
'NEPENTHE AND EOTHINA': 

The environments which reflect us 

 

In memory of my mother 

 

Amid the difficulties of the times which we are experiencing, I have no 

wish to add another. It was my wish, nevertheless, as it always is, before I 

deal with the exhibition, that we should not forget the Greek language in 

all its fullness and longevity, all the more so when we invoke it for these 

attributes, which are living ones because they are still used - at least up to 

now - in varying versions. 'Nepenthe' (a balm for sorrow, as we would say) 

is a Homeric word which is still used in Modern Greek, chiefly by poets 

such as Kariotakis. For many years, the fruit of the lotus was considered 

'nepenthes' - sorrow-soothing - and it was that which was eaten by 

Odysseus's 'lotus-eating' companions, as they forgot or postponed their 

journey back to their homeland. Today, botanists clear up the issue by 

pointing out that there was in those prehistoric times a variant of the 

familiar plant and the fruit of the same name, because that which we 

know today was imported much later, probably from Malaysia. However, 

the Fair Helen served a 'nepenthe', probably in liquid form (wine?) in the 

kykeon - 'cocktail' - which she had prepared for her dining companions in 

Troy (Menelaus, Pisistratus, the son of Nestor, and Telemachus) in order 

to soothe for them the pain of longing felt by Odysseus over his journey 

home, which made him depart for Ithaca. In other respects, nipenthes is in 

botany a different, and strange, plant with interesting properties, which is 

why it has been given this name by the experts. It is a flesh-eating (!) 

climbing plant, with broad leaves, which tricks insects with its sticky and 

pleasant-tasting juice, and then devours them. Thus, nepenthe is whatever 

suspends, or soothes for us at least, pain, sorrow, pangs, even if only 



temporarily, in order (without eliminating the darkness) to allow some 

shafts of light to pass through, for us to see, to feel, and to re-think vital 

matters which concern us from the beginning in their 'eothina' (early 

morning) splendour, with the light of the new day dawning (far removed 

from fixations and prejudices).  

 

This year's exhibition is devoted to the environment. Not only to what 

we see around us all the time or to the natural features which surround us 

and which we ignore, if we are not destroying them, out of indifference 

and inertia, or consuming them for our own benefit. In the best (?) of 

circumstances, we use them selectively for purposes of decoration or 

'beautification', it could be said, in which case we put at the centre of 

them ourselves and the pleasure which this special environment - shaped 

by ourselves - of nature (plants, animals) gives us, even if momentarily. 

'Nepenthe and Eothina', through the works of the artists taking part, 

extends and expands the realities, meanings, contents, and kinds or 

varieties of the different particularities of nature (within us and external 

to us), by means of the multiple and evolving affinities of each 

'environment' which we experience. Because, apart from the nature which 

we observe and which reflects us, apprehended in this exhibition is the 

'environment' of experiences, of memories, of the company we keep, of 

the experience we gradually acquire, of individual behaviours and stimuli 

which we receive and which are reflected in the expression of our psychic 

make-up - all these things, that is, which serve as a framework consensus, 

shaping values, convictions, reactions, self-deceptions, conventions, 

nostalgia, as well as our illusions, utopias, thoughts or desires, and 

sometimes our reservations and phobias, which go to make up our 

character, the dependencies into which we enter, the references to and 

identifications with or the distances which we put between ourselves and 



the socio-economic and ideological 'environment' of the moment which 

our subconscious adopts, builds up, and re-forms, and whose mechanisms 

accept, choose, amend, reject and constantly give meaning to the new 

stimuli of life, to a developing, organic, and transformational situation. 

 

Consequently, 'environments' of this kind, on the small or the large scale, 

whether internal or external, are never static and are always in a  

transmutational state. It is to the same or similar conclusions that - apart 

from psychology - the sciences of geophysics, astronomy, and genetics 

have arrived. If, therefore, we wish to think seriously, to achieve a 

realisation, and to reflect upon the concepts and the realities of the 

'environment' - particularly at the present time, when the World 

Conference will be held in Paris on, inter alia, the saving of the planet -  

we should not be content with expressions of protest and irresponsible 

scaremongering, but expand upon and go more deeply into the things that 

make up the 'environments' which define us (because in all of them there 

are correspondences and analogies), starting out from nature and the 

consequences of the weather conditions which we have recently lived 

through with increasing intensity. In a 'dawn' light, then, will we perhaps 

be able to see and to sense the things of which we are constituted and 

which 'frame' us from the position of a new start? Art neither dictates, nor 

does it employ rhetoric. It alludes to situations, always through its own 

composite and multi-levelled language, without manipulating its 

addressees, without 'lecturing' them; it furnishes incentives, by means of 

its imaginative understanding, for the alerting of the consciousness and 

the opening up of its horizons. 

 

The language of artistic creation functions allegorically, as does poetry 

and the other kinds of art. In describing or summarising their supposed 



'content', we annul the very essence of the work of art, in confining 

ourselves to some of its 'characteristics', which betray in the end the 

allusions and associations to which each work gives rise, the rhythmicity 

of its ways of delivery of its sensory intellection and notation. The work 

of art reveals and 'translates' to a degree 'pockets' of its emotional charges 

and deeper or broader references, of its inner mechanisms and the 

operation of the sensuousness flowing from it, its hypostasis and presence, 

together with the meanings and the inexhaustible reach which, as an 

impact, every work exudes. This is why descriptions of works of art 

function more as an alibi in circumventing the essence and necessity for 

the existence of these works of art as such; by confining themselves to the 

external characteristics, descriptions leave out everything which remains 

in silence in the sub-stratum. And this silent world of works of painting - 

in this particular instance - is what urges the beholder to take part in the 

enigmas of the metaphors and allegory of the unseen inherent behind the 

scenes of the shaping of an art (representative, abstract, or composite).  

 

The 21st PLOES, with the 'Nepenthe and Eothina', are the first part of 

the exhibition, relating to the versions of the 'environment' discussed 

above, while the second - sub-titled 'Territories of the South' - will be 

held (if this proves possible, in the face of the well-known circumstances) 

in 2016.  This art exhibition this year, made up of works of painting by 12 

artists, is also in parallel a tribute to one of those artists, to Rallis 

Kopsidis (1929 - 2010), this year being the fifth anniversary of his 

death. This tribute is being paid as Rallis Kopsidis was the first post-War 

artist who through his works suggested, in his own way (with subtle irony, 

critical comment, painful sarcasm, bitter nostalgia, and bitter-sweet 

elegy), an ecological protest, referring to anarchic building activity, 

blatant industrialisation, the steam-rollering ideology - of many levels of 



sophistry and seductive rhetoric - of the quid pro quo system, the 

destruction of the landscape, the impairment of the 'self', Mithridatism of 

every nature and category of garbage, the parallel enslavement of 

consciences, for the sake of a vague 'modernity', serving selfish 

expediences, with an undermining of principles and values which were 

sacrificed rapidly and violently in those years on the altar of avaricious 

profit, neo-bourgeois counterfeit capitalist practices, and a distorting (in a 

sui generis way), and largely ill-digested, 'modernisation'. The works of 

Kopsidis which have been chosen and exhibited are simply indicative of 

the climate and intentions (awakening of consciences) when he produced 

them, giving expression in his own ways to the reflections above, without, 

naturally, his other artistic particularities being fully accounted for by 

them. 

 

Rallis Kopsidis drew material from the post-Byzantine tradition and folk 

art, combining these brilliantly with the characteristics of realism, 

romanticism, post-impressionism, expressionism, cubism, and surrealism 

by means of a language of allegories, of a humouristic mood of 

conventional wisdom, poetic inspiration, and re-mythologising of the 

reality which he experienced and came to know on his travels. I spoke 

above of the subterranean, silent horizon which is to be found behind the 

things which it is supposed works of art 'state', while the apparent  serves 

as an alibi for the hidden, behind the scenes. This artist (as I wrote in the 

catalogue of his retrospective exhibition at the Patra Gallery in 1994) 

"with forms which are clear-cut sensually and in colour terms diaphanous, 

as he narrates in art the heartaches, the longings, and the wounds of 

Romiosyni, he stirs with subtle humour a sense of inescapable tragedy, 

sympathetic nostalgia, and at the same time a reverent reflection, without 

being tied down to picturesqueness and shallow emotionalism, because 



the dialogue which he opens up, through the silences and through the 

whispers of the things narrated, relates, above all, to the amalgams of a 

reality which suggests the after-feelings of the transcendences of the 

visible." 

 

In order for us to recall some of the words of Rallis Kopsidis which 

represent his philosophy of life where art is concerned, I quote here an 

extract from his text 'The Inexplicable'. What he wrote then about 

painting remains timely even today: "Where painting is concerned, the 

words escape from my hands. They fly like silent birds and disappear far 

away. Write a couple of words about painting means enter into the heart 

of silence, because this is what painting is. And when you look upon the 

undeclared and the hidden, the thought and not seen, you understand the 

poverty of words, the inadequacy of reason. The problem exists in the 

heart of the ages. How far is it possible to interpret it? Recognising the 

insuperable, I sit on a stone, outside the closed door of the notional 

garden, where I guess at the joyful blooms, without being able to look at 

and think about the difficulty of the undertaking. I am possessed by awe 

in the face of this. And so it is that I start work and paint. I have been 

working at this art of silence for as long as I can remember myself, a 

child on a remote island and then on a Thracian seashore, with a most 

profound awareness that the simple neighbourhood and the simple 

approach to such a garden are a great gift, and I must be ready, always, 

for a great 'thank you'. And perhaps - who knows? - when the gloom  

grows less and the heavens open momentarily, I - the hunter of patterns 

and colours and beholder of the inexplicable - shall be granted the 

longed-for insight. In the meantime, I too live in the greatest perplexity, 

as we all do, serving the art of Silence, having in mind always the ancient 



archetypes - those which all artists dream of coming close to. All of them, 

believe me, all of them." 

 

Those artists taking part who follow, presented in this text (after the 

preceding tribute to the memory of Rallis Kopsidis) are indubitably 

outstanding painters - each and every one of them - and the reason why I 

shall abandon the alphabetical order of their names in my account of them 

is exclusively and only for the needs of the affinities and flow of my text. 

It goes without saying that I shall necessarily confine myself to those 

characteristics of their works which relate to aspects of the exhibition's 

theme, which is - we should recall - the various expressions, shapings, 

functionings, constituents, and interactions of forms and types of the 

environment which is external (nature), social, etc., and of the 

corresponding 'environmental' processes or impacts (e.g., emotional 

environments) which are contained and cultivated in our psychic 

hinterland. 

 

In starting out with Chryssa Verghi, who 'translates' into terms of art in 

an individual manner, we could point out that what she essentially 

expresses and conveys is, though this is different on each occasion, a 

space 'on the cusp', between waters and sandy or muddy, earthy or 

pebbled, shores (of rivers, seas, lakes), also between the visually static 

(trees, plant vegetation) and the very nature of flow - or of suspended 

flow - of waters, where matter carried there and dry leaves stagnate, 

shaping a micro-environment of their own, on which the eye usually does 

not rest, but, rather, by the maximisation of the dimensions of the painted 

surface, Verghi expands these microcosmic conditions of the mutations of 

nature. By focusing on unforeseen spaces, locations, and times, and by 

means of strange visual angles, the artist employs a style which combines 



realism and abstraction. She concentrates more on reflexes, and on the 

basis of these, alludes to the allegories of her painting. Her external 

'environments', their climatic conditions, the moods which they stimulate 

in the beholder, and whatever they suggest by the hints of silence, refer us 

by analogy to the micro-environments and the functions of the hinterland 

of the psyche.  

 

Savas Georgiadis starts out from the reflexes of behaviours and reactions 

which can - at a social as well as an individualised level - give rise, as a 

response, to the 'environments' of certain circumstances, groups, 

sometimes of certain individuals or certain stimuli which they receive and 

sometimes produce (such as, for example, pain, sorrow, surprise, joy, 

repulsion, disappointment, perplexity, suspicion, doubt, displeasure, fear). 

The artist uses selectively and in combination a number of remodelled 

characteristics of realism and expressionism in order to set down the 

feelings caused by the impacts and effects of these stimuli in the inner 

world of each addressee. The face, maximised in his works, memorialises 

the sequellae of the reactions, as it turns into an informal map of a series 

of imponderable emotional states which are in a fluid process of osmosis 

with associations and earlier experiences or impressions. It is their 

amalgams which in the end are reflected back in his suggestive works, by 

means of his unexpected and momentary rendering of expression. 

 

Antonis Tsakiris, in his works, which he creates in ink on paper, depicts 

the very plot of his 'narrative' tale of the imagination.  He forms it as a 

mesh having to do with the social fabric - but in such a way as to bring 

into operation by analogy insinuating correlations with the electronic web 

site - where the human 'environment', in the name of a supposed or 

counterfeit 'comradeship', acts out as a tragedy with a mixture of tears and 



laughter its existential angst and its individual loneliness. Tsakiris's 

artistic 'meshes' weave the plot of an apparent and at the same time an 

impenetrable world, which is 'networked' with the strange synapses of the 

contacts pursued, in order to 'support' these plottings of the artist, more as 

an alibi for life than as reality. The artist's automatic writing, in these 

particular works, is reminiscent, by way of an approach of caricature, of 

the functions and registerings of the unconscious. With a bitter humour, 

reversals and coincidental witticisms in certain matters in life are linked 

together in these works, as well as various locations, everyday urban 

types and habits, different ages and occupations, together with stylistic 

features of characters and reactions, as regards the man of the great city, 

and of his even greater expectations, illusions, and disillusionments. 

 

Automatic writing, naturally in a different way and individual version, is 

also used in her works by Myrtia Hellner. By means of the functionings 

of the subconscious, she brings to light the possibilities of 

transformations of the real world. In her anthropomorphic animals which 

interweave with plants of an imaginary type, she throws light upon and 

colours in an explosive manner her coruscating labyrinthine compositions, 

which are completed by the incorporation of her mutated formations of 

archetypal geometric shapes, such as the cross, the triangle, the circle, the 

spiral, and so on. Through a rhythmically pulsating and inwardly 

vibrating 'universe', which is born again from its inner forces, and seems 

constantly to be centrifugal, potentially extending to the transcendence of 

any concept of limit, Myrtia Hellner, on the one hand, makes reference to 

sustainability and to the primary nature of a wild, undisguised nature, 

unapproachable by man, while, on the other, she refers allegorically to the 

fluid nature of the psychic hinterland and to the unforeseen activities  and 

fermentations which take place there, without the mediation of reason. 



The artist has been inspired by surrealism and pop culture, by 

psychodelics and the multifarious designs of tattooing, and, at the same 

time, by street art, but above all by the mythology of the countries of 

Northern Europe, and she combines the microcosm with the large scale, 

the city with the human body and the various 'environments' in constantly 

new formations, triggered by the freedom of the creative imagination. 

 

Giorgos Kouvakis is also influenced by pop culture, by with entirely 

different orientations as far as his own works are concerned; he 

concentrates, in this specific instance, on the trunks of trees, as he forms 

them paratactically into clumps. He focuses his attention on the viewer, 

on the concepts of the like and the different, of the group (a kind of 

collection of tree-trunks) and the unit, on the multifariousness, also, of the 

unit, since in the apportionments of 'individuality' of the trunks which as 

an artist he negotiates, Kouvakis colours his forms with rhythmicity and 

individual radiant tonalities, developing them with reference chiefly to 

their vertical axis. He projects in an allusive manner, with an internalised, 

latent dynamism, a harmonised tonal alternativity, which he reveals, in a 

controlled manner, through antithetically designed chromatic scales, 

reminiscent of chords in music and of a subcutaneous poetic atmosphere. 

The essential factor, in this unit of Kouvakis's painting (which combines 

realistic with abstract features in his style), is that, in parallel, he converts 

the surfaces of his tree-trunks (or reeds) into surfaces of a non-formal 

'style' which reminds one of curious 'hieroglyphics', like those which time, 

conditions, the element of chance, 'to be excepted' in a catalytic manner, 

could probably form, revealing the inner workings of the imagination in 

the imprints of the artistic praxis itself. 

 



Antigoni Kavvatha, in the works on show in the exhibition, includes - at 

a primary level - ecological protest, in connection with trees which have 

been the victims of arson, lightning, or drought. This at least has been the 

intention of the expression, but above all the starting-point for her initial 

artistic inspiration, given that the artist then goes on to extend and deepen 

it, forming relations of analogy with life and the transitioning to death, 

with the archetypes also of shadow and of its symbolisms - as these make 

their appearance in Plato's cave - as well to complement here Pindar's 

words that 'man is a dream of a shadow'. If I have recalled Pindar here, it 

is because this artist, by means of the elegies of her own trees, reveals a 

field on the cusp of two-way inductions and catalytic processes which 

give meaning to the progression from light to darkness, and vice versa. 

Antigoni Kavvatha interprets this function with a spare and multi-levelled 

conciseness, lending organicity to the forms of her trees and, at the same 

time, a metaphysical dimension, which starts out from the myth-making 

of the primeval or chthonic element, to lead to the transcendency of the 

actions of light. This silent, external world (particularly the branches and 

the pine-cones of the conifers) which the artist, by means of a poetic 

allusiveness, depicts corresponds - by a kind of x-ray, it could be said - to 

the bifurcations of the blood-vessels of the human body, and, at the same 

time, to the network of synapses of the brain's neurones.     

 

Before turning to an account of the work of Peris Ieremiadis, I would 

like to draw attention to a note which was found in his papers, so that the 

reader can have a fuller understanding of my present text and of the way 

in which the succession of artists in it has been arranged. I have written 

above about the relations between light and darkness. On light and 

darkness in painting, Ieremiadis, that particularly fine artist, lost before 

his time, wrote on 4 April 2007: "A coating of black and white. We coat a 



background with the black and dig out (deepen) light with the white. We 

add depth with the black ... (by removing, we blacken)".  In another of his 

notes (27 July 2006), we read: "In sealstones, where the hollow field has 

a protrusion, we have a cohesion of the light / darkness pair, the light a 

little in the semi-darkness and much light / little darkness, day and night 

together". He was an artist who attempted, through his painting, to draw 

attention, using simple materials, to the primary features of nature and 

life. He himself said: "Life last as long as a squall.  So how can space, 

time, that is, help? That's why there remains only a section you can cut, 

or you do something completely immobile, folded in on itself ... ". As he 

had studied in depth ancient Greek and Byzantine use of colour, as well 

as the ungarnered wealth of the folk tradition (of which few people have a 

knowledge), he succeeded in conveying in his works - usually of small 

dimensions - the amalgam of joy and sorrow of life and of the act of art 

itself. He recorded a luminous and blissful joyfulness and sorrow-

soothing earthiness; he asked on 20 October 2005: "Can there be such a 

thing as bright shadows?" In his subjects, their inspiration drawn from 

the small and the broader 'environments' of his travels, of his studies in 

nature, of human relations, and, above all, of the interminglings of details 

which he ceaselessly observed, he 'translated', with originality, the 

qualities and feelings brought about within him by the apocrypha of the 

everyday routine of life, and particularly (through his colours) their 

'musical' notation. 

 

In the series of his works entitled 'The Museum of the Trees', Markos 

Kambanis chooses the archetypal symbol of the tree, as a source of life, 

creation, and aspiration. Through visual forms and the modes of 

expression which painting has given to this feature of nature, Kambanis 

registers again - opening up another dimension of approach - and 



reformulates the history of art itself and of the cultures which have 

produced it. In essence, on the basis of the illustration of the tree, 

Kambanis detaches the corresponding motifs from the intellectual and 

stylistic consensus to which they belong, in order to re-link them in 

unexpected ways and by means of new correlations between them. The 

artist creates, in an inspired way, highly imaginative associations and 

eclectic affinities, forming a thread of his own, one which is based on a 

strange 'narrative' which operates horizontally, vertically, and diagonally, 

vaulting over locations, times, and cultures. With originality, 

inventiveness, and immediacy, without rhetoric, theoretical nominalisms, 

serial sequences, classifications and prejudices, without steam-rollering 

homogenisations, and, at the same time, retaining the various artistic 

manifestations of trees, the artist links East and West in a brilliant way, in 

attempting a subversive reconciliation, with supporting 'promiscuities' 

new to his works, among a variety of artistic trends, in artists and periods, 

as he shapes a kind of paradoxical puzzle. The tree with its bifurcations 

refers us to the pathways of the eye in themselves - and, in parallel, to the 

'bifurcations' of art - the aim being the modes of its potential 

reconstitution and of a profoundly new reading, to bridge antiquity, the 

Middle Ages, Byzantium, and the Renaissance, together with all the 

subsequent movements, including Modernism and the manifestations in 

art of the contemporary age. 

 

Photini Stephanidi starts out in her painting from the journeyings of her 

gaze, which surveys and explores, which deepens and internalises the 

'small and great world' of everyday life, of experiences, of memories, of 

expectations, of dreams, the world of the ephemeral but nevertheless 

definitive, together with the other world of desires and of magnification 

of the momentary, as that is registered by and rises up from the 



subconscious. In the artistic post-modellings of all these 'groups' which 

make up her own 'environments', the poetic manner in which by 

associations she composes them, rendering the after-feelings of a 

multifarious reality, stands out. He colours - earthy and joyful - transfuse 

a nostalgic mood of dream, which sustains and at the same time expands 

the details, which unconsciously take on a semantic breadth, taking 

possession in her painting of their unprecedented preciousness. By way of 

abstraction, and sometimes by means of a combination of the 

recognisable features of a more realistic style, Photini Stephanidi paints 

in a way in which a sensitive addressee would keep diary notes. In her 

works, nature becomes human experience, and, vice versa, human 

experience becomes a sensuously vibrating 'landscape', which contains, 

blended together, times, places, rhythms, periods, qualities, tastes, odours, 

and opening chords reminiscent of musical frequencies. In essence, this 

artist depicts, by means of her psychic oscilloscope, realities, tales, and 

transcendences which eliminate decay and expel oblivion, forming a 

bridge between past and present, expanded and contracted verbs, and the 

question-marks of life with its exclamation-marks. 

 

The torrential inspiration of Alexis Kyritsopoulos always involves 

enigmas, surprises, and the unexpected. He chooses to adopt the eye of a 

child, for no other reason than to 'represent' the primacy of the feelings 

which flow from keeping company with the various human types whom 

he, in a highly imaginative way, depicts. And these types, or his drawn 

and coloured motifs, constantly in motion and ecstatic, are arranged in 

such a way, suspended on some cusp of space, that they function within it 

as exclamations and as expressed perplexities. The coruscations of his 

colours, on the other hand, and their harmonisation through antithesis or 

their proximity of tone, and sometimes strange combinations, reveal a 



beatific atmosphere, where, beneath the water-bearing horizon of a 

radiance springing up, there lurks on its underside a hidden gloom. The 

'environment' in the painting of Alexis Kyritsopoulos takes shape behind 

the surfaces which generate it and has to do with the deposits of the 

subsoil of each of his images. And these are the desires, the ambivalences, 

the longings, the unforeseen reversals, the suspicions, the mutations, or 

the symbioses of conflicting feelings. This deeper 'environment' of the 

psychic make-up in his painting acts as a verb catalyst, giving off sparks 

and 'electric' charges, which light up endogenously his image-making 

versions of it. Design becomes colour and colour design in his works, as 

place becomes manner and time takes on the precious uniqueness of the 

ephemeral, the fleeting, and the inimitable. 

 

Alekos Levidis opens up, by means of his works, a road which leads to 

the primacy of the 'dream' composition. With a profound knowledge of 

archaic, classical, and Hellenistic painting, and, in parallel, of its 

mutations into Byzantine art, Levidis is inspired by their qualities, colour 

shades, and particularities, as he employs them with an inner economy 

and thoughtful way in his painting. As he possesses in addition a broad 

cultivation and has followed all the trends in Western - and other - art 

production, he selects and, by a process of assimilation, transforms what 

is absolutely necessary for him, in order to shape a composite language in 

his works - a language of art, made up of abstract and representational 

features, of surrealist allusions and a metaphysical atmosphere. The 

works of Alekos Levidis function, on the one hand, like a kaleidoscope, 

and, on the other, like a palimpsest. In some of them, the making of their 

images makes its appearance through fragments of 'episodes' of a lost 

narrative sequence, and so through successive breaches and re-alignments 

which it has undergone (like the body of history); at other times, it 



appears as the offspring of various inner processes which, in the end, 

provide spirituality and - to use a musical term - the metapraxis of those 

things which visual and intellective experience has managed to apprehend 

and reshape in the subconscious. Levidis's personal idiom, by way of a 

subtle sense of sorrow and distant nostalgia, combines - it could be said - 

the subcutaneous labyrinths of Kafka, the concepts of time as found in 

Proust, the warp and weft of Joyce's myth-making, in a transcription into 

art and osmosis with the atmosphere of Kalvos, Sarantaris, Sachtouris, 

and Gonatas. The 'environment' of Alekos Levidis, is, of itself, the 

enigma and the history of a multivalent image-making which correspond 

to the on-going feedback of the subconscious, to the mechanisms of 

associations, of the “plot” of the painting-image, of after-feelings  

brought to birth by the ambivalent realities and double-meanings which 

we experience day by day, and of the qualities which are given 

expression along the range, in each instance, of the creative imagination. 
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