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PROLOGUE

It was four years ago when the Board of the Chamber of Fine Arts
of Greece — EETE, following the recommendation by the Ephorate
of Engraving, discussed and decided to organize exhibition: “En-
graving: From Prehistory to Modern Day Greece”. Our rationale was
to underline the major and unique import and role the Art of En-
graving historically played in the promotion and dissemination of
Knowledge, the spread of Science, as well as its contribution in the
Historical Development and Humanization of Men...

It was Engraving which paved the way for the dissemination of
Knowledge and Science, since books — namely, the mass circula-
tion of Knowledge — rested upon the art of Block Print. Every letter,
a small block print, armed Gutenberg with the means to invent the
Printing Press and start the Printing Revolution in the 15th Century
AD. Later, Engraving, in its quise as an Art, contributed to the beau-
tification of printed matter, the illustration of newspapers, while it
produced magnificent works across all of its technical capabilities:
Lithography, Block Print, Etching, Silkscreen. The invention of li-
thography around 1798 by Alois Senefelder was the forerunner
for modern lithographic and offset printings, taking us all the way
to the present and digital reproduction...

Up until the 19th century, the engraver's role was distinguished
from that of a painter, with very few exceptions (such as, for exam-
ple, Dorer, Rembrandt, the Japanese engravers and others). The
Art of Engraving was utilized until then for the reproduction of visual
art works, which were signed separately by both the engraver and
the painter. The invention of photography liberated Engraving from
the incumbency to reproduce paintings and Engraving evolved to
an autonomous art whose special and distinctive expressive media
led to new artistic paths and expressions. Engraving constitutes to-

day an autonomous artistic expression and the modern engraver is
above all a painter, a creator in the visual arts.
Engravings stood by the side of common people in the course of
their entire history. Engraving in Greece contributed greatly in the
time of the Greek Resistance against the Nazi occupation. Despite
its enormous contribution to society and the significant works pro-
duced by so many artists in the passage of time, we rarely come
across Engraving exhibitions, while the engravings exhibited in
Museums are few and far between. The reason for this is simple:
Engraving is not supported by our prevailing system, as it does not
attract the interest of “investors”™ and speculators, since engravings
are affordable works of art and thus devoid of investment value.
Qver the course of time, engravers have created important works
but always affordable ones, since engravings are always original,
without being unigue. The Chamber of Fine Arts of Greece — EETE
strives and exhorts its efforts, while it has already begun collecting
works to establish a modern Museum of Greek Engraving which will
become the home and spearhead the promotion of modern Greek
Engraving and its dialogue with the Engraving of other countries...
The Board of the Chamber of Fine Arts of Greece — EETE would
like to thank all of our colleagues who contributed for the last four
years, as members of the Organizing Committee, to the organiza-
tion of this Historic exhibition, all of the Art Historians, Archaeol-
ogists and Collectors of engraving, who collaborated with us, the
Museums and other bodies who offered works and materials, the
Athens School of Fine Arts, the friends and staff of EETE and, most
warmly, the engravers participating in the Exhibition.
Eva Mela
Chairwoman of the Board of EETE



MPOAOIOx

To AY tou EETE npiv t€ooegpa xpovia, yetd and npodtacn s Eo-
peias Xapakukns tou EETE, ouZhtnoe kal ano®Acioe T S10pyavw-
on s €kBeaNs: «Xapaktikn. Ano tnv Mpoiotopia otnv EAAGSa Tou
onpepay. O Aoyos Ntav va enNionUAvoue Tov TEPACTIO KAl JOVASIKO
PONO TNS TEXVNS TNS XAPAKTIKNS -I0TOPIKA- 0TN S1A500N TNS 'VWOoNS,
otn 816600N NS EMOTNUNS Kal th UPBOAN TNS oTnV |0TOPIKN EEENI-
€n, otov €€avBpwniopd Tou AvBpwnou.

H Xapaktkn Atav ekeivn mou Avoi€e 1o 5popo otn S1a5oon s M-
oNs Kal s Enotnuns, agou 1o BIBAIO -n yadikn 6nAAdN KUKAOPO-
pia TS Mveons- oTNPIXTNKE NAvw otny texvn tns Tuloypagias. To
KGBe ypduua, pia Pikpn Euhoypagia, £6woe oTo MoUTEUREPYIO TOV
150 aiwva, 1o ONAo yia TNV avakaAuyn s Tunoypagias. Apyote-
pa, N Xapaktkn ws Texvn, oUVERANE OTO va KOOWUE Ta €viuna, va
EIKOVOYPAPEl TIS EPNUEPIBES, £6WOE €EAIPETIKA €0Ya O€ OAES TS
TEXVIKES TS duvatotntes: AiIBoypapia, Tuhoypagia, XaAkoypagia,
Metagotunia. H avakdiuyn tns AiBoypagias 1o 1798 nepinou anod
Tov A. Zévepehvtep (Alois Senefelder) ntav o nponounods 1wy ouy-
XPOVwV AIBoYPapEiwV Kal Twv eKTUNwoewy offset, yia va etdoou-
LE - ONUEPa OTNV YNPIAKN avanapaywyn...

Méexpl Tov 190 aiva, o pONOS TOU XApAkIN Ntav SIaXwPICUEVOS
ano tov {wypd@o, ue Aives eaipéoels (Onws nx o Ntupep, o Pe-
UMPAvT, ol YIaNwVELD! XapAKTES K.a.).. H TExvn TS XapakTkNS ws
10Te XPNOiUeUE OTNV avanapaywyn twy €IKAoTIKWY €PYWY, OMOTE
Kal UNEYPaQav XwpIoTd, Kal 0 Xapakins kal o {wypdgos. H ava-
KAAUWN TNS QWTOYPAPIas AnEAEUBEPWOE TN XAPAKTIKN and tnv
SE0UEUON TNS AvVanapaywyns ZwypagIkwy €pYwY Kal N XapakTikn
€EENIXBNKE O€ PIa QUTOVOUN TEXVN OMOU Ta 161AITEPA EKPPACTIKA
NS PEOQ 08NYOUV OE VEES EIKAOTIKES SIAOPOUES Kal EKPPATEIS..
H Xapaktikn onpepa eival pia autdvopn KAANTEXVIKN EKPPAon Kal

0 0UyXpovos XapdKIns eival Npwta an’ OAa {wypd@os, EIKAOTIKOS
Snpioupyos.
To Xapaktikod £pyo 0TABNKE NAvia &iMAQ 0TO A0 0€ OAES TIS OTIY-
LES TNS 10Topias Tou. H Xapaktikn otny EANASQ, €XEI CUVEIOPEPE]
onyavtikg ota xpdvia s EBvikns pas Avtiotacns. Mapoin v
TEPACTIa I0TOPIKA NPOCPOPA TNS OTNV KOIVWVIa, aAAG Kal Napa
TN ONUAVTIKN SOUAEIG TOOWY KAANTEXVWVY SIAXPOVIKA, BAEMOULE
ondvia eKBE0EIS XapakTIkNS, Aev UNAPXOUV MOANG XAPAKTIKA €pya
o€ Mouaeia. O Aoyos eival anios: N XapaktkN oto oUoTNUA Mou
(oUpE bev unootnpidetal, S5V MPOKAAET TO EVOIAPEPOV TWV EMEV-
SUTWV» KaI TV KEPSOOKONWY, YIATI TO XAPAKTIKO £QYO0 TEXVNS €ival
OIKOVOUIKA MPOOCITO Kal 6€v NAPOUCIALEl ENEVOUTIKO EVOIAPEPOV.
O1 xapdKtes Siaxpovikd, dnuioUupynoav €pyo onPAvIiko, aAAG Na-
VIa NPOOITO, YIaT Ta XapaKTIka €pya eival NAvia NpwtdtunNa Xwpis
Ouws va eival povadika. To EETE 8iekbikel, maAeUel, kal Nén GUA-
AEYEI €pya yIa TN Snploupyia evos oUyxpovou Mouogiou EAANVIKNS
Xapaktikns tou EETE 6nou kel Ba Bpel oteyn kal npoBoAn n oUy-
xpovn EAANVIKN XQPAKTIKN KAl N GUVOUIAIQ TNS e XAPAKTIKN GAAWY
XWPWV.
To AY tou EETE euxapiotel GAOUS TOUS GUVASEAPOUS MOU TEOOE-
Pa XpOVIa WS PEAN s Opyavwiikns ENItponns CUVEICEPEPQV
otnv opydvwaon TS loTopIkNS autns €KBEONS, EUXAPIOTE OAOUS
ToUs 10TopIKoUS TEXVNS, TOUS APXAIONOYOUS KOl TOUS ZUAAEKTES
XAPAKTIKWV EQYWY MOU OUVEPYAoBNkav, ta Mouoeia Kal Tous
(POPEIS MOU NPOCEPEPAV UAIKO, TNV AZKT, Tous (piAoUS Kal Tous
UNarANAouUs Tou EETE, kal 181aiTepa Tous XapAKTES MOU CUULIETEXOUV
otnv €kBean .
EUa Mend
Mpdedpos tou AX tou EETE



INTRODUCTORY NOTE
“ENGRAVING, FROM PREHISTORY TO PRESENT-DAY GREECE"

In Autumn 2017, the Engraving Ephorate of E.ETE and ten engrav-
ers from its Department, with the support of the Board, inspired
and driven by our two successful major Exhibitions on “The Resis-
tance 1940-1974" formed a large team and begun working on a
new Exhibition, resting on a grand ldea. The Idea that is criss-cross-
ing its course through our daily lives, by means of the labour of our
work. Such is this little, this humble line that is engraved on Wood,
Copper, Stone as well as other materials, thus becoming an Engrav-
ing. Printed in many copies, this is the distant descendant of what
men carved for the first time on a rock to leave their imprint and to
communicate with their fellow man, many thousands of years ago.
That little carved line constitutes the origin and beginning of the
spread of Knowledge across the entire World.

Slowly but firmly, that little line and its progeny advanced, in the
passage of time, through lands and cultures and continue to do so
until today. This little, humble line becomes a Shape, assumes a
form, becomes a Symbol, a Letter, Writing. It is printed thus becom-
ing a Document or a Book. It multiplies and spreads everywhere,
gifting the world with the great advantage of Knowledge. This is
an unparalleled Achievement for Mankind. Amidst this majesty, at
some point a new visual art was born, the Art of Engraving. With
Engravings being printed in @ multitude of copies, more individuals
could afford to have a Work of Art, bringing them closer to Art. The
nascence, thus, of the spread of Knowledge and the beginning of
Engraving was the Idea motivating us to create the Exhibition enti-
tled: “Engraving, from Prehistory to present-day Greece”

The centuries of our journey were many and so were the lands. The
volume of material huge, our time limited, the challenges many.
Through adversities, but propelled by the enthusiasm, tenacity and
passion showed by all those involved, my colleagues and so many
more, we attempted to locate few, but as representative as can be,
samples of this agelong course.

Al of the people we contacted for their help and collaboration, greeted us,
without exception, with love-understanding-eagerness and warmth,
as if they had been long waiting for us. We thank them all warmly,

filled with emotions for these four years we worked together, search-
ing and discovering wondrous things relating to the Awe-inspiring
Issue of “Writing, Knowledge and Art”. We shall cite our dearest as-
sociates below, one-by-one and by name, for all of them are special.
This journey to the Past was for all of us a strong refresher of our
Historic Memory and a deep realization of the greatness of the Art
we serve, of the majesty of Engraving. This journey is indelibly im-
printed in our memory and we wish to share it with you. For it is
Knowledge which, together with Art, hand-by-hand, unite People
and the Past with the Present.

The exhibition is Spatially developed in Chronological order, to facilitate
the visitor's understanding of the Journey. Our Journey begins with
Prehistoric Rock Engravings from China, France and Greece. It contin-
ues into Ancient History where Symbols, Seals, Inscriptions and Sig-
nets from Archaeological and Historical Museums in Greece and Cy-
prus are presented. The exhibition then moves to China and presents
Ancient Scriptures but also Historical Printings of Engravings from
Chinese Museums. It then turns to European Engraving in the Middle
Ages and Renaissance, as well as Impressionist and Japanese ones,
from the collections of Greek Museums and then turns its attention
to Lithographs by Foreign Travelers in Greece from Greek Historical
Museums and Xylographs of Icons from the Holy Mountain of Athos.
Our Journey culminates with Engravings created by Greek Engrav-
ers,members of E.ET.E. These relate, on the one hand, to works be-
longing to various Collections and created by Engravers no longer
with us, many of whom showcased with their Engravings some of
the major events and struggles in the Modern History of our land.
Also on display, on the other hand, are works by Contemporary
Engravers, some showcasing the technical evolution and progress
made in the field of digital Engraving in Greece.

[ wish you all a pleasant journey,

Marianna Xenaki
Supervisor of the Engraving Ephorate —E.ETE.



EIXATQrNKO XHMEIQMA
«XAPAKTIKH. AMO THN MPOIZTOPIA £THN EAAAAA TOY ZHMEPA»

To ®Bvonwpo tou 2017, n Epopeia Xapakukns tou E.ETE kal 6€ka
XAPAKTES ANO TO TNWA TNS, E TNV UNOCTNPIEN TOU A.Z., OPUWLEVO!
ano TS 5U0 PEYAAES EMITUXNUEVES €KBEOEIS Uas yia TNV «AvTiota-
on 1940-1974», anoteAéoape pia peyaAn oudda kal Eekivhoaue
va S0UNEUOUE YIa Wia vea ekBeon, NAvw o€ ia yeyain 16€a. Tnv
I6€a MoU kaBnuEePIvVa NepVA and Pnpoaotd Pas, peoa ano tov Hoxoo
NS S0UA€IAS pas. Kal eival autn n Ikpn Tanevn Xapaypevn ypapun
NAvw 010 EUAO, OTO XAAKO, OTNV NMETPA, AANA KAl 0° GAAA UAIKG, Mou
yIVETal £0y0 XAPAKTIKO TUNWEVO G MOAAG avTituna. Kar nou kano-
T€, MPIV NOAAES XINASES xpdvia, 0 AvOpwnos Ty XAPage yia NpwIn
Qopd, Navw o’ €va Bpdxo. MNa va agnoel To 6noio anotunwud Tou
Kal va ENIKOIVWVNOEI E TOV ouvAvOpwWMo. AUTN N UIKPN xapaydevn
ypapun eival kar n anapxn s eEANAWONS NS Nvons o€ OAOKANPO
Tov Kéapo.

Apyd-apyad kal 0tabepd, NPoxwed JEoa anod ToUS alVES Kal TOUS
TONOUS, Kal CUvexidetal PEXPI kal onuepa. AUTh N PIKph Tanevn
yPauuN yiverar oxnya, naipvelr gopen, viveralr oUPBoAo, ypduua,
ypapn. Extuncwveral, yivetal €vtuno, BIBAo. MoAhanAacidletal,
e€anhwvertal naviou. Ki 0 kKOOUOS anoKTA T0 JEYAAO MAEOVEKTNUA
NS yVWons. Auto 1o TepdoTio ENiTEUyUa TNS avBpwnotntas. Méoa
o€ OGN0 QUTO TO UEYAAEIO SnPIoUPYEITal KAMola GTIYUN Kal N VEQ €l-
KAOTIKN TEXVN N XAPAKTIKN. ME TO XapaKTIKO €pY0 MAEOV VA EKTUMW-
VETAl 0€ MOANG QvTiTUNa PnopouV Twpa NePIooOTENOI AvBPWOI va
anoKToUV £va €PYO0 EIKACTIKO KAl Va €PXOVIAl MIO KOVIA OTNV TEXVN.
H anapxn Aomoév tns €EGNAWONS TNS YVWONS Kal To Eekivnua tns
XAPCKTIKNS TEXVNS ATAV N 1660 KAl TO KIVNTPO va SNPIOUPYNOOULE
Quth TNV €KBEON PE TITAO : «Xapaktikn. And tnv lMpoiotopia otnv
EANGSa Tou onpepay Kal va avasei€ouple £101 auto To eNTEUYUA.

O1 aives nou diavioaue MOANOI, o1 ToMol €nions. To UAKO Tepd-
oTI0, 0 XPOVOS SOUAEIGS Aiyos, oI SUOKOAES MOANES. Méoa ano
avTIE0OTNTES AN UE evBOUCIaoUO, NEIOUA Kal EPAKI OAWY TwWV
EUNAEKOUEVWY, OUVASEAPWY Kal OXI JOVO, MPOCNABNCAUE Va EVIO-
niooupe, AMya pev, aANG 600 YIvoTtay Ta Mo avIINPooWNEUTIKA Sefy-
1ITa QUTNS TNS TepdoTIas Nopeias.

O1 avBpwnol Nou XTUNNOAUE TNV NOPTA TOUS YIA OUVEPYAOIa, Uas

neplERaiav, OAoI AVeEQINETWS, e aydann — katavonon — npobupia —
{e0tao1q, oav va Pas nepipevav ano kaipd. Tous euxaploToUue Bep-
1A, OAOUS QVEEQIPETWS, KAl e MOANN GUYKIVNON, yIa autd ta oxedov
T€00epa xpovia nou SOUAEYaE Jadi, Paxvovias kI avakaAUntovias
npdyuata Baupactd yia auto 1o tepdotio B€ua, tns fpaens, s
[Vaons Kai s TExvns.

Ma euas 6Aous autod To Tagidl aTo NaPeNBOV NTaV €va YEPO PPETKA-
PIOUA TNS I0TOPIKAS PAS PVNUNS Kal Wia Baid ocuveidntonoinon s
onoudaias autns TExvNs Nou UNNPETOULE, TNS Xapaktikns. Eva ta-
€i61 nou Ba pas peivel a€Exaoto. Zkonds uas sivar va yivel kal SIko
oas. Mati eival n Tveon nou padi ge tnv TExvn, XEPI — XEPI, EVWOVOUV
Tous AvBpwnous, Tous AaoUs Kai To XBES [E To ZNPEQQ.

H €xBeon avantUooetal OTO XWPO XPOVOAOYIKA WOTE Va ViVEl Ka-
TavontN N NOPEIa NS ypaens, TNS YVWOoNS Kal TNS XAPAKTIKNS TéE-
xvns. Tekivd Pe TIs Mpoiotopikés BpaxoxapdEels and tnv Kiva, v
FaANa kal tnv EANGSA. Zuvexidetal otous Apxaious lotopikous Xpo-
VOUS L€ Ta oUPBOA, oPpayibes, ENypages, o@payiboNBous anod
ApXaloONOYIKG Kal loTopikd pouoeia tns EANASAS kal tns Kunpou.
Mpoxwpadel otnv Kiva ue apxaies ypapes Karl ITOPIKES EKTUNWOEIS
XAPAKTIKNS ano pouaoeia ns Kivas. Zuvexicetar otnv Eupwnaikn xa-
PAKTIKN Tou Meoaiwva, Tns Avayévvnons, Tou [unpecioviouoU Kal
s lanwvikns Téxvns (@nd ZUAMOYES). Mpoxwpd oe AiBoypapies
EEvwv nepinynTwy otny EAAGSa and EAANVIKG 10TopIKd HOUCEIQ,
Kal o€ XaAkoypagpies Eikdvwy tou Ay. Opous.

H nopeia autn TEAEIVET Je XapakTIKd £pya EANAVWY XapAKTWV Je-
AV ToU EETE. A  evds (and ZUAOYES ) UE Ta €pya XAPAKTWY Mou
&ev {ouv MIa Kal Mou NOANOT and autoUs KATESEIEQV LE TA XAPAKTIKG
TOUS onPavtiké yeyovota Kal TousS aywves tns vedtepns lotopias
TOU TOMOU WJas, KI a@’ €IEQOU UE T XAPAKTIKA €pya OUYXPOVWY
Xapaktwy, PEPIKA and Ta onoia KAtadelkvuouv Kal TNV TEXVIKN
€EENIEN TNS PNPIAKNS XAPAKTIKNS TEXVNS 0NV EANASQ.

Kaad oas tagidl.
Mapiavva Eevakn
‘Epopos Xapaktikns E.ETE.



CONCISE CONCEPT ON THE HISTORICAL PROFILE OF THE GREEK ART OF ENGRAVING AMIDST THE DEVELOPMENT OF THE ART
OF ENGRAVING FROM THE ORIGINS UNTIL TODAY

It is absolutely indispensable both from a scientific standpoint as
well as from the viewpoint of the conceptual and aesthetic ap-
proach to: assess the “history” of engraving in our country with re-
spect to the creation and evolution of the art of engraving in gener-
aland inthe overall since its origins. This is necessitated in order to
ensure — to the extend that it could be possible : an “infrastructure”
-that is, one point of reference- for the eventual particularities and
idioms of engraving in our country— through the ages — and their
development in the modern Greek engraving.

More specifically, the primal presence of the art of engraving in the his-
tory of mankind — in whatever style, form and infrastructure — it may
have acquired: since its birth in the Paleolithic era, through the carv-
ings of the shamans wherever they were active and uninterruptedly
evolving ever since — according to the geographical area — through the
Mesolithic and Neolithic periods and into the latter prehistoric societies,
is enhanced besides an authentic artistic standard by: an intense meta-
physical hypostasis. An hypostasis, closely interwoven with the history
of mankind itself and the sociological in texture developments through
the encapsulated messages and the “information” relating to the socio-
logical, cultural, religious, psychological profile of its exponents.

In general, it is necessary, whenever it is possible, to trade the time-
line leading from the first engravings by cavemen with a manifest
“apotropaic” initially symbolic nature, to whatever forms and shapes
have occurred and then moving to compositions and scenes, such as,
for example, those found in the Sumerian, Egyptian and Minoan and
Mycenean signets, and other creations of the Mycenaean civilization;
inthe Archaic, Classical and Hellenistic art, the Etruscan and Roman art.
Furthermore: Crucial point of reference here will be the tracing of
the content and development of engraving and its parallel course
to the invention of “printing” in Renaissance and its continuous
development ever since both in the West and in the East. Tracing
which has to include Europe, Africa, China, but also Japan, Austra-
lig, several cultural entities in Central and South America.

Even a concise —given the space limitations-introductory histori-
cal survey of the concept of the present exhibition must refer to

the polysemantic direct and indirect action and contribution of the
art of engraving to the artistic culture, the spreading of aesthet-
ic currents, the interactions in the style and expression of leading
artists of the various periods .It will also refer to the genesis and
the development of various innovative techniques which enlarge
significantly the status of the art of engraving with the assistance of
contemporary technology.

The various important interactions or even coincidences between
different cultures, constitute a valuable treasure and furnish the op-
portunity for us to detect or and monitor them via the “flexible and
adaptable” profile of engraving. And we are able to perform this on
various and different latitudes and longitudes and for different sec-
tors of culture, the arts, sociology, history and philosophy. Moreover,
besides treating engraving as a tool for the recording of cultural, his-
torical, aesthetic currents, our principal concern here is to underline
and promote the unaltered essence of the art of engraving.

The present exhibition organized by the Chamber of Fine Arts of
Greece, aims to refer at least concisely to some of the most renowned
creators all around the world and the art movements which constitut-
ed the beacons of the evolution of engraving and art, in general.

The concise and indicative reference to the evolution of various in-
novative techniques which greatly expand the scope of engraving
by utilizing modern technology also falls in line with this spirit. The
reference to this evolution brings to prominence the valuable con-
tribution of modern Greek engravers for the enrichment of modern
engraving with the contribution of technology.

More generally, what this presentation attempts to note and pro-
mote in the case of Greece is the distinctiveness of Greek engrav-
ers, amongst whom we find leading creators who, indeed, estab-
lished a “school” that is a current and with respect to whom it is
generally admitted that, via and by means of the various engraving
technigues they adopted, these creators managed to promote: the
particularities of our nation on the world stage with respect, for ex-
ample, to the gifted and poetical interpretation of the unique Greek
light, the structure of the composition, as well as lately to make good



ZYNTOMH ANAOOPA ZTO IXTOPIKO MPOO®IA THX EAAHNIKHE XAPAKTIKHE TEXNHX AIAMEZQOY THZ ANATMTYEIHZ
THX XAPAKTIKHZ TEXNHZ AMO TIZ AMAPXEZ THX QX ZHMEPA

Onwaodnnote €ival anapaitnto and €NICTNPOVIKNS MAEUPAS OO0
Kal anod tnv dnoyn NS €VVOIOAOYIKNS Kal AIOBNTIKAS MPOCEYYIONS,
10 10TOPIKO TNS XAPAKTIKNS OTN XWEA AS O OXEON UE TN YEVEDN
Kal TNV €EEAIEN TNS XAPAKTIKNS TEXVNS, [E TN YEVIKOTEPN EVVOIC KAl
ano KataBoAns. Kal autd, wote va eEaopaNIOTEl —0Ta MACIoIa TOoU
EQIKTOU— IO UNOdoUN yia TIS ONOIES 1I8IAITEQOTNTES TNS XAPAKTIKNS
oTNV NATPI6a pas- oto SIARa Twv XPOVWY- Kal TNV EEENIEN TOUS OTN
oUyXpovn EAANVIKA XAPAKTIKN.

EI81kOTEPA, N APXEYOVN NAPOUGIA TNS XAPAKTIKNAS TEXVNS OTNV I0T0-
pia ns avBpwndtntas — Ye tnv Orola TexvVoTponia N Kal unodopn
Kal av MapouCIAoTnKe: 21a ondpyava oty NMAAaIoAIBIKN €moxn,
0TOUS anavtaxoU oauavioTES Kal e oUVEXN ano TOTE €EENIEN -ava-
AOYQ LIE TO YEWYPAPIKO MAGTOS-0TN UECONIBIKN KAl VEONBIKN MEPI-
080 Kal OTIS JETAYEVEDTEPES MPOIOTOPIKES KOIVWVIES MEPa and £va
OM0oI0 KAANITEXVIKO KQITNPIO CNUATOSOTE EVVOIOAOYIKA HIaV €vVIovN
HETapuUoIKh undotaon. YNootaon nou Tehel o€ piav dueon SlacUyv-
&€0N UE QUTN KABAUTN TNV I0TOPIA TNS AvBPWNOTNTAS KAl TIS KOIVW-
VIOAOVIKES, O€ UPN, EEENIEEIS UEC™ aNO Ta EJNEQIEXOUEVA UNVUUATA
KQI TIS TANPOPOPIES OXETIKA E TO KOIVWVIOAOYIKO, MONITIOTIKO, Bpn-
OKEUTIKO, PUXOAOYIKO MPOPIA TWV EKPPACTWY TNS.

levikOtepa eival avaykaio étav, BeBaia, eival epiktd va yivovial
NpoondBeles IXVNAGTNONS ToU Xpovodiaypduuatos nou odnyei and
TS MPWIES XAPAEEIS TOU avBPWNOU TwV OMNAGIWY LE EUPAVN TOV
anotponaikd-cUUBOAIKO XaPAKTNPA, 0TA OMOIA OXNUATA KAt apXxNV
Kal OTN OUVEXEIQ OTIS NAPACTACEIS, MX : GTOUS aPPayISONBOUS TwV
Youpepiwy, Twv Alyuntiwy, Ins MivwIKns Kentns, tou Muknvaikou
MOAITIOUOU, OTNV apPXalkn, TNV KAQOOIKN, TNV EAANVIOTIKA TEXVN,
otous Etpouckous kar atous Pwpaious. IxvnAdtnon ota nAaiola s
0roias Katéxouv onuavtikn Beon: n Eupwnn, n AQPIkN, N Kiva arAa
kal n lanwvia, n Auotpahia, n Kevtpikn kai n Notia Agepikn. Enions,
KOUBIKO onueio avaeopds NEPa anod t cUOTACN TwY APXWV NS Xa-
PAKTIKNS AMOTEAEN KAl N NAPAAANAN and TNy enivonon tns Tunoypa-
¢pias otnv Avayévvnon nopeia tns KaBws Kal N oUVEXNS avantuén
NS ano TOTe PEXpI onpepa otn AUon kal otny Avatoan.

Mia £0Tw Kal CUVOMTIKN, €6 —AOYW TWV NEPIOPIOHWY SIaBECIUOU

XWPOU —avadpoun otoxeUel aTo va BonBnael va npoideacbouue
OTNV NOAUCNUAVTN Aueon 600 Kal EuPecn Spdon Kal NPpoopopd
NS XAPAKTIKNS-0€ ouvaptnon, BERala, Kal Je TN XPOVIKN NePiodo
Kal T0 eKAOTOTE MONTIOTIKO MPOPIA — 0€ 6.1 apopd TNV EMIKOIVWVIa,
v NaIdeia, Tov NOANITIOUO, TNV TEXVN, KAl TIS EKAOTOTE AAANAEMISPA-
0€lS avaueoa o€ SIaPOPETIKOUS MONTIOHOUS KAl KOIVWVIONOYIKA
npotuna.

MoAUTtiuo Bnoaupioua anoteAoly, NAvVIoTE, o SIAPOPES onuai-
VOUOES GANNAENISPAGEIS N KAl CUPMTWOEIS avAueoa o€ Siapope-
TKoUS o€ MPOPIA MOAITIoHOUS Mou Jas SiveTal n eukalpia va evio-
NIOOUPE N KAl VO NAPAKOAOUBNCOUE HEGW TOU EUEAIKTOU MPOIA
NS XAPAKTIKNS. Kal auto, o€ SIaPOPETIKA YEWYPAPIKA UNKN KAl
NAGTN Kal 0€ SIAPOPETIKOUS TOUEIS TOU MONTIOHOU, TWV TEXVWY,
NS KOIVWVIONOYICS, TNS I0TOPIAS Kal TNS PIANOCOPIas. KaBws népa
anod TNV avIUETWNIoON TNS XAPAKTIKNS 0aV EQYAAEI0 KATaypaPns
MOATIOTIKQY, I0TOPIKWY, AIOONTIKWY SPWUEVWY MPWIAPXIKO UE-
ANPa anoteAE], €6w: N ENICNPAvoN kal MPOROAN TNS autoUsIas
oVIOTNIas TNS.

H twpivh €kBeon opyavwuévn ano to EnpeAntpio Eikaotikwy Te-
xvwv EANAS0S, otoxeUel —0Ta NAQioIa Tou EQIKTOU— va avapepOel
o€ WepikoUs Kopupaious —avd tov KOopo— Snuioupyous Kal
010 KAANITEXVIKG pelata Mou amnotéAecav otadpous otny Mno-
PEIO TNS XAPAKTIKNS KAl TNS TEXVNS, YEVIKOTEPA. XT0 (610, Nd-
VIOTE, MVeUPa avianokpiveral ouvonmukd Kal eVOEIKTIKA Kkal n
ava@opd otnv €EENIEN SIAPOPWY KAIVOTOUWY TEXVIKWV nou &I
€UPUVOUV Katd MOAU T0 Medio §pdons NS XAPAKTIKNS UEG and
N olyxpovn Texvoloyia. EEENEN mou anmapiBuel pia noAdTun
NPOOPOPA-CULBOAN KAl TwWV OUYXPOVWY EANAVWY  XAPAKTWY
OTOV EUMAOUTIOUO TNS OUYXPOVNS XAPAKTIKNS HE TN OUVEPOoUN
NS TEXVONOYIQS.

FevikOTEPA, OTNV NEPIMTWON NS EAANGSAS EMIXEIPEITAl UE TNV TWPIVN
napouaciaon va enionuavoei kal va npoBANBel: n dnoia 181aitepdtn-
10 TV EAMAVWV XapaKTwv avapeoa 0Tous Oroious OUYKATAAEYO-
VIal KOPUPAIol SNHIoUPYO! MoU, GVIWS, €kavav GXOAN kal Mou, Katd
YEVIKN OPoAQyia, kKaTtopBwaoav Jes anod Ts SIAPOPES TEXVIKES TNS



use of such features via modern technology and most important-
ly: without falling to the traps of easily-furnished solutions which by
definition run contrary to the institutions of the art of engraving.

Finally, even a concise historic retrospection of engraving in our
country — given its long-spanning cultural profile — constitutes a
necessary harbinger of any exhibition of modern Greek Engraving,
in order to accentuate some of its fixed features such as the ones
mentioned above. More so an effort has been done to trace the char-
acteristics of “one” or more “schools” as well as the predominance of
some common characteristics which ensure a certain particularity

to the esthetic expression of the Greek engravers. Mainly, the above
approach also aims to constitute one strong and necessary alibi for
any presentation of the contemporary Greek engraving since it helps
us to detect and recognize its particularities. Particularities which
underline the status of the Greek engraving and its precious and en-
during contribution to the art of engraving on an international level.

Dr. Dora lliopoulou-Rogan
Art Historian - Art Critic
Officier des Arts et Lettres

THE ART OF CARVING IN PREHISTORIC PERIOD

The origin of Engraving lies in the prehistoric art of carving which
is directly associated with the appearance of Homo Sapiens
around 35 thousand years ago during the Palaeolithic era and
signals the first human attempt towards complex symbolic ex-
pression. Several thousand years before that time some earlier
carvings depicted schematic symbols on open-air rocks in South
Africa.

At around 35 thousand years ago, however, carving emerged as
a structured form of art in multiple places in Europe and in both
large and small-scale forms. Animal images were carved on por-
table devices including plaquettes and weapons in antler, bone,
ivory, and stone. The most impressive carved works, however,
were created in the context of large-scale rock art in open-air
sites in central and south Europe, and, more particularly, inside
hundreds of caves in southwest France and Iberia. Cave en-
gravings depicted wild animals (mainly bison, horse, mammoth,
bear, deer, rhinoceros) as well as geometric designs. Carving,
frequently in combination with paint, was used in a naturalistic
manner to denote the outline of the figures and their body and
movement details. The carved scenes were placed inside pan-
els on the caves’ walls and ceilings and usually included super-
imposed figures which created the illusion of three-dimensional
images and movement.

Carving was practiced with the use of tools from flint, bone, or

wood in a range of technigues including thin incision, groove and
pecking. At various instances the natural rock was scraped so
that carved images would stand out or, instead, the natural relief
was retained to add plasticity to the engraved theme. The whiter
rock revealed from inside the carved lines emphasized the en-
graved theme. Palaeolithic artists frequently combined carving
and painting: with red ochres and charcoal, using fingers, sticks
or feathers, the artists painted on top of the incised contour or
filled the contoured area with color. Alongside engraved figures,
they carved a range of complementary geometric, schematic, or
abstract designs. They also used to leave their handprints in red
or created hand stencils by blowing the red pigment around their
fingers and palms while applied on the wall: these techniques rep-
resent the oldest forms of print art.

The large extent and scale of rock-art imagery converted caves to
scenic landscapes. Eventually, the aim of this imagery, however,
was not to provide an accurate reproduction of animal images or
narrate hunting episodes as in later prehistoric periods. Despite
expressive and naturalistic rendering, the animals rather exist-
ed in abstract and otherworldly relations. It is more likely that
the aim of this art was to depict animals as symbols of a visual
language that probably became meaningful in the context of a
certain spiritual and ceremonial performance of the Palaeolithic
hunters.



XAPAKTIKNS TEXVNS MOU UloBENoay, va MpoRdaAouy v énola I181aIte-
POTNTA TNS XWPAS Was Kal SIEBVWS, G€ 6,11 aPopd M.X. TN XAPIOUATIKN
£pUNVEIa Tou GWTOS, TN Soun NS oUvOeoNs, KABWS Kal va agionoln-
00UV Ta XAPAKINPIOTIKA auTd Yes and TN oUyxpovn TEXVONOYIa Kal TO
KUPIOTEPO : SixWS Va UNOKUYOUV OE OMOIa NAyiba eUKOAWY AJUOEWV
nou avtiRaivouv €€ opIoPoU 0ToUS BECUOUS TNS XAPAKTIKNS TEXVNS.

TENOS, UIa €0TW KAl CUVOMTIKA I0TOPIKN avadpopn NS XAPAKTIKNS
0TN XWPA pas —500€VI0S ToU UakpOnNvoou MONTIOTIKOU MPOPIA
TNS— anoTeAEl €vav anapaitnto nponound kabe €kBeons cUYXPO-
VNS EANNVIKNS XapaKktiKkns WOTeE va enionuaivovial oplouéva ndyia

XAPAKTINPIOTIKA, ONWS: N XAPIOUATIKA - NOINTIKA LES anod TV aglo-
noinon Tou PWIOS EUNVEUON, N NOANANAG €€akpIBwUEVN MoIdTNTA
NS €KAOTOTE TEXVIKNS MOU OPEINEI VA MPOPUAACGEI TNV TEXVN TNS
XAPAKTIKNS and avtiSEoVIONOYIKES NJIOEIS WS MPOS TNV autouoia
UMOOTAON TNS XAPAKTIKNS KAl KATA OUVENEID UIa 0Ta OpIa ToU QI
KTOU QVTIKEILEVIKN AEIOAOYNON TWV SNIOUPYWY MNOU TNV UNNEETOUV.

Ntépa HhionoUAou-Poykdv
Ap. 10TOPIKOS TNS TEXVNS-TEXVOKPITIKOS
Officier des Arts et Lettres

H APXH THZ TEXNHZ THX XAPATHE £THN MPOIZTOPIKH EMOXH

O npoyovos NS XApaKTIKNS €ival N MPOICTOPIKN TEXVN TNS xApa-
€ns oTous BPAxous, N onoia CUVOEETAI UE TNV EUPAVION Tou Homo
Sapiens nepinou 35 XINASeS xpdvia npiv, katd tnv MaraloNIBIKN
€NOXN, KAl ONUATOSOTNOE TNV MPWTIN OPYAVWHEVN EKPEACN MOAU-
MAOKNS CUUBOAIKNS OKEWPNS. XapAyuata ixav eupavioTel Kal Yepl-
KES SEKASES XINGSES XpOvIa NAAAIOTEPA WS PeUoVwHEVA cUPBOA
o€ unaiBpious Bpaxous otn Notia Appikn. Tpiv and 35 XINIGSES
XpOVIQ, WOTO00, O€ MOANES MEPIOXES oTnNv Eupwnn n xdpaén ex-
SNAWOBNKE 0TO MACIOIO PIAS GUYKPOTNHEVNS TEXVNS e MOAUGPIBUQ,
LEYAANS Kal UIKPNS KAIUAKAS, €pya. AQevos, 0 MAAAIONBIKOS Av-
Bpwnos xdpale HoPPES (WY O aVIIKEIUeVa, ONwS NACKISIa kal
6nAa anod kEpato, 0oTo, EAEPAVIOSOVTO Kal AiBo. H Mo eviunwol-
aKN €KBNAWON TNS TEXVNS TNS XAPAENS, OPWS, NTAV Ol AMEIKOVIOEIS
nou dnuloupynBnkav NAvw o€ unaiBpious BPAxXous O€ MOAAES
BEoEIS TNS KEVIPIKNS Kal voTias Eupwnns kal, 161aitepa, autés Mou
SNUIoUPYNBNKAV UECA O ekaTovIAdeS OMNAQId GTN VOTIOSUTIKN
FaANa kal tnv IBnpikA. Zta onnAaia, Pe Tis xapdeels aneikovidoviav
aypla Zwa (Kupiws Biooves, Groya, Japous, apkoUses, eEAAPIa, pI-
VOKEPOI) GANA KAl YEWHETPIKA 0XESIA. O MAAQIONBIKOS KAANTEXVNS
XPNOIUOMNOINGCE TN XApagn, ouxva o oUVOUACHO Kal PE XPWua, YIa
va opioel Ta NEPIYPAUKATA TwV (WY Kal Ta XaPAKTNPIOTIKA TOU 0W-
LIATOS Kal TNS kivnons tous. Ta {wa anodidoviav Ye vatoupaNoTIko
TPOMO OTIS MAPEIES KAl TIS OPOPES TwWV ONNACIWY Kal EVIACoOVIaV
o€ OUVOETES OKNVES PECA OTIS OMOIES, e TNV TEXVIKN TNS UNEPOE-

ons, SnuioupyouvIav N eviunwaon Ot Bpickoviav o€ Kivnon.

H xapagn yivotav ue pyaieia and nupitoAiBo, 0oTo N EUAO Kal e TNV
EQPApUOYN SIAPOPWY TEXVIKWV NAPAANAYWY avAPESA OTN AeMTN Xd-
PAEN £ws TNV NAQTIA AUAAKWON Kal TNy enikpouon. KANoIES (POPES O
KOANTEXVNS Aglave TNV empavela Tou Bpdxou Npiv kavel v eyxapa-
KIN NaPACTacn, WOTE AUTA va Eexwpioel KaAUTepa N, avtiBeta, depnve
GBIKTa Ta PUOIKA avayAU(pa OTOIXEIC TOU BPAxou via va MpooBEcouy
YAUMTIKA €VIUNWON OTO €YXAPAKTO £PY0. TO (PUOIKO aVOIXTO XPWUa
ToU Bpdxou PEca 0TN XApagn NPOCHETE XpwUATIKN avtiBeon nou ava-
SEIKVUE TO anelkovICOUEVO BEUQ. Z€ KAnola OnMACIA XpNaolUonoinoav
ANOKAEIOTIKG TN XAPAEN, AANG 0Ta NEPICOOTEPa ouvdUaoayv xApagn Kal
XOWUC: JE KAPROUVO KAl KOKKIVES (OXPES, JE T SAXTUAA N e €pYaAeia
and EUAa N QTEPQ, O KAANITEXVES CUUNANPWVAV Ta XApayUEva Nepl-
yPAUUaTa N £3apayv T0 XWPEO PECA O€ AUTA. INapGAANAC LE TIS XAPAYUE-
VES IOPQPES, OUXVA xApadav CULNANPWUATIKG YEWUETPIKA OXNUATa N
apnpnuéva Béuara. Enions, of KAAITEXVES GUVNBICaV va SNUIoUPYOUV
010 Bpdxo otdunes anod Tis NAAGHES TOUS Mou TS &ixav BoUtnEel 01O
XOWUa N, avTiBeTa, £pIXvVaV XPWHUA NAVW 0Ta SAXTUA KAl TIS NAAAUES
TOUS Kal, OTav TS ONKwvav, EUEVE 10 NERIYPAPUA ToUS oTo BPaxo: Mpo-
KEITaI YIa TS MAACIOTEQES EKONAWGEIS TNS TEXVIKNS TWV ANOTUNWHUAETWV.
O1 napactdoels €ixav YeyaAn €KTacn Kal kabliotouoav 1a onnAaia
oxknvoypagnpuéva tonia. O okonads tous, Ouws, Sev paiveral va ntav
n dNUIoUPYia avanapaotacewy Twv {OwV N N €E10TOPNCN CKNVWY
Kuvnyiou, 6Nws otis endpeves Nepiddous. Av kal anodidoviav pe



At the end of the Palaeolithic, about ten thousand years BC, and
for some millennia later the fashion of rock engravings tended
towards the representation of hunting scenes and became even
more widespread in open-air sites over north Europe, north
Africa, and Asia. On mount Yin in north China and Mongolia
prehistoric hunters depicted totemic symbols inspired from
Nature and their wild game on huge natural rock metopes.

In the Greek context, as in the wider southeastern-European
area, despite widespread presence of Palaeolithic populations
in caves, there is no evidence of rock art. In western Crete and,
particularly, at Asphendou cave at Sfakia, a series of small-
sized engraved themes were carved on the floor of the nar-
row and low-roofed chamber without use of paint and might be
the earliest representation of rock art known in Greece. Their
earliest phase likely depicted an extinct prehistoric caprid with
long antlers while the overlying designs show sailing boats,
stars, and other geometric symbols, that were probably carved
during the Minoan era. This imagery existed in the context of
a wider fashion of rock-carvings that became widespread in
open-air sites across the Aegean at the end of the Neolithic
and during the Early Bronze Age.

This period of art showed special emphasis on the depiction
of ships, human figures, and spirals, such as those carved on
the boulders of the fortification surrounding the prehistoric
acropolis of Strofilas, Andros, and on various scattered rocks
on Naxos, and echoes the strong maritime spirit of the Aege-

an populations at the time. Simultaneously, schematic carving
depicting animal figures and abstract designs had become
widespread on open-air rocks over the Pangaion mountain
and outside caves in the area of modern Drama in northern
Greece.

From the Neolithic period in Greece the art of carving moves
from landscape-scale depictions to portable devices and pro-
vides the medium for textual communication. The carved sym-
bols arranged in lines on the Neolithic pot from the Cyclops
cave inthe northern Aegean, as well as the wooden tablet from
the Neolithic settlement at Dispilio, Kastoria, represent early
script texts in a carved form. It is important to note that, for the
first time during this period and in the Bronze Age subsequent-
ly, carving was employed for the reproduction of the carved
themes on other surfaces for the circulation of messages of
identity, property, and power. The Neolithic stone or clay seals
were carved with geometric designs representing identity and
ownership and their sealings were obtained on multiple clay
vessels. In the kingdoms of the Bronze Age the spectacular
engraved scenes on the gemstone seals and the gold seal and
signet finger rings communicated the message of royal power
and divine origin.

Stella Katsarou
Archaeologist,
Ephorate of Paleoanthropology-Speleology

THE LONG AND ARDUOUS VOYAGE OF MAN FROM THE SIMPLE ROCKETCHINGS TO THE ORGANIZED WORLD OF WRITING

About the middle of the 4th m. B.C there arose around the East-
ern Mediterranean and the Middle East two great civilizations.
Both were connected with the big rivers of the area — the Egyp-
tian, along the Nile and that of the Sumerians in Mesopotamia
between the Tigris and the Euphrates. Fairly soon these devel-
oped into highly centralized states which controlled all aspects of
life — the monarch-religious organization, economy and its infra-

structure, the arts and crafts. What followed was the inevitable
creation of a bureaucratic system capable to control and promote
all manifestations of the state. However, this needed a tool in or-
der to be able to function and that is how and why proper writing
was born.

The simple designs carved on rocks, cave walls or blocks of stone
meant to carry messages or information were slowly abandoned.



EVIOVN EKPPACTIKOTNIA, Ta {Wa Bpiokoviav o€ aPalpETIKN Kal anod-
KOOWN OXE0N ETAEU TOUS. 2KOMOS TNS TEXVNS AUTNS PAAAOV NTav N
ANEIKOVION TWV WV WS CUUBOAWY EVOS EIKOVOYRAPIKOU KWSIKA
nou MIBavotata anoktoUoe vONUA 0TO MAQICIO UIasS NVEUATIKAS KAl
TEAETOUPYIKNS MPAENS TWV MAAQIOAIBIKWVY KUVNYWYV.

210 TEAN NS MaAaloNIBIKNS €N0XNS, NERIMOU 6€ka XINIGGES xpovia
N.X., KOl VIO PEPIKES XINIETIES LETA, N TEXVN TNS XAPAENS OUVOEBNKE
LE TNV avanapdaotacn aenynPatikwY OKNVGY KUVNYI0U o€ UnaiBples
Bcoels otn BoOpela Eupwnn, tn Bopeia APpikn kal tTnv Acia. 210 Bouvo
Mv otn Bopela Kiva kal Moyyohia ol mpoioTtopikol kuvnyoi okaNilav o
PNAoUS Kal TOAUXPWUOUS unaiBpious BPAxous TOTEUIKA GUUBOAC MOU
ntav egnveucpéva and t GUon kal 1a Bnpauatd Tous.

21OV EANNVIKO XWPO0, ONWS Kal YEVIKOTEPA OTN VOTIOAVATONKN Eupwonn,
napd NV EKTETAUEVN NAPOUGIa MOACIOABIKWY MANBUCLIWY GE OMNACIA,
Sev £x0Uv BpeBel eyxdPaKIeS OKNVES Kal Bpaxoypapies and autn v
nePiodo. 2Tnv Kpntn, 0To onnAaio AOPEVE0U 0TA XPakid, Snuioupynen-
Kav I0wS Ol NOAAIOTEPES MPOICTOPIKES XAPAEEIS MOU €ival YVWOTES OE
ENNVIKO OnNAaIo. [MPOKENTal yia OKNVES PIKPOU JEYEBOUS, XWPIS Xpwpa,
MouU SNUIoUPYNBNKaV NAvw oTo 6ANESO TOU UIKPOU KAl XaUNAOU autou
onNAQiou GE SIAPOPES XPOVIKES MEPIOSOUS. H naAaidtepn pdon avana-
PIOTG NPOICTOPIKA AIYOEISN HE LAKPIG KEPATA Kal Ol VEOTEPES PATEIS
nAoIC, AOTEPIA KAl GAND YEWUETPIKG oUPBOAa Mou MiBavétata £puagay
0l MIVWITES KATOIKOI ToU VNaloU Katd Ty Enoxn tou XaAkou. Mpokertai yia
NV EKBNAWON PICS YEVIKOTEPNS TACNS MOU NAPATNPEETAl OTO TEAOS TNS
NeoNIBIKNs €noxns kar v Mpwiun Enoxn tou Xaikou, katd v oroia n
TEXVN TNS XAPAENs o€ unaiBpious BPaxous anoKId peyain SIa5oon 010

Alyaio: aneikovidovtal moia, avBpwnives QIyoUpES, OMEIPES Kal GANG
oUPBOAA Mou eKPPACOUY TO VAUTIKO MONTIOUO TWV VNOIWTIKWY MANBU-
OMWV KEVNS TNS EMOXNS, JUE MIO XAPAKINEIOTIKG Napadeiyuata ta xapdy-
1IaTa OTous Bpdxous NS MPOICTOPIKNS AKPOMOANS TOU ZTPOMIAG 0NV
Av6po Kkal o€ unaibpies Beaels otn Nago. AN kal otn Bopeia EANGSG,
v ila nepinou nepiodo tns NPOIGTOPIas, N XAPAEN OXNUATIKWY (WY
Kal aPNPENUEVWY OXeSiWV O€ uNaiBpIous BPAXoUS €xel UEYAAN S1G6oan
KUpiws oTto 0pos MNMayyaio kal yJUpw and onnAaia otny NEQIOXN tNs Apd-
1as. Ano tn NeoNBIKN nepiodo kal Ehs aTov EANNASIKO XWPO, N TEXVNTNS
XAPAENS PETAPEPETAl and TO TOMio 0Ta AVTIKEIUEVa Kal Yivetal JEco ypa-
AmS EMIKOIVWVIAs. O1 OEIPES XaPayUEVWY OUPBOAWY Mou 0wlovTal 01O
VEONIBIKO ayyeio and To onnAaio KUkhwna otis Bopeles 2nopades, onws
Kal N «ENIYPAPny otnv EUNIVN «MIvakida» and 1o VEONBIKO OIKIOO ToU
AlonnhioU KaoTopids, anoteholV NpwIKa oUPB0AA YPapns oE eyxapa-
KN Lop®n. Opws, YIa MPwWIN Gopd autn TNV NeRIodo Kal TN CUVEXEID
otn Mivwikn kar Muknvaiikn enoxn, n xapaén anookone! otnv avanapa-
YWYN arotuNWUATWY TOU XAPAKTOU EQYOU OE GANES EMIPAVEIES KAl EXEI
oKomno ™ S1IA600N UNVUUATWY TAUTOTNTAS Kal eEoucias. 2t NeoNBikn
EMOXN Ol MNAIVES KaI NIBIVES OPPAYIBES EXaV XapaYUEVA YEWUETPIKE UL
BoAa MoU SNAWVAV KAMOIa CUYKEKPIEVN TAUTOTNTA N ISIOKTINGIA Kal Ta
opPayioaTd ToUs anoTUMNWVOVTIaV 0Ta KEpAUIKA ayyeia. Z1a Baciielans
Enoxns Tou XaAkoU oI VIUNWOIAKES eyXAPAKTES IKOOYPAPIKES Napa-
OTAOEIS OTa NOAUTIUG OPPAYIOTKA SAXTUNISIO UETEPEPAV TO PNVUUA TNS
BacINKNS SUVaRNS Kal BEIKNS KATaYwWYNS.
2TEANa Katoapou
Apxalohoyos, Epopeia MaraloavBpwnoAoyias - ZnnAaiohoyias

AlO TON MPQIMO KOZMO TOQN BPAXOIPA®ION XTO OPFTANOMENO KASGEXTQY THE EMXAPAKTHEZ MPAOHX

>tn Sidpkela s 4ns xiAietias n.X. (4000-3000 n.X.) eppavico-
VIal 0TOV XWPO NS Meooyeiou kal Méons AvatoAns U0 PeyAaNol
MOAITIOPOI — 0 Alyuntuakos, Katd PNKos Tou NEAOU Kal O MOAITI-
0dOS TWV Xoupepiwv otnv Meoonotapia, yupw anod ta dUo e
yara notduia, tov Tiypn kal tov Eugpdtn. Kar ol dUo ouviopa
avadeikviouy €vav 161aiTeEpa CUYKEVTIPWIIKO XAPAKTNPA NouU Ou-
voSeUEeTal anod yia oAoéva eEENIOGOUEVN QVANTUEN GTOV XWPO TNS

LOVAPXIKNS-BPNOKEUTIKNS OPYAVWONS, OTNV OIKOVOWIa UE TIS UMO-
SOUES TNS KAl OTIS TEXVES. ET0I vouoTeAEIakd, unopoUue va noUe,
avantuooETal Pia YpaQEIoKPaTia anapaitntn yia tnv avantuén Kkai
TV 6U0 KOOHWY, EVW OUYXPOVWS EUPAVIZETal To anapaitnto ep-
YaA€gio — n ypaen.

Ta anA@ oKapIPNUATA MOU XapAooovIay O€ BPAXOUS, METPES Kal
ONou aANoU YIa JETAE00N UNVULATWY JETAANGOO0VTAl Kal EEENID-



With time, other designs emerged which developed into writing
systems able to serve all needs, state and private.

In Egypt the small engraved symbols became the elaborate hiero-
glyphic script. The country could provide two kinds of material fit
for the practice of writing — stone and the papyrus plant. Hundreds
of inscriptions in hieroglyphs have been found carved on stone. All
pertain to official and religious rituals, decrees, hymns of praise for
the pharaoh and the gods. In Eqypt carving was generally confined
to “public” texts. All else was written with a brush on papyrus paper.
On the other hand in Mesopotamia, at the land of the Sumerians,
writing took on a different form, as the area provided one mate-
rial in great abundance and that is clay. Engraving — etching on
wet clay tablets was carried out with a reed with its point split.
This was pressed hard into the wet clay surface creating a deep
wedge-like mark. These marks were eventually put together in
different combinations creating a writing system based on the
“‘wedge-form’”. This is the cuneiform script, from the latin “cuneus”
meaning “wedge”.

This technigue proved to have an additional asset. The text could
be easily reproduced by pressing the hard, dry written clay tablet
on the surface of another clay tablet, blank and wet. The Sume-
rians also engraved religious scenes accompanied by cuneiform
texts on small cylinders out of semi-precious stone. It was an easy
task to reproduce the picture and text by roling the small cylinder
on a wet clay surface. Both practices revealed the great potential
of etching, i.e. the creation of multiple copies.

The cuneiform script etched on clay remained for centuries the sys-
tem used by all the people of the Middle East who came after the
Sumerians — Akkadians, Assyrians, Babylonians, Mitannoi, Hittites.
They either adjusted it to their own language or used the Akkadian
language as the “lingua franca” of the prehistoric Middle East.
Etching on clay was also the technique used for writing in the Ae-
gean world as well as in Cyprus. In Minoan Crete (2800 — 1500
B.C) an unknown language was written down in a linear script,
known as “Linear A", used to serve the palace bureaucracy. The
palace scribes etched fast on clay tablets the necessary documen-
tation, which was later transcribed on leather or papyrus rolls for
the palace archives. The Minoans experimented also in some sort

of printing, probably for religious texts, on clay discs. They used
for the purpose tiny types which remind us of hieroglyphs.

The Mycenean Greeks (1600-1100 B.C) who succeeded the Mi-
noans as masters in the Aegean, followed the Minoan writing sys-
tem for the needs of their own palaces. The script is almost the
same, adjusted however to Greek, a different language. It is called
“Linear B” and quite a number of clay tablets with it have been
found in the Mycenean palaces. Both Linear A and B as well as
the Cyprior script are etched on the wet clay tablets with a sharp,
pointed instrument superficially, contrary to the deep imprints of
the cuneiform script.

During all these centuries people used seals etched or carved
made out of baked clay, stone or precious metals — so as by seal-
ing to confirm status, possession or identity.

The Greek script made its appearance in the 8th B.C and was quite
different in character from all the previous scripts, which regis-
tered syllables and not individual sounds. Taking as starting point
the consonant-symbols of the Phoenician language and writing,
the Greeks made a revolutionary move. Vowel symbols were add-
ed creating thus a writing system complete as far as sounds are
concerned and in the same time absolutely clear in meaning. This
is the alphabet.

The first examples of this script (8th ¢. B.C) have been found etched
on clay vessels and soon after (7th c. B.C) we come across the ear-
liest simple inscriptions carved on stone, usually dedications to
the gods. Thousands of Greek inscriptions carved on stone have
been found, from which we can follow the changes in the style of
carving the letters as well as the changes of the Greek world.
Greek inscriptions on stone cover practically everything — laws,
assembly decisions, treaties, dedications, private texts of all sorts
and later decrees of kings and Roman emperos. Carving on stone
was for the ancient Greeks another aspect of immortality and for
us, so many centuries later, a primary and valuable source of his-
torical information.

In the same time, etching was part of everyday life. Children were
taught arithmetic and how to read and write by etching those sym-
bols on a layer of wax, spread over a wooden tablet. Etched on pot-
sherds, the “ostraka’, we can still read today the names of famous



00VTal TWPA 0€ CUCTALATA YPAPNs IKava va UNNPETNOOUV TIS JeYd-
AES QVAVYKES TNS YPAPEIOKPATIAS kal TS S1oiknons.

>tnv Aiyunto xapdooouv, AaEeUouy UIKPES avanapaotdoels-oUu-
BOAQ, SNPIOUPYWVTAS TNV EVIUNWOIAKA YOAPH TWV 1E00YAUPIKWY,
€vav OAOKANPO OIKO Tous Koopo. H Alyuntos 81a0€tel dUo UNIKA
XPNOIUA YIa TN ypaen — TNV METPA Kal ToV NANUPO. ZUVavIoULE XI-
NAGES 1EDOYAUDIKES EMIYPAPES AAEELEVES OE NETPA — ONES APO-
poUv TeAeTOUPYieS, Siatdyuarta, Uuvous otous Gapaw. H xdpaén
XPNOILUOMOIEAl YIa Kelueva Npos Snuocionoinan. OTIdNNOTE GANO
YPAPETal LE NIVEAO O OEANIGES NaAnUpOU.

Tov 610 KaIpO, OTOV KOOUO TWV XOULEPIWY, N ypapn Naipvel pia
EVIEAWS BIAPOPETIKN OYn. 2tn Meconotapia €va UNIKO UNApXEl O
agBovia — o NNAGS. H xdpagn yivetal ndvw o€ UypES MAIVES MIva-
KIGES UE KAAAUI, TOU OMOIOU €X0UV OXIoE!l TIS AKpes. ETo1 kaBws Bu-
Bicetal otov Uypd NNAG apnvel éva Babu opnvoeldes onpudadt. Evas
MOIKINOUOP(OS CUVSUACHOS QUTWV TwV onpadicv Snuloupyel oU-
VIOUa €va oUoTNUA YPaPNns — TNV aPNVOEIdN, MOU EEUNNPETEI OAES
TS avaykes — ONUOOIES KAl IBIWTIKES. EMIMAEOV N TEXVIKN QUTN EXEl
€va peyaro nNpoaov. To Keluevo unopei va avanapaxBei nidovias
NV Ypauuevn Nivakida, oteyvh nAéov, Navw o€ Jia GAAN dypagn
Kal uypn. Xapdooouv enions NAvw o€ PIKPoUs KUAVEpoUs and nui-
MOAUTILO METPWLUA, SIGPOPES BPNOKEUTIKES OKNVES, CUVOSEUOUE-
VES OUXVA ano Keiueva o opnvoeidn ypagn. EUKoAa o KUAIVEPOS,
KUNIOUEVOS NAVW OTOV NNAG avanapdyel EIKOVA Kal KEIUEVO.

H xapaktikn epgavicel €6w tnv onoudaia duvatdtnta s — tnv Na-
paywyn NOANANAWY aviitunwy. Or NOAITIoUol Nou akolouBnoav
TOUS Y0UPEPIOUS-AKKASES, Adouplol, BaBuhwviol, Mitdvvol, Xet-
tafo-6Ao1 xpnoigonoinoav tny oenvoeISh ypapn AAAOTE MPOOap-
HOJoVTas TNV 0TNV YAWOOQ TOUS Kal GANOTE XEIPICOUEVOI TNV AKKASI-
KN 0aV «KOIVA YAWCOQy.

H xdpa€n og nnAG xapaktnpidel enions kal Ta NPwIa cuoTNUata
ypaens otov Alyaiakd xwpo kal otny Kunpo. Ztnv Mivwikn Kpntn
(2800-1500 n.X.) pia Ayvwotn akdun o€ Pas YAWooa Kataypape-
1al e TNV ovopacia Maupikn A. Tnv xpnolgonoloUoav ol MIVWITES
KUPIWS YIO TNV YPAPEIOKPATIKN UNNPECIA TwV avaktopwy. Hrav n
NPOXEIPN KATAyPaAPn anod ToUs KPATIKoUS YPAPE(S, EVW Ta enionua
apxeia Ntav ypapueva e MIvEAo o€ NANupo, 6€pua n kai UAo. O
MIVWITES NelpapatioTnkay enions Ye €va €i60s tunoypagias, tunw-

vOovTas, niBavov 1pa Keiueva, Ndvw o€ MMAIVOUS SIoKOUS, XpNaol-
LOMOIWVTAs PIKPG aveEGpTNTa TUNOYPAPIKG oToIxeia mou Bupidouy
AYO 1E0OYAUPIKA.

O1 Murknvaiol EAAnves (1600-ngp. 1100 n.X.) nou Sladéxovial Tous
Mivwites oav Kupiapxol oto Alyaio, akoAouBouv To MIVwIKO oUoTn-
LA ypaens via TS YpAPEIOKPATIKES AVAYKES TWV SIKWV TOUS QVAKTO-
pwv. Efval nepinou n id1a ypapn, n onoia twpa OPws Unnpetei pia
AAAN YAWOoQ, TNV EAANVIKA. Auth ovopdaZetal Fpapuikn B. Mivakices
e Tpappikn B Bpébnkav og OAa ta puknvaikd naidta enmiBeBaiw-
VOVTAS £T01 TOV QVAKTOPIKO TOUS Xapakthpad. H Mpaupikh A kal B ka-
Bws Kkal n ouvaens Kunpiakn ypagn, xapdooovial oTov MNAO E
HUTEPO QVTIKEIUEVO, APKETA EMIPAVEIQKA O€ avTiBeon Ye TS BaBIES
aNoTUNWOEIS TNS GPNVOEISOUS YPAPNS. MapAAANAG LE TNV ypapn,
ONOI Ol MOAITIoUOl QUTOUS TOUS QICOVES XPNOIUOMOIOUV €YXAPAKTES
oppayides and YnuEvo MNAG, NETPA, MOAJTIUA LETAAAA VIO VA SNAW-
00UV £E0UCIA, KUPOS, IBIOKTNGIA, Tautotnta. Tov 8o aiwva m.X. avamtuo-
OETal N EANNVIKN YPAPN, MOU £QXETAI O€ AVTIBEON e OAC TA MPONYOUE:
Va OUCTNATA T OMoia KATEYPAPAV CUANARES, Kal OXI (pOOYYOUS.

Me apetnpia ta cUPPwva-cUPBoAa s OOIVIKIKNS YAWOOAS Kal
ypaens, ol EAANVES kAvouv €va enavactatikd BRua. MpooBetouy
oUUBOAA VIO TA PWVNAEVTA SNPIOUPYWVTAS €101 €va oUoTNPA Ypa-
QNS NANPES Kal oapes. Ta npwrta Sefyuata nou €xoupe (8os alw-
vas n.X.) €ival xapayueva navw og MAIVA ayyeia kal cUvIoua Yetd
(7os aiwvas n.X.) ouvavIoUPE TS MPWIES AMAES EMYPAPES NAVW
o€ NETpa. Eival ouvnBws aplepwUatiKES o€ BE0US Kal ouxva ava-
(PEPOVTAl TA OVOUATA TWV APIEPWIWY. 2TIS NETPIVES MAAKES HE TS
QUETPNTES EMIYPAPES MOU €xouV Bpebel, napakoroubouue OxI HOVO
v €EENIEN TNS EAANVIKAS YPAPNS, TO AAPARNTO, Kal To €i60S xApa-
€ns, NG KaI TNV EEENIEN TOU EAANVIKOU kOopoU. OI'EANNVES xapdo-
00UV NAVW OTNV NETPA Ta NAVIA — VOUOUS Kal anopAacels Angwy,
OUVONKES, aPIEPWUATA, KEUEVA ISIWTIKA, €NTUUBIA, BpIauBIkd Kal
apyotepa dlatdyuata Bacéwy kal Pwuaiwy autokpatdpwy. H xa-
pAEN OTNV NETPA NPOOESISE GTO Keluevo TNV €vvola Tns abavasias.
Tnv i81a oTIydN oTny KabnpepIvOTNTA TwY avOpwnwy N xapa&n Atav
KoIvOS TtOnos. Ta naidid pdbaivav avayvwaon, ypaen, apiBuntikn
Xapdooovtas ta OUPBOAG NAVW OE MAGKES KAANUUUEVES E KEP. 2€
Bpavopata and ayyeia — 1a «60TPaka» — 81aBAOULE XapayuEva ta
oVOUATA TWV MONTIKWV avEpwY TNs ABrvas, Twv onoiwy o ABnvaiol



Athenian statesmen whom the Athenian citizens voted for their
exile, the “ostracism”. Housewives usually etched on pot-sherds
shopping-lists for the servant who went to the market. Others
scratched short love letters or kept notes.

Etching on pottery or stone was for centuries the common way of
writing for Greeks, Romans and all the people around the Mediter-
ranean. Of course writing with a brush or pen on soft surfaces also
existed but was of quite restricted use.

However, with time, especially from the 4th c. A.D anword, this
same world witnessed great upheavals and changes, both political
and religious. These gradually brought about changes of habits
and uses that had been common for centuries, including the way
of writing. Part of this changing world was the widespread creation
of libraries, public and private, based of course on writing on soft
surfaces. Soon after we also see many of the newly founded Chris-

tian monasteries establishing their own “scriptoria” — their copy
workshops. Writing with a brush or pen became all the more usual
_ it was easier and definitely faster. And so etching and carving for
everyday uses slowly receded into the past. It was not, however,
completely abandoned or forgotten. More or less it was the same
technigue when it appeared centuries later in the form of printing.
The new era started in China in the 9th ¢. A.D with the invention of
paper and the wooden carved writing stamps. This special techni-
cal knowledge was transferred to Southern Europe by Arab trav-
ellers in the 11th c. and it was this new technique which brought
etching slowly back again. Eventually it was in Europe where mod-
ern printing developed.

Nota Panteleaki
Historian-Guide lecturer

CHINESE ENGRAVING

Ancient Chinese Gravures dating back to the 2nd Century are the
first known imprints and are referred to as “estampages” (and not
estampes — as their later European counterparts) since the etched
or embossed designs on the stone were not initially intended to be
printed. certain that even before the invention of paper, Chinese
engravers had utilized their chased stamps using various ink co-
lours, using them to stamp on silk and other textiles, on wood and
bamboo strips.

Paper, which was produced for the first time in the era of the Han
Dynasty (206 BC — 220 AD), contributed to the emergence of
printing in China. The oldest surviving samples of Chinese printing
were relief letters printed on a wooden surface and date back to
200AD.

The first picture printed on paper dates back to China in 868AD.
The printing of book on large format wood appeared in China some
time later.

The need to print the stone engraved surfaces they had with the
texts of their scholars on large formats, led them to the method

of rubbing, namely of rubbing moist paper on the engraved stone
using dry inks, a method which soon became popular in academic
circles and beyond. So much so, that this new method caused a
large demand for prints on large surfaces, as evinced by notable
writers of the era.

Driven by its insatiable thirst for knowledge and the respect for its
Scholars, China became the land of the largest printed publications
in the world, much earlier then the time of Gutenberg (15th Centu-
ry). The first engraving of images and letters on wood refer back
to the T'ang Dynasty (618-906AD). The most famous scroll is the
“Diamond Sutra” dating back to 868 AD, which was 17 feet (5 me-
ters) long.

Moreover, we soon witness the shift from the scroll to a book-page
format, by folding one page next to another, in the modern accor-
dion format.

The first Chinese printers made ink from burnt wood or Chinese
Lacquer (as it was known also at that time), mixed with glue and
formulated into a paste or in pieces of baked clay, soluble in water.



MOAITES YNPIZav TOV «OO0TPAKIOUOY. 2€ «O0TPAKa», XapAooovIas,
ONUEIWVAV 01 VOIKOKUPES Ta PWVIa yIa TNV ayopd, GANOI E0TEAVAV
pABacdKIa Kal KANoIol KPAToUoay MPOXEIPES ONUEIWOTEIS.

Ma alves 6a ouvexioTel N NPAKTIKN auth —EAANveS, Pwpaiol kal ol
yUpw Aaoi xpnoluonololy tnv xapagn navw o€ 81aQopa UAIKG oav
KUPIO ECO ENIKOIVWVIaS. YANpxe napdAANAa BERala kal N ypaen e
MIVEAO N MEVA OE JAAAKG UNIKG — OF YEVIKES YPAUUES NEPIOPIOHE
VNS KAl EI8IKEUPEVNS XPNONS.

>1adIaKd OUWS 01 IOTOPIKES CUVONKES YUpw and tn Mecdyelo a-
Nadouv. And tov 40 aiwva J.X. Kal UETA onUEIOVOVTIal BEUENIWSEIS
MOAITIKES KAl BPNOKEUTIKES AVAKATATAEEIS, Ol OMOIES PEPVOUV apyd
Kal 0TaBEPA AANAYES OTNV KABNUEPIVOTNTA TWV avOPWNWV Kal ENE-
KIOON OTNV XPNoN TNS YPaPNs. ZUyxpovws d1adidetal 0 Beouos tns
BIBAIOBNKNS, OXI OVOV SNPOCIas aAAG Kal ISIWTIKNS, Nou Bacidetal
010 YpAyIuo o€ PJaAakd UNIKO evd oUviopa 6a avantuxBolv ep-

YaoTNPIa avIypapEwy 0 HEYANES Kal LIKPES UOVES. H ypapn LE
MIVENO N NEVa, YIVETAI ONOEVA MIO KOIVA - €fval eUXpNOTN Kal oiyoupa
Mo yphyopn.

H xdpa€n unoxwpel, xwpis va Eexaotel. Alves apydtepa Ba ena-
VENBEI LIE TOV MAEOV ENAVACTATIKO TPOMNO — TNV TUNoYPaAPia. TekIva
ano v Kiva pe tnv epevpeon tou xaptioU Tov 90 Y.X aiwva Kai
1S EUAIVES EYXAPAKTES UNTPES, KAI OTNV CUVEXEID UETAPEPETAl OTNV
Notio Eupwonn, pe ta tagidia twv ApdBwy tov 110 arwva p.X.

v Eupwnn nigov avantiooetal n oUyxpovn tunoypagia. Anod
€KEI MEPVA KAl OTOV UMOAOIMO KOO0 EVW OUYXPOVWS SNUIOUPYEITAl
kal N Eikaotikn Xapaktkn Texvn. Tumoypagia kal Xapaktikn TExvn
ouVveXiCouv va eEeiooovtal JExpl ONUEQQ.

Nota Maviehedkn
loTopIkOs-Eevayds

KINEZIKH XAPAKTIKH

O1 apxaies Kivedikes TkpaBoupes Tou 20U aiova P.X. eival 1a
NPWIC YVWOTA TUNWHATA Kal ovouddovial «estampagesy (kai oxi
«estampes», 6Nws 1a NoAU LETAYEVECTEPT €UpWNaikd) S10T 1a
avayAupa N 1a xapaypeva oxedia navw otnv NeTpa 6ev Npoopico-
vIav apxikd yia ektunwon. BERaio ouws Bewpeital Otl, akoun Kal
Aplv and tnv enivonon tou xaptioU, ol KIvedol xapaktes eixav Sou-
AEWEI TIS OKANIOUEVES OPPAYISES TOUS HE HENAVIO SIQPOPETIKWV
XPWUATWY, XPNOILONOIWVIAS Ta VIa TUNWUATA NAvw o€ YETAE!, o€
AMa updouata, og EUNO Kal 0€ AwPISES punaunou. Xtnv eggavion
NS TUNoypagias otnv Kiva ouveEBQAE N EKEI MPWTN NAPAywyn Xxap-
TIoU TNV Nepiodo tns AuvacTteias twv Xav (206 n.X- 220 p.X.).

Ta apxaidtepa deiypata ins Kivedikns tunoypagias eivar avayAupa
TUNWUEVA YpAuuata o€ EUAIVN ENIPAVEIQ KAl XPOVOAOYOUVTAl OTO
200 u.X. H npwn tunwévn €ikdva o€ xapti xpovVOAOYEital otny
Kiva 1o 868 u.X. Aivo apydtepa dpxioe va sugavicetal otnv Kiva
Kal N ekTunwon BIBANwv o€ EUNO o€ PeyAAa peyedn. H avdykn va
TUMMVOUV TIS METPIVES XAPAYHEVES EMIPAVEIES, MOU SIEBETAV £WS
TOTE, UE TA KEIUEVA TWV NOYIWV TOUS O€ UEYANA EYEDN, TOUS 08NYNOE

otn P€B0SO Tou rubbing, SNAaSA Tou TPIYILATOS VOTIOUEVOU XAPTIOU
Navw otn Xapayuévn NEtpa Pe Enpd perdvia, BE6odos nou yphyo-
pa €YIVE SNOPIANS OTOUS KUKAOUS TwV AOYiwv Kal OxI povo. H véa
aut PEB0SOS MPOKAAEDE auENUEVN NTNON YIA TUNWUA O JEYAAES
ENIPAVEIES, ONWS LUAPTUPOUV PNUICUEVOI OUYYPAPEIS TNS EMOXNS.

H Kiva pe tnv tpopepn SilPa yia yvwaon Kal e Tov 0€Bacuo Npos Tous
NOYIoUS NS, €YIVE 0 TOMOS TwWV HEYAAITEPWY EVIUNWY EKSOCEWV
01OV KOO0, MOAU Vwpitepa and tov foutepBepyio (150s alwvas). O
NPWIES XAPAEEIS EIKOVWY Kal Ypapudtwy o€ EUA0 avapépovial otn
Auvaoteia twv T'ang (618-906 p.X.). To Mo ovopaotd PoAd, yVwoTtd
ws scroll, eival to Diamond Sutratou 868 p.X., ue pnkos 17 nodia (5
LETPQ). Enions oUvTtoua BAENOUE TN UETABOAN TOU POAOU OE POPUa
oeNSwV BIBNOU, e To SIMAwPA TNS Ias oeAidas NAAlI TNy AAAN,
oTN POPPN ToU GUYXPOovouU akopviedy. OI MPwrol KIVECD! TUNWTES
PTAXvoUV HENAVI and KaPEVo EUAO N Bepviki Kivas (Onws Kal Tote 10
anokaAoUoav) QVAKATEUEVO E KOANA KAl (POPUAPIOUEVO GE NACTa N
0€ KOUATAKIa PNPEVO MNAO, SIaAUTO o€ vepd. To kokkIvo Cinnabar
ATav 10 Mo oUVNBES SEUTEPO XPWLA, TO OMOI0 AKOUA XPNalUoMolETal
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Red Cinnabar was the second most frequent colour still used for
stamps and diaries. The wood was frequently pear or jujuba.
Chinese Engraving were much appreciated, especially in Europe,
where they became renowned thanks to the Silk Road.

In the 11th century, Bi Sheng (990-1051AD), hailing from China,
discovered that he could reproduce text by placing ceramic stamps
with the appropriate letters next to one another and simultaneous-
ly pressing them all together on the paper. In the 12th century, the
Chinese discovered that wooden stamps-types were much more

robust then ceramic ones. In the 13th century, printing spread to
Korea, where the first metal types appeared. The use of printing in
the Far East, however, remained fairly limited.

Relief engraving was also known in Egypt, ever since antiquity, how-
ever designs were limited exclusively for printing on textiles. This
was also the case in India and the Far East.

Mary Schina
Engraver — former Associate-Professor of Engraving at ASFA

ENGRAVING IN EUROPE

Engraving is a visual form of expression which is interesting and
complex. From the design and etching of the surface — matrix, de-
pending on the technique employed, we get relief printing (block
print-linoleum), intaglio (metal engraving) and planographic print-
ing (lithography). The engraving embarks on a magical journey
until it is printed on the appropriate paper. The first image printed
on paper dates back to the 9th century BC in the Far East and it
was mostly Koreans who took this art to Japan, where it flour-
ished. Let us also note that the invention of paper is a significant
moment for engraving, since paper manufacturing techniques
spread from China to the rest of Asia, the Middle East and Europe.
An engraving needs a suitable paper to be printed on and thus
upon the spread of the manufacture of paper, engraving became
even more popular and technologically evolved. Printing on tex-
tiles was known in Europe ever since the 6th century and designs
— decorative for the most part — were engraved on wood in order
to be printed.

The first paper manufactured on European soil was in 1151 in
Spain, followed by France, Germany and Italy, while the produc-
tion of paper at a paper mill-factory begun at the end of the 14th
Century, thus forming the first material base for the printing of
engravings. Paper, together with engraving, become the fore-
runners of the printed book and the birth of typography paves
the way for man’s learning and cultivation. With the invention of

typography, the social function of the engraved book helps ren-
der knowledge more far-reaching and affordable at an era where
ignorance and illiteracy inflicted almost 80% of the population.
Books illustrated with engravings introduced the general public
to texts with pictures, to which it had no access to, since in the
past centuries they were in manuscript form and thus prohibi-
tively expensive for the common man.

The establishment of the first printing presses was a great
revolution, complemented by the development of a multi-
tude of workers-craftsmen who specialized in the opera-
tion of these typographic units. The operation of printing
shops benefited engravers since their work on woodcuts
found a way to production, given that until then it was print-
ed slowly, by hand. The first playing cards were printed in
approximately 1402 under these conditions. The oldest ar-
tistic woodcut is Madonna with a vengeance in garden dating
from 1418. At the end of the 14th century, woodcut prints be-
came a way to distribute religious icons to the masses, since the
acquisition of such aniconwas much cheaperthanbuying a paint-
ing. In 1456 Johann Gutenberg from Germany, a blacksmith,
goldsmith, printer and publisher, who was the first to introduce
printing to Europe, print his famous 42-line Bible in Magdeburg
usingmovable—ironcast—types.In 1461 printer Albrecht Pfister
printed a collection of fairy tales with woodcuts in Bamberg. The



Y1 0pPayides kal nuepoAdYIa. To EUAO cuxva Ntav axAadid kal jujuba.
Ta KIvEQKa XapaKTIKG apeoav MoAU Kal EKTIUNBNKAV EUPEWS, 161
Tepa otnv Eupwnn, xdpn otov «Apduo Tou Metaglouy.

Tov 110 p.X.aiwva, o Kivedos Mni Zevyk (Bi Sheng: 990-1051 u.X.)
avakGAUYE Nws PNopoUce va avanapayel KEUeVa ToNoBEeTwVIas
KEPAUIKES OPPAYIGES UE Ta KATAAANAQ ypAuuata tn yia dinAa otny
AAAN Kal MECOVTAS TS ONES padi TautoxpOvws oTo xapti. Tov 120
aiva, ol Kivédor avakahupav nws ol EUAIVES oppayides-oToixeia
Atav Mo avBekTIkES and TIS KEPAIKeS. Tov 130 aiwva. n turnoypa-

@ia eneKTaBNKe otV Kopéa, ONou eJpaviotnkayv kal 1@ Npwia Je-
TAAMNIKG oToIxeia. H xpnon tns Tunoypagias otnv NEPIOXN tns Anw
AvATONNS £UEIVE OXETIKG NEPIOPIOHEVN. H avayAUPN XAPAKTIKA NTav
YVWOTh Kal otnv Aiyunto and noAU naiid, ta ox€sia dUws Npoopi-
ZovTav anokAEIoTIKG yIa TUNwa o€ upaouarta. To 610 ouveRalve
Kkal otnv lvéia kal otnv Anw AvatoAn.

Maipn Zxoiva
XapdKTpia — T. avanAnpwIpIa kabnyntpla Xapaktikns otnv AXKT

H XAPAKTIKH XTHN EYPQIH

H Xapaktkn €ival EIKacTIKN JOPPN €KPPACNS, EVEIAQEPOUOA KAl
MOAUMAOKN. ANO Tov 0xeSIA0UO Kal Tn xdpa&n tns eMQAVEIas-un-
1pas, avAAoya PE TNV TEXVIKN €XOUUE, TNV uitunia (Euhoypagia-Ai-
VOAeou), TN Badutunia (xdpagn YETAANOU) Kal TNV eninedotunia
(NiBoypa®ia). To xapakTIKd aKOAOUBET €va uayeutikd Tagidl uéxpl
TNV EKTUNWON TOU OTO KATAAANAO XaPTI. H Mpwtn TUNWUEVN €IKOVa
0€ XapTi Xpovohoyeital Tov 90 alwva oty Anw AvatoAh kal autn
N TEXVN NEPVAEI KUPIWS PEOW Twv Kopeatwy otnv lanwvia énou
YVWPICEl ueyaAn avonon. Na onpeIooudE enions Ot N epeUpE-
oN TOU xaptioU €ival Jia onPavtikn oTiydN yia TNV XQPAKTIKN KaBws
Ol TEXVIKES KATAOKEUNS XaptioU eEaniwbnkav and v Kiva otnv
unoéroinn Acia, tTn Méon AvatoAn kal tTnv Eupwnn. To xapaktiko yia
va TUnwoel xpelddetal 1o KatdANNAO xapti kal €101 de tn S16doon
KATAOKEUNS XAPTIOU N XAPAKTIKN EYIVE OXO KAl MIO 106£50UEVN KAl
TEXVONOYIKA EEENIVLIEVN.

H ektinwon upaoudtwy Ntav yvwoth otnv Euponn and tov 60
alVa Kal Ta OXESIA -0€ PEYANO BABUO SIaKooUNTIKG- ATV Xapay-
HEva o€ EUAO MPOKEIUEVOU va TUNwOOoUV. XInv Eupwnn 10 NpwIo
XapTi kataokeudotnke 1o 1151 otnv lonavia, akoAouBei N kata-
OKEUN TOU xaptioUu otn aAAia, Fepuavia, ltahia eve n napaywyn
XapuoU O€ €QYO0TACIO-JUAO XaPTIoU MPAyUATOMOIETal OTO TEAOS
Tou 140U aIva Kal €101 OXNUATIZETal To NpwWTo UANKO unoBabpo yia
va TUNwBoUv xapaktikd. To xapti yadi pe v Xxapaktikn, yivovtal ol
NPodyyeAO! TOU TUNWHEVOU BIBAOU Kal e TN YEvvNoN TNS TUNOYPa-

oias avolyetal 0 5pAU0S YIa TNV JOPPWON Kal TNV KAANEPYEIT TOU
avBpwnou. Me tnv avakGAUPN NS TUNOYPAPIAs O KOIVWVIKOS PONOS
TOU XAPAaKIIKoU BIBAiou BonBagl otnv PEYAAUTEPN Kal NIO NPOOCITN
YVOoN o€ pia enoxn 6nou N audtela Kal 0 avaApapnuopos EQTave
10 80%. Ta ekovoypaenuéva Pe xapaktikd BIBAIa BonBouoav 1o
€upU KoIvO va YVwPIoEl Kelueva Pe eikdves ota onolia Sev eixe Npo-
oBaon, apou ToUs MPONYOUUEVOUS QILOVES NTAV XEIPOYPAPA APa KAl
HEYAAOU KOOTOUS YIa TOV UECO AvBpwo. MeyaAn enavactacn ano-
TEAEI N SNUIOUPYIA TWV NPWTWY TUNOYPAPEIWV KAl PUOIKA N avAanTu-
€n evos NANBOUS £pYAlOUEVWV-TEXVITWV MOU EISIKEUOVTAl WS EISIKO
NPOCWMIKO VI TNV AEITOUPYIa AUTWV TWV TUMOYPAPIKWY JOVASWY.
H Aermoupyia twv tunoypageiwy uvonoe Tous Xapdktes SIoT 10 €pyo
Tous Pe Euhoypapies Bpnke SIEE0S0 yia napaywyn, Sedouévou Ot
LEXPI TOTE TUNWVAV OTO XEPI KAl UE apyous pubuous. MEoa o€ QUTES
TS OUVONKES TUNWVOVTAl Ol APWIES TPANOUAES nepi to 1402. H na-
NIGTEPN €IKA0TIKN EUAOYpaPia eival Tou 1418 kai eival n Madonna
with a vengeance in garden. 2ta téAn tou 140U aiwva ol EUAoYpapl-
KES EKTUMNWOEIS £yIvav €vas TPOMNos SIAVOUNS BPNOKEUTIKWVY EIKO-
VWV 0TOUS anAoUs avBpwnous NN N andKINON WId TETOIAS €IKO-
vas ntav nio Npooitn anod Ty anokINon evos (wypaPIkou £pyou. To
1456 o Tepuavos Johann Gutenberg, o1éNpoupyos, XpUooxoos,
TUNOYPAPOS Kal EKSATNS, O 0MOIOS EI0NYAYE MPWTOS TNV TUNOYPAPIa
otnv Eupwnn, tunwvel ato MaydepBoupyo v nepienun BiBAO Twv
42 OTIXWV JE KIVNTA - XUTEUPEVA OE PETAANO - TUMOYPAPIKA OTOIXEID.
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most senior yet not so well-known representative of the Italian
school, Baccio Baldini (1436-1487) goldsmith-engraver trans-
ferred works by Boticceli (1445-1510), Andrea Mantegna (1431-
1506) and Antonio del Pollaiuolo (1465-1475), representing the
Florence school, using a burin on copperplate, while Marcantonio
Raimondi (1480-1534) engraved works by Raphael around ap-
proximately 1500.

Depending on the era, aesthetics change and evolve via the
compositions in the second half of the 15th century. Engrav-
ings and compositions become more complex, adorned with
architectural elements and landscapes. Documents dating
from the 15th century reveal that the distinction between the
designer painter and the engraver was clear, namely that there
was the artist painter, who designed the picture and then there
was the artisan engraver who copied the design handed by the
painter to create the engraving. Engraving on metal (Intaglio
printing) is a technigque which emerged a few decades after
woodcut and evolved independently. The art of copperplate
originated mainly from goldsmiths who were professional arti-
sans with a long tradition and utilized this technique to engrave
ornamental designs on a wide variety of objects, ranging from
armors to weapons and jewelery. Where this artisan is a gold-
smith and himself the designer, the entire process evolved with
respect to the creator artists who assumes control of the art of
copperplate and adapts it in his artistic work. Artists who were
known for this use of engraving rose to prominence in Renais-
sance. Albrecht Durer (1471-1528) impresses the 15th centu-
ry with the masterful execution of his engraved paintings on
woodcuts (standing wood) and copperplates using burin. Rem-
brandt (1606-1669) creates his work with the help of his work-
shop-printer’s house and under the supervision of a printer.
Francisco Goya (1746-1828) marks his era with his rich work.
Important nineteenth century figures include Turner, Whistler,
Blake, Degas, Cassatt and more.

Centuries late, engraving makes its appearance in Greece at the
end of the 18th century. The Greek space was occupied at least
since 1453 by the Ottomans and while Greek printers could be
found at the major printing centers in Europe, engraving emerges

in Holy Mount Athos around 1870, where it produced multiple
copies of views of the monasteries, icons and representations
of relics. Monk Agathangelos Triantafyllou, also hailing from Mt.
Athos, was the first engraver who taught the art at the school of
Arts in Athens in 1854. The first samples with artistic content
appear in the lonian Islands, known as the Heptanese, while mod-
ern engraving was introduced in Greece in the 19th century and
becomes an artistic creation sired by Dimitris Galanis and Yannis
Kefallinos.

At the end of the nineteenth century the artist engraver be-
came independent from typography. Many engravers collab-
orate with engraving workshops, either serving engraving au-
tonomously or as an artistic medium and artistic expression.
There were many artists-engravers who helped engraving
flourish and rise to prominence in the first half of the twentieth
century, amongst whom Klee, Chagall, Munch, Picasso, Miro,
Ernst, Dali, Kollwitz, Hopper, Beckmann, Barlach, Matisse, Kan-
dinsky and many others.

In the 20th century lithography became so popular that paint-
ings by famous artists were lithographically copied and indeed
signed by the painters themselves. The evolution of lithography
in that period is characterized by the risk of rendering engrav-
ing and lithographic reproductions a deceit of the public. Thus
French engravers were forced in 1964 and under the pressure
of trade, in order to save the status of engraving, to define an
engraving as: “The original matrices and lithographies which have
been printed from one or more plates using any technique save
for the mechanical and photo-mechanical methods, provided the
design, engraving and printing are the work of the artist himself.
Only engravings meeting these conditions reserve the right to be
called original engravings”. Today the term engraving refers to
a uniform and interruptible process, where the design-composi-
tion, the engraving and the printing plate-matrix, the plate printed
as a matrix and which prints on special paper, constitute the en-
graving.

Modern artists utilize engraving for its unique qualities and while
modern engraving may rest on the rich traditions of past art-
ists-engravers, it produces and invents new methods for the en-



To 1461 o tunoypdeos Albrecht Pfister tinwoe otn BauBRepyn pia
OUANOYN MaPApUBIWY Ue EUNOYPAMIES. TNV [TANIKN GXON O apXaId-
T€P0S Kal Ox1 1600 yvwaotos Baccio Baldini (1436-1487) xpuooxo-
0S-XAPAKINS, LETEPEPE O XAPAKTIKA, £pya tou Boticceli (1445-
1510), Andrea Mantegna (1431-1506) kai Antonio del Pollaiuolo
(1465-1475) nou eKNPOOWMOUY TN PAWPEVTIVI KUPIWS OXONN Xa-
padovtas xaAkoypagies e kareul. O Marcantonio Raimondi (1480-
1534) xapdlel ouvbEaels Tou Raphael yUpw oto 1500.

H aiobntikn avaroya pe tnv noxn, JETaBAAAETal kal e€eNicoetal
HEOW TV OUVOECEWY, 010 SeUTEPO WIod Tou 150U alwva, ol xapd-
€EIS KAl 0l CUVBEQDEIS Yivovtal MIo NEPIMAOKES JUE APXITEKTOVIKA OTOI-
Xela kal tonoypagies. And £yypapa tou 150U aiwva yvwpiloupe
Ot 0 SIaxwpPIoUOS PETAEU Tou oxedIaotn (wypdpou Kal Tou Xapdkin
eival oapns, SNAadn undpxel 0 KAANTEXVNS {wypAapos, UNAPXel Te-
XVITNS XapdKINs Mou SNUIoUPYE! TNV €1KOVa, 0 XapAKINS aviiypdpel T0
0x£810 NouU Tou &fvel 0 oxedlaoths. H xdpaén oto pétaro(Badutunia)
€lval TEXVIKN MOU KAVEI TNV EUPAVION TNS AiVES SEKAETIES PETA TNV EU-
Aoypagia kar £xel T 61Kk TNs aveEdptntn avantuén. H téxvn s xaA-
Koypagias(BaButunia), NPONABE KUPIWS and XxpUOOXOOUS MOU NTav
ENAYYEAUATIES TEXVITES E MAPAS0GN KAl O OKOMOS KAl TO £QY0 AUTWV
TWV TEXVITWV ATav va Xapadouy Kupiws and navonAies £ws Onia Kal
Koopnuata. Onou o texvitns autds eival Xxpuooxoos Kai eival o i510s
0xed1a0TNS N OAN dladIkacia EEENIXBNKE yIa TOV SNEIOUPYO KAANITE-
XVN MOU 0TA XEPIQ TOU NAIpVEl QUTA TNV TEXVN TWV XAAKOYPAPWV Kal
NV NEPVAEI OTO KAANITEXVIKO TOU £0Y0. TNV NEPISO TS Avayevvnons
avayvwpidovtar KAANITEXVES MOU €yIVaV YVWOTOl YIa autn TN Xpnon
s xapaktkns. O Albrecht Durer (1471-1528) eviunwoldlel 1o 150
alVa Je TNV ApICTOTEXVIKN EKTEAEON TWV XAPAKTIKWY MIVAKWY TOU,
Eunoypagies(oe 6pBIo EUNO) KAl xaAKoypapies e kareui(burin). O
Rembrandt (1606-1669) e tn Bonbeia Tou Epyactnpiou- Tunoypa-
(peiou Kal e TV eniBAeYN evOs EKTUNWTN SNPIoUPYET To €pyo Tou. O
Francisco Goya (1746-1828) onuadelel pe 10 MAoUGCIO £pYO0 ToU TNV
£NOXN TOU. 2NUAVTIKES HOPPES TOU 190U alwva NePIMApBAVOUY Tous
Turner, Whistler, Blake, Degas, Cassatt k.a. Me apyonopia aiwvwy n
XAPAKTIKN KAVEl TNV €UQAvIon tns otnv EAAGSa ota T€An tou 180ou.
O eA\aBIKOS XWPOS O 0Moios Bpioketal TOUAAXIoToV anod to 1453
uno OBwPavIkG Cuyo Kal NapOAC Nou EAANVES Tunoypdgol Bpioko-
VIal 010 YEYAAUTERA KEVTPA TUMOYPAPIas atny Eupwnn, N XapaKt-

KN epgpavicetal oto Ayiov Opos yUpw oto 1870, drnou naprnyaye ot
MOAACNAG QVTITUNA ANOYEIS OVWV Kal QvanapacTAoels EIKOVWY Kal
KeIUNAiwY. O MPWTOS XaPAKTINS SISACKANOS OTO OXOAEID TEXVWV TNS
ABnvas 1o 1854 eival o enions ABwVITNS 1Ep08IAKovVoS, Ayabdyye-
Nos Tpiavta@UANoU. Ta Mpwra SEiyUAta Je KAANTEXVIKO NEPIEXOUEVO
epgavidovial ota Entavnoa. H oUyxpovn xapaktikn otnv EANaSa na-
pouoIddetal Tov 190 aiwva Kar yivetar KAANITEXVIKN Snuloupyia NAEoV
LE YEVVITOPES Tov Anpnten Fadvn kai tov Mavvn KEparinvo.

210 TEAN TOU S£KATOU £VATOU AIVA N aveEAPTNOIa TOU KAANITEXVN
XapAkIN -and tnv tunoypagpia- yivetar npayuatkotnta. Mool xa-
PAKTIES OUVEPYAOVTal UE €PYAOTNPIA XAPAKTIKNS €ITE UNNPETOUV
QUTOVOUA TNV XAPAKTIKN, WS KAANTEXVIKO ECO KAl WS KAANITEXVIKN
EKPPAON. KAANITEXVES-XAPAKTES MOU oPPAYIoAV KAl PEPVOUV TNV
XAPAKTIKN 0€ MOAU LEYAAN GVOS0 TO MPWTO KICO TOU EIKOOTOU QIW-
va eivai or: Klee, Chagall, Munch, Picasso, Miro, Ernst, Dali, Kollwitz,
Hopper, Beckmann, Barlach, Matisse, Kandinsky, Sagal kai dAhol.
Tov 200 aiwva n AiBoypagia yvwpidel T€Toia avantuén onou (w-
YPAPIKO! MIVAKES SIA0NPWY KAANTEXVQY, aviiypdgpovial Aifoypa-
QIKa Kal HGAIoTa unoypapovtal and tous (wypdpous. H avantuén
s AiBoypa®ias v NePIodo auth xapaktnpicetal anod tov kiveuvo
va NepAcEl N XAPAKTIKN UE TIS avTypagEs TS Aiboypagias oe e€a-
nétnon tou Kolvou. Etal Aoindv ol TdANoI Xapdkies 1o 1964 ava-
YKaZovTal Katw ano TNV MiEon ToU EUNopiou Kal yia va YAITWoOoUY T0
KUPOS TNS XAPAKTIKNS VA 0PIOOUV WS XAPAKTIKO TO €ENS: «XAPAKTI-
KA BewpoUVTal Ol MPWTIOTUMES UNTPES KAl AIBOYPAPIES MOU EXOUV
WNwOel anod pia N NepIooOTEPES NMAGKES E ONOIASNMOTE TEXVIKN
€KTOS ano TIS UNXAVIKES KAl PWIOUNXAVIKES UEBOSOUS, EPOCOV TO
0Xx€5810, N xApA&n Kal N eKTUNWON anoteAOUV £PY0 TOU {610U TOU KaA-
NITEXVN. MOVO Ta XapakTIka nou MANPEOUY autous ToUS OPOUS EXOUV
10 SIKalwpa va ovoudovial NPWIOTUNA XAPAKTIKAY. ZNUEPA UE TOV
OPO XAPAKTIKN avapePOUaoTe o€ Wia eviaia kal adiaonaotn diadl-
Kaoia, otnv onoia To ox€810- oUVBEDN, N XAPAEN Kal N NAJKA-UNTPA
EKTUNWONS, QUTA N MAGKA MOU TUMWVETAl WS PATPA KAl TUMWVEL
névw oe €161k xapti, eival 1o xapaktikd. O1 GUYXPOVOI KAANTEXVES
XPNOILOMNOIOUV TN XAPAKTIKN YIA TS UOVASIKES TNS IBIOTNTES KAl N
oUyxpovn XApakTIKN unopei va Bacidetal ous nAouoles Napadod-
OEIS TWV KAAATEXVWV XAPAKTIWY TOU NAPENBOVTOS, OPWS NAPAYE
Kal EQPEUPIOKEI VEES UEBOSOUS XxAPaEns, EKTUNWONS Kal NPowoN-
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graving, printing and promotion of the engraving, for which they
are responsible and the value of which as a work of art is not
confined to its technique but includes the emotions it emanates.
Art — each one of the fine arts — can move its audience, be them
art aficionados or not, by sensitizing, cultivating and educating
them. Technigue and engraving methods, even if perfectly em-
ployed by the engraver — and they ought to be perfectly utilized

— what still remains of paramount importance is the value of the
work as such, as a work of art.
These lines serve as gratitude to my colleague, painter-engraver
Miltiadis Petalas, for his help in gathering the materials for this
article.
Yannis Gourzis
Emeritus professor ASFA

THE UKIYO-E AND ITS IMPORTANCE IN THE DEVELOPMENT OF ENGRAVING AND ART ALL OVER THE WORLD

The entire art in the Western World during the 17th and most of
the 18th Centuries was religious or regal. In Japan the transfer
of the capital to the port of Edo (which will be renamed to To-
kyo after 1868) triggered the evolution of a huge metropolitan
area the population of which would reach 1.000.000 people
by 1721. Edo was the first megapolis in the world, where the
incessant movement sets the tone for a social empowerment, a
new conception of the world exhibiting a libertine attitude and a
continuous mixing of the classes, delights and functions, as has
happened in London during the 18th C. and Paris in the 19th
C. From 1603 until 1868 Edo managed to attract the working
classes as well as those holding the reigns of power, merchants
and traders of all sorts, bread and circuses, baths and public
spaces, forbidden pleasures and the underworld, thus becom-
ing the city that lives through the day and night, a city “of Light”
before Paris and a city “that never sleeps” before New York.

The perpetual fluidity of a sea world at the foots of a mountain
seals the history of arts by means of the presence of Mt. Fuji
and an impressive bridge connecting the two ends of a huge
port. These two images are emblematic for the art of Ukiyo-e,
the art of a fluid world, fashioned by Edo, as a historic revolu-
tion impressing novel ways and new scriptures in a revitaliza-
tion of iconography, the perception and technigue expressing
the continuous movement of human life, of light and the co-
lours of writing. Daily-life aesthetics beget new techniques and
professions, as well as new delights and entertainments char-

acterizing the urban world, this new world which was born and
now designates, in an innovative manner, the passage to the
New Era and its arts, a fully century before the West.

One must stress the point that writing walks hand-in-hand with
painting in the Ukiyo-e school. Books and illustrations inaugu-
rate a new kind of books with text, books with pictures or and
prints of a series of images, variations of a theme and almost
moving images. Books function as past-times for the masses
and high literature at the same time. They collect myths and
fantasy, as well as images of daily-life, just like novels, fairy
tales, fantasy novelettes and images, poetry and songs, leav-
ing the mark of their influence in Europe and the Americas
during the 19th Century. Art and literature spanning from Re-
alism, Romanticism, Symbolism, Impressionism are influence,
in one way or the other, from the wealth of the artistic and lit-
erary production of Japan. It is worthwhile to note at this point
that the Ukiyo-e artists, with the most prominent being Uta-
maro (1753-1806), Hokusai (1760-1849) and Hiroshige (1797-
1858), lived almost a century after the first great Ukiyo-e pio-
neers, spanning a total period of almost two centuries.

At the Asian Arts Museum of Corfu, established thanks to the do-
nation of the exceptional Collection of Gr. Manos, one of the ma-
jor collectors an connoisseurs of Ukiyo-e at the end of the 19th
century in Europ, the curators explicitly refer to the manner by
which Ukiyo-e engravings manage to combine polychromy with
the unique design of Japanese painter through a very particular



0ONS TOU XaPaKTIKOU €pYOU, Yia To 0noio ol idiol eival uneluBuvol Kal
Ot N a&ia nou €xel WS QY0 TEXVNS, S€V €ival N TEXVIKN OVAXA AANG
Kal N OUYKIVNON MoU EKNEUNEL.

H téxvn —n KAOe pia and TS KAAES TEXVES — UNOPE( va ayyilel Tov Be-
atn, QIAOGTEXVO KAl Un LE TNV NPOOMTIKN TNS €UAIOONTONOINGNS, TNS
KOANIEQYEIQS, TNS HOPPWONS. H TEXVIKN Kal 0l TpOMNOI XApagns 600
dpTIa Kal av T4 XEIpiZeTal 0 xapdKkINS —Kal OPEIAEl va Ta Xelpicetal

dpuia-, 10 NPWTO Mou €xel onuacia, 6a napauével n idia n agia tou
£pYyoU ws TEToIoU. MEoa and autés TIS YPAUUES, EUXAPIOTW TOV OU-
VASEAPO LwypAPOo-xapdktn, MIATIGEN MeTaAd via tnv BonBeld tou
oTNV CUYKEVTPWON ToU UNIKOU via autd to ¢p6po.

Mavvns foupdns
Ouotipos kabnyntns AXKT

TO UKIYO-E KAl H ZHMAZXIA TOY XTHN IXTOPIA THZ XAPAKTIKHZ KAI THZ TEXNHZ AIEENQX

OANNTEXVN 0TO AUTIKO KOOHO Tov 170 Kal To HEYAAUTEPO JEPOS TOU
180u alwva, ival BpNoKEUTIKA N AUAIKA. XNV lanwvia, n uetagopd
NS Npwielouoas oto APdvi Tou Edo (mou petd to 1868 6a ovo-
LaoTel TOKIO) MPOKAAET TNV avAMTUEN WIas TepAOTIAs HEYAAOUMOANS
nou O6rnou n actikn (wn Ba erdoerl va €xel 1.000.000 kartoikous
10 1721. To Edo €ival n npwtn peyaroUunoAn S1EBVWS Nou n acta-
LATNTN KABNUEPIVA KIvnon 8ivouv TOV TOVO JIAS KOIVWVIKNS XEIPa-
(PETNONS, PIAS VEAS aVTIANYNS Y10 TOV KOO0, JIas eEAeUBepIGlouoas
VOOTPOMIAs, KAl HIas ouvexous PiENs Twv TaEewy, Twv anoAaUoEwWY,
TWV AEITOUPYIWV ONws oTto Aovdivo tou 18 al. kai to MNapiol tou 19
ai. To Edo ano 1o 1603 pexpl 10 1868, OUYKEVTIPWVEI Jadi he tny
e€ouaia, Tov epyalopevo Aao, ENAyYENUATA KI EUNOPIO KABE €i60US,
Beduarta Kal xwpPous Puxaywyias, Aoutpd kal SnPOCIoUS XWEOUS,
anayopeupéves anohaUoels Kal UNOKooo, Kal yivetal n nOAN Mou
el Y€Pa-vuxta, pia néan «tou Owitdsy» npiv 1o Mapiol, pia noAn
«nou &gV Koludtal notey npiv tn NEa Yopkn.

Tnv aévan peuototnta evos BAAAooIoU KOOUOU 0Ta Nodia evos
Bouvou oppayidel tnv 10Topia NS TEXVNS N Napouacia tou 6pous Fuji
KAl UIO EVTUNWOIAKN YEQUPA MOU EVWVEl TIS SUO AKPES TOU TERA-
otiou AipavioU. O1 SUo auTES €IKOVES elval EUBANUATIKES TNS TEXVNS
Tou Ukiyo-e, Téxvns evos pEoVIos KOGUOoU, Mou 1o Edo Snuioupyel,
0QV JIa IOTOPIKN TOUN MOU aNOTUMWVEl KaIvOUPYIOUS TPOMOUS, VEES
YPAPES KAl I TepdoTIa avavewaon TNS EIKOVOYPAPIas, TNS avtiAn-
(NS Kal TNS TEXVOTPOMIAS MOU EKPEACOUV TNV OUVEXN KIVNTIKOTNTA
NS avBpwnIvNs {wns, ToU PWIOS, TwV XPWUATWY NS ypaens. H
QIoONTIKA TNS KABNPEPIVOTNTAS YEVVE VEES TEXVIKES KAl ENAYYEA-

LATa ONWs Kal anoAAUCEIS Kal TIS Puxaywyies Mou Xapaktnpidouy
TOV AOTIKO KOOWO, TO VEO QUTO KOOUO MOU YEVVIETAl Kal KaBopilel
1E TPOMO NPWTONGPO 10 NEPacpa otous Nedtepous XpOvous, oTis
TEXVES, Evav alwva npiv anod tm Auon.

MpéEnel va Nel kaveis Je ugaocn, Nws otn oxoAn tou Ukiyo-e padi pe
v wypagIkn oupBadicel kar o Adyos. Ta BIBAIC kal oI Eikovoypa-
(PNoEIs, eyKaIvIaouv veou €idous BIBNA KeluEvwy, BIBAIT EIKOVWY N
KQI TUNWUATA ano OEINES EIKOVWY, MAPAANAYES EVOS BEUATOS KAl KI-
voUpeves oxeSov eikdves. Ta BIBAIC anoteroUv AdikG avayvwouata
Kal JEYAAN AOYOTEXVIa MAPAAANAQC. ZUYKEVTPWVYOUY LUBOUS Kal (pa-
VIQOTIKES I0TOPIES, OO0 KAl EIKOVES TNS KABNPEPIVAS {wNS, ONWS TO
HUBIoTOPNUGA, Ta Napapubia, of paviaoTIKES VOUBEAES Kal EIKOVES,
n noinon, To TpayoUd! kal N paviaocia, mou opEayicouy Ue tnv enip-
pON ToUs TNV Eupwnn kal Auepikn, To 19 ai. Htéxvn kai n Aoyotexvia
ano tov PeaNiopo, Popavitiopo, ZUdBoAIoud, Iunpecioviopd, LE Tov
€va N GANO TPONO, ENNPeAlovtal anod Tov MAOUTO TOU EIKACTIKOU Kal
NOYOTEXVIKOU €pYyoU NS lanwvias. Agv eival NePITIO va NEl KAVE(S
Nws ol KAANTEXVES Tou Ukiyo-e, ue e€Exouoes pop@és tov Utamaro
(1753-1806), 10 Hokusai (1760-1849), tov Hiroshige (1797-1858),
€va alva oxedOV UETA TOUS MPWIOUS HEYANOUS KAANTEXVES TOU
Ukiyo-e nou kaAUmtouv oUVONKA pia MepioSo SUO aIVwyY oXed0V.
210 Mouoe€io Aclatikwy Texvwv TNs KEpKUPAs nou 1I6pUBNKe xapn
0Tn SwPEA TNS EEAIPETIKNS ZUANOYNS [P, MAvou, evos anod Tous e
YAAUTEPOUS OUANEKTES Kal YVWOTES Tou Ukiyo-e oTo TEAOS Tou 19
alwva otnv Eupwnn, of ENIJEANTES avaPEPOUV CUYKEKPIUEVA TOV
TPOMO MoU Ta Xapaktikd tou Ukiyo-e katagEépvouv péoa anod uia
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technique. More specifically, the following process was used to
create the Ukiyo-e engravings: The artist produced a master
drawing in ink on paper. An assistant, called a hikko, would then
create a tracing (hanshita) of the master. Craftsmen would then
glue the hanshita face-down to a block of wood (woodblock)
and chisel away the areas where the paper was white. This left
the drawing in reverse, as a relief print on the block, but de-
stroyed the hanshita. The block was subsequently inked and
printed, making near-fascimiles of the original drawing. A first
test copy, called a kyogo-zuri, would be given to the artist for
a final check. The prints were, in turn, glued face-down on as
many blocks as the number of final design colours. Each of the
woodblocks had a relief area that corresponded to a single co-
lour each time. When all of the woodblocks had been prepared,
they were inked with the proper colours and were sequentially
impressed onto the same sheet of paper. The final print bore
the impressions of each of the blocks, while some were printed
more than once to obtain just the right colour depth”. Let us
not forget that the influence of Japanese art in the West was
perhaps the only impact an art has had in the history of man-
kind not originating from colonialism, from the dominance of a
culture on another, but unfolds for the first time as an dialogue,
on equal terms, of social, political, cultural exchange between
the manifestation of whichever guise or place of western art
with its Japanese counterpart. Ukiyo-e is the innovative fore-
runner on the way to emancipation and social breakthrough
which release art from the laws and rules of religion and the
court, in order for it to express the life of anonymous, ordinary
people through the mobility of social contradictions and the
transgression thereof through the mobility of the individual it-
self in the liquidity of the world. It thus sets, for the first time in
modern history, the paradigm of the World to come, the Mod-
ern Era, in art, ever since the 17th Century, when artists in the
western world would still be were indirect and cautions in their
expression, with the rare exceptions of artists such as those of

the Flemish school or William Hogarth, until the emergence of
Enlightenment which paved the way to Goya, Daumier, Courbet,
the Impressionists and Modern Art, simultaneously expressing
their recognition and admiration of Ukiyo-e works.

This mixture of movement, light, landscape, architecture and
crowd, together with the plurality of the subjects which are si-
multaneously impressed in the same image, negates or dis-
torts traditional perspective so as to transport us from a cha-
otic to a fluid world. This signifies a major change in the way
one perceives of, designs and composes space, in how time
is placed at the center of the work and movement is becomes
the principal feature of the moments imprinted. Ukiyo-e block
prints had a decisive impact and influence for impressionism
and modern art, while at the same time paving the way for pho-
tography and cinema. The mangas which Hokusai established
as an art medium around 1830 paved the way for animation
and comics and continue to be produced and internationally
circulated both with respect to translated Japanese editions,
as well as original works produced by young artists hailing
from many nations.

Japanese art and the art of Ukiyo-e in particular directly revi-
talizes the relationship with printing, engraving, the collection
of folklore tales in the format of images and words, as well as
the writing of new and original texts. Ukiyo-e radically differ-
entiates the relation between text and image on paper and in a
book. Both in wood xylographs, as well as in manga and mov-
ings images, Ukiyo-e redefines our relation to book as an ob-
ject, negates one-dimensional reading and changes perspec-
tive from spatial to temporal. This fluid world not only renders
the movements of everyday life fluid, it also renders fluid our
conception of them.

Dennis Zacharopoulos
Art Historian



151aitepn TEXVIKN, va ouvOUAoOUV TNV MOAUXPWUIA UE TO UovasdIko
0X€810 TwV lanwvwy wypd@wy. ZUYKEKPILEVA, «yIa TNV SNUIoUP-
yia Twv XapakTIKwv oukiylo-€ akohouboutav n €€ns diadikaoia: O
KAANTEXVNS {WYPAPIZE TO NPWIOTUMO OXESI0 e PEAGVI OE XapT.
‘Evas BonBos, o hikko, tonoBetouoe xapti navw anod To NPWIOTUNO
Kal EQTIXVE £va akpIBES avtiypa@d Tou, To hanshita. 2tn cuvéxela
TEXVITES KOANOUGQAV TNV KUpIa OYn tou hanshita o€ pia EOAIVN NAdKa
(Untpa) kar okaAiIZav (@gaipoUoayv) Ta oNUEia Tou XaptioU Nou Ntav
Kevd, xwpis oxedlo. H 8iadikacia auth katéotpepe to hanshita, evw
10 0X€810, EPPavIZotav avanoda kal avayAupo ndvw otn untpa. H
EUNIVN MAGKA KOAUMTOTAV PE PEAAVI. ANO autny TUNWVOVIAV £pYa
nou opoiaZav NoAU oTo Npwtdtuno oxedio. Eva npwrto tunwua, 1o
kyogo-zuri napouc1adotav otov KAANTEXVN YIA TOV TENKO ENEYXO.
Ta undAoINa TUNWUATA ENIKOAOUVTIAV JE TNV KUPIA OYPN TOUS NAvw
0€ TO0ES UNTPES 60A KAl Ta XPWUAta nou 6a NepINaPBAave 10 TEAIKO
€pyo. Ano KABe UNtpa NApEUEVAV avayAUPES Ol MEPIOXES TOU OXE-
diou mou avtioToixouoav o€ €va Kabe popd xpwpa. Otav OAEs ol
EUNIVES MAGKES TOU TENIKOU €QYOU NTav ETOIPES, KAAUMTOVIAV JE Ta
QVTIoTOIXA XPWHATIOTA PEAGVIC KAl PE TN OEINA YIVOTAV N EKTUNWON
TOUS NAvw oTo 1810 xapti. To TEAIKO TUNWHA EPEPE EKTUNWOEIS AN
ONES TIS PNTPES, €V oUXVA YIa va eMITeEUXOel N 0wWOoTh anodxpwaon
€VOS XpwWUatos n 81adikacia tns TUNwons enavaiapavotav navw
ano pia opa».As unv EexvAPE MwWS N EMIPPON TNS IANWVIKNS TE-
Xvns otn AUon gival n govn iows eNIPPOoN PIas TExvns oTnv 10Topia,
nou &ev NPoEpxetal anod v I0Topia NS anolkiokpartias, and tny
Kuplapxia evos MONTIOUOU NAvw O€ €vav AANO, AAAG avoiyetal yia
NPWIN PoPd WS 100TIUOS SIANOYOS KOIVWVIKWY, MONTIKWY, MOAITI-
OTIKWY AQVTIAAAAYWV avapeoa o€ 6noia Ekpavon n 6£on tns SUTIKAS
TEXVNS Pe TV lanwvikn. To Ukiyo-e npotpexel npwtonopo oTo §p0-
O TNS XEIPAPETINONS KAl TNS KOIVWVIKNS TOUNS MOU anodeouelouy
NV TEXVN ano Tous VOPOUS TNS BPNOKEIQS Kal TNS QUANS, YIA VA €K-
OPACE! TN {WN TWV AVWVUHWY KABNPERIVGY avOPWNWY UEGA anod
NV KIVNTIKOTNTA TWV KOIVWVIKWY AVTIPACEWY Kal TNS UNEPRACNS
Tous and tnv i81a tnv KIvNTIKATNTA Tou avepwnou YEoa ot PEUCTO-
TNTA TOU KOoWOoU. AIVEl €101, MPWTO 0NV GUYXPOVN I0TOPIA, TOV TOVO

ToU KOopou nou €pxetal, Tous Nedtepous XpOvous oTny TExvN ano
10 17 aiwva, 6tav akdpa oto SUTIKO KOOLIO 01 KAANITEXVES EKPPA-
Jovtal 8€ING Kal EUUEDQ, LE OnAvIeS e€aIpETEls Onws ol DAauavsol
N 0 XOykap®, yExpIs 6tou 0 AlaPWTIoHOS avoiyel 1o SpOUOo 010 Tko-
y1a, To NTwuI€, Tov Koupuné, Tous [UnpeciovioTES kal tTn Moviepva
TEXVN NoU eKPPACOUV CUYXPOVWY TNV avayvwelon kal 6auuacuo
TOUS vIa ta €pya tou Ukiyo-e.

H pi€n kivnons, pwtos, Toniou, apXITEKTOVIKNS, MANBOUS, Yadi ue tnv
MOAANAGTNTA TWV BeUdTWY NOU AnOTUMWYOVIAl CUYXPOVWS GTNV
i61a €IKOvVa, KATapYEl N MAPAPOPPWVEI TNV MAPASOCIAKN MPOOMTIKN
Y10 VA Jas PETAPEPE! and €va xaoTIKO KOOUO OE VA KOOUO PEOVIA.
Eivaltepdotian aAayn otov Ipono nou BAENEl Kaveis, nou oxediadel,
MOU CUVOETEI TO XWPO, MOU BALEl OTO KEVIPO TOU €pyou SIAoNapTo
T0 XPOVO Kal TNV Kivhon 0av NPWIO OTOIXEID TWV OTIVUIGTUNWY Nou
anotunwvel. O1 Euhoypapies Tou Ukiyo-e ennpeddouyv anopacioTikd
TOV IUNPECIOVIOUO KAl TN JOVIEQVA TEXVN KAl CUYXPOVWS MPOETOILA-
{0V TO 5pPOUO YIA TN PWIOYPAPIa Kal ToV Kivnuatoypd@o. Ta Manga,
nou o Hokusai 6a Beuehicooel oav €idos téxvns yUpw oto 1830,
avoiyouv 10 6pOUO YIa Ta KIVOUEVA 0XESIA KAl TA KOUIKS, MOU OUVE-
XiCouv 81EBVWS akdUa oNPEPQ, va NapdyovIal Kal VA KUKAOPOPOUV
o€ ONO TOV KOO0 TOO0 PETAPPACHEVA and IANWVIKES ekSO0EIS, OO0
Kal MPWTOTUNA and VEOUS OXESIAOTES MOANWY XWPEWV.

H lanwvikn téxvn kal 1dlaitepa n t€xvn tou Ukiyo-e, avavewvel due-
00 TN OXEON JUE TN YPAPN, TNV TUNOYPAPIa, TN XaPAKTIKA, TN GUAAOYN
0€ €IKOVA KAl AOYO TWV ATKWV JUBWY Kal TN OUYYPAPN VEWY NPw-
TOTUNWY Kelpévwy. To Ukiyo-e Siagoponolel pIdika TN OXEON KEIUE-
VOU Kal €IkOvas oTo xapti kal 1o BIBAI0. TOoo oTis Euhoypapies 600
010 Manga Kal TS KIVOULEVES EIKOVES, AANACEI TN oxEon e TO BIBAIO
WS QVTIKEIUEVO, KATAPYEI TO HOoVodIAoTATO avAyVwWouUad, JETATRENE!
TNV MPOOMTIKN ANO XWPIKNA MOU NTAV, 0€ XPOVIKN. AUTOS 0 PEWV KO-
OHOS, KAVEI PEOUCA KAl TNV avTiAnyn KI OXI OVOV TIS KIVACEIS TNS
KaBnUEPIVAS LwNs.

Ntévns Zaxapdnouhos
|oTOPIKOS TNS TEXVNS
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CRITICAL HISTORICAL AND METHODOLOGICAL INTRODUCTION

Italian Professor Pietro Bellasi posed a question relating to
the conditions for the operation and development of modern
engraving on the international field at the Meeting of the first
Mediterranean Engraving Triennale held in Rhodes on August
26 and 27 2008 and organized by the Ministry of Culture, the
Municipality of Rhodes and the Rhodes Museum of Modern
Greek Art with the participation of 12 Mediterranean coun-
tries. His intervention focused on the ideological crisis in en-
graving activity today and related to the different technical
and theoretical frameworks in force against the historical in-
formation on engraving, its traditional illustrative subjects and
its capacities or failings to respond now to the social needs of
its function.

One could suggest that this crisis reflects the greater problem
of modern art which, subject to different technical require-
ments and using different material means, frequently treats
the change of its constituent subject itself with awkwardness,
but also with a respective persistent creativity. In my original
contribution to the Rhodes Meeting | had developed the func-
tional relations of engraving activity, be it on wood (upright or
slanting), metal (copperplate, etching), on stone (lithography)
or and other technigues, with respect to the Greek artistic his-
tory, the former needs of the kind, style, technique of each
illustrative treatment of the depicted subject, compared to the
now modern, yet different, financial and social dimension of
the artistic phenomenon — both the engraving as well as the
painted one. In summary it regards the modern function of
artistic work in general, which has moved, to a large extend,
the subject of its research to the criticism of its image itself.
In that approach | have differentiated, in my published work,
the boundary of the function of engraving as tradition — which,
in that chapter, | reffered to as engraving as reminiscence —
and the boundary of the direct, violent distancing from tradi-
tion, which is engraving as partisanship. The specific section
point in the history of Greek engraving, the interruption and
rupture were the 40s, the occupation, the second world war

and the function of engraving as an act of resistance. It related
to the simultaneous emancipation of engraving from its tra-
ditional materials and their respective traditional technigques.
There was a relevant occurrence in the European engraving
environment, but much earlier, in the early years of the 20s,
with a respective section point and its corresponding charac-
teristics and this is expressionist engraving which facilitated
the commensurate formulation of complaints and resistance
— an earthquake as Vicky Tsalamata referred to it, in one of
our discussions.

The impact this movement had in Greece was slow and almost
minimal or at least without a wider effect before the 40s, with
the exception of the works by Kostas Plakotaris (1902-1969),
who, according to Fotos Yiofyllis was the first to present lino-
leum in 1924, four years before the pioneering publication of
Asteriadis’ (1898-1977) album Swartz’'s House in Ampelakia,
in 1928. The latter constituted a unique, in Greek engraving
chronicles, emergence of a new style — its most precocious,
non-Galanian expression is Greece, before the final rescission
with Galanis’ tradition which occurred after WWII. Moreover, Six
years after Plakotaris, in 1930 and in the same Stratigopoulos
Exhibition Space, Bella Raftopoulou (1902-1992), presented 9
woodcuts on linoleum together with her sculptures, woodcuts
which were simplified, rough and irreqgular in their outlines, a
kind of naive engravings in the European expressionist style.
| had termed, in a publication, this series of works, spanning
Plakotakis, Asteriadis and Raftopoulou and which spanned the
period until the end of the 30s and the works of Giorgos Sike-
liotis (1917-1984), as the Shadow Avant-garde.

The consequences on the ideological and theoretical plane
from the interwar period European environment during the
period up until Nazi occupation Greece, is the realization of a
material epistemological differentiation which is at play every
since then: namely, it is the engraving expression of the artists



KPITIKH IXTOPIKH KAl MESOAOAOT IKH EIZATQIMA

‘Eva €pWTNUa yIa TIS CUVBNKES AEIToupyias kal avantugns tns ouy-
XPOVNS XAPAKTIKNS o€ SIEBVES NEdIO, eixe SiatunwOel and tov Itard
kaBnynt Pietro Bellasi otnv Huepida tns npwins Triennale Me-
O0YEIQKNS XaPaKTIKNS oTtn PO60, opyavwuevns anod 1o YRoupyeio
MoAmiopoU, 1o Anpo Podiwv kal 1o Mouogio NeoeAANVIKNS TExvNs
POS0U LE TN CUPUETOXN 12 UECOYEIQKWVY XWPWY, OTIS 26 Kal OTIS
27 Auyouotou 2008. H nap£uBacn Tou NTav ENIKEVIPWHUEVN 0TV
ISE0NOYIKN KPION TNS XAPAKTIKNS 5pa0TNEIOTNTAS CNUEPA KAl APO-
poUoE 1a SIaPOPETIKA TEXVIKG Kal Bewpntikd NAioIa Moy IoxUouy
0€ avTiIBEDN E Ta I0TOPIKA 6E60UEVA TNS XAPAKTIKNS, Ta NAPAd00I-
aKQA EIKOVOYPAPIKA TNS AVTIKEILEVA KAl TIS SUVATOTNTES N ASUVAUIES
avtanokpIons oe oUYXPOVES OPWS TWPA, KOIVWVIKES AVAYKES TNS
Aeltoupyias tns. ©a pnopoUoape va noupe 6t QUTA N KPioN aviika-
TONTPICEl T0 eUPUTEPO NMPORBANUA TNS GUYXPOVNS TEXVNS MOU, UE SI-
APOPETIKES TEXVIKES NPOUNOOETEIS KAl UE SIAPOPETIKA UNIKA PEDQ,
QVTILETWMIZEl OUXVA PE aunxavia, aANd Kal JE avTioTolxn €nigovn
SNUIOUPYIKOTNTA, TNV i81a TNV AANAYN TWV CUCTATIKWY TNS AVTIKEILE-
VWV, TNV apxIKN Pou €lonynon otnv Huepida ts Podou eixa ava-
MTUEEI TIS AEITOUPYIKES OXEOEIS TNS XAPAKTIKNS SpA0TNPIOTNTAS O€
€UNo (0€ 6pBI0 Kal MAQYI0), O PETANNO, (XaAKoypagia, ofuypapia
KAM.), o€ NETPAa (NIBoYPa®ia) N kal € AAAES TEXVIKES OTNV EANNVIKN
KOAAITEXVIKN 10TOPIA, JE TIS AANOTE QVAYKES TOU EI60US, TOU UPOUS,
NS TEXVIKNS TNS EKACTOTE EIKOVOYPAPIKAS ENEEEPYATIAS TOU EIKOVI-
{ouevou BEpatos, o oUYKPIoN Pe TN oUyxpovn, Twpa, SIAPOPETIKN
OUWS, OIKOVOUIKN KAl KOIVWVIKN 81A0TA0N TOU KAANTEXVIKOU (PaIvo-
EVOU -TO00 TOU XapaKktikoU 000 Kal Tou {wypapIkoU. ZUvOnTIKG,
MPOKEITAl YIa TN oUyXPOovN AEITOUPYIA, TNS €V YEVEI KAANITEXVIKNS
£PYQ0IAs, va €Xel UETAKIVNOE KaTa KUPIO AOYO WS QVTIKEIUEVO TwWV
EPEUVV TNS, OTNV 1810 TNV KPITIKN TNS €IKOVAS TNS.

Katd tnv Npoosyyion ekeivn €xw 81apoponoINcel Je SNOCIEVCEIS
LIOU, JETAEU TOU 0piou TNS AEITOUPYIas TNS XAPAKTIKNS ws NApddo-
oNs -Kal €ixa ovoudoel autd T0 KEPAAQIO, N XAPAKTIKA WS AVAUVN-
on Kal Tou opiou Tns dpeons, Tns Biains anootacionoinons anod tny
napadoon Kal ival, N XapakTIKN WS OTPATEUON. TO OUYKEKPIUEVO
ONWPEIo TOPNS OTNV EAANVIKN XAPAKTIKN 10TOoPIa, N Siakonn, n pnen,
ntav ta xpdvia 1940, n katoxn, 0 SeUTEPOS MAYKOOUIOS MOAEUOS

Kal N AEITOUPYIa TNS XOPAKTIKNS WS NPAgns avtiotaons. XuveEctal
LIE TNV TAUTOXPOVN XEIPAPETNON TNS XAPAKTIKAS Ao Ta Napadooiakd
NS UNIKA KAl TIS QVTIOTOIXES NAPASOOIAKES TOUS TEXVIKES. 210 EUPW-
Nako XapakTKO MEPIBAANOY, CUVERN AKPIBWS TO AVAAOYO, GANG MIO
vwpis, eival 1a npwrta xpovia s dekactias 1920 e 10 aviioTtoxo
ONPEIO TOUNS TOUS KAl Ta aVTIOTOIXa XAPAKTINPIOTIKA TOU, AUETWS
ETA TOV NPWTO NAYKOOUIO NOAELIO Kal £ival N EENPECIOVICTIKA Xapa-
KTIKN, avaioyns S1atUnwons KatayyeAIWY Kal avtiotaons, -£vas o€l-
OHOS ONWS TOV XAPAKTNPIZE OE WIa CUVORIAIa pas, n Biku ToaAapatad.

H annxnon otnv EAANGSa autoU Tou KIVAPATOS NTav apyn kal oxe-
S0V UNSEVIKN N TOUAAXIOTOV XwpIS eupUTepN CUVENEIA NPV anod
10 xpovia 1940, ue e€aipeon TIs €pyacies tou Kwaota Miakwtdpn
(1902-1969), 0 onoios katd tov OwTo NMoEUAAN NAPOUCIACE NPW-
10S AIVOAI0 T 1924, 1€00€pa xpdvia Npiv and Ty NpwItonopiakn
€KS00N TOU AEUKWUATOS Tou Aotepiddn (1898-1977), To oniti Tou
2Bapts ot Aunehdkia, 1o 1928, 1o 0M0io Kal cUVIOTA pIa ovadi-
KN, Y10 T EAANVIKA XAPAKTIKA XPOVIKG €UPAVION €VOS VEOU U(OUS,
TNV MIo NPOWPEN UN-YAAQVIKN €kppacn otnv EAAGSa, npiv and tnv
OPICTIKN Slakonn e TNy Napadoon tou FaAdvn and tov SeUTEPO Na-
YKOOUI0 MOAEUO Kal WeTd. Enions, £6n xpdvia petd tov MAakwden,
10 1930, otnv idla AiBouoa XtpatnyonouUiou, n MnéANa Pagtonou-
Aou (1992), napouciaoe padi pe ta YAUNTa s, 9 EUAOYPAGIES o€
AIVOACIO, QNAOMOINUEVES, TPAXEIS KAl AKAVOVIOTES MEPIYPAUUIKG,
€va €i60S apeAwV xapagewy 0To UPOS ToU upwnaikoU ENPECIO-
viopoU. Efxa ovopdoel, o€ pia Snyooieuon, autn T o1pd £pYAciwy,
ano tov MAakwtdpn, otov AcTepIiadn kal otn Pagtonouiou, LEXQI
10 TEAN NS dekaetias 1930, otov Mwpyo ZIKEAIWTN (1917-1984),
ws TV ZKiwdn MNpwronopia,

O1 ouVENEIES 010 I60A0YIKO KAl 0TO BeWPNTIKO NESI0 Ao T0 EUPW-
naikd NePIBEANOV TOU ECOMOAEUOU OTN XPOVIKN SIaSpOUn HEXP!
tnv EAAGGA NS vepuavikns Katoxns, €ival n mpayudtwon yias ou-
01WB0US EMIOTNUOAOYIKNS SIAPOPONOINCNS MOU AEITOUPYEI EKTOTE
LEXPI onpepa: eival SnAadn n idia kaBautn xapakTIKN EKPEACN TwV
KAANITEXVWV NOU ENWLIOTNKE NPOOSEUTIKA VA SITUNWOEL KATA TNV

29



30

itself which gradually took it upon itself to formulate, by its
practice and through its social subjects, the disengagement
from the ideology of the engraving tradition for which the type
of the engraving comprises, par excellence, in the skillful pro-
cessing of the materials, depending on their particularities on
each occasion, and the corresponding tools serving these par-
ticularities in order to produce cateqories of pictures relating
to the technical capabilities on a case-by-case basis. The dis-
tancing which occurred in Greece, in the 40s, from this formal
theory and aesthetic for engraving is temporally connected,
through the social and combative subject at that time, with the
new function of engraving in the spirit of modern art now, to
clearly articulate its ideas (not to describe but to analyze) with
the means and media most suitable on each occasion.

Tassos’ ((1914-1985) phrase, on one of our talks in 1982,
published in Art News [Néa tns Téxvns] in 20098 that | was
limited to two tools, a knife and a cutter, and this contributed
to my efforts to express myself succinctly”, offers the mark
of this new engraving theory and conception where the art-
ist separates the context and pleonasms of a picture as such
ensue from the single-minded fixation on the complex quali-
ties of its technique, in order to focus, on the contrary, on the
specific articulation of the idea of the picture, precisely as the
artist would like it to be perceived in its clarity, namely as the
precise intention and the determinable, recognizable motive
for the work.

Correspondingly, the separation of the traditional engraving
conception of the intention of the engraver (the engraving on
a surface itself) and the image of the engraving (the image
of the intentional in contradistinction with the intention itself,
namely the printing of multiple copies on paper) is one of the
causes of the ideological crisis of engraving which was mani-
fested in our era, where the artist questions the logic dictating
the hushing and concealment of the creation itself, namely the
engraved work, for the benefit of an image of the work which is
not the work itself? In an era of an over-abundance of pictures

anyone can afford, the conciseness of Tassos predicted very
early on, the emancipation of engraving from its conventional
uses (the associations, the pleonasms, the illustrative context
of a technical dedication) to insist on the idea of the work — a
logic equally underlining the work of Kostas Grammatopoulos
(1916-2003) and which was also in operation a few years lat-
er in a commensurate critical approach to engraving: namely,
to consider that by the artist’s simplification of the tools of
engraving, the traditional terms for the relations between the
intend and its image, the engraving and the picture of the en-
graving.

Grammatopoulos’ solution was a step towards a further open-
ing of engraving to the wider concerns of modern painting art,
transferring to the surface of the picture that previous picture to
which the first referred, so as and through a system of transpar-
encies for them to appear as coexisting — at least symbolically
— in the same plane, both as one unity, both the before as well
as the after, - the intent and the picture of the intent. The discov-
ery of Grammatopoulos was to intervene, not by engraving, but
by directly applying a chromatic depiction on the engraving sur-
face, where there are transparent white strips functioning as the
design, devoid of depth, but also as the link between engraving
and painting. This function, namely that the reference can coex-
ist with what it refers to in the reference (without the distinction
between the intent and the picture of the intent) signifies the par
excellence conception of painting in the twentieth century as a
concrete unity of the elements of the picture on which the artist
works and which are all there, - the stages of he work, the sub-
ject of the work and the proposition-solution offered by the artist
in the same field, either horizontally (appositionally) or vertically
(transversely) and with respect to which Tassos worked, corre-
spondingly, appositionally and horizontally, while Grammatopou-
los appositionally and transversely. Grammatopoulos rendered
it clear that engraving and painting are contained in the same
sphere of common, between them, problems, problems the solu-
tions for which do not differ by only with respect to how they are
articulated.



NPAKUKN TNS AOKNON Kal PEoa anod 1a KOIVWVIKG TNS QVTIKEIUEVQ,
TNV aNoKOAANGN ano TNV I6E0A0YIC TNS XAPAKTIKNS NAPAS0oNS KATd
TNV oMnoia 1o €/60S NS XAPAKTIKNS cuvioTatal oTny KATeEoxNV Se€I-
OTEXVIKN ene€epyacia UAWY, e€aptwpevwy and TS ekAoTote 1610-
LOPMIES TOUS KAl anod Ta avTioToIXa EpYAAEIa Mou €EUNNPETOUV TIS
ISIOHOPPIES DOTE VA NAPAYOUV KATNYOPIES EIKOVWY OXETIKWY UE
TS €KAOTOTE TEXVIKES SuvaToOTNTES. H anopdkpuvon otnv EANGSA,
1a xpovia 1940, and tnv Uik autn Bewpia kal alodNTIKA NS Xa-
PAKTIKNS, CUVSEETAl MPOOMTIKA OTO XPOVO, UEOA and TO KOIVWVIKO
NS Kal TO JAXNTIKO TNS aVIIKEIUEVO TOTE, e TN VEQ AEITOUpYia NS
XAPAKTIKNS OTO NVEUUA TNS OUYXPOVNS TEXVNS TWEA, VA SIATUMWVEI
e KaBapatnta Us I6E€S TS (va unv NePIYPAME! AANG VA AVAAUEND LE
10 0MOICSNMOTE YEOQA €ival KABE POPA TA MIO KATAAANAQ.

H opdon tou Tédooou (1914-1985), Ge uIa GUVOUINQ uas, T0 1982,
dnuooieupevn ota Nea tns Texvns 1o 2009, 8 G, NEPIOPIoTNKA O€
8U0 epyaAeia, o€ €va paxaipl kal o€ Pia ykouda, OAG autd Jadi ouve-
Telvav 01O va MPOonabNow va eKPPAcTw ouvontikg, Sivel To oTiyua
auTNs TNS VEQS XAPAKTIKNS BEwPIas kal avTiANYNS Katd tnv onoia o
KAANTEXVNS SIaXwPICel Ta oUPPEAlOUEVa KAl TOUS MASOVAoHIoUS JIas
€IKOVAS MOU MPOKUMTOUV and tnv Pdvn NPOSHAWGCN OTIS MOANIMAOKES
IBIOTNTES TNS TEXVIKNS TNS, Y1 VA ENIKEVIPWOET QVTIBETA, GTN GUYKEKPI-
LEVN 81atUnwon NS I6€aS NS €IKOVAS, OMWS AUTN AKPIBWS Ba NBEAE
va dlapadetal oty kabapdtntd tns, SnNAAdN ws N akpIBNS MPOBecN Kal
WS 10 NPOGSIOPICIUO, TO AVayVWPICIUO KIVNTPO TNS £pyacias.

AvTioToIxa, 0 81aXwpIoHos NS NApadoCIarns XapaktikNS avtiAn-
Pns PETady TS NPOBEoNS ToU KAATEXVN (To kaBeautd xdpayua ot
U0 ENIPAVEIQ) KAl TNS EIKOVAS ToU Xapdypatos (tns €Ikovas tns npo-
Beons o€ avTibIaoToNN Pe tnv MpoBeon v i61a, SNAadN To TUNwWHa
0€ MOANAMAQG avTituna oTo Xapti) eival yia anod TS aities TS 1I660A0-
YIKNS KPIONS TNS XAPAKTIKNS MOU MPOEKUYE GTNV EMOXN UAS KAl KATd
NV oMnoia 0 KAANTEXVNS SlEpwTdTal e MOoIa AOYIKN va anociwnd
Kal va KpUBEl TNV kaBautn dnpioupyia tou, SNAAdN T0 XapayPEvo
TOU €pY0, NPOS OPENOS HIAS EIKOVAS TOU £€0YOU MOU €KEIVN, Sev ival
10 €PY0; Z€ UIa EMOXN UNEP-MANBWPICHUOU TWV EIKOVWY MPOCITWY
oToV KaBEva, N cUVONTIKOTNTA ToU TA0o0U NPOERAEWE MOAU EVKaI-
0Q, TN XEIPAPETNON TNS XAPAKTIKNS ANd TIS CUUBATIKES TNS XPNOEIS

(ToUs OUVEIPUOUS, TOUS MAEOVACUOUS, T EIKOVOYPAPIKA CUUEQPA-
COUEVA UIaS TEXVIKNS MPOCNAWGNS) YIa va enIPEivel oTnv 16€a Tou
€pyou -lIa NOYIKN Mou Ntav £€/cou kal Tou Kwota Mpaupuatdnouiou
(1916-2003) Kal Nou AeIToUpYNOE Kal EKEivn Aiyo apydtepa, Pe Pia
avaAoyn KPITIKN MPOCEYYION TNS XAPAKTIKNS £0YA0IAS: va BewpPNoEl
SnNAadn Otl We TNV anAonoinon, and ToV KAANTEXVN, TWV EQYAAEIWY
NS XAPAKTIKNS, AVTIOTPAPNKAV Kal ol (6101 kaBautoi ol Napadoalia-
KOI OPOI TWV OXECEWV LETAEU TNS NPOBECNS KAl TNS EIKOVAS TNS, -TNS
XAPAENS Kal TNS €IKOVAS TNS XAPAENS.

H AUon tou Mpappatdnouiou Ntav €va BNPa npos €va nepiocotepo
AvVOoIyHa TNS XAPAKTIKNS OTOUS €UPUTEPOUS MPOBANUATIOUOUS NS
oUyxpovns {WYPAPIKNS TEXVNS, UETAPEPOVIAS OTNV ENIPAVEIQ TNS
€IkOVas TNV MponyoUpEevn €ikdva oTnv onoia Napéneune n eikova,
WOoTe P€oa and €va ouotnua Siapavelwy va epgpavidovial 6t ou-
VUMNAPXOUV TOUNAXIOTOV OUMBOAIKA OTO 1810 Nedio, ws uia evotnta
Kal Ta U0, TO00 To MPIV 600 KAl TO PETA, -N NPOBECN KAl N EIKOVA TNS
npoBeons. H avakdAuyn tou Mpaypatdnouiou Ntav va napepBai-
VEI, OXI MAEOV UE XAPAEN, AN E ANEUBEIOS XPWHATIKN AnoTUMnwW-
ON OTN XAPAKTIKN ENIPAVEIQ, §1APAVWV AwPIGWV AEUKOU XPWUATOS
nou AsitoupyoUoay ws 10 0XES8I0, Xwpis BAB0S, aANG Kal WS 0 oUv-
SE0HO0S TNS XAPAKTIKNS PE TN dwypapikn. Autn n Asitoupyia, ot n
Napanounn YNopEi va oUVUNAPXEl JE EKEIVO TO OMOI0 NAPANEUNE]
oTnV Napanounn (xwpis t d1apoponoinon PYETacy s NpoBeons
Kal TNS €IKOVAS TNS NPOOEONS) EVVOET TNV KATEEOXNY AVTIANYN NS
WYPAPIKNS TOU €IKOOTOU AIWVA WS CUPNayous evotntas Twv oTolI-
XelwV TNS €1kOVAs oTNV onoia €pyAdetal 0 KAANTEXVNS Kal TNS OMoi-
as eival OAa ekel, -ta 01dd1a TNS £pyacias, 10 AVTIKEIUEVO TNS £0YAGI-
as Kal N NpOtacn-AUoN ToU KAANITEXVN OTO 610 Nedio eite opIlovTIa
(NapaBetika) eite KABETa (EykAPOIA) KAl WS NPOS TA OMoia avTioTol-
Xa, 0 TA000S €PYACTINKE NAPABETIKA Kal opIOVTIa -Kal O Tpauua-
TONOUNOS NAPABETIKA Kal eykdpola. Me Tov MpapuatonouAo €yive
OaPES OTI XAPAKTIKN Kal {wypaPIkn eunepiéxovial otny iSia ogaipa
KOIVQWV PETAEU ToUS MPOBANLATWY TwV 0Moiwy Sev SIAPEPOUY Ol
ANJOEIS Napd JOVO WS MNPOS TOUS TPOMOUS HE TOUS SIaTUNwWVoVTaAl.

H kolvn ouvioTtapévn kal Twv SU0 KAANITEXVWV €ival Tl QVTILETW-
nIoav Ta NPOBANKIATA TNS KAAAITEXVIKNS EKPPACNS AVEEAPTNTA anod
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The common resultant of both artists is that they treated the
issues relating to the artistic expression independently of the
technical particularities of the media which limit, dry and make
ideas narrower and that they used engraving tools and their
technigues on every occasion in relation to the contextual
needs of the idea, in order to thus not limit or hinder the idea
for the benefit of only those limits which the tool would be
able to meet. These concerns, however, are not at play today
for engraving, which tends to be replaced by the digitalizing
of the picture, the typographic reproduction using mechanical
means and the photographic perception. They, however, were
very real and substantial, at least then, for the wider spectrum
of artistic works across many sector wishing to express them-
selves in ways that were not subjected to the narrow limits of
the economic process of art, itself connected, in turn, to the
multiplicative reproduction of its pictures.

The ideas relating to the communication of the arts, the com-
mon identity of the painter, the designer and engraver, popu-
lar in the later era of renaissance’s humanism, were historical-
ly restricted by the applied, copying engraving which served
the dissemination of painting in the 18th century, as well as
the applied engraved illustration of the printed documents of
the 19th century. The conception of engraving as a tool for
the dissemination of painting as the illustration of information,
rendered, on the one hand, the identity of an exclusive special-
ization and aesthetic autonomy to the engraver, while it simul-
taneously isolated the engraver from the greater environment
of modernism in painting and the new artistic ideas of which
the engraver functioned solely as the trafficker — the trans-
porter. It must be underlined, however, that the anonymous
engravers working in publications in Greece in the 19th cen-
tury were very talented and that it would be historically and
epistemologically necessary for their work to be recorded,
even if the information is scarce. Unfortunately, as Spyros Va-
sileiou (1902-1985), whose splendid engraving work from the
time of the Nazi Occupation of Greece has survived and has
been published, related to me, a great number of engraved

upright woods of the illustrations by 19th century engravers,
were stored at old printing shops in Athens and were burned
by the printer during the Occupation, to keep them warm. We
do not know if any still exist today.

As time distances us from the event, we could retrospectively
suggest that Greek engraving was shaped, following an initial,
propaedeutic period, with respect to the two main historical
axes, the first of which relates to a wider reproductive and de-
scriptive process (genre painting, landscapes, still life, archi-
tecture, the illustrative transfer of the style of movements in
painting) and the second is the analytical and critical approach
to the ingredients of engraving itself (space, perspective, pro-
motion of materials) or of the social space and the conditions
thereof. One should also observe that the religious engraving
practiced in the monasteries of Holy Mt. Athos in the middle
18th and early 19th centuries has not been recorded nor does
it appear that it was taught. On the contrary, engraving was
first taught at the school of fine arts which opened in Corfu
in 1815 and then in 1843 in Athens, at the School of the Arts
(the predecessor of ASFA), where woodcut was taught since
1843 and etching since 1854. These two technigues will also
constitute the main poles for determining the function of en-
graving in Greece, but focused, however, in the environment
of the printed document and the informative magazine-related
and applied illustration in general, during the second half of
the 19th century.

Specifically with respect to woodcut, the second half of the
19th century manifested intense activity for the construction
and preparation of the upright wood which was assembled by
the adjoining and smoothing of small hard wood cubes (box-
wood, cut transversely by specialized woodworkers) and
etched using a copperplate burin, thus withholding many
printings. From the information available until now the produc-
tion of original copperplates or original prints on upright wood
(gravures originales), namely of engraving which were not ex-
clusively meant for applied and circumstantial, typographic



TS TEXVIKES ISIOHOPPIES TWV PECWY MOU OTEVEUOUV, OTEYVWVOUY,
nEPIOPICOLV TIS I6€ES, KAl OTI XPNOIUONOINOCAY Ta XOPAKTIKA EQYCAEIT
Kal TIS EKAOTOTE TEXVIKES TOUS, OE CUOXETIOUO LE TIS EKACTOTE avd-
YKES TNS €KAOTOTE 16€as, WOTE vVa Un NePIOPIZeTal N va Napeunosdi-
CeTaI N 16€0 MPOS OPENOS EKEIVWV LOVO TWV 0PIV, MOU TO EPYAAEID
Ba ntav 1kavo va Ikavonoinaoel. O NpoRANUATIOUOI aUTOi OWS eV
IoxUouv oNPEPA TG00 NOAU YIA TN XAPAKTIKN, TNV OMnoia teivouv va
avTIKaBIoToUV N Yn@ionoinon s €IkOVas, N TUNOYPAPIKN avana-
PAYWYN UE UNXAVIKG JECA Kal N PWTOYPAPIKN MPOOANYN, GANG ATav
OUOIWASEIS, TOUNAXIOTOV TOTE, YIa TO EUPUTEPO PACHA TWV KAAAITE-
XVIKWV £0YACI0V O€ MOANOUS TOLEIS MOU Ba NBeAaV va ekppacTolV
LIE TPOMOUS [N UMOKEIPEVOUS 0Ta OTEVA OPIa TNS OIKOVOUIKNS 6161
KaoIas TNS TEXVNS CUVOESEUEVNS KAl EKEIVNS LIE TN OEIPA TNS, LE TNV
NOAAANAN AvaANAPaywyn Twv EIKOVWY TNS.

O116€€S TNS EMIKOIVWVIAS TWVY TEXVWY, TNS KOIVAS TAUTOTNTAS TOU {w-
YPAPOU, TOU 0XE8IA0TN KAl TOU XAPAKTN, MPOOPIAEIS OTOUS VEOTEPOUS
XPOVOUS TOU avBpwniouoU TNS avay&vvnons, NEPIONIOTNKAV 10ToPI-
KA anod TV epapUOCHEVN, AVTIYPAPIKN XAPAKTIKN MNPos Siddoon tns
{WYPAPIKNS, TOV SEKATO BYS00 AILVA Kal anod TNV EPAPPOCUEVN XA~
PAKTIKN EIKOVOYPAPNON TwV eVIUMWY TOU SEKATOU €vatou. H avtiAn-
PN NS XAPAKTIKNS WS epyarsiou 81a5oons NS {wyPaPIKNS Kal WS
EIKOVOYPAPNONS TNS MANPOPOPIAS, MPOCESWOE PEV OTO XAPAKIN
TNV TAUTOTNTA TNS ANOKAEIOTIKNS TOU €ISIKOTNTAS KAl TNS aloBNTIKNAS
TOU auTOVOuias, AAAG TAUTOXPOVA TOV anopovwaoEe anod To eUpUTEPO
NEPIBAANOV TOU HOVIEPVIOUOU TNS {WYPAPIKNS Kal and TIS VEES KaA-
NITEXVIKES I6€€S TwV 0MoiwVv £yIve anAd o SIAKIVRTAS -0 PETAPOPEQS.
©a unoypaupIotel wotdoo Ol O AVWVUHO! EIKOVOYPAPO! XAPAKTES
TwV evIUnwy otnv EANGEQ, Tov 6€Kato €varo aiwva Ntav oAU 1a-
AavtoUxol kal Ot Ba Ntav 1I0TopIKA Kal EMIGTNHIOAOYIKG aNapaitnto va
KATAYPAPEl TO £pY0 TOUS £0TW Kal av unnpxav Alya Jovo OTOIXEIQ.
AUOTUXWS OUWS, ONWS Jou €ixe SInynBei 0 2nUpos Baoieiou (1902-
1985), Tou onoiou 10 €€AIPETO XAPAKTIKO £pYO TNV NEPIDSO TNS Ka-
TOXNS €xel S1a0WOel kal ekd0Bel, €vas MoAU PeyGAos apiBuds anod
Xapayueva 0p61a EUAA TwWV EIKOVOYPAPNOEWY ANO XAPAKTES TOU &€
KATOU £vATOU AIva, Ntav anoBnkeupeva o NaAIA TUNOYPApEia TNy
ABNVa Kal ol TUNoypAol Ta €kalyav oty Katoxn yia va ¢eotabouv.
YNhuepa, Sev EEpoUPE Mia av UNAEXouUv akOUa KAMou.

Me tnv andotaon tou xpovou Ba unopoUcaue va BEwpPNOoUE
avadpouIKG, 6T N EAANVIKA XAPAKTIKN S1aUOPPWONKE UETE and pia
apxIkN, NponaiSeutikn Nepiodo, ws NPos 8Uo KUPIOUS I0TOPIKOUS
Agoves and TOUS OMoIoUS 0 MPWTIOS Eival OXETIKOS UE PIa EUPUTE-
PN avanapaywylikn kai neplypagikn siadikacia (nBoypaoia, tonia,
VEKPES PUOEIS, APXITEKTOVIKN, EIKOVOYPAPIKN LETAPOPA TOU UPOUS
KIVNUATWY TNS {wypaQIKns) Kal 0 S€UTEPOS €ival N AVAAUTIKN KAl N
KPITIKN MPOGEYYION TWV 51WV TWV CUCTATIKWY TNS XAPAKTIKNS (X~
POS, MPOOMTIKNA, aVASEIEN UAWVY) N TOU KOIVWVIKOU XWPEOU KAl TwV
ouvOnKwV Tou. MpooTiBetal n napatnpnon Ot N BPNOKEUTIKN xapa-
KTIKN TWV JovVaoTtnpIwV Tou Ayiou Opous Twv JECWY TOU §EKATOU
OYS00U Kal TWV ApXWV TOU SEKATOU £VATOU AlWva SeV €ival KATaye-
YPAUUEVN OUTE Kal Qpaivetal va ntav 816ackouevn kai Otl avtiBeta, n
816a0KOUEVN XAPAKTIKN EEAKPIBLVETAl APXIKG OTNV NPWIN I6PUBEN-
00 otV EAANGSa 0X0AN KAAWV TEXVWV 0Tnv KEpkupa, o 1815 (Ka-
1dotnua Qpaiwv Texvov) kal otny ABrnva, pe 1o 1I5pubey 1o 1843,
2 XONei0 Twv Texvwv (tov npoyovo s AXKT) 6rnou e8I6ACKETO anod
10 1843 n Euhoypapia kal and to 1854, n xakkoypapia. AUTES Ol
8U0 TEXVIKES Ba aNOTEAECOUV KAl TOUS KUPIOUS MOAOUS MPOasIopI-
opoU TNS AEITOUPYIaS TNS XAPAKTIKNS oTnv EAAASA, 0To NEPIBAANOV
OUWS TOU eVIUMOU Kal TNS €V YEVEI MANPOPOPICKNS MEPIOSIKNS KAl
NS €PAPLOCUEVNS €IKOVOYPAPNONS, T0 SEUTENO LIOO TOU SEKATOU
€vatou alwva.

EI81KG ws Npos Ty Euhoypagia, To SeUTEPO PIoO TOU §EKATOU EVa-
TOU QIVa, UMNPXE €VIovn SpactnpidtNta KATAOKEUNS KAl MPo-
eTolgacias tou 6pBIou EUAOU TO OMOI0 CUVAPUOAOYNUEVO WE TN
OUYKOAANON PETAEU TOUS Kal TN Agiavon PIKpwY KUBWY GKANpoU
€UNOU (MUEOS N TOIMICIDI KAl KEAEUMEKI, KOUUEVO EYKAPOIQ OTOV
KOPUO ano €IGIKEUPEVOUS UAPAYKOUS) KAl XaPAYUEVO LE TO KAAEUI
(burin) TNs XaAKOYPAMIAS, AQVIEXEI O UEYANO APIBUO EKTUNWOEWV.
And 1a undpxovia OUws PEXPI Twpa otolxeia, Sev SIanIoTwVveTal
avtiotoixa, tnv 81 nepiodo, N napaywyn MNPWIOTUNWY XAAKO-
YPAPIOV KAl MPWIOTUNWY EUNOYPAPIV G 6pBI0 EUAO (gravures
originales), SnNAadN xapaKTIKWV NMou Sev Ba €ixav WS ANOKAEIOTIKO
MPOOPIOUO TNV EPAPHIOCUEVN KAl TNV MEQICTACIAKNA KAl TUNOYPAPI-
KN €IKOVOYPAPNOoN Kal enions, Sev uNdpxouv eVOEIEEIS epyaciwy
LE TNV TEXVIKN TNS 0EUYPa®ias, 161aitepa ladedouevns Ny idia ne-
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illustration is not, respectively, ascertained, nor are there indi-
cations of works using the aquatint technique, which was very
popular in France during the same period, as the original en-
graving technique used by painters — mainly impressionists.

From the historical data available to us up to today, which |
published for the first time in 1983 at the Rhodes publica-
tion it follows that the first verified use of aquatint in Greece
appears to be by Corfiot Lykourgos Kogevinas (1887-1940)
who presented two aquatints (Corfu Coast and The River
Lokridas ), which were published in 1909 in magazine “Pana-
thinaia” while later, in March 1915, the same publication sug-
gested (just before the opening of his second solo exhibition
at Parnassos) that Kogevinas introduced aquatint to Greece.
Another issue of the same publication in the following month
noted that Kogevinas is the first to exhibit eaux-fortes. Mar-
kos Zavitzianos (1884-1923) is the second Corfiot pioneer of
aquatint after 1914, whose work is characterized by a free,
gestural depiction of daily-life instances, while the third one is
Nikos Ventouras (1899-1990) whose work, mainly in lithogra-
phy, incorporated cubist-futuristic elements. He is perhaps the
first engraver in Greece who considered engraving from the
standpoint of painting movement, but the incorporation in his
engraving, after the 1950s, of the style of gestural painting by
Hans Hartung or Franz Klein, exemplified in practice a nature
copying the pursuits of a recognized trend in painting, without
any interesting proposal which would justify the reason for the
transfer to engraving of the elements of an existing paradigm.

With respect to the slanted wood (the cut of the cherry or lem-
on or pear wood — a soft wood = in the direction of its trunk) it
ought to be noted that such was unknown in the modern secu-
lar engraving in Greece and was used by the engravers only af-
ter the exhibition by Dimitrios Galanis, in 1928, at lliou House.
Galanis, in turn, had used it for the first time in Corfu in 1915
and 1916, when stationed there with the French army, but the
international recognition of the artist mainly relates to two of
his renowned engravings on standing wood, Hunting and The

Palace of Popes in Avignon in August 1914, dating from 1909
and 1914 respectively. For your edification, the rare Palace of
Popes which, according to the prevailing yet contested version
of the events, he engraved in Avignon between August 27 and
31 1914 on a wood given to him by Picasso, is preserved in
a single surviving version at BibliothBque Nationale, in Cab-
inet des Estampes, in Paris, numbered 18/20 also surviving
in Greece, at the National Gallery, following the solo exhibition
by the artist in 1928, bearing numbering 24/25, as well as
at the Gallery of Rhodes, with numbering 5/25. Also bearing
numbering up to 25 are other copies of the work in private
Greek collections. Given that according to French art critic An-
dri Warnod 14 the wood of this engraving was lost and just one
printed copy thereof survived (obviously that of BibliothBque
Nationale), the rather avid supporter of Galanis, publisher
Frantzis Frantzeskakis, had expressed the opinion | published
in my thesis, that Galanis made a reprint and new number-
ing of the work in Athens on the occasion of his solo exhibi-
tion, using the method of zincography, which was applied very
successfully at the time by zincographers Chalkiopoulos and
Magkouzis.

Galanis™ engraving discovery comprises in the use of those
technical media which could bring to the forefront and resolve
painting problems on each occasion, without copying paint-
ing’s solutions. He, thus, sought functional solutions, namely
the local and respective answers corresponding to the capaci-
ties of engraving on each occasion and which were not copying
the capacities of painting. He supported the view that white
engraving (the empty outline, the void) was historically con-
nected to the original of the processing of sideway wood and
his remarks relates more to the Italian and German design by
painters of the 15th century which consisted in the composi-
tions using ultiple technical media and emphasizing the white
outline using a brush, in contrast to the subsequent use, in
the design of the mannerists of the 16th century —and up to
our era — of black outline using charcoal or colour one using
sanguine or any other design medium.



pi060 otn MaAAIa WS NS MPWTOTUMNS (WS NS originale) xapakTIKNS
TEXVIKNS TWV (WYPAPWY -KUPIWS TwWV EUNPETIOVIOTWV.

And 10 YEXPI TWPA YVWOTA I0TOPIKA OTOIXEIO MouU SNosieEuca yia
NPWIN PoPATo 1983 otnv £€k6ooN NS POS0U MPOKUMTEl OTI N NPW-
N €€aKPIBWLEVN Xxpnolyonoinon tns ofuypagias otnv EANGSQ,
(Qaivetal va €yive anod tov kepkupaio AukoUpyo KoyeBiva (1887-
1940) pe SUo ofuypapies (Mapaiia tns KEpkupas karl Motauds
Aokpidas), mou dnuooielbnkav 10 1909 oto Neplodikd “Mavabn-
vala’eve apyotepa, tov Mdaptio tou 1915, niSia ékdoon unootnpIde
(Niyo nplv ano ta eykaivia tns 6eUTEPNS ATOPIKNS TOU €KBEONS OTOV
Mapvaooo) ot o0 KoveRivas eionyaye tnv ofuypagia otnvy EANGS.
Mia GAAN Snpoacieuon NS i61as €k600NS TOV ENOUEVO UNVa ENEON-
paive ot o KoyeBivas [...] npwtos napoucialel ev eKBECEI eaux-
fortes. O Mdpkos ZaBitdiavos (1884-1923) eival 0 §cUTtepos Kep-
KUPQIioS MPWTONAPOS OTNV MEPIOXN TNS 0EUYPAPIas PETa o0 1914,
XAPAKTNPICOUEVOS and WIa eAEUBEPN, XEIPOVOUIAKN AnotUnwaon
oTypIotunwy and v kabnpepivn {wn kai o tpitos, eival o Nikos
BevioUpas (1899-1990) tou onoiou 10 NIBoypadIkd KUpPiws €pyo
EVOWHATWOE OTIS AMNEIKOVIOEIS TOU OTOIXEIQ KUBO-(POUTOUPICTIKA.
Eivar iows 0 npwtos xapdkins otnv EANASa nou €i6e TN xapakTikn,
LE Ta PATIa TWV KIVNPATWY NS wypaPikns aAAd N eVowPatwon
OTN XAPAKTKN TOU, JETA ano ta xpovia 1950, tou UPoUs NS Xel-
pOVOUIaKNS {wypagikns tou Hans Hartung n tou Franz Klein, ixe
NPAKTIKA TOV AVTIYPAPIKO XAPAKTNPA TwWV avadntnoewy JIas nén
avayvwpIoUEVNS {wyYPAPIKNS TAONS, XWPIS OUWS JIa VEQ eVEIAQE-
pouca npdtaon nou Ba SikaloAoyoUaoe T0 AOY0 TNS JETAPOPAs otn
XAPCKTIKA TWV OTOIXEIWV eVOS UNAPXOVTIOS UMOSElYUATOS.

Qs npos 10 NAGyIo EUAO enions TNy KOMN TOU EUAOU KaTA TNV KATEU-
Buvon Tou KOPPOU TNS KEPATIAS N TNS AEUOVIAS N TNS AXAASIAS -EUAO
LaAaKO) Ba napatnenBel ot ATav AyvwaoTo OTN VEOTEPN KOOUIKN Xa-
PAKTIKN oTNV EAANGSQ Kal 6T XPNOIWONOINBNKE anod ToUS XAPAKTES
OVO UETA TNV £k6g0n Tou Anpntpn Faidvn (1879-1966), 1o 1928,
oto INou MéaaBpov. O Tahavns e tn oglpd ToU TO EiXE XPNOIUO-
MOINCEI YIa MPWIN Gopa otnv KEpkupa, o 1915 kai 1o 1916, dtav
UNNPETOUOE €KEN E TOV YAANIKO 0TPatd, GAAG n SIEBVNS avayvwpl-
0N TOU KAANITEXVN OUVEEETAI KUPIWS Pe SUO S1AoNUA, XAPAKTIKA TOU

€pya o€ 6pBI0 EUNO, To Kuvnyi kai To Maidti tou Mana otnv Avignon
tov Alyouoto tou 1914, -€pya avtiotoixa, tou 1909 kai tou 1914
MpootiBetal mMnpogopiakd ot 1o ondvio MaAdt tou Mdna, nou
KaTdA TNV €NIKpatoUoa aueIoBNTNGIUN ekdoxn, Xxdpage otnv Avignon
avapeoa ots 27 kar s 31 Auyouotou 1914 o€ €va EUAO MOU ToU
€6woe 0 Picasso, dlatnpeital o€ pia ovadikn 1a0wlOPevn EKS0XN
otnv BibliothBque Nationale, ato Cabinet des Estampes, oto lNapi-
ol, Je apiBud 18/20 kal 6t Slaowdetal otnv EANASA, otnv EBvIKA
Mivako®nKN, UETA TNV ATOUIKN ToU £kBeon To 1928, e tv apiBunon
24/25 kal otnv MivakoBnkn tns PéSou pe tnv apibunon, 5/25. Eni-
ons, eivar apiBunueva npos 25 kal GAAG avTituna Tou €pyou o€ 181-
WTIKES EAANVIKES CUANOYES. AESOPEVOU OTI KATA TOV [TAANO KPITIKO
téxvns o Andri Warnod to EUA0 autoU Tou XapakTikoU xABNKe kal Ot
8100wWHNKe £va Kal povadikd TunwuEVo avtituno (Mpopavws s
BibliothBque Nationale), o 151aitepa BeppdS UNOOTNPIKTAS TOU FaAd-
VN, eK8OTNS Opavidhs Ppavileokdkns, ixe ekPPACE! TN YVWLN MOU
dnpoacieuoa otn S1aTpIRN Pou, 0TI £YIVE ENAVEKSOON KAl VEQ apiBun-
on ano tov faAdvn otnv ABNva, Je TNy EuKaipia tns EkBEoNS Tou, JE
N PUEBOSO TNS TOIYKOYPAPIAS GE XAAKO TNV onoia epapuolav TOte Ue
€EQIPETIKN EMITUXIA, OI TOIYKOYPAPOI XAAKIONOUAOS kal Maykoudns.

To xapaktikd €Upnua Tou FaAdvn cuviotatal otn xpnolyonoinon
EKEIVWV TWV TEXVIKWVY PEOWVY Mou Ba pnopouoav va avadeicouy
KGBE PpoPa Kkal va eNAUCOUY (WypaPIka NPORANUATA -XwpIS Kal va
avTiypd@ouv Ts AJGOEIS NS (wypagikns. Etol avalntoUoe AsItoup-
YIKES AUOEIS, SNAASN TIS TOMIKES KAl TIS QVTIOTOIXES ANAVINOEIS MOU
QVTIOTOIXOUV OTIS SUVATOTNTES TNS EKACTOTE XAPAKTIKNS TEXVIKNS KAl
nou Sev Ba ATav avilypaPIKES Twv SUVATOTATWY TNS {WYPAPIKNS.
Ynootnpile Ot N AeUKN xApaén (To ad€10 NEPiypapua, To KEVO) Ntav
I0TOPIKA OTNV APXN TNS ENEEEPYAGIAS TOU MAGYIOU EUAOU KAl N Napa-
TNPNON CUVSEETAl HE TO ITANKO KAl UE TO YEPHAVIKO OXESIO TwV (W-
YPAPWY TOU SEKATOU MEUNTOU AIVA MOU OUVIOTATal 0€ OUVOEDEIS
MOANCMAWV TEXVIKWY JECWV UE EUPAcN 0TO AEUKO NePiypaupa e
10 MIVENO, 0€ avTiNapdOeon NPos Tn XPNOILONoinon GTN CUVEXEIQD,
OTO OXES10 TWV HAVIEPIOTWY TOU GEKATOU EKTOU -KaI EXPI TNV EMOXN
1as-, Tou Jaupou MepIyPAPUatos e KAPROUVO N TOU £YXPWHOU UE
oavykiva n ue onoiadnnote GAA UEoa oxediaons.

Me tnv €vvola auth N eMIAOYN Tou AeUkoU N Tou Jadpou neplypau-
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In this sense, the choice between a white or black outline in en-
graving is a matter of ideology and choice stemming from two
different conceptions of painting: it is a the choice between
the engraving printing using the tips of two engravings which
leave blank the space between them - impression en riserve-
and that choosing to print the gaps between the engravings of
two tips -impression en creux. Galanis’ initiative in 1919 was to
reconnect engraving to painting in his Album Four Stills (one
of which is included in the Rhodes’ collection) where he used
standing wood, the black engraving from copperplate, namely
the building of the picture using bright outlines which radiate
light through the dark parts, made using the berceau, a palin-
dromic took scratch the plate. The exploitation of this capaci-
ty of the material of engraving (that of digging) the engraved
wood, to bring from within the picture’s light, lent it a self-suf-
ficiency which Galanis utilized to render the perspective rela-
tionships between the subjects of the picture, one in relation
to the others, independently from any single-viewpoint per-
spective derived from the perception of the entire picture by
an external eye. Using engraving’s own capabilities, Galanis re-
instated the concerns’ of Cizanne’s painting and his engraving
emerged for the first time as an approach to the concerns and
issues of painting articulated using its own media.

This way Valias Semertzidis (1911-1983), to whom the solo
exhibition | organized in the context of the Rhodes Engraving
Triennale was dedicated, returned to the white outline, by dis-
covering a special technique permitting him to reverse, at the
printing stage of the aquatint, the black outline to a white one.
Semertzidis is included in the few painters in Greece who un-
derstood the concept of the Cezanne-like constructin of the
perspective organization of the painting space, elevating the
illustration at the level of its identification with the surface,
thus promoting the internal relations between their elements,
must in the same way Galanis claimed this in Four Stills.

Galanis influence in Greece was determinative with respect to
the use of the standing wood, which was further developed,

in the footsteps of Galanis and with exquisite ingenuity by Al-
exandros Korogiannakis (1906-1966). The latter created a
hard engraving scripture for the organization and structure
of the picture with respect to light, reinstating the black tech-
nigue on standing wood, to social subject from the hard rural
life. Yannis Kefallinos’ (1894-1957) contribution in the 30s
moved to a opposite direction than that of Galanis. Kefallinos
was the first professor of engraving at Athens School of Fine
Arts (1932-1957) and his contribution for Greek engraving
was significant on both the level of teaching the techniques
of engraving mainly as a reproductive practice, as well as the
theoretical plane, where his work emerges as focused on the
association of three terms or conditions: the source (which is
the original picture, the design destined to be reproduced by
being engraved), its transfer on the engraving surface and the
conclusion of the process, the printing. This is the classic ter-
nary conception of reproductive engraving where the printing
constitutes the measure for the reproductive accuracy of the
engraved plate with respect to its external stimulus (the origi-
nal model) and its role is requlatory, verifying or rejecting the
accuracy of the relation. This propaedeutic process, neces-
sary for the in-depth learning of engraving techniques, where
printing regulates and controls the relation between the mod-
el and its reproduction, constitutes the pinnacle of academic
teaching, but also the bulwark, the limitation and confinement
of the artist’s creativity.

The highlight was the realization, in 1957, by Yannis Kefallinos
and his associates (Louza Montesantou, 1917-2007, Nikos
Damianakis, Giorgos Varlamos, 1922-2013), of a work consid-
ered as monumental for its era, the engraving reproduction
of the illustrations of the Attica Lekythi of the Archaeological
Museum, which took three years and regarded their copying
and engraving using a combination woodcut and copperplate,
with absolute accuracy and the absence of any personal inter-
pretation. This exhausting reproductive work aimed to render
to the flat surface of the printing the curvature of the vessel
(without taking account of the perspective synizesis of the



LATOS OTN XAPAKTIKN €ival BEUA I6E0AOYIAS Kal EMNIAOYNS Ano TS SUO
AVTIANYEIS TNS WYPAPIKNS: €ival N ENIACYN TNS XAPAKTIKNS EKTUNW-
ONS JE TIS KOPUPES SU0 XaPAEEWV MOU APrVOUV ASUKO TO KEVO LIE-
TaEU TOUS - impression en riserve- kai eivarn enNiAoyn ts ektinwons
LE T KEVA TWV XapAaEewy avapeoa o€ SU0 KOPUPES -impression en
creux. H mpwrtoBouhia tou faravn to 1919 Atav va enavacuveEael
N XAPAKTIKN UE TN WyPaIkN, Ue 10 AeUkwpa, TEooepis NEKPES
®uoels (and us onoies n pia nepA\auBAavetal otn GUANOYN NS Po-
50U) kal 6rou xpnalonoinae oto 6pBIo EUAO, TN Yaupn xapaén s
XOAKoypapias, SNAadh To XTIoIO TNS €IKOVAS LE Ta PWIEIVA NEPI-
ypAuUata va avaduouy To pws PEoa anod To 0KoUPO JE TO berceau,
€va NaNVEPOUIKO €pYaAEio MOU YOEPVEI TN MAGKA. H EKPETAANEU-
oN NS SUVaToTNTAs NS UANS ToU XApAdyuatos (Tou okayiuatos) Tou
XAPAYUEVOU EUAOU, va avadeikvUel and T0 E0WTEPIKO TOU TO PWS
NS €IKOVAs, TNS NPOCESISE AUTAPKEIQ MoU 0 TAAAVNS XPNGIKOMOi-
NOE YIA VA ANoSWOE! TIS MPOOMTIKES OXEOEIS TWV AVIIKEIJEVWY TNS
EIKOVAS, TOU EVOS WS MPOS T0 AANO PETAEU Tous, aveeaptnta ano
TNV 0MoIAdNAOTE POVO-OMTIKN MPOOMTIKA MPACANYN TNS CUVOAIKNS
EIKOVAS aNO TO EEWTEPIKO PAEUUA. ME TIS BIKES TNS SUVATOTNTES TNS
XAPAKTIKNS, 0 FaAAVNS eNavVAPEPE Ta MPORANUATA TNS WYPAPIKNS
tou Cizanne Kkal N XapakTIKA TOU avadeixBnke yia mpwtn ¢opd otnv
€MOXN TOU, OE€ MPOOEYYION TWV (WYPAPIKWY NPOBANUATWY LE Ta
SIKA NS LEOQ.

To 1610, 0 Banias Zepeptdions (1911-1983) atov 0noio agiepwonke
N ATOUIKN EKBECN TNS XAPAKTIKAS TOU MOU opydvwaoa otnv Triennale
Xapakukns tns PoSou, enaviNde 0To AeUKO Nepiypapua, Ue Ty ava-
KAAUWN PIas €I8IKAS TEXVIKNS MOU TOU €METPENE VA QVTIOTPEPEI, KATA
NV EKTUNWON TNS 0EUYPAPIas, To HaUPO NERIYPAULA, 0€ AeUKO. O Y€
LEQETZIBNS mepIAauBaveTal oTous Ayous (wypdpous otny EANGSa nou
Katavonoav TNy €vvola TNS 0e(avIkNS KATAOKEUNS TNS MPOOMTKNS
0pPYAVWONS TOU {wypadIkoU XwWEOoU, avuPmyovIas tnv napdotacn
070 €ninedo s TalTions Je TNV eNipAavela avadelkvUiovTas Tis £0w-
TEPIKES TOUS OXEOEIS TwV OTOIXEIWY TNS PETAEU TOUS, -ONwSs aKkpIBWS
0 faravns dlekdiknoe 1o i610 oTis Teooepis Nekpes QUOEIS.

H enippon tou faravn otnv EAAGSa Atav anopacioTiKA ws NPos T
XpNon Tou 6pBIou EUAOU, TNV onola aventuge e e€aipetn eupnua-

UKOTNTA, OTN OUVEXEIQ Tou faravn, o ANeEavopos Kopoylavvakns
(1906-1966). O teleUTaios SNPIOUPYNCE UIQ OKANPN XAPAKTIKN
YPAPN 0pYAVWONS kal SOUNONS TNS €IKOVAS LE TO PWS, ENAvapE-
POVIAS TN aupn TexVIKN o€ 0pBI10 EUAO, € KOIVWVIKA B€uata and T
oKANPN aypotikn dwn. Mpos tnv avtiBetn kateuBuvon ws MPos Tov
faAdvn, n oupBoAn ta xpovia 1930 tou Mavvn Keparinvou (1894-
1957), ToU NPWTOU KABNYNTN TNS XAPAKTIKNS 0TV AVWTdTn ZX0AN
Kaawv Texvav (1932-1957), Atav onpaviikn yia tny EAAGSa oto
eninedo NS SISACKANQS TWV TEXVIKWV TNS XAPAKTIKNS WS KUPIWS
avanapaywylkns MPAaktKNs kal oto Bewpntikd Nedio N epyacia
EUPAVICETAl EMKEVIPWHEVN OTO CUOXETIOUO, TPIWV OpWV N ouven-
KWVv: SNAGdN NS NNyNs (eival N apxIkn €Ikova, To oXESI0 NMOU NPOO-
pICETaI NPOS TN XAPAKTIKA AVTIYPAPN), TNS UETAPOPAS OTN XAPAKTIKN
NAGKA KAl WS KATAANENS, TNS ekTUNwons. Eival n KAQCIKN TPIASIKN
avTiAnyn s aviypaIkns XApakTIKNS KATtd TNV onoia n ektunw-
on OUVIOTA TO WETPO TNS AVTIYPAPIKAS MIOTOTNTAS TNS XAPAKTIKAS
MAGKAS WS NPOS T0 EEWTEPIKO TNS EPEBIONA (TO APXIKO LOVIEAD) KAl
0 POANOS NS €ival PUBUIOTIKOS, ENAANBEUTIKOS N ANOPPINTIKOS TNS
akpiBelas s oxéons. Auth N NPonalSeUTIKN S1I6acKaAia, anapai-
TNTN YIA TNV €KPABNON o€ BAB0S TWV XAPAKTIKWY TEXVIKWV, ONOU N
EKTUNWON PUBUICEl Kal ENEYXEI TN OXEON PETAEU TOU JOVIENOU Kal
NS AvVanNapaywyns tou, ouviotd TV KopUuPwon NS akadnPaikhs
816aoKkaias, AAAG Kal To avaxwua Nions, Tov NEPIOPIOUO TNS SNI-
OUPYIKOTNTAS TOU KAANITEXVN.

To andyelo Atav n npayuatonoinon, 1o 1957 and tov Mdvvn Ke-
(PaNNVO Kal Tous ouvepydtes tou (Aouida Movieodviou, 1917-
2007, Nikos Aauiavakns, Twpyos Baphduos, 1922-2013), evos
€pyou BEWPOUNEVOU WS UVNUEILSOUS YIa TNV EMOXN TOU, SNAAdN
N XAPAKTKN avanapaywyn twy EIKOVOYPaPNoEwY TwV ATTIKWV
ANKUBWV Tou ApXaloAoyIKkoU Mougoeiou, Mou KPATNoE Tpia xpovia
Kal aQOPOUCE TNV avIIypaen Tous Kal tn xdpaén o€ ouvauacuo
EUNOYPAPIAS Kal XxaAKkoypapias pe andAutn nIoTOTNTa Kal e v
anouoia KABe NPOCWMIKNS EpUNVEIQS. AUTN N EEQVIANTIKN avTIypa-
(IKN QYOI ANOoKOMoUOoE va anodwoEl OTNV ENIMESN EMIPAVEIQ
NS EKTUNWONS, TNV KAUNUAGTNTIA TOoU ayyeiou (xwpis va AapBavel
unoyYn TV NPOOMTIKN CUVICNON ToU 0OPOU apxaiou {wypAaPou UE
v onoia SIE0wde TN QUOIKN NPOCANYN TOU OWHATOS ENAVW OTNV
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wise ancient painter, by which he catered for the physical per-
ception of the body on the curvature), resulting in an techni-
cally perfect execution to distort the perception of the original
and, in my view, without exhibiting any special artistic interest.

On the other end of this ternary relation (engraving as remem-
brance), today we can acknowledge, in the passage of time,
how engraving was into a call to arms, what constituted that
conception of engraving which emerged from the needs of ini-
tially a national and then a political resistance, to reveal with
the directness of its expression, the motive of the reason for
the work. This will be the movement against formalism, and
the search to find a way for what is being said to be imme-
diately perceivable from the way it is being said. In practice,
this is a quest for method. This now binary relation which re-
moves the model, does not pose standards for expression, but
discovers such every time in the idea it pursues to articulate,
while it is the work of a great number of artists, many of whom
worked for illegal publications during the Nazi Occupation
(Elefthera Grammata “Free Letters”), amongst whom, A. Tas-
sos (1914-1985), Vaso Katraki (1914-1988), Christos Daglis
(1916-1991), Spyros Vasileiou (1902-1985), Giorgos Velissar-
idis (1909-1994), Loukia Maggiorou (1914-2008), Valias Se-
mertzidis (1911-1983) and many others.

This introduction shall conclude with two observations. The first
relates to the work of Giorgos Sikeliotis (1917-1984) for whom
we could suggest that through the process of making engraving
work autonomous from the taught standards for the ways a pic-
ture is produced, his work shaped a passage from the conscript-
ed conception of the function of engraving during the Occupa-
tion to @ more contemporary perspective in the post-war era,
where engraving collaborates closely with the other arts. His
work with linoleum facilitated the engraving expression of his
origins in painting and demonstrate an unexpected engraving
style whose main characteristic was the juxtaposition of equal
inimportance to one another, empty and filled areas, composed
of lines precluding any perspective reference to a space behind

the surface of the picture — with space, on the contrary, now
being a structural element of the surface. His two important en-
gravings, The Hunger (1941) and The Informant (1943) show his
classical upbringing: the informant’s hand emerging from the
picture in a typical raccourci [foreshortening] of Italian manner-
ism, a painting idea in an engraved idea.

In the next period of Sikeliotis work, from 1945 until approx-
imately 1950, space it treated by and itself, not just as the
space of a uniform vessel (as perspectiev), determining the
subjects, but as the space of the cohabitation (in the sense of
juxtaposition) of multiple empty spaces which intra-interpola-
tion one another and compose their interaction — the partici-
pation of an empty space and of the subject thereof, in anoth-
er empty space and the subjects of this other empty space,
and so on. The result is the perception of a unified but also
multiple space, which is replaced, from 1960 to 1965 with a
new density — an internal density, which ousts the void out-
side and becomes enclosed within itself. The author considers
Sikeliotis, along with Semertzidis, to be the unsung heroes of
Greek engraving.

Historically, the passage via Grammatopoulos and Sikeliotis to
the post-war theorems of modern Greek engraving, happened
successively through the perspective and the experience of
painting and constitutes the opening to the collaboration of
the arts. But the long heroic years of mobilization, as exem-
plified in the Rebels by Loukia Magkiorou (1943), the Lament
of Kalavryta by Spyros Vasileiou (1944), The Blockade by Vaso
Katraki and the work In Memoriam of Eli Papagioti, by Tassos
(1973) had the historic effect of causing, in the long run and
functionally, the final rupture of reminiscence, trapped in the
boundaries of a simple engraving application. What followed
was a simultaneous opening to the multitude modern direction.

On the one hand, an important movement of modern Greek
engravers worked with some reservation concerning more
recent printing and digital technigues (Panagiotis Gravalos



KAUNUAOTNTA) JE AMOTEAEOHA PIa GTIa TEXVIKA EKTEAEON Va ival
NAPAPOPPWTIKN TNS MPOCANYPNS TOU MPWIOTUMOU Kal, KaTd TN YVw-
LN UoU, XWPIS 181aiTEP0 KAANTEXVIKO EVOIAQEPOV.

2NV avtiBetn dkpn autns NS TpIadiKkNs oxeons (N XaPakTikn ws
avapvnaon), UnopoUUE ONUEPA VA aVAYVWPIOOULE PE TNV anoota-
0N ToU XpOVOoU TN SIaUOPPWoN NS XAPAKTIKNS WS O0TPATEUONS, Va
OUVIOTA €KEVN TN XAPAKTIKN avTIANYN NoU NPOEKUYE and Tis ava-
YKES UIaS €BVIKNS MPWIa Kal apyotepa MOAITIKNS aviiotaons, yia
va avakaAUYEl oTnNY auecotnta NS KPEAoNS, TO KIvNTPO Tou AO-
YOU NS €pyacias. ©a ival To Kivnua evaviia oto POPUAANCUO Kal
Ba eival n avadhtnon va eEeupebel wOTE aQUTO NOU AEyeTal va &i-
val dueoa NPooAauBavouevo and tov TPOMOo e ToV 0Moio AEyETal.
Ynv npdén eival yia avaditnon s JeBodou. Auth n SUadikn NAEoV
OXEON MOU KATapyel T0 HOVIENO, SV €xel MPATUNA TNS EKPPAONS,
A Ta Bpiokel kABe Popd otV 16€a Mo EMISIVKE! VA SIATUNWOEI
Kal €ival To €py0 €vVOS PEYAAOU apIBUOU KAANITEXVWV, MOAAOI ano
TOUS 0MOoioUS NTav oUVEPYATES NAPAVOLWY EKSOCEWYV OTNV Katoxn
(avdpeoa ots exkbO0Els €ival kal ta EAeuBepa Mpduparta) kai eival ol
epyaoies tou A. Tdooou(1914-1985), tns Bdows Katpdkn (1914-
1988), Tou Xpnotou AaykAn (1916-1991), tou >nUpou BaciAeiou
(1902-1985), Tou Mwpyou Beniooapidn (1909-1994), 1ns Aoukias
Mayyiwpou (1914-2008), tou Bahia Zepeptlidn (1911-1983) kai
MOANDY GANWVY XAPAKTWV.

H eicaywyikn auth napouciaon 6a orokAnpwaoel U0 napatn-
pNoeIs. H npwtn ival OxeTikN Pe T0 £pY0 ToU MWPYyou ZIKENWIN
(1917-1984) yia tov onoio 6a ynopoUcaue va unoatnpi€oupe ot
LEoa ano tn 61adikaoia NS autovOUNoNS TNS XAPAKTIKNS €pyacias
ano 1a d16ackopeva NPotUNa Twv TPONWY NAPaAywyns s KO-
vas, SIaUOPPWOoE LE T £PYO0 TOU £va NEPACKUA and TN OTPATEUUEVN
NPOCGANYN TNS XAPAKTIKAS AEITOUPYIaS 01O NEPIBAAAOV TNS KATOXNS,
otnv Mo oUyxpovn NPOOMTIKN Ta PETANOAEUIKG XpOvIa, TNS OTEVAS
OUVEQPYAOIas TNS XAPAKTIKNS JE TIS AANES TExVeS. O1 €pyacies ToU Je
AIVOAQIO, SIEUKOAUVAV XAPAKTIKA TOTE TN {WyPAPIKN TOU MPOEAEU-
on Kal eNISEIKVUOUY €va anpoodOKNTO XAPAKTIKO UPOS TOU 0Moiou
KUPIO XAPAKTINPIOTIKO NTaV N NAPABETIKOTNTA I00TILWY LETAEV TOUS,
ASEIWV Kal YEPATWY MEPIOXWV OXNUATIOUEVWY and YPAULES Mou

ANOKAEIOUV TNV MPOOMTIKN NAPANOUMN GE VA XwWPEO Nicw and v
eNIPAVEIQ TNS €IKOVAS -UE TO XWPO avTiBeTa, SOUIKO OTOIXEID TNS
enpavelas. Ta SUo onuaviikd xapaktikd tou, H Meiva, tou 1941
kalr O Katadotns, tou 1943, endeikvUouy TNV KAQOIKN TOU MPOE-
AEUON: TO SAXTUAO TOU Katadotn Byaivovias €Ew and v €IKOVa O€
10 TUNIKN ouvidnon (raccourci) Tou ITaAIKoU Paviepiopou, eival pia
{WYPAPIKN I6EQ OE PIA XAPAKTIKN EUNVEUCN.

2TV €NOPEVN NePIodo Tou XIKENWTN, UETAEU Tou 1945 kal Tou
1950 nepinou, 0 XWPOS AVULETWNICETAl WS KaBautos, OXI MAEOV
WS 0 XWPOS eVOs eviaiou Soxeiou (WS NPOOMUKNS), MOU MPOCSI-
opicel 1a avukeipeva, aAd ws oupBiwons (ws Napabeons) NMoA-
AINAWY KEVWV MOU GAANAO-NAPEURANAOVTIAI UETAEY TOUS KAl MOU
OUVBOETOUV TNV ENIKOIVWVIA TOUS ~TN GUUETOXN TOU £VOS KEVOU KAl
TOU QVTIKEIUEVOU TOU OTO GANO KEVO KAl OTA AVTIKEIUEVA TOU GAAOU
kevoU K.0.K. AnotéAeopa eival n aviiAnyn evos eviaiou, aANG Kal
MOAAGMAOU XwWPEOU, ToV 0Moio aviikaBiotd, avaueoa ato 1960 Kal
10 1965 pia véa NUKVOTNTA -HIa E0WTEPIKN MUKVOTNTA, MOU SIXVE
10 KeVO aNEEw Kal KAEiveTal gE€oa ts. O ZIKEAIWINS HE TOV 2EUEP-
6N €ival yia Tov ouyYPaQEa autoU TOU KEIUEVOU Ol ASIKNUEVOI TNS
EAMNVIKNS XAPAKTIKAS.

|oTOPIKA, TO NEPACHUA JEOW TOU MPaPATONOUAOU KAl TOU ZIKEAIWTN,
0Ta PETANOAEUIKG Bewpnuata s oUyxpovns EANNVIKNS XAPAKTI-
KNS, £yIve 81a80XIKG JEOa anod TNV OATIKN Kal TNV epnelpia s (w-
YPAPIKNS Kal €ival To Gvolyua oTn CUVEPYAOIa TwV TEXVWV. ANG
10 Jakpd NpwIkG xpovia tNs oTPATeUoNs Pe TIS AVIAPTIOOES TNS
Aoukias Mayyiwpou (1943), 10 ©pnvo twv KaraBpUtwy tou Xnu-
pou Baolieiou (1944), To MnAOko tns Bdows Katpdkn, tn Mvhaun
ManayiwinEAn, tou Tdooou (1973) eixav TNy I0TOPIKN CUVENEIA OTI
NPOKAAECQV UAKPOXPOVIA KAl AEITOUPYIKG TNV OPICTIKA PNEN WE WIa
napadoon s avauvnons, EYKAWRIoOUEVN 0Ta 6pIa TNS ANANS Xa-
PAKTIKNS EQAPUOYNS. AUTA Nou akoAoUBnoav eival éva dvolyua o€
MOANCMAES, TAUTOXPOVES, GUYXPOVES KATEUBUVOEIS.

AnNo TV dia MAEUPA, £va onUaviiko peUPa Twv oUYXpovwY EANN-
VWV XQPAKTWV €PYACTNKE PE kAMola eMPUACEN WS NPOS TIS VED-
TEPES EKTUNWTIKES KAl PNPIAKES, TEXVIKES (Mavayiwns MapRaros
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(1933-2015, the subject designates the technique), Aria Ko-
mianou (1938-2015, engraving as a painting function) and
Yannis Papadakis (1934, the material determines the result).
On the other hand, the field of bidirectional activity, namely
neither towards the hyperbole of the exploitation of printing
nor towards isolation with respect to the source, the matrix,
shaped a generation of younger, modern artists, who, with and
in their work focused on a materially more experimental ap-
proach of new materials and technigues. This direction related
to the renewal of the theoretical and methodological training
curriculum for an engraver and with work being clearly fo-
cused on the social subject of engraving. How, though, will en-
graving ever function social, if its technigue on each occasion
is not the more suitable and informed to respond to the idea?

This rupture with engraving’s academic tradition and follow-
ing this, the respective mobilization aside its responsible soial
function, constitutes the modern ideological and technological
framework. The passae of engraving from the surface to the
space, to the exhibitory and ontological self-sufficiency of the

engraving plate, to engraving-sculpture and the installations
with ground inscriptions of the Wall prohibiting the movement
of populations, the separation of origin (the plate), from its re-
flections (the printings) and from the tools of the engraving
process; the assembly, that is, in one unit of sculpture, paint-
ing, engraving, cinema and electronic music — engraving as
the architectural complexes of settlements in space, compos-
ing a special new engraving framework, demanding an also
specialist and different presentation in the future.

A common, however, idea for all is the return to the search of
the principles of modern 20th century art — the search by the
avant garde, of the synthesis of the arts in one unity. Many of
the younger artist engravers of our era cause, in turn, an open-
ing to new research for social and expressive subject. The man-
ner by which engraving functioned, theoretically and method-
ologically, is the necessary subject to constitute its history.

Emmanuel Mavrommatis
Emeritus Professor, AUTh

PRESENCE OF YANNIS KEFALLINOS

This paper aims to underline the contribution of Yannis Kefallinos
as a teacher and offer an explanation for his decision to limit his
personal printmaking work to a minimum, for the benefit of his
teaching.

It was no mere accident that Greek printmaking, as it emerged in
the early years of the 20th century, became a national school
from the 1950s onward, while it was Kefallinos who shapes the
aesthetics of this generation of printmakers, who subsequently
became themselves the teachers and models for the next gener-
ation and who until recently served as professors in the Athens
School of Fine Arts. Kefallinos essentially shaped modern Greek
printmaking.

His activities in the course of his twenty five years of teaching, fo-
cused on the following: to broaden and differentiate the curriculum
and upgrade the status of the Printmaking Department, to publish
challenging albums in collaboration with his students and to illus-
trate a limited number of books, principally by authors who were
friends of his. It was teaching, book illustration and collaborations
which kept his interest until the end.

Having settled in France since 1919, Kefallinos accepted the
proposal by sculptor Kostas Dimitriadis in 1930 to take the, for
years incapacitated, Chair of Printmaking at the Athens School
of Fine Arts.



(1933-2015, 10 6€pa opilel v TeExvVIKN), Apia Koplavou (1938-
2015, n XxapakTIkN ws {wypaIkn Aeitoupyia), o Mdavvns MNanaddxkns
(1934, 10 UNIKO NPoaSIopidel To anoteAecpa). And tnv GAAN MAEUPA,
0710 Nedio NS aupidpopns Spactnpidtntas, oUte SNAAdH NPos v
UnePROAN NS a&lonoinons NS EKTUNWONS OUTE TNS AMOPOVWoNs
010 MNedio NS MNYNS, TNS PNTPAS, SIAUOPPWONKE Wia Yeved Veod-
TEPWV, OUYXPOVWY KAANITEXVWV, E TNV €0YACIA TOUS EMIKEVIPW-
LEVN, KAt KUPIO AOYO, OTN MEINAUATIKN MPOCEYYION VEWY UNKWV
Kal TEXVIKWV. AUTN N KateUBuvon cuvSEeTal e TNV avavewaon tou
BewpntikoU Kal Tou HeBoSoroyIKoU MPOYPAUUAToS KAtdptions Tou
XAPAKTN KAl JE TNV €pYACIA 0APWS EMKEVIPWUEVN OTO KOIVWVIKO
QVTIKEIUEVO TNS XAPAKTIKNS. 1S OUWS N XAPAKTIKN Ba AEITOUPYNOEl
KOIVWVIKA AV N EKAOTOTE TEXVIKN TNS SV €ival N MAEOV KATAAANAN
KQl KATAPTICUEVN YIA TNV VIANOKPIoN oTnV I6€Q;

H pnén pe tnv akadnudikn napadoon TS XAPAKTIKNS KAl OTN OUVE-
X€IQ, N AVTIOTOIXN OTPATEUON OE PIA UNEUBUVN KOIVWVIKN AETOUPYIa
s, €ival 1o oUyxpovo I6E0AOYIKO Kal TO TEXVOAOYIKO TNS MAQIOIO.
To Népaopa TS XapaktikNs and v eNIPAVEId OTOV OYKO Kal OTO
XWPO, OTNV EKBECIAKN KAl GTNV OVIOAOYIKN AUTAPKEID TNS XAPAKTI-

KNS MAGKQS, OTN XAPAKTIKA-YAUNTO KAl OTIS €YKATaoTACEIS e €Nl
SaNESIES ENYPAPES Tou TeiXoUS TNS ANAYOPEUONS TNS LETAKIVNONS
TWV MANBUCHWY, 0 Slaxwplouds s NpogAeuons (N NAAKka), anod
TOUS QVTIKATONTPIoUOUS TNS (01 EKTUMWOEIS) Kal and 1a €pYaAeia
NS XAPAKTIKNS 61adIkaaoias, N oUVAPUOAOYNON O€ I EVOTNTa TNS
YAUMTIKNS, {YPAPIKNS, XQPAKTIKNS, KIVNUATOYPAMOU, NAEKTPOVIKNS
IOUGIKNS -TENOS, N XAPAKTIKN WS OPXITEKTOVIKA OUUNAEYUATA OIKI-
OHWV 0TO XWPO, CUVOETOUV £va €I8IKO, VEO XAPAKTIKO MAQIGIO MOU
anaitel kar yIa €1I8IKeuPEVN €nions, GAAN NAPOUGCIaoN GTO YEANOV.

Kolvn Opws 16€a OAWV €ival N ENICTPOPN 0NV avadntnon Twv ap-
XV TNS JOVIEPVAS TEXVNS TOU EIKOOTOU Qlwva, -0tV avadntnon
anod s NPWIONoPIES, NS CUVBEDNS TWV TEXVWVY O UIa vOTNTa.
MANB0S VEOTEPWY EIKACTIKWY XAPAKTIWY OTA XPOVIA Uas MEOKa-
MUV e TN O€Ipd TOUS £va GVOIYUA O€ VEES EPEUVES, KOIVWVIKWV
KOl EKPPACTIKWY QVTIKEIUEVWY. TO MWS N XAPAKTIKA AgItoUpynoe
BewpnTiKG Kal uEBOSONOYIKA, €ival TO ANAPAITNTO AVIIKEIUEVO YIa
va oUYKPOTNBEI N IoTopIa TNS.
EupavounA Maupouuatns
Qudtpos kabnyntns tou ANe

H MAPOYZIA TOY INANNH KEOAAAHNOY

2TOX0S TOU KEIPEVOU €lval va unoypapuioel tTnv cUPBOAN tou Mav-
vn Ke@arAnvoU ws 5acKGAoU Kal va eEnynoel Ty andgaon Tou va
NEPIOPIOEI OTO EAGXIOTO TNV MPOCWIKN TOU EQYACIA WS XAPAKINS,
NPOS OPENOS TNS SI6ACKANICS.

Aev gival kaBOAOU TuXaio T0 Yeyovos Ot N EAANVIKN XAPAKTIKN MOU
eppavidetal ota Npwrta xpovia tou 2000 alwva, SIapopPWVETal WS
€BvIKN 0XOAN and tn dekactia tou 1950 kal eival o Keparinvos
MOU CUYKPOTEI TNV AIOONTIKN TWV XAPAKIWY AUTNS NS VeVIds, Ol
0rMoiol E TNV OEIPA TOUS, £yIvav oI SA0KAAOI Kal Ta MPOTUNA YIa TOUS
XaPAKTES MOU akoAoUBnoav kal umnpéav ws NpdoQara, ol idiol, ka-
BnyNtéEs otnv ZxoAn Karwv Texvov s ABrivas. OuoiaoTikd, o Ke-
QOANVOS SIAUOPPUWVEI TO MPOCWIMO TNS VEOEAANVIKNS XAPAKTIKNS.

O1 5pacTNPIGTNTES TOU Ta 25 Xxpovia SI6ACKAANIAS TOU, EMKEVIPW-
vovIal ota €€ns: Slapoponoinon tns SI6ackaiias kal avapaduion
Tou Tunuatos Xapaktikns, €Kk600N SUOKOAWY AEUKWHATWY HE TV
OUVEPYAOoia onoudacTtwy, €Kovoypaenaon Alywv BIRAIwY Kupiws
OIAWV TOU OUYYPaPEws. H 816aokahia, n eikovoypagnaon BIBAIwY,
0l OUVEPYAOIES, KPATNOAV TO EVSIAPEPOV TOU £WS TO TEAOS.

Eykateotnuevos otn faANia anod to 1919, &€xetal tnv npotacn tou
yAURTn Koota Anpntpiadnto 1930 yia tny yia xpovia anoduvapw-
pEvn ‘Edpa tns XapakTikns atn ZxoAn KaAwv Texvv.

To pBivonwpo 1932 apxidouv ta pabnuata, xwpis aibouoa, oute
epyaieia: Mavvns Mopans, Twpyos Anpou, TAooos ANeRICOS,
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Courses begun in autumn 1932, without a teaching room or tools:
Yannis Moralis, Yorgos Dimou, Tassos Alevizos, Kostas Dakos,
Moisis Raphael were the first students. There were always five
students at the workshop. In the course of the first three years,
students were taught the techniques of block print, etching, lithog-
raphy, while the fourth year was dedicated to typography and book
illustration.

The School's book printing department begun its operation in
1939 and every student had to design and print a book sample on
a typographic quire by the end of that year. For most of them, this
was their first laborious contact with the art of book printing. All
who graduated up to 1957 from the School were taught all aspects
relating to the creation of printed matters (rolls, fonts, illustration,
covers, vignettes, binding).

The relationship between Kefallinos and his students was special,
as his workshop, which numbered only a few students, was the
space for discussions on art, politics and philosophy. It was a space
for the exchange of ideas, the study of theoretical art issues, the
breeding grounds for friendships between the students which last-
ed forever.

The students embraced their teacher’s progressive ideas, forming
a special bond and circle, with mutual beliefs and unneqgotiable po-
litical views.

In 1937, Kefallinos was introduced to Pantelis Prevelakis, au-
thor and art historian, Director of Fine Arts at the then Ministry
of Education and later first Chair in Art History at the Athens
School of Fine Arts. In 1939, Kefallinos will almost simultane-
ously illustrates two of Prevelakis’ books: “Naked Poetry” and
“The Death of the Medici”. These are the first illustrations he
made in Greece and in parallel created an unbroken, invisible
alliance between the two men, representing completely differ-
ent worldviews.

At the same time, Keffalinos completes the illustration of Preve-
lakis™ study “Greco in Rome”, which was published in October of
1939,

Just after WWII broke out, in November 1940, the School’s Pro-
fessors accepted Prevelakis’ proposal to “offer, on the School's

expenses, an advertising poster serving the nation’s expedien-
cy in 10,000 copies”, designed by the Printmaking Workshop.

Kefallinos and Prevelakis had agreed to suggest to students to de-
sign these posters which would animate the population and build
social solidarity towards the soldiers’ relatives. In addition to this,
students would avoid the risks of the theaters of war, something
Kefallinos pursued in order to protect them.

Initially the students of the Workshop agreed, but immediately re-
voked their consent as they did not wish to collaborate or be asso-
ciated with Metaxa's dictatorial regime, which was represented by
Prevelakis . It was only Kefallinos" angry exhortation and their deep
respect to their teacher that changed their minds. The following
quotation can be found in Luise Montesantou’s diary:

Ideologies! What is their meaning? On the one hand, they change
from one day to the next. But what is human is eternal. My 45
years of experience have taught me that. And | have lived daringly
all these vears, not leaving a tap unturned. | turned them all and
tasted them.

| have already related my ideas to you. | don't care if it is Rus-
sians or Americans who die, but would have been devastated
if Moralis or Mitarakis were Killed. It is not nations, but rather
people who captivate my interest. | will do all | can to keep you
here and would be happy if  manage to do so. It is your choice:
go and die, if you so wish. All | offer to you is an opportunity to
work and be saved.

His well documented progressive ideas were overcome by his
concern for the protection and welfare of his students. Knowing
them and being aware that the themes of their works would not
idealize the state of affairs, he rested on their abilities and left
them free to create. The printing of four 100x70 cm lithograph
prints with the marking “Printmaking Workshop™ in 10,000 cop-
ies was completed in January 1941, at the V. Papachrysanthou
Lithography Press.

This encouragement by Kefallinos coupled with the immediate re-
sponse and cooperation by his students furnished this first oppor-
tunity for mutual collaborations which soon unfolded. During the
Nazi occupation of Greece, album “The Peacock™ was designed,



Kwaotas Ntakos, Mwuons Papani ol npwrtol onoudaoctes. Mevie
Atav NAvia ol oroudacTES OTO EPYACTNPIO.

210 pia Npwta £In S1I6AoKOVTAl Of TEXVIKES TNS EUAOYPAYIas, TNS
XOAKOYPAPIas Kal Tns AIBoypapias, evw oTo TETAPTO N Turoypapia
Kal N €ikovoypaenon BiBAIou. To TUNOYPAPEIO TNS XXOANS ApXidEl
va Aeitoupyei 1o 1939 kal kdBe onoudaotns Npenel va oxedIalel
Kal v TUNWVEI €va unodelyua BIBAIOU 0€ €va TuNoypagIkd Seka-
€€Q0ENISO OTO TENOS QUTOU TOU XPOVoU. AUTO aNOTENETE YIa OAOUS
NV NPWIN ToUS eninovn enagpn pe 1o BIRAI0. Dol dool anogoitnoav
€ws 10 1957 anéktnoav yVWOoEIs SnuIoupyias eviunou Je KABe Ae-
MTOPEPEIa (UAKETA, YPAUUATOOEIRES, EIKOVOYPAPNON, ECWPUAAD,
BIVIETES, S£CILIO).

O KepaANnvOs QVENTUEE [E TOUS OMouSaoTES ToU WIa 181aitepn oxé-
on, KaBWS 0TO ONIYOUEAES NAVTA £pyacTnpIo yivoviav culnthoels
Y10 TNV TEXVN, TNV NOAITIKN, TNV PIAOCOPIA. TO €0YA0TAPIO EYIVE XW-
POS QVIAAAGYNS I6EWY, ONoUdNS yIa BewPNTIKA NTNATA TEXVNS,
€6a0s yIa PINES Mou dnuioupynBnkav TOTE kal kpdtnoav yia nd-
VIa PETAEU TwV 0noudacTwy.

TIS MPOOSEUTIKES 16€€S TOU SACKANOU EVOTEQVIOTNKAY OI Grouda-
OTES, SNUIOUPYWVIAS YPNyopa Evav EeXwPIoTO KUKAO UETAEU TOUS
LIE KOIVA NMIOTEUW Kal adIanNPayUATEUTES MONTIKES BEOEIS.

To 1937 o KepaAnvos yvwpiletal pe tov IMavieAn MpeReAdkn,
OUYYPAPEQA Kal I0TOPIKO TNS TEXVNS, AleuBuvTn Kaiwy Texvwv Tote
Tou Ynoupyeiou Maideias kar apydtepa NPWIo kabnyntn s €6pas
I0TOPIas TNS TEXVNS 0N ZX0AN KaAwv Texvv. To 1939 o Kepah-
ANVOS €1kovoypapei oxeSOV Tautdxpova SUo BIRAIa tou MpeBeAarn:
«H nio yupvn noinony kal «O 6avatos tou Medikouy. Mpokertal yia
TS MNPWIES EIKOVOYPAPNOEIS ToU otnv EANASA, mou dnpiolpynoav
NApAAANAQ Uia apayn, adpatn cupuaxia peta&u SUo avbpwy eVIe-
AWS SIAPOPETIKNS KOOUOBEWPIAS.

Tautdxpova, 0 KE@aAANVOS ONOKANPWVEI TNV EIKOVOYPAPpNoN TS
LEAETNS Tou MpeReAdkn «O Tkpéko oTn PNy nou KUKAOPOPENGOE
ekeivo Tov OKTwpPIO.

Aiyo LETE TNV €vapgn Tou NoAépou, Tov Noguppio tou 1940 ol ka-
BnyntEs anodéxtnkav tnv npotacn tou MNpeBeAdrn «va NpooPepel
LE €€06a TNS LXONNS, SIAQNUIOTIKOS NIVaE €BVIKNS OKONIKOTNTOS O€E
10.000 avtituna» ano 1o Epyactnpio Xapaktkns.

Ke@aAAnvos kai MpeBeAAKNS €ixav CUPPWVNOEI va NPOTaBel aTous
OMOUSACTES N PIANOTEXVNON AUTWY TWV APICWY YIa VA EUPYUXWOET
0 MANBUCUAS Kal va avantuxBei Pia KOIVWVIKA GAANAEYYUN MPOS
TOUS OUYYEVEIS TwV 0TPATIWTIWY. ENIMAE0V, 01 6moudaoTes 6a €ue-
vav Jakpid and tous KIVEUVOUS TwV MOAEUIKWY ENIXEIPNOEWY, KATI
nou enediwke 0 KEQAAANVOS, MPOKEILEVOU Va TOUS MPOOCTATEYEL.
ApxIKd, 0l anoudacTEs ToU Epyactnpiou cup@wynoay, OUws aué-
0WS PETA avakareoav SI0TI 6V NBENAV VA €XOUV OUVEPYACTEI UE
10 SIKTATOPIKO KABEOTWS Tou MeTaEd, T0 OMoio AvVIINPOCWMEUE O
MpeReAakns. Kal ntav n Bupwuévn Npoteonh tou Keparinvou Kal
0 0€RAOPOS MPOS Tov SACKAAO TOUS, MOU TOUS EMEIoE. To Napakd-
Tw NapdBepa NPoEPXETal and To NUEPOAOYIO TNS Aouidas Movie-
odvTou:

I5eoNoyies! Ti onpacia éxouv; AUTES anod TN pia uépa otnv GAAN, aA-
Nadouv. 011 duws eival avBpwnivo, eivar aivio. Autd pe &idate n
neipa 45 xpovwy. Kar autd You Ta xpovia ta £noa ToAUNPA Kal 6ev
AeNoa KAEIoPEVN KapIa Bpuon. OAes TIs Gvol&a kal Tis Sokipaoa.
Tis 1I6€€S Pou 0as TS €inNa kal GANOTE. Aev e eVEIAPEPEI AV AUTOf
nou okotwvoval eival Pwool h Auepikdvol, ua 8a tou kOO TIZE MOAU
av okotwBel 0 MOpains N o Mntapdkns. Ae ' evSIapEPOUY Ta KPA-
I, U evdlapépouy ol Avbpwmnol. ©a Kavw O Unopw via va oas
KPATNOW €6 NEPA Kal Ba €iual EUTUXNS AV TA KATAPEPW. AEV ExE-
e Napd va Siare€ete: Mnyaivete va okotwOEiTe, av Npotiudte. Eyw
00as &ivw TNV EUKAIpIa va SOUNEPETE Kal VA OWOEITE.

TIS YVWOTES 0€ OAOUS MPOOSEUTIKES I6€€S TOU SACKANOU EiXE UMEP-
KepdoEl N aywvia yia tTnv Npootacia twv onoudactwy Tou. N'vwpi-
{ovTds Tous OAOUS Kal E£pOVIAS OTI O BEUATIKES TWV QYWY TOUS SV
Ba e€16avikeuav TNV KATAoTAoN, OTNPIXTNKE OTIS IKAVOTNTES TOUS KAl
TOUS ApNoe eAeUBEPOUS VA SNUIOUPYNTOUV.

Tov lavoudpio tou 1941 eixe OAOKANPWOE N EKTUNWON TwWV TE00G-
WV ANBOYpapwv apiowy o didotacn 100X 70 ek. pe TNV £vOeIEn
«Epyaotnpliov Xapaktiknsy, tunwuéves oe 10.000 aviituna oto
AiBoypageio B. Manaxpuoaveou.

AUTN N NPOTPONN ToU KEQPAANVOU KaBws Kal N AUECN CUVEQYAOIa
TV 0MoudacTwy Tou, EYIVE N MPWTN EUKAIRIA YIA KOIVES CUVEPYQ-
ofes nou Eekivnoay oTN OUVEXEIQ.

2n SIApKeIa TS Katoxns, oxedIA0TNKE T0 AeUKWUA «T0 NaywvIy»
MOU TUNWONKE T0 1943 e 23 €yXpwHES EUNOYPAPIES Kal KEIUEVO

43



44

which was printed in 1943 with 23 colour block prints and text by
Zacharias Papantoniou, with the collaboration of students Christos
Daglis, Telemachos Kanthos and Luisa Montesantou. The prepa-
ration of album “Ten White Lecythoi of the Athens Museum” be-
gun in 1953, again with the collaboration by his students Luisa
Montesantou, Yorgos Varlamos and Nikos Damianakis, a chal-
lenging experiment which required a lot of preparation and mul-
tiple different techniques on the same picture. The project was
completed in 1956 and concludes Kefallinos’ design and publish-
ing innovations.

His dedication to his students, his personal choice to limit his own
work in printmaking and his preference to work on illustrations
almost ruled out any exhibiting activity in Greece. Save for his
sporadic participation in exhibitions from 1932 up until 1948,
mainly in the yearly Panhellenic exhibition, he did not present any
of his works in Athens.

Numbering roughly fifty prints, thirty book illustrations and the
aforementioned albums, as well as various graphic design works
which he undertook while serving as a Professor (stamp series,
honorary resolutions, etc.) his production as a printmaker is ex-
tremely limited.

However the benefits for Greek printmaking from the contribu-
tion of Yannis Kefallinos’ personality in its evolution, is showcased
by the following: the creation of two of the fullest, most challeng-
ing, stark and unigue albums, on which he worked together and
on equal terms with his students, but, even more importantly to
the ethos he instilled into the students of the School from 1933
until 1956.

Irene Orati
Art Historian

Timetable of the certified students at the Printmaking
Workshop of the Athens School of Fine Arts who studied
under Yannis Kefallinos

1933 Tassos Alevizos, Yorgos Dimou, Yannis Moralis,
Kostas Dakos, Moisis Raphael

1934 Tilemachos Kanthos, Eleni Konstantinidou,
Loukia Mangiorou

1936 Kostas Grammatopoulos

1937 Vasso Leonardou (Katraki), Louisa Montesantou

1938 Christos Daglis, Yorgos Manousakis

1941 Kostas Alexiou, Dimitris Tiniakos

1942 Yorgos Varlamos

1943 Diana Antonakatou, Lambros Orfanos

1945 Konstantinos Evrygenis

1946 Tonia Dendrinou (Nikolaidou), Thanassis Exarchopoulos

1947 Yannis Grammatikopoulos, Manolis Emmanouilidis,
Mariora Moissidou (Exarchopoulou)

1948 Yorgos Aggelopoulos, Iris Drakouli, Dimitris Papageorgiou

1949 Stavroula Voutsadaki, Vartholomeos Papadantonakis

1950 Dimitris Anagnostopoulos, Nikos Damianakis,
Epaminondas Nikolis

1952 Rena Anoussi (llia), Takis Katsoulidis

1953 Daniel Gounaridis

1954 Yannis Papadakis, Rena Tzolaki

1955 Ivoni Sirmopoulou

1956 Yorgos Milios



Zaxapia Manaviwviou, Pe TNV ouvePYaoia Twv onoudactwy Xpn-
otou AaykAn, TnAépaxou KavBou kal Aouidas MovieoavTou.

To 1953 apxilel N NPOETOILACIa TOU ASUKWUATOS «AEKA AEUKES
AKUBOI Tou Mouogiou ABNVWY», NAAI UE TNV CUVEPYADIa OMnou-
8aoTtwy, Tns Aouicas Movteadvtou, tou Mwpyou BapAduou Kar Tou
Nikou Aapiavdakn, €va SUoKONO Neipaua Pe PEYAAN MPOETOIPacia
Kal MOAAGMAES SIAPOPETIKES XaPAEels NAvw oTo 1610 B€ua, mou
ONOKANPWONKE T0 1956 Kal KAEIVEI TIS OXESIAOTIKES KAl EKSOTIKES
Kalvotouies tou I KepaAAnvou.

H apooiwon tou otous onoudacTes, N NPOCWIKN TOU EMIAOYN
Y10 MEPIOPIOUEVN MPOCWIKN EPYAGIA OTN XAPAKTIKN, N NEOTIUNoN
Y10 TOV OXE8IA0UO £pYWV YIA EIKOVOYPAPNON, OXESOV ANEKAEIOAV
NV €KBECIAKN TOU SpactnpldtNta oty EANGSa. Extos and tnv
onopadIkN CUPUETOXN TOU 0€ ekBEoEIS and 1o 1932 ws 10 1948,
KUpiws oTs MaverAnvies, 6ev Mapouoldlel To €py0 ToU KaBOAOU
otnv ABnva.

2€ NEPINOU MEVAVIA XAPAKTIKA, TPIAVIA €IKOVOYPAPNOEIS BIBAIWY
Kal Ta NaPandvw ASUKWUATa, KaBws Kal SIGPOPES EPYAcies OTIS
YPAPIKES TEXVES, TIS 0Moies avéAaBe ws Kabnyntns (oeIpés ypa-
LATOONHWY, TIINTIKA YNPiouata KAM), N Napaywyn Tou ws Xapdkin
eival e€aIpeTIKA MEPIOPICHEVN.

Opws 10 OPENOS NS EANNVIKNS XAPAKTIKNS and Ty cUUBOAN TNS
NPOCWNIKOTNTAS Tou MNAavvn KepaAnvou otny €EENIEN TNS, UNopel
Va EKPPAOTEl o€ SUO TOWEIS : TNV dnpioupyia SU0 and ta NANPECTE-
0a, NAEOV SUGKOAA, AITA KAl JOVASIKA AEUKWUATA, 0Ta 0Moia S0UAE-
Ye padi kal pe ioous 6pous e TouS OroudaoTES TOU KAl KUPIwWS, OTO
NBOS MoU LETEPEPE OTOUS OMOUSACTES TNS XONNS anod 1o 1933
€WS KAl To 1956.

Eiphvn Opdtn
loTopIKOS TEXVNS

XPOVOAOYIKOS KATAAOYOS MICTOMOINUEVWY ONoUSACTWV
Tou Epyactnpiou Xapaktikns tns AXKT, eni Si6aokaiias
Mdvvn Ke@aiinvou

1933 Taooos ANeBICos, Mwpyos Anuou, Navvns MopaAns,
Kwotas Ntdkos, Mwuaons Papani

1934 TnAéuaxos Kaveos, EAévn Kwvatavvidou,
Aoukia Mayyicpou

1936 Kwotas Maypatdnoulos

1937 Bdow Acovapdou (Katpdkn), Aouica Movieodviou

1938 Xpiotos AaykAns, Twpyos Mavouodkns

1941 Kwaotas AAegiou, Anpntpns Tnviakos

1942 Twpyos Baprauos

1943 Nudva Aviwvakdtou, Aaunpos Oppavos

1945 Kwvotavtivos Eupuyevns

1946 Tovia AsvEpivou (NikoAaidou), ©avdaons EEapxonouros

1947 Mavvns Mpapuatikdnoulos, Mavwans Egpavouniions,
Mapiopa Mwioidou (EEapxonoUiou)

1948 Twpyos AyyeAdnouAos, 1pis ApakoUn,
Anuntens MNanayewpyiou

1949 >taupoUia Boutoaddkn, BapBoiouaios Manadaviwvakns

1950 Anuntpns AvayvwaotonouAos, Nikos Aauiavakns,
Enaueiviovéas Nikoans

1952 P¢va Avouaon (HA@), Takns KatoouAidns

1953 Aavini louvapiéns

1954 MMavvns Manaddkns, Péva TCOAGKN

1955 YRoOvvVN ZupuonoUAoU

1956 Mwpyos MNAIos
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“PRAISED BE THE LIGHT AND MAN'S FIRST ROCKCARVED PRAYER" (ELYTIS, THE AXION ESTI)

The desire of all people is to attain immortality and their consolation in
light of this elusive dream has been, and will always be, to leave behind
afootprint of their time in this world. The poet himself lacked confidence
in the mmortality of his verse and so he engraved his name on ancient
marble! | am of course referring to Lord Byron with his name on the
Temple of Poseidon in Sounion, together with the names of many oth-
ers. Is there anything in this world more durable than rock to preserve
the fleeting presence of the first people “for all time™? The rock engrav-
ings in caves were our early ancestors’ first steps towards achieving
immortality. What secret message were they hiding in these carvings?
Why did our ancestors start to make these meticulous engravings? And
what a wonder they are! However, they attained true immortality when
these engravings took the form of writing. If these rock carvings had
never existed, would writing have even been invented? The remarkable
invention of writing proved to be “An adventure without end”, journeying
through the centuries and crossing great distances with all the materi-
als for achieving immortality at its disposal: rock, marble, clay, papyrus,
parchment, wooden and metal surfaces, paper, screen....using tools like
the “chisel”, stylus, pen, brush, keyboard...and naturally human thought
being with the main force behind its power, whether represented as an
image or a symbol: The hand in cave art displaying a declaration of pow-
er, the stamps and seals identifying the owner of the goods, the foot on
stone as a sign of slavery... Artistic forms for accounting transactions.
Later on, the engravings become symbols: - The Pictograms from Mes-
opotamia, etched on clay five and a half thousand years ago, which then
developed into cuneiform inscriptions that even today talk to us of gods
and heroes like the Epic of Gilgamesh, of laws and punishments such as
those inscribed on the stele of Hammurabi. - The Hieroglyphics in Egypt
engraved on the walls of the temples, the tombs, the statues, written on
papyri, funeral shrouds and potsherds, narrate stories and love poems,
songs, spells and magic and all with exceptional artistic brilliance. It was
five thousand years ago that art’s true meaning was inscribed in hiero-
glyphics: “Perfection has no end.” “Art has no bounds.” - In China, the
scratches on bones develop into Ideograms, rendered with exquisite
calligraphy on silk and paper, capturing knowledge, philosophy, poet-
ry and history. - Hieroglyphic carvings cross the centuries to the other

side of our world, found on massive rocks in Central America, revealing
the culture of the native peoples in defiance of their conquerors. - And
in Greece for about four thousand years, a kaleidoscope of writings:
the hieroglyphs of Crete, the undeciphered Phaistos Disc, the mystical
Linear A, the finds at Knossos, Chania and Mallia, Linear B - the lan-
guage of Nestor and Iphigeneia inscribed on simple clay tablets with
information on everyday life at Pylos, Mycenae, Tiryns, Eleusis, Thebes
and Orchomenos. - And in the end, the perfect Alphabet, a relative to
the Phoenician script, but how precise, simple and precious: with few
consonants and vowels carved on marble, how many votes, decisions
and reflections on democracy, on books, on love and half erased on wax
diptychs and school lessons! Writings that express the first principles
of Science, Ethics, Knowledge, Literature and has been educating all of
mankind for over two and a half thousand years.The art of Engraving
may have paved the way for Writing, but then it proceeded to anoth-
er remarkable craft, to Typography, the engraving of movable type or
whole blocks, made of wood or metal.
- An early example of typography, one though that did not continue, is
the undeciphered script that has been stamped with movable type on the
Phaistos Disc (1750 B.C)- The first book in history was printed (on pa-
per, a Chinese invention from the 1stcentury) with Woodblocks in China
onthe 11th May 868! It is the “Diamond Sutra”. Printing was further per-
fected, once again in China, with the invention of movable type printing,
originally made of clay (porcelain) by Pi Sheng in 1041, and later wood
type, followed by metal. - In the West, the invention of both Paper Making
and Printing came to be several centuries later: paper in 1268 in the city
of Fabriano in Italy, and printing in 1450 in Mainz, Germany by Gutenberg.
In short, it could be said that the art of Engraving, a unique method initial-
ly for communicating human thought, remained the preferred choice for
artistic books and extremely valuable in hard times for leaflets and propa-
ganda. This art is revolutionary. Even though it is born from the talent and
effort of one person, it embraces many. Inthe past, it was useful for every-
day life; today, exceptional and sought after, it opens pathways to aesthetic
pleasure. The art of Engraving has always carved out paths.

Dionysis Valasis

Visual artist EETE



“AZION EXTI TO ©QX KAI H NMPQTH XAPATMENH ZTHN METPA EYXH TOY ANSPQIMOY” (EAYTHZ, AZION EXTI)

H emBupia dAwv twv avBpwnwy eival n abavaoia, ki N napnyopid Tous
MPOCTE 01O ANIAoTo QUTO GVEIPO NTav -Kal eival Navia- 10 V' apnoouV
€va axvapl anod To NEPAcUA ToUS OToV KOOUO. AKOUA KI 0 MOINTNS EiXe Al-
yOTEPN EUNIOTOOUVN 0TV aBavaoia Twv OTixwv ToU ano To xdpayua tou
ovOuatos Tou oTo Pdppapo! Mizdw BERaia yia tov Aopso Mndupov, LE 10
Ovoua Tou oTov vaod Tou Mooegidwva oto Zouvio. ONws Kal MOAWY G-
AwV... Kal Tl unnpxe Mo oTEPe0 and Tov BpAxo Yia va KRATNOoE! «yia NAvIay
N PEVYANEQ NMAPOUCIA TwV MPWIWY avBpwNwy; Xapdyuata atov Bpdxo
s onnAIGs, NTaV Ta NPWTA BAPATA ToU avBpwIou YIA TNV KATAKTNoN NS
abavaoias. Molo KpUPO UNvUPa va GUAAVE 01 XaPAEEIS 0ToUS BPAXOUS;
WS OKEPTNKAV 01 MPGYOVOI Pas va T0 OKAAOOUV pe TG00 KOMo; Kai [e
nO00 wpaio anotéAeopal AN TNV AIwVIOTNTA NPAYUAT TNV KEPSIOQV,
otav ta xapdypara yivave fpan. Apaye, av 6ev ixave Xapage! EIKOVeS, Ba
eixav epeUpel I ypapn; H JeYaAeIdns epeUpeon NS ypapns, anodel-
XTNKE «MIQ NEPINETEIN XWPIS TEAOS», SIA0XICOVTAS TOUS AILVES KAI TIS AMo-
OTAGOEIS e OAQ T UNIKA TS abavaoias otn SidBeon ts: Metpa, papuapo,
MNAG, NANUPO, MEPYAUNVA, EUNIVES KAl JETAANKES EMIPAVEIES, Xapti, 060-
vN... ME EpYANEIQ TO «KANEWI», TOV OTUAO, TNV MEVVA, TO MIVEAD, TO MANKTPO...
Me SUvapn ths ndvia v avBpwnivn okEPN, oav EKOva N oav oUPBoAO.
To X€p1, 0TIS oNMNAQIOYPaPIES, WS MioTonoinon eEoucias, n opayida kai ol
oppayIbONIBoI, 0Ta €UNOPEUUATA YIa TAUTONOoINGN I810KTNGIAs, 0To MOS!,
OTNV METPA, WS EVOEIEN SOUNEIDS... KOANTEXVIKES POPUES YIA AOYIOTIKES
ouvaaayes. Ki Uotepa, ta xapdypata yivovial cUpBoAa: Ta Eixovoypdp-
Lata Ths Meoonotapias, xapaypéva atov MNAO, MPIv anod MEVIEUIOU XINIG-
5€es xpovia, efehiooovial oe XPnNVoeIdN xapdyuata, Nou Jas JIAAVE ws
ONPEPQ YIa BE0US KAl NPWES av ToV MTAYAUES, N YIA VOLIOUS KAl NOIVES 0avV
N GTNAN TOU XapoupauniTa lepoyAuIkd Ts AlyUMTou Xapayuéva o Toi-
X0US VAWV, TAPWV, 0€ ayAAUATa, YpauUEVa og Nanupous, O€ VEKPIKA OG-
Bava, oe 6OTPAKA,IoTOPOUV NAPAUUBIA Kal EPWTIKG MOINUATA, UUVOUS,
LAYEIEs Kal EOPKIa AOUYKOITNS KAANITEXVIKN TEAEIOTNTAS. Me 1E00YAUPIKG
XAPAXTNKE MPIV and NEVIE XINASES xpOvIa N UEYAAN AANBEIT TNS TEXVNS:
«T0 TENEI0 MOTE Sev €Xel TENOSY, «H TéxvN Sev €xel Opiay. Znv Kiva, 1a 0p-
VIBOOKOAOUATa 0€ 00TA, EEENIOOOVTAI O€ I6€0YPAUUATA Kal anodisovial
Le e€aioles KAMIYpaies, NAvw o€ PETAE! Kal xapT- yia TV anotunwaon
NS YVWONS, TS GIAOCOMIAs, TNS MoiNGNS, TNS 10TOPICS. lEQOYAUPIKA Xa-
pdyuarta S1aoxiouv Tous AIVES Kal oTnv GAAN LEPIA TOU KOOWOU Jas, OE
OYKWOEIS BPAXoUs otnv KeVIPpIKN ALEPIKN, aNOKAAU-MTOVIAS TOV MONIT-

OO TWV QUTOXBOVWY O€ MEIoUA TWV KATAKTNTWY Tous. Kal otnv EANGSA,
€50 Kal NEPIMOU TEGTEPIS XINAGES XPOVIA, EVA KAAEISOOKOMNIO YROPWV:
lEpOYAUPIKG TNS KENTNS, OTOV QvanoKpUMToypaento 6ioko ths daiotou,
LUOTIKN Mpappikn A, eupnuata og Kvwao, Xavid, MaNia, Mpapuikn B yia tn
YAWOoa Tou NEGTOPA Kal TNS PIVEVEIQS, OKANIOUEVN OE TANEIVES MMAIVES
MIVAKIGES e MANPOPOPIES TNS KABNUEPIVAS (WS, G€ TUA0, MuKknves, Ti-
puvBa, EAcuciva, ©nBa, Opxopevo. Kar aTo TEAoS, N TEAEIa AAPABNTIKN
YPaQn, ouyyEvioaa tns GOIVIKIKNS GAAG MOGO aKPIBAS, AITN KAl MOAUTIUN:
Me Niya oUp(puVa Kal pwVNEVTa xapayueva og udpuapo, ndoa Yneioua-
10, aNoPACEIS Kal 0ToXAooi yIa T Snuokpartia, yia ta BIBAIa, yia Tov £pw-
10" KAl PIoooBNopéva, o€ SIMTUXa — KNPWUATA, XONKE padnuatal fpaen,
MOU aPBPWVEI TIS MPWIES APXES TNS Emiotnuns, s HBIkNs, s Mvwaons,
NS AOYOTEXVIAS YIa vVa HOPPWVE €Ni NEPIOOOTERO and SUOUIO! XINASES
XpOvIa, OAOKANPN OXeSOV TNV avBpwndtnta. H Xapaktikn agou Gvoige 1o
5p0p0 ot [paen, MpoxwpeNaoe o€ GAANS TExvns Baupata. Xtnv Tunoypa-
@ia. Me xApa&n KIVNTWV OTOIXEIWV N OAOKANPWY MAGKWY — EUNIVWV N LIE-
TOMIKWV. Eva mpoigo Sefyua tunoypagias nou EUEIVE QWS XwpIS OUVE-
X€la, NV 10 AyVWOTO KEIUEVO MOU EXOUUE QMOTUNWUEVO HE KIVNTA
otoixeia otov Aioko s ®aiotou (1750 n.X.). To NPWIO KEUEVO OTNV 10TO-
pia, TunwOnke (o xapth, epelpeon KIVEGKN TOU NPWTOU AIVa) e MAGKES
Tuhoypaoias, ous 11 Maiou tou 868 u.X! Eivar «To BiBAio tou AlguavtioUuy
(Diamond Sutra). Kar n tunoypagia teAcionongnke, otnv Kiva ndvra, pe
NV EPEUPECN TWV KIVNTWV TUMOYPAPIKWY OTOIXEIWY, ApXIKG MMAIVWY
(nopoeravn) and tov M Zevyk 10 1041 X, apyotepa EUNVWY, Katoniy,
LETAMNIKV. 2Tn AUON, KAl N EPEUPEON TNS KATACKEUNS XapTioU kai n Tu-
noypagia yevvioUvial apKETOUS alwveS apyotepa. To xapti ota 1268 p.X,
otnv NOAN aunpiavo s Itahias, n tunoypagia ota 1450 p.X, otn Maye-
vtia s lepuavias and tov MkoUtevunepyK. ZUVortikd, 6a Aeyaue Nws N
XOPAKTKN, HovasIKN PEBoSOS apxIKA YIa TIS QVAYKES KOIVOMoINaNs NS
avBpWNIVNS OKEWNS, MAPELEIVE KAT EEOXNV EMMOYN YIA KAANITEXVIKA BI-
BAia kal EaIpeTikd NOAJTIUN OE KAIPOUS XAAENOUS YIa PUANGSIC EVNUEPW-
0oNs kal nponaydvéas. AUt N Téxvn eival ENavactatkn. Eva yevvietal and
TO TAAEVTO KAl TOV KOMO £VOS avBpwnou aykaNidlel noAouUs. MaNidtepa,
XPNOIUN YIa TNV KAONUEQIVOTNTA, ONUEPA EKAEKTN Kal NEPICATNTN, AVOIVEl
Spdpous alodntikns andrauons. H Xapaktikn and navia xapdlel 500Uous
Aiovuons Baraons

Eikaotkos EETE
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RESISTANCE ENGRAVED

One of the richest pages in the history of Greek Engraving was
writtenin the years of the Resistance against fascism, from 1940
until 1944, in the years of the armed struggle until 1949 and
durist the post-civil war era of prison and exile...

The reason is easy to understand, an engraving is not unigue,
although it is original... That era did not permit the wide-spanning
dissemination of images or messages in some other way. Engrav-
ing the mold on any available and suitable material and printing
on any paper was the best guarded and most suitable medium for
the dissemination of antifascist ideas. Thus, from the outbreak of
the Greek-Italian war, painters-engravers were enlisted. Athens
School of Fine Arts and Yannis Kefallinos (a close friend of com-
munist poet Kostas Varnalis) played an important role and in his
workshop grafted a whole generation of engravers with progres-
Sive ideas. Upon the outbreak of te war, Y. Kefallinos placed his
Workshop and his students at the disposal and service of warring
Greece, designing posters in support of public morale...

This resulted in the prominent role of young student-engravers
during the Nazi occupation of Greece, such as Kostas Gram-
matopoulos, Louisa Montesantou, Vaso Katraki, Tassos (Alev-
izos), Giorgos Varlamos, Loukia Mangiorou, Giorgos Dimou,
Tilemachos Kanthos and more...

In 1942 Kefallinos participated in the Second (B") Professional
Artistic Exhibition with three designs whose subject was the fam-
ine in Athens. He was arrested together with three of his students
(A. Tassos, A. Kanas and A. Korogiannakis) by the Italian occu-
pation authorities for “defeatism and communist activity” exem-
plified by their work and were imprisoned at the Averof Prison
Complex. Many of the resistance works for the struggle were
printed at Kefallinos’ workshop at Athens School of Fine Arts. In-
deed some of the works from Kefallinos™ martyrology, which he
referred to as the “Occupation Famine” (1942), were destroyed
by the Germans.

According to testimonies, such as that of engraver Giorgis Varla-
mos, most ASFA students actively participated in the Resistance.

The secretary of the United PanHellenic Organization of Youth
(EPON) during that era, Fivos Tsekeris, testified that in a raid at
the student’s union of ASFA many students were arrested and
some of them (amongst whom also Lola Varveri) ended up in the
crematories of Dachau Concentration Camp.

In 1943 the young students of ASFA establish the “Youth Crew”
which was largely responsible for the outlaw printed matter as
well as the artwork of the placard newspapers in circulation at
that time. Engraving was the honoured party, the Resistance and
its struggles became its caterers.

Engraving on wood was the main technique employed.. Paint-
ers-Engravers depicted in the work the state of affairs prevalent
in the cites and the villages. They thus inspired people and called
upon them to take action, not to bow or surrender, but to resist
the fascist occupation, to organize and fight for liberation. En-
gravers printed proclamations and slogans. Outlaw printing shops
were organized. In his testimony, Yannis Stefanidis described how
engravers worked, hidden under their houses. At night the lead
would provide the engravers with the slogan and the matrices
and copies would be ready by the next morning. Thus they were
circulated widely in the thousands, slogans and proclamations,
engravings from known and unknown engravers.

The Artistic Crew of EPON was created in this period, contribut-
ing in the sectors of propaganda and enlightenment. Painter-En-
graver Yannis Stefanidis designed and engraved the emblem of
EPON on wood, a work which became the symbol of youth and
the struggle.

A landmark and moving force was the establishment of the art-
ists’ National Liberation Front (EAM). The artists of EAM manned
the sectors of propaganda and enlightenment, under the quid-
ance of fighter Electra Apostolou, who was tortured and mur-
dered by German fascists in 1944. Dimitris Yioldasis, Giorgis
Dimou, Loukia Magkirou, Vaso Katraki, Christos Dadlis, Valias
Semertzidis, A. Tassos, Kostas Grammatopoulos, Anna Kindyni,
Yannis Stefanidis, Asantour Bacharian, Giorgos Sikeliotis, Gior-



H XAPAKTIKH THX ANTIXTAZHX

Mid and us nio NAoUCIES OEAISES OTNV 10TOPIa TNS EAANVIKNS Xapa-
KTIKNS YPAQTNKE 0Ta XpOVIa NS AvVTIOTAoNS KAtd ToU ¢paciouou, 0Ta
xpovia 1940-1944, o1a xpdvia ToU £VONAOU aywva ws 10 1949 kal
OTa YETEPPUNIAKA XpOVIa TNS PUACKNS Kal TS €€0PIas...

O AOYy0S €UvONTOS: TO XAPAKTIKO £pYO SEV €ival HoOvadIKO, av Kal €i-
val NpwIotuno... H enoxn exeivn 6ev enétpene T eupUtepn d1G600N
TWV EIKOVWY, TWV UNVULATWY, JE GANO TpOMO. H xApagn tns untpas
0€ 0Mn0IodNMNoTE NPOGPOPO UANIKO Kal N eKTUNWON O 0MoIodNMo-
€ Xapti, NTav 10 MNI0 NEPIPPOUPNLEVO KAl TO M0 NPOGPOPO PECO
0Tn 81A800N TWV AVTIPACIOTIKWY I6€wWV.. ET01 and TIS NPWIES WPES
TOU EAANVOITAAIKOU MOAEUOU O wypAPOol- XAPAKTES OTPATEUBN-
Kav. ZNUaviiko POAO €NaiEe N Avwtatn XxXoAn Kaiwy Texvov kal
0 5GOKAAOS TNS Xapaktkns, Mavvns Ke@ahinvos (Mpoownikos ¢i-
A0S TOU KOopUouVIoTN noiNth Kwaota Bapvain), 6To €pyactnplo Tou
0noiouU UNMOAIGOTNKE E TIS MPOOSEUTIKES IGEES IA OAOKANPN YEVIE
XAPAKTWV. Me TNV KNPUEN Tou MoAéoU 0 . Kearhnvos €0e0€ 10
Epyaotnpio Tou Kal Tous JaBntes Tou TNV UNNPEDIa TNS JAXOUEVNS
EANGSas 0xe61aovTas apioes e NEPIEXOUEVO MOU OTNPICE TO PPO-
VNpa tou Aaod...

‘Eto1 o1 vEol onoubaaTES XAPAKTES JEYAAOUPYNOAV UECT OTNV KATO-
XN: 0 Kwaotas Mapuatdonouios kai n Aouida Movieo@viou, n Bdow
Katpdkn, o Tacoos (ANeRios), o Twpyos Baphduos, n Aoukia
Mayyiwpou, o Mwpyos ANpou, 0 TNAEUAX0s KAvBos kal GANOL...

To 1942 0 Ke@aANVOs cUPLETEIXe 0TN B EnayyeAuatikn KaaAIte-
XVIKN ExBeon pe tpia oxedia pe B€ua tov Ao s ABnvas. Suvean-
@O padi e tpers pabntes tou (A. Taooo, Avtwvn Kava kal ANEEQv-
500 Kopoylavvakn) and Tis ITANIKES ApXES KAToxXNs yIa «NTtonddela
Kal KOUOUVIOTIKN Spdony €€QITIAs Twv €pywV TOUS Kal 0SnyNONKav
OTIS QUATKES ABEPWO. To €pyacTNPl Tou KEPAAANVOU €YIVE €0TIA
avtiotaclakns dpdons. Exkel tunwBnkav NoAAG avTioTaciakd £pya
Tou aywva. ManoTa, kataoTpd@nkay and tous lepuavous PEPIKA
€pya anod 10 YaptupoAdyIo Tou KE@aAANVoU, Nou T ovopacel «Aiuo
s Katoxnsy» (1942).

YUP(pWVa Pe paptupies 6Nws auth Tou xapdktn Mwpeyn BapAduou,
0l MEPIOOOTEPOI 0NMOUSAOTES TNs AYXKT CUULETEIXAV evEQYA OTNV

Avtiotaon. ZUu@uwva kal e paptupia tou Tote ypapuatéa s EMON
MoAutexveiou OoiBou Toékepn, oe EPOSO MOU £YIVE OTN AEOXN TNS
AYKT ouveAnpONcav MOANCI onoudacTes Kal kanolol (UETAEU Tous
kal n AOAa BapBEpn) katéAn€av ota kpepatdpia tou Ntaxdou.

To 1943 o1 veol onoudaotes tns AXKT dnuloupyouv TO «XUVEPYEID
Neohaiasy, mou €xel tnv kUpia euBUVN yia Ta NApAvVouad EVIUNA Ka-
BwWs Kal yIa TNV KAANTEXVIKN EMIJENEIQ TWV EPNUERIGWV TOIXOU MOU
KUKAOQOPOUV. H XapaKTIKN €xEl TNV TIUNTIKN TNS. H Avtiotaon kai o
aywvas €yvav IpoPosdotes ns.

O1 xapdKTeS NS €MOXNS OXOANAIOUV KAl NAPEUBAiVOuY UE TO €pY0
Tous. To xapayua oto EUAO AMOTEAEI TNV KUPIA TEXVIKN MOU XPNOI-
Honoletal. Zwypd@ol - Xapakies anotunwvav ota €pya tous Ty
KaTAOTAON MOU €NIKPATOUCE OTIS MOAEIS KAl 0Ta XwPId. Eunvéouy
10 AQ0, TOV KAAOUV Va N YOVaTioEl, va un oKUWEI TO KEPANI, VA avTi-
OTaBEl oTN PACICTIKN KATOXN, VA 0PYAVWOET Kal va NAAEYE yIa TNV
aneieudepwon. O XapdKTES TUMWVOUV NPOKNPUEEIS, cuveNuaTta.
Opyavwvovtal Ta napdvoua Tunoypageia. XUupwva Je paptupia
Tou Mavvn Xte@avién, o Xapaktes S0UAEUAV KpuUPEVOL. To Bpa-
8U N kaBodnynon €BIVE OTOUS XAPAKIES TO oUvONUa Kal 10 Mpwi
Ol UNTPES Kal T avTituna Ntav €1oia.. "ETol KUKAOQOPOUV NAQTId,
0€ XINGSES, TPUK Kal MPOKNPUEEIS, XapaKTIKG and enNwvUPous Kal
QVWVUUOUS XAPJKTES.

ANUIOUPYEITal 0€ QUTN TNV NEPIOSO TO KAANITEXVIKO YUVEQYEIO TNS
EMON, mou cuveloEPePE OTOV TOUEA TNS Mponaydvdas kai s dla-
pwtuons. O LwypdPos — xapdakns MNavvns Ste@aviéns oxed1alel kal
xapdooel 1o onpa s EMNMON og €U0, €py0 MOU €yIve GUUBOAO TNS
VEOAQIOS Kal TOU aywva.

2Ta0WPO Kal Kivnthpla SUvapn anoteAel n ispuon tou EAM KaANITE-
XvV. OI KOAITEXVES TOU EAM OTEAEXWOQAV TOUS TOUEIS TNS MPO-
naydavéas kal s S1apwutions, KAtw and TNV EUNVEUCUEVN KaBo-
dnynon tns aywviotpias HAEkTpas AnooToOAoU, Mou Bacaviotnke
kal SoAoPovNBNke 10 1944 and tous lepuavous gaociotes. O An-
untpns Moidaaons, Mwpeyns Angou, Aoukia Mayyiwpou, Bdow Ka-
TPAKN, 0 XpNotos AaykAns, o Baaias Xepeptdions, o A. Tdooos, 0
Kwaotas Mpaypatonouios, n Avva Kiveuvn, o Mdavvns Ztepaviéns, o
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gos Velissaridis and many more immediately took their positions
in the forefront of the struggle...

The National Resistance, the creation of EAM and EPON shaped
the conditions for the development of art’s political role and func-
tion. For the first time, engraving assumed such an intense social
function. Combatant engraving begun with publications in news-
paper “Rizospastis” [The Radicall and resistance printed matter.
Most of the visual artists who engaged with the political struggle
revolved around resistance Engraving. The engravings of the era
depict the struggle and sacrifices of the people, the resistance
against the Nazi occupation, the fight against conscription, the
executions of 200 communists in Kaisariani, the slaughter of Di-
stomo, Kalavrita, Kokkinia and elsewhere.

In the era of the “Mountain Government™ many engravers design
and engrave, for the needs of the struggle, bills and bonds by the
Political Committee of National Liberation (PEEA), as well as its
stamps.

On May 1, 1945, the anniversary of the execution of two hun-
dred patriots by the occupiers in 1944, the album “The Sacrificial
Grounds of Liberty” is published, with block prints by: Al. Korogi-
annakis, G. Velissaridis, V. Katraki, A. Tassos, L. Magkiori and G.
Manousakis.

Makronisos, Ai Stratis, Gavros, Leros, Trikeri, Anafi, Yioura and
Lemnos were among the many places which became lands of ex-
ile and torture. This was the reward for the struggle and liberation
of our nation from foreign and domestic tyrants: prison, exile and
torture... Engraving became a medium of communication in the
hard years of prisons and exile, the years of the aftermath of Oc-
cupation and the Civil War, until 1974 and the “Regime Change”.
Exiled engravers give abundant information, through their work,
on the living conditions while in exile. Works by Christos Dadglis,

Giorgos Farakidis, Vasilis Vlasidis and many others are revealing,
depicting in detail every moment of life in exile, their daily-life and
their torture. They constitute historical testimony... Many artists
(Christos Daglis, Giannis Ritsos, Vaso Katraki, Giannis Stefanidis,
Tasos Zografos, Vasilis Vlassidis, Giorgis Farsakidis, Katerina Ha-
rigti-Sismani, Thomas Molos, Vasilis Armaos and more, amongst
whom many fighters whose names we don’'t know) imprinted on
engravings their experiences from the places of exile, moments
from their daily-lives, engraved greeting cards, left their engrav-
ing work as testimony and entrustment...

Art lessons were organized by the exiled in these hard and in-
humane conditions at these hellholes: Ch. Dagklis and G. Ritsos
were amongst the teachers who inspired other exiles.

The prison itself also became a source of inspiration. The engrav-
ings by Zisi Marki (1960-1962) depicting the well-known phoenix
of Averof Prisons, around which the sentenced to death female
prisoners danced, are characteristic of such works.

The Engraving of the 1940-1949 struggle, but also the Engraving
carried out inside the prisons and places of exile was born on the
grassroots level, spurred out of the grassroots movement and
contributed to the recording of the vision and hopes of common
people for a better life, for a fairer world. Engravers were fer-
mented in organized struggle together with fighters from allover
Greece and stood with them, side-by-side, in the first line. Engrav-
ing embraced the problems and the dreams of the overwhelming
majority of Greek people. Because an engraved work of art is al-
ways original, without being unigque. It can circulate and be owned
by many. For Engraving is a true folklore art...

Eva Mela,
Painter-engraver



AcavtoUp Mnaxapidv, o Mwpyos ZIKeEAWNS, o Mwpyos BeAlooapi-
8Ns NNPAV APESWS UAxIUN BEan...

H EOvikn Avtiotaon, n dnuioupyia tou EAM kal tns ETTON, dnpioup-
YNOE TS NPoUNoBEoels via TNy avantuén Tou NOAITIKoU pOAOU NS
TExvNs. Mo MpwIn Popa, N XAPAKTIKN ANEKTNOE TOC0 EVIOVA KOIVW-
VIKN AEITOUpYia. H aywvioTIKN xapaktikn Eekivnoe Je SNUooIEUoEIS
otnV EpnUEPiSa «PICoondoTns» kAl 0Ta aviioTaciakd éviuna. Mipw
anod TNV avlioTaolakn XapaKTIKN OUYKEVIPWONKE T0 UEYAAUTEQO
EPOS TWV EIKAOTIKWY KAANTEXVWV KAl OUVSEONKAV E TOV MONITIKO
aywva. X1a XapakTIka €pya tns €NoxNs anotunwvovtal n ndan kai
ol Buaies Tou AdoU, N avtioTaon oTous vadi KATAKINTES, O Aywvas
evavtia otnv €NIOTPATEUON, 01 EKTEAETEIS TwV 200 KOUHOUVIOTWY
otnv Kaioapiavn, n opayn oto Aiotouo, ota KaadBputa, otnv Kok-
KIVIG Kal GAAOU.

Tnv nepiodo s «KuBEpvnaons Tou BouvoUy MOANOI XOPAKTES OXe-
81670uV Kal Xxapddouy via TS avAyKeS TOU aywva Ta XapTovouiouata
Kal Ta ogoAoya Tns MEEA, Kabws kai ta Mpapuatoonud mns.

Tnv Mpwrtopayid tou 1945, en<telo NS eKTEAEONS T0 1944 Siako-
0lWV NATPIWTWY ano TOUS KATAKINTES, ekSIGETAI TO AeUKWUA «BUaI-
aoTNPIO TNS AEUTEPIASY, UE EUNOYPAMIES Twv: AN, Kopoylavvakn, I
BeAiooapin, B. Katpdkn, A. Taooou, A. Mayyiwpou, I. Mavouodkn.
Makpovnoos, An Ztpdtns, Tuapos, Apos, Tpikepl, Avaen, Moupa
Kal ANPVOS kal MOANOI GAAOI TOMOI, £yivay TOMNOI €0pIas Kal Japtu-
piou. Auth "tav N avtagolfn yia Tov aywva yia tny aneAeuBepwan
NS XWPAS Pas and Tous EEVOUS Kal vIONIous SUVACTES: N PUAAKN,
n e€opia, kal ta BacavioTNPIa.. H XapakTikn £yIVE LECOV EMIKOIVWVI-
as ota SUCKOAA XpOVvIA TWV PUAGKWY Kal TNS £€0pIas, XpOvwy Mou
akohouBnoav tnv Katoxn kai tov EgpuAio, ws 10 1974, ws TN pe-
TAMoAiTeuon..

O1 €E6pIoTOI XAPAKTES, JEOA and Ta €pya Tous, ivouv NANBOS MAN-
POPOPIWY VIO TS CUVONKES {wns otnv £€opia, ANOKAAUNTIKA T
€pya tou Xpnotou AaykAn, tou Mwpyou Gapoakidn, tou Baciin

BAacibn kal MOAWY GAAWY, MOU ANOTUNWVOUV UE AEMTOUEPEIES
KABE OTIyuN oTn dwn oTnv £€0pia, TNV kaBnuepivotnta, ta Bacavi-
0TNPIa, Kal anotehoUV TEKUNPIA 10TOPIAS...

Y€ QUTES TIS SUCKOAES Kal andvOpwnes cUVONKES 0pyavwONKay
ano Tous €EOPIOTOUS OTA KOAAOTNPIA autd pabnuata texvns: Ad-
OKAAOI MOU eVENVEUOQAV AANOUS EE0PIOTOUS NTaV 0 Xp. AQYKANS Kal
0 I Pitoos. MoAoi kaAAITéxves (Xpnatos AaykAns, Mavvns Pitoos,
Baow Katpdkn, Mdvvns Xtepavidns, Taoos Zwypdpos, Baoiins
BAaoaiéns, Mwpyns Gapaoakiéns, Katepiva Xapidtn-Ziopdvn, 6w-
as MwAos, Baciins Apudos kal GANOI, PETAEU Twv onoiwv Kal
MOANOI OVWVULOI QYWVIOTES), AnotUnwoav 0€ XapakTika 1a BIwpa-
¢ TOUS ano Tous TONous €€opias, TS KABNUEPIVES OTIYUES, xApa&av
EUXNTNPIES KAPTES, aS APNOAV TO XAPAKTIKO £pYO TOUS Japtupia
Kal MOPAKATABNKN...

H QUAGKN £yIVE KI QUTA MNYN €UNVEUONS. XaPAKINPIOTIKA T4 XaPa-
KTIKG €pya TNS QUACKIOUEVNS (1960-1962) xapdktpias Zidhs Ma-
KPN MOU ANEIKOVICOUV TOV YVWOTO POIVIKA TwV QUATKWY ABEPWO,
yUpw ano Tov onoio xOpeuav ol JEANOBAVATES KPATOUEVES.

H Xapaktikn tou aywva 1940-1949 ahAd Kal EKEIVN MOU EYIVE OTIS
(PUACKES Kal oTIS e€opies, yevvnBnke and tov Aaikd napdyovia, anod
T0 AQIKO KIVNPQ, KAl CUVERAAE OTNV KATAYPAPN TwV OPAUATWY Kal
TV EANIGWVY TOU AQoU YIa pIa KAAUTEPN {wn, YIa £va SIKAIOTEPO
KOOWO. O1 XapAKTeS CUPWONKAV OTOV 0PYAVWHEVO AywVa LE TOUS
aywVIoTES and OAN TNV EANGSA, Bpé€BnKav ol {6101 aTNV NPWIN ypau-
UN.. H xapaktikn otdbnke kovid ota NPoRANUATA Kal T OVEIRA TNS
HEYAANS MAEIOWN@ias Tou eEAANVIKOU Aaou. Mati 1o eIkaotikd xapa-
KTIKO €pYO £ival NAVIA NPWIOTUNO, XWEIS va eival povadikd. Mnopsf
VA KUKAOPOPEI KAl Va YIiVETAl KTNWA Twv MOAAWV. [1ati N Xapaktikn
eival pia npayuatika Aaikn texvn...

EUa Mend
ZwYpAapos-xapdkipia
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EQOPEIA APXAIOTHTQON
MANAIOANSPQIMOAOTIAYL =X TTHAAIONOT AL
EPHORATE OF ANTIQUITIES
OF PALEOANTHROPOLOGY-SPELEOLOGY

Attikn, Bapn,
YnnAaio Nupggoinntou YunttoU

Attica, Vari,
Cave of the “Nympholept™ on Hymettos

MOYZEIO XETAO KINA
HETAO HERITAGE MUSEUM OF CHINA
Z®0
Animal




FAANIKH AHMOKPATIA YTIOYPIEIO MOAITIXMOY
EONIKO KENTPO MPOIZTOPIAY
BPAXOXAPAZEIX
FRENCH REPUBLIC MINISTRY OF CULTURE
NATIONAL PREHISTORY CENTRE
ROCK CARVINGS

Bpaxoxapdtels, Katapuyio (Aopsovn) Wapi

Rock Carvings, Rock Shelter (Dordogne) Fish

E©NIKO APXAIOAQOIIKO MOYZEIO, AGHNA
EAAHNIKO YTOYPTEIO MOAITIXMOY KA
ASAHTIZMOY
TAMEIO APXAIOAOTTKQN MOPQN
NATIONAL ARCHAEOLOGICAL MUSEUM, ATHENS
OHELLENIC MINISTRY OF CULTURE AND SPORTS
ARCHAEOLOGICAL RESOURCES FUND

MAANIVN mivakida ognvoeisous ypa@ns nou
kataypd@el nivaka MOANANAQCIACHWY.
MaiaioBaBuiwviakh nepiodos (2017-1595 n.X.).
Ap. eup. EAM 1 16702

Clay tablet with cuneiform script recording
a multiplication table.
Old Babylonian period (2017-1595 BC).
Inv. no. NAM P 16702
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EMIrPA®GIKO MOYZEIO
YMOYPTEIO MOAITIZMOY KAI AGAHTIXMOY
FENIKH AIEYSYNXH APXAIOTHTQON KAl
MOAITIZTIKHE KAHPONOMIAX
OPTANIXMOZ AIAXEIPIZHZ KAl ANATITYEHX
MNOAITIZTIKQN MOPQN
EPIGRAPHIC MUSEUM
HELLENIC MINISTRY OF CULTURE AND SPORTS
GENERAL DIRECTORATE
OF ANTIQUITIES AND CULTURAL HERITAGE
HELLENIC ORGANIZATION OF CULTURAL
RESOURCES DEVELOPMENT

EM11536(IG VII 1828)10s ai. p.X. Eniypapua
(noinua). Avaenua tou Adpiavou otnv Appoditn.

EM 11536(1G VIl 1828) 1st c. A.C Epigram (poem).

Dedication of Hadrian to Aphrodite.

MOYZEIO APXAIAZ ATOPAX
EQOPEIA APXAIOTHTQN MOAHZ AGHNQN
YMOYPTEIO MOAITIZMOY KAl AGAHTIZMOY
OPTANIZMOZ AIAXEIPIZHZ KAI ANAMTYEHX
MOAITIZTIKQN MOPQN
MUSEUM OF ANCIENT AGORA
EPHORATE OF ANTIQUITIES OF ATHENS CITY
HELLENIC MINISTRY OF CULTURE AND SPORTS
HELLENIC ORGANIZATION OF CULTURAL RE-
SOURCES DEVELOPMENT

XAAKIVN 8IKAOTIKA PHPOS, KATASIKAGTIKA
40s al. n.X. ABhAva

Bronze juror’s ballot for condemnation
4th c. B.C. Athens

RHAITOTOT k:l".-'l'*?‘i‘-fféﬁ'f'.,aki FEfFR

AETTIAILE x".a.:*h b al“"".‘
-w.:ﬂm:“u TTAPARH o,
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ANDOEE N ISR PTAN O A o

HRGT O RANEN IO SENTYNHE AT, .
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APXAIOAOI' KO MOYZEIO ©HBAL
YMOYPTEIO MOAITIZMOY KAI AGAHTIXMOY
MENIKH AIEYSYNXZH APXAIOTHTQON KAl
MOAITIZTIKHE KAHPONOMIAY EQA BOIQTIAZ
ARCHAEOLOGICAL MUSEUM OF THEBES
HELLENIC MINISTRY OF CULTURE AND SPORTS
GENERAL DIRECTORATE OF ANTIQUITIES AND
CULTURAL HERITAGE
EPHORATE OF ANTIQUITIES OF BOEQOTIA

ZppayISokUNIVEpol and Aaloupitn Je OPNOKEUTIKES
NapaoTAcels Kal ENYPAQES € opNVOEISH ypapn.

130s al. n.X. Avdktopo ©npas.

Lapis lazuli cylinder seals. They carry religious

representations and inscriptions in cuneiform script.

13th ¢.B.C. Palace of Thebes.

AIAXPONIKO MOYZEIO AAPIZAZ
YMOYPTEIO MOAITIZMOY KAl AGAHTIZMOY
FENIKH AIEYEYNZH APXAIOTHTQN KA
MOAITIZTIKHE KAHPONOMIAZ EOA AAPIZAZ
DIACHRONIC MUSEUM OF LARISSA
HELLENIC MINISTRY OF CULTURE AND SPORTS
GENERAL DIRECTORATE OF ANTIQUITIES AND
CULTURAL HERITAGE
EPHORATE OF ANTIQUITIES OF LARISSA

AiBivn oppayiéa veolIBIKNS LE poTiBo
gaiavépohaBupivoou.
Méon NeoAIBIkn nepiodos (5.880-5.400 n.X.)

Stone seal bearing motif of the “meander maze”
Middle Neolithic period (5.800-5.400 BC)
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APXAIOAOI'IKO MOYZEIO XQPAX MEXXHNIAZ
YMOYPTEIO MOAITIZMOY KAI AGAHTIXMOY
OPTANIXMOZ AIAXEIPIXHZ KAl ANATITYIHX

MOAITIZTIKQN MOPQN
ARCHAEOLOGICAL MUSEUM OF CHORA MESSINIA

HELLENIC MINISTRY OF CULTURE AND SPORTS

HELLENIC ORGANIZATION OF CULTURAL RE-
SOURCES DEVELOPMENT

H api6. Un 2 mivakiéa Mpayuikhs B” and 1o AvAktopo
Tou Néotopos. 1200 n.X. nepinou.

The Un 2 Linear B tablet from the Palace of Nestor,
1200 B.C.

APXAIOAQOI'IKO MOYZEIO IQANNINQN
YMOYPTEIO MOAITIZMOY KAl AGAHTIZMOY
TAMEIO APXAIOAOTIKQN MOPQN EQA IQANNINQN
ARCHAEOLOGICAL MUSEUM OF IOANNINA
HELLENIC MINISTRY OF CULTURE AND SPORTS
ARCHAEOLOGICAL RESOURCES FUND
EPHORATE OF ANTIQUITIES OF IOANNINA

12238(M151)
Xpnothplo éAacua o€ HéAuBso,
TENOS 50U — apx€s 4ou aiwva n.X.
Awdwvn 1929-1935
MéAuBS0s, punkos: 0,050 p., NAdros: 0,036 p.

12238(M151)
Lead oracular tablet,
late 5th - ealy 4th century B.C.
Dodona 1929-1935
Lead, length: 0,050 m, width: 0,036 m.




MOYXEIO EMIZTHMHZ KAI TEXNOAOTTIAZ KINA
(MEKINO)
CHINA SCIENCE END TECHNOLOGY MUSEUM
(BEIJING)

X&Akivn nAdka, 30 x 42*
XPNGIPOMOIEITO YIa TNV eKTUMNWON XAPTOVOUICUATWY
Auvaoteia Moudv 1287

Copper Plate, 30 x 42*
Used for printing paper money
Yuan Dynasty 1287

KYTPIAKO MOYZEIO
CYPRUS MUSEUM

Mivakiéa ue eyxdpakta cUpBoAa
KUMPIaKAS ypaens and tnv Eykwpn.
“Yotepn Kunpiakn lIA nepiodo (1210-1190 n.X.)
ENK 1687

Inscribed tablet with
Cypro-Minoan text from Enkomi.
Late Cypriot IIA period (1210-1190 BC)
ENK 1687

* Q1 8laoctdoels €ival o€ ekatootd, ekTOs eAav avaypd@etal aANWS.

* All dimensions are in centimeters unless otherwise stated.
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MOYZEIO ZATKAHZ, KINA
SHANGHAI MUSEUM, CHINA

Enypagn oto Bao You, 110s aicvas n.X
Xutd koppdt enypagns o€ XdAKIvo Soxeio kpaaiou

Bao You
Inscription on Bao You, 11th century BC
This is a piece of inscription cast on the bronze
wine pot Bao You.

MOYZEIO-BIBAIOGHKH XTPATH EAEYSEPIAAH
TERIADE
MUSEUM-LIBRARY STRATIS ELEFTHERIADIS
TERIADE

LES IDYLLES
Henri Laurens AiBoypapia 1945 (33X25)

LES IDYLLES
Henri Laurens Lithography 1945 (33X25)
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MOYZEIO IXAAMIKHZ TEXNHZ-MOYZEIO MIMNENAKH
MUSEUM OF ISLAMIC ART- BENAKI MUSEUM

Awpiba xaptioU pe €vTuno Keipevo
Aiyuntos, 120s-130s aiwvas, Yy.: 37,5
Paper scroll with printed text
Eqypt, 12th-13th century, H.: 37.5

NAYTIKO MOYZEIO EAAAAOE
HELLENIC MARITIME MUSEUM

PEIvVYKA TZwptl OiAin (1802-1835)
Emxpwuatiopévn Aiboypagpia, 31 x 45
ekd. Colnaghi and Son., 18/1/1828.
Ap. OUA.: 2.615

Reinagle George Philip 1802-1835)
Coloured lithograph, 31 x 45
ed. Colnaghi and Son., 18/1/1828.
Collection no.: 2.615
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EONIKO IZTOPIKO MOYZEIO
METAPO MAAAIAYZ BOYAHZ AGHNA
NATIONAL HISTORICAL MUSEUM
OLD PARLIAMENT HOUSE

Anoyn Tou lMNMapBevwva and ta Mponuiaia
Akouartivta ané to AeUkwpa “View in Greece”
tou Edward Dodwell, Aovéivo, 1821
Ap. taut. 14275-7

View of Parthenon from the Propylaea.
Aquatida from the album “View in Greece”
by Edward Dodwell, London, 1821
No 14275-7

IATMTONIKH TEXNH
JAPANESE ART

Toyloxdpa Kouvitaika (1835-1900)
H6onoloi tou 6edtpou KapnoUki Méitg 13 (1880)
Tuloypagpia ukiyo-e lanwvia Tpintuxo (36 x 71)
ZUAN\oyn TMpyou Pigénouiou
(MoAtikds Mnxavikds ZUAEKTNS XAPAKTIKWV €PYwWY
kai BIBAIwV)

Toyohara Kunichica (1835-1900)

Actors of Kabuki theatre” Meiji 13 (1880)
Woodblock ukiyo-e Japan Triptyc (36 x 71)
Collection of George Rizopoulos
(Civil Engineer - Collector of engravings and books)




EONIKH MINAKOSHKH
MOYZEIO AAEZANAPQY X0YTXOY
NATIONAL ART GALLERY
MUSEUM ALEXANDROS SOUTSOS

Ntipep ANunpext (1471-1528)

H Mavayia pe tnv paiuol 1497-1498
XaAkoypagia o€ xapti 19 x 12,3
M. 2282
Owtoypdeion Ztaupos WupoUkns

Durer Albrecht (1471-1528)
The Virgin and Child with The Monkey 1497-1498
Engraving 19x 12,3
M. 2282

MOYZEIO AZIATIKHE TEXNHZ KEPKYPAZ
CORFU MUSEUM OF ASIAN ART

Katoouoika Xokouadi (1760-1849)
«To (pdvtaopa Olouay
and tn og1pd « Ekatd 10topies paviaopdtwyy 1831
Tuloypagia ukiyo-e lanwvia ZuAhoyn Mavou
AE 7659

Katsushika Hokusai (1760-1849)
«The Ghost Oiwa»
from the series «One hundrend ghost stories» 1831
Woodblock ukiyo-e Japan, Manus Collection
Inv. No 7659
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ZYANOIH ETAIPEIAZ EIKAZTIKOQN TEXNQN
ATAZZOX
COLLECTION OF THE A. TASSOS
FINE ARTS SOCIETY

A. TAX>0X (1914-1985)
Apiépwpua otnv ANKn T., 1962
Fuhoypagia 100 x 35

A. TASSOS (1914-1985)
Tribute to Aliki T., 1962
Woodcut 100 x 35

APIZTEIAHY POBEPTOX (1835-1892)
Apxaia Ayyeia, 1855,

Tuloypagia oe 6pBio ELNo, 11,2 x 14,5
(Zunhoyn Mdvvn Manakwvotaviivou)

ARISTEIDIS ROVERTOS (1835-1892)
Ancient Pottery, 1855,

Wood engraving, 11.2x14.5

(Yannis Papakonstantinou Collection)




ATIOPEITIKH MINAKOSHKH, IEPA MONH ~IMONOZ
METPA
MOUNT ATHOS ART ARCHIVES, HOLY MONASTERY
OF SIMONOS PETRA

H Movh Alovuaiou, 1780
Xahkoypagia, 55 x 73
(oUyxpovn avatinwon and tnv aubeviikA uAtpa)
YUA\oyn Kaundvn Mdpkou

Dionysiou Monastery, 1780,
Copper engraving, 55 x 73
(contemporary print from the original plate)
Markos Kampanis Collection

OEPMMMOX I. NIKOAAOX (1851 - 1916)
Mapyapita ANBAva-Mnvidtn, 1874/1882
Fuhoypagia o€ 6pbio EUro 12 x 9
(ZuAhoyn Tidvvn Manakwvotavtivou)

FERBOS I. NIKOLAOS (1851 - 1916)
Margarita Alvana-Miniati, 1874/1882
Wood engraving 12 x 9

(Yannis Papakonstantinou Collection)
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FAAANHZ AHMHTPHZ (1879 - 1966)
To naidu tou Mdana otnv Avignon 1914
Fuhoypagia oe 6pbio EUNo 34,2 x 32,2
(ZuAhoyn Tidvvn MNanakwvotavtivou)

GALANIS DIMITRIS (1879 - 1966)
The Pope's Palace in Avignon 1914
Wood engraving 34.2 x 32.2 cm
(Yannis Papakonstantinou Collection)

BOEOAQPOIMOYAQX AITEAQX (1884-1966)
Bda2o pe tpiavtdpuira 1936

Tuloypapia og 6pbio EUNO 25 x 36
(ZuN\oyn TpuomoAdkn)

THEODOROPOULOS ANGELQS (1884-1966)
Vase with roses 1936

Wood engraving 25 x 36

(Gryspolaki Collection)




ZABITZIANOZ MAPKOZ (1884 - 1923)

Mpoownoypapia (n untépa tou KaAAITExvn;) 1912-1919

Xahkoypagia (eau forte) 8,6 x 7.5
(ZuMhoyn TMdvvn MNanakwvotaviivou)

ZAVITZIANOS MARKOS (1884 - 1923)
Portrait (the artist’s mother?)1912-1919
Etching 8.6 x 7.5

(Yannis Papakonstantinou Collection)

KOIEBINAXZ AYKOYPIOX (1887-1940)
Zépipos 1927

XaAkoypapia 21,5X 27

(Zuahoyn MpucnoAdkn)

KOGEVINAS LYKOURGOS (1887-1940)
Serifos 1927

Engraving 21.5X 27

(Gryspolaki Collection)
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KEQAAAHNOZ INANNHX (1894-1957)

To nayoévi 1938

‘Eyxpwun Euhoypapia og 6pBIo EUN0 19 x 22
(Zuhhoyn TpucroAdkn)

KEFALLINOS YANNIS (1894-1957)
The peacock 1938

Color woodcut 19 x 22
(Gryspolaki Collection)

KEOAAAHNOZ INANNHX (1894-1957)

Yuvepyaoia pe tous padntés tou AOYIZA MONTEZANTOY,
IQPIrH BAPAAMO kai NIKO AAMIANAKH

Aéka Neukai Attikai AnkuBol 1953-1956

Eyxpwun xaAkoypagia, ENIXpWUATIOPEVN Kal
QINOTEXVNPEVN OTO XEPI E PEIKTN TEXVIKN 40 x 50
(ZuMoyn KoppouvioTikoU Koupatos EANGSas)

KEFALLINOS YANNIS (1894-1957)

Collaboration with his students LOUISA MONTESANTOU,
GIORGIS VARLAMOS and NIKOS DAMIANAKIS

Ten White Attic Lekythos 1953-1956

Engraving, colored by hand, mixed media 40 x 50
(Communist Party of Greece collection)




MAMNAAHMHTPIOY EYBYMHZ (1895 - 1958)

To Wap! 1956

MeIKTA TeXVIKN (Eyxpwpn Euhoypagia kal AivéAeoup) 49 x 27,5
(Zunhoyn Tdvvn ManakwvoTtavtivou)

PAPADIMITRIOU EFTHYMIS (1895 - 1958)

Le Poisson (The Fish) 1956

Mixed media (coloured woodcut and linoleum) 49 x 27.5
(Yannis Papakonstantinou Collection)

AXTEPIAAHX ATHNQP (1898 - 1977)
Kapoua€N (ANoydkia Tou Aouva napk) 1968
Nivéreoup 42 x 36

(Zuhhoyn Tdvvn MNanakwvotaviivou)

ASTERIADIS AGINOR (1898 - 1977)

Carousel (Horses of the amusement park) 1968
Linoleum 42 x 36

(Yannis Papakonstantinou Collection)
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FTANNOYKAKHX AHMHTPIOZ (1898-1991)
Tupvd 1938

Xahkoypagpia 27 x 24

(ZuA\oyn MpucmnoAdkn)

GIANNOUKAKIS DIMITRIOS (1898-1991)
The nude woman 1938

Copper engraving 27 x 24

(Gryspolaki Collection)

BENTOYPAZ NIKOAAOZ (1899 - 1990)

Nitaveia otnv KE€pkupa 1974

‘Eyxpwpn xaikoypagia (eau forte & aquatint) 49 x 39
(ZuNhoyn Tidvvn MNanakwvotaviivou)

VENTOURAS NIKOLAOS (1899 - 1990)
Litany in Corfu 1974

Coloured etching with aquatint 49 x 39
(Yannis Papakonstantinou Collection)
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KOPOIIANNAKHZ AAEEANAPOX (1900-1966)
Epyatikd Einvnua 1937

Tuhoypapia og épbio EUNo 25,5 x 31

(Zuhhoyn TpucrnoAdkn)

KOROGIANNAKIS ALEXANDROS (1900-1966)
Worker's morning 1937

Wood engraving 25.5 x 31

(Gryspolaki Collection)

MAAKQTAPHY KQXTAY (1902 - 1969)
YKUpos 1953

Fuhoypagia 30,3 x 22,5

(Zurhoyn TMdvvn ManakwvoTtavtivou)

PLAKOTARIS KOSTAS (1902 - 1969)
Skyros 1953

Woodcut 30.3 x 22.5

(Yannis Papakonstantinou Collection)
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BAZIAEIOY ZMYPOZ (1902 - 1985)

H 6aupatoupyds Aligia 1941
FTuhoypagia o 6pbio EUno 10,4 x 11,6
(Zunhoyn Tdvvn Manakwvotaviivou)

BAZIAEIOY ZMYPOX (1902 - 1985)
The Miracle Fishing 1941

Wood engraving 10.4x 11.6
(Yannis Papakonstantinou Collection)

PEITKOZ MOAYKAEITOZ (1903 - 1984)
O yAUntns MavvoUins XaAends 1937
Tuhoypapia og 6pbio EUNo 14,7 x 12,6
(ZuAhoyn Tdvvn MNanakwvotaviivou)

REGKOS POLYKLEITOS (1903 - 1984)
The sculptor Yannoulis Halepas 1937
Wood engraving 14.7 x 12.6

(Yannis Papakonstantinou Collection)




ZEMMOZ EMMANQOYHA (1905 - 1955)
Katoxn

Fuhoypapia 21 x 29

(Zurhoyn lop&avn XpiotoSoUAou)

ZEPPOS EMMANUEL (1905 - 1955)
Occupation

Woodcut 21 x 29

(lordanis Christodoulou Collection)

MAPBAZ TAKHZ (1905 - 1965)
To cuvepyeio nou ypdpel cuvBAuaTta oTous ToiXxous
Tuhoypagia 25 x 25

MARTHAS TAKIS (1905 - 1965)
The team writing slogans on the walls
Woodcut 25 x 25
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MIEKIAPH KOYAA (1905 -1992)

Ané 1o napabupo (otnv e€oxn) 1949
FTuhoypagia o 6pbio EUNo 34,6 x 30
(ZuMoyn Mdvvn Manakwvotaviivou)

BEKIARI KOULA (1905 -1992)

From the window (in the countryside) 1949
Wood engraving 34.6 x 30

(Yannis Papakonstantinou Collection)

MOZXOZ INQPIroz (1906-1990)
YKuplavo Xnit 1948

Tuhoypapia og 6pBio EUNO 29 x 34
(Zunhoyn Tpucnohdkn)

MOSCHOS GEORGE (1906-1990)
House in Skyros 1948

Wood engraving 29 x 34
(Gryspolaki Collection)




BEAIZXAPIAHY TEQPTIOX (1909-1994)
"Yépa 1954

Tuloypagia oe nAdyio EUNo 50 x 44
(ZuAhoynh MpuonoAdkn)

VELISSARIDIS GEORGE (1909-1994)
Hydra 1954

Wood engraving 50 x 44

(Gryspolaki Collection)

YEMEPTZIAHZ BAAIAZ (1911 - 1983)
Eepoptdvovas ta kaikia 1948
Xapaktikd o€ PETAANO (-)

(ZuAroyn Tidvvn ManakwvoTtavtivou)

SEMERTZIDIS VALIAS (1911 - 1983)
Unloading the boats 1948

Etching (-)

(Yannis Papakonstantinou Collection)
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FNQPIrHZ AHMOY (1911-2006)

O Nikos Mnghoyidvvns tpaupartias otov Mpduuo, 1956
AiBoypagia, 46 x 32

Mouoeio Mnevdkn / Mivako®nkn lkika

GEORGE DIMOU (191 1-2006)

Nikos Belogiannis injured in Grammos, 1956
Lithography, 46 x 32

Benaki Museum / The Ghika Gallery

MAZTIXIAAHZ OQTHZ (1913 - 1997)
Kanvioths 1960
Xahkoypaopia 13,8 x 17,3

MASTICHIADIS FOTIS (1913 - 1997)
Smoker 1960
Copper engraving 13.8 x 17.3




KINAYNH ANNA (1914 - 2003)

‘E€060s tou vnniaywyeiou No 3, 1947
Xahkoypagia (pointe seche) - Sokipio 15,5 x 11,7
(Zunhoyn Tdvvn Manakwvotaviivou)

KINDYNI ANNA (1914 - 2003)

Leaving the kindergarten No 3, 1947
Engraving (dry point) - artist proof 15.5x 11.7
(Yannis Papakonstantinou Collection)

MAITIQPOY AOYKIA (1914 - 2008)

Kopital 1950

Fuhoypagia og 6p6io EUNO - Sokipio 34,5 x 26,5
(Zuhhoyn Tidvvn Manakwvotaviivou)

MANGIOROU LOUKIA (1914 - 2008)
Young Woman 1950

Wood engraving 34.5 x 26.5

(Yannis Papakonstantinou Collection)
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MAZXAAH AEAA (1914-1977)
lertovia 1977

Xaikoypaopia 12 X15,5
(ZuA\oyn MpucmnoAdkn)

PASCHALI LELA (1914-1977)
Neighborhoods 1977
Copper engraving 12 X15.5
(Gryspolaki Collection)

AAEBIZOX TAX0X (1914-1985)
Apxovtiooa tns Kaioapiavhs 1948
Tuhoypagia o€ NAAyIo EUN0148 x 41
(ZuMoyn MpucnoAdkn)

ALEVIZOS TASOS (1914-1985)
A lady from Kaisariani 1948
Wood engraving 148 x 41
(Gryspolaki Collection)




KATPAKH BAZQ (1914-1988)

“Yotato Xpéos 1984

(tn pwtnoav yiati €kave akEParo tov Apn BeAouxiwtn:
«Epa€a va Bpw 1o KEPAAI TOU Kal Sev 10 BPAKA»)
Xapaktkd otnv nétpa 120 x 154

YUAN\oyh EETE

KATRAKI VASSO (1914-1988)

Ultimate debt, 1984

(she was asked why she depicted a headless Aris
Velouchiotis: “I searched for the head and did not find it”)
Engraving on stone 120 x 154

EETE Collection

AATKAHZ XPHZTOX (1916-1991)
AQIEpwia oTNV NUEPA TNS yuvaikas 1954
Tuloypaopia oe 6pbio EUNo 13 X19
(ZuMoyn MpucnoAdkn)

DAGLIS CHRISTOS (1916-1991)
Dedicated to women's day 1954
Wood engraving 13 x 19
(Gryspolaki Collection)
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OPOANOZ AAMIMPOZX (1916-1995)
Mouhid 1955

Xahkoypagpia Burin 28 x 18,7
(Zunhoyn Tidvvn MNanakwvotaviivou)

ORPHANOS LAMBROS (1916-1995)
Birds 1955

Engraving Burin 28 x 18.7

(Yannis Papakonstantinou Collection)

MONTEXZANTOY AQYIZA (1917-2007)
>avtopivn 1949

Tuloypagia o€ NAdyio EUNO 27 x 53
(Zuhhoyn MpuconoAdkn)

MONTESANTOU LOUISA (1917-2007)
Santorini 1949

Wood engraving 27 x 53

(Gryspolaki Collection)
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TPAMMATOMOYAOZ KQXTAZ (1916-2003)
Alyaio XV 1973
Fuhoypagia 91 x 62

GRAMMATOPOULOS COSTAS (1916-2003)
Aegean XV 1973
Woodcut 91 x 62

STEQANIAHZ FANNHX (1919-2010)
Neohaia ot dppata - EMON

Apioa - Xapaktikod 34 x 22

(ZuMoyn lopddvn XplotodoUAou)

STEFANIDIS GIANNIS (1919-2010)
Rebel youth - EPON

Poster - engraving 34 x 22
(lordanis Christodoulou Collection)
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BAPAAMOZ MQPIrH: (1922-2013)
2KOTwWEVO MOUN 1958

Xahkoypapia 31,5X21,5

(Zunhoyn KoppouviotikoU Kéupatos EANAGas)

VARLAMOS GEORGE (1922-2013)
Killed bird 1958

Copper engraving 31,5X21,5
(Communist Party of Greece Collection)

MAKPH ZIZH (1924-2014)

OUAaKnN |,

‘Eyxpwpo AivoAeoup o€ xapti, 35,5 x 40
Yuloyn KA. Makpn

Zizi Makri (1924-2014)

Prison |,

Coloured linocut on paper, 35,5 x 40
KI. Makri Collection




TAKHZ TZANETEAX (1925-1995)
An ZTpdins - AEOUWTES,
Turoypapia, 41 x 31 €k
(Zurhoyn lopddvn XplotoSoUrou)

TAKIS TZANETEAS (1925-1995)
Ai Stratis - Chained,

Woodcut, 41 x 31 cm

(lordanis Christodoulou Collection)

OAPZAKIAHZ TQPIHE (1926-2020)
An Ztpdtns - MAnpuUpa ll 1958
Tuhoypaopia, 12 x 9.5

(ZuMoyn lop8dvn XplotosoUiou)

FARSAKIDIS GEORGE (1926-2020)
Ai Stratis - Flood Il 1958

Woodcut, 12 x9.5

(lordanis Christodoulou Collection)
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NIKOAATAH TONIA (1927-2011)

18&kn (Avva Kal To 6velpo Tns puyns) 1954/1959
Eyxpwun Euhoypapia ae 6pBIo kal MAAYIo EUAO -
8okipio 34,5 x 35,5

(ZuAhoyn Tdvvn Manakwvotaviivou)

NIKOLAIDI TONIA (1927-2011)

Ithaca (Anna, the dream of leaving) 1954/1959
Coloured wood engraving and woodcut,

artist proof 34.5 x 35.5

(Yannis Papakonstantinou Collection)

KOMIANQY APIA (1938-2015)
2UvBeon - Ap. Epyou: 680
Eyxpwun Tuhoypapia 67 x 148 ek

KOMIANOU ARIA (1938-2015)
Composition - No. Project: 680
Color Woodcut 67 x 148




XAPOX. BAXIAHY (1938-2000)
Anoyonhteuon 1984
AiBoypagia 54 x 35,5

HAROS VASSILIS (1938-2000)
Disappointment 1984
Lithography 54 x 35,5

KAZAKOX BAXIAEIOY (1945-2006)
Kupiakés VI A (Huépa) 1991/1998
Fuhoypagia 105 x 80

KAZAKOS VASILIOS (1945-2006)
Sundays VI A (day) 1991/1998
Woodcut 105 x 80
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MAMAIQANNOY AIANA
®avtaoTtikd NouAi 1968
MauUpn donpn Euhoypapia 70 x 48

PAPATIOANNOU LIANA
Fictional bird 1968
Black and white woodcut 70 x 48

MAPKAKH EYTENIA (TZENH)
Yavtopivn 1976
Eyxpwun Euhoypagia 49 x 50

MARKAKI JENNY (EVGENIA)
Santorini 1976
Colour wood engraving 49 x 50




FTKOAANTA NEAAA
EAANVIKOS Xwpos XIV 1970
Eyxpwpun Euhoypapia 75 x 100

GOLANDA NELLA
Hellenic Space XIV 1970
Coloured woodcut engraving 75 x 100

ZIAKA MAPIA
Tévta 1982
Xaikoypapia 100 x 70

ZIAKA MARIA
The tent 1982
Etching, soft ground aquatinta 100 x 70
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KOPITZOIAQY MAPBA
ZUAMNYN 1983
Aqua forte 12,5x 16,5

KORITSOGLOU MARTHA
Arrest 1983
Aqua forte 12.5x 16.5

MIMOTZOIAQY XPONHZ
Mntépa No4 1984
Xarkoypapia (Enpn Behovoypagia) 50 x 70

BOTSOGLOU CHRONIS
Mother No4 1984
Copper engraving (dry needle engraving) 50 x 70




TZONAKH PENA
Double destinée 1983
‘Eyxpwpn xaAkoypagia 62 x 81

TZOLAKIS RENA
Double destinée 1983
Coloured Etching 62 x 81

KOYKOYAAKH ZTEAAA
Yavtopivn 1985
Aquatinta-aquaforte 32 x 25

KUKULAKI STELLA
Santorini 1985
Aquatinta-aquaforte 32 x 25
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MAMANIKOAOMOYAOZ NEXTQP
COMPO4 1985
Eikaotikh Wnoeiakn Ektinwon 112 x 36

PAPANIKOLOPOULOS NESTOR
COMPO4 1985
Art Digital Printing 112 x 36

XIQTHZ ANTQNIOZ
AaBUpivbos 1986
Xahkos, o€uypagia 34,5 x 24

CHIOTIS ANTONIS
Maze 1986
Copper-acid etcing 34.5 x 24




> APEAAKQY POKQOY POYMITINH
Xwpis titho 1985
Aconpduaupn Euloypapia o NAdylo E0ho 77,5 x 71,5

SARELAKOU ROUBINA
Untitled 1985
Black and white woodcut 77.5x 71.5

STIEPANTZAZ BAZIAHZ
01 Mvnothpes 1987
NiBoypagpia 60 x 48

SPERANTZAS VASILIS
The Fiances 1987
Lithography 60 x 48
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YIAMKOYPH MAFAAAHNH
Avenue 1988
Fepn Mouvia 58 x 40

SIAMKOURI MAGDALINI
Avenue 1988
Dry Point 58 x 40

MANOY EYOPOZYNH (EOH)
Tou AvBpwnou No 5, 1990
Xapaktkd 13 x 18

MANOU EFI
Human's No 5, 1990
Copperplate 13 x 18




KEPAMEA ZQH
And tnv oglpd "Awpa” Il 1990
Intaglio-Akouativta, 2 yétaAha-Zwntunia 10,4 x 14,7

KERAMEA ZOlI
From the series “Gifts” Il 1990
Intaglio-zoetype, 2 metal plates/aquatinta 10.4 x 14.7

MHAIOZ TQProx
AUo 6éuata 1997
Xahkoypaoia - AiBoypagia 35 x 49

MILIOS GIORGOS
Two subjects 1997
Copper engraving - lithography 35 x 49
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MAFQNHZ AAETANAPOX
®uyodkoopos 1986
XaAkoypapia 19 x 24,7

PAGONIS ALEXANDROS
Dodging the world 1986
Copper engraving 19 x 24,7

MMAPOYNAX ZOTHPHX
Paysages oniriques 1995
Aivoreouy, 40 x 50

BAROYNAS SOTIRIS
Dreamlikes landscapes 1995
Linocut, 40 x 50




NIOAAKHZX (NIOAHX) TPHIOPHX
Aladpopn 1991
Aivoypapia (ANivoreoup) 45 x 27

NIOLAKIS (NIOLIS) GRIGORIS
Journey 1991
Linocut 45 x 27

[MATXOIAQY APIZTEIAHX
>0unav NoUpepo 4, 1993
Tuhoypagia kal o€uypagia o€ toiyko 24 x 30

PATSOGLOU ARISTEIDIS
Universe Number 4, 1993
Woodcut and oxygraphy on stingy 24 x 30
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AEYEKOMOYAOZ NIKOAAOZ
Kapeveiov: Ta Makpd Teixn 1993
Tuloypagia (ykp! & paupo) 50 x 35

DESEKOPOULOS NIKOLAOS
Coffee Shop “MAKPA TEIXH" in Pireaus 1993
Woodcut 50 x 35

MMOZKO OTANA
MouUca 1994
Xahkoypagpia 22 x 28

BOZKO OXANA
Muse 1994
Colour etching 22 x 28
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MAMATIANNHZ EYATTEAOZ
2U0vbeon 2, 1995
Fuhoypapia 30 x 40

PAPAGIANNIS EVANGELOS
Composition 2, 1995
Woodcut 30 x 40

FANATH EAEYOEPIA
0 dvBpwnos, 10 §£v8po Kai n yayeia, 2014
Digital drawing print and print with archival inks 39 x 27,6

GALATI ELEFTHERIA
The man, the tree and the magic 2014
Digital drawing print and print with archival inks 39 x 27,6
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ZAXINHZ FENHZ
H noAlopkia 1996
Fuhoypagia 100 x 80

SACHINIS XENIS
The siege of 1996
Woodcut 100 x 80

MMAKAAQY AAEEANAPA
IxBUes 1997
OEuypapia o€ xaikod 51 x 35

BAKALOU ALEXANDRA
Pisces 1997
Copper plate etching 51 x 35




BAAZZOMOYAQOZ MFEQPTI0Z
MouppoUpiko Wapl 1997
AiBoypagia o€ N€Tpa, YeIKTh Texvikh 50 x 38

VLASSOPOULOS GEORGE
Mumbling fish 1997
Lithography in stone, mixed technique 50 x 38

WYXOMAIAHZ TTANNHZ
Face Control 1997
Tuhoypagia 98,6 x 99,5

PSYCHOPEDIS GIANNIS
Face Control 1997
Woodcut 98.6 x 99.5
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FTOYAAKOZ NEPIKAHZ
Adktuha kal Nnuata 1998
Xahkoypagia emidwypapiopévn 83 x 89,5

GOULAKOS PERIKLIS
Fingers and Threads 1998
Overpainted etching 83 x 89,5

MANTOA®INI IQZH® (MINO)

Apiépwpa otov I ToapoUxn & otov A. ®aciavd 2000
Xahkoypapia (o§uypapia, yerdvi, {axapn) EKTUNWUEVN
oe Upaopa 100 x 200

PANDOLFINI PINO

Tribute to Y. Tsarouchis & A. Fasianos 2000
Intaglio (etching and sugarlift) printed on fabric
100 x 200




FTANNAAAKHZ MANOAHZ
Avacuvbeon Il 1999
AvayAupn xdpa€n o€ NAAKes Aivoaaio 142 x 202

YANNADAKIS MANOLIS
Recomposition Il 1999
Monoprint, four-panel, linoleum relief printing 142 x 202

FKAANTEMHZ XPIZTOAOYAOZ
OAOyupa otn Aipvn | 2000
XaAkoypapia 63 x 44

GALDEMIS CHRISTODOULOS
All around the lake | 2000
Copper engraving 63 x 44
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TENAKH MAPIANNA
H ayopd 2000
Eyxpwun AiBoypagia 37 x 41

XENAKI MARIANNA
The market 2000
Color lithography 37 x 41

XAPOKOIOY ANAZTAZIA
Avauvnon and 1o xwpid 2001
O€uypapia, akouartivia, Enph xdapagn, uyitunia 45 x 54

CHAROKOPOU ANASTASIA
Memory from the village 2001
Etcing, aquatint, dry point, relief 45 x 54




MANAAHMHTPIOY BIBIAN
AykdAiaopa 2001
Xahkoypaoia, o€uypapia 68 x 85

PAPADIMITRIOU VIVIAN
Embracement 2001
Engraving, oxygraphy 68 x 85

FKAPXTEA EAENA
Animals in environment 2002
AiBoypagpia 35 x 25

GARSTEA ELENA
Animals in environment 2002
Lithography 35 x 25
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NIANOZ AGANAZIOZ
Xwpis Titho 2003
NiBoypagia 32 x 42

LIANOS THANOS
Untitled 2003
Lithography 32 x 42

ANNITZAKHZ OAYZ>XEAY
Ta€id1 ouis KukAades 2004

‘Eyxpwpn tovikh ofuypagia 25 x 33

ANNITSAKIS ODYSSEAS
Trip to the Cyclades 2004
Color tone engraving 25 x 33




ANAMIMPETZA AHMHTPA
NeoAIBIkd, 2003
Enpnh xdpagn o€ xakd 15x 18

LAMPRETSA DIMITRA
Neolithic, 2003
Drypoint 15x 18

YINIOZOIAQY AMAPYAAIZ
No 99, 2005
NiBoypapia 29 x 43

SINIOSSOGLOU AMARYLLIS
No. 99, 2005
Lithography 29 x 43
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MEZA WAPQNH EYTENIA
Bpdxia otn MAAo, 10 vnaoi tou KUkhwna 2005
Tuhoypagia 65 x 50

PEZA PSARONI EVGENIA
Rocks in Milos, the island of Cyclop 2005
Woodcut engraving by hand 65 x 50

OIAH MAPIA
Black Il 2006
Fuhoypapia 35 x 50

FILI MARIA
Black Il 2006
Wood engraving 35 x 50




KOYMANTAKH AHMHTPA
Soul tree 2006
O€uypaia, PWTOTaIyKoYPa®ia, ANIVONEOUU 26 x 235 x 19

KOUMANTAKI DIMITRA

Soul tree 2006

Engraving, photoetcing, linoleum
26 x235x 19

SAMATAZ ZMNYPOX
®dpos oto noubevd, 2006
Fuhoypaopia, 25 x 32

SAMATAS SPYROS
Lighthouse in the middle of nowhere, 2006
Wood engraving, 25 x 32
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XPIZTOOYAAKHZ ZTYAIANOZ
Bubiopévn noAn 2006
Tolykoypa®ia (UEIKTA TEXVIKA-
ofuypaopia) 26X16,5

CHRISTOFYLAKIS STYLIANOS
Sunken city 2006

Engraving (mixed technique-
oxygraphy) 26X16.5

KAPOQYZH MANATIQTA (MOETTY)
MetdBaon Il 2017
O€uypapia & pelktn texvikn 31 x 40

KAROUSSI PANAGIOTA (BETTY)
Progression Il 2017
Etching & Mixed Techniques on paper 38,5 x 35
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IYAA TANAAATOY IPIZ

Anoyn tou ®aApou eNNPeAcPEVou and
v atpdéopaipa tns Attikhs 2007
Xelponointn yeta€otunia o EUA0 103 x 60

XILAS-XANALATOS IRIS

The view of Faliron affected by the
atmosphere of Attica 2007

Handmade silkscreen on wood 103 x 60

2 |IATEPAH AHMHTPA
lotés-TUuBos A 2007
Xahkoypapia (oguypapia, yerdvi, Zaxapn) 130 x 95

SIATERLI DIMITRA
Web-tumulus A 2007
Intaglio (etcing, sugar lift) 130 x 95
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JOYAIQTOY ANAZTAZIA ZQH
Ecwtepikd pe tnhedpaon 2008
O€uypapia 40 x 30

SOULIOTOU ANASTASIA Z0I
Interior with TV 2008
Etcing 40 x 30

KAMIMANHZ MAPKOZ
Bouvoniayid pe eyydpi 2009
KoA\aypapia 17,5 x 19

KAMPANIS MARKOS
Hillside with moon 2009
Collagraphy 17.5x 19




>XOINA MAIPH
Q6¢s Alyaiou 2007
Tuloypapia - Aintuxo 150 x 120

SCHINA MARY
Songs of the Aegean 2007
Xylography - Diptych 150 x 120

AEADINO IQANNA
Avdantuén 2009
AIVONIoU 47 x 68

DELPHINO IOANNA
Development 2009
Linoleum 47 x 68
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TKAPABEAA BAZIAIKH
Atitho 2010
NiBoypagpia 34 x 17

GARAVELA VASSILIKI
Untitled 2010
Lithography 34 x 17

KPITZQTAKH APIZTEA
“Eviunwoels” O8ivonwpo 2010
Fuhoypagia 80 x 41

KRITSOTAKI ARISTEA
“Impressions” Autumn 2010
Woodcut 80 x 41
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>QTHPXOXZ X TAGHX
Gala’s car 2009
Fuhoypagia 50 x 70

SOTIRHOS STATHIS
Gala’s car 2009
Woodblock print 50 x 70

KAMPOY EAENH
To pyaupo kouti tns MvhAuns 2010
OCEuypapia, Koahaypapia, Chine, Colle 36,5 x 34,5

KAPROU ELENI
The black box of Memory 2010
Etcing, Collaography, Chine, Colle 36.5 x 34.5
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OPATKOYAIAQY OYPANIA
Xwpis Titho 2010
Linocut 16 x 16

FRAGOULIDOU OURANIA
Untitled 2010
Linocut 16 x 16

KQTXZH ANAPIANA
To pBNVO To KPEAs Ta GKUAIA TO Tpwve 2012
Xahkoypapia 19 x 26

KOTSI ANDRIANA
Cheap meat dogs eat it 2012
Copper engraving 19 x 26




MANAOPATKOY KYPIAKH
Totéu 2010
Fuhoypagia o€ NAAyio EUNo 7,5 x 47

PAPAFRANGOU KYRIAKI
Totem 2010
Woodcut 7.5 x 47

METPOMOYAQY-AHMHTPAKH AHMHTPA (MIMH)
Kopitol ye nodniato 2011
Eyxpwun Euhoypapia 60 x 90

PETROPOULOU-DIMITRAKI DIMITRA (MIMI)
Girl with a bicycle 2011
Woodcut 60 x 90
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TZEPKEZH BANEIA
Xwpis Titho 2012
Collagraph 20 x 30

TSERKEZ| THALIA
Untitled 2012
Collagraph 20 x 30

MANTEAIAZ MIATOZ
Xwpis Titho 2013
AiBoypapia ot toiyko 36 x 50

PANTELIAS MILTOS
Untitled 2013
Lithography 36 x 50




YYPEMKEAAY AHMHTPIOZ
Yopia 2012
Meta€otunia 38 x 42,5

SYREGELAS DIMITRIOS
Sofia 2012
Silkscreen 38 x 42.5

BAZINAKOY-TEPAKAPAKQY API'YPH
BepponuUies 2013
Tuhoypaegia- Collagpraph- Babutunia 50 x 70

VASILAKOU-GERAKARAKOU ARGYRI
Thermopiles 2013
Woodcut- Collagpraph- Intaglio printing 50 x 70




KOYNTOYPH MANATIQTA (TIOAANTA)
Anoxalpetionds 2013
Mahako Bepviki o€ taiyko 25 x 34,5

KOUNTOURI PANAGIOTA (YOLANDA)
Farewell 2013
Engraving artwork with soft polish in zinc 25 x 34.5

> TAGO0MOYAQY PANIA
Auon 2013
Carborundum - €npn xdpaén 70 x 50

STATHOPOULOU RANIA
Sunset 2013
Carborundum - dry point 70 x 50
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OEPENTINOZ MANATIQTHX

Individual territory, 2015-2018
Metapopd o€uypa@iwv otn yetagotunia.
Meta€otunia o 0Tpatodxapto

1,5 pe npooappoyn oto UYos

FERENTINOS PANAGIOTIS
Individual territory, 2015-2018

Etcing prints transferred to screen printing.

Screen printing on newsprint paper.
1.5 with height adjustment

OANKQNHE MIXAHA
Méoa otov p6éBRo Kal oTis unoyies 2013
Meta€otunia 50 x 70

FALCONIS MICHAEL
Steeped in Fear and Suspicion 2013
Silkscreen 50 x 70
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APBANITHZ ZAXAPIAL
Mpwaoonoypagpial, 2014
Xapaktikn - Movétuno 80 x 108

ARVANITIS ZACHARIAS
PORTRAIT I, 2014
Engraving - Monotype 80 x 108

KOAIOZ IQANNHZ

H teheutaia €€o6os | (A Tpintuxo) 2014
XaAkoypa®pia - ypapuikA, Tovikn ofuypaia,
Belovoypapia 25 x 35

KOLIOS IOANNIS
The Final exit | (A Triptych) 2014
Etching, aguantint, dry poin 25 x 35




ANAPOYTZAKHX EYZTABIOX
Nekpn ®Uon 2014
AivOAeouu 19,5 x 27,5

ANDROUTSAKIS EFSTATHIOS
Still Life 2014
Linoleum 19.5x 27.5

BEPIHZ AAETANAPOX

Avbpwnopetpial, 2014

Babutunikd tunwpata o€ EUAO e AEUKA enioTpwon,
€KOANIVES, xpwpuatiotd poAuBia. Movétuno €pyo 30 x 50

VERGIS ALEXANDROS

Anthropometry |, 2014

Intaglio prints in whitecoated wood, ecoline inks,
coloured pencils. Monotype. 30 x 50
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AHMAKAKQY XAPA
Xwpis opigovta, 2014
Eyxpwpn Euhoypapia 45 x 50

DEMAKAKOU HARA
Without Horizon, 2014
Colour woodcut 45 x 50

MAMAAHMHTPIOY MAPIA
Qualite Topiographigque, 2014
FTuhoypapia 36 x 37

PAPADIMITRIOU MARIA
Qualite Topographique, 2014
Woodcut character, multiple printings 36 x 37




KAAAAN CANUTO
Xwpis titho 2014
Meta€otunia 50 x 60

KALLAN CANUTO
Untitled 2014
Screenprint 50 x 60

MMENAKH MNMOAYTIMH-MAPIA
AkuBépvntes MoAiteies 2014
Meiktn texvikh 58 x 40

BENAKI POLYTIMI-MARIA
Ungoverned States 2014
Mixed technique 58 x 40
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KYPIAKIAHZ IQANNHZ
Apyovautes 2015
Turoypaopia 50 x 19,5

KYRIAKIDIS IOANNIS
Argonauts 2015
Woodcut 50 x 19.5

BAPBHZ OQTIOZ
KAeppévo Bénos 2015
Fuhoypagia 14 x 63

VARTHIS FOTIOS
Stolen Arrow 2015
Woodcut 14 x 63
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ATIOZTOAA AITEAIKH
In Memory, 2015
Emdwypagiouévn Metagotunia 70 x 120

APOSTOLA ANGELIKI
In Memory, 2015
Painted Silk Screen 70 x 120

TEQPIA MATINA
Hererotopia 2015
Enpn xdpa&n oe MDF 100 x 70

GEORGA MATINA
Hererotopia 2015
Dry etching on MDF 100 x 70
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KOAIMETZA BAZIAIKH
[tand KaaBivo I 2015
Xapaktikn - Babutunia - Enpn xdpa&n 70 x 100

KOLIPETSA VASSILIKI
Invisible Cities Italo Cavino Il 2015
Intaglio and dry point 70 x 100

MANANIKOAAOY EAENH
Kivnon pépou 2015
Tuloypagia 52 x 42

PAPANIKOLAOU ELENI
Road traffic 2015
Woodcut 52 x 42
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2MYPQOY BAZIAIKH
NAew@bpos ANe€dvspas, ABnva 2015
Nivoreouu 27 x 57

SPYROU VASSILIKI
Alexandras Avenue, Athens 2015
Linoleum 27 x 57

ZAKEANAAPH EAENH-Z0O0IA
Light Awakenings 2015
Nivéreoup 30 x 40

SAKELLARI ELENI-SOFIA
Light Awakenings 2015
Linoleum 30 x 40
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OOYNK EOH
To nodniato otnv noAn 2016
Nivoeoupl PE UANO xpuooU 40 x 31

FUNK EFI
The bike in the city 2016
Linoleum with gold leaf 40 x 31

ZQIAH MOMH (KAAAIOTMH)
0 nmiotés eiros 2016
Xahkoypaopia (o§uypapia) 28 x 19,5

ZOIDI POPI (KALLIOPI)
Best friend 2016
Etching 28 x 19.5
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STEQANAKIZ FANNHE
1) Wake up, 2) To @IAi, 3) MepinAdvnon 2015
Turoypagia 3 (28 x 214)

STEFANAKIS GIANNIS
1) Wake up, 2) The kiss, 3) Wandering 2015
Woodcut 3 (28 x 214)

KQTZIOY KONZTANTINA
Mdoka 2016
Tuloypagia, ANiBoypagia, KOAGZ, 39 x 56

KOTSIOU KONSTANTINA
Mask 2016
Woodcut, lithography, collage, 39 x 56
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MATZAPH AEZTIOINA
Enavainyn 2016
KoA\aypagia og navi 100 x 165

MATZARI DESPOINA
Repetition 2016
Drawing with glue and print 100 x 165

MMOMMOAH ZOOIA
Meplotépl 2016
FTuhoypapia 12 x 12

BOBOLI SOFIA
Bird 2016
Woodcut 12 x 12
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MMAKOIANNAKH AHMHTPA
Axvdpia 2016
NiBoypagia 70 x 100

MPAKOGIANNAKI DIMITRA

Traces 2016 h W

Lithography 70 x 100

SOYPHZ ABANAZIOZ
H Aipvn Aatéyka 2016
Fuhoypaogia, yeiktn texvikn 33 x 22

SFIRIS ATHANASIOS
Ladoka lake 2016
Woodcut - mixed media 33 x 22
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TZANAMATA BIKY

To KokkIvo Aotépl n o MUpyos Shabolokva o€ pia véa
Kolvwvia otov Miavatn Apn. Enavanpoaosiopidovtas tov
BAavtipip Xoukdp 2017

MATPES TOiYKOU Kal GIBAPOU, XapayUEVES UE OEU UE

N YEBOSO TNS YPAUWIKNS Kal TOVIKAS oEuypapias,
Qwtoxdpa&n, pwrtoypapia. Apxelakd, Yneiakd tUnwpa
150 x 200

TSALAMATA VICKY

The Red Star or the Shabolokva Tower in a new society
on Planet Mars, Rethinking Vladimir Shukhov 2017
Line etching and aquatint on zinc and iron plates,
photoetching, Photography. Fine art archival print

150 x 200

TKIOYPA ZOYATANA
Xpdvos Il 2017
AivOAeoup, koANaypapia 40 x 50

GKIOURA SULTANA
Time I 2017
Linoleum, collagraph 40 x 50




XATZHIQANNOY ZTAMATIA
Alakhadwoels 2016
NIVOAEOUU, apXxelakn Yn@iakn ektunwon 40 x 59

CHATZIIOANNOU STAMATIA
Branches 2016
Linoleum, archival digital printing 40 x 59

FOYPZHX MANNHE
Xwpis titho 2017
Babutunia 20 x 28

GOURZIS YANNIS
Untitled 2017
Intaglio 20 x 28
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MAYPOAOIAQY BAAENTINH
Nnvepia 2017
O€uypapia pe 8INAM phAtpa 70 x 100

MAVRODOGLOU VALENTINI
Peaceful 2017
Hard ground etching (double plate) 70 x 100

..-\5"

MHTZAKOQY ZTAYPOYAA
Avapovés IV 2017
Yyitunia- koAhaypapia 35 x 35

MITSAKOU STAVROULA
Expectations IV 2017
Raised surface print, Collagraphy 35 x 35
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MAXAIPIAH EYZTPATIA
To ke@ANl 2017
Aivéreoup (Uyitunia) 70 x 50

MACHAIRIDI EFSTRATIA
The head 2017
Linocut (relief print) 70 x 50

TYNEAH XPYZOYAA
Xwpis Titho 2017
MeAdvi-Zaxapn, tpintuxo: 3 x (6 x 16)

XYNELI CHRISOULA
Untitled 2017
Ink-sugar, triptych 3 x (6 x 16)
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MAMAAOIMOYAQY NATAAIA
Avnouxia 2017
Carborundum 30 x 30

PAPADOPOULOU NATALIA
Restlessness 2017
Carborundum 30 x 30

OEPENTINOY MAPAZKEYH
In the same boat 2017
KoAdZ peiktis texvikns, Ciclee ektinwon 42 x 42

FERENTINOU PARASKEVI
In the same boat 2017
Mixed media collage, Ciclee print 42 x 42




MAMAIQANNOY MANTQ
Anotponaikd 2009
Yyitunia (xapaktikh o€ EUN0) 26 x 35

PAPAIOANNOU MANDO
Apotropaic symbols 2009
Wood engraving print on paper 26 x 35

MNETAANAZ MIATIAAHZ

Hidden desire 2017

Enpn Xdpaén oe plexiglass-stencil
povoxapaktikd 34,5 x 50

PETALAS MILTIADIS

Hidden desire 2017

Dry point on plexiglass - stencil
monoprint 34,5 x 50
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OIKONOMIAQY OAQPENTIA
H apdxvn tou noAéuou 2018
Eikaotikh yneiakn ektinwon 114 x 112

ECONOMIDOU FLORENCE
Spider of war 2018
Digital print 114 x 112

ATTEAOTOYAQOZ XPHXTOX
Avapvnoels ané évav gdpo tns Kéas | 2018
Tuhoypapia 50 x 60

ANGELOPOULOS CHRISTOS
Reminiscences from a lighthouse of Kea island | 2018
Woodcut 50 x 60




MAMAAOMOYAQY ZOOIA
Autho 2018
Enpn xdpa&n, koAAaypapia, carborundum 35 x 50

PAPADOPOULOU SOFIA
Untitled 2018
Drypoint, collagraph, carborundum 35 x 50

APDOAPAZ MIXAHA
Nootos 2018
XaAkoypagia, Aivoreoup 60 x 80

ARFARAS MICHAEL
Nostos 2018
Etching, linocut 60 x 80
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AXEIMAZTOY 6EOOANQ
BoAta ota Mathoia 2018
Eyxpwpun Euhoypapia 40 x 50

ACHEIMASTOU THEOFANO
Strolling in Patissia 2018
Color woodcut 40 x 50

KOMMATZIAPH MAPIA

Untitled VI(3643) 2018
OEuypaepia,akouavtita,

peNdvI TUnwpa pe 13 pntpes 70 x 50

KOMPATSIARI MARIA

Untitled VI(3643) 2018

Oxygraphy, aquantita,

ink, writing with permanante marker,
printing with 13 engraving matrices 70 x 50




TZEAIOZ MANTAZHZ
EvBuuio Aotpovautn 2018
Fpapuikn ofuypagia kal akouativia 23 x 23

TSELIOS PANTAZIS
Souvenir from an astronaut 2018
Acid etcing and aquatinta 23 x 23

KPIZIKO (XPYZIKOY) KAEBEZ
MepinAdvnon 2 2018
Fuhoypagia 100 x 180

KRISIKO (CHRYSIKOU) KLEVES
Wandering 2 2018
Woodcut 100 x 180
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TZOYMANH ATFTEAINA
Dreaming 2018
AivOAeoup, Movotunia, Aquatinta 75 x 150

TSOUMANI ANGELINA
Dreaming 2018
Linoleum, Monotype, Aquatinta 75 x 150

MEAA EYA
Mpdéopuyes 1922-2018, 2018
Xelponoihtn Metagotunia pe KOAGZ 70 x 100

MELA EVA
Refugees 1922-2018, 2018
Handmade silkscreen, printing with collage 70 x 100
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KYPITZHZ NIKOAAQOZ

MuBoMoyikd 2018

Fuhoypagia, TUnNwPa o€ NPISIAPAVES
xapti o€ tpia enineda 18 x 27

KYRITSIS NIKOLAOS

Mythological 2018

Stone cut. Print on semi-transparent
paper intwo layers 18 x 27

MHAIQTHZ AHMHTPHZ

Hxotonio 2018

O€uypapia (Babutunia, uyitunia), chine colle,
monoprint 50 x 50

MILIOTIS DIMITRIS
Soundscape 2018
Etching chine colle (monoprint) 50 x 50
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MAMAAOMETPAKHZ EYPINIAHZ
@(PHI)-bone steak 2018
Eyxpwpun Euhoypapia og nAdyio E0ho 37 x 23

PAPADOPETRAKIS EURIPIDES
¢ (PHI) -bone steak 2018
Colour woodcut, printed on logarithmic paper 37 x 23

POKOZ ZTEGANOX
And no more shall we part 2018
Xelponointn yetagotunia 102 x 72

ROKOS STEFANOS

And no more shall we part 2018
Silkscreen, 8 colours, Munken Polar
paper 300gr, numbered and signed
edition of 200 prints 102 x 72
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MPOBATIAQY MAPINA
Phenomenon mother 1, 2018
Toyobo, 20 x 30

PROVATIDOU MARINA
Phenomenon mother 1, 2018
Toyobo, 20 x 30

OPATKOY-NIAPIQTH EAENH
0 Bubos 2, 2018
Xapaktikh og Aivoreoup, 28 x 20

FRANGOU-NIDRIOTI ELENI
Seabed 2, 2018
Hand engraving on Linoleum, 28 x 20
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XANTE MAPIA
lpapn 4, 2018
PoAé ané opouyydpl, 20 x 30

HANDE MARIA
Script 4, 2018
Sponge roll, 20 x 30

ZAXAPQO MAPIBA
TaOvelpa 2019
UV ynolakn ektinwon o plexiglass, 58,89 x 80

ZACHAROF MARIVA
The Dreams 2019
UV digital printing in plexiglass, 58.89 x 80




XAPAAAMIMOYZX EAZA (EAIZZABET)
Watching Paradise, 2018
Wnoeiakéd tinwpa, 112 x 112

CHARALAMBOUS ELSA (ELIZABETH)
Watching Paradise, 2018
Digital art print, 112 x 112

[TATZH MAPIA
Aloya |, 2019
MeiKth texvikn (Un@iakd ox€dio, Euhoypapia) 60 x 80

PATSI MARIA
Horses I, 2019
Mixed media (digital drawing, woodcut) 60 x 80
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ANATNQZTATOY EAENH (ELESSA)
B©danapos Anopdvwons, 2019
O€uypapia oe taiyko, C6/C5, 20 x 30

ANAGNOSTATOU ELENI (ELESSA)
Isolation Chamber, 2019
Intaglio Etching C6/C5, 20 x 30

ANOYZH-HAIA PENA
H MoAiteia twv Ayyéawv 2016
Fuhoypapia 135 x 85

ANOUSSI-ILIA RENA
City of Angels 2016
Woodcut 135 x 85
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BAZITZKOBA KATAPINA
4Seasons Il 2019
Xahkoypagia 40 x 40

VASICKOVA KATARINA
4Seasons 11 2019
4 x Etching/C3, C5, col 40 x 40

AIOYTKAZ EYAITEAOZ
Target 2019
Fuloypagia 45X45

LIOUGKAS EVANGELOS
Target 2019
Woodcut 45X45
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MATAAA MAPIA
KukAadikds Xopds 2019
Xapaktikh og Aivéaeouy 15X15,5

MATALA MARIA
Cycladic Dance 2019
X3-Linocut, 15X15.5

MOKA-MOYZIOY KATEPINA
Danger 2019
Xdapa&n og Aivoreoupu 21 x 30

MOKA-MOUSSIOU KATERINA
Danger 2019
Engraving on linoleum 21 x 30
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MIKPOY ANAZTAZIA
Vacuum of my eyes 2019
Linocut 50 x 70

MIKROU ANASTASIA
Vacuum of my eyes 2019
Linocut 50 x 70

FEQPIOYAAKHXZ XPHXTOX
Movaotnpdkl 1976, 2019
Nivéreouy, 30 x 40

GEORGOUDAKIS CHRISTOS
Monastiraki 1976, 2019
Linoleum, 30 x 40
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TAITH XAPA

“lepd pou paivovtal yévo ta €vipa, cAPATa OIWVAV,
QWAIES Nveupdtwy.” 2019

Fuhoypapia 12 x 17

SAITI HARA

“Only trees, signs of oions, spirits nest, are holy for me*
2019

Woodcut 12 x 17

>HMITH MOYZAKITH ®ANH IQANNA

©dracoa 2019

Mnhtpes and fimo xapayuEves, XpWHUATa XapakTikNs,
KOAAGZ pe avBpwnivn popen, 30 x 34

SIMITIS MOUZAKITIS FANI IOANNA

Sea 2019

Engraved and handcolour. Fimo matrixes printed on
paper with press, collage, 30 x 34
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ZKYPIIANNH EPH-TEQPTIA
Microscopic Nature 2019
Aquatinta, 15x 15

SKYRGIANNI ERI-GEORGIA
Microscopic Nature 2019
Aquatinta, 15x 15

2MHAIQTAKH MAPTAPITA
Autro, 2019
Nivéreouy, 25 x 35

SPILIOTAKI MARGARITA
Untitled, 2019
Linoleum, 25 x 35
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STOYKAZ ZMYPOZ
Autho, 2019
Fuhoypapia 25 x 35

STOUKAS SPYROS
Untitled, 2019
Woodcut 25 x 35

XPIZTOMOYAOZ IQANNHZ
Nekpd @uon |-Ayendda, 2019
Xaakoypapia-Oguypapia 42X53

CHRISTOPOULOS IOANNIS
Still life I-Cow, 2019
Copper-Acid etcing 42X53




TOYZAOYKQ® BANEZZA IQANNA
Bepaneutikos knnos, 2019
KoAhaypaoia kai Aivotunia, 30 x 30

TOUZLOUKOF VANESSA IOANNA
Healing garden, 2019
Collagraphy and linoleum, 30 x 30

YOANTIAOY BENETIA
lotia, 2019
EInpnh xdpa&n o€ Plexiglass, 32,5X42,5

YFANTIDOU VENETIA
Sails, 2019
Drypoint on Plexiglass, 32.5X42.5
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NTATZOYAH BANA
Xwpis Titho, 1999-2000
Turoypaopia, 115x 12

DATSOULI VANA
Untitled, 1999-2000
Woodcut, 115 x 12

EYAITEAATOX KQXTAL
Tonio Kepahovids, 1990
OEuypapia, 14 x 19

EVANGELATOS COSTAS
Landscape of Kefalonia, 1990
Engraving, 14 x 19




KQONZTANTAKOY ANAZTAZIA
Maykéouios Mivetaupos, 2018
AivOAeoup Kal uyitunia Eeyupliopévns Zehativas, 40,3 x 29,6

KONSTANTAKOU ANASTASIA
Global Minotaur, 2018
Linoleum, PVC, 40,3 x 29,6
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Thanks to:

Hellenic Ministry of Culture and Sports
General Directorate of Antiquities and Cultural Heritage /Hellenic Organization of Cultur-
al Resources Development

Ephorate of Palaeoanthropology-Speleology, especially : A. Darlas -Director of the
Ephorate/ St. Katsarou -Archaeologist, L. Kormazopoulou - Archaeologist and A. Mari
Archaeologist -for providing photographs and captions. Thanks are expressed to T.
Strasser, A. Sampson and K. Sporn for granting photos from their projects archives. Also
to K. Xenikakis for his captures.

National Archaeological Museum

Dr Anna Vassiliki Karapanagiotou- Director/ Dr Konstantinos Nikolentzos -Head of the
Department of Collections of Prehistoric, Egyptian, Cypriot and Near Eastern Antiqui-
ties/ Dr Georgios Kavvadias -Head of the Department of Collections of Vases, Metalwork
and Minor Arts / Dr Vassiliki Pliatsika- Curator of Antiquities, Department of Prehistoric
Antiquities.

Epigraphic Museum

Athanassios Themos -Director of the Epigraphic Museum

Eleni Zavvou- Head Curator of the Department of Research and Documentation of In-
scriptions of the Epigraphic Museum

Eirene-Loukia Choremi -Archaeologist of the Department of Research and Documenta-
tion of Inscriptions of the Epigraphic Museum.

Theodoros Mavridis -Head of the Conservation Department of the Epigraphic Museum.

Museum of Ancient Agora
Dr Helen Sp. Banou —Archaeologist, Director of Ephorate of Antiquities of Athens City
Clio Tsogka —Archaeologist

Diachronic Museum of Larissa

Dr Stavroula Sdrolia —Archaeologist, Director of Ephorate of Antiquities of Larissa

Stella Katakouta —Archaeologist, Ephorate of Antiquities of Larissa

Vassiliki Touli -Conservator of antiquities and works of art - Head of Art Conservation
Department of Ephorate of Antiquities of Larissa

Archaeological Museum of Thebes

Dr Alexandra Harami- Director of EFA Boeotia

Dr Kyriaki Kalliga -Head of Department of Prehistoric & Classical Antiquities & Museums
of EFA Boeotia



EuxapioTies Mpos Tous:

Ynoupyeio MoAitiopoU kal ABANTIGUoU
Fevikn AleUBuvon Apxalothtwy /Opyaviouos Alaxeipions kal Avantuéns MOATIOTIKWV
Moépwv

EpopeialaraioavBpwnoloyias-XanAalooyias, 161kotepatous : A. NTtdpAa - npoioTduevo
s Epopeias/ X1. Katoapou- Apxalohdyo, A. KopualonoUrou-ApxaloAdyo kal A. Mapn-
ApxaloAdYo yia TNV ENIAOYN TWV WIOYPAPIWY Kal TS AeCAVIES. Euxapioties exkppddovral
Kkal otous T. Strasser, A. Zauywv kai otnv K. Sporn yia napaxwpnon guwitoypapiwy ano
TO QPXEI0 TWV avaokaPwy Tous. Enions kal otov pwtoypd@o K. Tevikakn yia TS ANYEIS
Tou.

EBVIKO Apxaloloyikd Mouaeio

Ap Avva Baohikh Kapanavayiotou —Aleubuvipia/ Ap Kwvotaviivos NIKONEVT(0S-
Mpoiotapevos TuNUAtos ZUAOywv [poioTopikwy, Alyunuakwy, Kunpiakwv Kal
Avatohikwv Apxalothtwy/ Ap Fewpylos KapBasdias- Mpoiotduevos TUAUATOS ZUAOYWY
Ayyeiwv, Epywv Metanotexvias kal Mikpotexvias/ Ap Baoihikn MAdToika, Eniueantpia
Apxalothtwy oTo TNPa MpoioTopIkwy APXaIOTATWY.

Eniypagiko Mouoeio

ABavdolos B€uos - MNMpolotauevos tou Enlypagikol Mouaeiou

EAévn ZaBBRou - Mpoiotapévn tou Tunuatos Epeuvas kal Tekunpiwons Enypapwy tou
EniypagikoU Mouaoeiou

Eipnvn-Aoukia Xwpéun - Apxalohoyos tou Tunuatos Epeuvas kal Tekunpiwons Enypagwyv
Tou Enypagikou Mouaoeiou

Be66wpos Maupiéns - MpoioTapevos Tou TUNUAToS ZuvINpnons Tou Enlypagikol Mouceiou

Mouoeio Apxaias Ayopds
Ap EXévn Zn. Mndavou - Apxalohoyos, AleuBuvtpia s Epopeias Apxalotntwy NOANSs ABnvwv
KAeIW Todyka - ApXaloroyos

Alaxpovikd Mouoeio Adploas

Ap ZtaupoUia Z6p0Na- ApxaloAoyos, Mpoiotauevn Epopeias Apxalothtwy Adpioas
YTEMa Katakouta —Apxalohoyos, Epopeia Apxalotntwy Adploas

BaciAikn ToUAN- Zuvinpntpia apxalotntwy Kal €pywv TExvns, Mpoiotduevn Tunuatos
Yuvinpnons Eqopeias Apxalotntwy Adpioas

Apxaloloyikd Mouoeio ©Gnpas

Ap ANe€avbpa Xapapn - Mpoiotauévn EQA Boiwrtias

Ap Kupiakn KaAhiya - Mpoiotapévn Tunpartos MpoioTopikwy & KAaoiKwy Apxalothtwy
kal Mouoeiwv EQA Boiwrtias
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Archaeological Museum of loannina
Dr Paraskevi Yiouni - Archaeologist, Deputy Director of the Ephorate
Dr Christos Kleitsas - Archaeologist

Archaeological Museum of Chora Messinia

Dr Evangelia Militsi-Kehaya - Archaeologist, Director of the Ephorate of Antiquities of
Messenia

Dimosthenis Kosmopoulos -Archaeologist, Ephorate of Antiquities of Messenia

Heraklion Archaeological Museum

Dr Georgia Flouda — Head of the Department of Prehistoric and Minoan Antiquities Her-
aklion Archaeological Museum

Dr Stella Mandalaki — Director of Archaeological Museum of Iraklio

Cyprus Museum
Aspasia Georgiadou - Arhaeological Officer
Eftychia Zachariou -Archaeological Officer

Museum of Islamic Art —Benaki Museum

Mina Moraitou -Curator of the Benaki Museum of Islamic Art

Dimitris Savvatis -Technical Supervisor of the Benaki Museum of Islamic Art
Greta Vasileiou -Assistant Curator of the Benaki Museum of Islamic Art
Konstantinos Papachristou — Art Historian

National Art Gallery — Museum Alexandros Soutsos

Marina Lampraki-Plaka - Art Historian, Director of National Art Gallery — Museum Alex-
andros Soutsos

Irene Tselepi - Engraver

Museum — Library Stratis Eleftheriadis-Tériade
Konstantinos Maniatopoulos -Director of the Museum — Painter
Chairman and administrative council of the Museum

National Historical Museum - Old Parliament House

Themistoklis Kontogouris - General Secretary Historical and Ethnological Society of Greece
Dimitra Kokiou - Deputy Director

Konstantina Kalaitzi - Historian

Hellenic Maritime Museum
Anastasia Anagnostopoulou-Paloubis - President of the Hellenic Maritime Museum
Pinelopi Vougiouklaki -Archaeologist



Apxaloloyikd Mouaeio lwavvivwy
Ap Mapackeun Mouvn - Apxalohoyos, Avaninpwiplia MNpoiotauévn ins EQopeias
Ap Xpnotos KAeitoas - ApxaloAdyos

Apxaloloyikd Mouoeio Xwpas Meoonvias

Ap Euayyehia MnAiton-Kexayid - Apxaiohdyos, MNpoiotapévn tns Eqopeias Apxalothtwy
Meaonvias

AnpooBévns Koouonouhos -Apxalohdyos, Epopeia Apxalothtwy Meoonvias

Apxaloloyikd Mouaeio HpakAeiou
Ap Tewpyia GAousda - MpoioTapévn Tou TUNPATOS [MpoioTopIKWY Kal MIVWIKWY ApXAIOTATWY
Ap ZTENNa MavbaAakn — lNMpolotapévn tou ApxaloloyikoU Mouoeiou HpakAeiou

Kunpliakd Mouoeio
Aonaoia lewpyiadou - Apxaloloyikn AgItoupyos
Eutuxia Zaxapiou - Apxaliohoyikn AEToupyos

Mouaoeio loAapikns Texvns — Mouogio Mnevakn

Miva Mwpaitou - EmpeAntpia kar Yneubuvn tou Mouoegiou Mnevakn Iohapikns TExvns
Anuntpns ZapRatns - YneuBuvos Texvikwy Epyaciwv tou Mouoeiou Mnevaxn Iohapikns
TExvns

Mkp€ta Baoiheiou - BonBos EnipeAntn tou Mouoegiou Maevakn IoAapikns TExvns
Kwvaotavtivo MNManaxpnotou - Iotopikds Texvns

EBvikn MivakoBnkn —Mouoeio ANEEQVSpOoU ZoUTaOoU

Mapiva Aaunpdkn-TIAGka - lotopikos teéxvns, Aleubuvipia EBvikns TMivakoBnkns —
Mouoeiou ANeEAVEPOU 2 0UTOOU

Eipnvn Toehenn - Xapdaktpia

Mouaoeio - BIBAIoBNKN Ztpatn EAcuBepiadn - Teriade
Kwvaotavtivos Maviatonoulos - Aleubuvins tou Mouaoeiou - Eikaotikos
Tov [Mp6edpo kal To AIOIKNTIKO ZUUBOUAIO Tou Mouaeiou

EBVIKO lotopikd Mouaeio - Méyapo Maiaids Boukns ABnva

OeUIoTOKANS Kovtoyoupns - Tevikos Mpapuateas lotopikns kal EBvoloyikns Etaipeias tns
EANGSOS

Anuntpa Kokiou - Avaninpwtpia Aleubuvipia

Kwvaotavtiva Kaiaitdn - lotopikos

Nautiko Mouoeio EANASOS
Avaotacia AvayvwotonoUiou-Tarouunn - Mpdedpos tou NautikoUu Mouoegiou EANGS0S
MnveAonn BouyloukAdKN - ApxaloAGyos
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Corfu Museum of Asian Art

Despina Zernioti — Director of the Corfu Museum of Asian Art

Kassiani Kagouridi -Deputy Director, Head of Museum Collections at the Corfu Museum
of Asian Art

Mount Athos Art Archives — Holy Monastery of Simonos Petra

French Republic

Ministry of Culture

National Centre of prehistory

Genevieve Pincon — Prehistorian, Archaeologist, Director of the National Center of Pre-
history

China Science and Technology Museum

Shanghai Museum -China

Ge Liang - Caption Writer

Xu Zecheng - Caption Translator

Hetao Heritage Museum of China

Communist Party of Greece

A. Tassos, Fine Arts Society

Dionisis Valasis — Visual Artist of the Book

Collection of Joachim Gryspolakis - Professor emeritus and former Rector- Technical
University of Crete

Dr Yannis Papaconstantinou - Collector of Engravings

George Rizopoulos - Civil Engineer, Print and Book Collector

Jordan Christodoulou — Art Collector

Orestis Charos, Panayiotis Grammmatopoulos, Marianna Katraki, George Kazakos, Klio

Makri, Tzeni Markaki, Loukia Martha. Martha to borrow the works of their deceased rel-
atives



Mouoeio Aalatikns Texvns KEpkupas

Agonoiva Zepviwtn - AleuBuvipia Mouaoeiou Aciatikns TExvns

Kaoolavn Kaykoupibn -Ynodieubuvipia, [Mpoiotauévn MOUGEIQKWY ZUANOYWV OTO
Mouaeio Aolatikns Texvns

Aviopeitikn MivakoBnkn — lepd Movn Zipwvos Métpa

FaANIKN Anpokpatia

Ynoupyeio MoAitiouou

EBVIKO Kévtpo Mpoiotopias, Genevieve Pincon — MpoioTtopikd ApxaloAoyo kai EISIKO tns
TEXVNS TV onnAdiwy, YneuBuvn tou EBvikoU Keévtpou lMpoiotopias

Mouoeio Eniothuns kal Texvoioyias, Kiva

Mouoeio Xaykdns, Kiva

Ge Liang — Zuyypagéas Enypapwv

Xu Zecheng — Metappaotns Enypapwv

Mouaeio Xetao Kiva

KoupuouvIoTIKO Kopua EANAS0S

Etaipeia Eikaotikwv A. TGooos

Alovuon Bahdon — EikaoTikd s t€xvns tou BiBAiou

YUAoYN lwakeiu MuonoAdkn - OpoTIuos kabnyntns kal npwnv Mputavns MoAutexveiou
Kpntns

Ap Mavvn MNanaxwvotaviivou- ZUAEKTN XapAKTIKNS

Mwpyo Pizonoulou- MoAITIKO Mnxavikod, ZUAEKIN Xapaktkwy Epywv kal BIBAiwv.
lop&avn XpIoTOS0UAOU, ZUANEKTN QYWY TEXVNS

Mavayiwtn Maypaténouio, Mapiavva Katpdkn, Mwpyo Kalako, KAeiw Makpn, Aoukia

MapBa, TZevn Mapkakn, Opéotn Xdpo, yia To SAVEIoUO TwV £pYWY TwV BavovIwy
OUYYEVWY TOUS
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The Board of Directors and the Ephorate of Engraving of the Chamber of Fine Arts of
Greece (E.ETE.) thank the Minister of Culture and Srports Mrs Lina Mendoni for her sup-
port in carrying out the exhibition, warmly thank all the contributors who worked for its
implementation. Especially the rectory authorities of the Athens School of Fine Arts for
the concession of the exhibition space “Nikos Kessanlis”, the employees of Athens School
of Fine Arts, Mr. Panagiotis Gramatopoulos, Architect, who conducted the museographic
study and Ms. Nota Panteleaki, Archaeologist-tour quide, who contributed to finding and
classifying the archaeological material.

Texts

Valasis Dionysis, Visual Artist

Gourzis Giannis, Professor Emeritus of Engraving A.S.FA., Athens
Zacharopoulos Denis, Art Historian

Katsarou Stella, Archaeologist - Speleologist

Mavrommatis Manolis, Art Historian, Professor Emeritus of the Aristotle University of
Thessaloniki.

Mela Eva, Painter-Engraver, President of the Chamber of Fine Arts of Greece
Xenaki Marianna, Engraver

Orati Eirini, Art Historian- ATassos Art Society President.

Panteleaki Nota, Historian

lliopoulou-Rogan Dora, Dr. Art Historian- Art Critic. Officier des Arts et Lettres
Schina Mary, Engraver- Former Associate Professor of Engraving, A.S.F.A, Athens

Catalogue ©: Chamber of Fine Arts of Greece

“Any copies, photocopies, etc., reproductions or adaptations in any form and any general exploita-
tion of all or part of the works and the material presented in this catalogue by anyone, without
permission of the beneficiaries of the creators’ copyright, is prohibited. In case of publication for
the purposes of the promotion or information regarding this exhibition, the name of the creator
(painter, sculptor, engraver, designer, etc.) must always be cited.”



To Aloikntikd ZupBoUAIo Kal n Eqopeia Xapaktikns tou EnigeAntnpiou EIkaoTikwv Texvwv
EANGS0s (E.ETE.) euxapiotouv tnv Ynoupyo MoAtiopou kal ABANTIopoU K. Aiva Mevéwvn
yIa TN OTNPIEN TNS OTNV Npayudatonoinon s €kBeons. EuxapiotoUv Bepud GAOUS TOUS
OUVIEAEOTES MOU €pYACTNKAV YIa TNV UAOMoINoN NS €KBEONS, 161AITEPA TIS MPUTAVIKES
ApXES NS AVWTATNS 2X0ANS KaAwv TEXVWV yia TNV Napaxwpnon ToU EKBECIaKOU XwPou
«Nikos Keooavinsy, Tous epyacouevous tns AXKT kail tov MNavayiotn Mpaypatdnouio,
APXITEKTOVA, MOU EKAVE TN OUCEIOYPAPIKN UEAETN Kal TN NoTta MavieAedkn, apxaloAdyo,
MOU CUVERAAE OTNV EUPEON KAl TAEIVOUNGN TOU apXAIONOYIKOU UAIKOU.

Keipeva

Bahaons Aiovuons, EIkaoTikos KaANITExvNs

foupdns Mdavvns, OpoTIuos Kabnyntns Xapaktikns A.X K T. ABhva

ZaxaponouAos NTévns, lotopikods TExvns

KatoapoU ZTEANT, ApxaloAOY0s - XMNACIOAOYOS

Maupoupdatns MavwAns, lotopikos Teéxvns, OUOTILOS kaBnyntns ApICTOTEAEIOU
Maveniotnuiou ©ea/Vikns

MeAa EUa, Zwypagos —Xapdktpia, Mpdedpos tou EETE

Tevakn Mapiavva, Xapdktpia

Opatn Eipnvn, lotopikds Téxvns

Mavteheakn Nota, lotopikds

HAlonoUNou-Poykav Ntépa, Ap. lotopikos tns Téxvns-Texvokpitikos. Officier des Arts et
Lettres

Y xolva Maipn, Xapdktpia-t. Avaninpwipia Kabnyntpia Xapaktikns, A. X KT, Abrva

© Katahoyou: EETE

«AnayopeUeTaln avilypaen, ewtoavatinwaon, K.A.Mm., N avanapaywyn, N SIa0KEUN o€ onoladnnote
LOPPN KAl N €V VEVEI EKUETAAAEUON TOU CUVOAOU N UEPOUS TWV EQYWV KAl TOU UAIKOU TOU KATAAGyoU
anod onoloveNMOTE, XwWEIS TNV ddela Twv SIKAIOUXWY TwV MAVEUUATIKWY SIKAIWUATWY TwV
SNUIoUPYWV. € NEPIMTWON SNUOGIEUONS YIa AOYOUS MPOBOANS N EVNUEPWONS yia TNV €kBeon, Ba
NPENEI VA AVAPEPETAl NAVIA Kal TO Gvopa Tou dnpioupyou (wypdpou, YAUNTN, Xapdaktn, 0Xedlaotn
KA)»
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