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AHAQZH ZYITPADEA

«AnAwvw OtTL glpal o/n amokAELOTIKOG/n dNULOUPYOC TNG MPWTOTUNNG £pyaciag,
VOULUOG/N KATOXOG TWV TMVEUUATIKWY SIKALWHUATWY TNG Kot OTL £Xw To Sikalwpa, va
TapOXWPNOoW Ta SlKalwpata mou avadépovtal otnv napovoa adela.

BeBawwvw, OTL To OUVOAO TOU TEKUNPLOU Tou KaTaBETW amoteAel yvrolo €pyo
napoxbév and spéva kot Sev mapafralet ta Sikolwpoto aAAou dnuioupyol pE
ormolovdnmote Tpono.

To tekpnplo/a mou KataBETw €ival TO TEAIKO EYKEKPLUEVO €PYO QTIO TNV EEETAOTIKN
erutpornt, &ev MPOKUMTIEL amd AoyokAomn 1 voBeupévn €peuva, 6ev TPooBAAel
TIVEUMATIKA Slkatwpata AAAwv  dnuioupywv kot Sev mapoflalel mMPoowrikd
6ebopéva.

Q¢ KATOXOG TWV TMVEUHATIKWY SIKALWUATWY TNG €pyaciag auTng, mapaywpw oTnv
Avwtatn ZxoAl KoAwv Texvwv TO HN-QMOKAELOTIKO Sikaiwpa Snuooieuong Katl
S1a0gong g YndLakng popdng tng epyaciag pou, eViog Kot EKTOG TOU SIKTUOU, HECW
Tou ISpupatikou AnoBetnpiou «Art-IA», pe tnv mpolnoBeon otL Statibetal pe pia
oo TIG ASELEC TTOU £XW ETAEEEL KATA TNV OUTO-amoBeaon. H ev Adyw napaywpnon dev
OUYKPOUETAL PE SIKOLWHATA TIVEVUATLKAG OlokTtnolag Tplitwy f Ue moapayxwpnbévra
&N ano epéva oe TPITOUG OXETIKA SIKalwpata pou. H BLBAL0BN KN dev aokel kavevog
eldoug emPENELQ OTO TIEPLEXOUEVO TNG EPYOOLAC LOU Kal avalapufavw TANPWE TNV
€uBUvVn TOU TTEPLEXOUEVOU TNG.

H €ykplon tng mapouoac spyaciag Sgv umodnAwVeL amapaltiTws TNV anodoxn Twv
anoPewv Tou/tNn¢ ouyypadEa/we anod tnv Avwtatn IxoAn KaAwv Texvwv.



Evyoaprotiecc — Apieparoerg

Evyapiotd Oeppd tov kabnyntr pov k emPAémova tg TTuyloKng epyaciag, lmdvvn
Tovply, yo v KaBodnynon kat T HeTddoon TS yvmdong Tov oty 6pdia
Evhoypapia ko' OAN T dtdpKELD TNG EKTOVNONG.

Evyopiotod tov Miktidon Iletard, {oypdeo-yapdaktn, kot T Mupoivn Bapdomoviov,

PhD Kowwmvioloyiag, Coypaeo-yopdKTpia, yio T GUUPOAT TOVG TNV OAOKANP®ON
TOV GITOLODOV OV .

MNéumtn 30 OktwpPplou, 2026
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1. Eloaywyn

To MaAiuynoto Eekivnoe amo pia anopia TEXVIKAG GpUoNG: TL UIopEL va KAVEL TOo 0pOLo
€UNO Otav Oev Aettoupyel w¢ €va péEoov avapeoo o GAAa, aAAG otpateUeTal
0AOKANnpo otV unnpecia evog okomou; H mopeia tng €peuvag PeTETpee EKELVN TNV
anopla o pla OEWPA £PYWV OTMOU N TEXVIKN 8ev cuvobeUel amAwg To vonua — To

TIapAyeEL.

O tithog dev eivat Stakoountikoc. Neplypddel Tn pEB0SO: TN SLACTPWHUATWON UALKWY,
EIKOVWV KOL EVVOLWV TIAVW O€E HLa eTiidavela ou GpEpet Nén ixvn mponyolUeVwWV

gyypadwv.

To 6pBlo €0Ao bev elval ayvwoto otn 2xoAn. O lMNavvng Mouplng, emBAENWY TNG
epyaciag, elval o KatayeypapUéEVOC SAOKAAOG TTOU ELSLKEVETAL OE AUTO OTNV EAANVIKN
TpLtoBabuLa KOAALTEXVIKA EKTTAISELON TEXVWY, KOL TITUXLAKEG Epyacieg pe 6pOLo VA0
otnv napouciaon €xouv unapéel. Ekeivo mou dev €xel kataypadel eival pa epyacia
TIOU VOl ULOBDETEL TO HECOV QUMOKAELOTLKA, VA TO £€AVTAEL WG OAOKANPWUEVO CUVOAO Kall
VO OVOITTUOOEL TEXVIKEG ELSIKA YLO VO UTINPETHOOULV éva vonua. ESw tomoBeteital n
mapouvoa gpyacia — OxL wg Slekdiknon MPpwTLAG, aAAd w¢ kataypadn Ulag xprnong

TOU LECOU TIOU TIOPAUEVEL ooV aa.
2. To yéoo: 0pOLa Euloypadia

H 6pBla Euloypadla (wood engraving) XoapAooeTaL TNV €YKAPOLO TOUA Tou EVAoU,
OXL KOTA HAKOC Tou KopuoU. H emloyn autr kaBopilel Ta mavta: n eyKApoLa TOUN
glval okAnpn Kal OLOLOYEVAG, XWPLE T VEPA TNG EVAELOG, KOL ETILTPETEL OTO EPYAAELO
va KwwnBel mpog kabe katevBuvon pe vdnAn akpifela kat Aemt xapagn. Exel
odeidetal n wkavotnta TG HeBOSou va amobibel TUKVEG YPAUUWOELG Ko

Slafabuioelg mou mAnaolalouv t xaAkoypadia.

Xpnotpomnolovuvtal oAU okAnpa Kat opoloyevy E0Aa — muéapl, odevraul ,eAld ,
oxAadla, pnAld | Agpovid. Aoyw tNG OKANPOTNTAG &gV XpNnoLomolouvIal T
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okapméAa tng KAaolkng Euloypadiag aAAd AemTd epyaAeio CUYYEVLKA LLE EKELVA TNG
XoAkoypadiag: Kuplapxo eival to Uripév, mou dev eivat éva epyaleio aAAd olkoyEVELa
epyaleiwv amd okAnpupévo xaAuPa, pe odalpkn | ploodbeyyapn Aapni. H Aafn
edbapuolel otnv MOAAUN KOL O XAPAKING €AEyXEL TNV Topeia pe Tov Oeiktn,
neplotpedovtog To EVA0: Sev mpokettal yio opupl kat KOAEUL aAAd yla XElpovouia
oakplBeiag. Avaloya pe tn UUTN TOu Urpév (graver, tint tool, spitsticker, scorper)

HETABAAAETOL TO TLAXOG KOL O XAPAKTAPAG TNG YPAUUAG.

lotopikd, n pEBodog aflomolibnke yla TNV MOAAAMASTNTA TWV OQVTITUTIWY KAl TNV
glkovoypadnon BLRALWY, EVW W aUTOVOUN TMIPAKTLKN KaBlepwvetal tov 180 atwva pe

TO £pyo Tou AyyAou xapadktn Topag Mméyoulk.
3. Anto tn SuadIKOTNTA OTN OTPWHATWON

JuvnBwg To avtitumo otnv 6pBla Euloypadia avtAel TNV TOVIKNA TOU MOLKIAOpopdia
oo TN oXeSLAOTIKI) CUVOEDN TWV YPAUHWY, HEoA o€ €va Ao TToU opilouv To AEUKO
KOl TO Havpo. Imavidtepa epudaviletal n TEXVIKN KOUAYLE, OTIOU SUO0 1) TIEPLOCOTEPEG
UNTPEG TUMWvovToL Stadoxika otnv Wbl emipavela — piot KUPLA YLl TO YPOLULKO
OXEOL0 KAl TIG OKOUPEG OKLEG, Kol Ula SeUTepn wWOTE va mapaxBolv TOVIKEG Kal
evélapeoeg StaPabuioelg, pe to XpwHa Tou Xaptol va oxnuatilel ta ¢wta. To

evéladépov pou otpadnke oTo onUeio OMoU To HECOV oTapaTd va ival Suadiko.

Anplolpynoa TUMWHOTO HE SLAPOPETIKEG TOVIKEG KALUAKEG TIOU PEpouv eAadpEg
Sladadveleg. Eva tétolo tunwpa Oev elval pOvo TEAKO amotéAecpa: SExetal
TIEPOALTEPW TUTTWHOTO TIAVW TOU KoL Asltoupyel tautdoxpova wg umopabpo yla
TUTTWHOTO TIOU PTaivouv KATw amd auto. Tunmwvovtag Eava Kal ava, T000 ENMAvVW
OTNV MPWTN EMLPAVELX XOPTLOU OCO KOl OTLG EMOUEVEG , TIPOKUTITOUV TOVIKEC KALUAKEG

mtou Sev yevvIloUVTAL OTTO TN YPAUU AAAQ OO TLC CUUMTWOELS TWV OTPWOEWV.

H Sdtadavela €xel kat deutepn ouvemela. Otav kATw and to nuibladaveég TUMwUA
UTTAPXEL OKOUPOTEPN ETILPAVELA N ypadr), avadelkVUETAL Kal oL xapaéelc potalouv va
awwpouvtal. MapdAAnAa, UE TO HACKAPLOMA — TN HUEPLKA KAAUYN otolxelwv —

KamoLeg mAnpodopiec kpuBovtat wote va avakaludBOouv AAAeC.



Tinote and avtd dev Atav Sedopévo. H emAoyn Twv XapTlwy anaitnoe eKTevh €peuva
O€ TIOLOTNTA KOl YPOUUAPLO, WOTE VA EEUMNPETOUV TN OTPWHATWON Kal tn Stadavela
Xwplg va utoxwpouv oto Tunwua. E€lcou kaBoplotikn NTav n oxéon He Ta HeAAvLA:
oTNV amoBr KN TOU TMAVETLOTNIOU evtorioa aAld EuAoypadikd LeAAvLa, Eexaopéva
Kol oxedov Eepapéva, KoL PE TNV XPNoN KATAANAWY TPWTWV UAWV Ta ENavedpepo —
QUITOKTWVTAC £TOL TN SuVATOTNTA VA TIPOCHETW TEPLOCOTEPA TUTIOYPADLKA UEAAVLA

AapBavwvtoag dtadava katl nuidladava TUTTWHOTA.

Ta eumédla ATav ocuykekpluéva. Ta kowd peAdvia tumoypadiog CTOUWVOUV TLG
Aemtég xapalelg mou mpoodépel to 0pBlo EUAO, akupwvovtag TNV akpifela TNG
pneB6dou. OL peyaleg moootnTeg UeAavng votilouv To AEMTO XElpOTOINTO XapPTi
TIEPLOCOTEPO OO OCO0 QAVIEXEL, KOL KOTA TO XELPOKIVNTO TUMWHA — OTIOU OlOKE(TaL
Tileon UE TO XEPL yla peyaAutepn akpifela — to xapti okiletal. H avtipetwion
anaitnoe MOKPOXPovn MEAETN Yyl TOV TPOCSLOPLOUO TwV LEAVIKWY ouvinKwv
TUTIWHOTOC, Kal oL HovadLkéC cuVOEDELG amaltoUv MOAAQTAG TUNIWHATA OTNV Sl
emubavela, HE HEAETN TNG OELPAG KoL TNG B€0ong TOUG WOTE va TIPOKULEL

TowkAopopdia TOVIKOTATWY Kot peyoAUTepn LwypadlkOTNTO OTO TEALKO AMIOTEAECHOL.
4. H kataokeun: TAAKEC, KASpa, XwWpPOog

To eowteplkd KABe €pyou elval eviaio YAUTITIKO  QVTIKELHEVO  amod
OVOKOTOOKEUOOMEVO XAPT(, KATOOKEUAOUEVO UE TN HEBOSO Tou papier-mdché. Me
TPl Lo KoL YUAALopa TO UALKO amoKTa tnv udn katl tnv aicdnon Aibwvng mAdkag. Ou
TIAOKECG TIPOEPXOVTOL ATTO KOUTEC TOU KATIOTE ATAV KATL AAA0 — lowc BLPALa, owg
XPNOTLKA OVTIKELLEVA — KOl CUEPQ ELVOL XAPTLVEC ETILAVELEG TTOU UTTOSNAWVOUV [l

mpwTtn VAN TPOC avayvwaon.

Kapia mAdaka dev tautiletal pe aAAn, KoL OAEG elval aTeEAE(C: OTIAOUEVEC, UE TPUTIEC,
payiopota, KALOELG, KAUMUAOTNTEG, TPaxUTNTeg, Oladopég peyéBoug. H atélela

TIOPOLLLEVEL , SLOTL ELVOLL TIEPLEXOUEVO K OXL EAATTWHLAL.

Ta kadpa eival opboywvia, alld bev €xouv OAa to i6lo pEyeBog. Asttoupyouv wg
e€wTtePLKO KEAUPOG: TIEPIBAAAOUV KOl TIPOOTATEVOUV TO QVTLKEIMEVO TIOU DEPEL TN

onuaotia, Kot amoteAouV Kal Ta dLa pépog Tou maAipdnotou.



ZupBOALKA, TO KASPO aVATIAPLOTA TNV UTIOTIOEUEVN TEAELO» KO ETILUEANUEVN ELKOVA
HOG — aUTH TIou SNULOUPYELTAL KATA TNV MPWTN EMIKOLWVWVIA 0TA KOWVWVLKA GUVOAQ.
H emwkowwvia kat n aAAnAemnidpacn pe toug AAAOUG €lval amOKAAUTTIKY: GAAoOTE
TIEPLOOOTEPO Kal AANOTE AlyOTEPO, avaloya Ue Tn ox€on mou avantuooestal. 0co n
enadn Babaivel, to e€wtepikd kEAUPoOG umoxwpel kal apxilel va Stadalvetal to

E0WTEPLKO TtaAipdnoto.

Ta KAdpa KATACKEUAOTNKAV OO TIEPLOCEV ATA EVAELOG , TTOU EMAVOXPNOLUOTIOLELTAL.
To (610 To UALKO TG TpoaoTaciag poépxetal, SnAadn, and avilkeipeva mou eixav nén

po {wn — HLa KON oTpWaon TAVW OTLG TIPoNYOoU LEVEC.

Jtov ekBeolokO Xwpo oL oykol Sev mapouctdlovtol HEHOVWHEVA. Ztolxilovral,
OKPLBWE OMWGE KAVOULE OL AVOPWTIOL OE HLO TIEPLOTACLAKA GUVAVTNGON: KOVTA O €VOC
OTOV AAAOV, OE HLKPEG OUASEG N UEYOAUTEPEC, UE KEVA TTOU AAANOTE PEYAAWVOUV Kall
aAAote kAelvouv. H mpwtn ekova toug Sivel kamola otolxeia, aAAd ta mepLOCOTEPA
OTTOKOAUTITOVTOL LLE TOV XPOVO KaL TNV emadr — Onwe akplpws cupPaivel Kat pe kaBe

avBpwro.

H anootaon avapeoa ota £pya Sev eival otaBepry. ANOTE oTEKOVTAL KOVTA, OXeSOV
ava Svo, kal aAlote apalwvouv, adrnvovtag Kevo yupw toug. H mukvwon Kot n
opaiwon petafarlovtal ava cnpelo TOU XWPOU, oAV va TapaTNPEL KAVELG QUTEC TIG
KOLVWVIKEG OMABEC O€ Lol ouvavTnon: AAAEC OPLYTEC KOl CUYKEVIPWHEVEG, AAAEG TILO
Slaomnaptec. Etol, To (610 To 0TAGLUO TNG mapouasiaong yivetal pépog tng ouvBeong —

HLOL KON OTPpWon Ttou KAl Tov Beatr) va StaBAcel oxEoeLg, OXL LOVO QVTIKEIPEVAL.

5. H évvola

Méoa amo Ta TEXVIKA OTOLXELQ, N epyacia eMmIelpel vao amoSwaoeL e TPOTO AUECA
QVTIANTITO amo tov Beatr , tTnv moAucuvOetn Slapdpdwon Tou eautol Hag, 0 OToiog
avaloya He tnv ouvOnkn mpooapuoletal n un Kk aAAnAoemidpa . O okEPELG Tou
akoAouBoUv &ev eival epunveuTikd KAeldl, aAAd kataypadry Twv €vVvolwv ToU

KateuBuvav T emAoYEG TNG ouVBeoNG.



Ot emavaAAPEL] TWV TUMWHUATWY AELTOUPYOUV WG TIEPOCUO OTOV XPOVO: amo TO
TapeABOV 0TO TAPOV KOl OO AUTO OTO AUECO HEAAOV, SnAadn TNV akplBwg EMOUEVN
OTLyUnR Tou akoAouBel . Ztnv dla emupavela,  pla €ékBaon and to mapeABov oto
napov oe moAAamAn avayvwon. To tunwua mou ¢aivetal teAevtaio dev eival to
ONUOVTLKOTEPO: £lval 0 XpoOvog Tou 1o ¢Epel ekel. H evallayn amokaAuPng kot
arnokpuPng amodidel tn oxéon avtlAnmroU Kal Un avTAnmtou, cuveldntou Kal
0oUVEIONTOU — TIG SLOPOPETLKEG OTLYUEC TTOU EXEL BLWOEL KAVELG KL OUVOETOUV QUTO

TIou €lval onpepa, xwplc va elval OAeg TautoOXpOVa OPATEG.

Ytov oXeSlaopuo umapyxouv cupBoAiopol mou SnAwvouv To Tpalpa 1) TO AMOTEAECUA
Tou. I’ autd oL €lkOveg TtomoBetolvtal MAvw O papier-mdché atehég amd tnv
KOQTOLOKEUN TOU: yla Vol onNUAvouV to Stayeveako tpavpa. Hén mpv amod tn cUAANYN
NG UNTEPOG LG UTtApXoUV eyypadeg: Sev eipaote kabapol dompol mivakeg, dEpou e
HUVNEG K EUTIELPLEG TPONYOULEVWY YEVEWV. AVAAOYQ PE QUTEC, TA KOWVWVLKA GUVOAQ
oTa omola HEYOAWVOUUE Kal €Kelva ota omoia Ba avamtuxboupe pmopolv va

Stapopdwoouv mMoAAG otn {wr Kag.

To €pyo Opwg dev KAsivel otnv kataypadn tou tpavpatoc. H avtiAnyn tou sautol
oG Kal 6oa ocupPdalouv otn Sopopdwon tou, pmopel va pag Pondrnoel otnv
TIPOOWTILKA €EEALEN K AUTO VOl EMNPEACEL TOV TPOTO TNG aAANAeniSpaong oto Apeco

HEANOV SnAadn TNV EMOPEVN OTLYUA.
6. H B€aon kot 1o KAsiolpo

Ta €pya Intouv xpovo. OCO TILO KOVTA OTEKETAL KOVEL(, TOOO TEPLOCOTEPEG
nmAnpodopiec dtafalel — OMWC AVAKAAUTITEL KAVELG Evav AvOpwTto MANCLAIOVTAC TOV.
Otav mopatnpnosLl OPKETA KOL YL OPKETH wpa, XPELALETAL ULla ULKPR TTavon Ko
QIMOUAKPUVETAL * TOTE, amo anootaocn, dtafalel to ovvolo. Kat kaBe véa B£on tov
€XEL KAVEL TTAEOV AAAOV AvBpwTo, wote KABe emotpodr oTo £€pyo va yivetal Ye vEa

orttikn. O KUKAoG bev kAelvel Ttote oto (6lo onpeio.

H amavinon mou €dwoe n epyacia dev Bploketal oe pia emhoyn) alAd otnv
oaAAnAouyia Toug: N oKANPOTNTA TNG EYKAPOLAC TOUNG eMETpee TN AT Xapaln, n
Aemtn xapaén amnaitnoe peAdvia mou S&v OTOUWVOUV Kal XapTid ou dev votilouv, n
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avaktnon twv exaopévwy pelaviwy €dwoe tn Sladadvela, n Staddvela €dwoe TN
oTpWON, N oTpwon €5waoe Tov XPOVOo Kal TNV armokpuyn, KoL N ATEAELD TWV TTAQKWY
€6woe Tov TPOTo va emwOel To Tpavpa xwpic va dnAwBel. Timote and avta dev Ba

apKouaoe HOvVo Tou.

To MaAiuynoto dev elval, TeEAKA, oUTE 0 TITAOG oUTE N TexVIKN. Elval n B€on otL tinote
Sev Eekva amo kevn emidpavelo — ouTe €va EUAO, oUTE €va xapti, oUTe évag avBpwrog
— Kal OTL N SoUAELA TNC TEXVNC ElvaL va KAVEL OPATEC TIG EYYPAPEC TTOU TTPOUTIAPXOUY,

Xwpig va tig dtaypdet.

NEé€erg KAewdia: 0pOio EUAO - XapaKkTIKN - SLooTpWHATWON - TAAUPNOTO * XElpomointo

xopti - Slayeveako tpavpa



Description of the project

1. Introduction

Palimpsest began with a technical question: what can wood engraving do when it does
not function as one medium among others, but is enlisted in its entirety in the service
of asingle purpose? The course of the research transformed that question into a series

of works in which technique does not merely accompany meaning - it produces it.

The title is not decorative. It describes the method: the layering of materials, images,

and concepts upon a surface that already bears traces of previous inscriptions.

Wood engraving is not unknown at the School. Yannis Gourzis, the supervisor of this
project, is the documented instructor specialising in the medium within Greek higher
education in the arts, and degree projects featuring wood engraving in their
presentations have existed before. What has not been documented is a project that
adopts the medium exclusively, explores it fully as an integrated whole, and develops
techniques specifically to serve a meaning. This is where the present project positions
itself - not as a claim to being the first, but as a record of a use of the medium that has

remained absent.

2. The Medium: Wood Engraving

Wood engraving is carved into the end grain of the wood, rather than along the length
of the trunk. This choice determines everything: the end grain is hard and
homogeneous, free from the directional grain of the wood, and allows the tool to
move in any direction with great precision and delicacy. This accounts for the
method's ability to produce dense linework and tonal gradations approaching those
of copper engraving.Very hard, homogeneous woods are used - boxwood, maple,
olive, pear, apple, or lemon wood. Because of their hardness, the gouges used in
traditional woodcut are replaced by fine tools related to those employed in metal

engraving. Chief among them is the burin, which is not a single tool but a family of
9



hardened-steel tools with ball-shaped or mushroom-shaped handles. The handle fits
into the palm, while the engraver controls the tool's path with the index finger and
rotates the wood: this is not a matter of hammer and chisel, but a gesture of precision.
The thickness and character of the line vary according to the burin's tip - graver, tint

tool, spitsticker, or scorper.

Historically, the method was valued for its capacity to produce multiple impressions
and for book illustration. It became established as an autonomous practice in the

eighteenth century through the work of the English engraver Thomas Bewick.

3. From Binary Contrast to Layering

A wood engraving print usually derives its tonal variety from the compositional
arrangement of its lines, within a spectrum defined by black and white. More rarely,
the chiaroscuro technique is used, in which two or more blocks are printed
successively on the same surface: a principal block for the linear design and dark
shadows, and a second to produce tonal and intermediate gradations, while the colour
of the paper forms the highlights. My interest turned to the point at which the medium

ceases to be binary.

| created prints with different tonal scales and a degree of transparency. Such a print
is not only a final result: it can receive additional impressions on its surface while
simultaneously serving as a support for prints placed beneath it. By printing
repeatedly, both on the first sheet of paper and on subsequent ones, tonal scales

emerge not from line, but from the convergence of layers.

Transparency has a second consequence. When a darker surface or writing lies
beneath the translucent print, it is brought forward and the engraved marks seem to
float. At the same time, through masking - the partial covering of elements - certain

information is concealed so that other information may be discovered.

None of this was a given. Selecting the papers required extensive research into their

quality and weight, so that they could support layering and transparency without
10



giving way during printing. Equally decisive was my relationship with the inks: in the
university storeroom, | found old wood-engraving inks, forgotten and almost dried
out. By using suitable raw materials, | restored them, thereby gaining the ability to add

more printing inks and produce transparent and translucent impressions.

The obstacles were specific. Ordinary printing inks clog the fine incisions made
possible by wood engraving, negating the precision of the method. Large quantities of
ink dampen the thin handmade paper beyond what it can withstand, and during hand
printing - in which pressure is applied manually for greater precision - the paper tears.
Addressing these problems required prolonged study to determine the ideal printing
conditions. The unique compositions also demand multiple impressions on the same
surface, with careful consideration of their sequence and placement, so as to create a

variety of tonalities and a more painterly final result.

4. Construction: Slabs, Frames, Space

The interior of each work is a single sculptural object made from reconstructed paper
using the papier-mache method. Through sanding and polishing, the material acquires
the texture and feel of a stone slab. The slabs come from cardboard boxes that once
contained something else - perhaps books, perhaps utilitarian objects - and are now

paper surfaces suggesting raw material to be read.

No two slabs are identical, and all are imperfect: broken, pierced by holes, cracked,
tilted, curved, rough, and different in size. Their imperfection remains because it is

content, not a defect.

The frames are rectangular, but they are not all the same size. They function as an
outer shell: they surround and protect the object that carries the meaning, while

themselves forming part of the palimpsest.

Symbolically, the frame represents the supposedly "perfect" and carefully curated
image of ourselves - the image created during our first interactions within social

groups. Communication and interaction with others are revealing, sometimes more
11



and sometimes less so, depending on the relationship that develops. As contact

deepens, the outer shell recedes and the inner palimpsest begins to show through.

The frames were made from leftover timber that was reused. The material of
protection itself therefore comes from objects that had already lived another life - one

more layer added to those that preceded it.

In the exhibition space, the forms are not presented in isolation. They gather together,
just as people do in a casual social encounter: close to one another, in small or larger
groups, with gaps that sometimes widen and sometimes close. Their initial
appearance provides some information, but most is revealed through time and

contact - exactly as happens with every person.

The distance between the works is not fixed. At times they stand close together,
almost in pairs; elsewhere they spread out, leaving empty space around them. Their
density and dispersal vary from one point in the space to another, as though one were
observing social groups at a gathering: some close-knit and concentrated, others more
scattered. In this way, the arrangement of the exhibition itself becomes part of the
composition - another layer inviting the viewer to read relationships, not merely

objects.

5. The Concept

Through its technical elements, the project seeks to convey, in a way that is
immediately perceptible to the viewer, the complex formation of the self, which,
depending on the circumstances, adapts - or does not - and interacts. The thoughts
that follow are not an interpretive key, but a record of the concepts that guided the

compositional choices.

The repetition of impressions functions as a passage through time: from the past to
the present, and from the present to the immediate future - that is, the very next
moment. On the same surface, an outcome may unfold from past to present through

multiple readings. The impression that appears last is not the most important; what
12



matters is the time that has brought it there. The alternation between revelation and
concealment expresses the relationship between the perceptible and the
imperceptible, the conscious and the unconscious - the different moments a person

has experienced, which compose who they are today without all being visible at once.

The design contains symbols that signify trauma or its effects. This is why the images
are placed on papier-mache that is imperfect by construction: to signify
intergenerational trauma. Even before our mother's conception, inscriptions already
exist; we are not clean white slates, but carry the memories and experiences of
previous generations. In relation to these, the social groups in which we grow up and

those in which we later develop can shape many aspects of our lives.

The work, however, does not end with the documentation of trauma. Understanding
ourselves and the factors that contribute to our formation can aid our personal
development, and this can influence how we interact in the immediate future - that

is, in the next moment.

6. Viewing and Conclusion

The works ask for time. The closer one stands, the more information one can read -
just as one discovers a person by approaching them. After observing enough, and for
long enough, one needs a brief pause and steps away; then, from a distance, the whole
becomes legible. Each new position has already changed the viewer, so every return
to the work takes place from a new perspective. The circle never closes at the same

point.

The answer offered by the project lies not in any single choice, but in their sequence:
the hardness of the end grain enabled fine engraving; fine engraving required inks that
would not clog and papers that would not become overly damp; restoring the
forgotten inks made transparency possible; transparency produced layering; layering
produced time and concealment; and the imperfection of the slabs provided a means
of expressing trauma without stating it explicitly. None of these would have been

sufficient on its own.
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Ultimately, Palimpsest is neither the title nor the technique. It is the proposition that
nothing begins from a blank surface - neither a piece of wood, nor a sheet of paper,
nor a human being - and that the work of art is to make pre-existing inscriptions visible

without erasing them.

Keywords: wood engraving - printmaking - translucency - layering - palimpsest -

handmade paper - papier-mdché - intergenerational trauma
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BIOI'PA®IKO XHMEIQMA

To 2000 amogoitnoe and v ABwvidda ExkAnclaotikr Axadnuio Ayiov Opovg,
Aoppévovtag 1o TPATO TOL TTVYI0 OTIG TEXVES, OTNV Ayloypoeia.
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EPTA NTYXIAKHZ EPTAZIAZ

1. TitAog €pyou «MaAippnoto»
MAnpodopieg épyou:

e ‘Etog dnuoupylag: 2026

Amoyn TG GLVOAIKNG Tapovaiaong tov épyov [aliuynoto. H didtaén, ot
OTOGTAGELS KO 01 OLAOOTOGELS TV EMUEPOVS EPYOV AEITOVPYOVV (O OPYOVIKO
Hépog g cuvbeong
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2. Tithog épyou «MaAippnoto»
MAnpodopieg épyou:

e Etog Snuoupyiag: 2026

Amoyn g cLVOAIKN G Tapovsiaong tov épyov [Haliuynoro. H dibtaén, ot
OTOCTAGELS KO Ol OUAOOTOGELS TV EMUEPOVS EPYOV AEITOVPYOVV (O OPYOVIKO

pépog g suvbeong

17



3. Tithog €pyou «MNaAipdnoto»
MAnpodopieg épyou:

e ‘Etog Snuoupyiag: 2026
e YAWKaA €pyou n Texvikn: Xdapaén oe 6pBLo EVAO e UILPEY, TUMIWUA OE XELPOTIOLNTO
XOPTL KaL TOMOBETNON TWV TUNMWHATWY o€ emibavela and papier-maché.

e Alootaoslg €pyou: 80 x 60 cm

4. Tithog €pyou «MaAippnoto»
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MAnpodopieg épyou:

e Etog Snuoupyiag: 2026
e YAWKA €pyou N TEXVLKN: Xapaln os 6pOLo EUAO UE UMLPEY, TUMWUA O XELPOTIOINTO
Xopti KoL TomoB£Tnon TwV TUNWUATWY o€ eTidavela anod papier-maché.

e Alaotaoels €pyou: 80 x 60 cm
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5. Tithog €pyou «MaAipdnoto»
MAnpodopieg épyou:

e ‘Etog dnuoupylag: 2026
e YAKA £pyou 1 TEXVLKN: Xapaén og 6pBLo EUAO pe UMLPEV, TUTIWHA O XELPOTOLNTO
XOPTL KL TOTIOBETNON TWV TUTIWHATWY o€ emLbAvela anod papier-maché.

e Alootdoelg €pyou: 80 x 60 cm
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6. TitAog €pyou «MaAipdnoto»
MAnpodopieg épyou:

e Etog Snuoupyiag: 2026
e YAKQ €pyou N TEXVIKN: Xapa&n og 6pOLo EUAO e UMLpEV, TUMWUA OE XELPOTIOLNTO
XOPTL KaL TOMOBETNON TWV TUNMWHATWY o€ emibavela and papier-maché.

e Alaotaoels €pyou: 71 x 54 cm

7. Tithog €pyou «MaAipdnoto»
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MAnpodopieg épyou:

e Etog Snuoupyiag: 2026

o YAKA €pyou 1 TEXVIKN: Xapagn o€ 0pBLO EUAO e UTTLPEV, TUTIWHA O XELPOTIOINTO
XOPTL KL TOTIOOETNON TWV TUTIWHATWY o€ emdavela amod papier-maché.

e Alaotaoels €pyou: 80 x 60 cm

8. Tithog €pyou «MaAipPnoto»
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MAnpodopieg épyou:

e Eto¢ Snuoupyiag: 2026

e YAWKA €pyou N TEXVLKN: Xapaln os 6pOLo EUAO UE UMLPEY, TUMWUA O XELPOTIOINTO
Xopti KoL TomoB£Tnon TwV TUNWUATWY o€ eTidavela anod papier-maché.

e Alaotaoels €pyou: 71 x 54 cm

9. Tithog €pyou «MaAipdnoto»
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MAnpodopieg épyou:

e ‘Etog Snuioupyiag: 2026

e YAIKQ €pyou 1 TEXVIKN: Xapa&n os 6pOLo VA0 PE pmIpEv, TUMWHA O XELPOTOLNTO
Xopti KoL TomoB£Tnon TwV TUNWUATWY o€ eTidavela anod papier-maché.

e Alaotaocelg €pyou: 80 x 60 cm
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