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Jlenarta MNpPEeTcTaBeHH Ha u3noxbara ox Enm Kpucupy
u Oumumrpuc KcoHorimy # 3a JBajyara 3HayarT HOBO MC-
KverBo Bo cropeaba €O HMBHMTE IMOPAHELIHM CIMKap-
cki ocTBapyBama. IIoCcTOjaT 3aeJHMYKM EJNEMEHTH BO
HUBHMTE fAena, Omjejkm m jgBajuata yMeTHHUUM JHPEKTHO
uamn MHAMPEKTHO yrnorpebypaatr ,CyNCTaHuu“, a noroa i
objexTH.

Bo senata ua E. Kpucmpgy ,cyncraHUuumuTe” ce nap4u-
uHATH [OCTepM; co Apyrn 300poBM, MMame peE-
B8p3 egeH TexHOAOWKHM, Beke OOAMKYyBaH Ma-
jepMjan Bo nOpoLeC HA pacrnaiame.

Go tsopemTsoto Ha Oumutpuc Kconorny 3abenexyBa-
e “wTeaHa MHTED32HIM]a BO CyNCTAHLUMTE WITO TH
CTH YMETHHMKOT, 3aejHO Co ynorpeba Ha CPEACTBA
VHMINTYBAEe ,KaKO INTO Ce 3alajkara uiu puHraa-
ta. M3ropeanor 00jeKT — KHMrara — CTaHyBa CDEACTBO
3a objexTMBM3auMja HA MHTEPBEHUMjara M 3a akiuja.
Tipeun Ke ro npercraBuMe xejrotec Ha Enm Kpucupy,
funejkn Taa NOPaHO TO HACOYM CBOETO TBOPEILUTBO KOH
eKCIIepUMMEHTHNPAE BO MATEpUjaor.

Bo NpeTXOAHMTE MOCTANKM YMETHUKOT MHTEPBEHMpALIC
BO MPOCTOPOT KAacHM(bukyBajkm ru CyNCTAaHLMTE, OFHOC-
0 genara u OGea IJIABHO CIMKAapCKO YpPeAyBame Ha YIO-
TpebeHnuTe eNeMEHTH BO KOM Taa MOLIHE 4YECTO JOXABA-
e Mmartepujanm Of COBpeMeHaTa TEXHOJNOTM]jad, KaKo Ha
npuMep MAEKCUTTACOT.

OBa 32 Hea Gelue Nepuoj BO TEKOT Ha KOj I'M MCHHUTY-
Ballle MOXHOCTHTE 3a M3HAokamwe Kopeaauuum Mety Cai-
Kara M TEeXHOJOLIKAra MJM HETEeXHOJOIUKAaTa JAWMEH3II-
ja Ha cylcraHiara.

Ha Toj naunn, cropejbara Oelue HAjBaXHMOT CEJIEMEHT, a
CIMKAPCKMOT eneMeHT Oelle caMo HOPEeAu3BUK, CTUMYI
34 MOpPELIMTENHO TPEeMHMHYBAWBE MDPEKY e[JHa INPEOoJHA
(haza KOH HATaMOIIHO EKCHEPHMHTHPAHE.

Pe3ynrar Ha ceTo Toa He Oewe ,CnmKa® TYKY €JIeMEH-
1uTe HA “camxara“ Bo cebe rM copp)Kea HarjpaceHm Tpa-
ruTe of nocrankara. Bo Hej3smHMTE MOHOBM Jena CaMa-
74 CYHNCTAHLA CTaHyBa CIMKA. TpaHchopmaymjata € MHP-
Ha. Toa ro riaejgame mnpeky ynorpeba Ha crapy M MCKI!-
HATW [OCTEPM, M HOJEKA YMETHMKOT HHTEPBEHMPA BpP3
HWB, OJ HMB M3BMPA HMBHATZ OCHOBHA HaMepa, &aBTO-
FeHUTE CHMKAPCKM MOXHOCTHM HA MCTHOT MAaTEpHjal.
YnorpebyBajku marepujany Kako rhIICOT, IUTO MHTEPBE-
HMpa M Tu OJAenyBa MNOBPUIMHMTE CO CIMKAPCKH CYIM-
cTaHI Of TIOCTEPMUTE, Ce CO3JABAAT MCIIAKHYBama ¥ Ja-
GHATHHI CO LITO CE€ MOTeHLUHMpaar MCEBJOECTETCKUTE CIIH-
KapCKM eJIEeMEHTH.

Crofopara Ha MaTePMjaloT I'v HAJIMMHYBa TPaHULHUTE
Ha paMKara M Ce IMM0jaByBa KakO aBTOHOMEH €JIEMEHT BO
POCTOPOT, MEEYyTOAa CENak € OrpaHuyeH Of crieugum-
Harta ynorpefa IITO ro JEHHHAPA MCKIYYHBO KAKO CIH-
KapCcKo CPEeJCTBO.

OBaa eKCTeH3uBHa yrnorpeba € JMYEH CTAB HA YMETHH-
KOT KOH ciamkapckure npobremu. IIpexky TeH3ujara Ha
recror, Koj Moxe jpa Ouje JIMHEAPEH, rpachuuru, Fuy-
jeq, Wiy NaK HAMOJHO 3aMATEHW MarjiuBu aKLiHMu CO 60-
ja, ce ompegeayBa PaMHOTEXHHOT IMPOCTOP HA TeH3uja-
TR M HA TOj HAYMH C€ CO3[aBAAT MPOEKLUMM M CIHKAPCKH
MHTEPBEHLMM BO MPOCTOPOT OKOJy CIMKATA.

“Toa e AKMTBHA CIMKa LITO CE LUMPH M € KDEeaTHBHA; ou-
gejkm e rpyba, uma CyncraHga M KOMILIEKCHOCT. Ciu-
ka IITO Ce CTPeMH Ja OKymMpa €O CBOjaTa creu@puIHa
MATepujamucTHyKa MpHPOAA, AINCTPAKTEH, M3MUCICH npo-

crop Ha Gojara.

Mesy omue JBe ,TeH3mu“ — Meiy bojara Kaxo Naazma-
THYHZ NPETCTAaBa (Naa3Ma-nepghoMaHc) M CYyNCTaHjaTta Ka-
KO cHnequppmuyHa M OYMTAE[HA TEeCTyalHa AKTBHHOCT —
Ein Kpucupy ja pa3BuBa CBOjaTa YMETHOCT.

Bo TBopemTBoTo Ha Jumutpuc KcoHornmy cpekasame
MoM3pa3eHC HAMNyIITare Ha OHHME CPEJCTBA 32 MOTPA-
ra Hurro ce rnoBD3aHM €O MNPOCTOPOT HA CAMKaTta. B0
MOYeTOKOT Ha HErOBOTO TBOPELUTBO 3abeneXyBaBMme YITO-
pen ,CAMKapcKu“ cTap LITO 3a MOTHMB MMalle HCLPIEO
LCTPAXyBame JO KPAjHM TIPaHMUu HA MOXHOCTHTE Ha
JECKPUITUBHHUOT CIMKAPCKY TECT. VICIUTYBAajKM ro MMHA-
TOTO HA4 HEropara yYMETHHMYKA Kapuepa, mMopaMme jga la
parjacmve mocebHOCTa Ha recTyalHMTE AKTUMBHOCTH I10BD-
3aunm co ymorpebara ua Oojara. IIpeKy HMB CTAaHYBaar
eBUJEHTHM MOXHOCTHTE Ha 0ojara jJa co3jage CIMKa.
OnmTHOT BMEYATOK 3a HErOBOTO MOPAHELIHO TBOPEIUTBO
Ha MMOJNETO HA JECKPMITHUBHOTO CIMKApCTBO HE € aICo-
nyreH, 6ugejku ojgBpeme-HaBpeMe cpekaBame ,,MHTEPBEH-
gnu* npeky ynorpebara Ha CYINCTaHLM M objexTH.

Ce pa3bupa, BO MOPAHEILIHOTO TBOPEIUTBO, JypH M Kora
ynorpebyBaiiie CyncTaHyu M 0OjeKTH, THe CaMO M CHyXKea
Ha ,,caIuKara‘“, nocroelie MNOBP3aHOCT HAa OBME CPEJCTBA,
32€JHO CO YHCTO ,CIMKAPCKUTE® TreCTOBM, M TOA nopeke
€O HACAMKAHOTO, a MOMAJKY €O camMuor marepujan. OBa
e efeH Oj TJABHUTE eJEMEHTM BO HErOBOTO TBOPELUTBO
IO 0BOj MOMEHT, eJleMeHT IUTO Mopa ja ce pasbepe axo
cakaMe Ha COOJBETEH HAyMH Ja NPUCTAIMME KOH HE-
TOBOTO MCTPaXXYBaHeE.

Bo HeroBuTe Jeja, KOHEYHHOT (PUIyPATUBEH PE3YITAT
ry BKJAyYyBa M TI'M MCTAKHYBA OHME TECTOBM ILUTO JOBE-
1€ 4o Hero. JeJoTo € KOHEYEH Pe3ynTar, HO M KOMIIIET-
Ha MOCTANIKA 33 HEropara peainu3anuja. VMimame KOHBED-
3yja Ha akQujata BO ,,CyHcTaHna‘“.

Akymjata cramyBa cyncraHga Oumpejkm yMETHMKOT pe-
anuaupa arcoiyTHAZ KOHBep3uja mety cocrojbara Ha CyN-
CTAHLATA M HEj3MHATA KOHEUHA MpOMeHa, Oe3 BpaKame.
OBa pacnatame € peaiHa W arncoJyTHa akiguja mrto JO-
KaxyBa jJeKka aKyujata ¥ CyNCcTaHLaTa BP3 Koja BIujae
akyujara, CTaHyBaaT apTHMKyJapuy Ha €JHA MAE]a.

OJf 0BO] MOMEHT, NMMKTYPAJIHUTE PE3YJITATH CE€ EJHOCTaB-
HO 0 NMOMHAKBa Npupoja, metycebum crnopexdm Ha ak-
UuMMUTE OpPraHM3MpaHn HA Ha4YMH 3a ja ce pasbepar M
[4a ce NpoleHaT. YMETHMKOT CO3[aBa OKOIHOCTH OJ Haj-
pasnuyHu BUJOBM Kajfe IITO CIMYHOTO Ha KOHLENTyal-
HUTE MHCTPYMEHTH 34 IOpEH€, rPaHKHUTE Ha [pPBjaTta, AD-
BEHMOT jarjeH, CTPAHHMIIMTE Ha KHWrara, BH3YEIHO MU
MOP(OIIACTUYHO IO MOTEHHMPAAT BIEYATOKOT Ha BIUja-
HMETO Ha akiujara Bp3 CYONTaHLaTa BO TEKOT Ha OLITe-
TYBAETO.

BMCTHMHCKHMOT Mpo0JjeM Ha YMETHMKOT € Kako jga ycnee
na r uckomBuuupa, mosp3e Oapamara Ha COBDEMEHATA
yMETHUYKA T0TPara 3a HENOCPefHa AeduHMUM]a HA NPH-
pojara Ha YMETHMUYKOTO FEIO M HEroBaTa CHEeUM(PUIHOCT,
raka mTo jga Gupe Hewmro moBeKe OTKOIKY TEOPETCKa
u3jaBa, u npej ce, cneyuchuyHa aknuja co CrenuuyHN
marepujannsaguu, 3aToa YMETHMKOT € HABEJEH Ja KOH-
CTPyMpa CHMCTEM 3a [OTpara BO KOj yMETHMYKOTO Jeno
crTaHyBa MaTepujanM3upaHa Mjeja — HJEH-CYNICTaHLH,
WM MeM KoM 3a Ja TNocTojar CTaHyBaar CyINCTaHLN.

EMAHYMII MABPOMATMIC
IIpochecop MO HCTOPMja HA YMETHOCTA
HA YMeTHMYKATa akajgemuja npu
Yuupepsutetor , Apucroren” Bo Conyd




The works, presented, on the occasion of the present
painting exhibition, by Elli Chrisidou and Dimitris
Xonoglou, are for both of them, a mnew experience
and a search, if compared with their previous paint-
ing realizations. Certainly, there are common ele-
ments in their works, because both the artisis use
directly or indirectly “substances” and subsequently
objects.

In the work of E. Chrisidou the “substances” are
pieces of torn apart posters, we have, in other words,
a reference to a technological, already shaped mate-
rial, in the course of its decay.

In the work of Dimitris Xonoglou, we see a decisive
intervention in the substances used by the Artist,
along with the use of decay means; like this of the
lighter or of the burner. The burnt object, — the
book —, becomes means of objectivation of an inter-
vention and of an action.

We will present, first, the work of Eli Chrisidou,
since she has connected her work earlier. with com-
parisons of painting and the materialistic course.
With her previous actions, the Artists, intervened in
the space by classifying the substances, i.e her work
was mainly a painting arrangement of the elements
used, into which, very often, she slipped in, materials
of modern technology, like for instance, plexiglas.
This is for the artist, a period, in the course of
which, she searched into the possibility of finding
out correlations between the picture and a technolo-
gical, or not, dimension of the substance.

So the comparison reigned supreme and the painting
element was simply a challenge, a stimulation for
mor> violent transitions with an intermediate stage.
in view of further experimentations.

The result was not that of a “picure”, but the ele-
ments of a “picture” kept within it reinforced the
traces of the procedure. In her new works, substance
becomes itself a picture. The transformation is calm.
And we see that by using, old and and torn apart
posters, and whereas the artist intervenes through
his Art on them, emerges from them their general
use, the autogenous painting possibilities of the very
same material.

By using materials like plaster, which intervenes and
underlines areas of the painting substances from
posters, are created swellings, hollows and so are
reinforced the pseudoaesthetical painting elements.
The freedom of the material exceeds the boundari-
es of the frame and emerges as autonomous in the
space, but it gets limited by the specific use which
defines it exclusively as a painting means.

This extensive use, is a personal attitude of the
Artist towards the painting problems. Through the
tensions of the gestures, as these become linear, gra-
phical, diffused, or completely dull, cloudy colour
actions, is defined the balance space of the tensionm,
and by doing so ar created projections and painting
interventions in the space surrounding the painting.
This is an active painting, which spreads out and
creates, since it is harsh, it has substance and com-
plexity. A painting which tends to occupy by its
specific materialistic nature, the abstract fictitious
space of colour.

Between these two “tension”, is the colour as plas-
ma-performance and the substance as a specific and
evident gestural activity the artist develops her work.
In the work of Dimitris Xonoglou we have a more
violent desertion of the means of search related to
the pictural painting space. We have seen, at an
initial stage of the artist’s works, an persistent “pa-
inting” attitude which has as motive the exhaustive
exploration as much as he could of the possibilities
of descriptive painting gesture. Qoing back to his
artistic career, we are obliged to stress the peculia-
rity of the gestural activities related to the use of
the colour. Through these ar emerging clearly the
possibilities of the colour to create a painting. The
general impression of his previous work in the field
of descriptive painting is not absolute, since we had
from time to time “interventions” through the use
of the substances and the objects.

Certainly in his previous work, even when he used
substances and objects, these simply served “the pa-
inting”, there was a connection of these means,
along with the purely “painting” gestures more with
the depiction and less with the materialsm of it.
This is one of the main elements of his work, up
until now, and its understanding is imperative in our
effort to approach satisfactory his actual search
(exploration).

In his actual work the final figurative result includes
clearly and brings out, the gestures which caused it.
The work is the final result but also the entire
procedure for its realization. We have a conver-
sion of the action into “substance”.

Actions become substance, since the artist has realiz-
ed an absolute conversion between the state of the
substance and its final change, without return. This
decay is a real and absolute action which proves
that the action and the substance on which is exer-
cised the action. become articulations of the reasoning
of an idea.

From this point on, the pictorial result are simply
of a different nature comparisons, between themsel-
ves, of the actions organized in ways of their proper
undrstanding and evaluation. The artist created con-
ditions of wvarious types where the similar to the
burning conceptual instruments, the branches of the
trees, the charcoals, the pages of the book, stress
visually, morphoplastically, the impression of an in-
fluence of the action onto a substance through its
course of damage,

The actual problem of the artist is how will succeed
in combining the demands of contemporary artistic
search for an immediate definition of the nature of
the artistic work and its specializatin so as, the
suggestion will be more that a theoretical statement
and on top, a specific action with specific materia-
lizations. The artists is guided therefore, to the con-
struction of a search system into which the artistic
work becomes a materialistic idea or substances
ideas, or ideas which in order to exist become sub-
stances.

EMMANUIL MAVROMMATIS

PROFESSOR OF HISTORY OF ART

AT THE SCHOOL OF FINE ARTS

ARISTOTLE UNIVERSITY OF THESSALONIKI.




ElIM KPHICHOY
Be3 HacnoB, 1988
MellaHa Texnnuka, 140 x 100 cm

Elli Chrisidou
Without title, 1988
mixed technique, 14C x 106 em.




HUMHUTPHUC KCOHOI'IIY
Be3 HacnoB, 1988
MelitaHa TexXHuKa, 200 x 100 cM.

Dimitris Xonoglou
Without title, 1988
mixed technigue, 200 x 100 cm.




AUMNUTPUC KCOHOI'IIY

Pogen Bo Cepec (I'puymja) Bo 1949. Crypmpan HA AKaje-
MMjara. 3a NMKOBHM YMETHOCTM BO PUM M Kepamuka Ha
Ilkonata 3a npuMEHETAa YMETHOCT BO PuM.

JKupee u padoru Bo CoJyH.

CaMOCTOJHHU 13JI0KOH

1982 — AruHa, rarepuja ,,ZYygos“

1983, 1985 — CouyH, t;bpanuycxu MHCTHUTYT

1986 — Kwuakwuc, ranepuja ,ART“
— Coayn, Agrotica — Meéynapojgen caem (ymer-
HMYKM aMOMEHT)

1987 — Artnnua, ranepmuja ,Artio

Tpynain M310XK0m

1973 — Pum, MeéyHapojHa u3nox0a Ha MIajgu CHMKApH

1974 — Pum, HOBM KepamMuyapiu

1975 — Pum, MeéyHapogHa cpepba Ha Miaajgu CIHKapu
— Pum, M310x6a Ha kepaMuKa

1980 — Bykypewr, M3n0x6a na COBPEMEHM TI'DYKH CIIA-

Kapu
1982 — AtmHa, 150 camMKapm, ATHMHCKM KOH3E€PBATOPUYM
1983 — Bykypewrt, ITaHGankancka M3nox6a, MMHHUCTE]-

CTBO .32 KYJATYPa ¥ LUHBUIM3ALM]A
1984 — CoayH, IIpBa m3noxxGa Ha BM3YyEJHM YMETHOCTH
1985 — Hwukosma-Knunap, VI3nox0Oa Ha BU3YyETHHM YMET-
"Hoctu Ha CoJyH
1986 — Mapcej, MU3nox0a Ha YMETHUYKM YUYMIAMIITA OF
_MEeJUTEPAHCKUTE 3EM]U
— AruHa, HoBu teHgenymn, My3sej CKHPOHHO
— Bocron, M3n0x6a Ha YMETHMIM HA BM3YEIHUTE
ymeTHOcTH o COJNYH
1987 — ArtwmHa, ITanxeneHcka m3jaoxoba
— Byjgmmnenrra ,, 100 rognaun KOVACH
— Ilpnnen, MHTepHALQMOHATHA CIMKAPCKa KOJOHM)A
— Bpounas, M3nox6a noceereHa Ha Jupep
— Bearnja, 4. 6uenane ,Man chopmar Ha xapTuja“,
1988 — Armna, Ciamkapu on ConyH, HayuoHalHa rane-
puja

DIMITRIS XONOGLOU

Born in Serres in 1949. Studied painting at the Aca-
demy of BELLE ARTI DI ROMA. Ceramics at the
SCUOLA Ornamentale di ROMA.
Lives and works in Thessaloniki.

PERSONAL EXHITIONS

1982 “ZYGOS” Gallery — ATHENS

1983 FRENCH INSTITUTE OF THESSALONIKI

1985 FRENCH INSTITUTE OF THESSALONIKI

1986 “ART” KILKIS (GREECE)

1986 AGROTICA — INTERNATIONAL FAIR OF
THESSALONIKI | ARTISTIC ENVIRONMENT

1987 “ARTIO” GALLERY | ATHENS

PARTICIPATION IN COLLECTIVE EXHIBITIONS

1973 INTERNATIONAL EXHIBITION OF YOUNG
PAINTERS, ROME / ITALY

1974 NEW CERAMISTS, ROME |/ ITALY

1975 INTERNATIONAL MEETING OF YOUNG PA-
INTERS | ROME — ITALY

1975 CERAMICS EXHIBITION, /| ROME — ITALY

1980 CONTEMPORARY GREEK PAINTERS EXHI-
BITION — BUCUREST — ROMANIA

1982 150 EEC PAINTERS /| CONSERVATORY OF AT-
HENS

1983 PANBALKANIC EXHIBITION, MINISTRY OF
CULTURE AND CIVILIZATION OF BUCU-
REST — ROMANIA

1984 FIRST EXHIBITION OF VISUAL ARTISTS —
THESSALONIKI

1985 EXHIBITION OF VISUAL ARTISTS OF THES-
SALONIKI — NICOSIA — CYPRUS

1986 EXHIBITION OF SCHOOLS OF ART OF ME-
DITERRANEAN COUNTRIES — MARSEILLES
— FRANCE

1986 NEW CREATORS — SKIRONIO MUSEUM —
ATHENS

1986 EXHIBITION OF ARTISTS OF VISUAL ARTS
OF THESSALONIKI BOSTON — USA

1987 PANHELLENIC EXHIBITION — ATHENS

1987 “100 years KOVAC” BUDAPEST — HUNGARY

1987 EXHIBITION DEDICATED TO DIRER — WRO-
CLAW — POLAND

1987 INTERNATIONAL MEETING OF ARTISTS —
PRILEP — YUGOSLAVIA

1987 4th BIENNIAL “PETIT FORMAT DE PARIER”
CUL DES — SARTS — BELGIUM

1988 NATIONAL ART GALLERY OF ATHENS, PA-
INTERS OF THESSALONIKI



EJIM KPHUCHOY

PogeHa Bo Kwunkuc (I'pywmja), 1956. Cryampana Ha Ha-
OMOHANHATA ILUKOJAZ 3a JMKOBHM YMETHOCTM, HaHcn
(Dpannmja).

2Kuseena Bo ConyH go 1980.

CaMOCTOJHH M310X0H

1982 — AtwuHa, ,,Kreonidis*
1983 — Kwuakwuc, ,,Techni“
1984 — AtmHa, ,NEES MORPHES*“
— ®parkpypt Ha MajHa, ,,DIOTIMA*
1986 — ConayH, ,Kochlias*

— Arportnka, — Meé¢yHapojeH COJNYHCKHM CaemM —
YMETHMYKH aMOHEHT
1987 — ®duiokceHna — MeiyHapojeH CONYHCKHM CaeM
1986 — Coaye II ©OwmeHane HA EBPOIICKHUTE

MEJHTEPAHCKM 3eMjH — aMOMEHT
Ipynsy H310X0M

Coaya ,Kochlias“, ,Diagonios®, ,Techni“ — Kuniukuc
ATHEa, 150 MAaQH CIAHMKapH
Kapana, Coayn, Kunap, BocroH, [IpyliTBO HAa JMKOBHUTE
¥MeTHMIM Ha ceBepHa I'pymua
1986 — IloimxpoHomyloc, My3ej Ckuponmo, ,Hoeu
Kpearopu*
— CounyH, bBueHane Ha €BpPOICKaTa MeJUTEPAHCKA
YMETHOCT, aMbUeHT
1987 — Ilupen (opraHm3ayuja Ha npucraauniuTero), Il1aH-
XeJIeHCKA HM3J10K0a
— Ilomuxpononynoc, IV OueHane Ha CKyJINnTypa,
My3ej ITonuxpoHonyioc
— Byammnewra, ,100 rogman KOVAC“
— Bpouynas, M310x6a moceereHa Ha J[upep
— Ilpunen, MIHTEpHALUMOHAIHA CAMKAPCKA KOJOHM]A
1988 — AtmHa, CONYHCKM camkapu, HanuoHaliHa yMeT-
HUYKA ranepuja

ELLI CHRISIDOU

Born in Kilkis in 1956. Studied at the ECOLE NA-
TIONALE DES BEAUX-ARTS DE NANCY — FRAN-
CE.

Has been living in Thessaloniki since 1980.

PERSONAL EXHIBITIONS

1982 “KREONIDIS” ATHENS

1983 “TECHNI" KILKIS

1984 “NEES MORPHES” ATHENS

1984 “DIOTIMA” FRANKFURT — MAIN

1986 “KOCHLIAS” THESSALONIKI

1986 AGROTICA — INTERNATIONAL FAIR OF
THESSALONIKI — ARTISTIC ENVIRONMENT

1987 FILOXENIA — INTERNATIONAL FAIR OF
THESSALONIKI

1986 THESSALONIKI — 2nd BIENNIAL OF NEW
ARTISTS OF EUROPEAN MEDITERRANEAN
COUNTRIES, ENVIRONMENT.

PARTICIPATIONS IN COLLECTIVE EXHIBITIONS

THESSALONIKI “KOCHLIAS”, “DIAGONIOS”, “TE-
CHNI" — KILKIS (GREECE)

ATHENS 150 NEW EEC YOUNG PAINTERS

KAVALA, THESSALONIKI, CYPRUS, BOSTON, AS-
SOCIATION OF VISUAL ART ARTISTS OF
NORTHERN GREECE

1986 SKIRONIO MUSEUM OF POLICHRONOPOU-
LOS “NEW CREATORS”

1986 THESSALONIKI — B'BIENNIAL OF NEW EU-
ROPEAN MEDITERRANEAN ARTISTS, ENVI-
RONMENT

1987 PANHELLENIC EXHIBITION — HARBOUR OR-
GANISATION OF PERAEUS.

1987 4th BIENNIAL OF SCULPTURE / MUSEUM
OF POLICHRONOPOULOS

1987 “100 YEARS KOVAC” BUDAPEST — HUN
GARY

1987 EXHIBITION DEDICATED TO DIRER-WRO-
CLAW-POLAND

1987 INTERNATIONAL MEETING OF ARTISTS —
PRILEP — YUGOSLAVIA

1988 NATIONAL ART GALLERY QF ATHENS: PA-
INTERS OF THESSALONIKI.
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