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«H Cooypagikn TOL AnuNTEN MICTEICTN ATTOTEAE eLAICONTN ATTOTTEIPA Va &€l
TOV KOOUO |UE TIOOTOXN YIA VA YEUITE TO KEVO UE XPWUATA KAl YOAUMES, PLOUIKA
avadlntvrag tn {wn, Tou ival, uAAAov, N xapd.
Jav TToLAI TToL pabBaivel va TeTd, KAVEl Jia TTOOCTTABEIQ TATTEIVT KAl QvayKaid, OTToL
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2) Are il Sia X Aw‘ M\\’w\ \&Q\‘w‘\‘ «O Karmetav-Moyag (Anuntong MioTpIcdTNG) SNUIOLPYEI TEXVN EKTTOLELOLEVN

arrd 1O TTVELUA TV TTPAYUATWV. ZKABE OTN YN TNS WOLXAS TOL KAl AVAKAAOTITE
ouvalioOnuaTa Kar uvNueg iIBayeveic. Koirae Babutepa (evdookoOTNon) otnv
TapAadoon, TNV IoTOPIA, TN BPNOCKEIQ, TNV EAANVIKI) KODATOVOQA, TNV E0WTEON
Siaoraon Tng S1EBvoug TéXvNGg, TO TTEPIBAAAOV TOL KaIl avalnTwVTag TN ADTPWON,
10 OAO0 TV TTRAYUAT®WY, {WYPAPILEl (ELXETIKN CAWYOAPIKN) OTTWC TNV ATTOKAAE

0 i610G. Mn cuuBaTikn, oXeSOV WLXAVAALTIKN, ETTIXEIOE VA YEPLPWOTE! TO VOUL

Kal TIG aicBnoeig. H TexvoTpoTTia cLvLpaiveTal TEAIKA e TNV vooTporTtia Tov. Ol
S1081A0TATEC TTAPACTACEIS AVTIKEEVV & TTPOTWITWY, TLVOSELOUEVES ATTO
TOULC {WYPAPITUEVOLC TITAOLS TOLG, UAG TTAPATTEUTTOLY O€ SIAPOPES YOAPES TNG
AUTIKNG TéXVNG: AQikn yoagn, art brut, apnonuévog (auUeRIKAVIKOG) eETTOECIOVIOUOC,
BolavTivr) yoapn — va ISIQITELO EIKATTIKO XWVELTAHO

MNoAv Xarl{nudpkou EmueAnTpia EkBéoewy 5 OkTwppiov 2002, (POS0C, Ye apopur TNS
21 ATTOIAOL 8Id XEIPAC ANUNTEIoL MIGTOIGTN TTAPOLOIACNG TNG CEIPAG MAVTAAIA XTPWHEVA JE Tporra@oz,opao()%) o)\T);mvv, oTTo N;c(;%gilc))
21 April by hand of Dimitrios Mistriotis YXPOVAG 1EXvNG TS ’

MeAlavi oe xapTi / Ink on paper, 32 x 24 (cm)



Me TNV TTapovaciaon Twv Acknoewy £1Ti Kavaréwe kal Tov MavthAia
oTpwuéva e Tpatédia (TToL akoAOLONCAV AUECWG PETA), EATTI( VA
UTTOPEC VA ETTIKOIVAOVAOG OTO PIAOTEXVO KOIVO TOCO TA £pya OCO KAl TIG
BeueNIakEG avalnTACEIG TTOL TA YEvvNoav.

‘Oocol BPAETTOLY OTN {WYPAPIKA LOL PIa Evvola EAANVIKOTNTAG £xoLy
Sikio, pE TNV S1IaPopd TTWC eV N EAANVIKOTNTA OTTWC TNV EEpoLE attd TNV
yevia Tou 30 ATaV TTEPICTOTEPO TOTTIOAOYIKOC PULAETICUOC KAl GLUAAOYIKN
woxooLVOeoN, N SIKA PoL EAANVIKOTNTA gival KLpiwg MOATICUIKR. OuwG
N TapoLOoA £kBeon eCePELVA TNV CLAAOYIKN ALTA Evvola PUECA ATTO UIa
OelpA TTDOCWTTIKWY avalnThoEewy.

MpTn Kal kbpIa avalATnon eival N &vvola Tou lepol oTnV TéxvN: ATTO
HIKEA NAIKIO AuPICRATNCA TO ETTIKOATWY LAICTIKO JOVTEAO KAl JE I
OULYKPITIOTIKA BPNCKEIOAOYIKA avTiAnWwn, avalAtnoa TNV PLOTIKH EUTTEIRIC
o¢ S1aQopeg TTAPAdOoEIS KAl CLOTAUATA. APOL POAOSEIPA WG ACWTOC
YOG yia Teia xpovia e AOAIa WLXOOWUATIKA KATAoTACN, afltOnka
va e€oporoynBw otov vao Tou Ociov Aaid otn Movr AaTouoL
©@ecoalovikng OTToL G€ NAIKIA 25 XPOV@V OTIG APXES TNG SEKAETIAC TOL
90 poL 566NKe N PLOTIKN euTTEIPia TTOL avalnToboa. Tnv évvola ToL lepoL
AKOAOLOEI AUETWC N évvola Tou Nou oTny Téxvn. MaTi;

AN 1O lep0 gival TO LWNAOTEPO KAl PABVTELO OTOIXEIO TNG SNUIoLPYIAG,
TO LYNAOTEPO KAl PABVLTELO CTOIXEIO TOL AVOPWTTOL gival 0 NouG. XThV
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Bikirreédia Siapalovpe S o Noug eival cuvVLUO TNS SiIdvolag. AvTh N
amown dpaye va nyadel amo Tov lepd ALYOLOTIVO, BeueAIaKO AaTivo —_— e —— K lb . > T R|
MNartépa Tov KaBoAKIopoL © oTToiog ovopace Tov Nou avaTepn diavola KL o iLpol fVE OLA M [ _Lr_.__;_’_f; =
kal TNV Siavola katwTepn Sidvold; Na avtd ol NeOEAANVEG ONuEPQ, : s [;"ﬁ . f,., .‘"‘ o ditilia 0 &}
ATTOKAAOLY TOLG SIAVOOUVEVOLG, TIVELUATIKOLG avEP@TTOLG; MNa Tov ! e '.'_‘»_"_{_3 _4,‘,‘,__ e e T T
‘EAANva Apxaio kai BuZavTtivo maviwg, Noug 1 Mvevpuatikdg OPBaAUOg ElAY (D ,_ 3V S ‘,, 3 LUl »\LL‘—’; i 1116 -‘; Iwfn
" Kapdid gival kAt dAo. Katda toxn otov ‘Ooio Aavid d11ou maba Ty e B = — L
EUTTEIDIA OV, LTTAPXEI TTAPACTACN TTOL PWTICEl TNV HLOTAPIA PLCN TOUL:

AVAQEPOUAI OTO TTPO-EIKOVOUAXIKO WNPISWTO PE TO OPAUC TOL
TTeoPNTN leCeKINA OTTOL © TTPOPATNG EKCTATIKA PEPEI TIG TTAAAUES TOL OTA
avTid Tov. O N.T. MevTdikNg POL ECTPEWE TNV TTPOCOXN & ALTO, AEYOVTAG
TG 0 MPoPNTNG -Xdidevel TO Opaupa. Kard Ty yvaun pov auti Kal 6-5-92 KAew\50a TTOL KAEBEIC TO VERO TAV TOLG KOKKOUC TNG AUUOL UAG EKAEWES
TTAAGUN €IKoVigoLy 6O OYeIG TNG ioBNANG ToL NOL, TTOL AVTICTOIXOLY KQll TOV ASEAPO IAG X! VA O avamoS0yLRICOLUE KAl O KAIPAG YVIOE! KAl UAG
OTN HOP®N TNG TIEPIOTERAG KAl TNG YADTTAG PWTIAG TOL Ayiov KAEWEIC KEUAG yIa TOV TOTTO TTOL TTA 8V UAG PTAVEIS.
Mvebpatog. Me Tig ACKNOEIG €TTi KOVATIEG EOTIAOA OTNY TTAAGKN KAl g 6-5-92 Hourglass that steals water like the grains of sand you stole from us our
T MavTAAIQ eMMEKTABNKA OTO QLTI TTOL Eival HAANOV, TO SIAVONTIKO, AOYIKO brother as well, until we overturn you And time turns around and you steal us for
OTOIXEIO TOL TIVELUATIKOL TTOL EEOOLHE OAOL. the place where you can no longer reach us.

MeAavi oe xaprTi / Ink on paper, 32 x 24 (cm)



EoTiddovtag otny TaAdun KAt apxny, £6woa onuacia oto
TIWG AICOAVOUOLY £V £pYAlOUOLY, TTOL NBEAT Va eival hia
YaAnVvia eypriyopon: Avtooxediala TaTtwvTag oUW o éva
TTOOATIOPACICHEVO PACIKO TTEOTLTTIO TTOUL €iXE ATTOKAALPOEI O1yA-
olyd, S50LAELOVTAG TO i610 Béua, TNV idIa wPA K&BE pépa: TpaTted
KABIOTIKOL P TA TTOAYUATA TOL £V HECK POLVAYV, WG €I60C vNoIoL
pE BAANACOA YOPW-YVPW KAl TTAVE OLVVERA. (ApyOTepd £uaba
TIWG O XMPOC YLPW aTto TNV Ayia Tpdmela Aéyetal BAAacoa —Apaye
HoVL gixe atrokaALEOEi ALTO TTOL O AyIoG MAagiuog o OuoAoynTAC
ovopadel o TOTTOG ToL BéuaTog oL {wYPAPILT;)

MeTd epOCOV PIAAUE YIA TTAAAWN, AvVAPEQOUAOTE oTNY APr Kal
OTOLG UIKPO-PLOPOVLGS TTOL KABOoPEICoLY TNV Y. ITIC ACKACEIS ETTI
Kavaréwg oLykekplipeva Koplapxe N Fpauuoder): O CLOXETIOUOG
KavTivokv: Kbkhog=MTAg, TeTpdywvo=Kokkivo, Tpiywvo=Kitpivo,
oénysei otnv évvola Tou NogpoL XPWUATOS Kal TNG NogPNG
HOVOXPWMIAG. TO XPWUA TNS VOEPNG HOVOXPWUIAG, N KOIVH
YPauUoO®r oTn ovoid, KaBoPIZE KAl TO OXNUA TV TTOAYUAT®Y.

MeTa eivarl n £vvoia ToL ALTOOXESIATHOL TTOL LTTORAAAEI HIA AAAN
N oxéon We 1o XpoOvo. Eival kal o xpoVvIKOG TrepIopIouog: H epyaaia
ETTOETTE VA OAOKANPWOEI O€ UIA PA TTEPITTOL: Agv ATAV N ¢pyaTia
TTOL XPEIAlOTAY XPOVO, AAAG O XPOVOC TTOL XpelaldTay epyacia va
yeUioel kal va Tov kataypdayel. H nuepopnvia ATav onUavtikoTaTo
MEOOC TNG LTTOYPAPNG. ITIC OTTAVIEG POPES TTOL SOLAEWA EPYO
SeVTEPN PEPQ, PTTHKE KAl SeLTEEN NUEPOUNVIA. Méoa aTTd Ta
TTPAYUATA PUATTWS PABLTEQA BEAOLIE VA ATTEIKOVICOLUE TOV XPOVO;
MNAvTwe €pya, TTOL PE KATTOIO TPOTTO KATAYPAMOLY TNV OTIYUN, TA
OVOUALm WPEOAOYIAKA:

6-5-1992 KAew\Spa por) 6avAaTou XpoVIKOG vadS ANCTPIKN TV WOXWV
Onpa kai KABe KOKKOL TNG EPNUOL OTNV XWPEA TWV AYYEAWY KAl
AVEPWTTWV PTELWTDV.

5-6-1992 Hourglass flow of death chronological tfemple predatory gate
of souls and every grain of the deserf towards the land of angels and
winged men.

MeAavi oe xapTi / Ink on paper, 32 x 24 (cm)



6-Maiou '92 Sia xelp. AnunTPioL MICTOIWTN ++++
May 6, ‘92, by hand of Dimitrios Mistriotis ++++

Mehavi oe xapTi / Ink on paper, 32 x 24 (cm)

(AeV EXeEl ONUATIAQ TTOON WEA UTTORE VA OTEKEIS TTAQI OTNV TTNYNA,
mavra 6’ apxileic amo TNV apxn va PAETTEIC TO vepo. NaTi To

vePO Sev TTALEN va KLAGE! KI akaTarmavoTa Eavapyilel Kai TTAAI v’
avapALlel. To isio ocuuBaivel kal o' ALTOV TTOL TTPOTNAGVEI TO
BAéuuQ TOL OTNY ATTELAVTN WPEAIOTNTA TOL Ge0V. TNV AVAKAAVTITEI
arrd TNV apxn Kai TNV BAETTEl TTAVTA oAV KATI KAIVO Kal TTApAS0Eo O€
oLyKoIoN WE O,TI KATavoel Tavta n diavoia. Ki oo e€akoAouvbei o
O€e0OC va ATToKAAVTITETAI, TOOO ATTOPEN KI e€loTATAl O AVOPWTTOCH

Ayioc Fpnyoplog o Nboong (337-395 u.X.)
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6-5-1992 [MoKTOXAOTO TNG EONALOV.
6-5-1992 Desert rectumpaper.

Mehavi oe xapTi / Ink on paper, 32 x 24 (cm)

KAeivovtag Ba 1w TG JeTa amod TIG ACKACEIG €T
Kavaméwg, mpoxwpenod oTd MaviiAia oTpwuéva e
TpaTtédia OTToL £iXa TNV £LKAIPIA OTTWC £yPAWA TTAPATTAV®
va  TTEPAPATIOT®  de Mo SlavonTikd,  POPUAANICTIKS
NTAKATA OTTOL CTTOPASIKA, OTIWG IE AKPIPEIA AVEPEPE O TT.
YOHERV, oL eixa YnAapnoel To SITTo £€5apoc ToL NonToL
APXIoa va TTETA® TTPOC TO AIoBNTO, Ye TNV SIAPoPA TTWS
oa TTapadeicio pe To PLOUIKO TTITEQWPA TOL, KOLPAAOLCA
kal To Nontd padi.

Katerdv Mbyag
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16 Maiou 1992 Sia xeipdg Anunteiob MiIoTpITN. ETTi ToATéCNG, XA £pNuIKn, RiBAOCG,

MATO, VOUIoUQ, S0XEIOV BITAUIVAY, OTOAO UTTIK, TOAYIEQA, KOUTTA, UATOYVAAIQ TTOAEC
0PACEWG TUPANG.

May 16 1992 by hand of Dimitrios Mistriotis. On a table, desert land, bible, plate,coin,

vitamin boftle, Bic pen, teapot, cup, eyeglasses gates of blind vision.

MeAavi oe xapTi / Ink on paper, 32 x 24 (cm)

“The painting of Dimitris Mistriotis is a sensitive attempt to see the world
with care in order to fill the void with colors and lines, rhythmically seeking
Life, which is, probably, Joy. Like a bird learning to fly, he makes a humble
and necessary effort, bending with discipline towards the surface, respecting
it and the things upon it he depicts, invoking, in this ascending attempt, the
spirit of the Saints of his Christian faith: that wind.”

“Symeon Hieromonk, 8-9-1996, Mount Athos, (on the occasion of the first presentation
of the Couch Exercises)”



" Captain Migas (Dimitrios Mistriotis) creates art stemming from the
spirit of things. He digs into the soil of his soul and discovers native emotions
and memories. He looks deeper (introspection) into tradition, history, religion,
Greek culture, the inner dimension of international art, his environment and
seeking redemption, the whole of things, he paints “votive painting” as he
calls it. Unconventional, almost psychoanalytic, he aftempts to bridge the
mind and senses. His artistic style, is ultimately interwoven with his mindset.
The two-dimensional depictions of objects and people, accompanied by
their painted fitles, refer us to various Western art styles: folk art, art brut,
abstract (American) expressionism, Byzantine arf - a particular artistic melfing
pot.”

Poly Hatjimarkou, Exhibition Curator, October 5th, 2002 (Rhodes, on the occasion of
the presentation of the series “Scarfs Laid with Tables” among others at the Museum of
Conftemporary Art of Rhodes.)
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19 Maiov 1992 xeip. AnunTPioL MICTPIWTN
Ixediov Tparredng, aTtbAoypdgou, BifAiov debaveiouévou, okevog BITauivng
EWIAOV, UATOYLAAIWV KAl XAPTOL LYEIAS SeSIYPWUEVOD.
May 19 1992 by hand of Dimitrios Mistriotis
Sketch of table, ballpoint pen, borrowed book, vitamin E boftle, eyeglasses
and thirsty toilet paper.

MeAavi oe xapTi / Ink on paper, 32 x 24 (cm)



M 1992 2. Anfonkyim 1650
Cides Kn Wks S UBP Wydy iy KA T
pyfeiees KW §14Kas USwe xS s

26 Mdaiou 1992 xeip. AnunTpiov MICTEITN
EvTocg kail ekTog LSpaywyEioL KAILAE, TTLPYIOKOC KAl SICKOC VEWP IXOVEGS.
May 26, 1992, by hand of Dimitrios Mistriofis,
inside and oufside the aqueduct ladder, small tower, and disc water fish.

MeAavi oe xaprTi / Ink on paper, 32 x 24 (cm)

By presenting the Couch Exercises and the Scarves Laid with Tables
series that followed immediately after, | hope to communicate to
the art-loving public both the works and the fundamental quests
that gave birth to them.

Those who see in my painting a notfion of Greekness are right,
with the difference that while Greekness as we know it from the
movement Generation of the ‘30s, was more of a Geographical-
based identity and of Ethnic Character, my Greekness is mainly of
Civilizational identity. However, the present exhibition explores this
collective notion through a series of personal quests.

First and foremost is the quest for the Sacred in art: From a young
age, | challenged the prevailing materialistic model and with a
comparative religious perspective, | sought the mystical experience
in various traditions and systems. After wandering as a Prodigal Son
for three years in a wretched psychophysical state, | was privileged
to participate in the confessionary of the Saint David Chapel at the
Latomos Monastery in Thessaloniki where, at the age of 25 in the
early 1990s, | was given the mystical experience | was seeking. The
concept of the Sacred is immediately followed by the concept of
the Nous in Art. Why?



If the Sacred is the highest and deepest element of creation,
the highest and deepest element of human beings is the Nous.

On Wikipedia in Greek, we read that the NOUS is synonymous
with the intellect. Does this view perhaps stem from Saint
Augustine, the fundamental Latin Father of Catholicism, who
named the Nous “higher intellect” and the intellect “lower
intellect”? Is that why modern Greeks today call intellectuals,
spirituale For the ancient and Byzantine Greeks, however, the
Nous or Spiritual Eye or Heart is something else. By chance, in
the Saint David Chapel where | had my experience, there is a
depiction that illuminates its mysterious nature:

& 9 lovviou 992 xsip. tt/»«w-\L_(v‘w ¢ I;u.l-}w\f
S Sj(ovlo-ul )00\1/1' Xeovov Kac V,&’Q[:)r/jlﬁég
whoJetiov, KEHA” (1 Tpoy oot pted, 2o v,
KovTra, KodiTd | Kol THatey SAVYE Q) Sutoy
‘/"é}b,, Z ;/’p‘('j-%w /L%a qoifo\/"if{?-#ov K 3—%\/
Ty m pz&«s' K(D’A(nou/ Kolvwy 1S ynpd alev.

2 lovviov 1992 xeip. AnunTioL MICTPITN. ETTi caAoviob pong xpOVoUL KAl VEQEAES
oTaxTodoxeiov, UETA OTIYAPOL OTPIPTOV, AvaAPTHE, KOLTTA, KOUTTIA, KOUTTA, TTIATOV
EUQyYE QyarrnNTov, TOQAyIEQQA, TTIATOV UEYA PELOV TTIATOV KAl BOTPUL TTNYN UEBNC
KoIvaviag vngaioo.

On June 2, 1992, by hand of Dimitrios Mistriotis, On living room time flow and clouds
ashtray, Hands-rolled smokes, lighter, cup, cup, cup, enamel plate beloved,
feapot, plate large bearing plate, and grape intoxication source of sober.

MeAavi oe xapTi / Ink on paper, 32 x 24 (cm)
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3 lovvioL 1992 xeipo AnunTpioL MICTPICTN
Evrog oaioviob BaAAaca vépn Tpdmela Bouvoy, ueravodoxeiov Bagr) LTTOSEUATOY.
On June 3rd, 1992, by hand of Dimitrios Mistriotis
Within living room sea clouds, table of mountain, inkwell shoe dye.

Mehavi oe xapTi / Ink on paper, 32 x 24 (cm)

| am referring to the pre-
iconoclastic mosaic with the vision
of the prophet Ezekiel, where the
prophet ecstatically brings his
Palms to his Ears. N.G. Pentzikis drew
my aftention to this, saying that the
Prophet is “-caressing the vision™. In
my opinion, the Ear and the Palm
depict two aspects of the Nous
sense, corresponding to the form
of the Dove and the Tongue of Fire
of the Holy Spirit. With the Couch
Exercises, | focused on the Palm,
and with the Scarfs, | expanded
to the Ear, which is probably the
intellectual, logical element of the
spiritual that we all know.

Focusing inifially on the Palm, |
paid attention to how | felt while
working, which | wanted to be
a calm vigilance: | improvised,
but based on a predetermined
basic pattern that had been
gradually revealed, working on
the same subject at the same time
every day: A living room table
with its belongings in the midst
of mountains, as a kind of island
with sea all around and clouds
above. (Later, | learned that the
space surrounding the Holy Altar is
referred to as the “Sea”. This made
me wonder whether what | had
painted was a revelation of what
Saint Maximos the Confessor calls
the “Type” of things.)
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15 June xelp. Anunteiob MICTPEIWTN
METauOPPOIC ueEAavoSoxEioL eTTi ToaTTé(NG aoTakoL BaAaoong avAol
OTAXTOS0XEIOL UIKPAC ALANG £V E0NUGW YEVVNUA UVNAUNG TOL UOVAXIKOU £0SI0V.
June 15th hand of Dimitrios Mistriotis
Transfiguration of inkwell on table of sea (of) lobster
of flute of ashtray of small courtyard in the desert spawned from memory of the
solitary heron.

MeAlavi oe xapTi / Ink on paper, 32 x 24 (cm)

As we speak about the Palm, we refer to Touch and to the micro-rhythms
that determine Texture. In the Couch Exercises, specifically we have Line
Textures. Kandinsky's correlation: Circle=Blue, Square=Red, Triangle=Yellow,
leads to the concept of intelligible Color and intelligible Monochromaticism.
The color of monochromaticism, the common linear texture in essence, also
determined the shape of things.

Next is the concept of improvisation that submits a different relationship
with time. There is also a time limit: the work had to be completed in about
an hour: it was not the work that needed time, but the tfime that needed
work fo fill and record it. The date was an important part of the signature.

In the rare cases | worked on the same work for a second day, a second
date was added. Do we perhaps aim to represent fime through objects at
a subconscious level? In any case | call works that somehow capture the

moment chronographic:

“It doesn’t matter how long you can stand by
the spring, you'll always start over to observe
the water. Because the water never stops
flowing and relentlessly begins fo surge again.
The same happens to the one who fixes his
gaze on God'’s boundless beauty. He discovers
it from the beginning and always sees it as
something new and strange compared with
what the intellect always understands. And as
God continues fo reveal himself, man wonders
and marvels”

Saint Gregory of Nyssa (337-395 AD)



Closing, | will say that after the Couch
Exercises, | moved on to Scarves laid with
Tables where, as | mentioned above, | had
the opportunity to experiment with more
intellectual, formal issues where sporadically,
as Father Symeon accurately pointed out,
after | had fouched the dual terrain of the
Intelligible, | began to soar towards the
Sensible, with the difference that, like a
Paradisaea with its rhythmic plumage, | carried
the Intelligible along with me.

Captain Migas
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7 lovAiov 1992 Toamela oxédiov LITOSNUA eTTi TOATTECNS TTIATOV ASEIOV KEVOV
KOTIOV TIYQPETWY TO OTLOAOV KE KOUTAAI PAPOUVTIKA OTTIOTA OTAXTOSOXEIOV
S0xEIOV OIVOTTVEDATOC TTVELUATOG TTOAEWG TNG lepoLTAAN.

July 7th, 1992 Table sketch shoe on table
plate empty vacant box of cigarettes the pen and spoon, foothless
matches ashtray, alcohol container spirit of Jerusalem city.

MeAavi oe xapTi / Ink on paper, 32 x 24 (cm)

L
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AYT 3 1992 xeio Anunteiov Miotpicotn OTTafa Kavada.
Emi roamélng koOTTa, UTTOEOKOVTI, KAOTETA, WAAISI, TTIATOV, TTIATOV, KOUTI, KOUTI

TOlYdpwVY XPIOTOG.

AUG 3 1992 hand of Dimitrios Mistriotis Ottawa Canada
On table cup, beer can, cassette, scissors, plater, plater, box, box of cigarettes

Chirist.

MeAavi oe xapTi / Ink on paper, 32 x 24 (cm)

1. NogpO Xxpwua

H ypapur TToL ocLVABWG XPNCIUOTTOIEITAI OTIG EIKACTIKEG
TEXVEG OTO OXESIO WG OPIO OXNUATWY UTTOPEI JE TO
TTOAANQTTAQCIACUO TNG VA OXNUATIOE YOAUPOO® HE ATTEINO
KAl QTITIKO XaPAKTAPA, OTIWS TO Xpwuda. Mia TTapopola
HETAPOPPWON PAETTOLE KAI OTN ONUEIO-LPN e TN SIaPoPd
TIWG TO ATTOTEAECUA BEWP AVTIOTOIXEI OTO LN XPWUATIKO
vkpico.

O1 cuvbéoelg eTTi TO TTAEICTOV XpwuaTi(ovTal aTro Wi
KOIVI) YRAUUOD®N. ATTOTEAOLY Eva €i60G Hovoxpwiag
YOAUMOOPQYV, TV AVTIOTOIXWY OXNUATWV-XPWHATWY.

MNa 7O OKOTTO ALTO TA OXAUATA TWV TTEQIYPAUPATRV TV
TTEAYUATWV AAAOICVOVTAI YIa VA TALTICOVTAI JE TO OXAUA-
XPWUA TNG ETTAEYHEVNCS YPAUPOUPNG. To voEPO Xpwua gival
Eva oLOTNPA EVTEAWG aveEAPTNTO ATTO TO AIOONTO XPWUA.

ALTO TTOL BPICKW EVEIAPEPOV Eival TTWC Ol LPES AVLTEG HIKPO-
PLOUGY eEKPEALOLY TNV AICOAVTIKA TTAELPC TOL NoNnToU.
ANAG N TTapadeicia ndovikn TpLEA (aTTO TO PHUA BPULTTTW
= kopuaTialw) 1oL RiCoa OTNY JLOTIKA POL euTTEIRia Sev
ATAV TO ATTEIPO AAAA HIa EVAPUOVION TOL ATIEIDOL UE TNV
MetTe@ATUEVN AOYIKOTNTA TWV KAEIOTWY OXNUATWV:

H OpB060&N SIAAEKTIKN) TOL ACVLYXLTOUL Kal ASICIPETOU,
OTTOL Ta OXAUATA, OPIa, CLVOPA, LTTEPPRAIVOVTAI XWEIC Va
TpavpartiCovtal. AIGAEKTIKE TTOL AVTNXEl OTOV MAATWVIKO
S oyo DIANPOG e TOV AOYO ATTEIO/ METMEQATUEVO WG
PN APXN TNG SNHIOLPYIAG.



12 CerrreuBpion 1992 xeip Anuntpiov MioTtpictn Tpdrrela aTaxTodoxeiov,

POAGI, avagTne, Téva, BiBAiov, TnAekaTevBLVTNG, WekaoTnE Kapsiag.
September 12 1992 hand of Dimitrios Mistriotis: Table ashtray, clock,
lighter, pen, book, remote control, heart spray.

MeAavi oe xapTi / Ink on paper, 32 x 24 (cm)

XPNOIUOTIOIVTAG TNV AVTIOTOIXIoN TOL BaciAn Kavtivoku
TV OXNUATWV JE TA PACIKA XpUATA (TPIY®VO = KITRIVO,
TETPAYWVO = KOKKIVO, KOKAOG = UTTAE) XOOAKTAPIOQA:

e TpaupobpEg aTmo KABETEG KAl OPICOVTIES: KOKKIVO,

e [PAUUODPES PE KAUTTOAES YOOUMEG: UTTAE.

e TpauPobpEg Ye eLBEiES XIAOTI Ypauuég TToL cubvévdalovTal
ue opIlOVTIEG: KITPIVO

e TIOKVEG TTAPAAANNAEG ) O TTLKVOG XAWENG CLYVSLACHOC
OAV TWV TTAPATIAVE: HALEO

e AP TTAPAAANAEG 1 © APAIOG XAWENS CLVSLATHOG
OAV TWV TTAPATIAVE: ACTIPO.

e INUEIODPES KAl Ol LPES KEIPEVOL: YKPILO

H évTaon Tou voePOL XPWUATOG ALEAVETAI TTOIOTIKA ATTO TNV
aKpEiREIa KAl KAVOVIKOTNTA TV SIELOVVOEWY TWV YRAUUWY,
KQl TTOCOTIKA (0TS TTAPATAPNCE O MATIG yIA TIC AlIoBNTEG
XPWUATIKES ETTIPAVEIEG) UE TNV EKTACN TNG POPUACG TNG
YOOUUOOPAG, AAAD £TTIONG UE TO UAKOG TV YOAUUV: YIa
TTaPAdelyua av avTi KABETWY Kal opIlOVTIRV £XOLUE CLOTASEC
OTALPWV I TETPAYWDVYV TEIVOLUE TTPOG TO VOERO KEQAISI.
‘OIS OTO AIOONTO XOWUA HE TNV HEITN TOL PUAKOLS TV
YOOUU®Y PTAVOLE OPIAKA OTNY ONUEIODBPN TTOL OTTWG
giTTape €ival 1o vogpo YKpl, SNAadn n undevikr voepn évraon.

O 1OVOG EKTTPOCWTIEITAl ATTO TNV TTLKVOTNTA TV YOAUU®V.

H SOVAUIC TOL VOEPOL XPWUATOG TTOL OTO AICONTO XPWUA
APoPA ToV PABUO SIAQAVEIAG, EKTTOOTWTTEITAI ATTO TNV
avTiBeon TV YOAUUWY O€ OXEoN UE TOV POVTO.



1. Noetic color

The line that is usually used in the visual arts in drawing as
a boundary of shapes can, through multiplication, form a
line texture with an infinite and tactile character, like color.
A similar fransformation is seen in point-textures, with the
difference that the result seems to correspond to the non-
chromatic gray.

The compositions are mostly colored by a common line
texture. They constitute a kind of monochromatic line
texture, of the corresponding shape-colors. For this purpose,
the shapes of the outlines of things are distorted to coincide
with the shape-color of the selected line texture. Noetic
color is a system completely independent of sensory color.

What | find interesting is how these micro-rhythms express
the sensual side of the Infelligible. But the paradisiacal
hedonic pleasure, in Greek trifi (from the verb thrypto
= break into pieces) that | experienced in my mystical
experience was not the Infinite but its harmonization with
the Finite logic of closed shapes: The Orthodox dialectic of
the unconfused and Indivisible, where shapes, boundaries,
borders, are transcended without trauma. A dialectic that
echoes in the Platonic dialogue Philebus with the Infinite/
Finite logos as the first Principle of creation.
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PoSocg 21 OkrepBpiov 1992 xeip. Anuntpiov MioTpiaTn Tpdrmela
apxaikr) KOLKAQ TTNAIVN TIATEAQ SIAQAvVAC TTOTAPIOV TTéva TTAAIVO,
XapTi, xapTi koulivag ev TN pNUC.

Rhodes October 21 1992 hand of Dimitrios Mistriotis Table archaic
doll of clay fransparent plate chalice pen claypot, paper, kitchen
paper in the wilderness.

MeAhavi o€ xaprTi / Ink on paper , 32 x 24 (cm)



What | find interesting to note is how these micro-rhythms can
express the sensual side of the intelligible world. However, the
delight | experienced in my mystical experience was not the
infinite, but rather a harmonization of the infinite and finite. This was
achieved through a dialectic that transcended shapes, boundaries,
and borders without trauma. This dialectic echoes the Platonic
dialogue Philebus, which presents the infinite and finite logos as the

ANy e first principle of creation.
——— 5 _.__-‘j: e e ] Using Vasilis Kandinsky's matching of shapes with basic colors
q S '. o —. L (triangle = yellow, square = red, circle = blue) | characterized:
:; e — e SRS e Straight lines with vertical and horizontal orientation: red
¢ —E= g e T ’ e Lines with wavy, spiral or semicircular patterns: blue
- fp——— R S o . . . ' - o .
| e o .- = , t e Lines with diagonal patterns that combine with horizontal: yellow
Y - =S -:: : * Dense parallel lines or the dense chaotic combination of all of
tf"’: stafRalit e~ S ) ] the above: black
= A -~ ———a d e Sparse parallel lines or the sparse chaotic combination of all of
———— = t the above: white
< L e ——— ; )
5*«:{5_::: "t:':“r*i"': g =T % ¢ Point texture and the textures of text: Grey
' — . T ]
_: —:*—J.“m- e ey e -»:ﬁ“TT“‘-‘:,.QJ"‘ - ® . . . . . . .
e, ot e e 4 The intensity of Noetic color is qualitatively increased by the
;_ T e : precision and consistency of the line directions, and quantitatively
A = s e » (as observed by Matisse for sensory color surfaces) by the extent
——as S S S PSS g of the line pattern, but also by the length of the lines. For example,
A S e Al e S if instead of vertical and horizontal, we have clusters of crosses or
:.'...: ".‘-r:‘;" ""..0"0..0; .‘ o° o'.‘:‘ ‘o.".“'l. :Y’i

squares, we tend towards Noetic brick red. Similarly with sensory
color, with the decrease of line length, we reach the Noetic texture
that, as we said, is Noetic gray, that is, zero Noetic intensity.
Tone is represented by the density of the lines.

Power of the Noetic color, which for sensual color refers to the

degree of fransparency, is represented by the contrast of the lines
with respect to the background.

24 Atrpidiov 1992 Anuntp
24 April 1992, Dimitr

MeAavi oe xapTi / Ink on paper, 32 x 24 (cm)



2. Tottol Kal Aoyol

TIC APUOVIKEC XAPAEEIG e XPLON TOUN KAl TIC XPWHATIKEC APUOVIES
dpxiod KATTOIA OTIYUA VA TIC avTIAGUBAvVoudl SIapoPETIKA. MaAid gixav pia
EQYOAEIQKN AEITOLPYIA WOTE VA LTTAPXEI EVOTNTA PECT ATTO TO TTANBOG TTOL
€ival To EAAXIOTO YIa va LTTAPXE CLVOEON. AVTIANWN TTOL 0&NYEi TTOANOLG
VA TIG EYKATAAEIWPOLYV VIO PIa TIPOCEYYION PECa aTtd Thy aicbnon, O1Twg
{wypapiovy Ta TTAISIA KAl JE TTOAD KAAD ATTOTEAECUATA. AOLAELOVTAC
OUWG TTAVE OTN Bewpia TNG cLVOECNG, €i6A TTWS Ol AOYIKEG TOLG OXETEIC
oLVIOTOLY YAWOooa. Kal dpxica va ekppdalopal TTAEOV e auTES: EE ou kal
TO CLVOETIKO CLOTNUA TNG VOEPNG HOVOXPWHIACS (Kal Ol UOVO) TTOL ékava
1000 OTIC AoKAo¢€Ig £TTi Kavaréwe 6co kal oTa MavTnAIQ ITpwUEVA e
Tparédia. MoAD PETA OUWS KATAAARA TIWS N YADOCOA ALTA KATI UIYEITAl.
Kari rrou Ppiokeral AAAOL:

|
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«OAOKANLOC O vonTOG KOOWOG WETA T OAOKANOO TOV
aiobnNTo @QaiveTal va QTTOTUTTAWVETAI UOTIKA UE OCUUBOAIKES
UOPPEG, YyId OOO0OLS éxouLv Tnv Sbvaun va PAémovuv. Kai
OAOKANPOG 0 alIocBNTOG KOOUOG LTTOROCKE! UECA T OAOKANPO
TOV vontd KOOUO, QATTAOTTOINUEVOG OE AOYOLG KATA TNV
YV@OTIKN evépyeia Tov Nou. Bpiokeral o aiobntog uéoa oTov
vonTto E TOLG AOYOULG, KAl O voNTOG WECA OToV aloOnTO lE
TOLG TOTTOLC. Kai n Aerovpyia ToLg eival pia, “évag TPOXOC
uéoa o€ évav TpoxXO", OTTWC Aéel 0 BaLUATIOC OPAUATIOTAG TV
eCAIDETIKCOV TTOAYUATWY, O leCeKINA, WIADVTAC, vouilw, yia TOLS
500 KOTUOULG.N
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Ayloc Magiuog o Ouoioyntig, MuoTtaywyia (669 B-C)

14 Maiou xeip [6 pioTpicoTn] [emToart(€)lng] [mevé] [6oxel(o)v][ua+olv(a)ii(a)]
14th May, hand [D. Mistr[iotis]] [on a table] [pen] [container] [eyeglasses]

MeAlavi og xapTi / Ink on paper, 32 x 24 (cm)



28 Octofpiov 1992 xelpo. Anuntiov MiIoTEIWTN. Todmela €0pPTIVAS (€)OVIKAG MvALNG
AQUTTTOP, avaTmTNE, IMTAUEV(€)VO POAOI, KOAWVIA, xapTi koudiv(a)g ev epAUw
28 October 1992 hand of Dimitrios Mistriotis. National Commemorative Bank Lamp,
lighter, flying watch, cologne, kitchen paper in the desert.

MeAlavi oe xapTi / Ink on paper, 32 x 24 (cm)

O David Bradshaw oT10 dpBp0 TOL HE TITAO
“ The Logoi of Beings in Greek Patristic
Thought " e€nyei:

«O 0po¢ TOTTOC avaépeTal £6¢d TNV AICONTH AvaTTaEACTACN HIAG
TTVEOUATIKNG TTOAYUATIKOTNTAG, OTTWC €VAC ETTIOKOTTOC £ival TOTTOG TOL
XploToL ) n Barmion givar (oOupava e 1N Pouaiovg 6) TOTTOC ToOL
Bavarou kal TNG avaoTaong. Aéyovtag ot “ro Nonto eival oto Aicbnto
oe TotTTOLG", 0 MAéiuog mapovaialel Tov AICONTO KOO0 WS UIA EIS0LS
KOOUIKN) A&ITOLEYIA, TN YNIVN EKTEAEC EVOC QICOVIOL OLEAVIOL SPAUATOG.
AVTIOTOOQWG, “TO aioBnTO €ival OTO vonTO € AOYIKEC APXEC”, ETOI COOTE
TA AIOONTA QVTIKEIEVA EXOLV Eva LYWNAOTEPO emTiTedo VTTAPENG, OTO
OTTOIO QTTOKAAVTITETAI TO TTOAYMATIKO TOLS VONUA KAl OKOTTOG. O11ed¢ Sev
UTTOPOVUE VA KATAVONTOULUE TN BATITION EKTOC ATTO TOV TOTTO TOL BAVATOL
Kal TNG avAoTaonG, ETO1 KAl SV UTTOPOVUE VA KATAVONTOLUE AioONTA
QVTIKEIUEVA XWPIC TOLS AOYOLC TOLG. H Oxéon eival Kal TNUEICTIKN KAl
OVTOAOYIK), KABWC 0 TOTTOG TOCO ATTEIKOVICEl 1) AvATTAPICTA TOV AOYO, OO
Kal ATTOTEAEI TNV AUEC QICONTIKA TOL TTAPOLTIA.)

(Metappaon: Karmretav Moyag)



‘Otav Eekivnoa Ta TTPQTA £pYA TV ACKNCEW®Y ETTI
Kavarréwg ol KataypapEs ATAV pOTOYPAPIKOSG AKPIPEIC.
XWPIC va £Xw KATI CLYKEKPIUEVO OTO HLAAO POV, TIPIV EEKIVAT W
TO £OYO TNG MEPAG, TTOOTELXOPOLY UTTPOCTA OTA TTPAYUATA,
OMWG €iXa OTO TOW PEPOG TOL PLAAOL LOL TTWS N GPACN
HMOL ATV (OTTWG KAl givail) TOPAR. Me TNV erTavaAnwn Tou idiov
BEUATOC £0TW PE TTAPAAAAYEG, Eava kal Eava Tny idia wpa
KABe pépa, Olyd — OIYA N PWTOYPAPIKN LUOL TTPOCEYYION
dpXIoe va oL TTPOKAAE SuoPopia kal dpxioa va TTePdlw
TO B¢Ua Pov. Hpéunoa otav katéAnga oe £va JoTiRo OTToL TO
TPATEQ NTAV vNoi he Pouvd Kammadokikd yeudTa epnunthpia
KAl AVEPOOKAAEG, TTEQITRIYLPIOUEVO Pe OAAACOa Kal oOVVEPQ
OTO TTAV® PEPOC. ITA AVTIKEIEVA TTAVE OTA Tpatédia apxioa
VA TTIPOCOETW PTERA, TOOLAOLGS, TTAPABLEA, UATIA KAl
AAAQ, OUWC OTav Apxioa aTmod KATw oTn AelAvTa, PYETA TNV
NUEQOUNVIA VA KAV WIa AiOTA e TQ AvTIKEipeva, Ta ovouala
HE TO OVOPA TOLG £Va - Eva OTIWC NTAY, AVAUETA ATTO TOLG
HMLBIKOLG TOLG CLYKATOIKOULG.

O AQTIVOAUEPIKAVOC TTOINTAG XOPXE AOLIC MTTOPXES £XEl
&va TToiNuAa OTO OTToIO dnNAddvel OTI KABE (eLyApI gival Evag
A& kal Eba. ' Otav éuaba yia Toug TOTTOLC KAl OTI O XWPEOG
yOpw amod Tov OpBosofo Ayio Bouod ovouddletal “Oalacoa”,
dPXIOa VA avap®TIEPAl AV OAA Ta TATTEdIA gival Ayiol BOUOI...
KAl av €ixa avakaAbLWEl KATA AAB0G Evayv TPOTIO YIA TOLG
{WYPAPOLS VA ATTOKAALWOULV TNV TTPAYUATIKY EIKOVA TV
TTEAYUATWV TTOL KPLRETAI OTA RABN KATW ATTO TNV £TTIPAVEIQ
NG PWTOYPAPIKAG TTOAYUATIKOTNTAC.

11 NoéuPpn 1992 XaAkibéa xeip. Anuntpiov MioToicdTn. 'NTTebov aywvog [...]
November 11, 1992 Chalkida hand. Dimitriou Mistriotis. Field match [...]

MeAlavi og xapTi / Ink on paper, 32 x 24 (cm)



2. Types and Logoi

| started fo perceive harmonic lines with the golden ratfio and color
schemes differently at some point. In the past, they had a functional role
in creating unity through multiplicity, which is the minimum required for
composition. This attitude leads many to abandon them for an approach
through sensation, as children paint and with good results. However,
by working on composition theory, | saw that the logical relationships
in compositions constitute a language. And | started to express myself
using them: Hence the compositional scheme of Noetic monochrome
(and not only) that | used in Couch Exercises as well as in Scarfs Laid with
tables. Much later, | realized that this language is a mimesis of something
else found elsewhere:

“The whole intelligible world seems mystically imprinted on
the whole sensible world in symbolic forms, for those who are
capable of seeing it, and conversely the whole sensible world
subsists within the whole intelligible world, being rendered
simple, spirifually and in accordance with intellect, in its
ratfional principles (logois). The sensible is in the intelligible in
rational principles, and the intelligible is in the sensible in types.
And their function is one, “a wheel within a wheel,” as says the
marvelous seer of extraordinary things, Ezekiel, in speaking, |
think, of the two worlds”

Saint Maximus the Confessor, Mystagogy 669 B-C

David Bradshaw in his paper * The Logoi of
Beings in Greek Patristic Thought” explains:

“Type (tupos) refers here to the sensible representation of a spiritual
reality, as a bishop is a type of Christ or baptism is (according to Romans
6) a type of death and resurrection. In saying that “the intelligible is in
the sensible in types,” Maximus presents the sensible world as a kind of
cosmic liturgy, the earthly enactment of an eternal heavenly drama.
Conversely “the sensible is in the intelligible in rational principles,” so that
sensible objects have a higher level of existence, one at which their
real meaning and purpose is revealed. Just as one cannot understand
baptism except as a type of death and resurrection, so one cannot
understand sensible objects apart from their logoi. The relationship is
both semiotic and ontological, for the type both figures or represents the
logos, and constitutes its immediate sensible presence.”



When | started the first works of Couch Exercises, the
recordings were photographically accurate. Without
anything specific in mind, before starting the work of the
day, | prayed in front of my subject matter, but | had in
the back of my head that my sight was (as it sfill is) blind.
By repeating the same theme, even with variations,
at the same time every day, slowly but surely my
photographic approach began to cause me discomfort
and | started to manipulate my subject. | relaxed when |
ended up with a pattern where the table was an island
with Cappadocian Mountains full of hermitages and
rope ladders, surrounded by sea and clouds at the top.
On the objects on the tables, | started adding wings,
domes, windows, eyes, and other stuff, but when below
in the caption, after the date, | started to list them, |
named each object one by one as it was, among its
mythical cohabitants.

The Latin American Poet Jorge Luis Borges has a poem
in which he states that every couple is an Adam and Eve.
When | learned about the types and that the space around
the Orthodox altar is called “the sea” | started o wonder if
all tables are alters... and if | had accidentally discovered
a method for painters to uncover the real image of things

hidden in the deep below the surface of photographic reality.
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3. NapaAAnNAN Mipnon

OEWPW TIWG TO KEiPEVO TOL AyioL Magiuou yia TNV Adikr Téxvn
ATTOTEAEI KATI CAV PAVIQEDCTO, KAOWGS ATTOKAALDTITEI UEYAAO HELOG
NG Ouvoiag TNG. EEnyei avTtd TTOL Ekave N Adikr TExvn Attd TNV
ApXaloTNTA (aKOWa KAl TR0 XPIoTOV) TTOL OVOUALW TTAPAAANAN
ipnon.

AV N AOYIKA CLVOETIK SO TOL XPWUATOGS KAl TOL OXedioL
avTioTolxel otov NonTd KOCOUO Kal n Bgpatoloyia otov AiconTo,
N TAPAANAN Wipnon: Me Ty cbVBeoN, uipeiTal Tov Ev Apxn Adyo
(kal TOLG AOYOLC TTOL PETEXOLY OE ALTOV) KAl PE TNV BepaToAoyia
TOoV Ev Apxn TOTTO (Kl TOLC TOTTOLG TTOL PETEXOLY T€ ALTOV).

Me okoTTO, OTTWCS LTTOSNAGVOULV 01 Aé€eig KaAég Texves kal
LOYPAPOG, Zoypageiov, HAANoV TNV Ouop@Id Kal TN ZwH.

Me TNV AéEN OAOKANPOG O Ayiog MAEIUog pag Aéel vouidw
TS AOYOI KAl TOTTOI €ival EEXWPIOTA CLOTAPATA UE SIKM TOLG
E0WTEPIKA AOYIKI TO KABEVA, KAEIOTA Kal TARPN: Quudaual
WS ouvvnBifovTav oTa PEOVTIOTHPIA oxediov va SiSdokoLy
MIQ IUTTRECIOVIOTIKNG EUTTVELTEWS XPWHATIKY) OPYAVWOoN UE
CLUTTANPWUATIKA: OPWS AVTi va TNV TTAPOLOIAJOLY COUPWVA HE
TNV E0WTEPIKN) TNG CLVOETIKN AOYIKN (evOTNTA PEC® TTANEPOTNTAG),
Pavtalovtay TG TNV ERAETTAV OTO Bépa ToLG. ETiong evad
N XPWUATOAOYIA (N EMOTAKIN TNG CLVOECNC TOL XPWUATOG)
LTTAPEXE! KAl SIBACKETAI O APXITEKTOVIKEC OXOAEG OTN SLON, eival
KATA KavOva avOTIAEKTN OTIG IXOAES KaAdv Texvav. (Ma 1o
SEVTEPO EXW MIA OXETIKI OlIyOLPIA YIA TO TTPWTO OXI KAl TOCO).
MNAavriweg ey ammo TOXN HOVO, TNV SIBAXTNKA ATTO KABNYNTES TNG
APXITEKTOVIKNG e amooTtaon oTnv KaAwv Texvav, Ye ATTOTEAECUA
va EEKAEISWOEI UETTA POL PEYAAO SNUIOLPEYIKO SLVAUIKO TOCO
TTOAKTIKG OCO0 KAl BewpnTiKA.

AAULPO TV SAKPLWY Kal TNG BaAlaocong
Salty like tears and the sea
AGSI o kauPpa
Oil on canvas
106 x 87 (cm)



Evxapiotnpiako
Euchairistic
AGSI o¢ KapPa
Oil on canvas
106 x 87 (cm)

EK TTPTNG OWeWS TO KeiPeEVO TOL Ayiou
Mda&iuou paiveral va mapoLoIddel Hia eVTEAWS
OULUMETPIKA OXEON LETAEL TV SVO KOTUWYV.

ATTIO TNV pia: To NonTo gival oto AlcBnTd o€
TOTTOLG KAl ATTO TNV AAAN: TO AIcONTO gival oTo
NonTtd o€ AOYIKEG APXEG. (@upilel TNV Evvold TOL
CLVAUPOTEPOU, TTOL TTAPOLOIAZETAI TEAELTAIA

WG OTOIXEIO TTAPASOCIAKAGC SIAAEKTIKAC OXEONG
amd opIoUEVOLS AKASNUAiKoLS KLKAOLG: Eva
EAANVIKO SIAAEKTIKO ApxETLTTO;) MEAYUATI QNG e
HIO TTOOCEXTIKOTEPN Avayvwon: H apxr kal o TOTTOG
NG 1 TO ATTOTOTTIWMUA TNG, £XOLYV TALTOXPOVA KAl
HIO OXECON QITIAG KAl ATTOTEAEOUATOG. ALTO CNUAiVel
TIWG TO CLVAPPOTEPOV TNG OXEoNG AICONTQYV KAl
NonTtav cLVOLALETAI LE TNV IEQAPXIKA OXECN TOL
Nontob Koouou emmi Tov AicONnToL.
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O Zitog o EAaiog o Oivog kai To wap!
The Wheat the Oil the Wine and the Fish
AGSI o¢ KapPa
Oil on canvas
106 x 87 (cm)

3. Parallel Mimesis

| believe that the text of St. Maximos is something like a Greek Folk Art

manifesto, as it reveals a large part of its essence. It explains what folk art has
been doing since atiquity (even before Christ) which | call parallel mimesis.

If the logical compositional structure of color and design corresponds
to the Intelligible world and the subject matter to the Sensible, Parallel
Mimesis: Through composition, imitates the Logos that was in the Beginning
(and the logoi that participate in Him) and through subject matter, the
Type that was in the Beginning (and the types that participate in Him). The
goal, as indicated by the words KaAég Téxveg (Beautiful Arts = Fine Arts) and
Zwypagog (He who scribes Life = Painter), Zoypageiov (The place where Life
is scribed = Painters atelier), was probably Beauty and Life.

With the word “whole,” St. Maximos, | think, fells us that the logoi and
types are separate systems with their own internal logic each, closed
and complete: | remember that in drawing schools they used to teach
an impressionistic color scheme with complementaries, but instead of
presenting it according fo its internal compositional logic (unity through
completeness), they imagined that they saw it in their subject matter. Also,
while chromatology (the science of color composition) exists and is tfaught
in Western Schools of Architecture, it is generally non-existent in Fine Arts
schools. (For the second one, | have some relative certainty, but not so
much for the first one). Anyway, | learned it by chance from professors of
a School of Architecture, who were tfransferred to my School of Fine Arts,
resulting in unlocking a great creative potential within me, both practically
and theoretically.



At first glance, the text of Saint Maximos appears
to present a completely symmetrical relationship
between the two worlds: On the one hand, the
Intelligible is in the Sensible in types, and on the
other hand, the Sensible is in the Intelligible in
logical principles, that remind me of the concept
of the Co-incidental. (= Synamphoteron: It is
presented recently as a traditional dialectical
relationship by some Academic circles: A Greek
dialectical archetype?) Indeed, but with a more
careful reading: The principle and its type or its
imprint, have simultaneously a relationship of cause
and effect.

This means that the Co-incidental nature of the
relationship between the Sensible and Intelligible is
combined with the Hierarchical relationship of the
Intelligible World over the Sensible.
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TowYAOSLTIKO
Troglodytic
AGSI oe kKauPpd
Oil on canvas
106 x 87 (cm)
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‘O1TG OTIG TTEAELEIC TV ATTOOTOARY PABAivVOLE TTWS N Abvapn
ue SEATA KepaAaio eival n Sbvaun péoa amod TNV aduvvapia N
OTIWG oTNVY OPBOEOEN LUVOAOYIA N XAPUOALTTN gival N Xapd e X
KEPAAQIO, £TO1 B EAEYQ TTWC TO LLUVAUPOTEQO E Tiyua KePAAQio gival
CLVAPPOTELO PECA ATTO IEPAPXIKOTNTA. Kal TO Bewpd TTapadooiakd
SIAAEKTIKO OXAUA UE BEON APXETLTTOL PANIOTA. Eival TOCO TTARPEG
TTOL UTTOPOVE HE ALTO VA KPIVOLPE OAN YAG TNV TTPAYUATIKOTNTA.
To dpioTo (TTpTo) MNav Kal YETpo. MAg GLAAE ATTd TNV APPWOTIA
TNG ISE0AOYIKNG OKEWNGS, OTTOL TALTICOUAOTE Ue KATTOIO AKOO:
HEPIKOTNTA TTOL CLYXEOULUE UE TO OAOV.  ATIOTEAEI TO ULOTIKO TNG
MOALYVAOTIAG XPWUATIKAG KAIUAKAC KAl TV APPOVIKQV XAPAEEWY TNG
EAANVIKAG Téxvng. To PpicKoLUE OTIG LYWNAOTEPES EVTOAEG AYyATTNG TOL
EvayyehioL aAG oToLG EAANVES TO £6¢€1€ TTPWTOG PAANOV © Ounpog.
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To Bpiokovue oty OSLOCEIA, OTTOL N CLVAPPOTEPN CLUMETPIA
TNG IKOLAAQG KaI TNG XApLPRENG CLVLEAIVETAI UE TNV lepapXIKOTNTA
TV Bodicov Tou ‘HAIoL. EEGANOUL o1 i6lEG Evvoieg eTavalaupavovTal
OTIEIPOEIS G WETA OTO i610 TO SITTOAO TNG IKLAAAG Kal TNG Xdpuvpéng,
KABWC N IKOAAG OKLAEVEI TO TTANPWUA, TTEAEN IE0APXNUEVNG ETTIAOYNG
eV N XapuvPsén To katarivel OAOKANPO. To yeyovog &€ TG eival
TEOATA (TTOL KATA KAVOVA €ival TIPOG ATTOPLYI), LTTOSNAGVEI pId
aTrogaTikr) oxéon ouTe A — oLTe B. Kal kaBwg TeAika o Odvocéacg

™ - . ' = TaBaivel kar atrd Ta SLO AKEA, TO OXAUA YiVETAI KATAPATIKO: KAl A —
A Kai B.
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To 8épua TOL KOXLAIOD
Sea Shell Hide Aaél oe kaupd
AGSI o¢ KapPa
Oil on canvas
106 x 87 (cm)



MdaAioTa yia va pnv éxovpe augipoAieg, o ‘Ounpog otn
paywdsia p (oT1o KEVTPO TOL ETTOLg) Rdler TNV Kipkn va Aéel
oTov O5LOCEA TTWG £xel SVO eTAOYEG: Na Trepdoel aTTd
TNV ZKOAACG- XapLP&N f atTo TIG ZLPTTANYASEG METPES OTTOL
EXOLWE TO TTEPACHA aTTd ToV A KOOUO OToV B KOO0, TTOL
onuaivel TNV Aoyikr) avTipaon oxi A — vai B: EmAoyr kai
okAnpr iepdpxnon. O ‘Ounpog ue To oTdua TNS Kipkng 1O
ATTOPPITITEL, AANG TO agrivel aTov OSLOTEA KAl OTO EAANVIKO
KOIVO TOUL. To OTT0i0 TOV AKOLOE ATTO OTI PAIVETAI, KAl OTTWG
0 EBpaikdg AadG (N kab' nudg AvaTtoAn) TTapd Tn oTevh
ETTAPN AIOVWYV, UTTOPECE VA avTIoTABE oTn yonTeia TV
AIYLTITIQV, TTOL EUPOEOLVTAV ATTO UIA CKANEI 1E0APXIKN
oxéon ToL NonToUL £1Ti TOL AICBNTOL KAl VA KAVEl TO SIKO TOUL.
ITAPAT €60 Kal Ba T Yovo To €€NG: O1 Adoi eival cav Tovg
KAAAITEXVES TTOL avBifovy oTo PABUO TTOL avyaTi{ovy TA
TAAQAVTA TTOL TOLG £5WOTE TTPOIKA O ANUIOLEYOG TTOL TOLG
Ayarra.
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MNavTwg éxel evolapépoy kATl TToL eitre N Kipkn otov OSvooéa yia To
TTEQAOUA TV TOUTTANYASWV: Eva povaxa kapdpi TreAayiclo TTEpace Kal
YAIToE. O GUUTTANYASEG I0XLOLY WG e€dipean POVO. Kal pou Buuilel
TNV PoOvN e€Qipeon oTO SIAAEKTIKO OXAUIA TOL TLVAPPOTEPOL: TO KAAO
KAl TO KAKO. ITNV ATToKAALWN TOL lAvVVN TO SITTOAO ALTO TTEPIYPAPETAI
WE eYaALTEEN akpifela: | ZeoTo ) Kpvo: To éva yovaxa Kapdpi...

H avAn Tou @TxoL
The poor man’s garden
AQSI o€ Kaupd
Oil on canvas
106 x 87 (cm)



4. "...0Only one seafaring ship passed by and escaped...

Just as in the Acts of the Apostles, we learn that Power with
a capital p is power through weakness, or as in Orthodox
hymnology, “Joyful sorrow™ is Joy with a capital j, so | would
say that the Co-incidental with a capital ¢ is the co-incidental
through hierarchy. And | consider it a traditional dialectical
scheme with an archetypal position: It is so complete that we
can judge our entire redlity by it. The excellent (first) principle
and measure. It protects us from the sickness of ideological
thought, where we identify with one extreme: partiality that we
confuse with the whole. It is the secret of the chromatic scale of
Polygnotos and the geometric formations of Greek Art. We find it
in the highest commandments of Love in the Gospel, but it was
probably first shown to the Greeks by Homer.

We find it in the Odyssey, where the co-incidental symmetry
of Scylla and Charybdis is intertwined with the Hierarchy of the
Cattle of the Sun. Furthermore, the same concepts are spirally
repeated within the Scylla and Charybdis dyad itself, as Scylla
snatches the crew (in Greek Pleroma = Whole), an act of
hierarchical selection, while Charybdis swallows it whole. The
fact that they are monsters (which are generally to be avoided)
indicates an apophatic relationship that is: neither A nor B. And
as Odysseus ultimately suffers from both extremes, the scheme

becomes cataphatic: both A and B. In fact, to dispel any doubts,

in the middle of the Epic, Homer puts Circe to tell Odysseus that
he has two choices: to pass through Scylla and Charybdis or
through the Clashing Rocks of the Symplegades, where we have
the passage:

from A-world to B-world, which means the logicall
confradiction: not A - yes B: Choice and harsh
hierarchy. Homer rejects it with the mouth of Circe but
leaves it to Odysseus and his Greek audience. They
listened to him it seems, and like the Hebrew people
(the East close to the Greeks), despite the close
contact of centuries, did not succumb to the charm
of the Egyptians who were clad in a harsh hierarchical
relationship of the Intelligible over the Sensible and as
a people managed to do their own thing. | will stop
here and only say the following: Peoples are like artists
who flourish to the extent that they invest in the talents
they were endowed with by their loving creator.

Anyway, something interesting that Circe said to Odysseus about the
passage of the Symplegades: Only one seafaring ship passed and escaped.
The Symplegades apply as an exception only. And it reminds me of the only
exception in the dialectical scheme of the Co-incidental: Good and Evil. In
the Book of Revelation, this dichotomy is described more precisely as either
Hot or Cold: The only seafaring ship .....



5. AITTAO B¢pa

Mia pépa oTto oTriTi OTTOoL €iXa KATTOIO £pY0 ATTO T MAVTANIA ITPWUEVA E
Tparmédia, NEBe Evag PodiTng LEPALAIKOC YIA pIa SOLAEI KAl YE PWTNOE — TI
eiv’ auto; ‘OTav TOL ATTAVTNOA: -..ud £va PavTNAIL eiba NPéunoe auécwg. Av
TOL EAEYA — MIa vekpr) oLON, N éva TpaTtédl, Ba Tov Eevide pAAAov. Kal xapnka
yIaTi TTPAYUATI N OTEATNYIKA JOL VA KAV KATI TTOL ovouadlw, AITTAGC @tua
apaipeoe Ao TNV AicBNoN TOL KOLATOLPIAPIKOL WOTE VA EVTAXTE TO EQYO
o€ £va AQiKO cLPPEAlOUEVO: APOL BewEEITAl PLOIKO TA UAVTAAIA VA PEQOLY
apnENUévN TEXVN. ApyoTepa ékava To iS1o Kal SNUIoLEYNCA KAIVOLPIEG AQIKEG
POPUES OTIWG TNV POPUA XAPTOVOUIOUA, PEKAAUA KAl TAPTTEAQ TTOL POV
EMTEETTOLY VA CLVSLALW TTAPACTACEIG, YPAUUATA KAl APIBUOLG. MevikdTEPA
AITTAOG Béua £xoLpe OTAV Eva TTPWTO BEua A ypadileTal TTAVE O £va AANO
B¢ua B.'OtToL TO B €ival omeadAmmoTe SICSIACTATO AVTIKEIUEVO TTOL (PEPE!
TAPACTACEIG.

Me 1o SITAG BEua AVTIKEIUEVOTTOIOLVTAI TA SVO CTOIXEIA TNG ATTOS00NG TOL
X@WPEOoL oTNV EAANVIKA Téxvn: H wevdaicOnon tou RaBouvs kal n SicdiacTatn
TTEAYHATIKOTNTA VOGS {YPAPICUEVOL TEAGPOL, ELAOL, TOIXOUL KATT. Eival To
TOVAPPOTEPOV TV MpayudTwyv/ MpoRoAwy, FALTITIKAG/ ZYPAPIKAS, ATITIKOL/
O1TIKoUL, LopaTtog/Wouxnc KATT Ta 600 aToIxeia TToL KATA MAATVA CLVAPTOLY
ToV AIoONTO KOGUO oTnY Avaloyia Tng TeTunuévng EvBeiag (BAETTe MoAiTeia
MNMAGTVOC). Ol HEYAAEC EKTATEIC TTAAKATOL POVTOL N KAUTTOL TNV ApXaia Kal
BulavTivh) {ypagIkh) padi ge TO PETWTTIKA OXAUATA (0pBEC Ywvies kal TOED
KOKAOU) gival N TTAPOLGIA TOL ATITIKOL ) YALTITIKOD OTOIXEIOL O€ Eva QYO KATA
BAaon omTIKO.

H Avayévvnon ta SiEAvoe autd OTav n Abon THEE To §POUO TWY
YOUTTANYASWV: 0oL Aéel 1) Ba KAVEIC ZaYPAPIKA A TALTITIKA AANIC € UTTOEI
... TIpétTel va eical apeAng. Tov NTovavié Pobooo Tipiv Tov avaéeiel o Mikaoo
TOV TTOLAOVC AV OTNV AVAKOKAWON, TTOOPAVAG YIa auTd Tov Aoyo. O &¢
MKACO TNV YALTWOE TNV AVAKOKAWON, KABWGS OTNV AeyOUEVN TTOOKLPRICTIKA
TTEPIOSO TV AECTIOIVISWY TNG ARIVIOV KAl aTOV AVAALTIKO KLRIOUO émTalée
HE TO ZOVAUPOTEQOV TWV HETWTTIKWY/ N LETWTTIKWY OXNUATWY: ATTAA TO
TTONITIOHIKO TOL TTAQICIO ApvIoTAY va To Sel. Kal apob €ide kal atroeibe, apxioe
va KOAGEl SIOSIACTATA AVTIKEIUEVA TTAVE OTO TEADPO KAl 0 CLVSLACUO HE
TA WeLSAICONTIKG OTOIXEIQ YEVVNONKE O TLVOETIKOC KLRICUOG, AAAD EIC HATNV:
TNV TeAeLTAIA POPA TTOL UTTAKA OTO CANT TNG TéNT MKAAEPL TOL AOVSIVOL O
AVAALTIKOG KORIOUOC Bewpeital {WYPAPIKOS KAl O ZUVOETIKOC YALTITIKOG.
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KAaic Tov Nekpoo o
I mourn my dead self
AGSI o kauPpa
Oil on canvas
106 x 87 (cm)
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Xelpovouiako ynpidwro
Gestural mosaic
AQSI o€ kauPa
Oil on canvas
106 x 87 (cm)

TOLAGXIOTOV Ol TTPOCTIABEIEG TGV KLRICTWY Avolfav Ta
HATIa EANAVGY ACTOV OTTWG TOL AECRIOL ITPATA EAcLOEQIAdN
WOTE VA AvVAyV@PIoTE 0 @eO@IAog XatdnuixanA. Ouwg dev
€ival YEVIKA YVWOTO AKOUA, TG O @eOMINOG €ival CLVEXIOTAC
EVOG TTAAQIOTEPOL PELUATOC OTA TTAQICIA TNG OBWUAVIKAG
AvTokpaTopiag: Tov EAAnvoTToiNuévoL TOLEKOUTTAPOK. L& ALTO
Ol KATA TOTTOLG AYIOYPAPOI EXAV TNV ELKAIPIA VA ETTEKTABOLY
oTnV IoTOPNON TOL £EC0WTEPIKOL SIAKOTUOU ISIWTIKWY KATOIKIGV.
KivouvTal getafd yvboou kai TTpaypaTikOTNTAC KAl ETTIKEVTRWVOVTAI
oTNV £VVOIa TOL XWEOU.

Y€ OTITI TTOL CAUEPA ATTOTEAE OTABUO TN KAy Texvoov
o010 MOALRO TNS AéoPov, £vacg atTod TOLC KAANITEXVES eCeNiC Tl
EVTUTTIOOIAKA TNV TTAPAdooiakr KLPRICTIKA avTiAnwn pe TTARBOG
KAIVOLPIWY OXESIACTIKGV TEXVIKWYV TTOAD TTIO TTEQA ATTO TO
HETATTIKO/ N HETWTTIKO TV PLIAVTIVGV Kal Tou Mikaco 200-300
XPOVvIa apyoTepd. H TTukvOTNTA KAl TO TTAPAAOYO TOL XWPEOL
KaTd TOTTOLG, BLUIlel EooEeP. ANOC OTO iS10 oTTiTI {YPaPIlEl
TTAaPABLOA TTOL TOTTOBETOLY TOV BeATH) YECA KAl €€ ATTO TO OTIITI
TavToxpova. Nopidw mwe ailel n Snuiovpyia evog eyxelpidiouv.
Me atmoppd@noe TOCO TTOAD N PEAETN KA KATAYPAMH ALTWV TV
TEXVIKGV TTOL JOUL TTHPE KATI X0OVIA PEXP! VA TTPOCEEW £va KOIVO
oToIXEio OAWV KABWG: ALO atd avToLS {wypPAPIcCAY TTApABbLvpa
pe ToTTia, £vacg {yYPAPIoE HAPUAPIVEC TTACKEG PE (WYPAPIEG
SilakoounTiK@Y PAlWY, EVvAG EKAVE KOLPTIVEG Ue SIAKOCUNTIKS
HOTIRA KAl £vAG AANOG ekave (WYPAPICUEVA KAS0A KPEUATUEVA
He YPAPICUEVOLC KOKKIVOLGS PIOYKOLC WE BEUA POLOIKOVLG. AgV
TMOTELA OTA PATIA POL: Me e€aipean Tov TEEAO KLPICTA ATTO TO
HEAAOV, OAoI oI AAAOI Ekavay ... AIMASG ©¢ua. XpnaoluoTTolovoav
TNV TEXVIKNA POV, TTOAYUA KOAQKELTIKO ..... AAAG yiaTi dpynoa 1000
TTOAD VA TO 6;



5. Double Theme

One day at home in Rhodes, a plumber came over for a job where |
had a piece from the “Scarfs laid with tables” series. He saw it and asked
me, “What's thate” When | replied, “It's just a scarf!” | immediately saw
him calm down. If I had said, “It's a sfill life” or “It's a table” it probably
would have alienated him. | was happy because my strategy of doing
something | call “Double Theme” removed the feeling of being too artsy-
fartsy so that the work could be incorporated into a folk context: since
it's natural for scarfs to have abstract art. Later, | did the same thing and
created new Folk forms, such as the form of banknotes, advertisements,
and signs that allow me to combine images, letters, and numbers. In
general, we have a Double Theme when a first theme A is painted on top
of another theme B, where B is necessarily a two-dimensional object that
bears representations.

With Double theme, the two elements of the rendering of space in
Greek Art are objectified: the illusion of depth and the two-dimensionall
reality of a painted canvas, wood panel, wall, etc. According to Plato,
these two elements constitute the Sensible world in the Analogy of the
Divided Line (see Plato’s Republic). The large expanses of flat background
or fields in Ancient and Byzantine painting, together with frontal shapes
(right angles and circular arches), represent the presence of the tactile or
sculptural element in a work that is primarily visual.

The Renaissance broke them down when the West took the path of
the Symplegades: it tells you that you either do Painting or Sculpture, if
you can't... you have to be naive. Duane Rousseau was being sold for
recycling before Picasso made him famous, obviously for this reason.
Picasso, on the other hand, was spared from recycling, as he played
with the Co-incidence of frontal/non-frontal shapes in the so-called
Procubist period of the Misses of Avignon and Analytical Cubism: it’s
just that the cultural context refused to see it. And after he realized it
was no use, he began to stick two-dimensional objects onto the canvas
and in combination with the illusionistic elements, Synthetic Cubism was
born, but in vain: The last time | visited the London Tate Gallery website,
Analytical Cubism was still considered painterly and Synthetic Cubism
considered sculpturely.

At least the efforts of the Cubists opened their eyes
on Greek cultural elits, particularly in recognizing the
work of artists like Theophilos Hatzimichael. However,
what is not broadly known yet is that Theophilos is the
evolution of an older trend within the Ottoman Empire
called the Hellenized Turkobarok, where local icon
painters had a chance to expand to decorating the
interiors of private homes. Their art blended myth and
reality and focused on the concept of space.

One particular house in Molyvos Lesvos, that today
is a School of arts hostel, features an artist that stands
out with his impressive traditional cubist concepts and
new design techniques. The density and absurdity of
space in some areas are reminiscent of Esser’s work.
Another artist painted windows that places the viewer
both inside and outside the house simultaneously. It
would be worth creating a manual to document and
spread these techniques.

It ook the author some time to nofice a common element among
the artists: two of them painted windows with landscapes, one painted
marble slabs with painfings of decorative vases, one made curtains with
decorative patterns, and one made painted frames hung with painted
red bows musician-themed. | couldn’t believe it: Everyone, except for the
crazy cubist from the future, had done ...Double Theme. They had used
my technique which was very flattering ....but why did it take me so long
fo see ite



YOVTOUO Bioypa®Iiko YToIxXEia

O Karerdv MOyag (Anunteng MIoTPITNG) EIKACTIKOG KAANITEXVNG.
MHpe TITLXIO ZWYPAPOL ATTO TNV IXOAN KAAV Texvadv ToL APICTOTEAEIOL
MavemoTnuiov @eccaiovikng (1990).

FevvnBnke otnv ABRva oTig 9 MapTiou 1965. O1 yoveic Tov
pyeTavaoTevoav oTo ESiupodpyo kal petd otov Kavada. Mopiv
EMOoTPEWPOLY TO 1974 améktnoe Kavadikr utnkootnTa. 'Exel TAPE UEPOG
O€ ATOUIKEG KAl OUAbIKEG eEKBETEIC OTn @ecoalovikn, ABriva, OTTapa, Néa
Yopkn, PoSo, Apyog, KaAvpuvog, Kprtn, BOAog kal MUTIARVN.

MeTd TIGC OTTOLSEC TOUL ETTECTPEWE YIa EVAUION XPOVO oTov Kavada.

‘Ekave TNV OTPATIWTIKA TOL BNTEIa KAl oLV iISpLaE oTNV POSO LE TV

Karia MNalobpou TpIiToL TO EIKACTIKO £pYAOTNPI ZWYPAPEIOV, LTTELOLVOC
YIO TO TUAMA eVNAIK@V (1994-1997). AiSa&e ota TTaISIKA TUAUATA TOL
EpyaoTnpiou Téxvng XaAkidag (1997-2001). EpydoTnke OTOLG TLVTNENTEG
Xwpic obvopa TNG KvoTaviivobLTToANg (2002). AVATTANPWTAG
KaBnynthg péong ekmmaidevong otnv Poso kal Kalvuvo (2002-2003).
Bon®og tou Ayloypdgou Nikou Kaykapd otav avélae Tnv ocuvinpnon
TOL AyioL NIKOAAOL KaAbUVOUL, VAOL IoTOPNUEVOL UE TTIVAKES TNG OXOANG
TOL Movayou (2003-2004). KaTtolkei oTo MAwPAp! TNG AEoRouv LOTEPA ATTO
TTOAAG XPOVIa SiauovAg aTny AYIACO KAl G POVIPOG KABNYNTAG UEoNG
ekTTaidevong SIAokel o€ TTAISIA AnPoTIKOL, M'uuvaaoiou kal Aukeiov aTod 1o
2004 péxpl onuepa.

ANEC 5paaTNEIOTNTES TTEQIAAUPAVOLYV: KOPIOG ETTIUEANTAG IKNVIKGY
ToL MapadooiakoL KapvapaAiod TNG Ayidoou (2005-2011), couueToxn
oTn MelpapaTiKn @eaTPIKr IKNVH TOL AVAYVROTNEIOL AYIACOL WG
oKNVoypPAPOG KAl NBOTTOIOG, UOLOIKEG TTAPAOTACEIC WG TOAYOLSOTTOIOG
oTNV UOLOIKN oKNVA PWVES oTNV ABrva, SNUooieboEIC dPBPWYV OTA
TTEPIOSIKA IVEIKTOG Kal DAPPOLAAC.

MaBnTéc e AOKAOEIG TOL, ExoLY PPAReLBEi ot SiEBvEIC SiIaywVIoUOLS
TaISIKAG {wypagikng amo Tnv IONESCO, Yrmovpyeio EEwTepIKY TNG
latredviag kai 1o Yrmovpyeio Maideiag Tng EANGSOC.

Brief Biography

Captain Migas (Dimitris Mistriotis) is a visual artist. He received his
degree in painting from the School of Fine Arts of the Aristotelian
University of Thessaloniki (1990). He was born on March 9, 1965, in
Athens. His parents immigrated to Edinburgh and then to Canada.

He acquired Canadian citizenship before they returned to Greece in
1974. He has participated in solo and group exhibitions in Thessaloniki,
Athens, Ottawa, New York, Rhodes, Argos, Kalymnos, Crete, Volos, and
Mytilene.

After completing his studies, he returned to Canada for a year and a
half. After his military service, he co-established the painting workshop
“Zografion” In Rhodes, with painter Katia Pazourou Tritou, responsible
for the adult department (1994-1997). He taught at the children’s
department of the Art Workshop of Chalkida (1997-2001). He worked
for the Conservators without Borders in Istanbul (2002). He served as a
substitute Professor in middle schools in Rhodes and Kalymnos (2002-
2003). He also assisted iconographer Nikos Kagkaras in maintaining the
historical church of Agios Nikolaos in Kalymnos, which has paintings
from the Munich School (2003-2004). He currently lives in Plomari, Lesbos,
after many years in Agiasos, and has been a permanent middle school
Professor, instructing children in primary, middle, and high school since
2004.

Other activities include: Head of Scenic Design for the Traditional
Carnival of Agiasos (2005-2011), participation in the experimental
theater stage of Anagnostirio Agiasos as a set designer and actor,
musical performances as a songwriter at the music stage Voices in
Athens, and article publications in the magazines Indiktos and Farfoulas.
Students executing exercises of his, have been awarded in international
children’s painting competitions by IONESCO, the Ministry of Foreign
Affairs of Japan, and the Ministry of Education of Greece.
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