»
o
5
o
Q
2
©
s

constantinos
papamic

AOS

KwvoTavTivos
nanapixaloénou




3




g L

_—
. 3
a2

b






Kwvotavtivog ManapiaAénouiog Constantinos Papamichalopoulos

Kepaieg antennae



@avdaong MoutoomouAog Thanasis Moutsopoulos

XAAIA H ATMOZ®AIPA ZHMEPA... THE AIR SUCKS TODAY...




O npwivég agpag, dldomapToq e padlevepyd popLa, YKPI(og Kal OKoTeWOg,
opUpIle YUpw Tou Yepifovtag Tn putn Tou. ABeAa Tou pUpLoe TN Bavatepr|
HOAuvon. Auté maparitav unepBoAlkd, anoPAaioe MPOXWEGVTAG MPOG TO KOMUATL
XWHa TIOU Tou avrike, Hadi pe To avappooTa peydlo Slapéplopa and Katw. H
KAnpovopid Tou TeAikou Maykoopiou MoAépou eixe XAoeL TNV apxIKr TG LOoXU.
Autoi ou dev pnopoucav va ermPudoouv and Tn okovn eixav Mepdost ot Arjen
XPOvIa TwPa Kat n okévn, To adlivatn Twpa, avIipETw e Toug duvatouq rnou
ené{noav, dlardpale HOVo Ta HUAAA KAl TIG YEVETIKEG BLIOTNTEG. Map’ 6An ™
HOAUBSIVN odLd Tou, 1 okvN -Xwpig appiBoAia- Tov dlanepvoloe, Tou EPepVe
Kabnuepwvd, 600 dev PETAVACTEUE, TO KABNUEPLVO TNG POPTIO puNMapdTNTag.

PHiLip K. Dick, Do Androids Dream of Electric Sheep?

Eival {wypagikr. ‘Exet OAa Ta Xapaktnelotikd tng: wypagiletal pe
TIVENO, XPNOOTIOIE! XPWHATA TOU gunopiou, yiveral o TeAdPO 1) XapTi.
MoAU meploodtepo, eival pa Zwypagikr n onoia diatnpei MOAAG oToixeia
and TNV o KAAolkn Tng nepiodo. Eival avanapaotartikr, BoTtoudlikn,
KopYN. ZTIYHEG OKEPTEOAL OTL Ba UMOPOUCE VA TIPOEPXETAL AN [ia
Xauévn mAgov, €vdoEn enoxr). Nat, oe onueia eivat avapeiBora «kKAQoiKr».
Yndpxet 6pwg €va mpdPAnua ki autd Bpiokeral ot Bepatoloyia g. O
Kwvotavtivog Manapxahémnoulog yia éva mepiepyo AGyo emAyel va
{wypaQilel YKpeUOPEVA HETATIUPNVIKA KTIpLa, TEPATA, TOV £QUTO TOU (})
O QVBPWTOUNXAVIKEG HETAMAEELG. AuTd oTnv €yxpwpn douAeld tou. H
QOTIPOHAUPT) AVOAWVETAL O ATEAEIWTEG KATAYPAPES UG UTEPPROAIKA
HOAUCHEVNG aTpdopalpag Tnv oroia SlakorTouv KaAWdia, Tou
NAeKTPIKOU, TOU TNAEPWVOU N} Twv TPAAEL, Kepaieq TNAEOPAOTG Kal
anpoodIOPIOTEG KOPUPOYPAUKES KTIpiwV piag MOANG mou pag eivat
NEPEPYWG olkela kat avoikela. Tautdxpova. 'H oxeddv. Mdavw ar’ 6Aa
Ouwg o Manapixakdémoulog potdlel va {wypagilel atpdopaipa. Mukvég
HAleq kauoaepiou, alBalopixAng, HOAuvoNg KABe eidoug. Aev TipoKerTal
nap’ OAa autd yia pia TEXVN TIoU armooKOTIEl OTO VA Q0K OEL GUEDT)
KOWVWVIKY] KPITIKN 1} va PEANOEL OIKOAOYIKEG avnouxieg. O dnuoupydg
Seixvel andAuta eEOIKEIWUEVOG (KAl IKAVOTIOINUEVOG) ME auTtd TO

avanéPeukTo (;) MENNOV (;) To oroio péoa ota duooiwva XapakTnPIoTIKA,

The morning air, spilling over with radioactive motes, gray and sun — beclouding,
belched about him, haunting his nose, he sniffled involuntarily the taint of death.
Well, that was too strong a description for it, he decided as he made his way to the
particular plot of sod which he owned along with the unduly large apartment below.
The legacy of World War Terminus had diminished in potency, those who could not
survive the dust had passed into oblivion years ago, and the dust, weaker now and
confronting the strong survivors, only deranged minds and genetic properties.
Despite his lead codpiece the dust — undoubtedly - filtered in and at him, brought
him daily, so long as he failed to emigrate, its little load of befouling filth.

PHiLip K. Dick, Do Androids Dream of Electric Sheep?

It is painting. It has all its characteristics. It's painted with a brush, he’s
using commercial cdlours and it's made on canvas or paper. Much more
than that, it's a type of panting that retains many traits from its most
classical period. It’s figurative, masterly and elegant. At times you think
that it could derive from a now lost, glorious era. Yes, at points it's
undoubtedly classical. There is only one problem and that is in its subject-
matter. For some strange reason Constantinos Papamichalopoulos
chooses to paint derelict, post-nuclear buildings, monsters, himself (?) in
anthropomechanical mutations. All that in his work in colour. His black
and white is consumed in recordings without end of an overwhelmingly
polluted atmosphere interrupted by wires, power lines, phone or trolley
lines, television antennae and indefinite skylines of buildings of a city that
is strangely familiar and unfamiliar alike. At once. Or almost. Above all
though Papamichalopoulos seems to be painting atmosphere. Thick
masses of exhaust fumes, smog, pollution of every kind. Despite all that
it's not about an art which aspires to be a direct social criticism or to '
mumble about ecological concerns. The creator seems to be absolutely
accustomed to (and content with) this inevitable (?) future (?) which,
through these ominous characteristics that are monotonously preached by
the analysts before or after the Fall of the Towers, will apparently reserve
room for pleasures. Prosthetic surgery, the modification of the body or

robotics may offer some of these pleasures, as Papamichalopoulos’






nmou povétova euayyeAifovral ol avaAuTeég TPtV Kat KeTd v Mtwon Twv
Mipywv, Ba diatnpel, ar’ 6,1t gaivetal, XwpPo yia anolavoelg. H
TPOOBETIKY) XELPOUPYIKI], N TPOMOMOINCT TOU OWHATOG 1) N EMOTAKN NG
POUTOTIKNG (0WG MPOOPEPOUV KAMOLEG aMd AUTEG TIG AMOAQUOEIS OTIWG
pag anmokaAUrTel n SouAeld Tou ManapXaAdmouAou OTO XWEO TwV
KOUIKG (0 Mdriwvdg Tou €kave 1dn enapkn aiobnon). Ouwg plovoape
yia {wypagikn...

Av napaBA€yel kaveiq Ta mapandvw (kat dev BAEMW Kavéva AGyo va
un To KAvel) auth N Lwypagikn eival mavw ar’ 6Aa pia {wypagikn yla
Cwypa@ikr). 'Eva oxdAo ndvw ot {wypagikr). Ot tévol Tou ykpilou, népa

- and avatpixlaoTikoug TOvoug HETEWPOAOYIAG 1) HEAETNG TNG
atuéopalpag, PEPOUV auTolq TOUG XPWHATIKOUG TPORANUATIONOUG TIoU
€xouv anaoxoAnoel Toug {wypdgoug yia awwveg. Kal eivat ouolaoTikd pia
{wypa@ikr n oroia akpoBatel avdueoa oty avanapdoTtaon Kat Ty
avelkovikotnTa. BAEnelg, de BAEMELG, Vouilelq OTL BAEMELS, VOUIZELg OTL Be
BAEMELS.... To (Blo Kowd pdRAnua rou propei va Egkivdel pe tov Goya,
va ouveyidel pe Tov Monet, va an\wvetat pe Tov Sezanne, tov Picasso,
Tov Pollock... Av Tehikd kavelg (katapépet va) mapaBAEPel v
Tepatoloyia kat Tn peAovtoloyia Tou dlarnepvouv To €pyo Tou
Manaptxahdémoulou, Uropel va anoAauaoel pia mepiynon dla Héoou g
wropiag MG {wypapknig. Metapovtépva npakTikn einate; Ma aoparag.
‘Opwg To HeydAo epwTnua eivat TeAikd yiati évag dvepwriog (;) Tou 2001
va napaBA€Pel autd Ta otoixela TG peANOVTOAOYIag 1) TNG TepatoAoyiag
o’ aut ™ Jwypagikn}; Autd dev eival eEaA\ou Tou Kavouv autr Tn
Souleld povadikry; Autd eival puoikd ki autd mou Ba MAREoLV TIQ
ocoBapogaveig Tdoelg Twv PNOTEXVWY. KaAUtepa £Tot 6uwg... Oa rav
npoTiudTEPO 0 Beatnq va apebel eEapxg kat va To anoAavoet. Ot
ylanwvegol Beatéq and n pepld Toug €xouv eEolkelwdel oTo va BAEMouv
mv pwTelouaa Toug To TAKUO va LoomedWVeTal aTEAEIWTEG POPEG. Ard
TIPOIOTOPIKA TEPATA OTIG TAWVIEG TNG OElPAG MKOVTEiAQ, amnd TUPNVIKES
BouBeg ot pa oelpd and manga dnwg To mepipnuo Akira. Tlpv Aiyo

kapo eidape atov Kwvnuaroypdo tnv nméAn tng Néag Yépkng va yivetat

Aaundyualo amnd eniBeomn eEwynivwv ald kat BPoxr| HETEWPLITWV Kal o

comic-book works reveal (his book “The Jap” made a significant impact).
But we were talking about painting...

If one overlooks the above (and | see no reason not to) this work is
above all painting. A comment on painting. The tones of gray, beyond the
upsetting tones of meteorology or study of atmosphere, bear these
concerns on colour that have troubled painters for centuries. And it is
essentially a work which is balanced between representation and the non-
figurative. You see, you don't see, you think you see, you think you
don’t... The same common problem that could start with Goya, continue
with Monet and extended through Cézanne, Picasso, Pollock... If one can
manage to overlook the teratology and futurism that permeate
Papamichalopoulos’ work, one can enjoy a tour through the history of
painting. Postmodern practise you say? But of course. Although the big
question finally is why would a human (?) being of the year 2001 overlook
these rudiments of futurism or teratology in this work? After all are not
these that make this work unique? They, of course, are the exact same
elements that will strike a blow to the demure tendencies of art lovers. Just
as well, though... It would be preferable for the onlooker to let himself go
from the start and enjoy it. From their point of view ‘J_apanese spectators
have become familiar with seeing their capital, Tokyo, levelled to the
ground countless times. By prehistoric monsters in movies of the Godzilla
series and from nuclear bombs in a series of manga such as the famous
Akira. A while back we watched in movies the city of New York being
blown to smithereens by an alien attack and a meteor shower as well, and
more recently, we actually saw that happen. Athens and the Attica Basin
may have never been placed in similar scenarios but the evolution of the
capital’s city-planning network itself is sufficiently chaotic and alienating:
Papamichalopoulos observes the city that surrounds him but, like some
movie or comic-book figures with visionary attributes, he sees her in
another temporal moment (?) of the future when the nowadays predomi-
nant city-planning network will have been reduced to rubble.
Papamichalopoulos paints these ruined and broken-down buildings with

exhausting accuracy which brings to mind that of the European travellers
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HeTatpenovTal oe apalpeTikd avti va yivovral avanapactatikd. O dlog o
KAAAITEXVNG Aettoupyel kat’ eEoxnv uBpIdIKG. XelpileTal pepikd ané ta
o olyxpova Buata TG EIKAOTIKAG MPOPBANUATIKAG (LETAAGEEL,
anodopnon, N UNTEOTOAN) eve) MapdMnAa {wypailet ue wa
Baoaviotikd «anapxaiwpévn» péBodo. Ta uBpidla eival de facto
evdlagepovta. O ManapixaAdmoulog {wypagilet pia moAn YKPEUOMEVN
KaL €pnun, doxeta av n artia eival évag oelopdg, wa TIUPNVIKA
Karaotpo@r, eEwyrvn eloBOAY, eniBeoT) IOAQUIOTOV KAUIKAZL 1) 0
TepinaTog evog UNePUEYEBOUG TEPATOG auTr N IOAN Exel Ta XaAa mg.

Nai, aA\d Tdte yiati pag gaivetal T6o0 okeia;




Mdvog Zrepavidng

OTAN H MOAH NEGAINEI

Manos Stefanides

WHEN THE CITY IS DYING
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H kplon ¢ {wypaikiiq OrleLa OPEIAETAL OTO OTL OUYKEKPIUEVA {WYPAPIKG OTOIXEQ
Exouv Exouv KANpodotnBel oe GAAEG TEXVESG NG EIKOVAG, Ol OMOIEG CUWS ACYW NG
uadikdtnrds toug ana&lwvouv kard BABOG To KUPOG 1j Tov MAA0 SNUGOLo XapaKTripa
m¢ wypagikis dadikaoiag. Kamote n {wypapikr eEEPPAde KAT AIOKAELOTIKOTNTA
TNV KaTtaokeurj ¢ enionung ewovag (vaoi, dnuéota ktiouara). Zriuepa n {wypapikn
Exel Yivel IBlwTIKY untéBeon nou evlapepeL EAdxLoTous. ‘ETOL aro TG EMIKEG
ToXoypagieq tou Meoaiwva rj TG Avayéwnong pTavoupre aToug UKPOUG popnTous
TMiVaKeG TOU OTjEPA MOU KAAUMTOUV MEPLOOOTEPO (SIWTIKG YoUoTa napd oUAOYIKEG
apeTeG. ESW akpBws pwAtdlel kat n kpion tne.

M.Z.

H néAn nebaivel, Ta KTMpLa Kat Toug dpOpoug TG TPWEL 0 Kapkivog,

n avarvor] TNg eival pOLoIKN kat oav eEantépuya oto £631L NG OTEKOUV OL
kepaieg Twv TAeopdoewv. To BAvato g MOANG dev Uropouv
v'anodwaoouv oUTe N pwToypapia oUTe To Oed ylati Ta éoa Toug
napaeival TéAela kat eEldavikeupéva Kal ylati oto dépua Kal otny eikéva
Toug eMNoxeUel TAvta o Kivduvog NG KaMypagiag Kat Tng
egdavikeuong (Hovadikn eEaipeon, ar’ 6oa yvwpeilw Kal ayandw,

o Stalker kat 0 TApKkOPOKU).

H méAn Aondv mebaivel Kal To HOLPOAS TNG WMopPEl va To Kataypayet
povo n Lwypagikr}, emotmoia GiAn g and rmalid, and Ty enoxy Twv
QQTIKWV OAOKANPWOEWY AKOUN aMG Kat TwV aoTIKWv oupBdoswv. Eite
ouppadifovrag efte MoAepdvTag n pia v GAAN, mOAn kat {wypagikn
ouvinapgav eni awdveg. Irpepa ndAL n kpion g {wyPaPIKAg sivat
n Kpion g MOANG kat Toupmnaw. ‘H, kaAutepa sivat 1 kpion Tou
BAEUATOG ATTO TO UTIOKE(UEVO TIPOG EvVa QVTIKE(UEVO TToU Sev
(ava)yvwpilel Ta 6ptd Tou, XwPIKA Kal CUPBOAIKA. Mati oAN sival ot
avBpwriol KL dtav ot TeAeutaiol autoi apglopnrouvtal i Kadiotavrat
paga, Téte 0 BAvarog g MOANG eivat avandPeukTog. OuUNBELTE TIg
AkuBEpvnteg lMoAteieg Tou ZTpath Toipka kat To POAo Tou
ap@ieydpevou KaATEXVN «Kakopoipa» o omoiog oav Tewpeoiag kat oav
Kaoodvdpa npogriteue To TEAOG. 'H akdun oTtoxaoTteite To Spapatikéd

KiBwtio Tou Apn AAeEAvdpou.

R

The crisis of painting today is due to the fact that certain painterly elements have
been entrusted to other visual arts which, inasmuch as they refer to the masses, deep
down they devaluate the authority of the old public character of the painting process.
There was a little time when painting exclusive expressed the construction of the
official image (temples, public buildings). Today painting has become a private affair
that interests very few. So from the epic frescoes of the Middle - Ages or the
Renaissance we come to the small portable works of today which mostly satisfy
private tastes rather than collective virtues. Therein lies its crisis.

M.S.

The city is dying, its buildings and streets are eaten through by cancer, its
breath is consumptive and television antennae stand like banners at its
funerary procession. The death of the city cannot be depicted by photog-
raphy nor by the cinema because their means are too perfect and
idealised and also because on their skin and in their image always lurks
the danger of calligraphy and idealisation. (The unique exception from all
that | know and love are Stalker and Tarkofski).

Well, the city is dying and its lament can be recorded only by painting,
its bosom friend of old, since the era of urban intergrations but also of
urban conventions. Whwthwer cooperating or warring against each other,
city and painting have coexisted for centuries. Again today the crisis of
Painting is the crisis of regard from the subject upon an object that does
not recognize or know its limits, spatial and symbolic. Because the city is
the people and when the latter are questioned or rendered into a mass
then the death of the city is inescapable. Remember the Akivernites
Politiaes (Drifting Cities) by Stratis Tsirkas and the role of the controversial
artist “Kakomira” (Wretched) who like Tiresias or a Cassandra prophecied
the end. Or even reflect upon the dramatic Kivotio (Trunk) by Aris
Alexandrou.

Constantinos Papamichalopoulos after a series of monster-buildings
which devoured (urban) space and pleasantly surprised the observer ‘
because they questioned familiar images by hinting at unfamiliar evils,

moves on to a much simpler thematology. Spaces are gray,' dark and that
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O Kwvotavtivog ManauxaAérnouAog HeTd ano wa oeipd Kmpiwv-
TEPdTWV nou KaraBpdxeifav Tov (aoTikd) Xwpo kau Eapvialav euxdplota
Tov Bearn yiati Tou auPLoBnToUoav OIKE(EG EIKGVEG UMOBAMOVTAG TOU
avoikela kakd, Mepvd oe pia BeparoAoyia oAU o arhr. Ot xwpot eivat
YKpiCoL, okoTewvoi Kl auTd o ermBldvel péoa o ToUTo To oUYXPOVO
inferno eivat ot kepaieq ™G Aedpaong oav Ta ouata evég vekpoU
MnvUparog rou dev mpdAaBe va petadobel. ‘H oav Tig avéveg evég Epur
VEKPOTIOHMOU TTOU GUWG Bev EXEL TLA PUXEG VA UETAPEPEL KAl TA OWHATA
Sev enapkouv. Mpdkerrat yla aotikd tortia Eavd, Ta omoia éxouv anodobef
agudatopéva and kabe avBpwruvn napoucia. Eival o kdopog mou pag
QagiCel, eivat 0 kOOHOG TIOU TOV TPOETOILATAV Yia GUAKY| Hag, eivat évag
KOOMOG TOU QTIAXTNKE Yia va XwP{OEL TOUG avBp@oug ar’ Tov KGGHO.
MapdMnAa, o Manapixahémoulog {wypagilel avBpwruva Toria, SnAady|
TO MPOCWO TOU KAl TO OWHA TOU EMUBIOKOVTAG I OUPPAPY TOU
TPOHAKTIKOU pe TO YeAoio. ‘ETol, anéAuta oUPPIWHEVOG HE TOUG (pARoUG
Tou 0 wypagog, mapadidel v elkdva Tou rou napadidetat otov Beartn
avunepaomiotn. Oupdual 3w Tov ExBpo tou MMontr kat Tov Mwpyo
Xeypwva 6tav KpUREeL To MPGOWTO Tou HECA OTO PHYHA NG GPdong Tou,
oto pripa mou «dev eivats. Kat o {wypdgog 6a r8eke va sival évag mmémg
™G ouyxpovng, 3UoBupng avayévwnong. Mropel dpwg; «To dvopd pou,
eival n duotuxia pou: ue Aéve» eEopohoyeital o Xewvdg. Ot elkdveg Tou.
Gwypdgou eival n dikr Tou duotuxia yiati Aéve kat Sev Aéve, yiati ocpal’}\o;Jv
va givat o’ éva 6pto. H téxvn mdAL av opeilet va Exel éva xapakmipa Kt éva
OKOMG, autdg Sev umopel va eivat GAog and v mPoogyylon 1j Kat Ty
epunveia Tou Bavdrou wg eumelpiag g Unapgng. AnAadr n YnAdenon

Tou xGoug. ‘Oha Ta AMa eival prTopeieq Kat SIaKOOUNTIKATNTEG.

12.XI1.°01

which survives in this contemporary inferno are the television antennae
like the signals of a dead message that failed to be transmitted. Or like the
antennae of Hermes, guide of the dead, who has no more souls to
transport and the bodies do not suffice. It is again about urban land-
scapes that have been depicted dehydrated from any human presence. It
is a world that we deserve, it is a world that has been prepared for our
incarceration, it is a world that has been created to set humans apart from
the world. Parallel to that, Papamichalopoulos paints humanscapes, that is
his face and body striving for a conjunction of the terrible with the
ridiculous. Thus, completely reconciled with his fears the painter relin-
quishes his image which is surrendered defenceless to the observer.
I now remember the Poet’s Enemy and George Chimonas when he hides
'his face in the breach of his phrase , in the verb “which is not”. And the
painter would like to be a knight of the contemporary, despondent
Renaissance. Can he, though? “My name is misery, I'm called” Chimonas
confesses. The painter’s images are his own misery because they say and
they don'’t, because they are bound to remain within a limit. Then again, if
Art is bound to have character and a purpose, this cannot be other than
the approach or the interpretation of death as an experience of existence.
That is to touch chaos. Everything else is rhetorics and decorations.
12.XI1.°01




16

Kepaia pe peydpwvo, pehdvi oe xapti, 56 x 76 ek., 2001 Antenna with loudspeaker, ink on paper, 56 x 76 cm, 2001
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Kepaieg, pehdvi oe xaprti, 56 x 76 k., 2001 3 Antennae, ink on paper, 56 x 76 cm, 2001
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Kepaieg pe Tpia peyagwva, pehavi oe xapti, 56 x 76 ek., 2001 Antennae with three loudspeakers, ink on paper, 56 x 76 cm, 2001
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Kepaieg, peAdvi kat akpuAiké oe xapti, 50,5 x 75,5 ek., 2000 Antennae, ink and acrylic on paper, 50,5 x 75,5 cm, 2000
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°

Kepaigeg, peAavi kat akpuAikd oe xapti, 56 x 76 ek., 2001 Antennae, ink and acrylic on paper, 56 x 76 cm, 2001
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Kepaieg, pehavi oe xapri, 48,5 x 68,5 k., 2000 Antennae, ink on paper, 48,5 x 68,5 cm, 2000
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Kepaieg, pehavt oe xapti, 72 x 110 ek., 2001 Antennae, ink on paper, 72 x 110 cm, 2001
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KaAwdia, pehavi oe xapti, 16 x 28,5 ek., 2001

210)

Cables, ink on paper, 16 x 28,5 cm, 2001






Kepaieg, pehdvt kat akpuliké oe xapti, 56 x 76 &x., 2001
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Antennae, ink and acrylic on paper, 56 x 76 cm, 2001






34

Auo kepaieg pe ouvvepa, pehdvi oe xapti, 64 x 102 ex., 2001 Two antennae with clouds, ink on paper, 64 x 102 cm, 2001






Kepaieg, pehdvt oe xapti, 64 x 102 ek., 2001 Antennae, ink on paper, 64 x 102 cm, 2001






Kepaieg, pehdvt oe xaprti, 56 x 76 k., 2001 Antennae, ink on paper, 56 x 76 cm, 2001






KaAwdia, pehdvt oe xapti, 17 x 25 ek., 2001

KaAwdia, pehavt oe xapti, 17 x 29 k., 2001

Cables, ink on paper, 17 x 25 cm, 2001
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Cables, ink on paper, 17 x 29 cm, 2001
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Kepaia pe peyapwvo, pehdvt oe xapti, 31,5 x 40,5 ek., 2000 Antennae with loudspeakers, ink on paper, 31,5 x 40,5 cm, 2000






Kepaigg, pehavt oe xapti, 6,5 x 28 ek., 2001

44

Antennae, ink on paper, 6,5 x 28 cm, 2001
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Kepaia, pehavi oe xapti, 31 x 40 ek., 2000 Antenna, ink on paper, 31 x 40 cm, 2000






Avo kepaieg, peNavt oe xapti, 31,5 x 40,5 ek., 2000 Two antennae, ink on paper, 31,5 x 40,5 cm, 2000
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Two Antennae, ink on paper, 31 x 40 cm, 2000

Auo kepaieg, peavt oe xapti, 31 x 40 ek., 2000
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Kepaia, pehavt oe xapti, 31 x 40 ek., 2000 Antenna, ink on paper, 31 x 40 cm, 2000
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Aelgoi |, pehavi oe xapti, 10,5 x 39 k., 2000 Delfi I, ink on paper, 10,5 x 39 cm, 2000

Aehgoi Il, pehavi oe xapti, 17,5 x 30 &k., 2000 Delfi Il, ink on paper, 17,5 x 30 cm, 2000







Tpeig Kepaieg pe olvvea, LeAAQvL oe XapTi, 56 x 76 €K., 2001 Three antennae with clouds, ink on paper, 56 x 76 cm, 2001






AUo Kepaieg, LeAGVL Oe XapTi, 56 x 76 K., 2001 Two antennae, ink on paper, 56 x 76 cm, 2001
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Kepaieg, pehavt oe xaprti, 30 x 40 k., 2000 Antennae, ink on paper, 30 x 40 cm, 2000
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Kepaieg, pehdvi oe xapri, 17 x 25, 2001 Antennae, ink on paper, 17 x 25 cm, 2001

Kepaieg, pehdwvi oe xapri, 6,5 x 27,5 ek., 2001 Antennae, ink on paper, 6,5 x 27,5 cm, 2001






Kepaia pe xapnAd olvvepa, pehdvi oe xapti, 56 x 76 ek., 2001 Antenna with low clouds, ink on paper, 56 x 76 cm, 2001
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Kepaieg pe peyapuwvo kai obvve@a, JeAAvL oe xapti, 56 x 76 k., 2001 Antennae with loudspeaker and clouds, ink on paper, 56 x 76 cm, 2001
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Kepaigg, pehavi oe xapti, 6,5 x 31,5 ek., 2001 * Antennae, ink on paper, 6,5 x 31,5 cm, 2001

‘Ekpn&n, pehdvt oe xapti, 17,5 x 25 k., 20/10/1995 Explosion, ink on paper, 17,5 x 25 cm, 20/10/1995
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KaAwdia kail kepaieg, pehdvt oe xapti, 16,5 x 24 ek., 2001 Cables and antennae, ink on paper, 16,5 x 24 cm, 2001

Kepaieg, pehdvt oe xapti, 17,5 x 24,5 k., 20/10/1995 Antennae, ink on paper, 17,5 x 24,5 cm, 20/10/1995
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Kepaia, pehavi oe xapti, 17 x 25 ek., 2001 Antenna, ink on paper, 17 x 25 cm, 2001
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O Kwvotavrivog ManapixaAérouhog yevwniBnke oty Abrjva to 1975.0oitnoe oty Avwtdtr ZxoAr
Kahwv Texvav g ABrjvag aro 1o 1993 €wg to 1999 pe daokdhoug ™ Péva Manaomipou Kal Tov
Tplavrapulo Matpackidn. MapakoAolBnoe eriong yia dUo xpdvia Ta EpYAcTHPIa XAPAKTIKAG
Twv kaBnyntwv M. Marnaddkn kat . MiAlou oty A.Z.K.T. To 1998,0ta m\aiola Tou MPoypauuaToq
ERASMUS-SOCRATES yia avtalayég gormrav peta&l A.E.l. xwpwv g Eupwnaikng Evdoewg,
napakoAoubnoe To eapivéd eEdpnvo pabruata oty GERRIT RIETVELD ACADEMIE oto
Apcrrspwd;i (OMavdia). To 1998 képdioe To B Bpapeio Tou enddAou tou Bpuparog Mdavvn kat
Zwng nupdroulou. Epya Tou undpxouv otig ouAoYEG NG MivakoBrikng KouBouTtodkn, Tou
Mouoeiou Zrnupdmnoulou KaBwg kal oe AAeG IBIWTIKEG OUNOYEG oy EAAGSa Kat To EEWTEPIKS.
ATOMIKEZ EKOEIEIS

2000 Xwpog Téxvng “24”

2000 MaAardki, Mveupatiké Kévtpo Arjpou Xaidapiou

2001 «BABEA»

2002 Xwpog Téxvng “24”
OMAAIKES EKOESEIS

2001 Livres d’ Artistes - keipeva kat avrtikeipeva (MTkakepi “7”)

2001 Art Athina (FkaAepi «ETox€g»)

2001 60 AleBvEq PeaTIBAN KOpikg Tng «BaBér» (Texvomohg ABnvav - Mkady)

2001 M'kahepi «AoTpoAdBog»

2000 Xwypog Téxvng “24”

2000 50 AeBveg DeoTIBAA KOpikg NG «BaBéN» (Texvomohig Abnvav - Mkady)

2000 1n Tplevaie ENMnvikng XapakTikrg (Mivakodrikn Miepidn - Mueada)

2000 O kaM\Téxveg Tou Mouoeiou Zrupdmoulou (18pupa Meilwvog EAAnviouoU)

2000 KovoépBeg (ABoypageio g 0dou Melpatig)

1999 Andgporrot A.Z.K.T. ‘99 (Epyootdoto - Mepaiwdg 256)

1998 Bpapeia Idpuparog Mavvn kat Zwng Zrnupdrnoulou 1997 (Mouoeio Zrupdroulou)

1997 Art Heineken '97 (Mveupatiké Kévrpo Arjpou ABnvaiwv «MeAiva Mepkoupn)» -
Ktiplo Mouldrourou)

1996 Mkarepi X

1996 Art Heineken '96 (Mveupatiké Kévtpo Arpou ABnvaiwv Meliva Mepkoupn -
Ktiplo Mouldroulou)

EkBéoeig pormrwv Twv evdlapéowv eTwv g A.Z.K.T. 1994, 1995, 1996 kat 1997 (A.ZK.T. -
Mepaiwg 256)

Constantinos Papamichalopoulos was born in Athens, 1975. He studied in the Athens
School of Fine Arts from 1993 until 1999, under Rena Papaspirou and Tr.Papaspirou.
He aiso attended the printmaking workshops of G.Papadakis and G. Milios for two
years in the A.S.F.A. In 1998 he attended Gerrit Rietveld Academie’s spring semester
as an Erasmus-Socrates exchange student in Amsterdam (Holland). In 1998 he was
awarded the Yiannis & Zoe Spyropoulos Foundation second prize. His works are in
the collections of the Kouvoutsakis Museum , the Spyropoulos Museum as well as in
various other private collections in Greece and abroad.
SOLO EXHIBITIONS

2002: Gallery “24”

2001: Babel Gallery

2001: “Palataki” Cultural Center of the Municipality of Haidari

2000: Gallery “24”
GROUP EXHIBITIONS

2001: Livres d’Artistes - texts and objects (Gallery ‘7’)

2001: Art Athina (Gallery “Epoches”)

2001: 67H International Comics Festival of “Babel” (Athens Technopolis - Gazi)

2001: Astrolavos Gallery — Dexameni

2000: Gallery ‘24’

2000: 5™ International Comics Festival of “Babel” (Athens Technopolis - Gazi)

2000: 1¢ Trienalle of Greek engraving (Pierides Gallery - Glyfada)

2000: Artists of the Spyropoulos Museum (“Hellenic Cosmos” Cultural Center)

2000: Tin Cans (“Printmaker’s Pireos str. Workshop”)

1999: A.S.F.A ‘s Graduates’Show '99 (Ergostasio - 256, Pireos str.)

1998: Y&Z. Spyropoulos Foundation Awards (Spyropoulos Museum)

1997: Art Heineken 97 (Cultural Center of the Municipality of Athens -
Poulopoulos’building)

1996: Gallery X

1996: Art Heineken '96 (Cultural Center of the Municipality of Athens -
Poulopoulos’building) )

Group exhibitions of the students of the A.S.F.A 94, '95, '96 and '97 (A.S.F.A -
256, Pireos str.)
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