Cutting and casting
Greek types in the nineteenth and twentieth century

Klimis Mastoridis

Thessaloniki 2005

KLIMIS MASTORIDIS Cutting and casting Greek types in the nineteenth and twentieth century

1

2

KLIMIS MASTORIDIS Cutting and casting Greek types in the nineteenth and twentieth century

Cutting and casting Greek types in the nineteenth and twentieth century
Introduction
Only a few relationships last longer than those of literate people with printing types. From
our childhood until the end of our lives, type, in its various printed forms, is in front of our
eyes. Sometimes it looks up at us from the page of a book, a newspaper or a magazine, sometimes from behind a television or cinema screen, and other times from signs above shops or
the signs of our national roads. Type is there to help us get the message as clearly as possible.
Many times it pulls it oﬀ; other times something goes wrong.
The sensible use of type proves to be one of the most important tools in the large armoury
of graphic arts. According to its design and the way it is used, a printing type can be relaxing
by smoothly guiding us through the text, as well as annoying; it can give us a rough time or
impress us positively. Young Tschichold’s point of view during his typographic ‘leftism’ that
good typography depends only secondarily on types, primarily on the way they are used was
abandoned even by him some years later.
The history of printing types forms an integral part of the history of visual communication.
The letters of an alphabet, printed on a page, convey the writer’s message to the reader. According to their shape and in combination with their typographic arrangement, they can be
described as reader-friendly or the opposite.
For this reason, the study of their history is important. A knowledge of tradition gives us
the opportunity to approach the design of letterforms from a critical angle, deﬁne and develop the positive aspects and disregard negative ones. This process equips type designers with
an important tool; its use will sometimes save them from time-consuming and meaningless
experimentation and, on many occasions, it will help them avoid unnecessary dilemmas.
The singular evolution of Greek typography, as well as the involvement of a limited circle of
people with its history, has deprived us of research in such matters. Any comparison with
bibliographies of other countries would be wrong. Nevertheless, we cannot fail to acknowledge the intensiﬁed eﬀorts, especially over the last ﬁfteen years, towards the identiﬁcation
and study of issues related to Greek typography. It would probably be irrational to expect
impressive results in such a short period of time, since many of the basic conditions that
promote and facilitate research are missing. Some of conditions will only be met by establishing and developing schools, academic departments, research centres and museums. Furthermore, we should not forget that the study of typography demands constant contact and
co-operation among experts from diﬀerent academic ﬁelds: epigraphists, palaeographers, art
historians, book scholars, craftsmen, and the like.
To the above-mentioned problems we should also add those resulting from the singularity of
the material to be studied. As opposed to the modern reality of personal computers, which
store letters in digital form, or even phototypesetting systems of the previous generation,
which used photographic matrices, metal types with their ephemeral nature constitute a rare
and hard to ﬁnd material.
The common practice of typefoundries and printing oﬃces was to melt worn types in order to re-use their metal. Type specimens printed by manufacturers and printing oﬃces have
become ephemeral over time. Most of those surviving are incomplete, damaged by printers’
and bookbinders’ habit of cutting sample-pieces when placing their order with the foundries.
For a better understanding of these inconveniences a glance into the past is necessary to
see how these metal printing types were produced.
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background knowledge
The idea, as well as the earliest use, of separate
characters is attributed to the East. China and
Korea are still competing with each other over
the paternity of the invention claimed by several
countries in Europe. Even we, Greeks, are proud
to demonstrate the disk of Phaestos [ﬁg.1]. The
reason why that invention was not established,
contrary to the wide spread of wood engraving,
should be sought in the large number of ideograms included in the scripts of those countries.
Metal printing types were used on European
ground for the ﬁrst time at around 1440. Their
production was greatly assisted by the already
existing knowledge applied in crafts such as
blacksmithery, silver-goldsmithery and gun making.
Although Gutenberg’s lead and even his techﬁg.1
The disk of Phaestos, dated around
1700 BC
niques were occasionally questioned by various
historians, the specimens we have reveal that from
the ﬁfteenth century until the introduction and
establishment of mechanical setting, at the end of the nineteenth century, the basic principles applied by Johannes Gutenberg in the manufacture and use of printing types remained
unchanged.
The basic component of the early movable printing types was lead. Several metals, such as
tin, antimony, iron and copper were later used for the production of hard alloys able to respond to the continual and persistent use of types by printers.
Accounts of the ratios of the metals used diﬀer from one handbook to the next and from
one typefoundry to another. In the seventeenth century for example, Moxon mentions lead
and iron, whereas almost two centuries later, Legros and Grant explain that “type-metal at
the present day consists chieﬂy of lead, antimony and tin, with, in some cases, the addition
of a small percentage of copper”. However, at the end of 1969, Theodoros Paraskevopoulos,
owner of the well-known Greek typefoundry “PAP” mentions the following in one of his
letters: “…regarding the compositions of alloys used for the construction of printing types,
these are as follows: a) antimony from 20 to 28%, b) tin from 6 to 12%, c) lead from 74 to 60%
(pure), d) copper per thousand 5‰.”
producing metal types
In order to follow the practical process of producing metal types it would also be useful to
know the basic tools used by the ﬁrst printers/designers/punchcutters.
It should be emphasised that despite various doubts and discords, historians of typography acknowledge that some of these tools –especially the mould– resulted from ingenious
technical applications.
The sequence of work during the production of printing types was as follows:
Firstly, the punch was made.
The punchcutter, having set his mind on the shape of the letter, used to engrave it in relief
and in reverse on top of a steel bar. The next step consisted in hardening the punch [ﬁg.2].
By means of the punch they made the matrix.
The punch was stamped into soft copper and in this way the matrix was created [ﬁg.3].
The matrix was justiﬁed and placed into the mould.
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Each side of the matrix had to be justiﬁed so that it could ﬁt properly into the mould. It
would be used again and again, as often as needed for the production of a suﬃcient number
of types.
Molten alloy was poured into the mould and type was cast.
The same process was repeated for all diﬀerent letters, numbers or ornaments as well as sizes
the punchcutter wished to produce [ﬁg.4].
After coming out from the mould, all unnecessary, uneven material was removed from
the metal type.
Then followed the process of bringing the type to the right height.
Finally, it was ready to be inked and printed.
In the course of the history of printing, until the introduction of mechanical setting, the only
things that changed in the above process were the auxiliary tools. For example, we know that
punchcutters, even from the sixteenth century, used auxiliary punches (counterpunches) in
order to ‘take oﬀ ’ similar-shaped internal parts of the letters to be produced (e.g. the bowls
of b, d, p and q).

ﬁg.2

Engraving a punch

ﬁg.3

Producing the matrix

ﬁg.4
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ﬁg.5

Use of the pantograph

But even Linn Boyd Benton’s pantograph in 1885 could only achieve the cutting of
punches mechanically. Notwithstanding, his invention led to the development of mechanical
typesetting, a ﬁeld monopolized by Linotype and Monotype machines from the end of the
1880s until the end of the 1950s (in Greece even longer) (ﬁg.5).
greek printing types
The history of Greek types is remarkably easy to follow along its main outlines. Not only are
Greek types very much less numerous than either roman or gothic founts, but between the
closing years of the ﬁfteenth century, when the ﬁrst Greek books printed by Aldus Manutius
appeared, and the closing years of the nineteenth century which mark the start of a new typographical experiment, the vast majority of Greek typefaces fall into a few groups of well-deﬁned sequence and interconnexion.
These were mentioned by Victor Scholderer in his “Historical Introduction” printed in a
catalogue for an exhibition of facsimiles illustrating the development of Greek printing types
in the British Museum, in 1927.
early period
Greek printing types followed the path and the wonderings of Greek printing history. In other words they were conceived, and for three and a half centuries were used abroad, mainly in
Italy. As stated by James Mosley, Greek types began as ‘romanized’ types required for use in
Latin texts interspersed with Greek quotations. The Greek type was in this case a true secondary alphabet, taking its main characteristics from those of the roman (ﬁg.6).

ﬁg.6
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Sweinheim and Pannartz, Subiaco 1465
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For example, when a Greek text needed to be set in a Latin book, the Roman types which
were similar to Greek letters replaced the latter in order to avoid cutting additional matrices. According to Proctor, a common characteristic of these types was that they were made
by workmen accustomed to Latin types, who faced the problems connected with Greek letters
from the outside, from a diﬀerent point of view from that of the Hellenic typefounder, and applied their technical knowledge and practice to the production of Greek forms in a Latin spirit.
These types were upright, in most cases equal in width, the letters were separate without
many ligatures and their form was based on round-shaped palaeographic models. Among
the most important attempts are the types used by Nicolas Jenson and the brothers Johannes
and Wendelin de Spira in Venice, in the beginning of the 1470s.
“The ﬁrst Greek typographic school” and Aldus
This was the situation until 1476, when the ﬁrst pieces of work carried out by craftsmen
belonging to the “ﬁrst Greek typographic school” appeared in Italy. A dialogue was initiated
between people who had the ‘feeling of the language’ and the ability to support their choices
in design issues. It is not accidental that most of them, if not all, were excellent calligraphers
and so familiar with the shapes of the letters. For instance, Ianos Laskaris expresses the opinion that small capitals are the ﬁnest form of letters that should be adopted by Greek typography, a conviction he based on ancient Greek inscriptional models (ﬁg.7).
People like Damilas, Alexandros and Laonikos, Kalliergis, Soﬁanos and Doukas design
and cut printing types in order to use them in their publications. On the other hand, we meet
the great Hellenist printer Aldus Manutius, who, in co-operation with the brilliant punchcutter Francesco Griﬀo, wrote an exceptional piece on the history of Greek typography at the
end of the ﬁfteenth century, so marking its course for the years to come.
Inclined Greek, based on calligraphic manuscripts of that time, was to set an example for
the design of most Greek printing types for the next three centuries and open the way for the
design of Latin italics.
A diﬀerent group of Greek letters is represented by the beautiful, clear type found in the
New Testament of cardinal Ximénez’s Biblia polyglotta, which was printed in Alcalà in Spain
by Guillén de Brocar in 1514 and edited by Dimitrios Doukas. On these types Robert Proctor
based his own ‘Otter Greek’ type, cut in 1903, and their design logic was adopted by Victor
Scholderer for the ‘New Hellenic’ in 1927 (ﬁg.8).
Using the Aldine logic of engraving based on the calligraphic handwriting of their time,
the marvellous “grecs du roi” were cut in France during the 1540s. This work was executed in
an exemplary fashion by the famous punchcutter Claude Garamont, who ‘copied’ the handwriting of Angelos Vergikios, the royal calligrapher of Francois I. The price paid by Greek
typography for Garamont’s mastery was high and the pay-back period was extremely longlived (ﬁg.9). An unprecedented number of ligatures and abbreviations caused headaches for
the often non-Greek compositors for almost two and a half centuries, while printers were
trying to imitate the nice visual eﬀect of Garamont’s ‘calligraphic’ Greek letters combined
with the sublime quality of printing executed by Robert Estienne. These types formed part
of the Garalde font (from the names of Aldus and Garamont) and ruled over Greek printing
until the appearance of the transitional period’s types and the modern characters designed
by Didot and Bodoni in the end of the eighteenth century. Talented craftsmen, such as
Haultin, Granjon, Jannon and Kis were involved with the design of Greek alphabets during
the sixteenth and seventeenth centuries. In general, their types did not vary greatly from the
above-mentioned design logic. Some of the basic characteristics of the Greek Garalde type
are the large number of ligatures and alternative letters (like theta [θ], beta [β], gamma [γ]
etc.), as well as the heavy inclination to the right (and on occasion to the left).
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the ‘transitional period’
With the decline of the “ﬁrst (and probably the only) Greek typographic school”, in the middle of the sixteenth century, the dialogue between Greek and foreign designers/punchcutters
turned into a monologue. Greeks conﬁned themselves to limited acts of editing and sponsoring the printing of Greek books and the famous printing oﬃces of Sarros, Theodosiou
and Glykis in Venice (1670-1820) printed books without character, not a hint of typographic
experimentation, adopting the baroque arrangements of their Italian colleagues.
The economic and political collapse of the Venetian Republic at the end of the eighteenth
century had an immediate eﬀect on its Greek community and consequently on printing in
the region. Greek printing types are trapped in the design logic of the sixteenth century,
which becomes apparent not only from books, but also from type specimens, such as those
of Glykis’s printing oﬃce issued in Venice in 1812. In addition this unfavourable reality is

ﬁg.7
Laskaris’s small capitals in the publication of Apollonius
Rhodius by Lorenzo di Alopa, Florence 1496
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Fig.8
Aristophron,
Plato’s Academy, printed
by John Johnson, Oxford
1937.

also sustained by the changes that occurred in the Greek book market. The vivid interest of
the Renaissance period for Greek letters now belonged to the past; the foreign market already had enough editions of classic Greek scholars and, inside Greece, demand was limited
mainly to religious books. Furthermore, the ﬁeld of religious publications, conservative by
nature, had become accustomed to a certain printing tradition and any change did not seem
to be welcomed (ﬁg.10).
These factors brought Greek typography to a standstill and deprived it of any prospect
of stylistic improvement or change. The Greeks would have to wait until the emergence of
the Enlightenment in order to start seeking the lost thread of dialogue with foreign craftsmen once more, this time as apprentices in the ‘school’ that consisted of the printing oﬃces
owned mainly by French, philhellene printers. Approaching the nineteenth century, as Italy
ceased to constitute the only important Greek printing centre, countries such as Austria,
England, Germany, France and the Low Countries would house Greeks and their ever-increasing printing ventures. Bucharest and Constantinople were to add even more to the
Greek printing map. However, any attempt to change the design of Greek printing types at
that time is expressly attributed to foreign designers.
For example, important steps towards the diminution or even elimination of Greek printing ligatures are taken in Holland during the last decade of the seventeenth century. Heinrich Wetstein adopted this practice in the publication of Opuscula Mythologica Physica et
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ﬁg.9
Arrianus de Venatione printed by Sebastien and Gabriel
Cramoisy, Paris 1644.

Ethica (1688), Diogenis Laertios (1692) and New Testament (1698). Thus, a new era begins
where typefoundries, printers/punchcutters, publishers, even scholars put forward eﬀorts
to unchain Greek characters from the past. Among them were the German publisher Georg
Göschen and the ingenious English printer and calligrapher John Baskerville. Baskerville’s
Greek types, with capitals following the inclined design of small letters, were not used. They
were of no interest to the people of the Oxford University Press, even though they were especially designed and cut for their publications soon after 1760 (ﬁg.11). Substantial changes
in the design logic of Greek types were also brought about by the Scottish punchcutter and
academician, Alexander Wilson, whose Greek types were to be used by the brothers Robert
and Andrew Foulis for the publication of Homer in Glasgow, in 1756 (ﬁg.12). These letters
could be classiﬁed in the group of Greek types of the ‘transitional period’.
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Fig.10 Religious calendar (Menaion) printed by Nikolaos Glykis,
Venice 1771

Until the end of the eighteenth century, the overall design of Greek types follows the Garalde tradition, as the ‘transitional period’s’ group of types seems unable to reverse the trend.
The fact that Greeks were not involved with punch engraving deprived Greek alphabets of
their most important trait, that is, design based on the feeling of the language. The time of
the uprising was drawing near.
the ‘modern’ Didot type
The end of the eighteenth century and the ﬁrst two decades of the nineteenth are characterized by an impressive growth in the number of Greek books, especially for school use. Grammar books, dictionaries, and scientiﬁc and literary publications were added to the long list of
religious editions. This can be seen as a result of political, social and economic fermentation
and change taking place not only in the Greek communities outside Greece, but also in those
within the country.

KLIMIS MASTORIDIS Cutting and casting Greek types in the nineteenth and twentieth century

11

Fig.11 John Baskerville’s Greek printing types,
Birmingham 1763.

ﬁg.12 Alexander Wilson’s printing types for the Homer printed by
the Foulis brothers, Glasgow 1756
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Fig.13

Richard Porson’s Greek printing types, Cambridge 1826

The merits of the National Enlightenment Movement are of great importance here too as,
among other things, it accounts for the printing of a large number of non-religious books, as
well as for the publishing of the ﬁrst group of Greek newspapers and journals. Such examples are Ephemeris by the brothers Pouliou (1790), Ermis o Logios by Gazis, Pharmakidis and
Kokkinakis (1811), Ellenikos Telegraphos by Dimitrios Alexandridis (1812) and Kalliopi by
Stagiritis (1819), all of which were published in Vienna, as well as Mouseion (1819), Athena
(1819) and Melissa (1819), which were published in Paris. Their Greek editors, who, sometimes, as in the case of the Ephemeris, were also printers, are particularly concerned with the
typographic arrangement of their publications. In their “ﬁrst announcements” they refer to
the quality of the paper and the types, indeed express their mood for experimentation and
apologize for the regular occurrence of mistakes in their publications.
Certainly, it is still too soon to discern some kind of contribution to the technical aspects
of type design and engraving. These tasks are still accomplished mainly by foreigners. Typefoundries have now turned into large enterprises with organized sales networks, regularly
presenting Greek letters in their type specimens, usually under the title “exotic”! Some of
them, as for example the English typefoundry Caslon and the French Didot, were of primary
importance to the development of Greek typography since they constituted the basic suppliers of Greek presses, not only during the period of the revolution, but also afterwards.
By the end of 1808, Richard Austin had completed the cutting of a font modelled on the
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ﬁg.14
1786.

Giambattista Bodoni’s Greek ‘modern’ inclined types, Parma

ﬁg.15 ‘Series 91’; Greek
inclined by Monotype, 1910.
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handwriting of an eccentric professor of Greek in Cambridge University, Richard Porson.
Porson’s characters exerted great inﬂuence in England; they were widely copied by various
typefoundries and are still used nowadays in digital form in Greek typesetting. In Greece too,
they were used in the ﬁrst printing ventures during the revolution and later they appeared in
Greek type specimens, sometimes under the name “Anglika” (English), but mainly under the
title “Pelasgika” (ﬁg.13).
In 1818, ﬁve years after the death of the Italian master printer and type designer Giambattista Bodoni, Manuale Tipograﬁco is printed for the second time. In its pages we can ﬁnd
his experimental designs of Greek capitals, most of which could be classiﬁed today in the
category of ‘display types’. It also comprises 34 small fonts, indicative of Bodoni’s persistence
and passion for the Greek alphabet (ﬁg.14). His letters together with those of the French
Didot form the basis for the group of ‘modern’ or Didone (from Didot and Bodoni) types.
The diﬀerence between ‘modern’ and ‘old style’ alphabets is that the ﬁrst are characterized
by the absence of abbreviations and ligatures as well as the high contrast between thicks and
thins. Their design is to a great extent dictated –and their proper printing guaranteed– by
the progress made in production of good quality paper at the end of the eighteenth and the
beginning of the nineteenth centuries, as well as the increased capabilities of the iron press at
the beginning of the nineteenth century compared to the old wooden hand press. The inﬂuence of a Bodoni type, inclined in shape with a great contrast between thicks and thins, can
be detected in Greek alphabets produced by German typefoundries, as well as in Monotype’s
Greek series 91 which appeared much later, in 1910 (ﬁg.15).
Leipzig and Frankfurt, and later Vienna and Paris represent remarkable alternatives to the
Italian type-production centres, Venice, Napoli, Milan, as far as the supply of Greek types is
concerned.
Leipzig, carrying a tradition of leading typefoundries with a large clientele and a good
quality material, but with no impressive interventions in letter design, is identiﬁed with the
inclined Greek printing types to the point that the latter are called “Lipsias” in the Greek
type specimens.
The inclined type is widely used, in
many variations, in Greek book printing,
as well as in the printing of the ﬁrst Greek
journals published in Vienna (ﬁg.16). Their
‘rival’ is the Didot type, an upright design
with pear-shaped terminals, which appeared around 1790 (ﬁg.17). This type is
attributed to Firmin Didot (1764-1836),
the son of François Ambroise (1730-1804)
and the father of Ambroise Firmin Didot
(1790-1876), famous for his contribution
to Greek typography. His types show clear
traces of inﬂuence from his father’s and
Bodoni’s design logic. The fact that both
of them are now the main Greek printing
alphabets is made clear in the announcement of a publication of the printing oﬃce
“Konstantinoupolis” published by Ermis
o Logios (4.2.1820), …decorated with ﬁne
and beautiful types, similar to those used
for the printing of Papadopoulos’s commercial encyclopaedia published some years
ago
in Venice or those used for Mr. Koraes’s
ﬁg.16. The ﬁrst issue of Ephemeris, Vienna 1790.
Greek library published in Paris…
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ﬁg.17 The “ﬁrst tetradion” of Athena
printed by Didot, Paris 1819.

The Greek Telegraph was the ﬁrst Greek newspaper printed in 1813 with the ‘modern’
Didot letters of upright design. The ﬁrst year issues were printed by the Viennese printer A.
Strauss with a balanced, calligraphic, inclined Greek type. Its editor, Dimitrios Alexandridis,
probably preferred the more ‘typographic’, upright design to the types employed in the printing of the News for the Orient and Ermis o Logios. The latter, due to their clear inclination to
the right, are reminiscent of the old style Greek letters, whereas Alexandridis was a man of
progress, who had already described the Didone types as “beautiful”.
An interesting discussion about the Greek printing types used by printing oﬃces in Vienna was published in the Wiener Allgemeine Literaturzeitung by Bartholomew Kopitar, in
1813. The famous philhellene was at that time the oﬃcial censor of Alexandridis’s newspaper.
Kopitar began his note with a wish for the Greeks to acquire a better printing type than Trattner’s “miserable” letters, explaining that he favoured Baskerville’s and the Glasgow Greek
fonts over the new Parisian and other attempts by Bodoni, Göschen and Tauchnitz. He then
urged the punchcutters to seek advice from wise and tasteful scholars, wondering whether
Greek printing type could have, like the Latin, an “antiqua” in addition to the existing “cursive”. As for the Didot types, Kopitar was critical only of the execution and not of the idea.
Finally, in his opinion “it would not be wrong if the Greek printing types imitated the Latin
or the Russian ones a little”.
The modern upright Didot type, which ﬁnally prevailed in Greek printing during the ﬁrst
decades of the nineteenth century, had reversed a three hundred year tradition. Its ﬁght with
English types, as for example those produced by the Caslon foundry, unfolds before our eyes
as we rummage through the ﬁrst revolutionary papers. The Ellenika Chronika of Messo-
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ﬁg.18 ‘Apla Nea’, a didotian design, in diﬀerent sizes from a pre-war type
specimen of ‘Phoenix’, P.A. Petrakos’ foundry in Athens.

longhi (The Greek Chronicle) were printed from April 1824 with an English press and material sent by the British Philhellenic Committee. Whereas, the Philos tou Nomou (The Friend
of Law) was printed in Hydra from May 1824 onwards with the types and press of the Didot
establishment which were sent to revolutionary Greece by the French philhellene printers.
Finally, the scale turned in favour of the Didots, who imposed their material on the
printing oﬃces of the ﬁrst independent Greek state. Their types in several variations, most
known as ‘Apla’ (Simple) were, and to a great extent still are, the most popular choice among
Greek printers for text setting. It would not be an exaggeration to say that, in the middle of
the nineteenth century, Greek printers considered all other typefaces old-fashioned, as they
struggled to acquire the modern upright letter of the Parisian typefoundry. I Epoche (The
Season), a newspaper printed in Konstantinos Rallis’s printing oﬃce, illustrates this fact.
In its ﬁrst issue of 9 October 1834 the editor explained that the delay of the new characters
which are still after four months expected to arrive from the foundry of Mr Didot of Paris, is
the only reason which led us to postpone the publication of our newspaper until today; after
many requests, however, we were convinced to print it with our old types until the arrival of
the new ones… Furthermore, sentences such as the following are common place in a number
of announcements from printing oﬃces: Konstantinos Nikolaedis, printer, recently brought
from Paris a complete typography…consisting of two iron presses, the best of their kind, and of
various characters, Greek and Latin… The reign of the Didots was fully established in 1910,
when the ‘Upright series 90’ appeared in Monotype’s specimen, conﬁrming the general acceptance of a design which questioned the previously existing view that Greek characters
were by nature a kind of inclined letter. Inclined characters turned into an auxiliary alphabet
used either for emphasis in the text or for footnote setting. For many generations Greeks
were taught the “beautiful handwriting” in calligraphy lessons based on the form of ‘Apla’
and this may partially explain the longevity of this printing type (ﬁg.18).
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the greek reality
The few important works attributed to foreign writers discuss punchcutters, typefoundries
and Greek printing types made and used outside Greece. The ﬁrst specialized book was
published in 1900, it was written by Robert Proctor and it covered ﬁfteenth century Greek
printing types. Twenty-seven years later Victor Scholderer’s ‘guide’ came out on Greek types
of 1465-1927. Apart from brief references printed in various books of printing history, and
some articles related to Greek typography, the next –after Scholderer’s– important contribution is considered to be that of Nicolas Barker’s book on Aldus’s Greek, published in 1992.
Finally, the most recent book of this limited list is a study made by John Bowman for Greek
types in Great Britain from the end of the eighteenth until the beginning of the twentieth
century, a 1998 edition.
Unfortunately, information on the reality within Greece is very limited. Alongside the
negative image regarding preserving, recording and accessing any already existing archives,
we should add that the number of type specimens found in Greek libraries is negligible,
mainly because they were never treated as important sources for the study of printing history. If this kind of treatment changes, we might manage to preserve existing material, even
though its ephemeral nature makes such a wish seem unrealisable. This, however, does not
mean that there weren’t any typefoundries or that these did not issue specimens. Twentieth
century Greek typefoundries played an important role in the organising of the printing oﬃces of the Balkans and the Orient. For example, the Karpathakis foundry constituted a main
supplier of the Turkish printing market at the end of the 1920s, when by decision of Ataturk’s
government, the use of 70 Latin instead of 612 Arabic characters was adopted. Some of these
large typefoundries had already appeared in the nineteenth century.
One of the earliest known type specimens belonging to a Greek printing establishment is
that of the printing oﬃce of “Nikolaos Glykis”, in “Venice 1812”. However, this was a presentation of types and ornaments held by the printing oﬃce in order to carry out its work rather
than a typefoundry specimen. The announcement explains: Here is the presentation and
the names of various characters of my printing establishment, and of all the other ornaments
employed for book printing, so that everyone can see them and choose the type they wish, when
they want to order the printing of a book on their behalf…
In Glykis’s specimen the “Text of Aldus”, set in the design logic of the Greek types of the
middle sixteenth century used for religious texts, is surrounded by text samples set in the old
style, inclined characters. Italics in Latin series are used as an auxiliary letter and the ‘modern’, upright or inclined, series do not appear in Greek text samples. The four pages of capital
letters present an amazingly negative image, defaming rather than advertising the printing
oﬃce (ﬁg.19 a, b).
The diﬀerence between the two categories, those specimens introduced by printing ofﬁces and those by typefoundries, is important and, in my view, obvious. Yet, there is also an
intermediate state of printing establishments with their own casting departments, producing
a number of types to be sold to their fellow printers. A basic prerequisite for this is that the
printing oﬃce/foundry own the matrices required for multiple type reproduction and casting. Based on what has been said previously, there may be an element of truth in the extravagant –at ﬁrst sight– comment made by Vilberg that all printing types employed in Greece
from 1828 until about 1845 were produced by K. Dimidis, who was the ﬁrst to introduce this
art and for many years the only one who exercised it in Greece.
Konstantinos Dimidis from the city of Grevena seems to be the only person in post-revolutionary Greece who managed to cut types of an acceptable quality. In 1828, he announced
to the “dearest fellow countrymen Greeks living abroad” the establishment of a printing
oﬃce in Nafplio in co-operation with K. Tobras where he states: After surviving, thanks to
good luck, from Kydonies, and escaping death and captivity, I went to Psara, where I practiced
this art. In the meantime, whenever I had the chance I produced original characters, punches,
matrices, etc… And if a tasteful compatriot wishes to establish his own printing house and

18

KLIMIS MASTORIDIS Cutting and casting Greek types in the nineteenth and twentieth century

ﬁg.19 (a, b)

Nikolaos Glykis’s type specimen, Venice 1812.

needs type, we can eagerly cast as many as he wants. We could claim that this single-leaf constitutes the earliest commercial specimen since, a few lines above his signature, “the Patriot
K. Dimidis from Grevena” points out the following: The characters of our printing establishment are the ones you see and read; however, it is obvious to the reader, that they are not
perfect, but with the passing of time they will be mended and improved; moreover, they will be
enriched with diﬀerent typesizes, capitals, as well as small letters.
The few sporadic attempts before or even during the revolution, as for example that of
the Swiss watchmaker Wasser, and their printed results, regardless of their contribution to
the case of Greek printing at certain given moments, do not constitute remarkable ventures
in terms of quality. More precisely, regarding Wasser’s type, used for the ﬁrst fourteen issues
of The Friend of Law in Hydra in 1824, we could say the following: As far as its design logic
is concerned it diﬀers from that of the types imported so far from abroad. It looks as if it was
‘written’ with a ball point pen and could easily be characterized as monoline. In their setting
there is no notion of a baseline, as most of the characters dance up and down. Some letters have to be guessed at by the reader because they are not clearly printed. Finally, a slight
inclination to the right can be discerned. Nevertheless, there are some interesting upright
designs, such as λ, µ and ς; moreover, the shape of certain diﬃcult letters, such as ζ and ξ,
has been treated with respect. The result is a type, whose design is much closer to the ones
used nowadays in Greek printing. Wasser probably cut his punches from drawings originating from a Greek, who really had the ‘feeling of the language’. However, technical problems
ranging from a lack of basic printing equipment and material for this job to the ignorance of
the Swissman regarding the norms of cutting, casting and aligning types become even more
obvious in the ﬁnal product. Therefore, as soon as the printing materials from the Didot
plant arrived on the island, nobody questioned whether the newspaper would still be printed
in Wasser’s type.
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We could also mention the printing
oﬃce established thanks to the eﬀorts of
the archimandrite of Epidavrio, Kosmas,
in Lavra monastery of the Mount Athos
in 1759. Information regarding the low
quality old style types of the only known
book printed there, entitled Εκλογή του
Ψαλτηρίου Παντός, leads to the conclusion
that they were made by Sotiris Doukas, a
printer from Thasos, by means of already
existing matrices (ﬁg.20).
Dimidis was the second Greek man,
after Konstantinos Tobras, who had been
apprenticed with the Didots in Paris.
Although Didot writes that Tobras, the
most famous printer of the revolution, was
a competent punchcutter and caster, there
is no evidence of his contribution to such
works. On the contrary Dimidis, even at
the end of the 1850s, was still considered
a “national asset”. Here is what the people
of the 1859 Olympia Exhibition jury on
Typography, Lithography, Photography etc.
state:
1. Punchcutting and casting.
Awards.
Silver ﬁrst class award.
To Mr. Kons. Dimidis, for his types and
ﬁg.20 Sotiris Doukas’s types, Mount Athos,
matrices of various capital and small let1759.
ters, marks for ecclesiastical music and
typographic ornaments as well as for his
moulds, furniture and leads, some of which have been invented by him. Mr. Dimidis, previously a gun maker, was trained in Paris, and now he is successful in punchcutting and casting but
not with the perfectionism and the precision shown by other professionals in this area. Despite
this fact he is valuable to us, for until now we don’t have anyone better.
At the top of the names of the three members of the jury stood that of the “assistant
librarian of the Royal Library”, Georgios Apostolidis Kosmitis. Apostolidis was the ex-director of the National Printing Oﬃce and the editor of the monthly journal Eginea, published in
Egina in 1831. Apart from its various articles, Eginea devoted part of its pages to the publication of Kapodistria’s governmental decrees. At that time Dimidis was the partner of the
journalist and printer Emmanouel Antoniadis, an ardent ﬁghter against Kapodistria’s policy.
Perhaps the logic of “since we have no one better he will do” which the jury applies in Dimidis’s case, and especially its publication, comes from an old conﬂict between the two old
men. It is certainly disproportionate to what Vilberg thinks of Dimidis’s contribution, as well
as to the content of the funeral article published by the newspaper Merimna in its issue of 21
March 1869.
In the award categories of Olympia, punchcutting (called τυπογλυπτική [typogliptiki], ie.
type sculpture) is clearly dissociated from typecasting (called τυποχυτική [typohitiki]). The
ﬁrst category refers to craftsmen who engrave punches and produce matrices, the second to
craftsmen who cast metal types. Konstantinos Garbolas in 1838 signs his announcements
as “bookseller, printer and caster”. His type specimen dated 1841 includes “Greek as well as
French types, capitals, numbers, rules and diﬀerent types of ornaments”. In “Greek”, where
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text types measure from 7.5 to 16pt, the matrices of French design prevail, and no attempt
is made to place them in other categories than that of size. This is also the case in the “Type
specimens from the printing oﬃce of the Parisian apocrypha” of G. Kapsalis and A. Patrikios
printed in Smyrna in 1847. But here, in the “Capitals”, under the superscription “miscellaneous”, appear descriptions such as shaded, fat, ancient, inclined, egyptian, elongated, lugdunian (of London), mediolanian (of Milan) and tyrenian. Printing types were also supplied by
the Royal Printing Oﬃce, which had its own casting department, and at competitive prices
too.
In 1859, a “silver ﬁrst class award” for typecasting was presented to Konstantinos Miliadis
for various kinds of capital and small letters, Greek and Roman, and for a variety of printing
ornaments, furniture, rules etc. produced by his foundry. Mr. K. Miliadis is better than his fellow craftsmen in type alignment and measurement accuracy… According to the jury’s text, as
a result of the good quality of his work, Miliadis supplied with types not only Greek printers,
but also many establishments of the East and those of Eptanesa which were under foreign
rule at that time.
Miliadis was the owner of the ﬁrst pure typefoundry “established in Greece and in the
East in 1837”, and the earliest known specimen, showing types cast by the awarded Greek
craftsman, is dated 1850. In fact, it is an example of implicit advertisement, since it was
printed in Corfu by Christos Nikolaidis Philadelfeas for the account of Ermis’s printing ofﬁce. In this way Philadelfeas was presenting the armoury of his enterprise and advertising at
the same time his co-operation with a well-known master typecaster. This specimen shows
“Greek and Latin characters from 8 to 36pt” as well as a number of ornaments and brass
rules (ﬁg.21).
Printing oﬃces were growing in number, and the 1870s is an important decade during which daily newspapers appear and soon prevail in the Press ﬁeld. The new situation
increased demand, as far as type production was concerned, and this resulted in the emergence of a number of small enterprises. Thus, the art of typecasting, which is certainly more
mechanical than cutting, was learnt and began to be practiced by various craftsmen. This is
supported by the undated specimen of the foundry of Gregorios Doumas, as well as by the
entries found in the member lists of the subscribed shareholders of the stock company of
worker-printers called “Gutenberg” (ﬁg.22). Between the years 1870-72 the following names
were listed: a) Andreas Kokkinos, typefoundry owner who subscribed on 1 March 1869 (he
was listed in the 1870 catalogue but by 1871 his subscription was cancelled), b) Aseoglous
Konstantinos, typefoundry owner who subscribed on 1 March 1869 (his name was still in
the 1872 list), c) Georgios Ioannidis, typecaster (in the 1872 list) and d) Evagelis Soumelis,
typecaster who subscribed in June 1872.
In the 1870 Olympia Exhibition Leonidas Miliadis, the son of Konstantinos, was awarded
the silver ﬁrst class award for a “complete series of Greek and French characters and other
printing ornaments”. He was presented with an award not only for the quality of his type
manufacture but above all for spreading his foundry’s products all over Greece and the
East. Later, he would be honoured with the Cross of the Saviour for his contribution to the
art of typecasting. In the 1875 commercial guide of Miltiadis Boukas, under the title “typefoundries”, we read the following: Miliadis K. & Son, 37 Sarris street. Presented twice with
the silver ﬁrst class award in both Olympia exhibitions. The ﬁrst shop established in Greece
and in the East in 1837, recently equipped with one of the ﬁnest casting machines, the latest
invention of the famous Parisian engineer, Foucher, and a number of brand new Greek-French
European matrices made by the famous caster René. A. Foucher was a manufacturer of printing machinery, among which was one of the earliest typecasting machines, based in Paris,
62 Bd Jourdan. Adolphe René, on the other hand, was the owner of the Parisian typefoundry
Fonderie René Adolphe & Cie, 30 rue de Madame.
The next twenty years are a period of upheavals and changes as Greece tries to recover
lost time. The supply of electricity in the country increased rapidly, the railway and road
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ﬁg.21 Catalogue printed by the printer
Christos Nikolaidis Philadelfeas for his clients
showing samples of Greek and Latin characters
and ornaments from the typefoundry of
Konstantinos Miliadis. Corfu 1850.

ﬁg.22 Undated type specimen of
the foundry of Gregorios Doumas.
Includes modern upright and
inclined Greek types.
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ﬁg.23 Advertisement of
the casting department of
the Anestis Konstantinidis
establishment. The
announcement informs
readers that Leonidas Miliadis
was appointed to the post of
director. Athens 1890.

transport grew and improved, telegraphic and post services were established and positive
signs of industrial development appeared. At the same time, the ﬁeld of graphic arts outside
Greece met with great progress. For example, in 1886, The New York Tribune was supplied
with the ﬁrst Linotype machine. Three years later the ﬁrst Monotype was introduced and it
soon became clear that the future would lie in mechanical setting, which was already shaping
the development of the market and changing four hundred-year-old practices in the ﬁeld of
type setting. The fact that most of the largest Greek newspapers, by the end of the ﬁrst decade of the twentieth century, were already using Linotype machines in their printing oﬃces
shows the developed reﬂexes of the Greek enterprises when faced with new technologies
introduced from abroad.
However, apart from the positive aspects, there were some negative ones too. As far as
the design and cutting of Greek letters are concerned, it is easy to trace them since all needs
were covered by the production centres of the new machinery. Thus, foreign enterprises such
as the English Monotype and the American Linotype, which played a leading role in the ﬁeld
of mechanical setting, now determine the developments taking place in Greek type design, prolonging the tradition by which Greek printing is a prisoner of design choices made
abroad. The industrial printing period led to the establishment of large enterprises equipped
with multiple internal departments for all needs. One such establishment was that of Anestis
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ﬁg.24 (a, b)
Cover and inner spread of the type specimen produced by Anestis Konstantinidis’s
foundry. It bears the titled The Greek printer’s guide. Athens 1888-89.
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Konstantinidis in which we ﬁnd Leonidas Miliadis, who had sold his paternal typefoundry,
as director of the casting department in 1890 (ﬁg.23). Five years earlier Konstantinidis had
bought Andreas Koromilas’s shop, which among other things, kept the largest collection of
printing types and matrices in Greece. According to an 1890 advertisement published by
Konstantinidis, “Specimens and price lists are sent to all applicants free of mailing charges”.
And on top of that ﬁgures a reminder of the award received by the typefoundry at the 1889
Paris exposition Universelle! Who could doubt the important progress made in a relatively
short period of time? This is also conﬁrmed by its bulky, impressive specimen titled “Guide
for the Greek Printer”, which was published in 1888-89 and presents –apart from the decorative clichés and the woodcuts– a large variety of letters which reach 360pt. The introductory
text is characterized by the announcement of an “aggressive policy” toward competition:
Willing to facilitate printers in Greece and in the East we decided from now on to reduce
substantially the price of our types, leads, rules, furniture etc. by a percentage varying between
30-40%, that is to the last point allowed by free competition, which remains unchallenged
even by the prices of the types imported from abroad… Moreover, our foundry accepts used
metal types at sender’s charge for a price settled after a sample is sent. Then follows a table on
discount policy according to the scale of the order. Finally, the client is informed that our four
machines are brand new. The metal is excellent and most solid (ﬁgs 24a & b).
In 1892, Estia’s famous printing oﬃce is established with a casting department, and just
before the turn of the century Theodoros Apostolopoulos’s establishment is organized,
ﬁrst as a bookshop, and later as a printing oﬃce and one of the most important foundries,
keeping its leading role in the next century too. A “Specimen and Price list” dated 1906 has
survived, and according to the 1899-1903 catalogues the enterprise, which was established
around 1890, consisted of a bookshop, printing house, bindery, stereotyping department,
typefoundry, matrix production department, electrotyping department, woodcutting department, etc. We do not know whether all these services were really oﬀered by Apostolopoulos’s shop or not, but this must have been the foundry which was later acquired by Victoras
Karydis and Antonios Karotsis under the ﬁrm name “Typefoundries of the Athenian Dawn”
(Αυγής Αθηνών), one of the largest Greek foundries of the twentieth century.
We could mention more names of Greek typecasters who worked towards the end of the
nineteenth century, for example that of Miras at Sarris street (in 1875 we ﬁnd him at Acharnon street), Boukounopoulos at Kolokotronis street, Gisas at Acharnon, or even printing
oﬃces with their own casting departments. Undoubtedly, further research would add more
names to the list of craftsmen we already know. Besides, the buying and selling of machinery and the relevant announcements found in the pages of the newspapers demonstrate the
interest and reveal the existence of a professional typecasting ground, at least during the
ﬁfteen-year period 1885-1900. For example, on Thursday 29 January 1898, Asty published
the “announcement to printers inside and outside the state” that “Dionysios Koromilas, 214
Andrianou street” sells, among other things, a “machine which produces leads of 6, 8, 9, 11,
etc. to 68pt”. Furthermore, the following year, in Fr. Printezis’s Diary of the Nature of the year
1899, we ﬁnd a contribution by Theseas Konstantinidis titled How to compile a book. Among
other things, the son Konstantinidis describes the procedure of type production:
First of all we need to produce printing types. The material used for their manufacture is an
alloy of lead, antimony, copper, tin and zinc in the following percentage:
Lead
100 okes (1 oke approx. 1280 gr)
Antimony 30 okes
Tin
4 okes
Zinc
5 okes
Copper
3 okes
All characters are impressed on a piece of copper 5cm long and 1cm thick, known as the
matrix. All of them should have the same depth so that the types will have the same height,
and for this reason a small tool called a depth gauge is used. This piece is placed in the proper
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position in the casting machine, in which it is adjusted, that is justiﬁed and aligned. Once
we are done with this part (which is the most important of the art) we start casting each
type according to its use as a letter of the alphabet. This machine casts around 3-4 thousand
types per hour working non-stop. With the completion of casting, types pass on to specialised
workers who smooth them on emery plates and then justify them. These are received by the
chief master of the foundry who, by means of a cutting machine, gets rid of every redundant
or sticking out part until no other piece remains on the body of the letter than the letter’s face.
Finally, they are put into packages. After this procedure, they are delivered to the printer, who
distributes them into their usual compartments of the typecase. In a footnote it is stated that
the above-mentioned description of type production has been based on machines existing in
Greece, that are somewhat old. In Europe we can ﬁnd more advanced machinery, where types
do not need further processing after being cast, as they come out perfectly ready for printing.
However, we should clarify something that throughout this research on the period
discussed here seems to be certain: Greek typecasters did not produce diﬀerent designs;
their job was to produce types from existing matrices. These matrices, as mentioned earlier,
were manufactured abroad. The ‘creative’ work of Greek printers went as far as –whenever
necessary– the reproduction of matrices designed and cut by foreign craftsmen. This was
facilitated even more by the introduction of electrotyping (otherwise known as ‘baths’), an
electrolytic process for depositing metal over a mould. Thus, from a series of characters initially bought they managed to create matrices for multiple reproduction. This is why in a 1905
Konstantinidis' shop advertisement, the following is underlined: The casting departments of
Anestis Konstantinidis’s shops, always using original matrices (rather than the ones produced
by means of galvanism) and metals brought directly from Europe, supply almost all printing
oﬃces in Athens, the Province and the East. Types produced in Anestis Konstantinidis’s shops
are used for the printing of the majority of newspapers published in Athens and in the Province, as well as in America, such as “Atlantis” and “Thermopylai”. The type specimen is sent to
any interested person for free and our products are sold at very advantageous prices.
Undoubtedly, the contribution of Greek typecasters to the area of production was great,
especially in equipping printing establishments which could not aﬀord to purchase their
types from abroad. Nevertheless, the shape of Greek alphabets continued to be determined
by letters designed and produced in foreign typefoundries. These limitations were not
surmounted after the introduction of mechanical setting in Greece. On the contrary, they
became more obvious.
With the arrival of the new century the picture becomes clearer as Greek typefoundries
begin to function as autonomous businesses specialised in type production, importing and
selling, at the same time, materials, machines and furniture for printing oﬃces. But the
greatest transformation is that little by little they start talking about a type design plan and
some of them dare cross the line and change their function from “typecasting” to “punchcutting”. Faced with a long tradition and the know-how of foreign ﬁrms it is normal that they
would not change Greek reality in the ﬁeld of design of printing types. Even more so, when
at the same time great foreign designers were involved with the design of Greek letters. Eric
Gill, Jan Van Krimpen, Giovanni Mardersteig, Matthew Carter, Hermann Zapf, Adrian Frutiger, Kris Holmes, Charles Bigelow, just to mention some of the most famous, have indeed
produced some excellent pieces of work. Typefoundries with tradition, such as those of
Monotype, Linotype, Stempel, Haas, Deberny et Peignot, Nebiolo and others dared produce
a large number of Greek letters. The critical approach of this production forms part of the
so-needed but unfortunately non-existent research in the ﬁeld of Greek graphic communication. Part of this searching procedure should also be the historical approach of the brilliant
contribution of Greek typefoundries of the twentieth century.
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ﬁg.25

Linn Boyd Benton’s pantograph.

ﬁg.26 Mergenthaler’s improved linotype
machine (Linotype Model 1) on which all
after 1890 models were based.

mechanical setting
Several attempts at mechanical setting had already been made from the beginning of the
1820s. All of them were doomed to fail and soon forgotten since their inventors were focusing on the already existing technology. Namely, they were striving to construct a machine
that would compose text as fast as possible by using types from the caster. In contrast, those
who were most successful were Ottmar Mergenthaler and Tolbert Lanston, who approached
the issue in a diﬀerent way from their competitors. They constructed machines-foundries
able to produce new material for every new work.
Changes of major importance in the ﬁeld of text composition, and by extension, in printing industry are signalled only after 1885. That year, Linn Boyd Benton presented his mechanical pantograph, making massive production-cutting of metal matrices feasible (ﬁg.25).
Without his invention the development of mechanical setting would have been impossible.
In July 1886, the ﬁrst texts set by Ottmar Mergenthaler’s Linotype machine appear in New
York Tribune. Mechanical setting threw four hundred years of manual setting tradition out
of the window. For the next eighty years or so, that is, until the introduction of phototypesetting, the basic technical principles of Mergenthaler’s Linotype were adopted in every attempt
(ﬁg.26). The same applies to Tolbert Lanston’s attempts to build the Monotype machine,
initiated a year later, in 1887. In 1897, a company entitled “The British Lanston Monotype
Corporation” was established and the ﬁrst system was installed in London in 1900. The basic
diﬀerence between the two machines is that the former produces solid lines of text, whereas
the latter produces single types. To a great extent, this also determines the ﬁelds of applica-
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ﬁg.27 (a, b)

Monotype. Keyboard and casting unit.

tion: linotype machines are very often used for the setting of ephemeral material such as
advertisements and newspapers where corrections are not of primary importance, whereas
monotype machines are used for the setting of books and other printed material meant to
last (ﬁg.27a & b).
However, there are other important diﬀerences, not only in the way the two machines
function, but also in the innovations adopted and applied by the two companies, namely the
Linotype and the Monotype. For example, the linotype machine needs an operator since it
forms a complete unit consisting of four parts:
a) the storage device (magazine), where the matrices are kept,
b) the keyboard and the assembly point,
c) the casting mechanism and
d) the distributing mechanism to return the matrices to the magazine.
It produces solid metal bars. At the pressing of a key (letter, space etc.) on the keyboard, the
appropriate matrix is released from the magazine channels and then it is placed into the
assembly point. When the complete line has been assembled –at a length deﬁned by the
operator– it is sent to the caster to form a solid bar (slug). It is then delivered to a slip galley
and the matrices are distributed back to their correct position in the magazine, ready for use
again.
The monotype machine consists of two autonomous units:
a) the keyboard and
b) the caster, and needs two operators.
The text is typed on the keyboard to produce a ribbon of perforated paper, 110mm wide,
with a capacity of around 40.000 characters. Every hole in the paper corresponds to a different character, space etc. The ribbon is transferred to the caster. Compressed air passes
through its holes supplying the casting mechanism with data to select the appropriate
matrix. Individual characters are set in lines whose length have been predetermined by the
keyboard operator. With both machines, after printing, the material can be sent to the caster
to be used again.
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The tripling of the speed of text composition explains why mechanical setting managed
to overthrow four hundred years of manual setting tradition. Even in Greece, where runs are
smaller than in other countries, speed and economy constitute a driving force, both being
fundamental factors for important changes. This is indicated also by the following text, written in order to convince the director of the newspaper Acropolis to abandon linotype setting
in favour of monotype setting:
Mr Director!
The machines which I have already mentioned are also typecasting machines but they diﬀer a
lot from the linotypes employed (all linecasters used to be called linotypes).
They are divided into two completely separate parts or machines:
a) the writing machine (almost identical to the typewriters used), small in size, very simple, with buttons which after being pressed punch holes in various parts of a paper roll coming
out of a cylinder, and
b) the machine which produces the types, and this is more complicated, smaller in size
than the linotype machine (1/3 of its height but not smaller in the rest of its dimensions). This
machine produces the printing types and composes them into lines, which are then delivered
to a plane of one meter wide, hence received by the worker responsible for the layout. This in
general, is how the machine works.
To our point of view, the advantages of this machine are the following:
a) its capability to deliver individual and replaceable types. In this way, the correction
of one type does not require the resetting of the whole line (which can be very time-consuming
especially if the latter is wide… and yet, we are not sure whether it has been faultlessly recomposed).
b) the same machine is capable, by the replacement of a small tool, of producing a variety
of types and sizes, from 6 to 18pt.
I have been told that by a further change of a special arm it can give sizes up to 36pt, so it
could set all headlines too.
As to time, the typewriter, provided there is no delay for any reason, can be as fast as a
usual typewriter (that is, it can produce 12-15.000 letters per hour).
The composition machine usually produces 9-10.000 letters per hour.
If we take into account that the workers of the linotypes are delayed, not only because of
the various mechanical problems of the machines, then they are setting 4-5.000 types per hour.
Accordingly, the speed of this system is as if two linotypes were used.
As to the price, they cost 22-25.000 drachmas whereas the linotypes cost 19.000. Bearing in
mind that two linotypes have the same output as one monotype, it is obvious that the monotypes are demonstrably cheaper.
As for the staﬀ, one worker can supervise two production units.
So we need:
a) one worker for each typewriter (meaning the Monotype keyboard) and
b) one for two production units (meaning the Monotype caster).
In America and elsewhere young girls are employed on the typewriters. As for the composition and for the production of all copy for our paper in general, the percentage of two linotypes
to one monotype makes the monotype machines less time consuming.
…The amount of copy produced by one linotypist in 38 hours or four linotypists in 10 hours
can be equally produced by two monotypists (writers) and one engineer in almost 10 hours as
well.
Thus, we manage to save not only time but also one person.
…It would be possible to ask and receive the agency of the factory. Although they have had
an agent for two years now, he has managed to keep these machines completely unknown in
Greece, whereas in other countries they have entirely displaced the linotypes.
Moreover, I believe that, under these circumstances, these machines can be procured without a signiﬁcant advance payment.
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Last but not least, I do not think it’s worthless to ask the agency especially at a time when
many new printing oﬃces and newspapers are to be established in new places…
The reference “in new places” gives us a hint about the date at which the above letter was
written; around 1913. None of the above-proposed plans was put into practice, probably
because of ﬁnancial obstacles. Acropolis continued to be set in linotypes until the death of its
owner, Vlasis Gavreilidis, in 1920.
Of course it is of no surprise that newspapers are leading developments also in this area
of printing arts. Despite diﬃculties arising from the many accents of the Greek lower-case
alphabet, mechanical setting managed to win over the Greek market. An announcement
bearing the heading “From the 1st of September” appears in Neon Asty of 17 August 1909
informing readers that:
The oﬃces of Neon Asty together with the printing department and the machine-room are
transferred to a two-storey house at 4 Koraes street, where until now were situated the oﬃces
of the “National Insurance Company”. On the right wing of the ﬁrst store –after their assembly– the Linotype machines will be placed, with which in due course the Neon Asty will be
artistically composed, that is when our printers complete their training in the rather straightforward operation of the machines.
A few months later, on 1 December 1909, Patris celebrated twenty years of its establishment in Bucharest and four in its new “home”, in Athens. When advertising the equipment of
its printing oﬃce, it writes the following about linotype machines:
The latest development in the publication of Patris are the linotype machines working marvellously at our printing oﬃce. Each is a miracle of ﬁne mechanics, with the speed of ordinary
work, and the perception of a human. This is not an exaggeration. When the workman presses
a key on the table opposite him, which resembles that of an ordinary typewriter, the linotype
machine gets into action. It takes the matrix from the appropriate pigeonhole and through
complex manoeuvring brings it to where the entire line is composed. When the line is completed the casting unit starts working and, within a second, the entire line made of metal is ready
whilst the machine, without stopping the composition, melts the matrices which are no longer
required. The linotype machines provide speed in the composition of the newspaper and above
all, they assure its clear printing for they always compose with new types. Moreover, they have
signiﬁcantly improved the working conditions of the typesetter, who now works comfortably
without being condemned to stand up within the suﬀocating vapour of antimony. The entire
typesetting work of Patris is executed by three linotype machines equipped by a large variety of
type, which work perfectly due to the perception of the Greek workers, who have been eﬀectively trained in their operation
But even much later, in 1925, Linotype equipment is duly advertised. For example, Agon
of 20 June 1925 publishes on its fourth page a picture of the machine stating: The linotype
machine of Agon, a Mergenthaler mechanism. This most excellent machinery indicates the
sobriety of Agon. And on page three, under the title LINOTYPE WORKS, we read: In Agon’s
establishment linotypes are used for the setting of Greek leaﬂets, books and all kinds of printed
matter. Work is much faster and cheaper than any other way of setting.
Just like the ﬁrst manufacturers had advertised their iron presses over the wooden ones
by pointing out that “pressmen will no longer be subject to exhaustion...” and “experienced
workmen, in the decline of life, may still continue to be employed...” so the linecasters advertised their qualities. Fast and easy operation, better working conditions. Not that the linotype people worked in a healthy environment, since the caster was attached to the keyboard.
Even in the case of monotype machines, where the caster is operated at a distance, independent of the keyboard, in order to economise they would often put the two units in the
same room. And although typesetters have always been paid better compared to pressmen,
they too would not live long enough to enjoy their pension.
In a memorandum submitted to the Greek Parliament by the Workers’ Association in
Athens in 1911 it is mentioned that:
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ﬁg.28 Presentation of the C4 Intertype linecaster at the International Fair of Thessaloniki, Greece,
published in Intertype Interludes, vol. 4, issue 3, Winter 1959.

The art of printing requires both physical and mental energy, which exhausts the printer.
Printing types, with which printers are in constant and direct contact, made of lead and antimony, have a harmful and very often lethal eﬀect on their health. Cases of lead and antimony
poisoning occur every day within their craft union, which is literally ravaged by the devastating disease of tuberculosis. Pale and yellow, standing from morning to evening, most of the
times inside hovels and dives, in a suﬀocating atmosphere of poisonous gases, undernourished
due to lousy paying conditions, physically and mentally exhausted, live their lives in despair
waiting for death to knock on their doors. It is worth mentioning that, according to Printers’
Mutual Aid Association, out of 650 printers working in Athens, during the last ﬁfteen years:
75 died from tuberculosis in the lungs and throat, 3 from stroke, 2 from other diseases and
only one from old age!
Sixty years on, and the issue is still under discussion, as indicated by the headline of the
newspaper Η Τυπογραφία (The Typography) of 1 March 1974:
Insanitary allowance for monotypists. Further to a decision issued at the Arbitration Court
of First Instance in Athens, monotype operators (caster and keyboard operators) who work in
printing oﬃces in the areas of Athens, Piraeus and the Province are entitled to insanitary allowance to the tune of 10% of their salary. Monotype operators are eligible for this allowance
provided there is no gas-absorbing device on the Monotype caster. Operators of Monotype
perforating machines, working in a separate room from where the caster is installed, are not
eligible for the insanitary allowance.
Linotype machines would play an important and permanent role in Greece for the next
65 years, that is, until the 1980s. For instance, in ‘Τυποεκδοτική’ (Typoekdotiki), Karakoulidi’s printing oﬃce in Drama, three linotype machines continued to operate until 1990.
In the Greek market, almost ten years after the Second World War, the Linotype machines
were competing with those of Harris-Intertype Co., represented in Greece by Carolos M.
Sousmatzian Co., as well as with the linecasters introduced by the then Soviet Union (ﬁg.28).
Indicative of this is an advertisement printed at the beginning of 1974, where ‘Typoimportex’ –representative of the Soviet “Techmashexport”– claims that “60 H-14 linotypes already
function in Greece without any problem” (ﬁg.29). At the same time, monotype printing had
begun to claim an important share in the Greek market of mechanical setting.
According to the archives of the English Monotype Company, some of its typesetting
machines arrived and were installed rather early in the “National Printing Oﬃce” in Athens.
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ﬁg.29
Ltd.

Type specimen showing Greek founts of the Russian linecasters imported by Typoimportex

For example, those with the factory number 3612 and 3639 on the 22nd of November 1912,
4252 on the 29th of June 1914, 4780 and 4796 on the 13th of May 1919, 7916 and 7917 on the
6th of September 1924 and 22155, 22156, 22157, 22209, 22210 in 1947. Among the articles
published by the newspaper Ηµερησία (Daily) for Thessaloniki’s International Fair, there is
one which is dedicated to the kiosk of ‘Elektrotyp’. On the ﬁrst page of the Sunday issue of 14
September 1952, there is a picture from the fair showing a monotype unit, and, on the fourth
page, we can read that in our country monotype machines were ﬁrst introduced in the National Printing Oﬃce, which nowadays owns almost 20 monotype units… Monotype machines
can be also found in the military printing oﬃce, in Dimitrakos Ltd. and the printing oﬃces of
Gertroudi Christou and Sons and A. Kleisiounis.
‘Elektrotyp’ was established by Panagiotis Boutopoulos at 6 Kanigos street, in 1937
(ﬁg.30). In August of 1951 he asked permission from the “Professional Training Directorship” at the Ministry of Industry for the establishment of a “Monotype workshop, where
the operation of monotype machines would be taught”. In addition, he asked to be granted
permission to import two machines duty free, oﬀered for free by the English company for
educational purposes. Nevertheless, based on Monotype’s archives, the only typesetting
machine registered under Boutopoulos’s name dates 15 October 1953. On the opposite side
stood the dynamic ‘L. Chrysochoidou & Sons’ company, which represented the Linotype and
the Societa Nebiolo Torino as well.
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Yet, mechanical setting was
not advisable for the hundreds
of small artistic (as they used
to be called) printing oﬃces,
whose basic armoury consisted of metal types for manual
setting. Furthermore, despite
the fact that the letters used
for the equipment of linotypes
or monotypes were better in
terms of quality, their variety
failed to fulﬁl the Greek printers’ demands. This issue is also
dealt with in letters published
in special editions at the end
of the 1950s. One of these
letters belongs to the wellknown –from his publishing
house called ‘Alpha’– printereditor I.M. Skazikis and it was
published in the newspaper
The Typography, on Wednesday 18 November 1958.
Yet, only an expert craftsman
can produce books of well-balanced pages, whose whites and
blacks co-exist in harmony,
as well as margins with text,
ﬁg.31a The Greek Gill cut by Monotype, as presented in the
pages set in the appropriate
Monotype News Letter 59 in July 1960.
type according to the occasion,
so as to attract the eye from
the very ﬁrst moment, and reading to be carried out completely eﬀortlessly.
Printing types do not vary much and only a few of the existing ones satisfy the stylistic
criteria. This is due to many reasons, the main one being that even after the establishment of
the Greek State, the cutting of Greek types was assumed almost exclusively by foreigners, who
were inevitably inﬂuenced by the Latin character. Whereas if Greek artists had been seriously
involved with this ﬁeld of graphic arts, a tradition would have been established, as well as stylistic variety and quality. This shortage becomes even more apparent each time we want to set
an attractive book cover with printing types. In most cases we must design and then produce
zinc clichés for the necessary titles etc.
The problem of type design remained unsolved even after printing oﬃces were equipped,
mainly in the last years, with monotype machines, because apart from the possibility of using endlessly new types for the setting of texts to be printed and the abundance of material,
monotype printing did not present any advantage in terms of type variety. Thus, only by using
a mixed system –of printing types produced by European and Greek foundries, as well as by
Monotype– could the situation be improved. The same applies to linotype setting, which, due
to its fewer advantages, is steadily losing ground vis-à-vis the monotypes (ﬁgs 31a-d & 32a&b).
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ﬁg.31b Some of the most used Monotype founts by Greek printers and publishers.
Greek New Hellenic, 192 (Attika), 1927.
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ﬁg.31c Some of the most used Monotype founts by Greek printers and publishers.
Greek Upright, 90 (Apla), 1910.
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ﬁg.31d Some of the most used Monotype founts by Greek printers and publishers.
Greek Porson, 106 (Pelasgika), 1910.
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ﬁg.32 (a, b)
Kostis Palamas, Ta Dekatetrasticha, printed by Dimitrakos SA publishing house in
Athens. The text was set in Victor Scholderer’s ‘New Hellenic’ type that was cut by Monotype in 1927.
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greek typefoundries of the twentieth century
So, which were the foundries that covered the needs of native printers, as well as those of
printing houses abroad during the reign of hot metal type in the twentieth century?
The crop of casters who apprenticed with Konstantinos Miliadis was followed by more
organized professional endeavours which formed the basis for the development of the large
typefoundries of the twentieth century. Two of them virtually held the monopoly from the
1910s. After Apostolopoulos’s withdrawal, Victoras Karydis and Antonios Karotsis took over
the typefoundry ‘Αυγή Αθηνών’ (Athens’ Dawn) (ﬁg.33). They became directors of the commercial and the technical departments respectively. In 1920, they renovated their shop and
equipped it with typecasting machines from the Berlin house Küstermann (ﬁg.34). German
typecasting machines are the intermediate station between Foucher’s French, and Monotype’s
English machines, which appear late in the 1950s in Greece. The pure Monotype casting
machine, Super Caster or SUPRA, which provided the services of a complete typefoundry,
appeared in England in 1928. Its production covered the gamut of material required for manual setting such as letters, leads, rules, and so on, without necessarily using a keyboard. From
6 Evripidou street, apart from producing metal types and related materials, Karydis and
Karotsis operated as trade representatives, supplying Greek businessmen with presses, paper
cutting machines and tools for almost 35 years. Their ﬁrst specimen comes out in 1921 and
twelve years later they print in Greece one of the largest catalogues ever, measuring 17x25cm
and comprising 402 pages.
Yet, the factory, which was to develop a long and good quality tradition, was that of Emmanuel Karpathakis. This was to a great degree further enhanced by the fact that Karpathakis had already served successfully the ﬁeld of copper engraving. According to Πανελλήνιον

ﬁg.33 Type specimen of the ‘Karydis-Karotsis’
typefoundry.
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ﬁg.34 The German Küstermann steamdriven type casting machine.
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ﬁg.35 (a, b, c, d) Type specimen of the ‘Phoenix’ foundry.
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ﬁg.36 (a, b)
A pre-war
Specimen of printing characters by
the Karpathakis-Anagnostopoulos
foundry.
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Λεύκωµα (Panellinion Lefkoma), 1821-1921, Karpathakis worked with Panagiotis Petrakos,
eventually taking over the typefoundry ‘Ο Φοίνιξ’ (The Phoenix) in 1910. The foundry operated from 1905, when Petrakos entered into a partnership with Apostolos Pavlidis who had
come from Paris where he was working in typecasting factories… In 1909, after Pavlidis died,
Petrakos became the sole director and in 1910 he went into partnership with Emm. Karpathakis. The co-operation between Petrakos and Karpathakis continued until 1917, when P.
Petrakos died and his wife became partner with Karpathakis in the typecasting department,
whereas the printing oﬃce was solely directed by Petrakos’s sons, Perikles and Alexios. In December 1922, this general partnership was dissolved after Karpathakis’s complete withdrawal
and the directorship of Petrakos’s foundry and house, in general, passed over to his sons who
had acquired enough experience and competence… Perikles P. Petrakos directed the casting
department and Alexios the bookshop.
The above abstract was published in 1923, that is, eight years after Panagiotis Petrakos’s
death, and a while after Karpathakis’s withdrawal from the partnership. It leaves us with
several unanswered questions regarding the relationship between Petrakos, Karpathakis and
Anagnostopoulos –an editor and Petrakos’s ex-partner– an issue that is unfortunately not
clariﬁed by the wealth of material specimens from ‘Phoenix’ (ﬁg.35a,b,c,d). After abandoning
the Petrakos family, Karpathakis entered into partnership with Odysseas Anagnostopoulos
in order to set up their own typefoundry, which was originally at 151 Michael Voda street
and later at 36 (40) Sarris street. 1923 emerged as the year that the new typefoundry was established. Vagionis’s name as that of the third partner was to be added later, ie in the pre-war
specimen published by the company in 1939 (ﬁg.36a & b).
In an unpublished letter of December 1992 Dimitris Anagnostopoulos, chemist by profession and son of Emmanuel Karpathakis’s partner, provides some information that is still hard
to verify. He writes:
From 1911, there was in Greece an architect in this ﬁeld, the late Emm. Karpathakis, who,
together with the Petrakos family, owned the ﬁrst typefoundry established in Greece. In 1922
Emmanuel Karpathakis, mentioned above, set up with my father, Odysseas Anagnostopoulos,
a new Manufacturing Company of Printing Types and, generally, of any material useful to
printers, even wooden furniture, which carried the name of the company’s founder.
The late Dim. Labrakis was since 1923 in close co-operation with the ‘Karpathakis’ foundry, for the needs of his establishment (even about the Frankenthal printing presses), as well
as for the development of new founts. The ‘Karpathakis’ company had even introduced a fount
named ‘Labrakis’…
Around 1936, ‘Karpathakis’ invited foreign technicians for mechanical renovation and the
setting up of a new matrix manufacturing department, as well as designing and producing
from scratch a fount named ‘OLYMPIA’; all characters engraved by the hand of the late Emmanuel Karpathakis, since there were no pantographs for fast cutting at that time. This series
met with great success in the publishing world.
Around 1960, the Geographic Military Service asks for the construction of special letters for
the printing of names on maps. The artistic design was accomplished by the ever memorable
professor at the School of Fine Arts, Kefallinos. Under the professor’s recommendations, and
with Major Katogas’s co-operation in the ﬁnal design, these letters were cut in the ‘Karpathakis’ foundry to be used exclusively by the GMS.
…typefoundries have existed in Greece since 1911. Furthermore, the ‘Karpathakis’ company exported its products all over the world, wherever Greeks lived.
With the changing of printing methods at the expense of the old practices, I was in charge of
the ‘Karpathakis’ company and, in 1970, I decided to sell it since my studies were in a diﬀerent
ﬁeld, not keeping up with further developments.
The fact that there were letters copied from the Latin alphabet is always partly true, since
there is practically no diﬀerence between the Greek and Latin alphabets for letters such as A,
E, B, etc. However, those working in this ﬁeld must know how hard it is to design letters such as
ξ, π, φ, χ (Greek), δ, etc. and ι even, in smalls and capitals.
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ﬁg.37 ∆έκα Λευκαί Λήκυθοι του Μουσείου Αθηνών, the book compiled by Giannis Kefallinos and his
apprentices, Luisa Montesantou, Giorgis Varlamos and Nikos Damianakis.

In Karpathakis’s typefoundry at Sarris street were cut the special calligraphic types used
by Maria Amariotou for her book Writing and education of 1936. But even 20 years later, the
typefoundry’s name was to bring the engraver Giannis Kefallinos’ team to its door. He would
be credited with the design of the type named ‘Theokritos’, which was used for the printing
of the album entitled Αι δέκα λευκαί λήκυθοι του Μουσείου των Αθηνών. The project started
in 1953 and was completed in 1955 (ﬁg.37). During discussions amongst themselves, the old
masters were always talking with admiration, if not awe, about “grandpa”, his competence
and perfectionism in matrix engraving.
At the end of the 1920s, Kemal Atatürk was instrumental in the process whereby Turkey
would eventually adopt the Latin alphabet. His policy required large quantities of printing
types. The largest neighbouring typefoundry able to cover the huge demand was that of Karpathakis. The printers of the time would talk about the way ships used to leave in rows from
Piraeus loaded with printing types bound for Turkey. According to Monotype’s archive, the
‘Karpathakis’ typefoundry bought a typecasting machine with the number 72060 (dated 21
July 1964) (ﬁg38a, b). This must have also been the last ﬂurry of investment for the historic
enterprise, which breathed its last breath before passing into Ioannis Sarasitis’s hands, the
owner of the ‘Victoria’ foundry.
In Greece, the spread of small printing oﬃces ensured the survival of typefoundries even
after the Second World War. However, demands from printers grew along with increasing
competition. And, even though during the pre-war period competition was focused on the
‘Karpathakis-Anagnostopoulos’ and the ‘Karidis-Karotsis’ foundries, in the post-war era
the situation would change. In the middle of the 1950s Ioannis Sarasitis bought the equipment, the matrices and the machinery of ‘Athens’ Dawn’ and changed the name of the ﬁrm to
‘Victoria printing types industry’. Finally, a signiﬁcant rival appears in the guise of Theodoros
Paraskevopoulos’s ‘PAP’ foundry, which had begun operating in Larissa in 1954 and three

42

KLIMIS MASTORIDIS Cutting and casting Greek types in the nineteenth and twentieth century

ﬁg.38 (a,b)

a) Cover of the 1960 type specimen published by the ‘Karpathakis’ foundry.
b) The ‘Karpathakis’ foundry presents ‘Olympia’, a copy of ‘Futura’ designed by
Paul Renner in 1928.

years later, was transferred to Athens. Thus, until the buying out of the ‘Karpathakis’ material by ‘Victoria’, there were three typefoundries covering the demands of the Greek printing
market.
The policy of those foundries, after the war and before Paraskevopoulos’s foundry appeared, received tough criticism from printers at the beginning of the 50s. As metal imports
were prohibited for reasons of currency, typecasting shops melted and used old metals over
and over again. But their equipment was also old-fashioned, their machines out-of-date and
their matrices worn. Despite the loans granted by the “Marshall Plan” things did not seem to
improve and so The Typography republished the very same articles ﬁfteen years later, in 1965.
Let us follow the development of the ﬁeld in question through the words of those directly
aﬀected, that is, the professional printers themselves.
One of these articles, entitled Printing types and master printers, belonged to Nikos
Damianos.
…Another important issue preoccupying every colleague printer is that of TYPES.
A continuous and incessant bleeding ravages Printers, who constantly need to replace the
worn types.
Before 1933, printing types used to last from 5 to 6 years depending on their maintenance.
This is ascertained by all old colleagues. However, we all see today that we have to renew our
types every now and then, if we wish to produce nice jobs.

KLIMIS MASTORIDIS Cutting and casting Greek types in the nineteenth and twentieth century

43

And this happens because it was not easy to import type from abroad due to exchange
restrictions etc. Thus, domestic foundries were left free without competition, and for reasons
of proﬁteering spoiled the composition of the metal with malicious calculation, manipulating
our inexperience and need for immediate replacement of our types.
Yet, in response to the repeated unilateral protests of our colleagues, the directors of the
foundries pretended lack of appropriate material etc. But this “argument” is still used today,
despite metal import not only by UNRRA, but also from England and the Scandinavian
Countries. Instead of becoming better, things are getting worse. Foundries grow to be all the
more greedy; once they realise our inexperience and naiveté on this issue, they constantly limit
the endurance of types, forcing us to renew our types every little now and then with the aim of
reaping fabulous proﬁts, free of any state control on quality or price.
…Types should be manufactured based on the old metal alloy in order to last as long as
they used to.
In order to be fully objective in my accusations regarding the deliberate alteration of the
metal alloy used for the manufacture of printing types, I carried out at my own expense a
rough analysis of the types’ content, as shown in the table below. The latter is indicative of the
exploitation carried out to the detriment of our people.
Metal alloy used for the production of European types, according to the oﬃcial Table of
proportions of international standards for alloy for metal type:
(Monotype casting machine) for types:
Antimony
25.00
Tin
12.00
Copper
8.00
Lead
55.00
Total
100.00
Proportions of alloy used for the domestic production of printing types based on a rough
analysis:
Antimony
24.61
Tin
4.75
Lead
70.04
Traces of copper
00.60
Total
100.00
… the exploitation carried out by typefoundries is obvious. They provide us with plain lead
since the endurance of types depends principally on the proportions of copper and tin.
… I am deeply sorry for the inconvenience my accusation may cause to the dear Mr. Directors of the Typefoundries. I know what’s in store for me in reprisal for my courage! Yet, I will
not quail, I must write the truth, no matter how hard or unpleasant it might be, with the only
aim of rescuing the Associate Printers from the devastating consequences of the constant renovation of types.
In addition to the previous article by Damianos, The Typography republished another
copy by the printer Phanis Konstantinidis, entitled, ‘We are displeased with the typefoundries’.
In Greece we have two typefoundries. First, that of ‘Karpathakis-Anagnostopoulos-Vagionis’ and second that of ‘Karydis & Co’.
These typefoundries provide services to all printers in Greece. Before the last war, some
printing oﬃces used to place their orders with German typefoundries, especially the ‘Schelter
und Giesecke’ of Leipzig, the ‘Deberny’ of France, and the ‘Nebiolo’ of Italy.
Of course, these types imported from abroad were of long endurance and certainly more
expensive than Greek types but “expensive is cheap too”.
Therefore, 90% of the printers gave their orders to Greek typefoundries. Thus, neither printers nor these factories could be discontent with each other since they were mutually served.
After the last war, these foundries, being unable to buy new metals from abroad, supplied
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printers with types made from old ones, which had been recast many times, and thus printing
oﬃces suﬀered great damage. Besides, it seems that apart from metals, their machines were
also to blame, and maybe even the matrices, because they were old.
In any case, last year these factories, thanks to the Marshall Plan, received industrial loans
to the tune of 450.000.000 for Karpathakis & Co and 95.000.000 for Karydis & Co.
We printers, although we did not beneﬁt from the Marshall Plan, were glad of these loans,
because we believed that the new modern machines imported by these factories would deﬁnitely constitute an advancement for the National Economy, but, at the same time and most of
all, for our branch.
This is because the Marshall Plan oﬀers industries the possibility of increasing their production and reducing production costs through low interest long-term loans of important
sums.
Namely, to produce cheap merchandise.
Unfortunately, until today, we still haven’t witnessed anything worthwhile from the point of
view of production. On the contrary, we have been asking 4 months now for ﬁve kilos of capital
letters and Mr. Karpathakis’s answer is “we don’t have any, we work for the Organization”
(meaning the national “Organization of publishing educational books”), the Organization
being 5 printers who undertake the printing of the school books. The whole year for 5 printers
and the remaining 250 don’t count. What can we say?
Well, anyway, if ‘Karpathakis’ has his preferences it is his right, but Mr. Karydis, instead
of bringing ﬁrst of all casting machines to start producing cheap and solid types, he rushed to
bring two automatic ﬂat bed presses for printing jobs…
Therefore, we are discontent with the Greek foundries, who should also think that they have
some obligations too vis-à-vis our branch.
In particular, we recommend our dear friend Mr. Karydis to do one of the two jobs, either
printing or casting. It is not compatible that every doctor should have his pharmacy…
The two letters were republished in Typographia of Monday 1 February 1965 –obviously
because of the perpetuation of the problems– and, given that the ‘Karydis-Karotsis’ foundry
no longer existed, they provoked D. Anagnostopoulos’s answer which was published in the
issue of Monday 15 February 1965. Within a black frame the following title was printed: The
‘Karpathakis’ company responds to what has been written ﬁfteen years ago and the editorial of the paper reads: We have received and gladly published, for reasons of journalistic
objectivity, a letter sent by the ‘Karpathakis’ company in reply to an article written by one of
our colleagues ‘concerning typefoundries’. The latter was recorded in “Typographia” and –as
indicated– it was published 15 years ago in the Association’s Bulletin which was then in print.
The letter reads as follows:
Dear “Typography”, in the middle page of your last issue, no 143, you have published two
articles written by our very beloved friends and clients Mr. N. Damianos and Mr. Ph. Konstantinidis.
Although these articles, as mentioned in the title by a ‘very ﬁne type’, were written 15 years
ago, yet their presentation by means of titles concerns to a large extent the sobriety and dignity
of the ‘Karpathakis’ company. Especially in the article of our dearest Phanis Konstantinidis,
we have to add the following: the ‘Karpathakis’ company was indeed funded by the Marshall
plan with the sum of 500.000 drachmas for further escalation, and its diﬃculty, in the past
years, in providing clients with ﬁnished products, long-term instalments and new series of
characters, resulted from the fact that the cash was absorbed by the Marshall plan itself.
After the readjustment of the dollar the debt of our company doubled in capital and tripled in total together with the interest. Due to its honesty, the ‘Karpathakis’ company had to
wait for a certain period of time until it could say with pride that today it is among the very
few that have repaid their portion of the Marshall loan to such a level, since from the sum of
500.000 drachmas received, we have returned… 1.350.000 drachmas and there is still a small
balance.
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ﬁg.39 (a,b)
1956.

The ﬁrst type specimen published by Theodoros Paraskevopoulos (PAP) in Larissa in

The above statements come in reply to the two articles so that our branch is aware of the
injustice done to us, and still we have always stood by our friends-clients, as they have done
the same for us. Despite the diﬃculties we had to confront over the last years, they stayed loyal
to us and to our products, valuing and estimating the quality of our materials, as Mr. Damianos and Mr. Konstantinidis would deﬁnitely aﬃrm.
At present, we promise to oﬀer our branch, in the very near future, tokens of good will,
quality and full service which have accompanied our 40-year history.
In 1965, when these articles were published, the ‘ΠΑΠ’ (PAP) foundry of Theodoros Paraskevopoulos already accounted for eight years of operation in Athens. The Paraskevopoulos
family came from Larissa. There, Paraskevas, Theodoros’s father, had established his enterprise which consisted of a bookshop together with one small printing unit. Theodoros followed in his father’s wake by continuing this work, but in 1945 he decided to change course.
Two years later the ﬁrst specimen came out dated “Larissa 20 February 1956”, entitled with
the name of the enterprise ‘Larissaïki’ and bearing the logo ‘PAP’. The following is mentioned
there: “we have worked in preparation for twelve months and spent huge amounts of money
to equip our factory with the most perfect 1955 machinery” (ﬁg.39a, b). Until 1972, Paraskevopoulos maintained 1953 as the year of establishment in all of his printed matter, but
in 1973 he decided that the roots of the enterprise go even deeper in time, and thus printed
“established in 1897”! The ‘Casting and Book-selling Industry’, which was ﬁrst established in
Larissa, was now transferred to the capital where it operated as a foundry from 1957. After
constant renewals of his temporary operating permit, Paraskevopoulos managed to obtain a
permanent permit for the “establishment of a printing types’ manufacture including all the
necessary peripheral machinery” from the Ministry of Industry on 24 November 1960. The
factory was transferred from 62 Meg. Vassiliou street in Rouf to a rented building at 14 Alex.
Pantou street in Kallithea, whereas the storehouse and the oﬃces remained located at 5 (6)
Ag. Georgios Karytsis square.
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ﬁg.40

A ‘Deckel’ pantograph.

In a technical report written by the civil
engineer Pantelis Papaekonomou, dated 4 February
1959, the following machines are mentioned among
others: “a SUPRA automatic typecasting unit, a 1952
model, made in England… a DECKEL pantograph,
a 1957 model… a RAMBAUDI pantograph, a 1956
model (ﬁg.40).” However, in Monotype’s archives it
seems that the ﬁrst Super Caster installed in Paraskevopoulos’s factory was the no 71217 with date
of manufacture 15 December 1954. This is further
conﬁrmed in a letter sent by Monotype’s representative in Greece, ‘Elektrotyp’, to Paraskevopoulos dated
26 January 1959, where the payment of the machine
is certiﬁed.
The rest of the English casting machines Paraskevopoulos installed in his factory are the: 71642
(17.11.59), the 71638 (9.6.60), the 71784 (31.7.61),
the 71926 and the 71927 (18.10.62).
The course of the new typefoundry is dynamic. In 1960, Paraskevopoulos brings to light a
truly noteworthy type specimen (ﬁg.41a, b). In his

introductory letter he writes:
Our competitors have repeatedly defamed by means of unfair competition the quality
of the printing products of our industry. Lately, they visited several printing oﬃces all over
Greece claiming that we are technically incapable of producing and presenting in the Greek
and foreign market printing characters in small sizes, especially from 6 to 12pt. This time
too… we will let facts speak for themselves to contradict our defamers, since we have already
put into circulation the ﬁrst out of a hundred and twenty (120) founts of a completely new
form, of our own design and cutting, from 6 to 12pt, of which we wish to put into circulation
all 120 before 1960.
The road was now open for him to beneﬁt from the discontent resulting from Karpathakis’s policy and gain printers’ trust. Printers in turn were ready to follow him since he had
begun as ‘one of them’. Nikos Mitsopoulos’s letter, published in Typographia of 10 January
1960, entitled Typefoundries and types is indicative of this.
Before the war, as most of our colleagues should know, the foundries serving our branch,
if I remember correctly, were the same as those of today, except for one that has been added
recently, that of our ex-colleague, Mr. Theod. Paraskevopoulos.
In those days, our branch’s needs were limited due to the smaller number of shops, thus the
overall production of foundries was suﬃciently satisfactory, in quality too, in order to catch up
with demand in the best possible way. As for the quality of the type we could say that in terms
of endurance and symmetry, it was good enough, if not excellent, so that the result would also
be an excellent one…
…But after we have paid tribute, as we ought to, and having forgiven the imperfections,
which were justiﬁed because of the war, we should now ask questions about responsibilities
and obligations of the type industries.
Our branch, as we know, grew tremendously after the war –and is still growing– like Lernaean Hydra. With the closing of one shop, within a one-year period 20 new ones open, adding
to the already existing ones (all of them eating a part of the cake, but missing the whole). This
is obviously another issue that does not concern us today.
…the development of new machines, such as the linotype, the monotype and stereotype
machines, oﬀered in a way some rest to the foundries, even so, it was impossible for the latter
to satisfy the printers’ demands.
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ﬁg.41 (a, b)
a) Letter to “All printing oﬃces, the publishing and journalist associations in Greece
and abroad” by the ‘PAP’ typefoundry of Th. Paraskevopoulos.
b) Page from the 1960 ‘PAP’ specimen.

And this is where the accusation certainly lies, in that since demand was of such a scale
that it was impossible for production to catch up with it, then why were these so proﬁtable
enterprises not equipped with more new machines, thus not only providing services to the
printing oﬃces but also increasing their proﬁts even more?
Furthermore, it should be stressed that even today the quality of types is pitiful, ﬁrstly, in
terms of endurance, as well as in terms of alignment; their price does not justify such a poor
quality of metal. The large proportion of lead used for the production of the not so cheap types
(prices range from 70 to 100 drachmas per kilo), has the following result: after a relatively
small number of print runs types lose their volume and cannot be used again if we wish to
have at least an acceptable result. Last but not least, they should notice –it is known to all of
us– that types, especially the capitals, jump up and down.
I reckon foundries should not be so indiﬀerent, but it seems that demand and large proﬁts
gave them that right of indiﬀerence.
In parenthesis I would like to stress that in this desert where we were all lost, a new person
appeared as an oasis, a combative ﬁghter of our branch (who had pestered the life out of us for
the 4% of the provincial industry), who –we cannot but tell the truth– has never had enemies.
Obviously, our branch was relieved to see in the face of this new person our old colleague
Mr. Theod. Paraskevopoulos who is well aware of the pain, needs and shortages of the branch,
and thus moves steadily, sparing no expenses, gaining vast ground day-by-day and providing
new blood in terms of type equipment.
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ﬁg.42 The ‘Ioulieta’ design shown
in the ‘PAP’ type specimen.

He embraced printing oﬃces by facilitating payments as much as possible; coming from the
same kind of people, he knew their needs and contribution to the defence of the branch.
Against my will I have become Paraskevopoulos’s advocate, who was an old competitor of
mine, but I was carried away with enthusiasm today while riﬄing through a specimen of his
foundries which has had such a successful run. We stray from the subject. I reckon, though, it is
our duty to thank this tireless ﬁghter, who, being as young as we are, has still much to oﬀer to
his branch before he retires.
…he should be a little more concerned with the capital letters, which are, perhaps, much
more used in Greece than the small ones. This happens because the majority of printing oﬃces
absorbing the major part of production are not publishing but artistic.
The branch thirsts for new material; here, we cannot but truly admire the progress made by
Paraskevopoulos’s typefoundries, which are presenting every now and then a new acquisition
of theirs. Riﬄing through the recently published type specimen, one is convinced that, indeed,
something new has appeared and been added to the branch.
One can ﬁnd various characters of new types and every leaf turned over holds another surprise. Let’s hope that our dear friend will move forward with the same zeal as in the beginning,
and let him be sure that printers will surround him with the same care he had shown for them
at the outset.
Nevertheless, within the current development of typography typefoundries are highly deﬁcient. For this reason, we were all pleased to see that a new industry was established and it
is our conviction that it will not betray us, as it has so far not betrayed our expectations. The
Future will tell.
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ﬁg.43 Type specimen targeting the
Latin alphabet market, printed in english
and French by ‘PAP’.

In September 1963, Theodoros Paraskevopoulos’s wife Ioulia died at the age of 43. They
had lived together for twenty-four years and had four children. Her death was a heavy blow
to the typefounder who honoured her in his own way: he named after her three typefaces.
Thus, in his specimen appear the founts ‘Ioulias’, ‘Lettas’ and ‘Ioulietas’ (ﬁg.42).
After Ioulias’s death, his whole life revolved around his factory and its development.
Within the next ﬁfteen years Paraskevopoulos enriched impressively his type specimen,
making it the bulkiest that has ever existed in Greece not only in the past, but also in the
years to come. And it would not be an exaggeration to say that it was one of the largest specimens worldwide as far as the variety of letters is concerned. After ‘cutting’ almost all Greek
fonts made by Monotype, he –literally– rushed in the matrices of other large European foundries, ‘copying’ not only their Greek, but also many of their Latin typefaces. He was to come
into contact with embassies, chambers of commerce and professional unions from abroad
trying to ﬁnd as many addresses as possible to mail his brochures. He was to print type
specimens in English, as well as separate informative printed matter on furniture for printing
oﬃces and various printing materials in which he traded. He was to sound out the markets of
Cyprus, Lebanon, Syria, Iran, Iraq, Kuwait, Saudi Arabia, Jordan, Morocco, Pakistan, Turkey,
and did not hesitate to come into contact with potentially interested parties from Australia,
Canada, Belgium, Germany, Italy, Spain and Portugal. He also designated a representative
in Beirut, and wrote out private order forms in French and received satisfactory orders from
printing oﬃces in the Middle East (ﬁg.43).
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In November 1969, Paraskevopoulos’ daughter, Margarita, travelled as a representative of
the company in Cyprus and Beirut. In a letter to her father dated 17 November, she describes
her impressions from her visits to several printing oﬃces. Most printers express complaints
about the packaging of the types, the insuﬃcient or ‘inﬂated’ orders, and the lack of the
Sterling symbol. In particular, she notes the latter: “Please pay attention because printers
turn towards NEBIOLO”. In another letter she writes: I forgot to tell you that I saw NEBIOLO’s packaging. Clearly European and of excellent appearance. A printer told me: I cannot
understand why you neglect packaging. Your types are better than all the rest but their packaging makes them completely useless by breaking them. Don’t you see that you make us turn to
NEBIOLO and SARASITIS? What was I supposed to say? He was right. The commercial representative of ‘PAP’ in Cyprus and Beirut was Panagiotis Oreinos based in Nicosia, whereas
the Cypriot market was represented in Athens by a descendant of the former famous ‘Karydis-Karotsis’ foundry, Nikos Karydis.
Apart from professional issues, Margarita’s letters also have a human side, as for example
when she refers to the editor of Μάχη (Combat), Nikolaos Sampson, writing, “I can assure
you he is crazy in his thoughts”. Of course, this did not prevent her from accepting Sampson’s
order in secret from Oreinos, who probably avoids him due to political beliefs. In her letters
she often seeks advice and information from her father and he answers with a letter on 13
December 1969.
…Following today’s phone conversation regarding the alloys used for the manufacture of
printing types, these are:
HARD METALS FOR PRINTING TYPES
a) Antimony (20% to 28%)
b) Tin (6% to 12%)
c) Lead (74% to 60%) (pure)
d) Copper (5‰)
The ﬁnal form of the metal type alloy ranges from lowest to highest percentage as mentioned above, according to the category of printing types to be cast in various designs: white,
semi, black, thin, calligraphic etc.
The special synthesis, according to the various typestyles mentioned above, of the alloy
used, is the professional secret of our foundries… I send you by air, via Olympic Airways,
within a package, white French, semi-black and black from our Macedonian series… Sell them
without hesitation; they can be used for hundreds of thousands of prints on press, yet using
normal printing pressure from the cylinders and the drum. After printing a few of the ﬁrst
pages you should check the backside of the printed paper in order to avoid uneven distribution of pressure, because in that case the types will soon break without this being their fault.
He also asks her to send him 1969 invoices from shopkeepers-printers of Beirut who imported
from a) Nebiolo in Italy, 2) Stempel in Germany, 3) Deberny in France…
Greek typefoundries often faced criticism about the endurance of their material. The reference made by Paraskevopoulos to the ‘professional secret’ in 1969 is indicative of this fact.
And even though towards the end of the 1960s he had managed to improve considerably the
quality of his types, several years before the reality was quite diﬀerent. The issue had been
laid out by the printer Nikolaos Damianos with a letter he sent to Typographia, published on
15 February 1965. In this letter Damianos was criticising the domestic foundries’ policy of
selling a number of characters to printers with a lack of expedience, and thus points out the
de facto turn of their association to foreign foundries. He explained that Greek typefoundries
pursued an opportunistic policy of ‘loading’ printers with useless material. For example, if
someone ordered an analogy of 100 As, then he would receive 20 small parcels of 5 As each,
including 60 Θ, Ζ, Ξ, Ψ, Φ, Χ, 40 &s, as well as a large amount of punctuation marks which
would have remained unused, whereas he would only receive 80 E, I, O and Σs. On the contrary, only the Nebiolo foundry accepted the modiﬁcations put forward by our Association regarding the percentage of capital letters, accomplished after long and careful research carried
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ﬁg.44 ‘Ellade’ of the
Italian foundry ‘Nebiolo’.

out by Leonidas Thomaides, Dimitrios Veloniadis and Nikolaos Damianos (ﬁg.44). Namely,
if a printer placed an order to the foreign foundry for a semi-black 8pt Olympia type, from a
series of 100 As, he would receive 100 E, 120 I, 80 Λ, 80 Ν, 100 Ο, 80 Ρ, 100 Σs, and only 16 Ξ,
Φ, Ψ, 28 Ζ, 32 Θ, 24 Ωs, as well as only 10 &s (instead of the 40 that would be supplied by the
Greek foundry). Then he writes:
…we all believed that after the establishment of the new ‘PAP’ foundry of Mr. Th. Paraskevopoulos in 1953 this situation would improve to the beneﬁt of tradesmen printers.
…riﬄing through the type catalogue we were astonished by the new matrices of capital and
small letters presented there. I didn’t know what to order ﬁrst! Fortunately, my ﬁnances were
limited, because despite the advertised long-term credit I did not wish to expand to a large
order. I say fortunately because unfortunately I was mistaken and the new typefoundry kept
obstinately the 1870 5 As analogy! In addition the material of the types was not appropriate
for a new industry, and lower-case types, in particular, were badly cast and did not last for
long because of poor quality material.
As far as capitals, the ‘inclined Arkadika’, are concerned, in order to prevent the deterioration of the irregular sharp projections I had to ﬁle them sideways one by one without destroying them, so as to keep them from breaking during printing, as was the case with many colleagues and almost all newspapers set in inclined. However, I managed to save my own types
with my personal intervention…
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Yet, because I did not wish to impede the development of the new typefoundry I did not
mention the enormous damage I suﬀered and limited myself only to protest, hoping that the
situation would improve in the future!
In their attempt to compete with the new typefoundry the old Karpathakis and Victoria
typefoundries created new moulds. Furthermore, all domestic typefoundries in general improved somehow the material of their types. You see, if the metal is hard machines produce
less, but there is no way they depart from the 1870 percentage of 5 As and this will be to their
own disadvantage in the future. Because with our forthcoming entry to the Common Market
and the upcoming abolition of extravagant duties, all colleagues who know themselves will put
orders to Nebiolo when they realise that almost all types of the 100, 50, 30, 20, or 10 As analogy are used, and a few, very few of them remain unused.
This situation was not only due to non-existent relevant education and old equipment.
Printing enterprises had to face the consequences of the new customs policy. In general, the
ﬁeld of printing suﬀers a severe blow from the new customs tariﬀ. This especially aﬀects the
class of printers who own linotype and monotype machines, daily newspapers from all over
the country as well as type and metal industries. Thus, according to the new customs tariﬀ,
imported raw material is charged with duties, customs fees, and other rights by a percentage
of 65% instead of 17% applied before the new tariﬀ. Therefore, the additional resulting diﬀerence rising up to 48% depicts the injustice done at the expense of the above-mentioned categories… In the issue of 10 June 1960 of Typographia, the L. Chrysochoides & Sons Company,
Linotype’s representative in Greece, printed a letter entitled Notice signed by the interested
parties has been sent to the Ministry of Finance for the removal of injustice.
… As known, for the functioning of linotype machines a basic element is required, that is,
Linotype metal made from an alloy of tin, antimony and lead, in a ratio of 3-4%, 11-12% and
84-86% respectively. For the operation of monotype machines an alloy of the above-mentioned
components is required, in a ratio of 6-10%, 15-20% and 70-79% respectively. For the operation of presses an alloy of the same components is required in a ratio of 5-8%, 15 and 77-80%
respectively, whereas for manual composition types, manufactured by domestic casting industries, an alloy of tin, antimony and lead is again required (with additional traces of copper) in
a ratio of 3-8%, 11-29% and 63-86% respectively.
The above-mentioned alloys have been for many years imported from abroad, where they
were produced by well-known factories which used ﬁrst cast low cost raw materials and accelerated the process of mixture using scientiﬁc methods and excellent means of operational
accuracy for the processing of those materials. Thus, type metals produced were appropriate
for the functioning of all of the above-mentioned machines.
These alloys cannot be produced within Greece, because of the lack of necessary components and manufacturers able to produce them in the exact scientiﬁc way required…
In this notice you will ﬁnd attached a telegram of the factory which supplies us with type
metals from Denmark for our clients in Greece. It informs us that type metals imported into
Denmark are free of duties. We also know that this is the case for Holland, Belgium, Egypt,
Lebanon, Cyprus, Turkey etc…
Moreover, we are at your disposal to discuss the issue in your presence or provide any further information.
Theodoros Paraskevopoulos died in 1979, and with him collapsed the largest typefoundry
in Greece; his children were not able to deal with the many demands of the business he had
established. Besides, the introduction of phototypesetting did not allow for much further
development. This was also one of the reasons that led him to expand his business activities
after 1975. By naming his company ‘PAP Industrial enterprises, Theodoros Paraskevopoulos’ on the 1st of March 1977 announced the assumption of works such as: ironworks and
manufacture of doors and windows etc. from aluminium plates, special metal constructions
from copper plates, wooden facings, mould manufacture from iron and steel, metal ovens,
and special metal furniture for designers, architects, engineers etc. Certainly, all of the above

KLIMIS MASTORIDIS Cutting and casting Greek types in the nineteenth and twentieth century

53

ﬁg.45 (a, b)
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The hard cover and an inner page from the 1960 ‘Victoria’ type specimen.

KLIMIS MASTORIDIS Cutting and casting Greek types in the nineteenth and twentieth century

ﬁg.45c ‘Olympia semi-bold’, 36pt, from the 1960 ‘Victoria’ type specimen.

services came along with the already existing ones provided to the printing oﬃces. The
obituary printed in Typographia reads: It is sad to see people as active as Th. Paraskevopoulos, with such a great contribution to the development of printing in our country, die.
In the following years, the only typefoundry left in the country is the ‘Victoria’ foundry
of Ioannis Sarasitis. Despite eﬀorts made by its staﬀ, especially during the ﬁve-year period
1961-1966, the range of its work is drastically limited because of the absolute power held by
the ‘PAP’ foundry. Yet, it never stopped producing material for its clients. In a 1960 advertisement, under the title-question Victoria types are the best, why? it is noted that Our machines, German of the latest model, specialized in typecasting, not Monotypes, are the best in
their kind and recognized world wide for the excellent quality of their products thanks to the
perfect pressing of the types…
The 1960 oblong specimen falls short of the one printed by Paraskevopoulos that year. In
this specimen there is a picture of the factory in Holargos (3 Ventouris street) as well as of an
internal space with the typecasting machines (ﬁg.45 a, b, c). An announcement, published in
the specimen, reads as follows:
As known, the ﬁve-year operation of our factory has greatly contributed to the improvement of the quality of printing types. Sparing no pains or expenses we managed to produce
types from a newly cast European alloy of unrivalled quality and solidity. As a result, we
gained the preference and the trust of the printing world. For this reason our competitors, unable to compete with us in quality, spread the rumour that our types diﬀer in height (instead
of 23.56mm, 23.50). Although this minor diﬀerence did not impede their use at all for a whole
ﬁve-year period, since September 1960, we eradicated the diﬀerence and since then we have
produced the best quality types, of the same height (23.56) and unrivalled supremacy.
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ﬁg.46

Specimen of the typefoundry of Argyris Koutoupas

Obviously, the old Küstermann had to be reinforced for ‘Victoria’ to ﬁll the basic market
requirements and face, even in a limited manner, the threat posed by ‘PAP’. Choices were
limited and it was decided that for this job Monotype casting machines would be used. In the
archive of the English company appear two consignments to Sarasitis: The ﬁrst one is dated
12 November 1963 and its number is 72020 and the second 15 February 1967 with number
72265. For the scale of the market to be covered by the typefoundry, reinforcements were
enough. In the summer of 1990, when I met Stavros Venetis, old typecaster and later head
of sales in ‘Victoria’, at the oﬃces of the company in Theseos street, the factory was already
targeting diﬀerent markets, such as metal ﬁreplace manufacture…
last eﬀorts
In 1972 Argyris Koutoupas started producing leads and rules for printing oﬃces. Koutoupas
was among the ﬁrst typecasters who worked in Paraskevopoulos’s typefoundry in Athens. At
the end of 1961, the beginning of ’62, after a disagreement with Paraskevopoulos we ﬁnd him
in Holargos, where he worked for almost eight years in Sarasitis’s typefoundry ‘Victoria’. In
1970 he returned to Thessaloniki to open his own printing oﬃce. Two years later, he bought
a casting machine from the printer Thanasis Altintzis and started producing rules and leads.
In 1975, he abandoned his typefoundry at Aristotelous street and was transferred to Atlantidos street, in Touba. There, in the beginning with one, and later with two Monotype Supra
model machines from Germany (Monotype Supra Frankfurt, 71510 and 72204) he was to
return to his old art of typecasting. Assisted by his sons, Stelios and Giannis, he attempted to
engrave matrices with the use of a pantograph. The results were disappointing. Thus, he conﬁned himself to those already in hand. Most of them were from the newspaper Μακεδονία
(Makedonia), since they had fallen into disuse after the installation of phototypesetting
systems in the oﬃces of the newspaper. Later, after the closing down of the typefoundry
‘PAP’, he worked for a short period of time with Stavros Stavropoulos, one of Paraskevopoulos’s salesmen. Stavropoulos supplied him with matrices from ‘PAP’. The agreement was as
follows: Koutoupas will produce types by using the matrices and he will sell them at a special, low price to Stavropoulos. He, in turn, will re-sell them to printers. Koutoupas will also
be able to sell. The matrices remain in Koutoupas’s hands as a guarantee. Their cooperation
does not run smoothly, and ﬁnally, a hundred odd ‘PAP’ matrices remain in Argyris Koutou-
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pas’s ownership. Up to his death, in February 2001, he produced a relatively limited quantity
of types for his, by then, small clientele (ﬁg.46).
Finally, Stavros Stavropoulos, after failing to enlist the ﬁnancial support of EOMMEX
(the Hellenic Organization of Small and Medium Sized Enterprises and Handicraft) in 1985,
launched in 1988 a venture with the distinctive name Typefoundry Graphics EBEE, Stavros
G. Stavropoulos & Co. L.P. at 37 Gregorios Labrakis street in Tavros. In his advertisement, on
1 September 1988, he mentions the following: Against the ﬂow of modern technology, given
that old classic printing will live for many years to come, we have created a modern typefoundry of the latest speciﬁcation and of a new spirit based on the needs of the Greek as well as
foreign markets, with a rich and interesting production and design programme connecting the
old with the new line.
We have felt the messages of Greek reality, and with the thought that we should ﬁll in the
gaps naturally created from the long-lasting fall in production, we laid down a healthy basis
of tradition and cooperation with our clients, away from the sins of the past not only in the
trade, but also in the delivery of the material.
We do not aspire to become a large industry at once. But we will eventually become large
with the support and cooperation of our dear printers all over the country within modern
Greek reality.
We thank you in advance for your preference and hope to be worthy of your trust. Moreover, we already deny any rumour spread or to be spread about poor quality material, materials from cast metal from abroad, failed deliveries etc. WE ARE READY FOR DELIVERY IN
STOCK.
This venture was doomed to fail from the beginning. I visited Stavropoulos’s shop in 1989.
His business comprised a Super Caster typecasting machine, matrices –from Paraskevopoulos’s foundry– and a typecaster, master-Nikos (I can’t remember his last name), who used to
work for ‘PAP’. With DTP systems ready to sweep up any old technology in their trail –even
phototypesetting– Stavros Stavropoulos’s vision seemed like a romantic walk in the past,
rather than a venture with a future. In his last letter, which I received in June 2000, he was
wondering whether a museum would be interested in buying the material he had in hand…
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