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AANIHA

Més ouvdeel pakpoxpovn @idia pé 16 Aavinh. Tov yvwpilw noAu kahd énwe Kai Td6 vonua ToU Epyou Tou, GAAG kaBue
i kaAhiTexvikn Ekppaon eival npoownikn, yivetar ouxva buokolo va piAnon Kaveic y1d 16 £pyo £voc kahMTEXV OTa " OUVDEETA
@IAIké palu Tou. "Exoupe TAv Taon va Sivoupe NEPIOOOTEPN onpacia oTAY npofeon To0 KaAAITéxvn kai Aly@Tepn OTAV npa-
yupatonoinon Tol £pyou, vopidw nwe ivai peydAo o@aipa. "Otav npokeital yia aAnBivo kah\iITéxvn f npayparonoinon Tod
£pyou eival GNUAVTIKWTEPN ano Tic npobéoeic Tou. Eenepva Ta épia nov xapalel HOTE va pETAPOPQEVN TAY npoownikf avri-
Anwn o€ mo kaBoAikf avTiknyn ToU KOOHOU. ‘O xp6voa xpnoiponciel 16 TaAEvro Tou KaAMITEXvR yia Bikouc Tou okonouc. 'H
EpnVEUOH TOU KIVEITaI Gnd okéweic kai npeBAnpariopola £Ew and Tic ouykivnolakée Tou avagopec. AuTo EEnyel TRV nopeia 100
Aavigh. Aiyol KaAANITEXvER TAG YEVIGE TOU eival 0 Beéon vé xkuttafouv niow Touc Kai va SianioT@oouv pid T6oo Aiyo GpuUOVIKA
KaAMITEXVIK nopeia. Aév donoe avekpeTaAAeuto oxedov kavéva UAikd. Me 1o Epyo Tou neipapatiZeTal yipw anod Ta olyxpova
kivapara TAc Téxvne. Of yAUNTIKEC TOU KATAOKEUEQ papTupolV THY NEPINETEIA PIGC OKEWNG NOU &e&v Tpopdlouv TG ouyxpova
TexvoAoyika péoa. ‘H Tanewogpoolvn Tou eivar 6 BpiapBoc Tcu. Aév peTap@isce NoTé PE WEUTIKA oToAidia eémi@aveiakou Xa-
pakThpa TAV ikova TAc gnoxAc pac. 'H ouykivnor Tou kai / £vaioBnoia Tou £peivav cuolaoTika £helBepec. ME Tic unxavéc
TOU NETUXE QWTEIVEC EIKOVEC OXEBOV PEOAIOTIKEC, 0i yAunTikEC KATAQOKEUEC TOU katayyeAMouv TAV  pnxavikn neifapxia nolu
¢mBaAAel To TexvoAoyikod nepiBaldov. BaBeia okéwn XapaxTtnpiZer Tic noAupcpec £kBNAMOEIC nol ekppalouv auta Ta £p-
ya. "OAa paly iy kaBe Eva xwpiota npoBaiAouv EpwTipata f diatundvouv Ta cupnepacpata pae epneipiac. Oi ouvBioeic
T00 Aavigh Bev anoBAénouv va gival wpaiec povo, oKkonac Touc gival va neicouv i va Béocouv npoBAApara. Nopilw nwc deEv
gipar ékToC Bepatoc @v onuEiOw nae oi Kahée Téxvec £knAnpolv alToug Tole pohouc axolouBwvTac kukAikouc dpopouc.
Ta £KQPAOTIKA péod npokUnTouv ano T diapdxn avapeca otV napadoon Kai TAV GvanogeukTn atopikéTTA TOU LWypagou,
@ote diyeTar f duvatoTnTa OTOV kaAITEXVN va eupuvn AV EniBoAn TAC Qwvic Tou.

‘H gioaywyn a0ty eival anapaitnty via va- afionoinBf iy iBéTunn @Uon Tie oupboAnc ToU AavinA. AUTa nou avegepa
pac BonBolv va karavoowpe T véa ¢aon kai Thv £EEMEN ToD Epyou Tou Kai va Unoypappiowpe 11 Eenepva TG NeplopioyEva
épia TAc atopikAc Exppacne. To Twpivd Tou NPdBAnua eivar 1 idia N npayuaTikoTATa. Xpnoiponoiei ™ Zwypagiki napadoon
yié va Béan éva @iAoco@ikd npdBAnua. ‘H Zwypagikn £m@aveia givar 10 n\aoTIkG Tou péoo aAAa Bév Tov €vBiagépouv oi
napabofec napaotaoeic. Mpoxwpei mo népa and TAv eikéva TAc povonAsupnc, qUTépkouc péoca OTO X@po Tavioc TOU
Moebius. Aoyikd, épeuvd Tic aAAnAouxiec T@V £MQAVEIGV. ‘H Zwypagiky yeudaioBnon otnpideTal o aUTéc Tic GPHOVIKEC
kai nAnpeic aAAnAenidpaceic. To xpdpa andaverar o€ pié Emgave:a nov kai TO nicw TN pépoc (auTtd nou gival yupiopévo
npoc Tov Toixe) cuvundpxel. ‘O AavinA avalnTa pé pabnuaTiki akpiBeia alTEc TiC aMnAouxiec. 'H Bewpia Tou gival 871 gav
7y Zwypagiki weudaiodnon eival 16 anotéAeopa TRe aAlnlouxiac TV BUo EMPAVEIDY TOTE f NpaypaTikéTnTa npénel va Ppioxe-
ral niow @no T {wypagikn yeudaioBnon. 'H diatunwon gival gpebioTiki Kai gnionc npwrdTUNn. AV ouppepiloupal THv npo-
taon 61 aotn f Mpayparkornta Unapxer A 6T ma EexwpioTA NpaypamikéTnTa pnopei va kabBopiobi. "Av épwe BexBolpe
auty AV EkBoxA TOTE Ppiokw EAKUOTIKN Thv npoéTaon Tob Aavigh. AUTH 1 npotaon kaBopiZer 611 N weubaioBnon nponyeital
THc napatnphoewe, 6T 1 aAnbeia kGBe npaypaTtoc MPoépxeTal povov Gné Th peBodin avabedpnon T@V EoQaApEVWY i WweuTI-
kwv avriARpewv. ‘H B¢on Tob AavigA oupninTel npayupat pé v akAévnTn nenoibnon pou 6T 1 &dnodeIkTh @uon wac anatn-
Afc iSéac gival ./ povn Katagavnc anodeiEn now EXOUPE yIa va WIARCCUHE Y18 (aAg8eia). 'H TwpivA Soukeid Tou AavinA &-
xel BidakTiki Taon Kai EEunnpeTel pia oxedov BpnokeuTikn citia SnAadn TAc GAABeiac nou PpiokeTal niow ano TOV nivaka.
SkénTopal ypagovrac aiTéc Tic ypappéc T O AavigA katopepilel TG NAGOTIKG OTOIXEID TOU nivaka avapeoca otod EPNpoc Kai
10 nicw pépoc 10U Epyou. 'O nivakac weubaioBnon Bév diaxwpiler TG Gueoa napatnpolueva nAGoTIKA OTOIXEIG GNO autd
nou eival kpuppgva i @avepd. ‘O AavinA gival npogavie 6 npdtoc Zwypages nou f £peuva Tou otic Buo Emipaveiec (PEPVEI
wé iodpponn oupBoAn TOO NAGoTIKOD oToixeiou GAAG vid va @rdon auto 10 i5emdec avoykaleTal va adeidon Tov nivaka
anoé Tic petaguoikée Tou dEiec. Meradider ™ onpacia TAG ZWYPAPIKAC TOU HE TR ouvinapEn TAC Gnouciac PECa OTA YEWHE-
tpia To0 nivaka. ‘O AavinA SouAevel Tic ouvBéoeic Tou pE KOVOTPOUKTIBIOTIKO TPono pé T Slapopa 611 XPNoIHONoIET ¢va pa-
xaipt (kai pé autd oxeb1alel) . AIGQOPETIKEG XPWHATIKES afiec kaBopiZouv TO épnpoc Kai TO niow péPOC tou nivaka. ‘O
pougapdc eival Koppévoe pe 1O paxaipl, #neita BINAGveTal yia va napaxBodv UnoloyiopEveq aMnAemidpaoceic T@wv BlagopeTi-
KoV ovToTATWV. ‘H TEXVIKR ¢Eo@aAilel GOUVEXEIEC - KEVOU Kai UAne nou 68nyolyv To pam Tob Beatn npoc Tov Toixo. ('O Toi-
xoc eival kata ouvéneia. 70 TeAIko oupBoro Tod Aavink. @6 pnopoloe va eival a0Td noU HECA OTIC KPUQEC TOU OKEWEIC 138
OWVEI TAY KATNYOPNMATIKA TOU OlwNM HE thv npaypatikéTTa). “lowg npoBeon va eival i npoondbela 100 Zwypagou va @Ba-
on npoc TO anéAuto nou Gvopdleral anouoia. ‘H épyavwon 160 nivaka oéBeTar pé anoAutn akpiBeia kabe yeudaigbnon onTi-
khc npaypatikotnrac. Oi égantdpevec ENIPAVEIEC NAPAYOUV XPWHATIKES afiec no0 npokaholvTal Gnd TAV avaptn TV
Baoikdv XpwpdTwy, Kai oric ékpec oi napaiofnolokec GnoxpwoEIc TV AaAAnAeniBpacewv @aivovtal oav @Aoya nou aiyo-
xaiel. Kavovec kabopiZouv té anoteAéopara kabe ¢neEepyaoiac émiTuyxavovrac To oxebiaopd Touc Kai TAV £pappoyn Touc
pé anéAutn neibapxia. Té napaAAnAdypapua napayovtal ané aUTEC Tic EPOPHOYEC kai @ipvouv OTO €pyo TOU Aavifh 10
pAoyepd naboc TOV KOVOTPOUKTIBIOTMY — Oi KPITIKEG TAC exBeoeme Tou oTd AovBivo eixav dikio va unoypappigouv 6T A
OUPPETOXA TOU OTiC IDEEC TOUQ onevBupiZer To nadoc TOU denpnpEvou ¢Enpecoioviopol nou Eekivnoe and TA YEWHETPIKA a-
paipeon.

R.C. KENEDY 1 Oxtw8piou 1972 Aovdivo
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FevviBnke crtov Mipyo - 'HAeiac T6 1924
1943 —44 Inoudéc iatpikAg

1944 ~47 ZyxoAn Kalav Texvav 'ABnviv.
1954 'EykabioTatal opioTika oro Mapior,

ATOMIKEZ EKOEZEIS:

1964. GALERIE J. PARIS.

1967. ATENEO DE MADRID. MADRID.

1971. "Epyaotnpi Zoyyxpovne Téxvne 'Ivoritoutou GOETHE. AOHNA.
1972. Aifouca Téxvne AEZMOZ. AOHNA.

1972. GRABOWSKI GALLERY. LONDON.

OMAAIKES EKOEZEIZ:
1956. Aibvne "EkBeon. Cité Universitaire. PARIS.

1958. "EAAnvec KaAhitéxvee To0 Mapioiod. GALERIE NORD. PARIS.

1961. Proposition pour un Jardin Il. ORSAY. FRANCE.

— Junge Franzésiche Graphiker. WIENER SECESSION WIEN.

— Graphiker aus Paris. GAL. WULFENGASSE. KLAGENFURT.

— Graphiker aus Paris. GAL. KLIEMSTEIN. LINZ.

— LA NOUVELLE ECOLE DE PARIS. GAL. FALAZIK. BOCHUM.

— L' INFINI TURBULENT. GAL. SOLEIL DANS LA TETE. PARIS.

1962. Peintres et Sculpteurs Grecs de Paris. MUSEE D'ART MODERNE. PARIS.
1963. L'Oeil de Boeuf. GALERIE 7. PARIS.

— Accrochage d’ Eté. GALERIE J. PARIS.

— 4 Zwypagor. APXITEKTONIKH. AGHNA.

1964. "La Boite et son contenu”. GAL. H. LEGENDRE. PARIS.

— Trois Propositions pour une Nouvelle Sculpture Grecque. La Fenice. VENISE.
— Workshop Libre. Centre Americain. PARIS.

1965. To avrikeipevo. Tkahepi MépAiv. AOHNA.

— MaveMAvioc "ExBeon. AOHNA.

— Surrealisime et Art Fantastique. BIENNALE SAQO PAOLO. BRESIL.

— MeTapopguoeic MapaAhnieq. Tkahepi ASTOR. AGHNA.

1967. LA NATURE MODERNE. Palais de Glace. PARIS.

1968. LE JOUET. Galerie St. LUC. PARIS.

— SALON DE MAI. Musée d' Art Moderne. PARIS.

— AVANT GARDE GRIECHENLAND. BERLIN,

1969. SALON DE MAI. Musée d' Art Moderne. PARIS.

— SALON DE COMPARAISONS. Musée d' Art Moderne. PARIS.

— AVANT GARDE, GRIECHENLAND. Wiirttembergischer Kunstverein. STUTTGART.
1970 Art Consepts From Europe. GAL. BONINO. N. YORK.

— Art et Technologie. Maison de Culture NANTERRE. FRANCE.

— SALON DE MAI. Centre Culturel. St. GERMAIN EN LAYE. FRANCE,

— FESTIVAL D' ART CONTEMPORAIN. Musée d' Art YOKOHAMA. JAPON.
— FESTIVAL D' ART CONTEMPORAIN. GAL. KAWATOKU MARIEKA, JAPON.
— FESTIVAL D' ART CONTEMPORAIN. Musée d' Art. SENDAI JAPON.

1971. SALON DE MAI. SALLES NEW YORK. PARIS.

1972, Tendances des Arts Plastiques. AIX-EN PROVENCE. FRANCE.

— SALON DE MAI. Musée d' Art Moderne. PARIS.

— Operation Vesuve: GAL. "l Centro”. NAPOLI. ITALIE.







DANIL

D has been a close friend for a number of years. | know him well and | understand the meaning of his work. But
meaning is always a personal matter and, therefore, it is difficult to speak of someone's art when bonds of friendship
intervene. One is tempted to put the intent before the achievement and this is a fatal error. In the true artist's case, his
attainment is greater than his purpose as well as different from it. Something more than his own voice transcends his
direct speech and it becomes indirect. Time uses his talent for its own ends. His inspiration is prompted by thoughts
and problems which reside wholly outside his emotively established references. This explains D's almost butterfly-like
wavering course. Few artists of his generation can look back on a more disharmonious-seeming career. He has left al-
most no medium unexplored. His paintings experimented with a large number of contemporary styles: and his sculpture
shows the adventurousness of a spirit unafraid of the recent, technological media. Humility is his singular triumph. He
has never attempted to disguise the voice of our age in the false attire of artificial character. His responsiveness has
remained essentially free. He has succeeded in making machines which painted quasi-naturalistic pictures of light; and he
has also grappled with the problem of constructing paintings which indicate the mechanical discipline of our environment.
Each aspect of his multiform declarations is motivated by prior contemplation. The visual statement presents, in his case,
either discussion or the conclusion of an argument. D's compositions are not meant to be emptily beautiful. Their pur-
pose is persuasion or debate. Nor is it irrelevant to stress this because the fine arts perform such functions only in very
roundabout ways. Their means of stating a case comes from the conflict between tradition and the artist's inevitable in-
dividuality; and — this happens also to be the artist's possibility to enlarge the impact of his voice.

A preamble of this kind is useful to bring out the special nature of D's contribution. It serves to provide a context
for a new phase in his development and indicates how D's oeuvre outgrows the limitation of individual expression. In the
present, his problem is reality itself. He has used the traditional picture to attack a philosophical problem. The surface
Is his painterly vehicle but paradoxical assertions do not interest him; and he goes beyond the hypothesis of the icon's
or the Moebius strip’s self-sufficient, unilateral existence in space. Logically, he explores the interrelation of two sur-
faces. The picture’s illusion is based on their harmonious and complete interaction. The paint rests on a support which
cannot dispense with its hidden face, turned towards the wall. D searches for consequences with the mathematician's
rigour and it is his thesis that if illusion is the result of an interaction between the two surfaces of the painter’s state-
ment, then reality resides somewhere.at the back of the illusion. The formulation is exciting as well as original. | do not
agree with the proposition that Reality exists or that a singular reality can be defined; but, if we accept the premiss, then
D’s claim strikes me as attractive. It posits that illusions precede insight; that truth of any kind results only from the
methodical destruction of false or mistaken notions. D's stance coincides, in fact, with my firm belief that the demon-
strable nature of a lie is the only kind of evidence we have to speak about 'truth’. His present paintings are, thus, a
didactic gesture and they serve a nearly religious cause; the truth’'s — which lies beyond the grasp of pictures. Thinking
along these lines, he was led to redistribute the painter's signals between back and front. The illusion does not distin-
guish between hidden motives and open, acknowledged apperceptions. He is likely to be the first painter in whose work
both surfaces carry an equal share of the pictorial burden — but, in order to obtain this ideal, he was forced to deprive
the image of its metaphysical values. He communicates his meaning through contrived absences in the picture’'s geo-
metry. D treats his compositions aftzr the Constructivists' fashion — but, with a knife. Different chromatic values de-
fine back and front. The canvas is slashed and refolded to reproduce a regularly patterned interrelationship between two
distinct entities. The process ensures gaping discontinuities — lacks of substance, which then guide the spectator's eye
towards the wall. (The wall is, incidentally, D final symbol. It may well be that in his secret thoughts he equates its cate-
gorical silence with reality.) His patterning should be seen as the painter's attempt to reach out towards this absence-
defined absolute. The schemes ohserve the optical realities of every illusion emphatically. The overlapping areas repro-
duce values derived from the admixture of his primary colours; and, at their edges, the hallucinatory hues of interaction
appear after the flame's flickering fashion. Rules determine the result of @wery process in making these designs and
their application is ruthless. Rectangles are born from their employment and they bring the Constructivists' fierce com-
mitment to D's task — but D's London critics were right to stress that his involvement in ideas evoked the passion of
abstract expressionism even from mere geometrical abstraction.

R.C. KENEDY October 1, 1972. London.
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