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Ox a qualific M. Ingres de « Chinois dgard dans Athines» ;. Ghika, sans nul
dearement, habite, au pied du Parthénon, un vierl hotel orné de loiles thibe-
taines, Toulefois ce peintre athénien, ce « Grécoboudhique », s'est forme o Paris,
entre les Deux-Magots et la rue du Dragon. De rvetour a Athines, il apportait
dans son pays une somme d'inguictudes qu'il essaya de résoudre par I'azur. Les
problimes les plus sinuenx de la giometrie le tourmentaient, et la Grice lui parut,
dans sa pleine lumiere, une véponse chlouissante a ses angoisses. Dans Hydra, Ghika

se grisa d'un paysage marvin qui repousse les discordances vigétales au profit des



pesantewrs ordonnces de la pierre — rocs el bilisses. Mais la lumiive de I Fgée est
st volatile que sponlancment les cerfs-volants, les atles des moulins, les olseaux y
Jrémissent el couronnent les architectures. lei Uazur el les pievves font assaul de
Senstbilite et enlremélent leur essence: la pievre se dissout dans Uéther el Uazur se
marmorise. Nul n’a micux que Ghita exprimé les Cyclades,; il a su joindre a
Uabstraction wne puissance incantatoive. Le mystive el la magie habitent les lotles, en

apparence les plus rationalistes, de Ghika, et restituent la Gréce toute pitrie d’azur.
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The following appreciation of Ghika's
work forms part of an arbcle writ-
ten for « The Spectator », London.

Maxy foreign painters have been frightened by the intensity of light and
the colours of the Greek landscape, but Ghika has harnessed both this light and
colour to his abstract designs, and this is one of the reasons why he is the most
remarkable of the younger Greek. painters. At the same time, he has all the
traditional Greek sense of form and design. Born of this century, he loves
abstractions, and his view of the. contemporary Greek scene is essentially
modern Like Picasso and Braque, he has a classic sense of form. There is
nothing haphazard about Ghika's paintings. Like the masterpieces of Chinese
and Japanese painting which he admires so much, each of his pictures is the
result of long meditation and a ;carefully evolved technique. Essentially an
intellectual, his use of line, form, and colour has a carefully built-up design
which gives his work an unique inttensity of colour and the visual pleasure of a
perfectly conceived work of art. There is an Eastern economy in these still-lifes
and scenes of the Greek countryside. These intense blues and the glowing
reds and greens all belong particularly to Greece, and it has remained for
a modern Greek painter to transmute them into contemporary abstract art.
He has also captured the miraculous clarity of Greek sunlight, this light
which tinges the buildings, mountains, and valleys of Greece with tones of
varying colours. ;

Ghika is already a painter with a European reputation. His paintings have
been admired and bought by connoisseurs in London, Paris, and New York. It
is a great honour for Modern Greece that one of the greatest masters of modern
abstractart should be a Greek. But it was Ancient Greece that first taught the world
to appreciate perfection of form, line, and colour. Ghika, by his special interpreta-

tion of abstract painting, has opened new horizons for contemporary Greek art.
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THE works of Ghika are composed: that is, they contain the elements of both
composition and composure. Objectively, they are precisely arranged in a composi-
tion of deliberate proportions, Subjectively, whatever emotional or intellectual force
they radiate, whether the violence of Assault or the quietude of Composed Houses,
Hydra, is rigidly controlled into a composure. Thus, both subjective and objective
values are pitted one against the other so that each partakes of the other's quality,
changes and is changed. The subjective force in a painting by Ghika enlivens the
abstract composition; the objective sense of order and proportion controls whatever
force it encloses. The result is that the composition takes on the force of the repre-
sented object; and that the object takes on the abstraction of the composition. We
have here, then, that marriage of power and restraint, that vibrant synthesis which
has always characterized the Greek genius whether in the past or the present, best
symbolized by the Parthenon itself (that omphalon of every criterion) in which a riot
of brash colors and an arrangement of architectural lines and proportions were so
boldly blended.

In Assauit, for instance, the agitation of the plants and the onrush of the birds
toward the insect cannot possibly be separated from the design by which this general



alarm is produced. The artist has taken the sharp, peaked, triangular formation of
the plants and out of it arrived at an outline which in varied proportions announces
and elaborates the theme. All other representational objects, such as the birds, are
developed in terms of this outline, as are the larger abstract spaces in which various
groups on the canvas are enclosed. ‘L'he outline itself and the theme are announced,
as if a tuning fork were struck, by the lengthwise triangle at the extreme left, and
the vibration thus set up is continued and varied, as abstraction and as object,
throughout the entire canvas. By small and large triangular formations, by carefully
matched and disjointed colours, by the impetus of all spaces and objects toward that
insect at the very top center of the canvas, the general alarm is stated, varied,
controlled and disrupted until the entire picture comes to a vibrant rest as in the
center of a whirlpool or the spoke of a wheel, into that still center of composure
which reveals that the artist is in control of almost uncontrollable material, that he
has imposed on the chaos about him a proportion and a meaning, but a meaning
that is neither moral nor immoral and which declares itself only in terms of power
and composition. This is what we must mean when we call a work of art, or a way
of life, Classical. And' this is Ghika.

As the preceding of Assaulf indicates, it is almost impossible to deseribe a work
by Ghika without the use of musical terms. In a sense, in looking at his work, one
seems to hear with the eve. In all of his work, abstracted or not, colors, lines and
special proportions take on the tonalities and movements, the range of warm and
cold notes, the rhythm and, what is more, the timing (the duration of the size of one
space in relation to another) which is equivalent to the arrangement and orchestra-
tion of musical composition. In Composed Houses, Hydra, for instance, the relation
of one space to another, the treatment of each surface unit, the choice and arrange-
ment of colors continuously play upon the eyé as sound plays upon the ear. The
eye advances and recedes, rises and falls, pursues a theme and is led to counterpoint
or to syncopate it with others, and all in a steadily accentuated rhythm infinitely
varied until, in effect, we find ourselves involved in a complex yet essentially strong
rhythm as if we were listening to the compositions of Bach. This is a purely aesthetic
delight which Ghika never fails to induce even in his most abstract paintings and
which oftentimes is found to be lacking in the works of purely abstract painters, in
Mondrian, for instance. And yet such musical overtones, coupled with the dynamic
use which Ghika makes of his representational objects, ‘arouse in the- spectator a
series of creative associations not ordinarily derived from painting so strongly composed.
In The Calerpillar; for example, the p;:emeilt and arrangement of objects— human,
animal and landscape — the lines by which they are defined and the colors by which
they are embodied show not only two children in a suburban courtyard under the
merciless Attic sun, but also arouse an almost subconscious recognition that we have
been; gazing upon a despoiled Garden of Eden, upon a dispossessed Adam and Eve
amid an indifferent Nature. If we have chosen to describe a few of Ghika's paintings



it is only because they were convenient compositions with which to demonstrate
qualities which are as evident, in a fecundity of variety and emphasis, in all of
his other works. They are all examples of the artist’s control over his medium and
his meaning, and they are all witnesses of that triple counterpointing of the verb
«compose»: they are a designer’s composilions in line, color, and space; they
are the work of a musical composer, and their final resolution is a composure
which the classical artist imposes on the recalcitrant materials of life to create a
cosmos for which we all long and dream and which the artist can thus invoke for us.
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The Early Morning World.
Gdlasoa 1o [lowiod.
O Hydra, Landscape I.
“Ydoa, Tonio |
3 Hydra, Landscape II.
“Ydpa, Tonio Il
4 The Assault.
"Egéounon.
5 Aphrodisiac.
«'Apoodity».
6 The Lamp of Night.
Adpna zai Nivgra.
7 Sapphic.
Sanpixo.
8 Sirocco.
Aifag.
© The Caterpillar.
‘H Kapmua.
{0 Park Bench,
216 Madyxo,
{1 Small Composition.
Mexpy Xvvileo;.
12 Reflections in a Drawing-Room.
Awahoyiopol xt "Aviupeyyionara.
13 Open Composition.
*Avouyty 2ovideon.
14 Beach Plaid.
[lagdadd "Axpoyidhe.

15 Girl in Pink and Lemon.
Kootror aé Pol xat Adepovi,

16 Begging Dog.
Xagteruloueros.

{7 The Invisible Mirror I.
‘0 "Agarros Kavoénms 1.

{8 The Invisible Mirror II.
‘0 "Apavros Kadpénins 11,

{9 Surrender to Sleep.
Hagpdodooy ordy “Yavo.

20 Odalisque.
*Odalloxy).

01 Accumulations of the Sea.
Eapolopara tijs Gdlacoag.
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43 Sculpture.
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The Pleasures of Rest.
Xopés tijs "Axrijs,

Young Man.

Véog.

Dead Branches.

Eepoa Klagid.

The Plunging Kite.

*Aiwrog aod [lépree.

Composition in Two Keys.
Stvdeon ot Avo Kliuones.

Composed Houses, Hydra.
Svvdeuéva Saiva, Yooa.
Substance and Shadow.
“Yin xal Zxid.

In the Garden.

Sy Avdy.

Novelty Shop.
Yidinatlidixo.

Tented Scenery.

Tévree Zwunvinod.

Shopsticks and Youth.
Kvgdroes.

Family Afternoon.
*Anéyena oro Xaydue,
Forms of Light.

Zyijuara Pwids.

20 Chesham Place, London.
M.atsia Chesham 20, Aovdivo.
London Roofs.

Stéyes tob Aovdivov.
London Houses.

Snaitia 1od Aovdivov,

View of Athens.

*A%pva.

Hydra Landscape.

Tonio “Ydopas.

Garden in Kifissia.

Kijnos i Knguoids.

Hot Springs in ZAdipsos.
Bepuomorapos Aldnyod.

The Balcony.
Mnaixdve.
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