2. TEANA
BOYAI'APAKH
FLORILEGIUM

10 €pya TG BouAyapdkn, ta dvBn—iowg éva amod Ta TTo SIoXPOVIKA PoTiBa oTnv 10Topia NG TEXVNG—
METATPETIOVTAlI OE HPECA ULAIKNAG dlepelivnong TG TPIitng O100TACNC KOl XEIPOVOUIOKAG ék@pacong. H
eTTOVOAAUBavOUEVN XPron evog axnNUaTIKOU avBikoD HoP@OTUTIOU OTNV ETHIQAVEIN TOU KOURA dnuIovpyeEi
€va €ido¢ oTITIKoU Mantra: pia dIOAOYICTIKA AVTIMETWTIION TOL BEUATOC TNE VEKPNE UCNG TIOU TALTOXPOVA
OTIOTIEl POPO TIUNG KOl UTIOVOMEVEl TIC TIAPAOOOEIC TOU. AEV TIPOKEITOL YIO BOTAVIKEG PEAETEC HE TN
OLPBOTIKN €vvold, OAAG yia GvOn CUPTIUKVWUEVO OTIC BeUENIWOEIC KOUTIUAEC Kal OTIEIPEC TOUC, TIOU
EYEIPOLVY TIEPIOCOTEPO TNV IOEA EVOC AvBoULC TTAPA TNV PIPNTIKI OVATIOPACTOGCT TOU.

H BouAyapdkn epyaleTal KUPIWG PE OTOKO Kal OKPUAIKE, €vav oUVOULACHO TIOU TNG ETUTPETIEI TOCO VO
OMIAELCEL, 000 Kal va {Wypa@icel TNV ETIQAVEId TwV KAUPGdwv TG To €00APKO OTPWHA GTOKOU
dnuIoupyei éva évtova oTITo, OXEOOV APXITEKTOVIKO QVAYALQO, GTO OTIOI0 N ETTOVAANYN TWV AVOIKWVY
OnNUEiWV PETATPETIETAI O XOopoypaia Xeipovopiwv. Kdbe akolouBio oTtelpocidwy HoTiBwv attaitel pia
OSIGAEITITN OUVEXEID Kivnong, KOBWC N KOAMTEXVIC TIPETIEL VO OAOKANPWOEL T oLVOEoN G pia povo,
ouvexn Opdon TPOoTol Ta OKPUAIKA 0OpXioouv va aTtepeoTololvTol—ia dladikagio TIou KaBioTd Tn
Sl0KoTIA adLvaTn. AUTHA N OVOYKAIOTNTA ETURAAEI Hiot EVOTIKTWAN XEIPOVOUIOKOTNTO OTIC ETUPAVEIEC, OTIOU
KaBe AvBoC popTuLPA TNV AUECN CWMOTIKI KOTOTIOVNON Kol TN Kivnon Tou XepIov, Tou PBpaxiova Kai
OAOKANPOU TOU CWUOTOC TIOU EUTIAEKETOI OE PUOUIKEG, ETTOVOAAUPBOVOUEVEG KIVAOEIG TIGVW OTtO TOV
KapBa.

To xpwua, €miong, diadpapaTilel évav TIEPITIAOKO POAO. € TIOAEC GUVOEDEIC, Ol XPWHATIKEC JIOKPIOEIQ
dlaAlovTal N pio otV GAAN, dnuiovpywvTag ATTIEC YETABAOEIC. ANAOU, TO XPWHATO TIOPOUEVOLY TIIO
EekdBapa, OAA TIAVTO EVOWUOTWHEVO OTNV ULAIKOTNTA TOU HPECOU—TIOTE OTIAA TOTIOBETNUEVO OTNV
ETUQPAVEID. AUTI] N WOMWGON TIPOKOAED €va €id0C OATUOO@AIPIKAC OKIvNoiag KoBwC ol PMopPEC TNG
BouAyapdKn aVTIOTEKOVTOI OTNV aTtoo0VOEaN HECW TNG YAUTITIKIC TOUC UOVIPOTNTOC.

O TitAog Tng €kBeang, Florilegium, vTtoypappidel TNV TIAPAKATW OITTOTNTO — Mia KUPIOAEKTIKA] «GUAAOYN
AOLAOULBIWV» Kal €va EVVOIOAOYIKO aVOOAOYIO XEIPOVOMIOKWY KIVAoEWV. OTIwg 1o Yeoaiwvika florilegia
OUYKEVTPWVAV OTIOCTIOCUOTO IEPWV KOl TIOINTIKWY KEIPYEVWY, €TC1 KAl N TIPOKTIKN TNG BouAyapdkn
ouvappoAoyei eva oTtto AeINOYI0 OVOIKWYV HOPPWY, CUOCWPEVUEVWY PECW NG ETTOVAANWNG, TNG
TIOPOAAQYNC KOl TNC OWMOTIKAG €vTtaong. Ze aviiBeon pe T MOKPA I0TOpia NG VEKPRC @LUONG He
AouAoUdla, Ta €pya TN¢ BouAyapdkn avadeikviovTal wg pia olyxpovn TIPOOEYYIoN C€ €va aTo Td
TIOAQIOTEPO KAl TTIO OIKEID BEPOTA TNE TEXVNG E OKOTIO TNV €LOICHONTOTIOINCGN OXETIKA HE TO TIEPIBAAAOV Kal
TOV TTAQVNTN.
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STELLA
VOULGARAKI
FLORILEGIUM

In the works of Voulgaraki, the flowers—arguably one of the most enduring motifs in the history of art—
are transformed into means of material exploration of the third dimension and gestural expression. Her
repeated use of a schematic floral form, across the surface of the canvas creates a kind of visual mantra:
a meditative engagement with the subject of still life that simultaneously honours and subverts its
traditions. These are not botanical studies in the conventional sense, but flowers distilled to their essential
curves and spirals, evoking more the idea of a bloom than its mimetic representation.

Voulgaraki works primarily in stucco and acrylic, a combination that allows her to sculpt the surface of her
canvases as much as paint them. The thick stucco gives rise to a highly tactile, almost architectural relief,
in which the repetition of floral marks becomes a choreography of gestures. Each sequence of spiral
motifs demands an unbroken continuity of movement, as the artist must complete the composition in a
single, sustained session before the rapid-drying acrylic begins to set—a process that renders interruption
impossible. This necessity imparts a visceral gesturality to the surfaces, where each mark testifies to the
immediacy of bodily exertion and the choreography of the hand, arm, and entire body engaged in
rhythmic, repetitive motion across the canvas.

Colour, too, plays a complex role. In many compositions, chromatic distinctions dissolve into one another,
creating soft transitions. Elsewhere, colours remain more distinct, yet always integrated into the
materiality of the medium—never simply laid atop the surface but embedded within its depth. This
merging evokes a kind of atmospheric stillness as Voulgaraki’'s forms resist decay through their sculptural
permanence.

The exhibition’s title, Florilegium, underscores the following duality—at once a literal “gathering of flowers”
and a conceptual anthology of painterly gestures. Just as medieval florilegia compiled fragments of
sacred and poetic texts, so too does Voulgaraki's practice assemble a tactile vocabulary of floral forms,
accumulated through repetition, variation, and embodied intensity. Set against the long history of floral still
life, Voulgaraki's works emerge as a contemporary meditation on one of art's oldest and most intimate
subjects with the aim of raising awareness about the environment and the planet.
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