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About Kostas

My good fortune ‘materialised’ in the form of Christos Bokoros, and introduced
me to Papanikolaou a long time ago.

We have been hanging out off and on since, and | have by now realised, | actually
am certain of it, that Papanikolaou expresses his idiosyncrasy and temperament
by means of painting.

| think | can see —on the rare occasions he actually lets go— those aspects of his
inner being that are much like the peaks and the crevices of the mountains he
originally grew up in.

He constantly fights his inner being and whenever he lets it show through his
paintings, it is then that simplicity and precision reflect a world that lasts, a world
of duration as Papanikolaou knows about primeval darkness (and melancholy).

This is indeed what fascinates me about Papanikolaou and his art.
He knows exactly how and when to calm the troubled waters with his brushstroke.

He is gifted with a rare capacity of observation and maybe that, along with his
powerful colours, are part of his filtters in expressing a lasting world.

He takes his consciousness of the world into his hands and turns it into a visual
phenomenon.

He is gifted to make that conversion, too.

That could be one of the definitions of ingenious creation.

And why is that?

Because his painting is contemporary, absolutely his own and filled with thoughts.
It glorifies his knowledge, reason and emotions as regards all that is human and

he does so every single time.

Sotiris Felios

MNa tov Kwota

H tixn pou n ayabr «vtiBnke» Xprjotog Mmokdpog Kal €101 Jou YVWPIOoE TIPIV
aré ToMd TTOAd xpdvia tov [lamavikoAdou.

Kévoupe draktn mapéa kar gou 'Xel yivel ktrjpa ma, BeBaidtnta, ét o [Namavi-
KOAdoU ek@pdlel (wypapikd TNV I8100UYKEAsIa Tou.

NopiCw mwg PAénw —otav omdvia agrivetai— OYEIG, Tou Péoa eival Tou, TTou
POIACoUV E TIG KOPUPEG KAl TIG XApddpes TwV Bouvwy TTou TIPWTOUEYAAWOE.

To péoa eival tou, To alelel cuvexwg Kal dtav To agrvel {wypapikd va Byel
OTOUG TTIVAKEG TOU TATE N anmAdTNTa Kai n akpiBeia ekppdlouv évav KOoHO o€
didpkeia. Aidpkeia, yiati o [Namavikohdou E€pel amd epgPn.

AUt e yontelel otov [amavikohdou kai otn (wypaikr Tou.
=€pel TIOG Kal ToTe va piger AddI otnv Tpikupiopévn Bdlacoa.

Efval mpoikiopévog pe omdvia mapatnenukdTnTa Kai iowg autr kai n duvaun twv
XPWHATWY TOU Va eival arr ta eiktpd tou, yia va ekgpddel Tov koo ot didpkela.

Me Ta X€PIA TOU PETATPETIEI OE OTTUKSO PAVOEVO TN CUVEISNOT TOU YId ToV KOOUO.
Efval mpoikiopévog kar yi' autr| T JETatpoT.

Autde Ba pmopouce va eival évag and Toug oplopols NG 1810puoUg dnpioupyias,
Matl autd;

Nati n Cwypagikr Tou eival oUyxpovn, amoAUTwG SIKr) TOU Kal TTUKVE O OKEYEIG.
Eivar pia 86&a kdBe popd NG yvwong tou, TG AoyIKAG TOU Kal Twv diodnudtwy

ToU Yia k&Be T avBpivo.

2wtipng Péliog



K&otag Mamavikohdou: Ava-Spopi

Arrét sur Images*

H Avadpopr tou Koota lMNamavikoAdou ekBétel tpidvia téooepa €pya, pia
emAoyr] amnod ta efdoprvta Tévte oUVOANIKA TNG 2UuMoyng 2wtren PéNiou. >Ta
€pYa autd o KAMITEXVNG TIAPATNPEl, ATTOPOVWVEI, KATAKEPUATICEL, AKIVNTOTTIOIE
kataypdgel tnv {wr| Kal Tov XWpo yUpw Tou, dTwg opidetal amd ta Bidpata Ka
TNV Kabnuepvdtntd tou. MNpdkertar yia pia kabnuepivétnta diapkeiag, kabwg
KAAUTTTEI TO 0UVOAO OXeB3V TNG EPYAOIAg Tou: amd To TEAOG TwV OTTOUSWY TOU
otnv 2xoN Kahov Texvav €wg tv modopatn mepiodo (1985-2013). O Kaotag
[NamavikoAdou eival KAMITEXVNG Pe onpaviiky mapouoia otny 2uloyr 2wth-
pn ®éAiou, cuMoyH eoTiIaopévn OTnNV oUYyXPOVN TIAPACTATIKY] EAMNVIKY TEXVN).
Tdooo o 2wtpeng PENog wg cuMéktng doo kal o Kwotag [Namavikohdou wg
KaMITéxvng Sev ouvtoviCovtal e tnv «mpwtoropiay, dnhadn) pe Tig tdoeig
N g podeg ol omoleg kaBdpioav To eikaotikd yiyveobarl katd g teheutaieg
Sexaetieg. O1 mpoPAnuatiopol Toug cuykAivouv Ge pid eppoviky avadhitnon:
otnv kabapr CwypaIkn.

210 €pyo tou [amavikoAdou autr n eIKAoTIKr] avadritnon TTPOKUTTtel and €vav
TIPOOWTTIKG OUYKEQAOHO Tou TTAPeNBSVTOG, dSNAadH TIC TOOOWTTIKEG TOU pPVA-
HEG, e To TTapdy, dnAadr] tnv Proluevn kabnuepivotnta. Ta épya Tou €xouv
mdvta Piwpaukd Bdon: Bepatikd €pxovial Kal eMAvEPXOVIAl WG EUTEIPIKEG
ormtikég pvrpeg. O lMamavikoAdou cuotnPatikd Kar OXoAdoTIKG ATTOTUTIOVE! OE
ox€81a OKNVEG KaBnPEPIVES, XWPOUG KAl TOOOWTTA. Ta ox€dIa autd, oAdKANpa
f THNHATIKG, eival n apetnpia twv €pywy Tou. Aoteholv yia Tov {wypd@o Hid
Tapakatadnkn -y’ autd AAMWOTE o1 PXIKEG APETEG EIKOVEG €XOUV TNV 1I816TNTa
Kal tnv dUvapn va emavakdurouy, ag@’ Otou €xel JecoAaPrioel éva pIkpd 1
peydho xpovikd didotnua and tnv apxikf Toug anotinwon. H akpiPeia twv
oxediwv oTo TeNKS Lwypd@ikd Epyo YetalMdooetal. Ta AeTtopepr| EMUEQOUG
otoixela yivovtal ouxvd otuNi{apiopéva potiBa, mheypéva oe pia oivBeon mou
Tiaparéprel oe Adikd fj akopn Kai ueavd €pyo. O KaMtéxvng Sev evdiagépetal
va anodwoel otd €pya Tou id TotH Ikdva Tou Totiou. Avalntel tnv aiobnon,
évav «kpadaopody, omwe tov avuhapPdvetarl o id1og. Autd n emigovn €peuva
Siakpivetal eppavwg otny Bepatikr emavagopd: Ta Béuata emavaiapBdvovta,
PG i ev pépel. O Papdg pe To yuah BuBou emaveépxetal wg aveEdptnto
otoixeio og dUo dlagopetikd épya («O Papdsy, 2004 kar 2012) 1} wg potiBo
og AMa («Bdpka pe tn okid tney, 2007). To idio 1oxUel kal yia Tov ASQo e TG
eNEG otov ['ahatd, o omoiog Tapoucidletal wg aveEdptnto totio otnyv «Pou-
YKa», aMd kar wg potiBo ota épya «Kndeia» kar «Putwpio.



H Bepehiaxr Bepatikr agetnpia, yipw amd tnv omoia ektuhiooetal oxeddv kdbe
eikaotikr] 16éa tou [NamavikoAdou, eival o xwpog. Ta mpdowra kai n nboypapia
Sev hertoupyoUv autoteAwg, eival kopudua tou toriou. [Nayidvouy Tov xwpeo,
TIaylwvovtal amd Tov Xwpo. 2& ha oxeddv ta €pya tou, o amavikoAdou xpnol-
potrolel wg kabopiotikd epyaleio TNV yewpEeTIa, KaBWG TTPOKUTTTEN avarO@EUKTd
and tov NBeANEVO KATAKEPUATIOPO TOU XWPOU KAl TNG CUVETTAYOHEVNG EIKOVAG,
H kaMitexviki anédoon evanobétel €tol éva otoixeio Tdgng. Ta mapdbupa,
enl mapadeiypat, yia ouvABng aMd xapaktnpiotikr «eicodog» oto TtoTio,
TIEQIOPICOUV TO OTTUKS TTESIO KAl EMITPETOUV OTOV KAMITEXVN va eneEepyaotel
TOV XWPO HE KTETPAYWVIOHEVESY KABETEG Kal opiddviieg eOpES, oav ta dia-
{wpata pe g mapaoctdoelg ota apxaia ayyeia. Méoa amd autd ta mapdbupa
kateuBuvetal n orukr, wg diadikaoia n oToid oPYaAvWVEl Kal CUCTNHATOTIONE!
Tov axavr opiCovrta.

Evtdq ) extdg kupiapxel amdAuTn olwtr Kal akivnoia, akdpa Kar av 1o apxikd
ortiké epgbiopa emtdooel To avtiBeto, dnwg dtav o KaMTExvng amodidel aotikd
toria. O Beatiiq €xer tnv aiobnon &t PAEmer pia eEeNoodpevn aMd@ otatikn
elkdva, pia oknvoypagia, éva yudhivo @pdypua to oroio, evw eEaopahiCel tnv
OTTTIK] ETTAPH, TOV KABNAWVE! ektdg B€patog, dnAadr ektdg mpaypatikdTNTag.

H téxvn tou ['NamavikoAdou, oe dAa ta enfmeda, uropel va meplypapel wg éviipn
Cwypagikn. Eival, 6nAadr, eiNkpIviG kal ouveri¢ pe tnv (wr Kai Ta TMoTeUw Tou
Snpioupyou. Xpnaiyorolel kupiwg aByotéunepa og EUAO ) akdpa kar vwmoypa-
oia (fresco) oe ToUPAa, UAIKA ta omoia Tipoadidouv xpwuatikr diagdvela Kal
HaTIEpAa OTO €0YO KAl UTINEETOUV TO EIKAOTIKO TTPATUTIO TOU KAMITEXVN: kabapr),
eMnvikr] Cwypagikd. ABSpuBa, pe ouvemeia, oxeddv oav CwypdPOG-TEXVITNG,
aneikoviel T TApaoctdoelg Tou, efte oto gpyactrjpl tou otnv Kaioapiav efte
OTO PMaAkovi tou otov [ahatd tng Nehomovvrioou. [Napatnpel, armopovaver kai
KATaypd@el TOV XWEO, KATAKEPUATIOPEVO OF EMUEPOUG OlwTNEd Kal akivnta
toria. Arrét sur Images*.

Me tov Tpdmo autdv elodvel BEuata Kovwvikd kal uttrapgiakd, ta oroia mpo-
omaBel va katavor|oel Kal va Hetadwoel. ZwypadgiCer yia tov Oeat] ald Kai yia
Tov €autd tou. Anpioupyeital n aiobnon ot o KGopPOG ArmoKaAUTTTeTal anooTa-
opatikg, énwg n Béa and to mavtaxou mapdv mapdbupo. Amd To owTEPIKS,
10 evtdg, avaduovtal Yuvaikeleg @IyoUpes, akivnteg, oxeddv amooBoAwpeveg.
«Kpépovram and 1o mepPad yia va mapdtneioouy Ny (wr, TO ektdq. 2& éva
pévov €oyo To TMTapdBupo akupwvel autdv Tov poAo, Kabwg mapoucidletal
epMNTKA Khelotd. Ta Pabid, cucowpeUPEVa XPWPATd, OPWG, HE TA OTTold €XOUV
emeoptotel ta mapabupdpuiia, urmodnAwvouy To Bdpog kal TV onuacia tou
eEwtepIkoU XWPOU.
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Me 1a €pya autd o KaMITEXVNG, ouveldntd | UNToouveidNTa, TTAPATTEWTIEI O Q-
Toypagikd evotaviave. [Npdkertal yia otypidtuta g kabnuepivatntag, apl-
OTOTEXVIKA ATMOTUTIWHEVA oTov KapBd, ta omoia poidlouv e Bpalopata piag
YEVIKSTEPNG Prwpatikig eikévag. O Spdpol tng Kaioapiavrig, Ta kageveia kai
1a Pnap g meploxnig, ta oupBaukd mioia tng diadpopng Meipaidg-MNdpoc,
n Béa g Bdhacoag amd to pmaikdvi eival Ta mpoavr) eEwyevr) ouoTatikd
XAPAKTINEIOTIKA ToU TIpoowTtTikou Tou Biou. To Totio eivar otnv kuploAe&ia évag
HIKPOG TTOG: o [ammavikoAdou emAgyel €va TURPA TOU XWPOU, TO OTTofo Uropel
va kaBopioel kai va eAéy&el. Ta mpdowta, or avBpwTIveg QIyoUpEg, evidooovtal
HEOA OTOV XWPO O oTTolog Kal Ta kabopiCel.

To £pyo tou Kwota [MNamavikoddou emdéxetal TOMEG avayvwoelg. O KaAITé-
xvngG ava-dpdpel ota Payioly, otig Tommoypapies tng INopmnniag ald kai otov
Toapouixn, otov [pappatdmoulo ota maaid oxoAikd aheapntdpia, otnv Adikn
TEXVN" TAUTOXPOVWG, avixvelovial avalntrioeig TNG eopuag, onwg opiletal
and Tov eupWTIdiKO HOVIEQVIONS TWV APXWV TOU €IKOoToU aiwva. AUTEG TIG
mapamoprég avakaholv ol BdAacoeg (wypapiopéveg and PnAd i n «Bdpka
pe ™ okid te». O ouykepaopdg twv avtubéoswy yivetral avuAnmtdg kal otnv
XPWHATIKY KAIHAKaA: Ta yaioddn Xpwuata ouvutidpxouv oe avimapdbeon e ta
Puxpd pmAe, pe To PmAe TN Bdlacoag mmou «koBer» tnv Enpd.

O Kwotag lMNamavikoAdou mpootabel pe TpdTmo evepyd Kar MiJovo va armoka-
ANJel kal va mpoBdher évav kwdika a&lwv TG omoleg opilel To eMnvIKS ToTTio,
«n EMNVIKR) ypappr» katd tov NepikAr Navvomouro. H emioyr] tou autr tov
katatdooel, €0tw Kal MpwbUoTtepa, oto TAQIcIo TG avadritnong tnv omoid
evotepviotnke n yeved twv Siavontwv Kai Twv KAAITEXVOY Tou MecoTToAépou.
MNpdkertar yia tv avadrtnon tou aubevtikou péoa amd v oivBeon g loto-
piac pe to yiyveoBai, Tou KAaoIkoU pe To oUyXpovo, Tou darmou TTapeh8dévTog
HE TO evepyd TTApoV.

Taudva Xmvdpn-MoAAdin
Ap g lotopiag g Téxvng

* Arrét sur Images* o titho¢ autéc éoxetar ané pia yaMikr tAgormikr exmouri tou 1995,
H porj ¢ emkaipdtnrag diakometal, Kabwg emAsyHEVEG EIKOVEG «aKivTOTToIoUvVTan OTTTKd,
wote va 600l xpdvog kai buvatdtnta otov Beatr] va katavorioel Kai va avaiioel
0 MpofaMdpevo yeyovdg.



Kostas Papanikolaou: Re-visit

Arrét sur Images*

The Reuvisit of Kostas Papanikolaou brings together a selection of thirty-four out
of a total of seventy-five of his paintings from the Sotiris Felios Collection. In
these works the artist observes, isolates, cuts into pieces, immobilises; he records
life and the space around him, as defined by his experiences and everyday life.
[t is his everyday life over a long duration: the exhibition spans almost his entire
career from the time he graduated from the School of Fine Arts to his recent
period (1985-2013). Kostas Papanikolaou has a strong presence in the Sotiris
Felios Collection, which focuses on contemporary Greek representational
art. Neither Sotiris Felios as a collector nor Kostas Papanikolaou as an artist is
attuned to the ‘avant-garde’, namely the trends and fashions that have defined
the art scene in the last decades. Their preoccupations converge on the selfsame
quest: pure painting.

In Papanikolaou’s work this visual search stems from a personal mixture of the
past, i.e. the painter's memories, and the present, i.e. his lived experience. His
works always have an experiential basis; his themes recur as visual empirical
memories. In his own systematic, meticulous manner he turns daily scenes,
places and human figures into drawings. In whole or in part, these drawings are
the starting point of his works. They are the painter's repository; which is in fact
why his initial, immediate images have a powerful way of re-emerging sooner or
later after their first appearance. In his final works the precision of his drawings
has undergone a mutation. The minutely elaborate individual elements often
become stylised motifs, intertwined in a single composition that recalls folk art
or even weaving. The artist is not interested in faithfully rendering the image of a
landscape in his work. Rather he seeks after a feeling, a 'vibration’ as he senses it.
This persistent search can be clearly detected in his recurrent themes, which are
repeated wholly or in part. His fisherman with the glass bottom bucket retums
as an autonomous element in two different works (‘The Fisherman’, 2004 and
2012) and as a motif in others (‘Boat with its Shadow’, 2007). The same is true
of the hill and the olive grove in Galatas, which is not only a self-contained
landscape in ‘Fuga’ but also a motif in “The Funeral’ and ‘Seedbed..

Space is the fundamental thematic starting point from which almost all of
Papanikolaou’s visual ideas unfold. Human figures and the portrayal of character
do not function in their own right, since they are integral parts of the landscape.
They consolidate space and are consolidated by it. In almost all of his works
Papanikolaou makes use of geometry as a defining tool, as inevitably shown

by the deliberate fragmentation of space and the resulting image. The artistic
rendering thus introduces an element of order. Windows, for instance, which
are a usual if typical ‘point of entry’ into a landscape, limit the field of vision
and allow the artist to work out space by means of ‘squared-off vertical and
horizontal forms, much like the representational registers on ancient vases. Visual
perception, as a process that orders and systematises the vast horizon, is guided
by means of these windows.

Inside or out, absolute silence and immobility dominate, even if the initial visual
stimulus requires the opposite, as when the artist depicts urban landscapes.
The viewer has the feeling that he sees a stationary yet evolving image, a stage
setting, a glass barrier which, though permitting visual contact, immobilises him
out of context, i.e. beyond reality.

Papanikolaou’s art can be described on all levels as honest painting. That is, his
work is sincere and consistent with his life, values and beliefs. He mainly uses
egg tempera on wood or even creates frescos on bricks, materials that endow
his work with transparency of colour and with texture while serving the artist's
visual paradigm: pure, Greek painting. Unassumingly, devotedly, whether in his
studio in Kessariani or on his balcony in Galatas in the Peloponnese, he depicts
his subjects, much like a painter-craftsman. He observes, isolates and creates a
record of space broken into particular landscapes, silent and still.

In this way he introduces social and existential themes, which he tries to
understand and pass on. He paints for the viewer, but also for himself. This gives
the impression of a world being unveiled in fragments, like the view from the
omnipresent window. From within —in the interior— dazed, motionless female
figures emerge. ‘Dangling’ over a window ledge, they observe life outside. In
only one of his works does the window not play this role, for it is hermetically
closed. The deep, layered colours of the shutters, though, suggest the weight
and significance of outside space.

Through these works the artist, consciously or subconsciously, evokes snapshots.
These are snapshots of daily life and its moments, masterfully imprinted on a
piece of canvas and resembling the fragments of a more general experiential
image. The streets of Kessariani, the cafés and local bars, the commercial ferries
travelling between Piraeus and Galatas, the view of the sea from the balcony are
the obvious external ingredients of his personal life. The landscape is literally a
small land: Papanikolaou chooses a part of space that he can define and control.
People —human figures— are integrated in the space that also defines them.

The work of Kostas Papanikolaou admits of various interpretative ‘readings’.
There are references to Fayum paintings, Pompean landscapes, Tsarouchis and



Grammatopoulos’ illustrations in school primers of bygone days, and also folk
art; at the same time, it is possible to detect his quest for form as defined by
European moderism in the early 20th century. The seascapes painted from
above orthe ‘Boat with its Shadow’ fetch these references to mind. The blending
of contradictions is also apparent in the colour palette: earth tones coexist in
contrast with cold blue, the azure sea contrastively ‘slashing’ the land.

Kostas Papanikolaou tries determinedly and persistently to reveal and project
a code of values defined by Greek landscape, the ‘Greek line', to cite Pericles
Yiannopoulos. This choice aligns him, albeit anachronistically, with the quest of
the generation of intellectuals and artists active in the interwar period. They
too searched for authenticity through the synthesis of history and the state of
becoming, the classic and the contemporary, the tangible past and the present.

Tatiana Spinari-Pollali
PhD in Art History

* Arrét sur Images: A French TV show (1995), in which the flow of news was interrupted by
selected still images and freeze frames to allow spectators to understand and analyse the
event being broadcast.




MapdBupo mmou mapiotdver Tov eauté tou, 2007
A& og pouaapd, 80 x 80 ex.

Window Depicting Itself, 2007
oil on canvas, 80 x 80 cm



H knbeia, 2008

apyotéumepa oe kovrpamiaké Bakdaong, 150 x 180 ex.

The Funeral, 2008
egg tempera on marine plywood, 150 x 180 cm

dutapio, 2011
Ad61 og kovtpamAaké Bakdoong, 144 x 174 ex.

Seedbed, 2011
oil on marine plywood, 144 x 174 cm



Aepovid, 2008 Krjmog, 1995
A& og pouoapd, 36 x 48 ex. AG61 og pouoapd, 100 x 120 ex.

Lemon Tree, 2008 Garden, 1995
oil on canvas, 36 x 48 cm oil on canvas, 100 x 120 cm



"Y6pa, 1998
udatoypagia, 27,8 x 36,8 ex.

Hydra, 1998
watercolours, 27.8 x 36.8 cm



2007

dpka pe tn okid g,
, 180 x 180 ex.

B
€umepa oe pouoapd

2009-2010

Zapwvikeg,
Ad1 o€ pouoapd,

apyot

180 x 180 ex.

Saronic, 2009-2010

oil on canvas

a

Boat with its Shadow, 2007

egg tempera on canvas, 180 x 180 cm

180 x 180 cm



Kabvog, 2002
apyotépmepa oe kovipamhaké Bakdoong, 177,5 x 152 ex.

Kythnos, 2002
egg tempera on marine plywood, 177.5 x 152 cm




Wapdg, 2004

apyotéumepa oe otdpva, Uog 34 ek, Siduetpog 56 k.

Fisherman, 2004
egg tempera on pitcher, height 34 cm, diameter 56 cm

O yapdg, 2012
akpuAikd ae xaptovi, 60 x 79,5 ex.

The Fisherman, 2012
acrylic on cardboard, 60 x 79.5 cm



®otyka, 2009 Mépog-Taratdg, 2012

apyotépmepa og kovrpamhaké Bardoong, 60 x 120 e. apyotéumepa oe kovrpamAaké Bakdoong, 40,7 x 51,1 ex.
Fuga, 2009 Poros-Galatas, 2012
egg tempera on marine plywood, 60 x 120 cm egg tempera on marine plywood, 40.7 x 51.1 cm
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Ayportikég epyaoieg, 2006 To kaiki oto Onaeio, 2006

apyotéumepa oe kovrpamiaké Bakdoong, 80 x 120 ex. apyotéumepa oe kovrpamAaké Bakdaong, 34,3 x 25,2 e.

Agrarian Chores, 2006 The Caique at Thission, 2006
egg tempera on marine plywood, 80 x 120 cm egg tempera on marine plywood, 34.3 x 252 cm
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O yapdg, 2009 Bdvta, 1985

apyotéumepa oe kovrpamiaké Bakdoong, 69,5 x 50 ex. Ad&1 og pouoapd, 39,8 x 50 ex.
The fisherman, 2009 Vanda, 1985
egg tempera on marine plywood, 69.5 x 50 cm oil on canvas, 39.8 x 50 cm
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Me 10 payid, 1986
HOAUPI o€ xapti, 16,5 x 7,5 ex.

In Bathing Suit, 1986
pencil on paper, 165 x 7.5 cm

Me 10 payid, 1986
HOAUPI o€ xapti, 14,7 x 5 ex.

In Bathing Suit, 1986
pencil on paper, 14.7 x5 cm

Me 10 payié / Mpiv 1o pmdvio, 1985
apyotépmepa og xapti mdvw og pouoapd, 158 x 46 ex.

In Bathing Suit / Before Swimming, 1985
egg tempera on paper mounted on canvas, 158 x 46 cm
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Kopftar ato mapdBupo, 2001
vwmoypagia oe ToUPAa, 36 x 38 ex.

Girl at Window, 2001
fresco on bricks, 36 x 38 cm
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luvaika o€ pmaAkdvi pe xaMi, 2003
apyotéumepa oe kovrpamAaké Bakdaong, 125 x 125 ex.

MmaAkévi pe dUo yuvaikeg, 2003
apyotéumepa oe kovrpamiaké Bakdoong, 60 x 120 ex.

Two Women on a Balcony, 2003 Woman with Carpet on the Balcony, 2003

egg tempera on marine plywood, 60 x 120 cm egg tempera on marine plywood, 125 x 125 cm
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21 AexepPpiou 2112, 2008
Téumepa o€ xapti, 21 x 32,5 ex.

December 21, 2112, 2008
tempera on paper, 2| x 32.5 cm
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Apépog, 2010 Apdpog, 2003-2004
apyotéumepa oe kovrpamiaké Bakdaong, 50 x 70 ex. apyotéumepa oe kovrpamAaké Bakdaong, 177,5 x 152 .
Street, 2010 Street, 2003-2004
egg tempera on marine plywood, 50 x 70 cm egg tempera on marine plywood, 177.5 x 152 cm
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Da Capo, 2009
AG61 o kovtpamAaké Bahdoong, 43,5 x 53,5 ex.

Da Capo, 2009
oil on marine plywood, 43.5 x 53.5 cm

Kékkivo kageveio, 2001-2003
apyotéumepa oe kovrpamhaké Bakdaong, 60,3 x 125 ex.

Red Café, 2001-2003
egg tempera on marine plywood, 60.3 x 125 cm
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Mrmap, 2005
apyotéumepa oe xaptovi, 14 x 35 ex.

Bar, 2005
egg tempera on cardboard, 14 x 35 cm

Kagé pmap, 2009
AG61 og kovtpamAaké Bakdoong, 37 x 55 ex.

Café Bar, 2009
oil on marine plywood, 37 x 55 cm
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Kagpeveio, 2003-2004

Kagpeveio, 2002
apyotépmepa og kovrparAaké Bardoong, 61 x 125 ex. apyotéumepa oe kovrpamiaké Bakdoong, 120 x 170 ex.
Café, 2002 Café, 2003-2004

egg tempera on marine plywood, 61 x 125 cm egg tempera on marine plywood, 120 x 170 cm
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Ev mhw, 2003 Ev m\w, 2003
apyotépmepa og kovrpamAaké Bardoong, 120 x 170 ex. apyotéumepa oe pouoapd, 60 x 62,5 ex.
At Sea, 2003 At Sea, 2003
egg tempera on marine plywood, 120 x 170 cm egg tempera on canvas, 60 x 62.5 cm
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KEIMENA
emAeypéva améd Tov KAAITEXVN wG CUVOSEUTIKA
Kal eme§nynpatikd yia Ty eIkacTtikr Tou {wrj kai dnpioupyia

TEXTS

the artist chose himself to accompany
and shed light on his artistic life and work




O Cwypdyog mmou ovelpeletal To MApdV Tou

Aactikr eComtopia i unaiBpia akivnoia; Acotikry akivnoia rj uniaiBpia medomo-
pia; AioBnoiaopdg tou apdvtog 1 avepeNid tou TTapeABovtog; AvepeNid tou
mapdvtog 1} aiobnolaopdg tou Tapehddvtog; Autd kal dAa mayviwdn dimoia
aloBdvopal mwg BouiCouv, oav pENCOEG 1) oav puyeg, dnAadr} oav Bikuata mou
maoxiCouv va petapop@wbolv oe Aadia, aByoTEUTEQEG | VWIToyPAPIES, Bopfouv
yUpw amd to kepdA Tou (wypdpou, dtav OTEKETAl PMTPOOTA OTO TEAdPO TOU.

PiCoBouvi IMNpePElng, EAeuaiva, EEdpxeia, [ahatdg Mépou, Trvog, Kaioapiavn.
Autd eival n diadpopr] Tou BAEppatog, auty n avBpwroyewypagia tou [la-
mavikoAdou.

To mpwto mpdypa mou og adpdxvel KABWG TepInyeioal Ta €pya g mapouoag
ouNovrg (75 épya oxeddv piag Tpiakovastiag, petagy 1985 kai 2013) eivar pia
EVToVN, KUKAWTIKH aioBnon @wtdg. Efte oe dxtioto, efte oe Xtuiopévo mepIfdov,
0 CwypPdpog dSnAwvel AIXPAAWTOG, UTIVWTIOPEVOC, HayePEVOC pIag Siagdveldg,
pIag kabapdtntag, piag avoBeutng TPWING eviunwong evtUmwong, TIoU TTe-
PICOGTEPO CUVOEETAl PE TO QWG HIAG dANG eoxnG, e TN Baimwpr| kdmolwv
aiobnudtwy, pe TV apepipvnoia kdmolwv AéEewy, otdoswy 1| KIvioewy, Tapd Y’
autd kabautd to peonpeplavo ewg tng Odhacoag oe KAmolo olyXpovo vnoi A
TO amoyeupanvéd ewg o kAmola yerrovid TG onPepiviig ABrivag. M' dMa Adyiq,
N avanapdotatikr TTEPITIETEIA TOU EMNVIKOU QwTdg ato €pyo tou [ larmavikoAdou
(Tou éAketarl kar epgPuxavetal and Tov @edeiro, tov Maiéa, Tov [Namnaloukd
kal tov Toapouxn) mdvw am OAq, ival gia avdkAnon Kai pia emotpoen.

To Cwypagikd UTToKepEVO, aVIAMACOOVTAG XWPO HE XpOvo, dMote pepfd-
Covtag ki dAOTE TTaPATNEWVIAG, TTPOCNAWVETAl OTd PIKEd, OTd EMOUCI®NON,
ota aorjpavta.

"Evag dvtpag, pe @dvto pia prmavavid, mapapepiCer pia kouptiva® yAdpol Tretolv
yUpw ard pia YapdPBapkar o’ évav meCdSpopo TEPATTIKO! Kivouvtal e aoUp-
Twtd PAEPpatar Bapwveg o' éva mpwivo Pmap yeppévol otnv undpa* pid Ko-
méha SiaPadel éva PiBAio* éva kopftol pe kdtoo akouprdel ¢’ éva mapdbupo
HE piookateBaopévo mavt¢oupl® YUpvr yuvaika akouputdel o€ KeVINTO UTAe
pa&INdprr okerTukr 1] agnenpévn yuvaika oe pmaikdvi akoupmdel o Xah® kndefa
digpxetarl amd mapaiiakd dpdpo Tpameldki pe KAPEKAEG Kovtd otn Bdihacoar
NAloYnuévn yuvaika pe payid® yupvo yuvaikeio ymoloto: yuvaika Sével to payid
NG Aoudpevolr emPdreg oe kapdPir yuvaika mivel kOkkivo Kkpaof Prmpootd oe
T¢AKI veapds YPapdc oe MpoPBArta pe kouPd yepdto Ydpiar mapdBupo KAEIoTS
HE ummAe Travt¢oupia® Aepovid oto UmaiBpo, maidid maiCouv pe dkpa coPapdtnta
oe TadIkr) xapd, KA.

Aiamotwvoupe étl n 8dhacoa, n OnAukr Tapousia kar n meComopia, dev eival
pévo avatpopodotolpeva PIWpAta | IKAOTIKEG EPPOVEG, eival Kl TO avtidoTo,
TO avTIoEeIdWTIKS Tou Cwypd@ou O 4TI TOV QEPVEl TTANOIECTEPA OTO AVIKAVO-
TTOINTO TOU €QUTOU 1| OTOV KATAKEPUATIOPO Tou olyxpovou PBiou.

OappEiq Twg Ta owuata, Ta MPOoWTIA KAl Ol PIYOUPES TOU, £t TTEPIPEPOVTAl
otov aotikd 10to efte Aoulovtal oto utaiBpio ewg, apvouvtal va BoulhidEouv
oto pndév 1} oto okotddi NG Unapéng, va Auyicouv umd To Pdpog TG kabn-
HEPIVAG eMPBiwong.

Nai, o INaravikoAdou pooraBei va petatorTioel, va PETaHop@waoEl, va e&agavioel
oT1o QWG (éva pwg, Tautdxpova, TIAIBIKAG PVAPNG KAl JECOYEIAKAG TAUTATNTAG)
T0 dyplo Mapdv Tou, €101 KI AMIWG, PJag KATakAULel Kal Jag mepIopiyyel.

Av n Cwypapikr tou uniepaoTiiCetal, aBiaota kai S1akpItikd, 1o avBpwvo pETPo,
TN Xapévn oUMOYIKSTNTA, TV TIPOCHAWCH Tou ota damAd, ta Anopovnueva, tTa
apapeAnpéva, n {wypa@ikSTNTd TOU EVOWHATWVEl KAl avaveWVEl TTANIEG XEl-
POVOIEG KAl TEXVIKEG, EPTTAEKETAI O€ DIAXPOVIKEG AloONTIKEG amopieg, mdvw art
OAa Spwg, avadntdel emtaktikd v aBwdtnta tou PAEPPAToG.

Xwpig xvog mapado&oloyiag: o (wypdpog ovelpeleTdl TO TTAPOV TOU, AAAG Kal
CwypapiCel oav va ovelpeletal autd mou (wypapiCel 1" autd, ol avapvroeig
Kal ol mpoodokieg otov [amavikoAdou, evidg ki ektdg TEAdpOoU, avanveéouv
Cwvtavod Lwypaikd Xpovo.

Ta dveipd tou dpwg eivar yrjiva, xwpduva, Yniaentd. lowg autd va eivar kar n
BaButepn artia Tou o1 daipovE Tou —TTPOCWTIIKO! H EKQEACTIKOI— elpavidovtal
PINOUXOI, TTIEQITIAIKTIKOL, cUp@IAwPEvOl. Ev, Tnv dia otiyur, n pdvn umep-
BatikdtnTa Tou EMTPEMOUV OTOV £aUTO TOUG ouvdéetal pe to Bdpufog tou
mpaypatikoU (dnAadr), oute amootpo@r|, oute YPuxavdiuon, oute katayyeAia
NG MEAypaTkOTNTAG).

O eikdveg tou @itou Kiota, éxouv kdt amd To avoixtd YENO Tou, TV KPUHKEVN
OAiYn tou, Tov TPdTIO TToU TTiVEl f agnyeftal, TNV ouyKivnTKr aidbnuooivn Tou.

Migé\ Ddig



The Painter Who Dreams of His Present

An urban hike or country stillness? Urban stillness or a country hike? A sensual
present or an insouciant past? An insouciant present or a sensual past? | feel that
these and other playful binaries buzz around, like bees or flies, in other words, like
experiences that strive to be transformed into oil and egg-tempera paintings or
frescos, they bombinate around the painter's head when he is standing in front
of the canvas.

Rizovouni in Preveza, Eleusis, Exarcheia, Galatas of Poros, Tinos, Kaisariani. This is
the trajectory of the gaze, this is Papanikolaou’s anthropogeography.

The first thing that gets your attention as you browse through the works of the
present collection (75 works spanning almost three decades, from 1985 to 201 3)
is an intense, circular sensation of light. Either in a building-less setting or in one
covered in them, the painter declares himself captive, hypnotised, enchanted by
limpidity, clarity, a pure first impression; an impression which is more linked to the
light of another era, to the warmth of feeling, the carefreeness of words, poses
and movements, rather than the midday sea light on some contemporary island or
the afternoon light in some neighbourhood of Athens in the present day. In other
words, the representational adventure of Greek light in Papanikolaou’s work (who
is attracted to and emboldened by Theofilos, Maleas, Papaloukas and Tsarouchis)
is above all an evocation and a retum.

The painting subject, exchanging place with time, sometimes in reverie and sometimes
in observation, becomes attached to the small things, to the unimportant things,
to those things that lack stature.

A man, in front of a banana tree, slides a curtain open; seagulls fly around a fishing
boat; on a pedestrian street passers-by move with non-crossing gazes; customers in
a moming bar lean over the counter; a young woman reads a book; a girl with her
hair pulled back in a bun is leaning against the window with the shutters half-closed;
a naked woman is lying on an embroidered blue pillow; pensive or distracted, a
woman on a balcony is leaning against a rug; a funeral procession on a seaside
road; a small table with chairs at the sea-front; a sunbaked woman in a swimsuit;
a naked female bust; a woman tying her swimsuit; sea-bathers; passengers on a
boat; a woman drinking red wine in front of a fire place; a young fisherman on the
pier with a bucket full of fish; a closed window with blue shutters; a lemon tree
in the countryside, children playing on the playground looking utterly sincere, etc.

We note that the sea, the female presence and hiking are not just interfeeding
experiences or an artist's obsessions, they are the opposite too, the painter's

resistance to whatever brings him closer to an existential inability to satisfy himself
or the fragmentation of contemporary life.

You reckon that his bodies, faces and figures, either when they roam around the
urban matrix or are bathed in the open light, refuse to plunge into nothingness or
the darkness of existence, they refuse to bend under the weight of everyday survival.

Indeed, Papanikolaou is trying to transport, to transform, to eliminate light (the
light of childhood memory and, at the same time, Mediterranean identity), the wild
present which, one way or another, overwhelms us and clasps us in a tight grip.

If his painting supports, effortlessly and discreetly, human measure, lost collectivity,
attachment to the simple things, to things forgotten, to things overlooked, his
‘paintability’ incorporates and renews old gestures and techniques, it becomes
involved in aesthetic quests across time. More than anything else, it urgently
searches for innocence in the gaze.

Without a trace of paradox: the painter dreams of his own present, but also
paints as if dreaming of what he paints. Therefore, memories and expectations in
Papanikolaou, inside and outside the canvas, breathe in living painting time.

Yet his dreams are earthly, made of soil, touchable. This could be the most
profound reason why his demons —personal or expressional— appear to be tamed,
wistful, reconciled. While, at the same time, the only transcendence they allow
themselves is linked to the glow of reality (which means there is no repudiation,
no psychoanalysing, no renouncing of reality).

The images of my friend Kostas bear a similarity to his wide laughter, his concealed
sadness, the way he drinks or tells a story, his moving bashfulness.

Michel Fais
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Eivar moArtiké to BA€ppa tou MNMamavikohdou;
(Mia epwnon Kkai TpeIg + pia cUvtopeg amodmelpeg va amavnOei)

Akdpua kal ota €pya tou Kwota [amavikoAdou dmou kupiapxei n ouon, cuvi-
Bwg umdpxouv avBpwrol Tou dev eival TToté povaxikol aMd mdvta oe Kdrola
oX€an He Toug dAoug. [Mdvta umodnAdvetal pia kolvwvia avBp@mwy.

Edv Bewprjooupe TOATIKY) patid ekeivn TTOU TOVICEl TIG KOIVWVIKEG SIApopES TOTE
N paud tou [Namavikohdou dev efval oA, Ta €oya Tou OPrvouV TIG KOIVWVI-
KEG SIaPOPES Kal dIATPavVOUV HIa KoVwvIa OTTou AEfTEl TTAVIEADG TO ATOMIKO,
10 SIAPOPETIKG, aUTd TToU XWwPEICel Toug avBpwoug. Akopa kal ota €pya Arou
TeAeftal évag ouveldntdg Tagikog Slaxwplopds, of dIapoPES AuTEG Ofrvouy Kal
p€oa oto olvolo ermikpatel pia ouvinapén. Mia appovia. Apdpol tng mOANG pe
meCoUg va mepriatolv oto meCodpdpio, pe kAmoleg @iyoUpes avdpeod TouG He
KOUOTOUI Kal OkANPd MpdowTTa Kal 0td XAvTdKid TEXVITEG TTOU @TIdXvouv td i
ktua. H ta&ikr/kovwvikr diagpopd avdueod toug eEaviAeital otny anddoon twv
TIPOCWTWV VIATi O TEXVITEG TTou gpyddovtal otd olyxpova €yKatd tng yng, otd
XaVTAKIa PE Ta NAEKTPIKG, TNAETKOIVWVIAKA Kal udpeutikd/amoxeteutikd diktua,
efval mpdowra kabapd kai e pia diapaivopevn EVYEVEID KAl VOIKOKUPOOUVN. Ag
Aeftiel, oxeddv TOTE, To avamndviexa avBpwivo, kabnuepivéd otoixeio: péoa otov
OUPPETS TwV avBp WMWY evog ieCodpopiou e Tov epydtn Katw and tov Spdo,
N @IyoUpd TIoU OTEKETal THO YPNAd amd GAOUG, OTO PTTAAKOVI HIAG TTOAUKATOIKIAG
Kar kortdel Katw TNV kivnon eivar pia yiayid eAappwg extdg térmou!

‘Opwg dev eivar extdg témou autr n yiayid, yiati to BAEPpa Tou {wypdgou ival
TTOATIKS pe TN PrAoco@ikr évvola. [TAdBel otov kapBd tou TG ox€oelg petagy
wwv avOpwrwv. Or dvBpwriol otn dwypagikr) tou [amavikoAdou Ppiokovtal
mdvta oe éva TepIfdMov cuvelpeong Kal cuvimnapéng. AKOPa Kai pia KotéAa
povn oto pmaikdvi eival €€ opiopol og pia ox€on e Toug yUpw NG (oto
HTTaAKkovI kdrolou dlapepiopatog o moAukatolkia otnv Kaioapiavr). BAmou-
HE TNV TTAATN evég avdpa mou pmaivel oto Siapépiopa and tn OKOTEIVE PTTaA-
KovoTIopTa v n yuvalka karmviCel to Tolydpo NG Kal KOITdel OTo amévavtl
HTTaAKkovI, oe andotacn avanvorg, Tov wypdego mou tn {wypapiCel. H évuiun
Kolvwvikr] armotinwon mpounobetel To avépolo, autd Tou efval doxeto, autd
Tou efval KakdyouaoTo 1 kal amnid kakd. 2ta épya tou [lamavikoAdou yraivel
N BaBouipa, to avépoio, To wpeaio, To doxnuo, To dKAIPO AMA N TEXVIKH Tou
Cwypdpou Kata@epvel, avdyovtdg Ta oto amid Kal oTo KoV, va UTioypapi-
ogl auto TTou Ta devel kai ta utrepPaivel. O [MNamavikoAdou dwypapiCel oe pia
ETTOXM] EVIOVNG ATOHIKOTNTAG KAl HEYAAWY KOIVWVIKWV KAl TIONTIKWOV S1apopwv
ota orofa dev efvar apéroxog kal adidgopog, ioa foa. Tov anacxoAolv TTOAU.
21N Cwypd@ikr] TOU Ta anoppo®d aAMd kal ta agaipsf.

o

Agaipel. O lNamavikoAdou {wypapiCel To KakOYOUOTO Kal TO dOXNHO HE TTN-
yaia avekukdtnta. H kakdyouotn, Kitg oAukatolikia, ta Sidgopa aubaipeta, ol
KOAWVEG, o1 dvBpwTIol doxnpol 1 OHOPEOI, TO EVIOVO TTOPTOKAA Kal avoIxtod
mpdoivo ota napadooiakd empBatikd kapdpia, undpxouv. Agv Td wpdioTIolEl
kar Sev ta Tepippovel. Ta déxetal yI' autd mou eivar: xwpol émou (ouv or dv-
Bpwrol, xwpor yia oudAmote kdvouy, omotednmote. Aev €xel tv MpdOeon va
ookdpel. Ag CwypapiCel To doxnuo yia va empBdiel to doxnuo. Katd kdmoio
puotripio TedTo Yyivetal ki autd SPoEEO.

Mikpr) apdkapyn: O FdMog pixdoopoc Micéh vie Movtaiv éypale oe pia
niepiodo Tepdotiag KovwvIKAG avaotdtwong kal Biag yia tnv unéptatn avdykn
va efval kavelg avoixtdg, «mopwdng» dtav n Kovwvia yipw Tou KAevOTav
@oPikd mmow amd tofxoug kai ddyuata. Ta eixe diaBdoer autd otoug EMnviot-
KoUg @Ihoodgoug, tov Emikoupo, Toug 2TtwikoUg Kal Toug 2KETUKIOTEG. "Hrav
anod ug eAdXIoTeG PWVEG petplondBeiag otn Siaipepévn Falia tou | éou aiwva.
Me tnv apxaia Aoimdv éwola TG avoIxtrig umodoxng Kal amodoxnG, XwPIg va
Kpivel, va katakpivel, va emAéyel, va mpoomabel va alMd&el, pe autr tnv éwoiq,
10 BAéppa tou [MNamavikoAdou eivar moAtikd. Me tnv apxaia évwvoia, émwg Arav
10 BAéppa tou Mippwva tou ZKemukioTr Tou, dmwg Kai o dAol, avalrtnoe
NV appovia Kai v «atapagia» anéxovtag and kdbe kpion Kal KOItkr Kal
Sexdpevog 1o mapddo&o otn Cwr), ™ PBia, TNV Kakia, Tov Bdvato, KATaktwvtag
TNV I0OPPOTTIA, AKUPWVOVTIAG TO OTeVd ATOMIKO.

Texvikr TG agpaipeong = 10opportia kar appovia. Ta Béuata tou [Namaviko-
Adou apdt eivar avoixtd, meplektikd, utmpetolveal amd Pid TEXVIKH TTou Tei-
VEI TTPOG TNV amdAUTn agaipeon. 2ta xpwpata kai otg ypappés. O Kwotag
[NamavikoAdou xpnaoipoTiolel eAdXIOTa XPWHATA evy) APKETA €pya Tou eival
{wypagiopeva pe PJOVO Td TE0oEPA XPWHATa tou [NoAuyvwTou. 2To €pyo Tou
«Mmahkévi pe duo Muvaikes» undpxel oxedOv HOvVo éva Xpwpa Kal TPEIG OKIEG.
AuTS 1o eAdXIOTO Xpeldletal yia va utnpeetrioel To B€pa tou €pyou owotd. 2To
gpyo «Kndeia» o Bdvatog oto kévrpo tou mivaka TepiBdMetal amd tn (wrj o€
pia ékpnén Cwtikdtntag. lMvovtal ta mdvra oAdyupa, o kabévag kdvel «to dikd
Tou». AMA 0 Bdvatog BouPaiver To KEVTPO Tou €pyou, TO YKPI TNG AoPAATOU,
ol paupeg PIyoUPEG KAl Ol OKIEG TO NOUXAouv, otnv TIoAukatolkia ota Se&id,
€xouv apaipebel dAa Ta emouoiwdN PIAg TTOAUKATOIKIAG Kal €XEl PEiVEl N EIKO-
va, 0av apxaid avanapdotacn Katolkiag avbpwnwy, e TO atopiko TIAVIEADG
AKUPWHEVO OTNV EMIKPATNON TOU GUANOYIKOU.

Mévvu Toehévtn
PhD, 2Zuykprtikr) Aoyotexvia



Papanikolaou’s Perspective: Is It Political?
(One question and three + one attempts at an answer)

Even in Kostas Papanikolaou's landscape paintings there is always the presence
of people, sometimes very obvious, sometimes hinted, people who are never
solitary but are always within the context of a community. In the body of his
work, the communal is always intimated.

If by political we mean that which identifies social difference, then Papanikolaou’s
palette does not deal in difference and his work is not political. It celebrates the
sharing and living together and it erases social and individual differences. Even
in those paintings where there is a deliberate rendering of class difference, this
difference fades into the prevailing balance. The harmony. City streets with
pedestrians walking on the pavement, some figures among them in suits and
with stem faces, while in the manholes, underground, workers repair the utility
networks. Whatever social or class difference there may be among these people,
it is cancelled out by their very presence. These workers fixing equipment in the
modem day ‘depths of the earth’ —the electrical, telecom and water networks—
have the same clean-cut faces and the same gentility as those walking the
pavement. Papanikolaou's paintings frequently surprise us with the unexpectedly
humane detalil, as in the painting of a street in Athens, with all the usual activity;
pedestrians walking in all directions, workers fixing the underground networks and
above them all, standing on a balcony and surveying the scene below her is a little
old lady, who seems to have just armived from the village and is clearly out of place!

And vet, the old lady is not out of place, for the painter’s perspective is political
on a higher plane. Effortlessly, and naturally, he depicts people in relation to each
other, within the same context. Even the painting of a girl alone on a balcony
indicates by inference a relationship with those around her (we can tell that this
balcony is within breathing distance from similar balconies in the narrow city
street). We can see the back of a man as he steps back into the dark apartment
while the girl smokes her cigarette and stares straight ahead at the painter as he
paints her from the balcony across. To paint a landscape with integrity and honesty
means that you accept the irrelevant, the dissonant and the ugly. Papanikolaou'’s
paintings of landscapes, city streets and people, have the honesty to be inclusive
but it is his technique which succeeds in bringing out what is shared and common
and creates the simplicity and harmony that is so characteristic of his work. Not
by exclusion but by a way of transcending. Papanikolaou is painting at a time of
intense individualism and sharp differences in people’s social and political outlook.
He is not indifferent to this turmoil nor is he detached, to the contrary. He is very
sensitive. In his work he is inclusive but then through his technique he subtracts.

Subtraction. Kostas Papanikolaou paints the kitschy and the distasteful with a
genuine acceptance. Included with no intention of derogation in his paintings
are the cheap and ugly buildings, illegal constructions, lay men and women,
the bright orange and bright green of the car ferries. He neither embellishes,
nor does he snub them. He takes them for what they are: spaces in which
people live their lives, places in which they do whatever, whenever. He has no
intention to shock. He does not paint the ugly to impose ugliness. By some
mysterious way all this becomes beautiful as well.

Small detour: The French philosopher Michel de Montaigne wrote at a time of
great religious and social upheaval and violence about the ultimate importance
of being open, living ‘porously’ and sociably, while a phobic society around him
shut itself off behind walls and religious and political dogmas. He had been
influenced by his reading of Hellenistic philosophies, Epicureanism, Stoicism
and Skepticism. He was one of the very few voices of moderation and cool-
headedness in divided | 6th century France. So it is in this antique perspective
of openness, tolerance and acceptance, suspension of judgment and deflation
of self-importance, that Papanikolaou’s stance is political. In the ancient way,
like Pyrrho the Skeptic who, like the other Hellenistic philosophers, sought
harmony and ‘ataraxia’ by ‘holding back’, by accepting the paradox in life,
the violence, the pain, death and destruction and by transcending or, rather,
suspending the individual, the sense of self. If you look at the men and women
in Papanikolaou’s paintings what impresses is what they share in common and
not what gives them individuality.

Subtraction=harmony and balance. Atthough Papanikolaou’s paintings are expansive
and inclusive they are executed with simplicity and deliberate minimalism. He uses
very few colours and sometimes only the four colours of Polygnotus' scale (Greek
painter of the fifth century B.C.). In his painting Two VWomen on a Balcony’ there
is essentially only one colour and three shadows. This misleading simplicity —when
it succeeds in rendering his chosen subject— is a triumph. In his painting ‘Funeral
death is at its center while life goes on around it with muted yet explosive vitality.
Just about everything is happening and everybody is doing ‘his and her own thing’.
Yet death subdues the scene, the gray of the asphalt, the dark figures and their
shadows and the apartment building to the right have all lost their clutter. What
remains is a timeless representation of a community of people whose individualism
is totally surrendered to the communal.

Penny Tselentis
PhD, Comparative Literature



On Kostas Papanikolaou’s Painting

Much like an airplane in the sky, not sullying but endorsing reality, what the painter
illustrates comes partly from what he noticed and experienced intimately during
childhood, which is the landscapes and nature and light in this case. For the other
part he draws on what he got to see later without necessarily being familiar with
it, even if it still is alien to him that is, such as, for instance, taxis, ships, organised
geometric pattems of ships, blocks of flats and three-storey buildings, fenced-off
basketball courts, cafés, tessellated patterns of city streets with kiosks and factories
and trees, and parks with trees and people, all of which eventually merge into
one single composition, a mosaic and a fresco of the life and the daily routine of
people today. He painted on a white canvas as if it were a fresco, inspired from
everything around him and all he sees, in spite of photography and video easily
deflating what we see. He did so without the ‘monumentality’ of neoclassical
themes or the nostalgic masochism of the academic style of painting where
shadows make colours grow dim and design recalls ophthalmology. He counted
on a determined simplicity of colour and imagery instead, painting not myths and
symbols but things and light without the hallucinations and paranoia that frequently
are dreams-tumed-nightmares for others. In the art of Kostas Papanikolaou the
light is the protagonist. This continuity of ordinary painting relishes in its sufficiency
without going to extremes through experimentations and mannered dubious
outcomes. There is Pompeian painting but there is also Cezanne just like there is
the stylising of hagiography. Passion is tamed by a rationalised mode of painting
that loses not its naturalness despite its artificial character.

Edouard Sacaillan

MNa tn wypagiki tou Koota MNMamavikoAdou

‘Eva agpomidvo otov oupavo xwpic anagiwon alMd pdhov amodoxr| TG meay-
patkétnag. Eva pépog amd autd mou (wypapiCel évag (wypdeog avrikel o€ O,T
€ide kal €¢noe olkeia otnv TTaIdIkr] Tou NAIkia kai eival, otnv TTPOKEIévVN TIEPITTTWwon,
Ta TOoTIa KAl N @UoN KAl TO WG, KAl To dMO pEpOG eival &, eide PETd —XwpIG
avaykaotikd va tou eivar oikeio €otw dnAadr kai av mapapével Eévo— Omwg, ag
ToU g, ta Taf, Ta Thoia, oI OpYAVWHEVES YEWUETPIEG amd TA TIAOIT, Ol TIOAUKATOIKIEG
KAl Td TPIVEOMA, TA TTEPIPEAYHEVA yATTESA YIa UMTACKET, TA KAPE, Ol YEWHETPIES
and toug SpdpoUG TNG TTOANG HE Ta TTEPITTtepa kal ta epyotdéia kai ta dévrpa,
mdpka pe &évrpa kal avBpwoug kal dAa autd oto €Aog padi oe pia ouvBeon
drou yiveral éva pwodikd kal éva epEoko NG (wrg Kai TG kabnuepivétntag tou
oUyxpovou avBpwtou. Zwypdgioe og dOTTPO HOUOapd oav pPETKO, (wypdpios
6,1 uttdpxel YUpw Tou Kal BAETEl, OE TTEIoPAa NG pwToypagiag kai tou Bivieo mou
EKTOVWVEI UKOA O;T1 BAEMOUPE. XWwpIG TV «UVNPEIAKSTNTA» VEOKAQOIKWY Bepdtwv
Kal XwPIg Tov vootahyikd paloxiopd tng (wypagikig akadnudikou Turmou ye tv
EAATIWON TWV XPWHATWV ard TG OKIEG KAl TO 0@Balporoyikd ox€dio, aMd e
pIa armo@aciotikr) anAdtnta oxediou Kal Xpwpatog. Zwypadgifovtag oxi yuboug
Kar oUpPoAa aMd mpdyuata Kai ewg, Kal Xwpeig Tiapdiobrjoeig kal mapdvoleg Tou
yia dMoug eival Ta dvelpa mou ouxvd yupvdve o€ eQIAATEG. 2T (wyPaIkr] Tou
Kwota MNamavikoAdou o mpwtaywviotrg eival To ewg. Mia cuvnBiopévn (wypa-
@IKr) OUVEXEID TIOU Xaipetal tnv endpkeld NG kal dev To TpaPdel ota dkpa Je
Tielpapatiopols kal eEednnuéva anoteAéopata apgiBoAiac. Yridpxel n {wypapiki
NG [Mopmniag aMd kai o 2edv, dwg Kai To otuNCdpiopa Tng ayloypagiac. To
mdbog eival eEnpepwpévo amod €va ekAoyIKEUPEVO (wypdgiopa Tou &g xdvel
(PUOIKSTNTA TOU TIAPOAO TOV TEXVNTO TOU XAPaKTred.

ESoudpdog Zakayiav



The Grief-Banishing World of Kostas Papanikolaou

Jean Genet* sat for Alberto Giacometti wondering ‘Should a work be understood
by future generations? But why? ‘What does it mean for a work of art that it is
to be understood by the descendants! How are they going to use it ‘VWhat can
this hypothetical future recognition possibly mean for the work and its artist?
Questions, the answers to which are pointless.

The work of art, Genet believes, is not meant for infants and unbom children.
Every work of art must, indeed from the first moments of its making, submerge
into the millennia and offer itself to the countless multitudes of the dead. The dead
are looking forward to the work and acknowledge it and hope to see themselves
in it. And they embrace it. Or reject it.

It was to the dead that Kostas Papanikolaou turned when he set up his works
at the Archeological Museum of Poros, where his life-sized ‘Kore', much like
modem-day Fayum paintings, coexisted with the archaic Kouroi and Kore and
posterior Greek-Roman statues. Because Papanikolaou, carrying along his own
memories of the land, is conscious of whom he addresses but also the way his
message will be perceived.

But we, too, the simple spectators of his works, do grasp or, even better, sense
the connection between the artist and centuries of Greek art. That is why his
emblematic work The Funeral, enthralls us through an eloquent description of
the daily life in the port of Galatas' village, without actually realising that the entire
work is focused on a funerary procession on the road along the coast.

Theodoros Adamopoulos

* Genet Jean, 1989. The Studio of Alberto Giacometti, translated in Greek by Ach. Kyriakides. Athens:
Ypsilon/Books.

O vnmevOrig kéopog tou Kwota MNamavikoAdou

O Zav Zevé* pe apoppn TG EMOKEYPEIG TOU OTO €PYACTHPIO TOU AAUTTEQTO
TCakopétu diepwtdrar yiati éva €pyo téxvng Ba mpénel va ameubivetar otg
HEMoUOEG veveeg; Ti onuaivel yia éva €pyo téxvng ot Ba katavonBei amd toug
amoydvoug; Mo autol Ba to xpnoiporioiioouy; Ti uriopei va onuaivel To uroBetikd
autd yeyovog NG HEMOVTIKAG avayvmpiong yid TO €pyo Kdai Tov dnpioupyd Tou;
Epwtrpata mou ol anavtroeig Toug Sev €xouv Kavéva vonua.

To €pyo téxvng, motelel 0 Zeve, dev MPoopICeTal yia Ta vima Kai Ta ayewnra.
Kd&Be €pyo téxvng mpérel amd TG MPWTEG KIOAAG OTIYHEG TIOU KATdoKeuddetal, va
kataduBel T xINeTie Kar va TpoopepBel oto avapBunto TMARBoC Twv veKP®V.
O vekpoi Tipoopgvouy To €pyo Kal To avayvwpeiCouv kar eAriCouv péoa oto €pyo
va avayvwpioouv toug eautous toug. Kai to aomdlovtal. "H to amoppfrrtouv.

2Toug vekpoUg ameubuvinke o Kaotag INamavikoAdou dtav éotnoe ta épya tou
oto Apxaioloyikd Mouoeio tou [Ndpou. Exel mou ol og Quoikd péyeBog «kdpeg»
Tou, oav olyxpova dayiouy, cuvuriip&av pe Toug Kolpoug kai tig Képeg tng
apxdikig TepIddou Kal e Ta peTayeveéotepa eMnvopwpdikd aydiuata. Matl
o [Mamavikohdou, kouBahbvTag g PVARES Tou TOTToU Tou, YWWPICE! OE TToIoUG
aneuBivetal aMd kai Tov pdTo TTou To JVURd tou Ba viver avuAnmd.

AMJ kal epeic wg amhol Bedtég twv €pywy Tou kataiaPBaivoupe rj KaAUtepa
SiaioBavépaote TN ox€on Tou dnpIouPyoU HE TOUG AIWVEG TNG EMNVIKAG TEXVNG.
1" autd kai oto ePPANPaTIKO Ta €pyo tou «H kndeiay, oTekdOUaoTe yonTeupévol
and v yAapupr Teplypapr tng kabnpepivatntag Tou [aAatd xwpic va ouvel-
dntomoiolpe &t OAn n ameikdvion Sopetal Tdvw OTn VEKPWOIUN TTOUTIF TTOoU
SiaBaiver tnv mapalia.

©6dwpog Adapdmoulog

* Zevé Zav, 1989. To epyaotripi tou AAumépto Tlaropétt, pet. AxiMéag Kupiaxiong. ABrva: dpihov/BiBAia.
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Biographical Notes

Bomn in Rizovouni (Preveza) in 1959, he studied at the Athens School
of Fine Arts under Yannis Moralis and Dimitris Mytaras (1979-1985).
He featured his works for the very first time in Athens back in 1986; to
date he has had nine solo shows as well as taken part in many group
exhibitions. His works are included in private and public collections.
He illustrated the following books: ‘| Porfyrenia kai to mandolino tis’
by Fotini Frangkouli (‘Purpurella and her mandolin’, 1995), ‘Kymino kai
kanella’ (‘Cumin and cinnamon’, Collective Work, 1998), I fidogenniti
vassilopoula kai alla paramythia’ by Maria Mamaligka (‘The snake-born
princess and other stories, 1998) and To kaiki tou Thissiou kai alles
istories gia mikrous kai megalous' by Elias Venezis (‘The Thission boat
and other stories for children and grown-ups’, 2006). He lives and works
in Athens and Galatas.

Solo Exhibitions

2015 ‘Fuga VI', Citronne Gallery, Poros
(curated by: Tatiana Spinari-Pollali)

2015 ‘I've looked so much.., Archaeological Museum of Poros,
Poros (organised by: Citronne Gallery, curated by: Tatiana
Spinari-Pollali and Maria Giannopoulou)

2011 ‘From Kaisariani to Poros', Citronne Gallery, Poros
(curated by: Tatiana Spinari-Pollali)

2005 Thanassis Frissiras Gallery, Athens
2000 Zoumboulakis Gallery, Athens
1996 Zoumboulakis Gallery, Athens
1994  Ekfrasi Gallery, Glyfada

1992 Ora Cultural Center, Athens
1986 Epoches Gallery, Kifissia

Bioypagika Ztoixeia

levwriBnke oto PidoBouvi [MpgRedag to 1959. >moudace (wypapikr otnv
Avwtdtn 2xoAr Kahdv Texvov pe kabnyntég tov Ndvwn Mdépain kai
tov Anprten Mutapd (1979-1985). MNapouciace yia mpwtn @opd
Souleid Tou to 1986 otnv ABrjva kai £wg orjHEPA EXEl TIPAY ATOTTOINOE!
EVVEQ ATOIKEG eKBETEIG KAl €Xel TTIAPEI HEPOG OE TIOMEG opadikeg. ‘Epya
TOU avrikouv ot IBIWTIKEG Kal dnpdoieg cUMOoYEG. Exel eikovoypadgprioel
1a BIBAa «H Moppupévia kai to pavioAivo tney (Pwtevry Ppaykouin,
1995), «KUpivo kai kavéha» (Zuloyikd, 1998), «H pidoyévvntn Baciio-
ToUAa kai dMa mapapuBia» (Mapia MapaAiyka, 1998) kai «To kdiki Tou
©noeiou kal AMeG 10TopIEG yIa pIKpoUG kal deydAousy (HAIag Bevélng,
2006). Zei kai epydletal otnv ABriva kai otov [aAatd.

Atopikég ExBéoeig

2015 «®Douyka VlI», Tkaiepl Citronne, INopog
(emuéAreia: Taudva Zmvden-IMoAdAn)

2015 «£tol moAd atévioa..», Apxaiohoyiké Mouaeio [Mépovu, [NMoépog
(diopydvwon: Tkakepl Citronne, empéleia: Taudva 2mvdpen-
[MoMdAAn kar Mapia MNavvoroihou)

2011 «Amé v Kaioapiavr) otov [Mépox», [kakepi Citronne, Népog
(empéleia: Taudva 2mvdpn-ToAdaAn)

2005 Thanassis Frissiras Gallery, ABrjva

2000 Tkahepi ZoupmouAdkn, ABriva

1996 Tkahepl ZoupmouAdkn, ABriva

1994 Tkalepl Exppaon, MNupdda

1992 KaMitexvikd Mveupatikd Kévrpo Qpa, ABriva
1986 Tkahepl Emoxéc, Knpioid
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WORKS
of Kostas Papanikolaou
in the Sotiris Felios Collection




Bdvra, 1985, Add1 og pouoapd, 39,8 x 50 ex.
Vanda, 1985, oil on canvas, 39.8 x 50 cm

Me 1o payié / Mpiv to pmdvio, 1985, afyotéumepa oe xapti mdvw e pouoapd, |58 x 46 ex.
In Bathing Suit / Before Swimming, 1985, egg tempera on paper mounted on canvas, 158 x 46 cm

luvaika ou Pyddel to coutiéy, 1985, AddI oe poucapd koMnpévo ae koviparmaké Bakdaong, 108,5 x 43,8 ex.
Woman taking off her bra, 1985, oil on canvas mounted on marine plywood, 108.5 x 43.8 cm

Me 1o payid, 1986, poAUpi oe xapti, 16,5 x 7,5 ex.
In Bathing Suit, 1986, pencil on paper, 16.5 x 7.5 cm

Me 1o payi6, 1986, poAdpi oe xapti, 14,7 x 5 ex.
In Bathing Suit, 1986, pencil on paper, [4.7 x 5 cm

Xwpig titho, 1986, téumepa oe xapti, 49 x 39 ex.
Untitled, 1986, tempera on paper, 49 x 39 cm

Nogog pe Tig eNiég, 1994, aPyotéumepa oe kovtpamiaké Bardaong, 50,7 x 71 ex.
Olive Tree Hill, 1994, egg tempera on marine plywood, 50.7 x 71 cm

Krmog, 1995, Adéi ae pouaapd, 100 x 120 ex.
Garden, 1995, oil on canvas, 100 x 120 cm

Bdpxa pe ) okid g, 1995, A oe pouaapd, 69,3 x 99,4 ex.
Boat with its Shadow, 1995, oil on canvas, 69.3 x 99.4 cm

. "Yopa, 1997, ubatoypapia, 22,2 x 33 ex.

Hydra, 1997, watercolours, 22.2 x 33 cm

. "Ydpa, 1998, ubatoypaoia, 27,8 x 36,8 ex.

Hydra, 1998, watercolours, 27.8 x 36.8 cm

. Tomoypagia tou [ahatd, 1998, Ad6i e pouaapd, 55 x 60 ex.

Landscape of Galatas, 1998, oil on canvas, 55 x 60 cm

. Tomoypagia tou FaAatd, 1998, Ad6i o pouoapd, 55 x 60 ex.

Landscape of Galatas, 1998, oil on canvas, 55 x 60 cm

. Tupve, 1998, Add1 o€ kovtparmhaké Bakdoong, 39 x 64,5 ex.

Nude, 1998, oil on marine plywood, 39 x 64.5 cm

. Tupve, 1998, Add1 o€ kovtparmhaké Bakdoong, 22,5 x 60 ex.

Nude, 1998, oil on marine plywood, 22.5 x 60 cm

. ENG, 1998, kdMec oe Toixo, 160 x 215 k.

Olive Tree, 1998, wall painting, 160 x 215 cm

. Krimmog, 1998, k6Meg o€ toixo, 306 x 355 ex.

Garden, 1998, wall painting, 306 x 355 cm

. Bdpka, 1998, Add1 o poucapd, 56 x 60 e.

Boat, 1998, oil on canvas, 56 x 60 cm

. Torrio, 1998, ayotéumepa ot kovipamhaké Bahdaang, 60 x 55,5 ex.

Landscape, 1998, egg tempera on marine plywood, 60 x 55.5 cm

. Kopftal e mapdBupo, 1999, apyotéumepa oe kovtpamhaké Bardoang, 18,7 x 18,7 ex.

Girl at Window, 1999, egg tempera on marine plywood, 18.7 x 18.7 cm
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Zogia, 1999, Adi ae kovipamhaké Bahdaong, |17,3 x 54,8 ex.
Sophia, 1999, oil on marine plywood, |17.3 x 54.8 cm

Moprokahid, 2000, Addr o€ kovtparmAaké Bakdoong, 124 x 124 ex.
Orange Tree, 2000, oil on marine plywood, 124 x 124 cm

Mupaivn, 2000, aPyotépmepa oe xapti, 19 x 14 ex.
Myrsini, 2000, egg tempera on paper, 19 x 14 cm

Moprokahid, 2000, aPyotéumepa ot kovipamhaké Bakdaong, 20,7 x 18,7 ex.
Orange Tree, 2000, egg tempera on marine plywood, 20.7 x 8.7 cm

Kopftai ato mapdBupo, 2001, vwroypagpia o€ toupAa, 36 x 38 ex.
Girl at Window, 2001, fresco on bricks, 36 x 38 cm

Mapapu6i, 2002, aPyotéumepa ot kovipamAaké Bakdoong, 58,8 x 61,4 ek.
Fairytale, 2002, egg tempera on marine plywood, 58.8 x 61.4 cm

lupve, 2002, apyotépmepa oe kovipamhaké Bahdaong, 26,7 x 34,1 ex.
Nude, 2002, egg tempera on marine plywood, 26.7 x 34.1 cm

Tupve, 2002, apyotépmepa ae xaptovi, 15 x 21 ex.
Nude, 2002, egg tempera on cardboard, 15 x 21 cm

Kubvog, 2002, apyotépmepa e kovrpamhaké Bakdaong, 177,5 x 152 ex.
Kythnos, 2002, egg tempera on marine plywood, 77.5 x 152 cm

lwdvva, 2002, apyotéumepa oe kovtpamAaké Badoong, 30 x 30 ex.
loanna, 2002, egg tempera on marine plywood, 30 x 30 cm

Kageveio, 2002, apyotéumepa oe kovipamAaké Bakdoong, 61 x 125 ek.
Café, 2002, egg tempera on marine plywood, 61 x 125 cm

Kokkivo kageveio, 2001-2003, apyotépmepa oe kovipamhaké Bardaong, 60,3 x 125 ex.
Red Café, 2001-2003, egg tempera on marine plywood, 60.3 x 125 cm

AmAé moprpéto, 2003, aPyotépmepa o kovrparAaké Bakdoong, 30 x 30 ex.
Double Portrait, 2003, egg tempera on marine plywood, 30 x 30 cm

luvaika og prrakkovi pe xahi, 2003, aPyotépmepa oe kovipamaké Bakdoong, 125 x 125 ex.
Woman with Carpet on the Balcony, 2003, egg tempera on marine plywood, 125 x 125 cm

MmaAkovi pe dUo yuvaikes, 2003, aByotéumepa ot kovipamhaké Bahdoong, 60 x 120 ex.
Two Women on a Balcony, 2003, egg tempera on marine plywood, 60 x 120 cm

Ev mhw, 2003, aPyotépmepa oe pouaapd, 60 x 62,5 .
At Sea, 2003, egg tempera on canvas, 60 x 62.5 cm

Ev mhw, 2003, aPyotépmepa oe kovipamhaké Bardaang, 120 x 170 ex.
At Sea, 2003, egg tempera on marine plywood, 120 x 170 cm

Ev mhw, 2003, aPyotéumepa og pouoapd, 41 x 44 ex.
At Sea, 2003, egg tempera on canvas, 41 x 44 cm

0O Zwtipng, 2003, Add1 oe kovtpamAaké Bakdaong, 24,9 x 34 ek.
Sotiris, 2003, oil on marine plywood, 24.9 x 34 cm

Bdpxa pe ) oid g, 2003, téumepa o€ kovipamAaké Bakdoong, 50 x 80 ex.
Boat with its shadow, 2003, egg tempera on marine plywood, 50 x 80 cm
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50.

51.

52.

53.

54.

55.

56.

57.

58.

59.

60.

Bdpka pe ) okid g, 2003, aPyotéumepa oe kovtpamhaké Bakdoong, 151,8 x 177,5 ex.
Boat with its Shadow, 2003, egg tempera on marine plywood, 151.8 x 177.5 cm

Péva, 2003, apyotéumepa oe kovtparmAaké Bakdoong, 26,5 x 35,5 ex.
Rena, 2003, egg tempera on marine plywood, 26.5 x 35.5 cm

Apdpog, 2003, apyotéumepa oe kovipamhaké Bakdaong, 65 x 60 ex.
Street, 2003, egg tempera on marine plywood, 65 x 60 cm

Apdpocg, 2003-2004, apyotépmepa oe kovipamhaké Bardaang, 177,5 x 152 ex.
Street, 2003-2004, egg tempera on marine plywood, 177.5 x 152 cm

Kageveio, 2003-2004, apyotéumepa o€ kovtpamhaké Badoang, 120 x 170 ex.
Café, 2003-2004, egg tempera on marine plywood, 120 x [70 cm

Wapdc, 2004, apyotéumepa oe otdpva, Gog 34 ek., SidpeTpog 56 ek.
Fisherman, 2004, egg tempera on pitcher, height 34 cm, diameter 56 cm

Apdpog, 2004, apyotépmepa e kovipamhaké Bakdaong, 65 x 60 ex.
Street, 2004, egg tempera on marine plywood, 65 x 60 cm

Mmap, 2005, aByotéumepa oe xaptovi, 14 x 35 ex.
Bar, 2005, egg tempera on cardboard, 14 x 35 cm

To kdiki oo Onaeio, 2006, apyotéumepa o€ kovtpamAaké Bahdoong, 34,3 x 25,2 ex.
The Caique at Thission, 2006, egg tempera on marine plywood, 34.3 x 25.2 cm

Trjvog, 2006, aByotépmepa o€ kovrpamhaké Bakdaong, 50 x 80 ex.
Tinos, 2006, egg tempera on marine plywood, 50 x 80 cm

Aypotikég epyaaieg, 2006, afyotéumepa oe kovtpamaké Bakdoong, 80 x 120 ex.
Agrarian Chores, 2006, egg tempera on marine plywood, 80 x 120 cm

Mnvehémn Aéhta otnv Kaotéha, 2006, aByotéumepa oe kovrpamhaké Bakdoong, 26 x 35 ex.

Penelope Delta at Kastella, 2006, egg tempera on marine plywood, 26 x 35 cm

ExkAnoia ot vnaf, 2007, ayotéumepa oe kovipamhaké Bahdaong, 35 x 26 ek.
Island Church, 2007, egg tempera on marine plywood, 35 x 26 cm

Bdpxa pe ) oid g, 2007, aPyotépumepa ot poucad, 180 x 180 ex.
Boat with its Shadow, 2007, egg tempera on canvas, 180 x 180 cm

Tomio tou Mdpou, 2007, Add1 ot kovipamhaké Bardaang, 36,7 x 85 e.
Landscape of Poros, 2007, oil on marine plywood, 36.7 x 85 cm

MapdBupo mou mapictdvel tov eautd tou, 2007, Add1 o poucapd, 80 x 80 ex.
Window Depicting Itself, 2007, oil on canvas, 80 x 80 cm

H knbdeia, 2008, aPyotépmepa oe kovipamhaké Bardaang, 150 x 180 ex.
The Funeral, 2008, egg tempera on marine plywood, 150 x 180 cm

21 AexepPpiou 2112, 2008, tépmepa oe xapti, 21 x 32,5 ex.
December 21, 2112, 2008, tempera on paper, 2| x 32.5 cm

Nepowvid, 2008, ASi o€ pouaapd, 36 x 48 e.
Lemon Tree, 2008, oil on canvas, 36 x 48 cm

Kagé pmap, 2009, Adér oe kovipamhaké Bahdoong, 37 x 55 ex.
Café Bar, 2009, oil on marine plywood, 37 x 55 cm
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Da Capo, 2009, Ad6i o€ kovtpamhaké Bakdoong, 43,5 x 53,5 ex.
Da Capo, 2009, oil on marine plywood, 43.5 x 53.5 cm

O yapdg, 2009, aPyotépmepa ot kovipamhaké Bardoong, 69,5 x 50 ek.
The Fisherman, 2009, egg tempera on marine plywood, 69.5 x 50 cm

WapdPapka atov MMdpo, 2009, afyotéumepa oe kovrpamhaké Bakdaong, 43,5 x 53,5 ex.
Fishing Boat at Poros, 2009, egg tempera on marine plywood, 43.5 x 53.5 cm

®odyka, 2009, aPyotépmepa oe Kovipamhaké Bardaang, 60 x 120 ex.
Fuga, 2009, egg tempera on marine plywood, 60 x 120 cm

Zapwvikég, 2009-2010, Ad61 ae pouaapd, 180 x 180 ex.
Saronic, 2009-2010, oil on canvas, 180 x 180 cm

To Mmoupti tou Mépou, 2010, Add1 o pouoapd, 99 x 139 ex.
The Burtzi of Poros, 2010, oil on canvas, 99 x 139 cm

Apdpiog, 2010, afyotépmepa oe kovrpamhaké Bakdaong, 50 x 70 ex.
Street, 2010, egg tempera on marine plywood, 50 x 70 cm

Outdpio, 2011, Aadi oe kovipamhaké Bardaong, 144 x 174 .
Seedbed, 2011, oil on marine plywood, 144 x 174 cm

To mdpoho, 2012, aPyotéumepa oe kovipamhaké Bakdaong, 56 x 45 ex.
The Doorknob, 2012, egg tempera on marine plywood, 56 x 45 cm

Mikpr| yopyova, 2012, aByotéumepa oe kovtpamhaké Bakdoong, 24 x 39 ex.
Little Mermaid, 2012, egg tempera on marine plywood, 24 x 39 cm

Kokkivn ehid, 2012, akpuhiké o€ pouaapd, 70 x 90 .
Red Olive Tree, 2012, acrylic on canvas, 70 x 90 cm

Mépoc-Takardc, 2012, apyotéumepa oe kovipanAaké Bardoong, 40,7 x 51,1 ex.
Poros-Galatas, 2012, egg tempera on marine plywood, 40.7 x 51.1 cm

O yapdg, 2012, akpuhiké oe xaptovi, 60 x 79,5 ex.
The Fisherman, 2012, acrylic on cardboard, 60 x 79.5 cm

Kootag MamavikoAdou, Xwpig titho, 2013, Addr o€ kovtpamhaké Bakdoang, 50 x 70 ex. (kovo €pyo pe Tov Tdoo Mavtlapivo)
Kostas Papanikolaou, Untitled, 2013, oil on marine plywood, 50 x 70 cm (painted together with Tassos Mantzavinos)

Kwotag MamavikoAdou, Xwpi titho, 2013, Add1 oe kovrpamhaké Bakdoong, 44 x 75,5 ek. (kovd épyo pie Tov Tdoo Mavtlapivo)
Kostas Papanikolaou, Untitled, 2013, oil on marine plywood, 44 x 75.5 cm (painted together with Tassos Mantzavinos)
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