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Bevond the extrusions of the Absurd in contem porary Arl, one
may perceive the existence of a constant, persistent line of Heésnn.
or «Logoss. For o Greek, his ambivalent aspect of contemporary
art s instinctively aceepled us a certainty. In clussical times, th.c
monster Medusa was destroyed only Lo reappear 4s & symbol on
the breast-plate of Pallas Athena, goddess of Reason. For the
Greeks, the Logos does nal reject anlinomy : on the contrary, il
embraces and incorporates antinomy’s vital sirenght within
itself. The rational clement in contemporary art first made its ap-
pearance in basic geometrical abstraction: it then procesded from
a purely static standpoint to a dynamic one, enlisting a number
of features which aften came o the surface by way of purely irra-
Linnal channels. As far hack as the Bauhans period, the elements of
plastic form (line, shape, chromalic surface) ceased to be consivered
of a different nalure and Lo be envisaged differently, from the
elements of plastic function (dynamic graphism, the pressure of
energy, the differentiation in the movement of the surfacos, the
results of the texture). Perhaps the most interesting forward trend
in modern art is precisely that which aceepts as a single, though
vomplex, problem, conditions which by their very arigin. would
appear to be contradictory, but which expressed in essentiul terms
the dualily of & total search: in other words. a living, fruitiul
antinomy.

[t is wilhin this creative trend thal we must situate Niki
Kimnaginis, The vontinuons, self-propelled evolution of her work
is precisely due fo the eomplix voncept we have just deseribed.
This is why 1 find her firsl individual show in Gresee an event of
such exeeptional importance, She establishes basic principles,
and sels into motion vital forces that are wide apen to individual
ditferantiation. while originating from a single elementary nycleys,

) Vlu organizing her canvas, in breaking it up in plain surfaces,
Niki Kanaginis replaces geametrival forms with forms that spring
naturally from the expanse and orientation of colour, This exXpanse

is determined in equal parts by the relation of the surfaces within
the canvas and the necessity to balance them chromatically. Design
and colour are one and the same thing. This unity. however,
demands absolule direciness of approach, and this directness in
turn implies a perfeel merging of form and function. Spontaneity
in Lhis case has nothing Lo do with expressionism; it is an elementary
principle, an elementary basis for the ereative act. We find our-
selves immediately ransferred from the static lo the dynamic.
The movement of the coloured surface in all its diversity the di-
rectness ol movement, as expressed in the very brushstroke these
are achieved by simple, primary methods : By strengthening the
coloured surface with a chromatic graphism. By juxtapesing the
single feature Lo the whole, and making it depend npon the whole.
By connecting functionally both organic and geometric forms.
By placing the informal within the form. By developing colour
relationships dissonant chromatic scales and, by weighing condi-
tions of quantity, intensity and tension against each other. It is
by these means thal we find our central problem circumscribed
and thal we are broughtl back Lo the initial significance of the compo-
sition and distribution of surfaces not only as balancing factors,
bul also as factors delermining the commen active power which
binds the elements Logether.

The fact Lhal Lhe painter has been able to maintain the simple,
primary creative urge, combined with the positiveness of a trulv
painter]y vitality, allows us to discover in her work one more aspect
of the purified, elementary nueleus of expressive construction,
This is Niki Kanagini's personal contribution. The extension of
the problem of elementarism from form to function, and finally
to significant expression. brings her Lo the [orefront of positive,
cxploratory trends in today’s art.
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When Niki Kanaginis exhibited her paintings in London, in
1964, art eritics described them us sgave, sstrongly decoratives
anid echnically outstandings. Whilst these qualities are always
delightfully present in her work, what most impresses me is the
formal discipline of her designs and the balanced subtlety of the
colour. But behind the formality, the cerebral planning of her
paintings, there is juxtaposed a deeper. more myslerious, even
primitive power which expresses cullural conlinuily on the one
hand and a modern tension on the other.

The surface technique is highly sophisticated yet the arche-
tvpal images seem to refer back Lo Myeenae and the beginnings
of Greek art. Tn all arl the compound of intuitive processes and
chosen forms is bevond analysis. Seleetion is one of the most pro-
found means by which an arlist deflines his purpose, the expression
of eomplex intimate needs and the empirical outeome of experi-
ment in the selution of Lechnical problems. With impressive ma-
turily Niki Kanaginis has arrived at a personal imagery of evo-
cative power. There 18 a monumental cenirality Lo her forms
which, true o her Dellenie heritage, are both lincar and sculptural.
These solid areas, based on the simple balance of rectangles and
spheres, have an organic basis. A curious lension is released by
the disposition of these masses and the strong earthy colours em-
phasise the inevitability of her designs. Tiolh as paintings ind as
designs for tapestries, the combination of powerful simplicity and
decorative elegance add up to a self-containment which is the oul-
come of a deep sensibility and the concentrated solution of formal
problems,

Charles 8. Spencer
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ANTON EHRENZWEIG Papn 15-3-62.
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GIACOMO LETNA Paun 1962,

«...La pillrice greca Niki Kanaginis ha assimilato i modi
dell” astraitismo internazionale, lenendosi fra Uinfurmalismo di oggi
e il geometrismo di ieri. Malgrado I'aceettazione di questa poetica
internazionale, ln sua natura mediderranea lraspare dal limbro
caldo del colore, quei rossi e quei gialli che ei ricordano i tramonti
fra le isole vgee o spesse volle anche gli affreschi di Knossos,
Interessanti sono le stoffe in cui I astrattismo divent

it elegante
decorazione inoderna. .. .»

GIACOMO ETNA Rome 1962.

«. . Latavolozza (manon le dimensioni neppure la materia)
¢t fa venire in menle qualche volta Rolhko: ma il pittare staty-
milense rinuncia agli episodi e ai contrasti, ehe fuest comportann
nello spazio della tela, per una idolatria dell'uniti che raggiunge
talvolta Fautomalismo; la giovane pittrice & invece avventurosa,
i una felice irrequielezza: oggetli o spazi ella assomma in accozzi
ricchi di rilmo, costruendn le forme con rapida e sicuri grazia.
I si, nells sua arte una sprezzatura che talvolla & sorella della
averbiti, ma un destino di pittrice ¢ segnato per la Niki...»

MARCELLO VENTUROLI Rome 29-3-62,

«... Her impeceable Laste and sense of colour may blind usto her
greater capacity for making incisive images, Many are conten
with diseovering one single image and give il archetypal status
by repeating it again and aguin. These painters are really painting
one and the same picture all their life. Niki Ranaginis is engaged
in a more honest and serious search. Her fipst inventions may
come quickly and spontancously and are pleasant enongh. But
then she will set to methodic work and destil these forms intn
their essence, tightening their linesr tension or making them inter-
act with different colours,

| ANTON EHRENZWEIG London 15-8-62.







cEx@ e aiencl:
1958 : "ABfve, yxuliepi «Zuyogr» 1959 @ "AONva. yroriepi «Zuydoy
1959 : "AORva, vykariepi «Tapida» 1939 : Aovdivo., yxkuriept R.B.A.
véolL guyxzpovor. 1960 : Aovdivo. ykaiiepi R.B.A.| véor oclyzpovor
1961 : Aovdivo, yxarzepi R.B.A. vior octUyxpovolr 1961 @ Aovdive
vrkarrepi John Lewis 1961 @ Aovdivo yxarkiepi «One» 1961 Aovdivo,
viarirepi «Moltan» 1962 : Pdhpn yxarrepi «La Felucu» aromkm.
1964 : Aovdive ykaiirepi «Drian» 1964 : "AOAva. ykairepi «Miprive
"ExinOn va iaPn pépoc otn 2a Si1e0vi Bievvadis :uqu:rcr.-’:piq
ot Aoldvvn 1o kaloxkaipt Tol 1965.

EmovdES -
1952 - 54 AwIavvn. Xyokin Zxediow kai "Epoppoopévav Texvdv. 1954 -
535 "AONva, Avotatn Zxoin Karldv Texvov, Lpradtiplo yupuktikig
I'. Kepeinvoi. 1955 - 59 "Affve, "Avetatn Izorn Korov Taxvav,
‘Eprvuctipro Zoypagixiis I'. Méparn. 1957, "Yrorpowia BuciiikoD
*E0vikoD “13popartog yid peAftn xai avoypaen petePulaviiviis xai
reaixfig tixvng ot AfcPo. 1939 - 62 Aoviivo. Kevipikn Zxoin Kardy
xai ‘Egappocpévay Teyvdv. Ainiopa o SoOYpU@Lkn xai To1zoypadic
ThAv "AORve and td 1963 Sidackar fagikd oxido otd TErauvlzpo
cnovdactnmo Kazov Texvav.
“Epya tng Dmapyouv of norkis idronikis cuiioyes oty “Eilada,
TAvyyiria, “ltaiia, "EiPetia. 'Oliavdic kai H.TT.A.




