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BIOTPA®IKO YHMEIQMA

1937

1948 IT1ye oty Ovyyopia katd tn Sudpketo Tov gpudu-
Aiov moAépov otny EAAdda.

1953-57 Zmovdace otnv Enoyyeipatikn AsvtepoBddua
Tyori Kooy kot Epappoopévov Teyvav, pe da-
oxdhoug to Laypddo AdLho Mickotg Kt To YAUTTN
T6Led Zopoykv.

1957-62 EZmovdace otny Akadnulo Kaidv Texyvov tng Ovy-
yapiag, pe ddokaro To yAmin Zdvtop Mikovg.

1962-72  Méhog tov Epyactnpiov Néwv Kohhiteyvdv

1962 "Eyve péhog tou Idpvpatog Téyvng tng Anpokpa-
tiag Tov Ovyypikov Aaov.

1968 "Eywve pérog tng "Evaong Ovyypov KakAiteyvov

BPABEIA

1966 Bpabeio Epyaoctnplov Néwv KarAiteyvav

1967 Agvtepo BpouBeio otov EBvikd Atayovioud Aéviv

1967 BpaBsio Epyactnpiov Néwv Kariiteyvov

1969 Bpabeio Epyaotnpiov Néav Kariiteyvdv

1968 BpuBeio Movvkacv.

TevviiOnke otn Adid, éva xopd xovtd otnyv Ko-
GTopd.

EPT'A ZE AHMOZIEX XYAAOI'EXZ

Efvikn ITvaxod1ikn Ovyyapiag

Movaceio INdvoug Iavvovioug, ITéite
Movoeio Epyatikod Kivijpatog, Bovdonéotn
Movgceio ®épeviov Kdpoiv, Zévievipe
Movoelo Xéppav ‘Otto, Mickoitg

T'koiepi XdtBavi, Xd18av

ATOMIKEEX EKO@EZEIX

1972 'karepi Ztovvtio, Bovdanéotn

1975 [MoAtiotikn Etéymn, Kickovvyohog (pe tov Kdpoit
K\ipo)
TTortiotiké Kévtpo g Enapylog
KArog Mhvntiknig, Tdta

1977 HoMtiotikn Ztéym, Tdro

1981 Krmog IAvntikiig otnv 086 Bag, Bovdonéotn
I'karepi g Mopoikiog tov Kaiiiteyvov, Zévievipe

1983 oMtictikt] £téyn, Kiokovvyaiag

1989 Efvikn [Twvakobnkn ABnvaov

1991 National Gallery—Vigado Budapest



OMAAIKEL EKOQEXEIX

1965 ATO TOTE GUUHETEYEL GLVEXMG OTIG ETNOLEG exbéoelg
tov Epyactnpiov Néwv Kalliteyvdv 610 Movoeio
"Epvort tg Bovdanéotng

1968 91 E6vikr; ‘ExOson Kahov Teyveév, Méyapo Ex0é-
cemv, Bovdanéotn
Stovvtio °58-68, Méyapo ExBécesmv, Bovduméotn

1971 Tarévt Tov Afpov IMéotng, EOvikn TTvaxobrikn
Ovyyoplag, Bovduméotn
«Néa  ‘Epya», Méyapo Exbéceov, Bovdaméotn

1973 «Kohokaipt tov Zévtevipe», Ilohtiotiké Kévipo
T16led Attila, Zévievipe

1974 «To. mévte ypoévia g Hoporkiag tov Kariieyvoy
Tov Tévievepe», Tkakepi g Hopoikiog tov Kaiii-
TEYVOV, LEVIEVIPE

1976 «H Téyxvn tov Zévevipe», EOvikn TTwokodnKn

PAPACHRISTOS ANDREAS

BIOGRAPHY

1937 Born in the Lithia/Greece

1948 Came to Hungary as Child of Exile Parents

1953-57 Studied at the Fine and Applied Arts Vocational
Secondary School, his Masters were
Laszlé Miskolczy painter and
Jozsef Somogyi sculptor

1957-62 Member of the Young Artists Studio

1962 Became Member of the Art Found
of the Hungarian Peoples Republic

1968 Became of the Association of

Hungarian Artists

PRIZES

1966 Prize Of The Young Artists Studio
1967 National Lenin Competition 2nd Prize
1967 Prize Of The Young Artists Studio
1968 Prize Of The Young Artists Studio
1968 Prize Of The Young Artists Studio
1978 Munkaécsy Prize

WORKS IN PUBLIC COLLECTIONS

Hungarian National Gallery, Budapest
Janus Pannonius Museum, Pécs

Museum Of Labour Movement, Budapest
Karoly Ferenczy Museum, Szentendre
Otté Hermann Museum, Miskolc
Hatvani Gallery, Hatvan

ONE MAN SHOWS

1972 Studio Gallery, Budapest

1975 Cultural House, Kiskunhalas
(With Kéroly Klimd)

1975 Country Cultura] Centre
sculptural Garden, Tata

1977 Cultural House, Tata

1981 Sculptural Garden at the
Vas Street, Budapest

1977

1978

1980

1982

Ovyyaplag, Bovdarnéotn
«IIpécona  xor Ienpopsvoy,
XdtBav

Movoeio Box Mnrdttiay, [xerepl tng EAAnviknig
ExkAnotiog, Bak

TaAévi tov Afpov Iléotng, Movoeio dépevicy
Kdpohrv, Zévtevpe

«H Ovyypikny Téyvn ta tehevtaio 35 APOVIOY,
Mopyog Adunepyk, Mop

"Exbeon otov Knmo g Aéoyng tov AE1OPOTIKOV,
Mrahotovkévele

Tlapovsiaoe emiong €pyc tov OGNV 6m Mmievvike
Néov tov Hapiooy (1969), otn Biévvn (Ovyypiké
KoXréyio 1970), otn Mmievvdhe Tov Beypadiov,
Méoya, T Ztokydiun kot tnv Abva.

Txorepl XdtBav,

1981 Gallery of the Artists Conony
Szentendre

1983 Cultural House, Kiskunhalas

1987 Cultural House, Szentendre

1989 National Gallery, Athens

1991 Vigado Gallery with National
Gallery, Budapest

COLLECTIVE SHOWS

1965

1968

1971

1973

1974

1976

1977
1978

1980

1982

From this time on he constantly participates at the an-
nual exhibition of the Young Artists’ Studio at the
Ernst Museum in Budapest

9th National Fine Arts Exhibition, Palace of Exchi-
bitions, Budapest

Studio ’58-'68, Palace of Exhibitions, Budapest
Pest Country Salon, Hungarian National Gallery,
Budapest

«New Works», Palace of Exhibitions, Budapest
«Summer of Szentendre», Jozsef Attila Cultural Cen-
tre, Szentendre

«The Five Years of the Szentendre Artists’ Colony»,
Gallery of the Artists’ Colony, Szentendre

«The Art of Szentendre», Hungarian National Gallery,
Budapest

«Faces and Fates», Hatvani Gallery, Hatvan

Vak Botty4n Museum, Gallery of the Greek Church,
Vic

Pest Country Salon, Ferenczy Kédroly Museum, Szen-
tentre

«Hungarian Art in the Last 35 Years», Lamberg
Castle, Mor

Exhibition in the Park of the Officer’s Resort, Bala-
tonkeneses

His works were also exhibited at the 6th Youth
Biennale of Paris (1969), in Wien (Collegium
Hungaricum, 1970), in Mindelheim, Belgrade,
Moscow, Stockholm and Athens.
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ITAITAXPIZTOXZ ANAPEAX

H ANOPQITINH MOP®H AN EK®PAXTIKH AYNATOTHTA
KAI TAN KAOGOAIKH AEIA

IvOGoTOC GTOV EVPONAIKS KUAALITEYVIKG XMPO Kol 1810iTepa oTNV
Ovyyopio, OTOL £)EL TAPOLCLAGEL EPYA TOL OF nin0og ekBéoelg, aArd
kot oty EALGSa and tny £k0eon} Tov to 1989 oty EOQvikn] ITivaxobn-
k' o Momaypictog Avdpgag, propel va Oewpnbel cav pa yapaxtnpt-
oTIKT] TEPITTOGT dnpovpyod pag g dracropds. Kot Tapd TO YEYO-
voc 6Tt peretntég oty Ovyyaplo TOV GUVOEOLY HE TNV Ovyypikn
téyvn? elvar évag dnpiovpydg mov dev €xel TimoTa £101Kd OvYyYPLKO.
MdAoTo, 0o o OpLepévn droyn Bdnpene va Bewpndel cav Snpiovp-
YOG TOL T TNV Hio TAELPE TOL HE TNV oYe00V AMOKAELCTIKN X PNOL-
HOTOINo™M TOL aVOPOTIVOL CMOUATOS KL TOL avOponivov TPOCMOTOL
KIVElTOL OTIC TPOEKTACELS TNG EAAMVIKNIG Topddoong Kat amd TNy
GAAT pe TNV aE0TOINOT KOTOKTHOE®V TNG EVPONATKNG TEXVNS Oh®V
o860V TOV TEPLESMY, £Vag KUAMTEXYNG GE EMadT] pe OREG TIG YOVILES
Statundoeic ¢ TérvNg. AAAG mépa amd kdbe edvikd 1) TOMIKOS TEpLo-
plopd 611 Sramiotdvel kdbe peleTnTig TOL £pYOL TOL [MaraypicTov,
glvon OTL PE AVTOV EYOVLE VA TPOTKIGUEVO KOl TPOCOTIKO dnpiovpyo,
YAUTTN Kot TAdoTN TaLTOY POV’ TOL KATOPHHOVEL TAVTO VO KAVEL TIG
npoBécelc Tov popdr| Kot Tig avalNToels ToL EKGPACTIKN OAOKAT| po-
on. Me 10 avBpdnivo cdpe kot To avlpdnivo tpdcmno, cav depoto-
ypadikéc adetnpisg o Ianaypictog katopddvel va exppdlet Ohec TG
GUVOVTHOELG TOL HE TNV 1oToplo kot T (o1, dniad to napekbov kat
10 TPV Kal va divel clvora ov emBdilovtal pe Tig kadopd ThacTi-
kéc Tovg a&ieg. Ty AtdtnTo Kot TNV pELGTOTNTA TOV TEPLY POUUATOV,
TNV GUVEPYAGTO 1 TIG UVTIOECELS TOV OYKMYV, TIG 0PHOVIKES petoBdoeig
KoL TIG TOHES TV EMLGAVELDV, TNV GTATIKN 1 Suvapiky Kivion tov
aEévov, TV BeTIKN 1 apvnTiky cOVIECT TOV HOPGOV HE TOV X MPO.
"Etol dev eivar n Bspatoypadio mov nailer kabopiotikd poro otnv
vavmtikt kot mhactiky tov Hoamaypictov, o meploptopdsg Tov dniadn
6TO AVOPATLYO GOuA KoL TO avOpdOTIVO TPECHOTO, GALL TO TPOCHOTIKO
popdomhactikd AeEihdyto, pe to omoio petadépoviar otov Heatr ta
ekdpaCTIKA oTOLYE(D KOl TO ECOTEPIKO TEPIEXOUEVO TOV EPYMV TOVL.
[Ipwv mpoywpricovpe Sumg (owg Tpénel va peivovpe e Alya Bloypa-
drxa otoryela yio tov Iamaypicto Avopéa.

O Manaypictog Avdpsag yevvrOnke otn Abd pikpo xopto Kovtd
omv Kactopid to 1937* ki oto évdeka tov xpovia 1o 1948 o epdu-
AOG TOLEROS TOV £810EE X®PIG TNV OIKOYEVELD TOL 0md TNV Tatpida
Tov. Oa kotadvyer oty Ouyyapia Kot HOvo TEVTE X POVIO 0PYOTEPQ TO
1953 Qo pmopéoet vo. apyioel T1G KOAALTEYVIKEG CTOVOEG TOV GTNV
Enayyelpotiky AsvtepoBdduio Tyodn Koakov xar Edappocpévov
Teyvav, pe dackdrovg tov otn {oypadikn tov AdCho Miockotg kot
ot yAurtiky 1o T16led Topoykv. Exel Bo teAE1DCEL TIG GTOVOEG TOV
10 1957, ko v meptodo 1957-1962 Oa 115 cvveyicel otnv Axadnpuio
Karov Teyvodv tng Ovyyapiag pe SGGKAAS TOL 6TN YALTLTIKY| TOV Zdv-
t0p Mikoug. Mg 10 T6h0G T@V 6ToLddY Tov T0 1962 yivetal pEAOG Tov
gpyactnpiov Néov Koikiteyvdv kot Ty idia gpovid €yive kat LEAog
tov Idpvpatog Téyvng tng Anpokpatiag tng Ovyyapiog. Alyo ypovia
apydTepo kat cuykekpipéva to 1968 Ba yiver kat pérog tov Ouyypikov
Kolitteyvikov Empeintnpiov, evd Ba apyloet va napovoidletl Epya



10U o& OpAdIKEG EKOECELS 0O TO 1965 o1 to 1966 0a md.pet to Bpabeio
tov Epyootnpiov Néwv KaAteyvoy. Ané to 1972 fo apyloetl va
Te.pOVCLALEL EPYQ TOV KL G arTopikég ekDEGELS, EVA £PYa TOL TAPOL-
cidoTnkay ektés and dAra KEVTpa Kot STy 61 Mmievvaie NE@V TOL
Hapieiod 1o 1969. O Manaypictos gpyaletar oty EAAGSa o TEAEL-
taio ypovie ahAd epydleTar Kol oTO atelté Tov ot Bovdanéotn.

ITépa and TG Alyeg auTég Broypadirég TAnpodopieg 6o TO MEPLE-
YOUEVO TOV KOTOKTNOEDV TNG yhomtikig tov IManaypictov Lo povE
vo, Ti¢ KotahdBovpe KoAVTEPT OV TANGLEGOLHE TEPLGTOTEPO UEPLKES
oS TIC MO YOPUKTNPICTIKEG npoonddetég Tov. Ta £pya mOL TAPOL-
sialovtor oto Titdviovp elvat 4ho. Sovhepéva oTov Mrpodvilo kat
oha €xovv cav adpetnpio T0 avOpdnivo copa Kat To avbpdnivo npod-
cono. Mg ta épyo TOL QUTE TEPVE OUGLUGTLKG 0 KOAMTELVNG amd TNV
YAOTTIKY TNV TAAGTIKY, abol 01 TEPLEGOTEPES amd TG TOAOLOTEPEG
npocmdfeteg Tov MTAV SOVAEUEVEG OTNV nétpa. Avtd Tov dlvel TV
SuvaTéTN T VO, aELOTOLCEL KAAUTEPOD, TOV YOPAKTI P TOV VAK®OV TOV
KL Vo, ThoLTIGEL Ko pie Véeg exdpacTikég atleg Ty popdoTANGTIKNY
Tov yAhoca. ‘Oneg elvar yvooté nhooTiky et oav adeTnplo TG
70, poharkd VALKA TOV HETAPEPOVTAL OTN GuvéxELD GTO. OKAN PG, PETAAQ
cuvr0wg, YEYOVOG OV EMITPEMEL KU1 VEOLG GLVSLAGHOVG KOl VEO HOP-
domhaotikd AeEihoyio. Moti pe tnv kafopd TpocheTiicn mopeia TS, N
TAAGTIKT] SIVEL GTO £PY0 TEPLGOOTEPO 0PYOVIKS XUPAKTIPQ, HEYOAD-
TepT KLVNTIKOTNTO Ko ehevBepia, emBdAAEL 1810{TEPQ TO PEVOTA TEPL-
ypappote, EMTPENEL TGO TO PEOALGTIKA OTOUYEL GO KAl TNV GYXMHA-
"romoinom kot StokpiveTal yio Tov SUVOLGHS KO TOV EMEKTOTIKS TNG
npocavatorops. To xopaxtn PLOTIKG 0V TO SlamicTdvel KOVELG Kal
o0 £pya tov IManaypictov, Tov napd To YEYovog OTL dratnpovv Kot
pepikd and To YOPAKTNPLOTIKG, TOV EPYOV OV nétpa, GpTdvovv e
véeg eKPPUOTIKEG OLATUTOCELS. J'O,n oMueLdYETAL EVKOAG OTO EPYQ
tov [Manaypictov TEPe and Ty dpTie, TEYVIKT] TOVG EKTELECT ElvaL KO
70 6TL QLTOG Ol HOVO O TPOLKIGHEVOS OAAG KoL YEVVIHEVOG anpane‘
VO, TOVHE YAUTTING Ko TAGOTNG, dev mepropiletan oyeddv mOTE GTNV
ol eEmTePIKT] PEAMOTIKN neprypodr. Kar akopn ot dev nepropile-
10l O€ id LOVO GTUAMGTIKN katevuvon dAAd pag divel ota £pya Tov,
GUVOVTHOELG KOl GUVOHIAIEG, HE O TO. pevpoTo. TOV TOPELHOVTOG Kat
Tov mapdévtog. Kot o8 Kapud mepintmon deV EYOLHE L0l GAT] X PMOLHO-
ToiNoN YVOOTOV Kol EEVOV TOR@Y, OAAG Lo, vED Kol YOVIUN petadopd
70V & Kabupd TPOCOTIKEG EKPPACTIKES afiec pe TAN00G TPOEKTAGELS.
Kdtoyog TOV TUTOY TOGO TG AANVIKNG KAOOGIKNG YALTTIKTG 65O
KOL QUTMOV TNG 0V yEVYNoNG Kot TOV PO PGK, TOL JEKATOL EVOTOL KAl
7OV £1KOGTOY aidve, £xEL TNV dLVOTOTNTO Ko Bpickel Tn dvvaun va
TPOYOPTCEL HOKPUTEPTL. X pnoiponotel cTorygia ané 1o mapeOOV KoL
70 TapoV cav epebiopota Ko adeTn piec y1a va prdoet og &va koo pd
TPOCOTLKS POPGOTAUCTIKO AEEINOY10, e TNV ELdOCT TOTE GTOV poOLO
1OV OYKOV KoL TOTE GTOV Y OPUKTHPO TOV eMPUVELDY, TOV EMEKTOUTIKS
TEPIEYOUEVO TOV HOPHOV KOl TNV Gynuatonoinom, Ta Suvapkd M to.
TAONTIKG Y APOKTNPICTIKG TOV GUVOAOV.

Me 11 oelpd. AVanauOUEVES LII, xou III éy00pe TPELG YOPAKTNPL-
otikée mpoonadeieg Tov Tamaypictov. IIpoKkettal Yo Py oTe OToio
1 OYNHOTOTOINGT TOV HOPODV X PNOIHOTOIELTAL Y10 VO TOVIGEL TOV
pOrO TV OYKOV KAl VO OMOKAT|POGEL KUAVTEPD, TO TEPLEYOHEVO TOL
fépatog. ‘Brol oty Avamavdpevn T glval M KAELGTOTNTA TOV TEPL-
ypappdtov kot 1 dtadoy tov SyK®V oV divOouy 0TO GYNHATOTO-
pévo avhpdTIVo COH autd To alchnue TG XUALPOONG TOL Eival TO




TEPLEXOIEVO TOL EpYou. Me avaroyo Tpono exdpdletor 0 KaAMTEX VNG
xat 610 Avamavduevn I, 6mov éyovpe cadpEotepa Tov TEPLOPLOHS TOL
oodpatog oto Tépoo® 1o onolo emiTpénel pia LEYOAVTEPT] KOLL CUVEKTL-
KOTEPT GLVEPYATTO TOV TAAGTIKOV OYKMV. Me 10 Avaravduevn II1 o
[Momoy pictog cuvdvdlet TV AyOTepo EVIovn GYMHATOTOINCN HE pid
pEYAADTEP KIVNON TOV EMTES®V, TOL divouv Kol VEEG EKPPUCTIKEG
nPoEKTAcElg 6TO0 oUvoro. Me v Kabiotr I vvaike Y OVUE Hio GAAN
YOPOKTNPLOTIKT] TPOCTAPELD, GTNV OOl LE TNV £udoon oTo PELCTA
TEPLY PAUHOTO, TOV TOVIGUS TMV HOAOKOV KOUTUAOY POHLOV OYKOV KoL
7OV KT [EPOLG TOL CMUATOG TO GOVOAO K palet 6L TO TEPIEXOUEVO
Tov Bépatoc. Me avaloyo Tpomo exppdletor o KOAMTEY VNG Kol OTN
oeipd Iovatiotés I'vvaikeg, 6mov Kol TEAL e TNV LETOPOPE TOV KEV-
Tpov ToL BEpovg 6To £va 1} To GARo onpelo katopOovel va ddoet da-
dopetikég dootdoelg Tov Bépatoc. ‘Etor oto TIovatiotn) Tvvaika 1
avTi04TEL T0 EMAVE® PE TO KETO HEPOG TOL COUATOS, TNV kabeToTNTA TOV
emdve pe ta oplidviia otolyeia Tov KAT® pEPOLG Y10 VO. dDCEL O
kabopd Thaotikég afies Oho Tov xapoxtipa Tov Béuatoc. Y10 I'ovarti-
otij Tovaixa IT glvor ot kKAEloTEG eMPAVELES KOL O GLVOLACUOG TOV
KOPTUAGHOPPOY OYKMV oL eKGPALovY pe drapopeTiKd TpOTO OARG
TOAL pe EOLPETIKT] MELGTIKOTNTO TO MEPLEYOHEVO TOV 0épotog. AMAG
ot e oMY o Tovicpévn oynpatonoinon a TPOY®P1oEL O KOAAL-
téyvng otn Tovatiotr Tvvaika 11T omov PELOTOTNTO KOl EVOTNTO TOV
TEPIYPAPUATOV Kol €pdacn oTig avTifEoelg Tov OyKkmv divovv 1oV
TOVO.

H éudacm oTo opyoviKo Kot M GYMUATOTOINCN TOV HOPPOV ETL-
TPETOLY GTOV KAAMTEYVT VO OLOKAT POVEL He kadapd ThaoTikég atieg
Oh0 10 E0MTEPLKS TEPLEXOpEVO TV Bepdtov Tov. ‘Etot 610 YKenTO-
uevn Tvvaika mov divetar Eviova oynportonompévn eivar ot ToAAa-
Aol GEOVEG KAl Ol EVOAAOYEG TOV EMMESOV HE TNV GLUVOHIALL. TOV
oykov Tov divovy pe eEalpeTiky cudrveld OLeC TIG OLUCTOOELG TOV
0épotog. Me ta Sumhopéva kanmg Tédia, TV YopTi TAATT KO TO OKL-
$16 ke o Ianaypictov ekPpalet AN TV npooTdeta oL amaitel
N okéyn ot yovaika avty. Me to Mnrépa kat Ia1df o KeAMTEYVNG
anodpedysl TOV KAOLEPOUEVO TUTTO anddoong Tov BERaTOg Yo VoL KOTO-
AMEel og éva GOVORO TOL HE TO. EViaia Kol pevsTd TEPLYPAUHOTE KO
TV TOVIGHEVT KaBETOTNTA TAPOLCIELETAL GAV VO GLYYWVEVEL TIG BVO
popdéc oe pua: O ovvdvacudg kabetdtnTag TOV LopP@V Kot AlTOTNTAG
KAt EVOTNTAC TOV TEPLYPappdTov, pall pe tny TpoTiunom NG onédo-
OIS TOV GUVOLOL GTOV TUTO TOV TOPGO BiVeL kofohucoTnTa Ko dray po-
viké yopaktrpa oto Bépa. Tig duvatdTeS TG nAactikng Tov Iamo-
% PIGTOL TG SLUMGTOVEL KAVEIG GE EPYO TOL GAV TO Ivér Xopevtpia, 10
Aykaliaopgévor xar 1o Moipeg. Zto Ivé Xopevtpia onddoon oV
oYKV eVaAAYEG EMTESMY, GUUTAOKN empaveldv 0o emBdiiovy
™V kivnon cav kafoploTiké TePLEYGHEVO TOV £pyov. O Tpomog |e TOV
omol0 AVOTTUGGOVTOL Ol HOPDEC LE TO. CTOVPOUEVE OB, TPOG TN
OYETIKG, AEMTY MECT, TG TOVICHEVQ otdn ya vo ketaAiEovy oto
KOVIKS Kammg Kedparl Sha vroBdiiovy Ty kivnon. Kivnon wov Tovi-
{etal amd TV avanTuEn Tov OYK®V gvioyveTon and Tovg AEOVES TMV
popddV Kol OROKANPOVETAL ATO TN otpodn tov kedoiiov. Edd o
YOPOC TNG YOPEVTPLAG TEPQ 0md KdDe neprypad1] vroBaAleTaL AT TIG
mhootikég abieg kot TG EVOAAAYEG TMV YOPOKTNPLOTIKMY TOL £PYOV.
Me 10 AykaAlaouEVoL givVal TEPIGTOTEPO OL avTI0£0ELG TOV OYK®MY TOV
KAT® KoL TOL ETAVO PEPOVG TTov divovy Tov Tévo. "Oneg 6To Mntépa
wcon oSt xan €86 £(vol M EVOTITO, TOV TEPLY PARUATOV KoL O SLVLE-




GUOG TOV eMNESOV TOL eKPPAlovy TO0 E0MTEPLKO TEPLEYOUEVO TOV
0¢patog. Me to Tpeis Moipes pog diver o Tlarmayplotog pia Tpocmd-
Beta mov GuVBEETaL TIEPLOTOTEPO pE TIC TPooTdheieg Tov oty métpa. H
otatikotnTa Kot 1 Bapvtnta tov popdodv pall pe v avetnpdTnT
KOL TNV ALITOTNTO TOV TEPLYPOUHATMOV KIVOUVTUL TOAS KOVTd OTIg
TPocomadeléc Tov oTNV méTpa. To £pyo mEpa amd avtd dtaxpivetal mapd
TO MEPLOPLCHEVO TOL HEYEDOC Yo [l ECOTEPLKT] LVNUELAKOTNTO TOV
tovifetat kot and v aroduyn Kdhe TUPUTAN POUATIKOU 0VEKSOTOAO-
Y1IKOU TUTOL KOl GTNV €NLBOAT TOL TUTLKOU GTO £181KO Kol TOv KoHoAt-
KOV 010 atouikd. O Motpeg napovoidloviatl o€ e omdilutn votnTa
cav va givat depéves peta&d toug pe eEovoia, otnv yévvnon, 1 Lon
Kot to Odvato, otorxeic mov vroBdALOVTOL Kol and TG TAOCTIKEG
xabapd afieg. |

Mua axoun ceipd Epyomv mov tepovoidletal 6to «Trtdviovw elvat
ta. Kedpdiia kot avtd oe prnpodvilo, 6mwg naraidtepa kepdiia Tov
KoMt vn Noav Soviepéva otny métpa. TNV KoTNnyopla ovth tov
EpyoV damoTdveEL Kavels capéotepo Ty Tpoonddeid Tov v ddoet
KOl e TOug TITAOLG TNV emadT] TOL HE TNV TACGTIKT TOL Tapehbdviog
Kol Tov Tapdvtog. ‘Etot mapd 10 yeyovog 0Tt uTodNAMVEL He TOV TITAO
v adetnpio Tov epediopatos Tov, dev Eyovpe mote pia doviikr eEdp-
mon and ta Eéva npdtuna. Mdviwg cvykiovioTikd givat to. Kepdiia
Tov Outjpovr. O kaAlitéyvns otnv mepintoon avty ¢aivetarl va tpo-
oeyyilel ta kepdia Syt Tov Ouripov, aAld twv ouripwv tov PaTPLes.

Zovdvalel katd €va kabopd TPocONIKS TPOTO TOV HEYEAO EMLKO
TOUNTN LOG HE TOVG OUNPOVG OAMV TOV TOAEUOV KAl TOV KATATPEYUDV
pog. Me tnv mepLlopioiévn GYNIOTOTOIN G, T0 ddelo aALd TOv KUTE-
Covv ymid pdtia, v OAn ékdpoon Tov TPOcHOTOL, 181aiTEPL GTA
‘Ounpog I xar III pag dtvel tov ‘Ounpo ooy GUnpo tev 0poud oy Tov.
Me 1o Tothhkd mapd v mepddpact yothikdv TonOV, paviihil,
Koounua otV tapudn tov, elval tdit ta kebupd Tpocmnikd cToryeia
nov divovv tov tovo. To odrypévo oTdpa, Ta KAEIGTH HATIo KAl O GUV-
dvacog peydAmV eMPAVELDV KOl TTUXOOEMY. 2T0 KePdAl EAANVI-
o106 deV Y PNOLUOTOLOBVTAL GTOLX el TG KAUCOIKT|G TAASTIKNG ARG
po oVLevEn apyaik®v Kot AaiKOTPOn®OV TUT®YV, TOL T0 Thoutilovy te
£V0L TEPIGCOTEPO OPAUATIKO TEPIEYOUEVO TO £PY0. ZTO KEDIM Avaydv-
VNON MAAL £XOVHE IO TPOCOTLKT] Y PTOLLOTOINGT CUYYPOVOV THTMY
Kal Aydtepo otolyelov g avayévvnong. Evd oto keddht Mrapdx
TOPG TOV TOVIGHO TV LoAM®V T0 mpdowmo Bupiler tnv mepidnun
Havoyia oty ewcéva g Mavaylag pe tny Ayio "Avva kat to Xpioto
Tov Mafdtow’. tn ceipd tov pe titho DNuvaikeio Keddil dmmg to
ap1f. 4 avayvopiletot n cOVIEST] TOL pe £pya ToL MOVTIAMAVL EVEH GTO
ap. III n enadn tov pe tov KuBiopd.

H fote xor odviopn avtn mpocéyyion o pepikég amd Tig o
XOPAKTNPLoTIKES Tpoondbeieg Tov IManaypictov, £pya tov OAa ot
umpovvifo dev adrivouvv kapid appiBoria yia tnv yvnoidtnta Kot tnv
exppactikry dvvaun tov Epymv. O kaAlitéyvng avtdg pe adetnpio
navTo TNV avlpodnivn popdn Kot pe PophotiacTikd AeE1LOYI0 GTO
omoio afiomotovvtat ot Kubapd thaotikég abiec pag divel cvvoro mov
emBdiiovtal pe TV mNyodTNTo KAl TNV OHECHTNTO TNG YADCGTOC
Tovg. Me TV MTéTNTa KOl TNV OYNUATOTOINGT TOV LOPPdY, TNV OTo-
Py ™G pEaMOTIKNG TEPLYPAGTS KO TOV AVEKSOTOAOYIKMOV TUT®MV,
KotopOdvel mavto va divel To KaBoAKO Kot dlaypovikd mepteySHevo
TV Bepdtov Tov. Eivatl mavta o cuvdvaopdg tov 6Oykmv kat 1 Stadoym
TOV eMTESWV, O TOVIGUOG TOL eVAG 1] Tov dAAov GTolyElov, ToLv divouy




£0MTEPIKOTNTA KOL eKPPOOTIKEG TPOEKTACELG OTA EPYOL TOV. ITpdxer-
TOL Y10 Pl TAOGTIKY) —OTe¢ Kol yAontikr)— mov dtakpivetal yia Ty
nodTNTO Kot TNV oAj0gio Tov SLOTLTOGEDY TNG, Y10, TNV OLOKA|pmCT
me Gwvig TG, HOVO HE TNV aklonoinon tov kadapd TAACTIK®OV
afidv. T po TAACTIKY Kal yhortikty mov neibet Tov Osotn) Y0 TG
SUVOTOTNTEG TOL dMHULOVPYOY TNG VA ekppdleL TIG GLVAVTNOELS TOV HE
TOV KOGHO KOl TIG GLYKIVIGELG TOV amd TV Lomn, He TV ethkpivelo Kot
TOV TAOUTO TNG YADOTOG TNG.

Oxt®Bprog 1992

XPYZANGOX XPHETOY

kofnynTig TG LoToplog TNG TEXVNG
Axadnpoikog

THMEIQXEIZ

1. H ¢kBgom mopovoidotnke oty Ebvikn IMivakodnixn tov Mdio tov 1989 ota
TAOIGIE TOV SLEKPUTIKGY AVTaALAYDV TOV Yrovpyeiov [ortiopot g EALdS0g
ko1 Tov Ymovpyeiov [Moitticpov g Anpokpotiag g ‘Ovyyeplog, He Keipeva
tov Aopdvt Mrepévrokt, Atevbovtr g Efviknic Iivaxodrkng g Ovyyaplog
o11] Boudaméotn Kot 1oV I6TOPIKOV TG téyvng Adylog Népet kat ZovGav DExep,
nov avadpépoval 1daitepa 6T £PYH TOL G TETPOL.

2. TIpBA. Inpeimpo tov Kalman Bolgar otov Kordhoyo tng ékdeong tov Iamaypi-
otov ot National Gallery VIGADO g Bovdamnéotng tov Mdio tov 1991.

3. ‘Towc mpémel va onpelmdel kol 8@ M Sudkpion YALTTIKNG TAACTIKNG. Me v
yAvmTikn éxovpe adaipeon LAKOU GTO SoUkepa 1d1aitepa TNG TETPAG, EVE TNV
TAaGTIKY €xovpe TpocHikn vikov, yiati o KaAATEY VNG epyaleTal apyikd pe
AS, kepl, YOWO, TARCTIAIVY KAl HE Sapopeg mpocOnikes prdver oIy wopdn
mov 0éLel Kal Wmopel, TNV ool OTN CUVEYEL petadépetol o& GKANPO LAIKO,
Kupiag og pétahio, YaAKO, urpovvtlo K.th.

4. ¥rov Katdhoyo tng ékBeong tov 1991 otny National Gallery VIGADO 1tng Bov-
Saméotng onpewdvel o Kalman Bolgar «oe pepikd ototyeia  yévynor tov ava-
depetar pe tnv xpovoroylo 1936, dAhot ypadouy 1938, adrd to mo mbavo glval
70 1937».

5. To Bépa f o tonog Tov Tépco, dnradi gvog TUNIOTOG TOv 0Vl p@Tivoy GrRITOG
£100yETal GTN OUYYXPOVN TEXVT and TOV Povtév Kol 0oPaidg GLUVIEETUL PE TNV
apyaia téxvn, Tov éxel GTACEL GE pag o8 TOMEC MEPINTAOCELG KOUHLATIOGUET.
Kot pe Tov 1vmo tov Tépso mov petd tov Povtév Oa xpnoponondel and toAiovg
YAVOTTEG EMOIOKETOL P10l S1eHPLVCT TOL TEPLEYOUEVOL TOV B4POTOC —TOL COHUATOG
yopic xépta, TOdL0 KoL KePai— and Tov idro Tov Beatny. '

6. O Jan Fautrier 1898-1964 60, ddoel v mepidnun oceipd twV O] pP®V TOV, TOV
glvat povo keddhia Loypadriopeva ta ypovia 1943-44, mov mpOKAAEGAV GLYKAO-
VioTiKY evidnoon to 1945 otav egetebnoay. [1pBL. Xp. Xovotov. H Zaypadikn
zov Ewkootod Awdva. H Téxvn ta petamolepikd Xpovia TOp. " ABfva 1981 ceh.
94 ¢.

7. O Madroto, Tomaso di Giovanni di Simone Guidi, Masaccio 1401-1428 &ivat
gvag amd TOVG PEYAAOVG SNHIOVPYOUS TG TPADIUNG AVayEVVNONG Kol TO £pY0 TOL
avté Bpicketar oto Movoeio UFFICI g dropevriag.



PAPACHRISTOS ANDREAS

THE HUMAN FIGURE AS MODE OF EXPRESSION
AND UNIVERSAL VALUE

Papachristos Andreas is well known in the European art scene,
especially in Hungary, where he has taken part in numerous exhibi-
tions, but is also well known in Greece, through his exhibition at the
National Gallery, in 1989". Papachristos can be considered as a typical
example of our emigrated artists. Despite the fact that Hungarian
researchers associate him with their national art?, there is nothing espe-
cially Hungarian about his creations. Indeed, Papachristos should be
considered as moving within the extended Greek tradition, with his
almost exclusive use of the human body and face, as well as being in
touch with all fertile artistic expressions, through his adoption of Euro-
pean art elements from almost all periods. However, beyond any natio-
nal or geographical limitations, we can all see that this is a gifted crea-
tor, sculptor and modelist at the same time’®, who always succeeds in
turning his interions into form and his quests into expression using the
human body and face as his thematic starting point. Papachristos mana-
ges to express all his contacts with history and life, i.e. with the past and
the present, and produce works which impress with their purely plastic
values; the plain and fluid outlines, the harmonious or contrasting mas-
ses, the flowing transition of surfaces, the dynamic or static motion of
the axes, the positive or negative connection of the figures to the three-
dimensional space. Therefore, it is Papachristos personal creative
vocabulary, rather than his themes, that relates the elements of expres-
sion and the content of his works to the viewer.

Before we go any further, we should see a few things about his life.

Papachristos Andreas was born in Ethia, a small village near Kasto-
ria, in 1937%. In 1943, when he was 11, the Civil War seperated him
from his family, taking him away from the country. He settles in
Hungary and, in 1953, he begins his studies at the Professional Secon-
dary School of Fine and Applied Arts, with Lazlo Miskots and Josef
Somagy as his teachers in painting. He graduates in 1957, and goes on
to the Hungarian Academy of Fine Arts, where he studies sculpture,
under Santor Mikous. When he finishes, in 1962, he joins the New
Artists workshop and becomes a member of the Art Foundation of the
Hungarian Republic. A few years later, in 1968, he becomes a member
of the Hungarian Chamber of Arts; in the meantime, he has taken part
in group exhibitions and has been presented with awards by the New
Artists workschop. He exhibits at the 6th Youth Biennale of Paris, in
1969, and, from 1972 onwards, he starts exhibiting on his own. In
recent years, Papachristos works most of the time in Greece, but also
in his studio in Budapest.

The content of Papachristos sculpture becomes more apparent
when we study some on his more representative efforts. The works
exhibited at Titanium are all in bronze, and they all deal with the
human body and face. These works marks the passage of the artist from
sculpture to modelling, since most of his earlier works were in stone.
This affords him the opportunity to exploit the character of the mate-
rals in a better way, and to enrich his creative language with new
expressive values.




As we know, modelling begins with a soft material, which is then
transferred to harder ones —mostly metal; something which allows new
combinations and a new creative vocabulary. The additive process of
modelling gives to the works a more organic character, requires fluid
outlines, affords a bigger sense of motion and freedom, allows both
realistic elements and stylization, and is characterised by its dynamism
and its expansive orientation. All these elements can be observed in the
works of Papachristos; although they retain some of the characteristics
of his earlier works in stone, they have reached new modes of expres-
sion. Beyond their impeccable technique, Papachristos works indicate
that this talented artist almost never confines himself to a mere exter-
nal, realistic description. We also note that he does not follow a single
stylistic direction, but he presents us with works from all schools of art
—past and present. On no account do we have here a simple use of
known formulae; it is a new, fertile transfer to purely personal expres-
sive values. Having mastered the sculptural codes of Classical Greece.
Renaissance and Baroque, of the 18th and 20th Centuries. Papachri-
stos is able and willing to advance. He uses elements from the past and
the present as stimuling and starting points, to arrive eventually at a
purely personal creative vocabulary. The emphasis is not always on the
same aspect, shifting from the mass to the surface, to the expansive
content of the figures, to the dynamic or the passive elements of the
whole.

The series of Resting Women 1, ILIIT represents three typical
efforts from Papachristos. In these works, the stylization of the figures
is used to underline the role of the masses and integrate the subject. In
Woman Resting I, it is the closed outlines and the succession of masses
that give this stylized human body a sense of relaxation. The artist uses
a similar mode of expression in Woman Resting II, where the torso-sty-
led’ body is more prominent, allowing a stronger, more compact har-
mony among the plastic masses. In Woman Resting 111, Papachristos
combines a less pronounced stylization with more mobile surfaces,
giving new expressive dimensions to the whole work. In Woman Seated
we have another typical effort, where the theme is expressed through
the emphasis which is given to the flowing outlines, the soft, curved
masses, and the lower part of the body. A similar mode of expression
is used in the Kneeling Women series, where, again, the shift of
emphasis among the various elements allows for different interpreta-
tions of the theme to be presented each time. Thus, in Woman Knee-
ling I, the artist contrasts the two parts of the body —the “verticality”
of the upper body and the horizontal elements of the lower body— to
express the character of the theme through purely plastic values. In
Woman Kneeling II, it is the enclosed surfaces and the combination of
the curved masses which convey the message in a different —but
equally convincing— way. The artist goes on to a much more prono-
unced stylization with Woman Kneeling III, where the tone is set by
the fluidity and integration of the outline, and the contrasting masses.

The emphasis on the organic and the stylization of the figures ena-
ble the artist to express the content of his works with purely plastic val-

ues. Thus, in Woman Thinking, which is highly stylized, it is the multi-
axial design and the alternating masses and surfaces that explain all

aspects of the theme with admirable clarity. The slightly folded legs,
the hunched back and the bent head express all this mental effort that
thinking requires of this woman. In Mother and Child, the artist has



avoided the usual rendering of the theme, and has come up with a com-
position where the unified, flowing outlines, and the pronounced verti-
cality give the impression of his having integrated the two figures into
one: the combination of vertical figures and plain, unified outlines,
along with a preference for a torso-style rendering of this composition,
give the theme its universal, timeless character. One can observe the
potential of Papachristos modelling in works like the Indian Dancer,
Couple Embracing, and Moirae. In Indian Dancer, the masses, inter-
changing levels and interwoven surfaces, all indicate motion as the
theme of this work. The way the cross-legged figures are presented,
their relatively narrow waist, their prominent bust, and the somewhat
conical head —everything suggests motion. This sense of motion is rein-
forced by the axis of the figures and the turning head. The dancing
motion is suggested by the plastic values and the interchanging charac-
teristics of this work. In Couple Embracing, it is mainly the contrast
between the masses of the upper and lower part that set the tone. As in
Mother and Child, the content of the theme is expressed through the
unity of the outlines and the combination of the various levels. In
Three Moirae, we are presented with one of Papachristos’ attempts
which is akin to his works in stone, due to the heavy, static figures and
the plain, austere outlines. This work, despite its small size, has an
internal “monumentality” about it, emphasized by the artist’s avoi-
dance of any complementary, anecdotical style, and by the triumph of
the formal and universal element over the personal. The Moirae are
shown in complete unity, as if they were tied together, reigning over
birth, life and death; again, these elements impress themselves through
purely plastic values.

Another series of works exhibited at Titanium is the Heads. These
are also made of bronze, whereas some earlier heads of the artist were
in stone. In this series, we can see more clearly his effort to employ the
title in order to show his contact with the art of modelling of both past
and present. The title suggests his starting point, but there is no unque-
stioning adherence to established standards. The heads of Homer are
especially breathtaking. In this case, the artist seems to be closer to the
heads of Fautrie’s Hostages*, rather than the head of Homer himself*.
In his purely personal fashion, he associates the great epic poet with the
hostages of all wars and conflicts. The limited stylization, the empty,
upward-looking eyes, the overall expression of the face —especially in
Homer I and Homer III —present Homer as hostage of his visions. In
Hellenism we do not see the elements of classical modelling, but a com-
bination of archaic and popular-art styles, which give this work a more
dramatic content. In Renaissance, we have, again, a personal use of
contemporary styles, rather than an application of Renaissance ele-
ments, whereas in Baroque we see a face which reminds us of the
famous Madonna in Masaccio’s Madonna with St. Anne and Child’
—despite the more pronounced hair. In No 4 of his Women’s Heads
series we can recognize the artist’s connection with the works of Modi-
gliani, and in No 8 his contact with Cubism.

This introduction to some of Papachristos’ more typical works,
however brief, must have made clear the originality and expressive
force of his art. The artist, starting always from the human form and
using a creative vocabulary with purely plastic values, has given works
which impress the viewer with their originality and the directness of
their language. He always manages to present the universal, eternal



cotent of his themes, using plain, stylized figures and avoiding realistic
descriptions. His works gain their depth and their expressiveness from
the combination of masses, the succession of levels, and the shift of
emphasis among the various elements. His modelling —as well as his
sculpture— is distinguished by the quality and frankness of its expres-
sions, and it convinces the viewer about its creator’s dexterity in com-
municating his experiences and his reactions to life, with the sincerity
and the wealth of its language.

CHRYSANTHOS CHRISTOU
Professor of the History of Art
Fellow of the Academy

* In Greek, the word denotes both Homer the poet [ ‘Ounpog] and the hostage [6un-
pog].

NOTES

1. The exhibition took place at the National Gallery in May 1989, as part of the
cultural exchange programme between the Ministries of Culture of Greece and
Hungary. The accompanying texts, referring mainly to the stone works of Papah-
ristos, were by Lorrand Berentsk; Director of the National Gallery of Hungary,
and the art historians Lagios Nemet and Souzan Feher.

2. Cf. note by Kolman Bolgar, in the catalogue for Papahristos’ exhibition at the
National Gallery VIGADO. Budapest, May 1991.

3. We sould note the distinction between sculpture and modelling: sculpture invo-
lves a process of removing material, as in stone, whereas in modelling the artist
builds up a soft material (clay, wax, plaster, etc.) to make up the desired forms,
which can subsequently be transferred on to hard materials —mainly copper,
bronze, etc.

4. Kolman Bolgar (see Note 2 above): “Some sources quote 1936 as his year of birth,
some others 1938, but 1937 is the most likely”.

5. The Torsotheme, i.e. the presentation of a limbless, headless human body, was
introduced by Rodin and has been used by many others subsequently. It is cer-
tainly associated with ancient art, because of the many broken specimens from
that period that we see now. The idea is to make the viewer extend the content,
using his imagination.

6. Jean Fautrier (1898-1964) painted his Hostage series in 1943-44; they made a vivid
impression when first exhibited, in 1945. Cf. Chr. Christou, 20th Century Pain-
ting; Post-war Art. vol. 3, Athens 1981, p. 94. ‘

7. Tomaso di Giovanni di Simone Guidi. Masaccio (1401-1428) is one of the great
creators of early Renaissance. this particular work is in Uffici Gallery. Florence,
Italy.




KATAAOI'OX EPTON TOY
TIAIIAXPIZTOY ANAPEA
£E AHMOZIOYZ XQPOYXE

10.

11.

12.

13:

14.

15.

16.

. Bovdanéotn, IX, Mhateia MapkovcoddokL

TIpotopn Adyiog Mapkovs6dokt, 1964
AcBectorbog, 65 ex.

. Kéotyeh, dpko PEoTETITG

Tpotopr Kdpoiv ['kdivipay, 1965
AocBeatorbog, 75 eK.

. Kétopeket, Thontikdg nepinatog

Mpotopt Mréha T8avi TkpovBaivr, 1966
AcBeotorbog, 70 ex.

. Soumdryet, Ildpro Ioxai, Zevodoyeio Tovpior

Kabiotn Tovediko, 1969
AcBecstérBoc, 160 ex.

. T, Ivetitovto Kivnorobepaneiog

Mntépa. kot modid, 1969
AocBeotorbog, 220 ex.

. Xoivtovvdvag, ITohtiotiky Ztéyn

Koppdg, 1969
AocBeotohibog, 110 ex.

. Téxcapvt, Enapyroxn Emtpon tov Koppatog tov

Obyypov Zoctuiotdv Epyatdy
Aéviy, 1972
TIétpo, 30 eK.

. Té68e), Kowotiki Emtpont tov Koppatog tov

Ovyypav Toctahictdv Epyotdv
Aéviy, 1972
ITétpa, 30 ex.

. Bovdanéot, X1V, Ildpko Bapyka T'kiodka

Owoyéveio, 1975
Iétpa, 180 ex.

Kévropoc, Kowotiké ZupBoviio
Aévy, 1975
Ilétpa, 65 eK.

Tdpna, Idpko Kowvotikov TopBoviiov
[potopt; ‘Evipe Mrnditol Zibvokt, 1975
AcBeotorbog, 65 ek.

Kiokovvydhug, Anpotikd Zyorelo
11, Péxotot, 1976
AcBeatorbog, 65 ex.

Alcopnehatéren, XHPog Hodikdv AleKonmdv
11, Péxotot, 1976
Iétpa, 65 ex.

KanooBap, Tpadeio Tréyaons Mnekédovpevt
Miaotikd Tnrédov, 1976
7 otovyeia, acBectérBog

Siyketuovootop, Aoy tov Kokkivov Metewpitn
AvapvnoTiki TETpa pE ety pod, 1978
Iétpa, 300 ex.

Mnépkeg, Anpotikd Zyoheio cTny 036 Pdxotot
I1, Péxotot, 1980
Iétpo, 70 ex.

17.

18.

19.

20.

21.

22.

23.

24.

25.

26.

27

28.

29.

30.

31.

32.

"Acovt, [Thatsia Anehevfépoong
Nikn (Avapynon Aneievbépoong), 1980
AcBecstérBog, 500 ex.

‘Evykep, Tpadeio Tréyaong Mndiot Zikivokt
Eamiopévn popdry, 1980
AcbBectorbog, 270 ek.

TapBag, oMotk Ztéyn
Mpotoun ‘Evipe Mrdtol Zikvokt, 1981
AcBsotdéhbog, 65 ek.

Bouvdanéotn, XIV, Idpko g [16Ang
[Ipotoun Mikav ®ovot, 1981
AcbBecstorfog, 70 ex.

Xoivrovedpunmocho, Zyoht Emayyehpatikng TeopyiKng
Exnoaidevong

Tpeig Nepdrdeg, Kprivn, 1982

Tlétpa, 270 ex.

‘Ectepyxop, [Thateio Hpoov
Movoikr, 1984
AcBgostorbog, 270 ex.

Tévtevips, Hodtiotikn Ztéyn Yrovpyeiov Apdvneg
Kopudg, 1984
AcBeotorboc, 115 ex.

Bovdanéotn, Hoveriotnuoakr Kivikr
O Tpeig Xdprreg, 1969
AcBeotorbog, 220 ex.

#peyit Ntovvacop 30, PdrokeBe
Kopudtida, 1986
AcBestombog, 110 ex.

Bovdanéotn, Havemotnuuaxy Kiwvikn
Avamavouevn, 1987
AcBeotorbog, 160 ex.

ITdpko koAvpbnnpiov, Ilokg
Nixm, 1988
AcBeoctérbog, 170 k.

Zevodoyeio Mévra, XIII, Bovdanéot
Kapudtida, 1989
AcBecstorbog, 210 ex.

Opédvoko, ITodmvia
Avomavopevn, 1973
AcBestorboc, 140 ex.

Tevipaptovkdra, EOviko Inpokousio
Avanovopevr, 1984
AcBectorbog, 70 ex.

A@rva, Movoeio EIL.O.N.
Nikn, 1985
"Acmpo udppapd, 170 gx.

Bovdonéot, Mavemotnuaxn Kiwviki
Téed Dévtop, potoun 1986
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«TOTOIKH», 27 cm, Mnpovtlog
«GOTHIC», 27 cm, Bronze



«MITAPOK», 28 cm, Mnpobvtlog
«BAROQUE>»>, 28 cm, Bronze







«EKEINITOMENH 'Y NAIKA», 24 X 36 X 15cm, Mmnpovtiog
«WOMAN THINKING», 24 X 36 x 15cm, Bronze
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«KAGIZTH I'YNAIKA 4», 20 X 55 X 16 cm, Mnpovt{og
«WOMAN SEATED 4», 20 X 55 X 16 cm, Bronze



«INAH XOPEYTPIA», 20 x 38 x 15cm, Mrpovtlog
«INDIAN DANCER», 20 X 38 X 15cm, Bronze

e —————




«OMHPOZ 1», 24 cm, Mnpovtlog
«HOMER 1», 24 cm, Bronze



«ANATIAYOMENH 2», 24 x 41 X 20 cm, Mrpovtog
«WOMAN RESTING 2», 24 X 41 X 20 cm, Bronze
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«TONATIZTH I'YNAIKA 3», 18 X 27 X 14 cm, Mnpovtlog
«WOMAN KNEELING 3», 18 X 27 X 14 cm, Bronze




«KAGIZTH 'Y NAIKA 1»,26 X 50 X 22 cm, Mrpott{og
«WOMAN SEATED 1», 26 X 50 X 22 cm, Bronze
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«TYNAIKEIO KED®AAI 2», 23 cm, Mrpovtiog
«WOMAN’S HEAD 2», 23 cm, Bronze
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[YNAIKEIO KE®AAI 4», 28 cm, Mrpovt{og
WOMAN’S HEAD 4», 28 cm, Bronze






«'YNAIKEIO KE®AAI 6», 28 cm, Mrpovt{og
«WOMAN’S HEAD 6», 28 cm, Bronze
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«MOIPEZ», 28 X 34 X 24 cm, Mnpovtlog
«MOIRAE»>, 28 X 34 X 24 cm, Bronze




