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The Gap is an interdisciplinary and artistic project stemming from academic research on anthropogenic gaps. At the 

core of The Gap is the cultural technique of bladed weapon cuts on *byzantine murals throughout East Europe and 

Turkey. The artistic project, as well as the ongoing research incorporates the forensic analysis of historic gaps and a 

review of their instrumentalization in national identity discourses. Finally, collaborating artists will recreate, 

document, and exhibit similar gaps in a contemporary fresco.

The project, spanning over two years, is divided into four phases: The Fresco, The Cut, The Detachment, and The 

Exhibition. It begins in Athens in April 2025 with the painting of a 30m fresco on the terrace of the bookshop 

Literature House and concludes with an exhibition in Tokyo in Autumn 2026.

Differently from the classical norm and in opposition to the segregation of disciplines, The Gap is a natural mélange 

of theory and practice, art and scientific research. Aligned with feminist, anti-Cartesian thought, it embraces the 

idea that thinking does not occur solely in the armchair but also through action.

The Fresco - the first phase of the project - took place between 14 April and 17 May 2025 in Athens, on the 

terrace of the bookshop Literature House in the neighbourhood of Kypseli. 

Echoing the kneading of the mortar, participants reflected on the act of kneading and let themselves to be kneaded 

within the new Athenian milieu. Special attention was given to the techniques, tools, and materials involved - their 

stories and methods of production. The primary materials used are l ime from the Codlea Lime Factory and 

pigments from the Société des Ocres de France. 
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Literature House is a bookstore in the Athenian neighborhood of Kypseli, more precisely a βιβλιοκαφέ (book café). 

The shop, which also houses a small café and the publishing house BookLab, opened in 2020. It began as the 

personal project of Androniki Mastoraki, who worked for over thirty years in the publishing industry. After a long 

career in bookmaking, she decided “to meet the readers and share with them her love for books”.

The fresco was created on the southern wall of the terrace, a space used for cultural events and book launches.

The building was erected sometime in the 1970s. However, the wall with the fresco appears older. It might be a 

remaining part of the previous building, presumably a two-three-story house, that once stood on this plot.

Address: Ioánnou Drosopoúlou 67, Athina 112 57

Location: https://maps.app.goo.gl/h48SFneJnNsjoN72A

Website: www.literature-house.gr 
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Work stages - Removal of the gray paint 
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Removal of the grey paint

In order to ensure that the plaster would adhere properly, the grey paint layer had to be removed from the wall. 

This process took ten days. In some areas, the paint detached easily. However, depending on the underlying wall 

materials, the removal could become extremely difficult. We opted for mechanical paint removal and experimented 

with various tools, both European and Japanese, along with different scraping techniques that made our work more 

efficient.

One particularly notable tool was a recycled one: a blade salvaged from an abandoned industrial machine. The HSS 

steel blade of a machine saw was repurposed into a chisel.



9

Work stages - Removal of the gray paint 

The G
ap

Photo by Thodoris Saitis



10

Work stages - Mortar 

The G
ap

The preparation of the mortar was based on historical written sources describing *byzantine recipe (such as the 

widely circulated manual by Dionysios of Fourna), as well as E. Rădoi’s and S. Kawata’s experiences with lime-based 

mortars .  Addit ional ly ,  the two gathered information a year  ear l ier  through discuss ions with exper ienced 

practitioners such as Professor Dan Mohanu of the University of Arts Bucharest, who is both a restorer and trained 

muralist.

Kneading was the key operat ion of Phase One. The kneading of the mortar became a symbolic act ion, an 

opportunity for silent reflections, as manual work naturally invites, yet it was also a technically difficult task. The 

process mixing the *byzantine mortar is quite demanding, since the hemp fibers are more difficult to incorporate 

into the thick lime paste than sand would be, and they tend to tangle. The muscle memory from culinary activities, 

especially cake baking, came to the rescue, as both the tools and the consistency of the materials were reminiscent 

of preparing dough.

Mortar
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Lime

Lime has been used since ancient times for frescoes or other mortars, but also for disinfections or fruit jams. A 

relative of the slaked lime is globally used today in endodontics. Today it is widely available in shops as a powder 

which, when mixed with water, quickly becomes the paste a fresco painter or plasterer can use immediately.

Fresco is the technique of painting on fresh - f resco  in Ital ian - plaster. In Greek, νωπογραφία is an equally 

descriptive term (νωπό meaning “wet” and γραφή meaning “painting” or “writing”). The Italian term fresco has 

imposed itself as standard in many European languages and even in Japanese.

As the pigments are mixed solely with water when applied to the wall, the lime in the plaster becomes the binding 

medium. The calcium hydroxide in the plaster carbonates together with the pigment particles, forming hard calcium 

carbonate - a material similar to marble or limestone. Chemists describe this chain of transformations as the “lime 

cycle.”

The quality of the lime has an enormous impact on the quality of the fresco and depends on various properties 

such as the proportion of calcium hydroxide, which is ideally very high (often exceeding 95%). The technology of 

obtaining the lime is equally impactful. Although the industrially produced lime powder (hydrated lime) is perfectly 

homogenous and has well-defied, standardized properties, the historical material used for the fresco was not a 

powder but an aged paste - the older, the better.

For this project we aimed to use traditionally produced lime, made by calcining limestone rich in calcium carbonate 

in specialized lime kilns, and then combining the quicklime with water to obtain slaked lime. The final product 

should had been aged for several years before being used in fresco mortar.

A year prior to starting the fresco, we searched for any factories that produce lime in the old, traditional technique 

and even visited illicit lime kilns (around Prahova County, Romania). 
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Codlea Lime Factory

These investigations lead us 30 km Northern from Brasov or Kronstadt - a Saxon Transylvanian town at the border 

with Wallachia. On the right side of road towards Făgăras, the three metal kilns of the Codlea Lime Factory can be 

seen.

The pre-industrial technology of lime production consists of burning (or calcining) the stones at temperatures 

above 900 °C and then hydrating them. A lime kiln is used for calcination, which may be partially underground or 

above ground - like the ones at the Codlea Lime Factory. The stones are layered inside the kilns cushioned with 

refractory bricks, depending on their size and the configuration of the fire corridor.

The entire process of selecting, layering, and burning the stones has many specific requirements. For example, 

shutting down the kilns should be scheduled at night so that the color and intensity of the flame emerging from the 

upper opening can be monitored. When the fire turns silver, it indicates that the calcination is complete.

At the Codlea Lime Factory, the calcined stones - quicklime - are unloaded in a designated area beneath the kilns 

and transported into basins where they are slaked - mixed with water. The process is relatively dangerous, as the 

exothermic reaction releases a large amount of heat, causing the mixture to boil. After settling, the slaked lime, or 

lime paste, is stored in pits and covered with earth. Besides agricultural uses - such as painting tree bark with lime - 

slaked lime is considered best when aged, since the slaking process continues gradually for several years.

The lime factory in Codlea has been operating since 1991 on the site of an older, smaller lime production facility 

that was closed by the Communist authorities. After the 1989 Revolution, the family of the original owner regained 

the property and rebuilt the factory, maintaining a small scale.

Codlea Lime Factory

Strada Nicolae Bălcescu 43, Codlea 505100  Romania

https://www.var-pasta.ro/
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Pigments

The choice of pigments followed similar reasoning as with the lime. Although industrial pigments from various 

brands could guarantee high quality, they are not sufficiently transparent regarding the source of the raw materials 

or the processing technologies. 

The classical palette of historical fresco painting consists mainly of earth pigments that are compatible with and 

stable in the pretentious medium of the alkaline lime. The old murals were limited not only in the matter of 

chemical composition, but also of color palette, some medieval painters (masterfully) using more than four of five 

pigments. Trying to come closer to the old masters, we therefore focused on earth pigments, especially ochres. 

Ochres are iron oxides. Yellow when hydrated - such as the minerals limonite or goethite - they become red when 

they are heated as they lose their bound water molecules. It is well known that ochres have been used as pigments 

since prehistoric times and that they were widely employed in 19th-century industrial production.

France was the first country to develop an ochre industry when it pioneered a technique to separate ochre from 

sand in massive quantities. The once-thriving ochre industry around Vaucluse declined as ochre was replaced in 

other industrial branches, such as rubber manufacturing. The last surviving factory, Société des Ocres de France in 

Apt, extracts ore from the nearby Gargas quarry, washes it (using a special water-saving pump), dries it in natural 

basins, and filters it by sun‐decanting to produce yellow ochre pigments. 

For the fresco painting, we selected and tested the main pigments from Société des Ocres de France, Ochre Jaune 

Foncé JFLES and Rouge RFLES along with other colors produced at the factory. The final palette was chosen by S. 

Kawata, taking into consideration workability - the compatibility of the pigments with lime - as well as the overall 

composition of the mural.

 Société des Ocres de France

 200 Chem. des Ocriers, 84400 Apt, France

 www.ocres-de-france.com/fr/
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Work stages - Test One : Fresco

Tests

To ensure that the execution of the 30 m² fresco, as well as its extraction, will proceed as flawlessly as possible - 

and to determine the level of difficulty and the time required for the various operations - we have conducted a 

series of in situ tests.

The first test began in December 2024 on a one–square meter section of the wall. The goal was to evaluate the 

average time needed to remove the gray paint and to identify the most efficient tools for the task.

The second part of the testing focused on the lime. Since this was a new material and sourced from a new supplier, 

S. Kawata considered testing the lime both on its own and in combination with a special mortar additive designed 

to improve adhesion. These tests were carried out by E. Rădoi, who prepared the Byzantine-type mortar and 

applied the different lime mixtures to clearly delimited test areas, which were assessed later.

Lastly, in December, a small palette of pigments was also tested such as the ochre and red produced by Société des 

Ochres de France, as well as several other earth-based and synthetic pigments. It quickly became evident that the 

workability and compatibility of the earth pigments with the lime mortar were significantly better than those of the 

synthetic pigments. Moreover, the test area where lime was combined with the adhesion additive proved to be less 

receptive to pigments than the areas using pure lime mortar.

Lime

Lime has been used since ancient times for frescoes or other mortars, but also for disinfections or fruit jams. A 

relative of the slaked lime is globally used today in endodontics. Today it is widely available in shops as a powder 

which, when mixed with water, quickly becomes the paste a fresco painter or plasterer can use immediately.

Fresco is the technique of painting on fresh - f resco  in Ital ian - plaster. In Greek, νωπογραφία is an equally 

descriptive term (νωπό meaning “wet” and γραφή meaning “painting” or “writing”). The Italian term fresco has 

imposed itself as standard in many European languages and even in Japanese.

As the pigments are mixed solely with water when applied to the wall, the lime in the plaster becomes the binding 

medium. The calcium hydroxide in the plaster carbonates together with the pigment particles, forming hard calcium 

carbonate - a material similar to marble or limestone. Chemists describe this chain of transformations as the “lime 

cycle.”

The quality of the lime has an enormous impact on the quality of the fresco and depends on various properties 

such as the proportion of calcium hydroxide, which is ideally very high (often exceeding 95%). The technology of 

obtaining the lime is equally impactful. Although the industrially produced lime powder (hydrated lime) is perfectly 

homogenous and has well-defied, standardized properties, the historical material used for the fresco was not a 

powder but an aged paste - the older, the better.

For this project we aimed to use traditionally produced lime, made by calcining limestone rich in calcium carbonate 

in specialized lime kilns, and then combining the quicklime with water to obtain slaked lime. The final product 

should had been aged for several years before being used in fresco mortar.

A year prior to starting the fresco, we searched for any factories that produce lime in the old, traditional technique 

and even visited illicit lime kilns (around Prahova County, Romania). 
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In May 2025, the second series of tests began. On the same 

area that had been painted the previous December, we tested 

the extraction of the fresco using the strappo technique. We 

observed the time required from the application of the facing 

until detachment, and we also tested two types of animal glue. 

Although S. Kawata uses deer glue, which is widely available in 

Japan, we opted for the European equivalent - the rabbit glue.

Both extractions were successful ,  with one exception: the 

sect ion where the mortar  conta ined the specia l  adhes ive 

detached entirely from the wall. It appears that the adhesive 

worked against the natural adhesion properties of the lime.
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Giornatas and Composition

The first layers of the painting were applied after the entire wall surface had been covered with the traditional arriccio, 

and after exhausting the testing of the available pigments had been completed.

Inspired by his daily routines and everyday life in Kypseli, as well as mundane interactions, S. Kawata developed the 

concept of the „pie“ - specifically, the act of dividing and sharing it, especially with the bookshop owner. He observed 

that pies bought from the same shop varied slightly in texture each day: sometimes softer, sometimes drier. 

The same applied to the work on the giornatas: the old, inhomogeneous wall behaved differently even across just a few 

centimeters, requiring adjustments in the working rhythm, while daily variations in weather also demanded new 

approaches.

The sharing extended to the daily intonaco parcels. Although the painting was initially planned to be executed solely by 

S. Kawata, it was ultimately realized in collaboration with E. Rădoi. Taking on the role of the novice and navigating the 

novelty of the unforeseen development, she was provided evry time with a sketch of shape and general structure of each 

giornata. The choice of colors was left to her. Rădoi oriented herself according to Kawata’s selection of pigments, 

combinations, and stroke techniques.

S. Kawata’s characteristic brushwork involves overlapping layers of pure color, creating vibrant surfaces through the 

interplay of transparency and luminosity. From the perspective of fresco history, this approach is particularly welcome, 

as the colors unfold vividly. Kawata’s aquarellesque palette is his most masterful, serving as the colporteurs of the 

messages of his artworks.

However, despite numerous attempts to reproduce Kawata’s technique - spending time observing him, analyzing the 

painting, or even borrowing his brushes - E. Rădoi’s efforts to match the mastery of the muralist only pushed her further 

away. Imitating his strokes as faithfully as possible actually derailed the aesthetic outcome. It was only when Rădoi opted 

for different brushes and developed her own strokes that her giornatas could harmonize with his.

The G
ap

Work stages - Giornatas and Composition 
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Unintentionally, but in line with Michel Serres’ concept of “algorithmic thinking”, S. Kawata redeveloped the overall 

composition daily - and sometimes several times a day. After each new pair of giornatas, he would abandon the 

previous plan and devise a new one.

Already in the second half of Phase One, the work reached a new intensity, amplified by the parallel preparation of 

two public events: an Artist Talk and a Workshop.

Although the initial focus of this phase - and of the project as a whole - was on  kneading, connections, dialogue, and 

physical engagement, following a feminist materialist approach, the outcome became more entangled than the 

anticipated best-case scenario.

While working on the giornattas, the team - and especially S. Kawata - became naturally woven into the fabric of 

Kypseli ,  as well  as into the dynamics of the team, the hosts,  and even the bookshop’s resident pet.  Kawata 

reverberated within the fresco the various realities or the surroundings, going as far as to incorporate in his work of 

art the effortfully painting fragments of his colleague. Now assuming the leading role of muralist master, Kawata 

tilted the project outward, by while simultaneously agglutinating himself elements of the milieu he encountered daily. 

The G
ap

Work stages - Giornatas and Composition 
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Videos

23April 2025 - Preparation of the mortar
https://vimeo.com/user21648059/review/1131676160/1619bc686e

23April 2025 - Preparation of the mortar
https://vimeo.com/user21648059/review/1131590966/4ce24a7d0e

23April 2025 - Preparation of the mortar
https://vimeo.com/user21648059/review/1131590710/65ba690996

25April 2025 - Pigments
https://vimeo.com/user21648059/review/1131588547/2c062f7cc3

26April 2025 - Pigments
https://vimeo.com/user21648059/review/1131438134/28d78d42ac

1May 2025 - Pigments
https://vimeo.com/user21648059/review/1131433717/2a4d04999c

1May 2025 - Pigments
https://vimeo.com/user21648059/review/1131435570/ae71f45dd8

3May 2025 - Giornatas and Composition
https://vimeo.com/user21648059/review/1131435501/bb32472e51

3May 2025 - Giornatas and Composition
https://vimeo.com/user21648059/review/1131430411/2ede91bc08

7May 2025 - Giornatas and Composition
https://vimeo.com/user21648059/review/1131424070/1377301fe8

11May 2025 - Giornatas and Composition
https://vimeo.com/user21648059/review/1131416767/90c7c47a07

Password for all videos : thegap01



Artist Talk
9 May 2025, 19:30

Goethe Institute Athens
Omirou 14-16, Athens 106 72, Greece
https://www.goethe.de/ins/gr/de/sta/ath/ver.cfm?event_id=26592411

Workshop “FRESCOSERRES” 
14 May 2025, 19:00 

Goethe Institute Athens
Omirou 14-16, Athens 106 72, Greece
https://www.goethe.de/ins/gr/de/ver.cfm?event_id=26667839

Project presentation and discussion
13 May 2025, 17:00
Venue: Athens School of Fine Arts
Pireos, Ag. Ioannis Rentis 182 33, Greece
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Participants (in alphabetic order)

Satoshi Kawata is mural artist based in the Kyoto Prefecture, Japan. He holds a BA as well as a MA in painting from the Kyoto City 
University of Arts. In his works, he often employs the fresco technique, as well as enamel or ceramic, while drawing inspiration for his 
compositions from the landscapes of the Japanese suburbs. His latest solo exhibition “Techne for the public” was held at The 
Triangle, KYOCERA Museum of Art, Kyoto in 2024, and participated in the “MOT Annual 2024 on the imagined terrain” group 
exhibition at the Museum of Contemporary Art Tokyo. He received the Kyoto Prefectural Cultural Incentive Prize and the Grand 
prize of Koji Kinutani Awards, both in 2025.

Rengina Korkovelou is a photographer and visual artist based in Athens, Greece, completing her bachelor of Photography and Visual 
Arts at University of West Attica. She is currently undertaking an internship in Istanbul, where she works as a visiting lecturer and 
professor’s assistant at Beykoz University contributing both to lectures and to research regarding psychogeography as a photographic 
methodology. She holds experience in self-publications of photography and and art books (“Conversations on paper”, (2025) «Μέχρι 
να διαβάσω τα σήματα», 2024, «Los fantasmas son blancos pero ella es transparente, 2023, «όλα ήταν καλά μέχρι που ήρθε ένα μεγάλο 
πράγμα», 2021, «τσίζκεικ», 2021). Her work alternates between moving and still image, exploring the ways of storytelling using 
photography, film, and mixed-media installations.

Elena Rădoi is PhD Candidate in Media Theory at the Bauhaus-Universität Weimar, Germany. She holds a BA in Restauration from 
the National University of Arts, Bucharest, and a MA in German Studies from the University Bucharest. She currently researches gaps 
from an interdisciplinary perspective, focusing on their epistemic potential as ontologies of absence. Latest publications: “Dirty Ruins 
and their Online Afterlives” , sITA 11/2023 .

Thodoris Saitis is a visual artist based in Athens. He studied Painting at the Athens School of Fine Arts, where he is now pursuing a 
Master’s degree in Visual Arts. His practice spans painting, installation, and image-making, combining analog and digital media as 
temporal densities that offer a poetic reading of experience. Influenced by phenomenology, architecture, and cultural anthropology, 
his work investigates notions of belonging, transition, and silence as experiential space. He has also completed studies in Public 
Administration (Panteion University), a Master’s degree in History with specialization in the methodology of editing historical sources 
(Ionian University), Social Design – Interior Architecture (University of West Attica), and a second Fine Arts specialization in New 
Media with emphasis on contemporary fine art photography (Aristotle University of Thessaloniki).

Moderator AT: 
Maria Vara is Special Teaching Fellow at the Department of Art Theory and History, Athens School of Fine Arts. She holds an MA in 
Fiction from the University of East Anglia (Norwich, UK) and a PhD in Literature - funded by the Greek State Scholarships 
Foundation - from the School of English, Aristotle University (Thessaloniki, Greece). She has researched, taught and published widely 
on the influence of the Gothic on visual culture. Latest publication: “The Bleeding Nun Magic Lantern Slide as a Cultural Condenser 
of the Gothic” in “Visions of the Sick Body” 2024.
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The Gap
Phase One

Athens

Venue: 
Literature House Bookshop

Ioánnou Drosopoúlou 67, Athina 112 57

Participants (in alphabetic order) :
Satoshi Kawata

Elena Rădoi
Regina Korkovelou

Thodoris Saitis
Maria Vara

Concept :
Elena Rădoi

With photographic contributions from :
Regina Korkovelou (page 6,11,14,15,16) 

Thodoris Saitis (page 9) 
Andrei Ivan (page 2)

14 April - 17May 2025

Web:

www.thegapproject.com

Project report by Satoshi Kawata and Elena Rădoi


