO EUPUXWPO XOA. Zahovl,
TPEIG KpeBaTokauapeg, Tpanedapia, dSwpdTio unnpeciag, yUpw aTa ekaTov
nevrivra TeTpaywvikd- YnAotaBavo, Pe avayAudn yuivn opodr oTnv Tpa-
nelapia, EUAIVO ndTwpa oTa dwpaTia Kal Buocivi Aeukd popoeldeg nAa-
KAKI oTnv Koudiva, evw, nicw and Tnv kouliva, c1depévia okaia Byalel o
Taparaoa.

AvApeoa oTa eAdxloTa enodpalr} aTolxeia nou S1aBETOULE yia TOUC NPpWNV
€VOiKoUC €ival Nw¢ eNPOKEITO yia TETPAUEAT] OIKOYEVEIQ, E KANOIO NEUNTO
NAIKIOUEVO PEAOG, AAAA KI €va 0IKOOITO KOPITOl yia va BonBdgl oTo oniTl.

O naTépag pnopei va frav €Unopoc 1) dSnNUociog UNnarAnAog, LNopei va yvo-
pIZe Yy va Pnv yvopiZe 0TI 0 TPoPWVIOS EKTOC and pubonoinpévog apXITEKTO-
vag oTnv apxalotnTa (auTtég avTIKaTEOTNOE OTNV 0IKOSOUIKT) TNV NAIVOO Kal
TO EUAO LE TNV NETPA), UNMPEE Kal xBOVIog BedC. Kal fowc, eneidr| To 6voua
TOU €TUPOAOVEITAI ano TO TpEPw (TPEPWVIO TOV ANOKAAE 0 ETPAPBwWV), TO aTe-
NIE ToU Poppn BpiokeTal oe andoTacn avanvorg and oikoug avoxrg (énoun
MéAaiva Appoditn avarapBavel va BpéPel TNV aKOPESTN 0AGPKA), EVW OTOV
KATW OPOPO SIAUEVEI PAKOCUANEKTNG MOU anoBnKeUel TNV NpapdTela Tou
(avahapBavel, dnAadr, va BpéPel eauTov and Ta pakn TE NOANG, Tnv idia
OTIYUR] Nou ndvw an’' To KEPAAI Tou 0 (wypddoc naieuel va Bpédel Touc dai-
LOVEC TNC HVAHNC KAl TV XPWHATWV).

Mpoonabw va nw 6T 0 Xwpog 6nou lwypadiler o MNopyog POpPNGS, TO anopo-
VOTHPIO TOU, dnou EnpepofpadidleTal 5w Kal ikoal dUo xpdvia, 6oo unap-
KTO Kal xapToypadnuévo eival Tooo aulo, adnAo Kal ENVoNUEVo yiveTal. And
N Hia 6nAadr To epeinio nou oTddlel, LOUXAIALE], KATapPEE!, KIand TNV aAln
1 avaykn Tou avw €voikou va To avanaAai®waoel, va To UNOOTUAWOEL, va To
AVACOUOTNOEI UE EIKOVEC, IE I0TOPIEC, IE UVAEG — LEOA KI €€W anO TO TEAAPO.
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MpIv OUVEXICOULE OLWC, aC NAPEUBANOULE LA onapaypatikn Bloypadia Tou
nevnvTadudaxpovou anpepa (wypddou, apbpwpévn and XEIPOVOLIEC LEaa Kl
€€ and TOV LOUCAUA, AVapVNOEIC, OKEWPEIC, MG Kal BIBAIA 1) LOUCIKEC mou
TOV OUVTPOPEVUOUV OTAV OTEKETAI UNPOCTA OTO KABAAETO.

EMOXH TOY FENEGAIOY TOTOY

«H npwTn eIkdva nou Bupaual va EpTiaga, Oyl LE xpwuaTa aAhd EUvovTag Tov
TOIX0 WOTE va pavei n wxpa, nTav 10 KEPAAI evo¢ aKUAOU. AUTO yivaTav noAAad
Bpadia, 6Tav anhwpévoc dinAa aTov nannou Lou dKouya TIC I0TOPIEC TOU
yla Tn Mikpaacia 6nou NoAEUNCE...»

EnoxH THx AZKT

d@avTaciakr] yvwaon T¢ {wypadikne Héca and Asukwparta / autonenoionaon
TNCVIOTNC / LEYAAa TEAAPA / und TOV aoTEPIOUO TOU TETON.

EnoxH MAPIZIOY (EQE TO 1993)

«ExAeloa Ta navtoupia kal wypadila Peg Ta okoTadla...»

Mepiodog névBouc / kaTtaBubionc/ apdiofrTnong,/ und Tov acTePICHO TOU
Kpepovivi aAAa kal Tou Adneg Mkapaoia kal Tou MnoTooyAou / Mikpad €pya,
OKOTEIVA.

EMOXH ToMIorrA®IAS (1993-1996)

«KaTéBada e oxolvid Ta épya ano Tnv Tapdraoa...»

Tpodpwviou12 /EvTu Xonep kal Tkapaoia Adnel / Ynoabpiopévn aoTuypadia /
Alociwv, ouvepyeia, oikol avoxnc, 2Taduoc Aapiong / 6,71 katonTever and Tnv
Taparoa / and Tnv aAn enioTpodr atov yeveBAIo Téno / Koopdg Kuvoupiac /

avTIVOOTAAYIKO, QVTIKOIVOTIKO, avTIGUANOYIKO BAEUHA / BlaBpwiévo unaibpio
Tonio.



EnoxH Toy ATEAIE (1997-2001)
«TOAUNoa va {wypadiow acxnuouc avbpwnouc...»

TNV apxr akapiaia nopTpeETa / TNV NOPEia To aTeNI€ WC YUXIKT MPOEKTAA)
TV HOVTEAWVY / Pwpuaikd nopTpeTa kal MepikAnc Mavradnc / ohdowpa Kal
HUnouaoTa / LEYAANEC CUVBEDEIC / OUYYEVIKA MPOCWNA KAl LOVTEAA, KUPIWC yU-
vaikec.

ENOXH TOY r'YMNOY (2001-2007)

«To yupvo otn Cwypadlikry dev eival yduTod, GEPEI TO POUXO TNC akivnaiag Kal
TO ACMIAO TNC YURVOTNTAC.»

TiITolavo, Peunpavt, Koupuné, Mnovap, ®. Mngikov, A. DpoivT / KAaGIKT| ap-
XAI0EMNNVIKT YAUNTIKN / onacpuéva ayaiuata / Aaipoviapévol, Mayiko Bouvd,
Mdpumu NTIK, AvBpwroc xwpic 1616TnTeC, YrvoBdTec / Mapalayeg Tou MKOAVT-
pnepyk kal FTaANIKEC ZouiTeC Tou Mnay / TeheuTaia kouapTETa TOU MNETOREV.

ENOXH THE KPIZHE (2007-2015)

«MeTa anod 6ekaoxTw Xpovia avolEa To Napabupo 6T aTeNIE, va UNEl PUOIKO
PWG...»

TKopnia épya /andoupon /Ava Kapéviva / AvalnTaviac Tov xauevo xpovo / Ep-
Batipio PavTeéTaku / oXedOV OAOG 0 MNEPVXAPVT / ZKEWYEIC TOU MMAOKAA, Tou
Mapkou AuprjAiou / E€opiodoyroeic Tou Pouocw / Mnay kal MneToRev / alayr
PWTIOHOU / LETAdOPA TOU KaBAAETOU aTNV EUAIVN OKAAA TN €10060U.

3.

ACUVTPOPEUTOC XWPOC, 0Tav (wypadilel, 6ev voeiTal yia Tov POppn. YnepKi-
VNTIKOC, WAGEI, YEAAEL aKOUEI LOUTIKT), AAAG EXEI KAl OTIVUEC ATOPIAC AUTO-
OUYKEVTPWONG Kal andAuTn¢ olwnnc.

O XWPOC, 0 EIKACTIKOC XWPOC, €ival KATI npoc unepviknaon. O POppN¢, we aix-
HAAWTOC TOU 0paTou, €XEl eneiyouca avaykn and HOvTEAG —OUyyevIKA Npo-
owna 1 KONEAEC— NOU OTrvovTal ENf UrVEC anévavTi ToU Kal KAnola aTIyUn
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ayvoouv 7o BAEULA TOU, TNV NAPOUaCia ToU, LEXPIC OTOU XACOUV TO BAPOC TNC
Unapérc Toug, TO OXNUa TOUG, TNV AUTOEIKOVA TOUC, LEXPIC OTOU HETAPOIW-
Bouv aTov pouoapa.

M'auTd TO LOVTENO yia Tov POppn eival évag HeaiTNC TOu adpaTou — &va ATuno
HEVTIOUW MOU avakaAel Tn «HupwdId TwV aVTIKEILEV@WYY, ONwC Ba EAEYE KI O
Yelav.

Maviodng Tne eikévag, o Mwpyog He TIC (wypadleC TOU KUKAQVEL, CaNilel K
EVTEAEI DIEUBOAICEI TO VO LA LIAC avanapdoTaang nou EAKETal and Tov pea-
Alopo TNG emBupiag ki Ox1 TOu avTIKEIPEVOU. 1 auTo BuBideTal aTo poplakd
TV NPAayHATwy, EKEf GNOU TO OGVO NOU UNAPXE! €ival PuyavepiopaTa, okIeg
oKIwv, ofnoipata fxwv. AuTd OLw¢ cupBaivel pe Tov nio adpod, aTIRapo,
UAIKO, OWHaTIKO TpONo. Kapia oxéon Ue cUHBOANIOHOUC T €aUAWOEIC, LE Na-
paduoika napagevioparar LeTapuoIKEC NOLEC.

Ta cwpata nou (wypadiler o POppnC eival couata kabnuepiva, dniadn
(opidovTaland Tnv npaypatikoTnTa, cwnaivouv, Bovouyv, Bupwvouv, apo-
devouy, xUvouv, Bpoudve, ayandve, ouyxwpouv, €xovtag, Tautoxpova, ano-
AEOEI OTIONNOTE AVEKOOTOAOYIKO, EPTILEPO, OIKEID. TO NAPOV TOUC CUVOLIAES
LE KATI NaAId, ANGHOVNUEVO T} anwBnHEVO, EVM TO LEMOV TOUC opideTal péoa
0'auTd Ta pouyANlaopéva dwuaTtia, Toug S1IAcTIKTOUC anod XpwpaTa Toixoug,
0'auTA Ta NPWNV KATOIKNUEVA dWUATIA, 0" AUTEC TIC IKPEC BEATPIKEC OKNVEC
TNC LVHUNG HovaxIkd ompara nou GEPoUV KATI and YAUNTIKY, and avapvr-
OEICXpwHATWV, and T AAcnn Kal TNy Konpid Tou Koopad Kuvoupiag, katrano
TNV avaloyuvTia Twv oveipwy, aAAG KI and To NEVBoC Tou auToxelpa adeAdou,
anod TNV oKOTEIVI AdUWN TNC W) Tou aTo BAEa Tou (wypddou.

©a diakivéuvelow pia oKEWYN: N yuvalkeia napoucia aTo €pyo Tou Poppn
elvai n apopury, o oniverpacg, To epebioua yia va (wypadioel. H oypadikod-
TNTA WC UVNUN, WC EQNEIPIa, WG NEPINETEIA KAl WG TEXVIKT] €ival TO Lovadiko,
TO 18AVIKO LOVTENO yia Tov {wypddo. Kal auTtn ) {wypadikdTnTa eKKIVEi and
TNV UNAPKTT, TNV KATAYEYPALHEVT LwYPAdIKT] via va ayyigel, va KpudTEl, va
anocuvTeBei otV niBavr), oTnv evoexopevn (wypadikry, Tn wypadikr nou
OVeIpeUETAI TOV €QUTO TNC WC LWwYPadIkr). AUTr Aoindv n lwypadikdTnTa ava-
MVEEI, EANAQVEI, QVTIOTEKETAI, KoupddeTal, anokapdiwveTal, Suopopei, oa-
ynveueTal kal, eVTEAEl, napadideTal Lovo o' auto To naAiako KTiplo.

©a unopouae KAanolog va nel 0TI 0 wypapog akoAoubel pia katapaon: anod
TNV €N0XT) NOU KaTERAle Ta €pya LE oxoIvid and Tny Tapataoa, LEXPI orjHepa
nou (wypadiler aTnv EUAIVN okdAa (unaiviypoc e€650uU; eNICTPOMT) OTA EV-
d0OTEPA e AN 81aBean;). EvdiapEowe navTwe wypadioe o' OAa Ta dwuaTia.
ravra pe TexynTo dwc, Navta e KAeIoTa navr{oupia ) KaAuppéva napabupa.



ATHOOGaIpa BapuBupn, ECOKAEICTT), ECWOTPAREVN, MNXTT], AEC KAI MUKV®-
VEI 0 XpOVOC, AeC Kal 0 Lwypadikoc xpovoc kaTapoxBidel Tov npaypatiko.
AnO TNV aAAn, 01 ToiX0l, Ta NaTwuaTa, ol 0pOPEC, 0l PBOPEC, Ol PWYHEC, Of LU-
KNTEC, Ol BABIEC VUXIEC TOU XpOVOU, aAAA Kal TO GwC Ao, unvoBaTiko, ne-
PICCOTEPO va CUCKOTICEI pwTidovTac, va KpUREl anokaAunTovTag, eival To
KEAUDOC, 1 LEUBPAvVN, N UNTPa LECa aTnv onoia o {wypddoc KUOPOPEI TIG
EIKOVEC TOU, VivETal 01 EIKOVEC TOU, XAVEI TNV €IKOVA TOU, YIa va Vivel TauTo-
XpPOva TO HOVTEAO KAl N avanapacTacr) ToU, Va UNOXWPT|OEl OTNV PEUCTN
{Wvn, EKEI GNOU N IGTOpIa TOU OVTEAOU, N 1I0TOpia Tou eauToU, N 1oTopia Tou
aTel€ Kal n 1oTopia TNS {wypadIkrc cUVTTIKOvVTal, AVOUV, XAvouv Ta opid
TOUG Kal TOV NUprijva Touc.

4.

«@a poudri&w OAo To KOKKIVO BeveTiag an' Ta xelAn cou, Ba pupiow OAo TO
npPAcIvo Kaduiou an’' Tov auxéva cou, Ba mimiAiow OA0 To BIOAETI payyaviou
ano TIC PWYEC oou, Ba PIATjow OAO TO KiITPIVO NANOANC an’ TV KoIAId oou, Ba
XaIdEPw ONo TO HNAE Mpwaiag and Toug Unpouc oou, Ba yAsiPw AN TN pol
OUATpapapiva and Ta 6AaxTuld cou, Ba xUvw kai Ba xUvw kal Ba xUvw aTélel-
wTa, adlakona, ateAeUTNTA KANOUT LOPTOU LEXPI — ».

Av éypada yia Tov Poppn BeaTpikd povoloyo, kanwc €Tol Ba apyida. Movo
nou To NapapiAnTo Tou enf oknvrc wypadou Ba avtavakAoUoE TN payikn
LETAPOPA TOU OE €pYACTNPIA, OE NAAETEC, O€ KABAAETA EKAEKTIKNC OUYYE-
velag (BehaokeB, Pepnpavt, Mnovap, Mnéikov, ®poivt, Mnoudiavng, Kpepo-
vivi...) 1) Tov noA\anAaciacpd Tou o€ kKaBpedTioparta TnNC UNTPIKNG, TNG
adEAPIKNC, TNC EPWTIKNC AyKaNIAg, TNG BAAchNUNG anouaciag Kal TN¢ AUwUNG
povagiac.
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MICHEL FAIS
Footnotes on a Gaze

To Elissavet Sakareli

On 12 Trofoniou Street, close to Larissa Station, a two-storey middle-class
house builtin the1940s, chosen by Giorgos Rorris as his studio in 1993, one
year after he returned from Paris at thirty years of age.

Awooden, serpentine staircase with arailing leads to the spacious landing.
A sitting room, three bedrooms, a dining room, a utility room, approxi-
mately hundred and fifty square metres; high ceilings, with an ornamental
plaster ceiling in the dining room, wooden floors in the bedrooms, and bur-
gundy and white tiles in the kitchen. Behind the kitchen, an iron flight of
steps ends on a terrace.

Among the very few shaky facts we know about the former residents of this
building is that it was a family of four, living with another elderly relative,
and a live-in girl to help with housework.

The father may have been a merchant or a civil servant, he may or may not
have been aware of the fact that Trofonios, apart from being a legendary
architect in antiquity (he was the one who replaced bricks and wood with
stoneasaconstruction method), was also a god of the underworld. Maybe,
because his name originatesin the verb"trefo”, which means to feed (Strabo
names him Trefonios), Rorris' studiois a stone’s throw from brothels (where
Aphrodite Melainis takes it upon herself to feed the insatiable flesh), while
on the floor below lives a ragpicker who stacks his knick-knacks there (in
other words, he feeds on city rags, while, at the same time, above his head
the painter struggles to feed the demons of memory and colour).

What | am trying to say is that the space where Giorgos Rorris paints, his
isolation ward, where he has spent every living hourin the last twenty-two
years, is as immaterial, non-existent and invented as it is existent and
mapped out. On the one hand, the wrecked house that drips, rots in
mould, falls apart, and on the other, the need of the tenant upstairs to re-
store, fortify, reinvent it with images, stories and memories — inside and
outside the frame.



Before we move on, let us sketch a fragmentary biography of the fifty-two-
year-old artist, consisting in gestures inside and outside the canvas, memo-
ries, thoughts, and also books or music which keep him company when
standing in front of the easel.

THE BIRTHPLACE PERIOD

“Thefirstimage | remember making, not with colours but by scratching the
wall until the ochre underneath came out, was a dog's head. This happened
over many nights, as | lay down next to my grandfather listening to his sto-
ries from the Asia Minor front where he fought...”

THE ATHENS SCHOOL OF FINE ARTS PERIOD

Imaginary knowledge of painting through illustrated albums / self-confi-
dence of youth / big canvases / under the influence of Tetsis.

THE PARIS PERIOD (UNTIL1993)

‘| closed the shutters and painted in deep darkness...”

Time of mourning / time of going under / time of doubt / under the influence
of Cremonini, Lopez Garcia and Botsoglou / Small-scale works, dark.

THE LANDSCAPE-PAINTING PERIOD (1993-1996)

"l was taking down the paintings from the terrace, tied up with ropes..."

12 Trofoniou Street / Eddy Hopper and Garcia Lopez / urban painting of de-
clined city / Liossia Avenue, garages, brothels, Larissa Station / whatever he
spies on from the terrace / and, on the other hand, return to the birthplace /

Kosmas of Kynouria / anti-nostalgic, anti-communal, anti-collective gaze /
corroded outdoor landscape.
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THE STUDIO PERIOD (1997-2001)
‘| dared to paint ugly people..."

At the beginning it was quick portraits / as it went on, it was the studio as
the psychological extension of the models / Roman portraits and Pericles
Pantazis /full-body portraits and busts / relatives posing and models posing,
women mainly.

THE PERIOD OF PAINTING NUDES (2001-2007)

“The nude in painting is not naked, it is dressed in the garment of stillness
and the immaculate coat of nudity.

Titian, Rembrandt, Courbet, Bonnard, F. Bacon, L. Freud / classical Greek
sculpture / broken statues / The Possessed, The Magic Mountain, Moby-Dick,
The Man without Qualities, The Sleepwalkers / the Goldberg Variations and
Bach's French Suites / Beethoven's late quartets.

THE CRISIS PERIOD (2007-2015)

"After eighteen years | opened the window to the studio to let natural
lightin.."

Scattered works /withdrawal / Anna Karenina / Searching for Lost Time / the
Radetzky March / almost anything by Bernhardt / the Thoughts of Pascal
and Marcus Aurelius / the Confessions of Rousseau, Bach and Beethoven /
change in lighting / moving the easel to the wooden staircase at the en-
trance.

3.

Anunaccompanied space, when he paints, is unimaginable for Rorris. Hyper-
active, he is constantly talking, laughing, listening to music, but has mo-
ments of pure self-concentration and absolute silence too.

The space, the visual space, is something to be conquered. Rorris, as a cap-
tive of the visible, is in urgent need of models — relatives' faces or young girls —



who pose for months in front of him and at some point end up ignoring his
gaze, his presence, until they lose the weight of their existence, of their
shape, of their self-image, until they transubstantiate on the canvas.

This explains why a model for Rorris is the agent of the visible — an informal
psychic who recalls the"scent of things’, as Cézanne would say.

Obsessed with images, Giorgos revolves around, makes numb and finally
pierces the meaning of representation which is drawn to the realism of desire
rather than that of the object. For that reason he immerses himself in the
molecular structure of things, where the only things present are premoni-
tions, shadows of shadows, the erasure of sound. Yet this happens in the
most clear-cut, robust, material, corporeal fashion. It's got nothing to do
with symbolism or dematerialisation, with paraphysical oddities or meta-
physical poses.

The bodies painted by Rorris are everyday bodies, in that they are crushed by
reality, they fall silent, they envy, they get angry, they defacate, ejaculate,
they stink, love, forgive, while at the same time they have been stripped of
anything anecdotal, precarious, familiar. Their present converses with some-
thing past, forgotten or repressed, while their future is defined by these
mouldy rooms, these walls splashed with colour, these rooms that used to
be inhabited, these little stages of memory; solitary bodies which are remi-
niscent of sculpture, memories of colour, of the mud and manure of Kosmas
of Kynouria, of the shamelessness of dream and the mourning for the brother
who took his own life, of his life’s dark shining in the painter's gaze.

I will risk a thought: the female presence in Rorris" work is the pretext, the
sparkle, the incentive to paint. Painting-ness as memory, as experience, as
adventure and as technique is the only, the ideal model for the artist. And
this painting-ness takes its departure from the existent, the documented
painting in order to touch, to hide, to dissolve into the possible, the potential
painting, into a painting dreaming of itself as painting. This painting-ness is
breathing, reclining, resisting, getting tired, disheartened, annoyed, infatu-
ated and, eventually, succumbing only to this senile building.

One could say that the painterisin the process of descending: from the time
he used to bring down his works from the terrace tied up with ropes until
today when he paints on the wooden steps (is this a hint of exit? ora return
to the inner self in a changed mood?). In the meantime, however, he has
worked in every room. Under artificial light, always, always with the shutters
closed or the windows covered. Atmosphere gloomy, insular, secluded,
dense, as if time is concentrating, as if painting time is devouring real time.
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On the other hand, the walls, the floors, the ceilings, the wear and tear, the
cracks, the bacteria, the deep cuts of the nails of time, but also the oblique
light, sleepwalking, which rather obfuscates in its illumination, inits hiding
and telling, is the shell, the membrane, the womb where the artist hatches
hisimages, becomes hisimages, loses hisimage to become at once a model
and his representation, to cave in to the fluid zone, where the history of the
model, the history of the self, the history of the studio and the history of
painting congeal, merge, lose their boundaries and their centre.

4.

‘I will suck allVenice red fromyour lips, I will smell all cadmium green on your
nape, | will suckle all manganese violet from your nipples, | will kiss all Naples
yellow onyour belly, I will caress all Prussian blue on your thighs, I will lick all
pink ultramarine from your fingers, | will climax and climax and climax end-
lessly, ceaselessly in caput mortuum until —".

If I wrote a stage monologue for Rorris, | would begin approximately along
these lines. Except that the artist's soliloquy on stage would reflect his mag-
ical transferral to the studios, to the palettes, to the easels of elective affini-
ties (Velasquez, Rembrandt, Bonnard, Bacon, Freud, Bouzianis, Cremonini...)
or its duplication in mirrorings of motherly, brotherly, sexual embrace, of
blasphemous absence and immaculate solitude.



EAIZABET MAEZZA
To 6veipo Tou opaTou

FpagovTac yia évav (wypado KaAeioal va LETAPEPEIC GTOV avayvwoTn Kal
Beatn Tn¢ wypadikric Tou, GO0 Mo Kkaipia PNopeic, auTa nou &ideC. Aev
ApKeil, BUOTUXWC, va EVTONICEIC TIC S1AOPOLEC TOU MIVEAOU Kal O,TI KpUBOUV
01 OTPWOEIC TOU Aadiou. Mpenelva BPeIC TICAEEEIC NOU TOUC TaIPIAlouV XwPIC
va XAcoeIg TIC SIKEC aou. MpENnel To ypanTd oou va €xel cuvaioBnan tn¢ yon-
Teiag Tou aAAd Oyl Tou eauToU TOU. Na pnv Eexvac 0TI N Unapér) oou odpeileTal
oTn dwypadikr yia Tnv onoia WAAC. Mpénelva nac oo kai mio Babid, va EEpeig
Kalva EEXACEIC, va GEPEIC Kal va anoBAAeiC. Av eival auTd nou Ba ypayeic va
€XOUV pia Kanola aAriBeia peéca Touc. Hon noAAd. H ouvopliNia oTo xapTi dev
glval He Tov avayvwaoTn), aAAd, KABe popa, e Tov Lwypado.

‘Eva Keipevo yia Tov Mwpyo Poppn anoTeAel pia ouvBeTN nepinTwon kal wa
HeyaAn euBuvn. MpwTa yiaTi vac Oykog onHavTIKOC ExelMdn ypadTel yia Tn
LEXPI orHEPa nopeia TNE doUAeIAC Tou. Kupiwg, Opwc, yiati o adlapdiofn-
TNTOC Baupaopoc nou NePIBAMEl TN LwYPAdIKT) TOU, XPOVIA TOPA, EXEI ON-
LIOUPYTOEl pia OAOKAN PN HuBoAoyia, mou cuyva el (weC napdAnAeC, kal
TNV onoia odeilel kaveic va avTIAapBaveTal alda va Tnv napapepier av BEAel
va dlapuyel Tov Heyaho Kal TOoo BeAKTIKO Kivouvo Tng Bewpiag — va piAa
yUpw anod Ta €pya kal oxl yia T1a €pya.

Fpagovtacylia mn {wypadikr Tou POpAN NPENEI KAVEIC va yVwpIiZel TIC NAIBIKEC
LI EC TOU XwpPIoU TOUC XOUC, TIC LUPWAIEC KAl Ta 0KOTASIA NOU KouBaAd
navta peoa Tour Tn HEYAAn {wypadikr] Tou napeABOVTOC nou Tov diapop-
dwOoE Kal TovV SIAHOPPWVEI- TNV aUPa Kal TO TEAETOUPYIKO TOU ATENIE TOU- TN
oUyXpovn TEXVN NOU €KEIVOC EEXWPICEI TN AoyoTEXVIa Mou Tov anoppoda: To
B€atpo nou Tov oaynveUer T LOUGIKT MOU TOU NAPACTEKETAI OTN HAXN TNC
{WYPAPIKNC TA TEAAPA MOU NPOCTEBNKAY OTO APXIKO TEAGPO: TNV ELLLLOVT) TOU
L€ TOV KOGUO KAl UE TO OWHA TNG yuvaikag: TIC UNEPOXEC IKPEC 1I0TOPIEC Niow
and Ta épya- Tn d1dackahia- TNy ayann Tou yia CUYKEKPILEVOUC avBpwnouc,
yla Toug avBpwnoug, karyia m {wr Tnv idia.

‘Opwen lwypadikr eival pia TExVn Nou, akOpa kal aTn HeyaAuTepn adpaipean

™C, N iow¢ NOAU NePIcOOTEPO TOTE, (NTAEI NPWTA TA HATIA KAl LETA TN
oKkEWYN. OI EIKOVEC TOU PO, LwYPAPICHEVEC EK TOU GUCIKOU Kal NOTE anod
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HVILNG 1 ano dwToypadie, eunioTeUOVTAl EVTEAEI TNV AUTAPKN YVWON TOU
BAEppATOC, adou and auTod yevwriBrkav kal o' auté aneuBuvovTal yia va ouv-
TAPAEOUV TO CWUA EKEIVOU MOU €XEI TNV TUXN va Ta avTIKPIOEl yia NpwTN
dopa. And TNV €vtaon Twv aloBnoewV iowg, KANOTE, PTACOUV OTT CUYKIvNoN
nou GUAAVE eKElva Ta «Niow dWUATIA TOU VOU».

Tovrjla nou cuvoéel Ta TpIAvTa Tpia €pya nou napouacialovTal 6w avanddeu-
KTa 0dNYEl TN HaTId EKEIVOU NOU TA EEXWPIOE oUVAVTWVTAG TO BAEA ToU W-
ypdgdou and Ta npwTa {wypadikd Tou Briparta HEXP! onuepa. Ta npwipa
EOWTEPIKA TOU POppN LE TIC YUVAIKEIEG LOPPEC, TA AOTIKA KAl aypoTIkd Tonia
TOU, Ol VEKPEC PUOEIC, TA VTUEVA T) YULVA LIOVTEAQ OTO EC0WTEPIKO TOU ATENIE
TOU, 1 dlapKr¢ napouaia TN yuvaikag kai Tou XWpou — undpxouv 6w OAal Ol
Hikpoi oTaBuol Liag nopeiag nou dSnAwvel navnyupika Tny nioTtn oTo opatd Kal
o€ ekeivn TN wypadikdTNTa Nou Ba To anodwaoel aTNV ENIPAVEIA TOU KA BA wC
«EVa KOUHATI {wypadIknC NAMOLEVNC Kal {wVTavrCyr.

AV NOPTPETO €ival 1 NAAN LE Trv anddoan Tou opaTou evavTia atn ¢Bopd Tou
XPOVOU, TOTE GTO €pY0 TOU POppN OAG €ival NOPTPETO, Lia Kalyi'auTov o (wypa-
do¢ eival «dlEppunveac Tou opatoU». MovTeéAa Tou dev eivarl Lovo o1 avBpwnIve
HOPPEC NOU NOlApouv 0T OKNVr) TOU pyacTnpiou Tou. Eival, e€iocou, To Tai-
YKIVO BapéNI TNG NPWTNC TOU €KBEONC, Ol KEPAAEC TWV odayiwv Kal ol Kapnof
TWV VEKPWV TOU PUCEWY, OI TOPTOKANIEC TWV TOMIwWV, N NAAId LOTOCIKAETA, MOU
€X€l OVOLa ONWC OAA TA YUVAIKEIQ LOVTEAA TOU, TO GUVEPYEIO TNC VEITOVIAC, TA
€niNAa Tou epyacTnpiou, To €idwA0 aTOV KABPEPTN, TA AKOUUMICHEVA AVTIKE(-
eva oto Tpanedaxl, ol Bappevol ToiXol, 0 YKPEUOC TNG OKAAAC, TO XWHa TNG
ahavag otov Koopd kal 1o EUAIvo ndatwpa TnS Tpodwviou, ol AAUWEIC Kal ol
OKIEC, TO €€w Kal TO Eoa id10. MovTéNo Tou Poppn €ival 6,TI akivnTONoIEl N
LaTIA TOU Kal TO PEPVEI NIPWTAYWVICTT) OTO TEAAPO TOU.

TNV avTinapaBbeor] Tou e TNV €IKOVA TOU NPaypatikou o peaNIGUOC TOU
POppEN fval NIoTOC aAAd Oy aveAENTOC. ACXOAEITal UE TNV UAN aAAa bev de-
opeveTal and Tnv UAN. To NAdyIo dw¢ Kal n ouvriBwc peTpionabnc patiépa
oTa €pya Tou anodidouv To BEua Touc Xwpic unepBoAEC kal e Tn cupnvoia
™G Kupiapxnc {wypadikdTNTAC NoU NAABEI TIC LopdEC anokAeiovTag pia Tpa-
yIkr} B€aon Tn¢ npaypatikoTnTac. Mia aioBnon epniotoouvng dlakpivel ev-
TENEI TOV PEANIOUO TOU POppN — pag LeETadEPel Tov Baupacpd Tou (wypddou
yla autd nou BAEnel kal 0,71 pabaivel and auTd kABe dopd, To EkBapfBo
BAEppa Tou. O peahiopog Tou Péppn eival Puyikog.

Tov b0 Baupacpd unnpeTei N dpapaTikr) NPOONTIKK TWV EPYwWVY Nou aneikovidouv
TN GUVOLIAIG TNC LOPPNC 1) TV LOPPWV HLE TOV XWPO TOU ATENIE E10AYOVTAC



Hia povadlikr) évtaon oTn cuvBeon kal oTnv athocpaipa Tou nivaka. H eu-
PUY@VIQ ONTIKI 0TA E0WTEPIKA auTA dev Efval OUwC anoTéAeopa Hiag aubai-
PETNC BoUANoNC Tou Péppn va dnpioupynaoel Lia avnouxaoTikry oyn Tou
nPAyHaTikou HECW eVOC TEXVACLATOC EEWTEPIKOU, OEV Eival napapopdwaon
yla xapn Tn¢ napapopdwaonc. Xta dSwHdTia Tou epyacTtnpiou nou polalel va
€I0BANOUV OTNV NPAyHaTIKOTNTA Hag, ) dleUpuvan TNEC ONTIKNC ywviag, n
onoia Ta opidel kal Ta xapakTnpidel, NPOKUNTEI 0avV OPYAVIKT) CUVENEIA TOU
dlapkouc NGBOU TOU va XWPEDEI aTNV ENIPAVEIQ TOU £pYOU TOU OGO MO MOANA
ano ekeiva nou avTikpidel n paTid Tou, Tov KOGHO OAO av yIvoTav: «Av Lno-
pouoa, Ba enéKTEIVA TO TEAAPO [LOU OTO ANEIPO.

raTovidloAdyo, 0 POPPNG NPOCHETEI OXeOOV NAVTA LIKPA TEAAPA OTO NPWTO
TEAAPO and ONOU EEKIVNGOE TO £PYO KAl TO OMOI0 NEPIEXEI NAVTA TNV avBpwNIvN
pop®dn: yiaTti BEAEl va avakaAUWE! TIC AYVwOTEC AKPEC LIAC KPUUEVNC EIKO-
vag Tou opatou kal va Tnv anokaAuyel {wypadidovtac Tnyv, NpochEPOVTAC
TNV €K VEOU OTA HATIA TOU KAl 0TA UATIa pag. AvtioTpoda, Ta HIKpa Epya Tou
o€ NapaMnAOypap o Houcapd kal, akopa nepIccoTENPO, AuTd Nou eival {w-
ypadiopéva o napdywva UnoAsippaTa naviov and peyahoug nivakeg Tou,
AEITOUPYOUV WC aVTAvakAAacel¢ o noAUTIHa BpalcuaTa evog (wypadikou
KaBPEDTN.

O POppNC evTEAEl ENIAEYEI KAl CUVAPLOAOVYET 0TA TEAAPA TOU KOUUATIA EIKO-
VOV TOU NPAyHaTikou, GavepwvovTac TNV EINKPIVY ENfyVwoT) NwC Ta €pya TOU
glvalunavikTika cnapdypara piag npaypaTtikornrac nou dev 6a kataktnBei
ylaTi dev Ba aneikovioTel nOTE 0TV OAOTNTA TNC. [1'auTd N {wypadikr) Ba Tov
gcoualadel NavTa, Ye pia enBupia epwTIKT), LEXPI TO ENOLEVO EPYO, TO ENO-
LLEVO €PYO, TO ENOLEVO £PYO.

ANG TN péXpI orpepa nopeia Tou MNwpyou Poppn, iowg n MmAe AAeédvépa va
OUYKEVTPWVEI NAVw TNG OAa padi Ta onpadia Tng nopeiag Tou, Tnv idia oTiypn
NouU anoTeAEl pia nepinTwon povadikr) oTn 81adpopr) Tou.

2N {wypadIkr) cuvOrikn Tou epyacTnpiou TNC 0doU Tpodwviou, Hia Heyan
dlaywviog xwpilel To €pyo ata dU0: OKOTAdI Kal wC, NATWHA Kal TOIXOC, Kade
KAl UNAE, yn Kal oupavog avanopeukTa. Avapeaa n AAe€avopa, «<evdeduuévn
TN YURVOTNTA TN, KABETAI 0TV Akpn piag noAuBpdvac.

O Poppn¢ Cwypadiler onjpepa He TN cuvaicBnaon Tou napeABovToc TNC (w-

YPaPIKNC, MOU KANOTE cuVavVTHBNKE LE TO OIKO TOU napeABov. Anod ekeiva Ta
npwTa KekAIpEva oavidia T Maidikric ouvauliac Tou lakwBidn nou «anoTu-
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NWONKE eVTOCH TOU, OI XEILAPPOI TV MIVEAI®Y TOU AKOA 0Ap®VOUV Ta oavi-
dla 6nou foa akoupna pe 1o N6dI TNE N AAe€avdpa, eKBANoOvVTAC OpUNTIKA
0T IKN pag npaypatikotnTa. H eikéva Tng AAe€avdpac LeTapoppveTal
TOTE 0€ (wvTavr Napouacia Nou alwpeitar avapecsa otov {wypadikod Kal Tov
nPAyLaTIKO XWwPOo. H UNEPOYN adpka TNG anoTeAEl TO HETAlXLIO avapleoa oTov
KEVO XWPO TOU NATWHATOC KAl TWV ToiXwv, Npovopiaka nedia Tng idiac adai-
peonc nou SiekdIKei Ndn and Ta npwTa TEAGPa Tou POPPN TO BEUA TWV EPYwV
TOU VW avadeikvUEl TOV PEANICHO TOUG.

MNa évav wypado onado Tou BAERHATOC Kal OEEI0OTEXVN TOU TEAAPOU (0WC
auTdva polddel napado&o. QWG oTIC «apdiBOAECH NEPIOYEC, OTIC IBIOTPOMIEC
TOU TOiYOU nou dev neplypadouyv TinoTta, kpUReTal n uuxia unooTaon Tne (w-
YPadIKNC, Evac anpokAaAunToc Upvoc otny idla Tn (wypadikotnta. Ol OUAEC
TOU UNAE 00Ba gival fxvn Tou opaTou, anopeivapia Tnc ¢Bopac we dIApKeIac
KaravTioTaong aTov Xpovo, MoU TEVOUV MPOC A AVEIKOVIKT) IVEULATIKOTNTA
n onofa avaduetal and TIC pWYHEC TNC UANG, analaypévn ano Ti¢ deopeU-
OEIC TOU VOTjuaToc.

Agv €xel onuacia av To €€aiclo UNAe Tou Toixou €ival To MapekKANcIo TwV
YKPORBEVIT TO PONO XAPTi NOU KPEUACTNKE yIa ¢OVTO. H ouykivnon dev gival
N yv@won oUTE N Opoiwan, aMd To OVEIpO TOU opaTou nou Ba avayvwpiooupe
OTNV KPUUKEVT €IKOVA.

Méoa and To NUipwc TNC BvnTdOTNTAC TOU UNAE TOIXOU Kal Tou XBovIou na-
TOUATOC N AAe€avdpa npoBaiiel Beikn ki avBpwnivn, aANOTIVY) Kal TwPIVH —
avapeoa oTn UNAE LeEAayxoAia TNE, oTa okopnicuéva nedIAA TNC Kal oTIC
PAPEC TWV TEAAPWV NOU GAVEPWOVOUV TA ONAAXVA EVOC €pYOU ONUEPIVOU. TO
OWHa TNE, akdpa agBapTo, pixvel niow Tou TN okId Tou EauTou. Opw and
TO NAAylaopa TOU KEGAAIOU TNC fowC €va GlyoOUpHOUPICHA avTIoTEKETAl
oTn olwnn, viaTi N AAe€avdpa dev ywwpilel 0TI eival o pubBICTAC TOU XWPOU
Kal Tou GWTOC.

H Ahegavdpa TN (wypadikr OVEIPEUETAI OTN GUGTPOPT TOU KOPUIOU TNE, N
fo1a NN pvrpn TNC eprUEPNC, SIKNC TNG, OHopPIAc. H AAegavdpa eival n
Zwypadikn.



ELIZABETH PLESSA
The Visible as Dream

Writing about a painter you undertake the task of conveying to the reader
and viewer of the artist's painting, as insightfully as you can, what you saw.
Unfortunately, itis not enough to trace the routes of the brush and whatever
the oil layers are hiding. You have to find the words that match them without
losing your own. Your writing should be aware of its charm but not of itself.
You must not forget that your existence is attributed to the very painting
that you are talking about. You have to go deeper and deeper, to know and
forget, to bear and to discard. You have to, if what you will write is to have
some amount of truth. Too much already. The dialogue on your paper is not
with the reader, but each and every time, with the painter.

A piece of writing about Giorgos Rorris is both a complex case and a great
responsibility. First of all, because an important bulk of texts on the course
of his work to date already exists. But, mostly, because the indisputable ad-
miration that has enveloped his painting, years now, has created an entire
mythology that often leads parallel lives, and which one should be able to
perceive but also push aside, if one wants to escape the grave, yet so attrac-
tive, danger of theory — talking around the works and not about the works.

When writing about Rorris' painting one should know the childhood mem-
ories of thevillage; the sounds, the smells and the darkness he always carries
within; the great painting of the past that shaped him and keeps shaping
him; the aura and theritual in his studio; the contemporary art that he per-
sonally distinguishes; the literature that absorbs him; the plays that capti-
vate him; the music that stands by him in the battle with painting; the
canvases that were added to the initial canvas; his obsession with woman's
world and the female body; the wonderful stories behind the works; the
teaching; his love for particular people, for people, and for life itself.

Nevertheless, painting is an art which, even in its greatest abstraction, or
perhaps even more so then, asks for the eyesfirstand then the thinking. Ror-
ris'images, painted on the spot and never by memory or from photographs,
trustin the end the self-reliant knowledge of the gaze, since they were born
fromit, anditis the gaze they address in order to shake the body of the person
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who has the great fortune of facing them for the first time. From the inten-
sity of the senses they may, one day, reach the deep emotion kept in those
"back rooms of the mind".

The thread that connects the thirty-three works presented here inevitably
leads to the gaze of him who distinguished them by meeting the gaze of the
painter from the first steps of his painting to this day. The early interiors by
Rorris with the female figures, his urban and rural landscapes, the still lifes,
the dressed or nude models inside his studio, the constant presence of
woman and space —all the brief stops are here, in a course that declares its
faith in the visible and to that sort of painterliness that will render it on the
canvas as a“piece of painting pulsating and alive”.

If a portrait is the struggle with the rendering of the visible against the rav-
ages of time, then everything in Rorris'work is a portrait, since for him, the
painteris the"interpreter of the visible”. His models are not only the human
figures posing on the stage of his studio. Itis no less the tin barrel of his first
exhibition, the heads of carcasses and the fruit in his still lifes, the orange
trees of the landscapes, the old motorcycle, that has a name like all his
women models, the neighbourhood garage, the furniture of the studio, the
reflection in the mirror, the objects placed on the small coffee table, the des-
olate walls, the cliff-like staircase, the dirt yard in Kosmas and the wooden
floorinTrofoniou Street, the glows and the shadows, the outside and thein-
side exactly the same. Rorris' model is whatever his gaze pins and brings it
asa protagonist onto his canvas.

In his juxtaposition with the image of the real, Rorris realism is faithful, yet
not relentless. He deals with matter but is not constrained by matter. The
light coming from the side and the usually moderate matiere in his works
depict the subject with no exaggerations and in accordance with the dom-
inant painterliness that shapes the forms excluding a dramatic viewing of
reality. Itis a sense of trust that stands out as the main feature in Rorris're-
alism —it conveys to us the painter'sadmiration for what he sees and what
he learns from it every time, his astonished gaze. Rorris’ realism comes
from the soul.

The same admiration is served by the dramatic perspective of the works
which depict the conversation of the figure or figures with the space of the
studio, introducing a unique tension in the composition and the atmosphere
of the painting. The wide-angle view in these interiors though, is not the result



of an arbitrary will of Rorris to create a disturbing viewing of the real by
means of a visual trick, itis not a distortion for the sake of distortion. In the
rooms of his studio, seeming to invade reality, the widening of the viewing
angle, which defines them and characterises them, occurrs as a natural con-
sequence of his perpetual longing of fitting on the surface of his work as
much as possible from what he lays eyes upon, the whole world if possible:
“If I could, I would extend my canvas to infinity".

For the samereason, Rorrisadds, almost without exception, small canvases
to his initial canvas from which he started the work and which always in-
cludes the human figure: because he wants to discover the unknown ends
of ahiddenimage of the visible and to reveal it by painting it, offering it anew
to his eyes and our eyes. And vice-versa, Rorris' small works on rectangular
pieces of canvas and, even more so, all what is painted on lopsided remains
of larger paintings’ cloth work as reflections on precious fragments of a
painterly mirror.

Rorris, afterall, selects and assembles in his canvases pieces of images of the
real, thus disclosing the sincere awareness that his works are suggestive
fragments of a reality that will not be conquered because it will never be de-
pictedinits entirety. Thatis why painting will always dominate him with an
almost erotic desire, until the next work, the next work, the next work.

From Giorgos Rorris' course to date, perhaps Blue Alexandra gathers together
all the traces of his route, while constituting at the same time a unigue case
in his artistic path.

In the painterly condition of the Trofoniou Street studio, a long diagonal
divides the work in two: darkness and light, floor and wall, brown and blue,
earth and sky inevitably. In between, Alexandra, “dressed in her nudity”, is
seated on the edge of an armchair.

Rorris paints today while aware of the past of painting, which once met with
his own past. Since those initial sloped boards of the Children’s Concert by
lakovidis, "imprinted inside” him, the torrents of his brush strokes still sweep
the planks that Alexandra barely touches with her foot, emerging into our
own reality. Alexandra's image is thus transformed into a living presence
floating amid the space of painting and the space of reality. Her exquisite
flesh constitutes the verge between the empty space of the floor and the
walls, both privileged fields of the very abstraction that already claims, since
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thefirst canvases Rorris painted, the subject of his works, while featuring at
the same time their realism.

Fora painter-follower of the gaze and master of the canvas, perhaps this may
come asa paradox. Butin the"doubtful”areas, in the peculiarities of the wall
which do not describe anything, lies hidden the very substance of painting,
an unconcealed hymn to painterliness itself. The scars of the blue wall plaster
are traces of the visible, remains of decay as endurance and resistance
against time, tending towards a non-visual spirituality, free of the restraints
of meaning.

It does not matter if the magnificent blue of the wall is the Scrovegni Chapel
or the wallpaper that was hung as a background. Emotion lies not in the
knowledge or the resemblance, but in the dream of the visible that we shall
recognise in the hidden image.

Through the penumbral mortality of the blue wall and the chthonic floor
Alexandra emerges both divine and human, of a time past and present —
surrounded by her blue melanchaly, her sandals lying on her side and the
seams of the canvases, which reveal the viscera of a work of the present. Her
body, still unspoiled, casts behind it the shadow of the Self. Yet, from her
slanting head, perhaps a soft murmur resists the silence, because Alexandra
does not know she is the regulator of space and light.

Itis of painting Alexandra dreams in the twisting of her body, herself alre-
ady the memory of her own, fleeting beauty. Alexandra is Painting.
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AU0 MopTOKAAIEG, 1994-1996
YKOUAG kal akouapéha o€ XapTi, 20,8 X 45,4 €K.

Two Orange Trees, 1994-1996
gouache and watercolour on paper, 20.8 X 45.4 cm
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AuagkoAn méa, 1991
AAdI og pouoaud, 132,3 X 90 €K.

Difficult Pose, 1991
oil on canvas, 132.3x90 cm



Smoudrj yupvou. Mapial 1990, 1990
AAd1 o€ poucapd, 80 X 90 €K.

Study for a Nude. Paris 1990,1990
oil on canvas, 80 x 9o cm
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EAlodeT, 2002
AAdI o€ poucapd, 134 x 161 €.

Elissavet, 2002
oil on canvas, 134 x161cm
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®Aopéta, 1997
BIVUAIKO O€ pouoapd, 140 X 160 €K.

Floreta, 1997
vinyl paint on canvas, 140 x 160 cm



ldvva, 2004-2005
AAdI o€ pouoapa, 176 x 215 K.

Yanna, 2004-2005
oil on canvas, 176 x 215 cm
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Katowvag, 2009
AGbI o€ pouoaud, 40 X 50 €K.

Heatwave, 2009
oil on canvas, 40 x50 cm



MEAETN yia pia pop@r mou kdbeTal aTn okdAa, 2010
AGSI o€ pouoaud, 35X 20 K.

Study for a Figure Sitting on the Staircase, 2010
oil on canvas, 35x20cm
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Avbpovikn, 2013
Aad1 o€ pouoapa, 75 x 65 K.

Androniki, 2013
oil on canvas, 75 x 65cm
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Mpogi yuvaikag, 201
AAd1 o€ pouoapd, 25 X 40,5 €K.

Woman in Profile, 201
oilon canvas, 25 x40.5cm



Mapia ®pavrlr, 2000
Aad1 o€ pouoapd, 60 x 62 €K.

Maria Frantzi, 2000
oil on canvas, 60 x 62 cm
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Kaoaiavrj, 20m
Aad1 o€ pouoapd, 40 X 55 €K.

Kassiani, 20m
oil on canvas, 40 x 55 cm



‘EAeva, 2010
Aad1 o€ pouoapd, 50 X 55 K.

Elena, 2010
oil on canvas, 50 x55cm

40 | 41



KepdA Bodiou, 2012
OIVIKT LEAQVN Kal LEIKTH TEXVIKT| OE XapTi, 56 X 76 €K.

Head of an Ox, 2012
Indian ink and mixed media on paper, 56 x 76 cm



O kUpiog Tdkng, 2010
AA8I o€ pouoapd, 40 X 49,5 €K.

Mr Takis, 2010
oilon canvas, 40 X 49.5 cm
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AxAdébia, 2000
akouapéa o€ xapTi, 56,5 X 76 €K.

Pears, 2000
watercolour on paper, 56.5 X 76 cm



Spdyio, nepinou 2000
akouapéAa Kal TEUNEPA O€ XapTi, 56,5 X 77 K.

Carcass, c. 2000
watercolour and tempera on paper, 56.5 X 77 CmM
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Smoudr mopTPETOU, 1998-2000
AAdI 0€ poUoapd, 35X 45 EK.

Study for a Portrait, 1998-2000
oilon canvas, 35x45cm
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AnpdokAnTo PAEupa, 2002
AGSI o€ pouoaud, 25 X 20 EK.

Unsought Glance, 2002
oil on canvas, 25 x 20 cm



Smoudr ymouaTou, 2001
AGSI o€ pouoaud, 35 X 25 €K.

Study for a Bust, 2001
oil on canvas, 35 x25cm
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MmAe AAegdvdpa, 20052006
AAd1 o€ pouoapd, 220 X 230 €K.

Blue Alexandra, 2005-2006
oil on canvas, 220 x230cm






Xopdg, 2012
Aad1 o€ pouoapd, 50,5 X 40 €K.

Dance, 2012
oil on canvas, 50.5 x40 cm



MapeioakTo PAEppa, 2012
AAd1 o€ pouoapd, 62 X 47,5 €K.

Intrusive Gaze, 2012
oilon canvas, 62x475cm
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fupve, 2015
Aad1 o€ pouoapd KOMNHEVO O HOUCAKA, 37X 22 EK.

Nude, 2015
oil on canvas mounted on canvas, 37X 22 cm



‘Ynvog, 2008
Aad1 o€ pouoapd, 40 X 60 €k

Sleep, 2008
oil on canvas, 40 x 60 cm
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ZanAwpévn MNdwva, 2004
AAGSI og pouoapd, 35X 55,3 €K.

Reclining Yanna, 2004
oil on canvas, 35X 55.3CmM



Koppdg, 2005

AAdI o€ pouoapd, 25,2 X 40 €K.

Torso, 2005
oilon canvas, 25.2 x40 cm

Kopitai and tnv ‘Hmelpo, 2011
AAdI o€ pouoapd, 28,5 X 45 €K.

Girl from Epirus, 2011
oilon canvas, 28.5x45cm
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Avrpidwva, 2012
A4S o€ pouoaud, 33 X 35 EK.

Andrianna, 2012
oilon canvas, 33x35cm



EAid aTo o11jfoc, 2007
Aadl o€ pouoapd, 40,2 X 22,3 €K.

Mole on the Breast, 2007
oilon canvas, 40.2x22.3cm
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®dpog TIPAG aTov Kouppmé, 2002
AAd1 o€ pouoapd, 10,7 x 48 K.

Tribute to Courbet, 2002
oil on canvas, 10.7x 48 cm
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H XpioTiva pe moptokaAid pouoTa, 2009-2010
AAdI o€ pouoapd KOMNHEVO O€ ouoapd
52,5X13 €K.

Christina in an Orange Skirt, 2009-2010
oil on canvas mounted on canvas
52.5X13CM

Kékkivn akid yuvaikag, 2014
AAdI 0€ LoUCapd KOMNHEVO O€ pouoapd
44,5X22 €K

Red Shadow of aWoman, 2014
oil on canvas mounted on canvas
44.5X22CM
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MAQProx POPPHX
IKOpPNIEG OKEYEIG Yia TN {wypadIKr

H Cwypadikn ivarl pia T€xvn TN olwnnc.

H okid oTn {wypadikn eival cuxva avunoatarn, acwouarn, EXEl TNV IoxvOTEPN
UAIKT), XpwHaTikn napouasia. H okid eival To akpaio épio npiv ano Tn clwnr.

TKOMNOC Lou eival va pTIAEW KANOIEC EIKOVEC MOU va £xouv T duvapn va na-
PaLEIVOUV OTN LVrun.

MNpoconabw peéow TNC 6pacnc va aneubuvBw oTo VeUPIKO GUOTNUA TOU
Beatn.

To yeyovoc OT1 dev eipal npoBupog afacavioTa va akoAouBriow Tnv onoiadr)-
noTe pHoda, EekIVAgl and Tnv aywvia pou va eipal Babutara kal ouciacTIKa
EVW... AEV UNOPW va KATAAABW TI onuaivel «oUyxpovos kal «napadoaiakody,
apou 1 povn duvaTr) «VoLILOTNTA» €ival N CUVENEIQ TOU €PYOU LIE TOV STUI-
oupyo.

Eival kaAd Tn Cwypadikry va unv npocnaboupe va T UAABOULE pEca and
avTinapaBEecEIC avTIaXOUEVWY TPATONED WY AAA va avadnTrOOUE TN OU-
VEMEIQ TOU KABE €PyOuU LE TOV EQUTO TOU.

TOOO TO NIVEAC OGO KAI TO ANOTUNWHA EVOC CUPUATOMAEYLATOC LNOPOUV va
€vTAooovTal 0Ta HEoa Hou, Ta onoia dev Ta xwpilw ae napadoaiakd 1y pn,
aM\a oe avaykaia rj oxl.

Aev okEnTopal 0TI 0 Péunpavt kal o Mnovap {wypadicav npiv and Heva.
MoTelw OTIAUTO TO TANEIVO £pYO HOU £Xw TN dUvaun va 1o ¢opTiow HE NOvo,
LE aywvia, e Xapa, woTE va OUYKIVIOw €vav AyvwoTo LoU.

KaBe wypadoc GEper evTOC TOU OAN TNV 10Topia TNE {wypadIKrC Kal LE TN
OEIPA TOU CUGTHVEI OTOUC AAAOUC pia napadoon. Mnopei Ta €pya Tou va Unv
avTEEOUV OTOV XPOVO. AV OLWC TO KAVouv, Ba yivouv To napeABov Tou HEA-
AovToC. To va QEPEIC LEGA 0oU AAOUC (wypadpouc onpaivel eniong T npo-
onaBei¢ napaAAnia va Bpei¢ Tn SIkr) oou pwvry.
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H lwypadikn eivar Ekkpion cwpaTikr kal o nivakac eival éva €ido¢ 1I0Tou ava-
ILECQ OTO HATI, GTOUC VEUPWVEC, OTO XEPI TOU (wypadou. Eival pia owuaTikn
kataypadn TN aywviac Kal pa apeon anotunwarn tTne. AuTh evoladEpEl
ELEVA WC ONIOUPYO, OXI OUWC ANOKAEIOTIKA Kal WG BeaTn). EKEI BAENW LE EV-
d1adEPOV AMNOUC TPONOUC KAANITEXVIKNC EKPpacnC.

H oupnepidopad anévavti aTo €pyo opideTal iowg and To Ayxog va KaAUWEIC
Hia xaoTikn, adela emdavela kal va dnuioupynaoeig To nAaicio Tng eikévag.
‘EXEIC VA KAVEIC UE [ia eydAn acnpn enigaveian onoia apveital pe neiopava
oou napadoBei. Apxika npéner va katapynBei To xaoc kai va yivel alya-orya
Hop®n.'YOTEPA 1 cUUNEPIPOPA opieTal and Tnv EANiIda Nou cou NApEXEl 0
EVTEAWC avoIXTOC 6pOLOC ToU va 0dNyrOEIC TO €py0 ONWG ECU Ba1BeAeC. £ 10
TENOC opideTal and To ayxoc va odnynaoeIg TNV €IKdva péaa and Tov dpouo
nou 1dn auTr| oou €xel NAEov Oei&el. Exel NAPEI TN Lopdr) TNC KAl 00U UNodEl-
KvUel N id1a nw¢ Ba ohokANpwBEi. Ta peva, Aoinov, gival 5Uo o1 PUYIKEG Ka-
TAOTACEIC Nou opidouv Tn dnuioupyia evoc nivaka: To ayxog kal n eanidéa. Av
Hnopouacape va noupe OTI TO apdAlyapa autov Tov dUo Ba pac npocedepe
TN AEEN NAaBog, Ba To npocunéypada.

Zwypadilw onpaivel epwTevopal TNV UAN kal npoonabw va Tn HETANAAow.
Aev onpaiver 0TI £xw wpaieg 16€ée¢. Mpoonabw va evepyonoirow To xwpa. Na
TO KAVW VA L€ OUYKIVIOEl CULETEXOVTAC €V owpaTl oTn diadikaaia. MEow
TOU XEPIOU OV, TOU ayK®va Jou, Tou kaprnou Hou, TNE Kivnong Tou 0OUaToc.
Zwypadikr) onpaivel n(poodopd owpaToq.

H lwypadikr eival anoTéleopa 6pacnc-kapdidac-xepiou. O voug EpxeTal MOAU
apyoTepa.

PWTW LE aywvia To LoVTENO av poldlel. OTav yveBel kaTadaTIKa, NPEU®. AV
Ba oTapaTrow OUWE NOTE va To (wypadidw HEXP! va MoTEYw OTI Eival auTo.
AuTH €ival kal 1 Bacikr cuverikn Tou NopTPETOU. KAvw €va NopTPETO onpai-
VEIOTINPOCNAabw va Tou LoIdaoel. TIonpaivel OpwG va poldacel; Me anacyoAei
va [oldoel ouolaaTika kal Babid. Na anotunwveTal n avTiAnwr Tou yia Tn
(w1}, auTo Nou eival npaypaTika kal, €1 duvaTov, To NWE OKEPTETAL.

Aev gival To HovTENO Npdyua, dev eival epyaleio, BoriBnua. Eivai n nnynn
avecavTtAnTn, n onoia oe TpopodoTel cuvExela Pe To aioBnpa OTI auTd nou
KAVEIC UNOAEIneTAl TOU MAOUTOU TNC MNYNC.



MoTé dev neTdw évav nivaka. N1wBw evoxr), KUpiwC anévavTi 0To LOVTEAO NOU
pou nolapel.

Y€ apKETA ano TA €Pya LOU EXOUV NPOOTEBEl 6TV nopeia KoupATia nou dev
givainapdn napadoyr evoc ohaApatoc. Ekppalouv T didbeon yia pia ené-
KTAoM Kalyia Tnv KatakTnon piag eikévac nou 0ev T ywwpilw K Twv NPoTE-
pwv. Apxilw kal kKoAAw dnAadr) Ta TeEAdpa av aicBavBw OTI auTd NOU KAVW
glval Turua piag LeyaAuTepng elkdvac Tnv onofa dev yvwpidw aMa npenel va
Pagw va mn Bpw.

Eival oav va yaxvw pia eikéva tne onofac dev yvwpilw napd €va pHeépog. To
unoAOINO LOU anoKpUATETAl Kal KaAoUpal va To avakaAupw.

H TeAikn eikdva €ivar anoTéEAEGA cUVapRoOAOYNONC Kal 0pyavwoewe Xpw-
HATIKQOV KNAIBwV. Av 0TO HUAGAG 00U EXEIC TNV TEAIKN €1kOva, dev gioal (w-

Ypagog.

Agev LE evdladEPEl pia elkdva Npoaxedlaapévn. Av ival npooxedIacuEvT Kal
npoanodacicpévn Baplepal va m wypadiow. Epéva auto nou Le evolapEpEl
givaiva pabw 11 8a Byel kar auTod va £pBEel WG EKNANEN. Molpaiw Ba undpyel
kal pia1oTopia. Mola Ba eivai n 1otopia; O kabBévac Ba nel auTo Nou eKEivVog
nioTevel.

Mou anokAgiovTal 01 NOZEC NOU SNAWVOUV OTI TO LOVTEAO KAVEI KATI, YIATI GTO
TENOC Ba Byel YeUTIKO. @EAW auTa nou BAENw. Karautd nou BAENw eivar ania
npaypara: n yuvaika nolapel.

Aev (wypadilw xapaktrpec aMa cwpata. Kal Ta owpata ival To paiveadal
auTo KaBeauTd. OTIAYVEIC Evav Nivaka yia va kKaTaAdBeIC Tov MO Nou oTE-
KETAI anévavTi oou.

O&A\w va nw KATInoAU anhd. Méaoa o€ éva nepIBAAOV Nou €XEl KATATAEEI TOV
avBpwno w¢ XpraTn, katavaAwTr], povada, cav anpdownn pala, 6eAw va
avacUpw Kal va KataoTrnow Hvnueio anévavtl aTov Xpovo oplopéva npo-
owna, To Npéowno Tou avBpwnou. Ia péva eival 1epo.

O avBpwno¢ nou nolapel, oty nola Tou dev eival NOTE yupvoc, eival evde-
dupévoc Tnv abwoTnTa TNG adapiaiag nepIBoAnc, n onoia apaipei onoladn-
noTe novnpn ¢avtaciwon. MpootateveTal and Tn Happapivn akivnaia Tng
noédag kal evoUeTal TN yupvoTNTA TOU.
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Av {wypadila e0aC TWPA, £T01 ONWC 0ac BAENw, Ba éBala auTtd To Tpanelax
oinAka oag pe To Tacdakl enAavw kal To Tpanelaxi Ba peiwve Tn povagia oac,
yiati To Tpaneddki Bartav o cUVTPOPOC 0ag TNV EIKOVA, aANG iowc, and Tnv
AN, N povagia oag va ritav kal peyaiuTepn, viaTin cuvtpodid oac Ba ritav
anAd éva Tpaneldxi kai TinoTa napanavo.

H Cwypadikr) dev oou divel Kal LEYAAEC XAPEC, Eival pia cuvexnc nikpa, yiaTi
VIOBEIC KABE pépa nou GevyeIC OTI NANI anéTuxa, NAA anéTuxa.

‘Opopdo yia péva eival auto nou Ba Hou NpoodEpel T duvatodTnTa TNC Na-
pnyopiacg, Ba pou npoodépel TV Weudaiobnon Tng abavaaoiag, Ba kavel TN
(wnva ¢avtadlel AiyoTepo acrjpavtn kail nedn.

KaTahaBaivw OTI Exel TEAEIOOEI €vac nivakag oTav Tov NANaIalw yia va eENERBw
KarauTog dev e adrivel. Agv Lou adrivel biodo va pnw peca tou. Ol appoi ival
TOOO I0XUPOI, nou BeV UNAPXE! Kapia pwyur).

‘OTav TeAeIwvel 0 nivakag, o {wypadoc napaxwpei Tn B€an Tou oTov Beatn.

‘EXw €va OUVEXEC AyXOC yIa TO TI Ba KAVW PETA, av Ba KAvw Kaveva Kaad €pyo
OTO HENOV. Av Ba kavw {wypadIkr) Nio Kaipia, nio ouciacTIkr, nio Babida,
n10 €INKPIVY, Nou Ba adrjoel KANola €pya nou Ba kaTaypadouv TNV ENoxn
Hou pe akpiBela, pe duvapn, kal Ba pnopouv va napapeivouy, auto PUeE npo-
BAnuaticel.

TIC ZKEPEIC OCUYKEVTPWOE Kal ENIHEANBNKE 1 ENloABeT MAéooa.
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GIORGOS RORRIS
Scattered Thoughts on Painting

Paintingisanart of silence.

Shadow in painting is often unsubstantial, incorporeal, it has the least ma-
terial, chromatic presence. Shadow is the extreme borderline preceding
silence.

My aim is to make certain images that would have the power to remain
imprinted on memory.

What | try to do, is to address through vision the nervous system of the
viewer.

The fact that I am unwilling to follow, without second thought, any given
trend, hasits rootsin my agony to be profoundly and essentially me... I can-
not understand what"contemporary” or “traditional” means, since the only
possible"fairness” that can be is the consistency of the work with its maker.

We had better not try to conceive painting through the juxtaposition of rival
camps, butrather through seeking the consistency of every work with itself.

The brush as much as the imprint of a wire net can be integrated within my
inner self, which I do not divide into traditional and non-traditional, butinto
necessary or unnecessary.

I never think that Rembrandt or Bonnard painted before me. | believe that |
have the strength to breatheinto this humble work my own pain, agony, joy
and so affect a person totally unknown to me.

Every painter carries within himself the whole history of painting and intro-
duces, in histurn, a certain tradition. His works may not last through time.
But if they do, they will become the past of the future. Carrying within you
other painters also means that, at the same time, you are struggling to find
your own voice.
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Painting is a bodily secretion and the painted work is a sort of tissue between
the eye, the neurons, the painter'shand. Itis a bodily recording of agony and
adirectimprint of it. Itis this recording thatinterests me as a creator, yet not
exclusively as a viewer. As a viewer, | can take an interest in other manners
of artistic expression.

The behaviour towards the work is probably defined by an anxiety to fill a
chaotic, empty surface and form the framework of the image. You deal with
alarge white surface which obstinately denies to surrender itself to you. Ini-
tially, the chaos should be eliminated and, little by little, become a form.
Then, behaviour is defined by the hope given to you by the entirely open
path of leading the work as you would like. In the end, it is defined by the
anxiety to lead the image through the path it has already shown you by
now. The image has acquired its form and suggests to you itself how it will
be completed. For me, therefore, there are two emotional conditions that
define the creation of a painting: anxiety and hope. If we could say that the
amalgam of these two would offer us the word "passion”, I would myself
support that.

To paint means to fall in love with matter and try to remould it. It does not
mean one has good ideas. | try to activate soil. To make it move me by parti-
cipating with my body in the process. Through my arm, my elbow, my wrist,
the motion of the body. Painting means the offering of a body.

Painting is the result of vision-heart-hand. The mind comes in much later.

| ask my models anxiously if they find a resemblance. When they nod, | calm
down. But I will not cease painting them until | have come to believe that it
is them | have painted. This is the basic condition of a portrait. | am making
a portrait means | try to make it look like the model. But what does it mean
it should look like the model?  am concerned with a resemblance that s es-
sential and profound. Depicting their perception of life, who they really are
and, if possible, how they think.

Amodelisnotathing, itisnotatooloranaid. Itistheinexhaustible source
that constantly feeds you with the feeling that what you are doing is lesser
than the affluence of the source.

| never throw away a painting. | have a feeling of guilt, particularly towards
the model that poses for me.



In many of my works pieces have been added in the process which are noth-
ing more than admitting a fault. They express a mood for an expansion and
the conquering of a depiction that | do not know in advance. That s, | start
attaching the canvases together, if | feel that what | do is part of a larger
image which | do not know, yet | should try to look for.

Itis like looking foranimage of which only a part is known to me. The restis
concealed from me and | am to discover it.

The final image is the result of assembling and arranging blots of colour.
If you have the final image on your mind, then you are not a painter.

lam notinterested in a prior designed image. If itis prior designed and prede-
termined | have nointerestin painting it. What lam interested inis tofind out
what theresult will be and that this should come as a surprise. Inevitably there
isalso a story. What will the story be? Each person will say what they believe.

To me there's no room for poses denoting that the model is doing something
because, in the end, it will come out as fake. | want what | see. And what |
see are simple things: the woman is posing.

I do not paint characters but bodies. And bodies are appearance itself. You
make a painting in order to understand the other person that is standing
opposite to you.

I want to say something very simple. In an environment that classifies man
as a user, consumer, unit, as a faceless mass, I want to bring forward and
make a monument to certain faces, against time — to the face of man. Tome
itissacred.

The person posing is never naked in the pose, but dressed with the innocence
of a birthday suit which removes any kind of weird fantasy. The sitter is pro-
tected by the marble stillness of the pose and dressed with his nudity.

If I painted you right now, exactly as | see you, | would put that coffee table
next to you with the ashtray onit, and the coffee table would reduce your lo-
neliness, because thellittle table would be your companion in theimage, but,
on the other hand, perhaps your loneliness would be deeper, because your
companion would simply be a little coffee table and nothing more.
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Painting does not give you much joy, itisan endless bitterness, because each
time you leave, you feel that you failed, that you failed again.

To me beautiful is what will offer me the possibility of consolation, what will
offer me the illusion of immortality, what will make life seem less insignifi-
cantand small.

| feel that a painting is finished when | approach it in order to intervene and
it does not let me. It leaves no passage for me to enter it. The joints are so
firm, that there is not a single crack.

When the painting is finished, the painter gives his place to the viewer.

I am in constant agony as to what | will do next, if | will create a good work
in the future. If I will make painting that is more insightful, more essential,
more profound, more sincere, that will leave behind works which will record
my time with accuracy, with power and which will be able to last, thatis
what I am concerned with.

Thoughts were compiled and edited by Elizabeth Plessa.
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BIOTPADIKA XTOIXEIA

O MNwpyog PoppNC yevwnBnke aTov Koopd Kuvoupiag To01963. 2novdace (w-
YPAaPIKT) 0TNV AvwTdTn ZX0AT KaAwv Texvav e dacokdhoug Tov avayioTn
TéTon kal Tov MNavvn BahaBavidn (1982-1987). LUVEXICE TIG ONOUSEC TOU OTNV
Ecole nationale supérieure des Beaux-Arts aTo Mapiol pe 5aokalo Tov Aco-
vapvto Kpepovivi (1988-1991), Le unotpodiec Tou 1dpunaTog Baoiin kal EAIac
rouhavdprn kal Tou Kolvwdehouc 16pupaToc ASeAGWV M. Mndkaha. Luvep-
YAOTNKE LE TO KEVTPO MpappdTwy kal TExVwv «Anoyn» (1996-2002) kal and
T0 2002 cuvepyaleTtal e Tnv Opada Texvng «Xnueion, didackovTac (wypa-
®Ikr. To 2001 TIURBNKE and Tnv Akadnuia ABnvav pe To Bpafeio yia véo
‘EAANva {wypddo, nAikiag HEXPI 40 €TWV. To 2006 To KoIVwPeAEC 16pupa
ANEEAVOPOC Y. QVAONG TOU GNEVEILE TIUNTIKT O1IAKPION VIA TO €pYO TOU. ANO
TNV APWTN TOU aTOMIKN €KBEON, TO 1988, dlaTnpel LovIUN cuvepyacia e T
«Médouaa AiBouaa Texvner. Epya Tou BpiokovTal O€ IBIWTIKEC Kal dNUOCIEC
OUMN\OVEC. Zel Kal epyaleTal oTnv ABrjva.
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