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DUSUNCEDE BAGIMSIZLIK. Bernhard Holeczek Igin Sanat
yvapitlarimin gok odakl okumalara agildify, degerlendir-
me Glgiitlerinin her izleyiciye giire degistigi, sanat iize-
rine séylenecek stizlerin pargalandig: bir siiregte vasi-
yoruz.. Sanat Tarihi'nin belirli akimlara dayah gizgisel
gelisimi pargalandifs igin giincel olandan “yeniden”
hatta ilging olandan yola ¢ikarak sanat iizerine konusg-
mak imkinsizlagti. Bu &lgitlerini yitirmiglik icinde,
tiim kargithklar birbirine yakinlagarak gevsek bir drgii
bigiminde 21, yzyilin sicak solugunu bize dofru Gfli-
yorlar. Frangois Morellet gibi sanatini 1950°lerden beri
belirli sistemler dzerine oturtmug, zamanin sorunlars
agisindan hedefine ulasan galigmalar dreterek enerjik
bigimde yapuklarim “diri” tutmayr basarmis bir sanat-
gimin bu yeni olusumlar i¢inde edindigi konumu belirle-
mek, Onu bir yere yerlestirmek zor. Ciinki Morellet
bugiine dek Konkrete Kunst'tan Minimal Art'a, Kav-
ramsal Sanat’tan Ne-Geo'ya dek birgok farkh gagdag
sanat akimi iginde degerlendirilmis bir sanatgi, Ama
Morellet'nin bu etiketleri agan, Ona igerik agisindan
kahcihik saglayvan akimlar-tistii bir konumu vardir, Bu
konumun nedeni bence sanatgimin yarim yiizvila yakin-
lagan idiretim siireci boyunca ele aldigr farkh malzeme-
leri “dilgiincesini™ dzgiirlegtirmek igin yorumlamasinda
arastinddmahidir. Digiinceyi dzgiirlestirerek ona belirli
sistemler iginde karsithklara dayah bir akiskanhk ka-
zandirmasi Morellet'nin bir sorunsal sanatgisi oldugu-
nu ghsterir. Bu noktadan bakildifinda,. g boyutlu gir-
selligin arastinlmasim kendine anlatim sorunsah olarak
kabul eden sanatginin ne kadar zorlu bir kavramsal
aragtirma gizgisini arkasinda biraku g daha agik olarak
ortaya gikmaktadir. Morellet nin yvapitlariyla ilk kez bir
sergi gercevesinde tamsan Tirk izleyicisinin yaklasim
rorluklariny gézdninde tutarak hazirladifim bu yazida
Gneelikle vurgulamak istediim, sanatgimin Magka Sa-
nat Galerisi’nin mekimindan yola gikarak, sadece bu
mekin ve Istanbul igin bir dizi yapit tretmis olmasidir,
Bu yapularin gergeklestirilme mantiklari, sanatginin

1953 ten beri gelistirdigi ¢ok bigimli (polymorphe)

gorsel sanat dilinin izledigi seriiveni ¢ok yetkin bir bi-
gimde Hzetlemekiedir.

Sanatgs bu sergide 4 ruvalini (her biri 103x103 cm), 9
dzgiin baskisini ve 3 yerlestirmesini (installation) ser-
giliyor. Tamami 1994 'te gergeklestirilmis olan tuvalle-
rin isimleri soyle: “41 yil sonra istanbul’da™, “36 yil
sonra Istanbul'da”™, "33 yil sonra istanbul’da™ ve “18
yil sonra Istanbul'da”. 1994 'ten yukanidaki sayilari gi-
kardifimizda ortaya 1953, 1958, 1961, 1976 rarihleri
¢ikiyor. Bunlar Morellet' nin Istanbul’a geldigi ve uzun
siirelerle Tirkiye'vi gezdigi tarihler. Magka Sanat Ga-
lerisi'nin fildigi beyaa kiigiik seramik karelerle kapli ig
mekinindan esinlenerek 1953, 1958, 1961 ve 1976 yil-
larinda yapugi resimleri veniden yorumlayan Moreller,
biiylece “Bos oldufu zaman bir harika™! olarak nitelen-
dirdigi galeri mekamyla agik bir hesaplasmaya girdi.
Akrilik boyayla gergeklestirilmis olan bu wvallerin ilk
yorumlar Avrupa'daki dnemli gagdas sanat miizelerin-
de bulunmaktadir ve sanat¢imin geometrik formlarla
olan anlatim sorunsalinda irdeledifi sistematik yap
hakkinda nemli ipuglari vermektedir. “41 vil sonra is-
tanbul’da™ da tuval vilzeyinin birbirine esit 16 kareve
biolindiigi goriliyor. Morellet'nin geometrik formlan
bir sistem igcinde yorumlamaya bagladig: ilk diinemine
ait olan bu kareleme olgusenu Max Bense “Teorik Este-
tik™ olarak yorumlamakta, matematiksel ve matematigi
andiran {metasemiotic) yapilasmamin digavurumu ola-
rak ghrmektedir.? Bu karelerin dst dste bindirilmesiyle
olusan riélivef etkisiyle sanatgi uzun sire ilgilenmisti.
Bu ¢tki, “36 yil sonra [stanbul’da™ da hareketlendiril-
mig (kinetic) viizey etkisiyle birlikte ortaya ¢ikiyor. Bi-
lindigi gibi sanatg: “hareketlilik™ olgusunu ele alan
GRAV grubunun (Groupe de Recherche d Art Visuel)
liyesi olmustur. Hareketlilikle ilgili arastirmalarinda
sanalg rastlant sonucu gilndeme gelebilecek olan gir-
sel degerlere biiyiik tnem vermis ve rastlantimin kendi
igindeki bilinmezligini sistemlestirmeyi (Randam
Systems) denemistir. Rastlantiyla sistemin biraraya

gelmesi gok zor olan kavramlar oldugunu hepimiz bili-



voruz. Ama bu noktada Morellet kendine dzgii olarak
gelistirdigi kara mizaha dayali yaklasim agisimi devreye
sokuyor. 33 yil sonra lstanbul’da” da sanatgi telefon
rehberindeki numaralardan yola cikarak 60°L yvaillar bo-
yunca lirettigi calismalanin izlerini tasivor, Bu resimde
siyahla beyaz yiizeyler arasinda benzesim yoluyla bir
divalog kurularak kavramlara davanan diisiinsel gaba
ortaya cikmaktadir. “18 yil sonra Istanbul’da” da ise
tuval viizevinin esit arahikl egri ¢cizgilerle adeta kapla-
din ve bu yolla biitiindi gagrigtiran bir “parga”nin bilyii-
teg aluna alindig gozlemlenivor. Bu parga modiiler bir
sistemin iiriini olarak tekdiizelige diismeden sanatgimin
deneyselligini ammsatan bir dzellife sahip.

Galerinin dis mekininda yer alan “"Eksiden Artiya”
isimli yapistirma band verlestirmesi (tape installation),
sanatgimn 1968 den bu vana defigik mekinlarda siirekli
olarak uyvgulayarak karakteristiklestirdifi, neredeyse
kendi ismiyle birlikte ilk kez akla gelen goriintiilerden
biri. Daha Gnceleri bu ¢calismasimi yalin ylzeylerde ger-
¢eklesen Morellet, Magka Sanat Galerisi'nin dis meki-
mindaki sarmasik dallarimin kendi isini yer ver kaplama-
sina izin vererek yatay ve dikey gizgilerinin dogayla
iletisime gegmesini sagladi. Yatay ve dikey cizgilerinin
programb sekilde birleserek en sonunda bir arb igareni
olusturmas: gergekte bir sanatgimin kisiligini silmeye,
sanat dzerindeki tim betimleyvicti yvilkiimliligi ortadan
kaldirmaya yoénelik bir egilimi. Miimkiin oldufunca az
elaman kullanarak gérsel yahinlifa ulasmak igin ¢aba
harcayan bu yaklasim agisi. sanatgimin Minimal Art'la
iliskiye girdigi en gizle goriliir noktadir. Nitekim gale-
rinin ikinci salonunda yer alan ayr bir yapigtirma band
verlestirmesi, ilkinin devami olarak degerlendirilebile-
cek bir vaklasimla, birbirine ¢apraz iki ¢izginin bir im-
geyi olusturabilmek igin nasil kesistiklerini gisteriyor.
Bu verlestirmeye sanatgimin mekim kavravan ve ona se-
kil veren biivilk boyutlu heykel uygulamalarimin {(Ra-
umskulptur) kiigiik bir temsilcisi elarak bakmak miim-
kiin. Ciinkii bu yerlestirme, galerinin kiigiik nisleri igin-

de degisik boyutlu alanlan izleyicive bir cirpida aktan-

yor. Daha énce siradan bir mekin pargas: olarak gozii-
miizden kagan bu alanda Morellet nin bandlarinin ritmik
dolagimivla adeta yepyeni tighoyvutlu alanlar kesfedivo-
ruz, Bu tiir iighovutlelugu en belirgin olarak ortaya ko-
yan yerlestirme kuskusuz ki galerinin birinci salonunun
sol tarafindaki biiviik nis igcinde yer aliyor. Galerinin se-
ramik karelerinin diizenliligini alt-tist eden bir kompo-
zisyona giren sanatge, bir karton lizerine gizdigi desenle
nisin tam ortasinda yer alan 16 kareyi sanki birbirinin
icine girmis gibi gostermeyi hedeflemis. Nige dogru
yaklasinca duvara vapisuinilmis desen farkedilebiliyor
ama bu kiigiik desenin tasidigy  potansivel, sanatgimin
galeri mekimimi nasil resimsel bir eleman olarak kendi
yapitlarina soktufunun da gostergesi. En bildik girsel
elemanlan kullanarak Kendine Gzgil olam dile getirmede
ve bu yvolla gliglih sanatg kisiliginin damgasini en hisse-
dilmevecek alana vurmay: basaran Morellet, nig verles-
tirmesinde imgelem giicil ile gergeklik arasindaki farkli-
Ligs (dualisme} genig boyutlara tagiyor.

Bir anlamda galeri mekinminin kendi iginde onsekiz yil-
dan beri tasidigs bir Gzellik, sanamgimin kendi felsefesi-
ni agikga ortaya gikaran garip bir ustalikla birleserck
ditstincenin bagimsizhiZim ilan etmektedir. Bu birlikte-
lik aym zamanda sanatgimin mekin olgusunu hangi de-
nevlerin stizgeginden gegirdifini gostermesi bakimin-
dan da dnemli. Nis yverlestirmesinin bilyiiteg altina aldi-
g1 grsel kavramlarin baghecalan sunlar: hareketlilik,
kaos, yvamlgi, ¢elisme ve tasanim duygusu. Bu kavram-
lar sanatgimin belirli sistemler iginde yamitlamaya galig-
tigs giirsel sorunlar olarak kendi iglerinde bir siireklili-
ge sahiptirler.

Frangois Morellet nin Istanbul sergisi sanatginin biitin-
selligi hakkinda yetkin érnekler vermekle yetinmeyerek
tibm yaratici sanat kollarimin ortak hedefi olan diisiince-
deki bagimsizhgin altin gizivor.

I. Frargois Marellet nin Istanbul sergizd fcin vasdife agikloma
metninden. Nian [904

2. Max Bense min Galeri Dovoarhea van der Koelen'in vavinladide
Moreller katalofundoki vazis. . 9. J958
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ISTANBUL et les CONTHAINTES

J'ai déja visité en touriste quatre fois Istambul(enire I955 et I970)
et ne m'en sSuls pas lassé. J'zime Tstambul.

Joa ne me lasse pas non plus d'expossr dans des lieux étonnants et
asympathigues qui m'apportent de nouvalles contraintea A surpmontar.
Four ma cinguidme visite en I987,je n'étais plus seulement touriste
mais un des artistes,exposant dans la plus vieille &glise du mondas
(dixit mon guide) : Sainte IRENE .

Li,j'ai eu beaucoup de mml et de plaimir A réascudre (je 1'espars!)
les probldmes donnés par des contraintes impressionnantes t beauté
du lieu,mure en pierres inégales,colonnades,ect...

Pour mon sixiéme woymge,je suis invitd 3 axposer dans la MACKA SANAT
galerisi. Cette galeris est magnifigue...guand 2lle eat wide.

Comme Sainte IRENE mais d'une sutre fagon. Les murs sont recouverts
de milliers de carrés de céramigque blanc/ivoire (dans lesquels aucun
clou n'ast possible) séparéds par des joints gris-foncé.

C'ast la répétition d'un de mes tableaux de 1953, c'est la bass des mea
trames superposdes et de mes répartitions aléatoires de carrds,ceuvresas
en gros des annédes 50 a4 TJO.

Manguant d'arrogance pour exposer la galerie vide (et puis Yves Klain
1'gvait déja fait),j'ai rdaliad une série de quatra tableaux basds aur
la trame dss mure et qui pourront 8tre wus comme das accidenta de cette
trame méme.

Cas osuvres ruront en sous-—titre 1 "40 (nu 30 ou 20...) ana aprés &
Istambul". J'espire bien avoir A faire,un jour,un septidme woyage et

montrer mes derniéres ceuvrag dans un lieu,catte fois-oi,désespérément

Y I DA (424



INDEPENDENCE OF THOUGHT. We are experiencing a process whereby works of art are the
subject of multi-focal interpretations, the criteria of evaluation vary for each observer, and
commentary onart is fragmented. Since the linear development of art history based on
specific movements has disintegrated, it has become impossible to speak about art from the
standpoint of the topical, the innovative, or even the interesting. With the disappearance of
these criteria all antitheses have been drawn closer together in a loosely woven fabric,
bringing the breath of the 21 st century hot on our necks.

When discussing an artist like Frangois Morellet, who has based his art on specific systems
since the 1950s, and by creating works which achieve their objectives in terms of
contemporary issues has succeeded in keeping his achievemenis energetically alive, it is hard
to define the position he holds within these new phenomena and to place him in a single
bracket, since Morellet is an artist who has been evaluated in the context of many disparate
modern art movements, from Konkrete Kunst and minimal art to conceptual art and Neo-
Gea, Yet Morellet holds a supra-movemental standing which transcends these labels and
ensures him permanency in terms of content, In my view the reason for this standing should
be sought in the artist’s interpretation of the different materials which he has used throughout
a productive period of nearly half a century for the purpose of liberating his cognitive
perception. The fluidity based on contradictions within specific systems which he has
imparted to thought by means of liberating it demonstrate that Morellet is an artist of the
problematic. From this point of view it is even more apparent what a challenging conceptual
investigation lies behind the wark of the artist, who conceives research into three-
dimensional visuality as his narrational problematic. For those who are encountering
Morellet's works at an exhibition for the first time it is importani to realise that the artist has
created a series of works specifically for this setting: the interior of Magka Art Gallery and,
in a broader context, Istanbul. The logics behind the creation of these works lie in his
powerful summary of the progress made by the polymorphic visual language of art which the
artist has developed since 1933.

This exhibition consists of four canvases (each 103x103 e¢m), nine original prints and three
installations. The canvases all date from 1994 and are entitled, “In Istanbul 41 years later”,
“In Istanbul 36 vears later”, “In Istanbul 33 years later”, and “In Istanbul I8 years later”.
If we subtract these figures from 1994, we obiain the dates 1953, 1958, 1961 and 1976.
These are the vears when Morellet came to Istanbul and spent several months travelling
around Turkey. These paintings are Moreller's réinterpretations of those he executed in 1953,
1958, 1961 and 1976, inspired by the interior of Magka Art Gallery, whose walls are faced in
small ivory-white ceramic tiles. Morellet has overtly challenged the exhibiron space, which
he describes as “wonderful when empty™!

The precursors of these canvases, executed in acrylic paint, are in E urope’s foremost maodern
art museums and supply vital clues concerning the systematic structure examined by the
narrative problematic expressed in geometric forms by the artist, The surface of the canvas



of “In Istanbul 41 vears later” is divided into sixteen equal squares. Max Bense interprets
this squaring phenomenon, which dates from the early period when Morellet began to
interpret geometric forms in the context of a system, as theoretical aesthetics, and sees it as
an expression of mathematical and metasemiotical foundation 2

The artist was for a long period preoccupied with the impression of relief achieved by
superimposed squares. This effect emerges in “In Istanbul 36 years later” in conjunction
with the kinetic surface effect. Morellet became a member of the Groupe de Recherche d Art
Visuel (GRAV) which addressed the plienomenon of kinetics. In his researches into movement
Morellet has attached considerable importance to the visual values which oceur
coincidentally, and has experimented with random systems. We are all aware that the
construction of a random system involves a combination of extremely difficult concepts.

Yer at this point Morellet introduces a unique approach based on black humour. “'In Istanbul
33 years later” is reminiscent of his 1960s paintings based on numbers in the telephone
directory. In this painting, by establishing a dialogue berween black and white surfaces
through analogy a cognitive endeavour based on concepts emerges. In “In Istanbul 18 years
later” the surface of the canvas is virtually covered by slanting lines placed at equal
intervals, indicating to the observer that a "fragment” evocative of a whole is being
scrutinised under a magnifying glass. Withowt giving way to the monotony which can arise
from a modular system, this fragment is a reminder of the artist’s experimentalism.

A tape installation entitled *From Minus to Plus” in the garden of the gallery is one of the
images which comes to mind first of all in association with Morellet, and by frequent
repetition in diverse settings since 1968 has become a definitive characteristic of his work,
Having previously executed this installation on plain surfaces, Morellet has now permitted
the climbing plants in the open air exhibition area at Magka Art Gallery to cover his own
work in parts, so affording interaction between natwre and the horizontal and vertical lines.
The fact that these lines link up systematically to eventually form a plus sign is a propensity
which tends to erase the personality of the artist and dispel the entire descriptive commitment
of art. This angle of approach, which endeavours to achieve visual austerity by using a
minimum of elements, is the most tangible point at which the artist enters into a relationship
with minimal art. Consequently, another tape installation in the second room of the gallery
indicates the way in which two diagonal lines intersect to form an image, in an approach
which can be regarded as the continuation of the first. This installation may be viewed as a
small-scale representative of the artist's colossal sculpture (Raumsculptor), which grasps
space and gives it shape, in the way it instantaneously conveys to the observer the areas of
varying dimension enclosed by the small niches of the gallery. In this area, which had
previously escaped our attention as an unremarkable spatial fragment, we discover
seemingly new three dimensional spaces as a result of the rhythmic circulation of Morellet's
tapes. The installation which most clearly demonstrates this type of three dimensionality is
undoubtedly that standing in the large niche on the left side of the first room. Here the artist



has created a composition which disrupts the regularity of the gallery's ceramic tiles, the
design he has drawn on a sheet of cardboard making it appear as if the sixteen tiles right in
the centre of the niche have become superimposed on one another. As we approach the niche
we become aware of the design attached 1o the wall. The potential of this tiny pattern is an
indicator of the way in which the artist incorporates the gallery itself as a pictorial element
in his own works. Morellet succeeds in expressing the unigue by employing the most familiar
visual elements, so striking the mark of his forceful personality as an artist at the most
inconspicuous point. He extrapolates the dualism between his power of imagination and
realism on a large scale in his niche installation.

An integral feature which the gallery has possessed for the past eighteen years is harnessed
with a disconcerting skill which reveals the artist’s own philosophy, so proclaiming the
independence of thought. This fusion is also significant in illustrating the experiments
through which the spatial phenomenon of the artist has been filtered. The principal visual
concepts which the niche installation examines under a magnifying glass are motion, chaos,
illusion, contradiction and the sense of design. These concepts exhibit a continuity amongst
themselves as the visual problems which the artist is attempting to solve within specific
systems.

The Istanbul exhibition of Francois Morellet's work does not only give quintessential
examples of the integrality of the artist, but underscores the independence of thought which
is the common ohjective of all creative art.

NECMI SONMEZ, MAINZ-ISTANBUL, APRIL 1994

1. From the explanatory text written by Erangors Moreller for b Istanbul exhibison, April 1994,
2. A reéview by Max Berise in the Moreller catalogue published by Galeri Dorothea van der Koelen
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Imtas Hayat Sigorta AS ve
Societe Generale'in
katkilanyla gerceklestirilmistir.

Istanbul ve Zorlamalar

[stanbul’ u turist olarak dért kez zivaret ettim (1955-1970 arast) ve hald brkmadim.
[stanbul’ u sevivorum.

Bana iistesinden gelinecek yeni zorlamalar sunan gagirtict ve sempatik mekinfarda
sergi diizenlemekien de hild brkmadim. 1987 vilindaki beginei zivaretimde valnizea
turist degil, aym zamanda {rehberimin dedigine géve) diinvanmn en eski kilisesi
olan Aya Irini’ de sergileme yapan sanatgilar arasindaydim.

) mekinda etkileyici zorlamalarin {mekdmn giizelligi diizensiz taglardan olugan
duvarlar, kolonlar gibi) ortayva ¢tkardigt sorunlary halletmekte (umarim
bagardim!) cok giic harcadim ve zevk aldim.

Altnci zivaretimde, Magka Sanat Galerisi nde sergi agmak fizere davetlivim. Bu
galeri bog oldugu vakit bir harika, Ava Irini gibi, ama bir bagka bigimde.
Duvarlar: kovu gri derzlerle avrilmug binlerce fildigi bevazi seramiklerle kaph
{listlerine bir ¢ivi cakmak olanaksiz).

Benim 1953 vilmda gergeklegtirdigim tablolardan birinin yinelenmesi, kabaca
benim 50 1i ve 70" i yillarin yaputlar: olan distiiste bindirilmiy dokularimn ve
dagittlnng karelerimin temeli.

Galerivi bog olarak sergilemeye kiistahligim yetmedigi icin (Avrica Yves Klein
bunu daha dnce yapmgte) duvarlarin dokusuna davanan ve bu dokunun hatalar
gibi giziikebilecek, dért tablo gergeklegtirdim.

Bu vapulanin adlari sévle: “40 (30 ya da 20...) yil sonra Istanbul’da”. Umarim
gelecekte bir giin, yedinci zivaretimi de vapar en son yapitlarimi sergilerim, ama

B ke wmutsuzea siradan biv mekdnda. . .
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