ABSALON

Absalon alti yildan fazladir "dinyayi dedistirme"yi diisleyen geng bir
hayalperestin inanci ve inadiyla ayni arayis ig¢indedir. Onun pesinde oldugu, bir
arkeolog kadar bir antropologun da orgitli toplumun en belirgin gdstergesi
olarak kabul ettigi yerlesme birimidir. Yerlesme birimi, bic¢imi, dizeni ve
esyasi ile bazi toplumsal tdreler kadar evrenle olan 6zel iliskiyi de kanitlayan
bir yasam bi¢imine damgasini vurur ve bu bi¢imin biresimini ortaya c¢ikarair.
Absalon'un "yerlesme birimi Onerileri" ya da hiicreleri", her ne kadar kacinilmaz
bi¢cimde Malevig¢'in "Arkitekton"larini ve onlarin gelecege yonelik biitinleyici
ileri gortslerini animsatsa da, kisi Absalon'da yalnizca kisisel "bneriler" ve
siradan, ginlik gercekler igin &zel c¢dzlimler bulur Dolayisiyla yapitlarinda -her
ne kadar kendi evreninin lekesiz beyazligi, ideal ariligin ve sessizligin
gdstergesi olarak yansisa da- idealizmin hi¢ bir izine rastlanmaz, ama, yapici
ve yonlendirici arzuyu -uygulamaya- big¢ime sokar.

Absalon'un ahsap, alg¢i, mukavva ve beyaz boyadan yararlanarak lUrettidi yerlesme
modeli benzeri yapitlari, Etienne Louis BoullCe ya da Claude Nicolas Ledoux'nun
Utopik mimari maketlerini &rnek alir. Hig¢ bir belirgin islevi olmayan bu
yvapilar, gercek yerlesme birimlerinden c¢ok, onlarin bir tir arketipleridir.
Yalin bicim kiitleleriyle olusan bu yapitlarda kisi, orada burada bir masa, bir
yatak ya da bir tabureyi sezinler ve kuskusuz hepsinin bir yanilsama oldudunu ve
6ncelikli olarak nesnenin degil, diistincenin gdrilmesi gerektidini bilir. Bununla
birlikte Absalon, son yapitlarinda, ic¢inde yasanabilen modiller, "Evler"
gerceklestirmeye baslamistir. Bunlar, ic¢inde, yalnizca bir masa, bir iskemle ve
bir yatak bulunan gercek birer manastir hiicresi gibidir. Bu evler sessizlik ve
unutma evleri olarak bir gbgerin ya da sirginiin, dinlenme ve kurtulma ic¢cin bir

CHRISTIAN BOLTANSKI

Christian Boltanski'nin benimsedigi bitin edilimler gdzlemlendiginde,
arastirmalarinin ilk yillarinda Ustlendigi bitin rollerde, 6zellikle dikkat
ceken bir 6ge vardir: Bu onun var olan gerg¢egdi tutkulu bigimde inkd&r etmesidir.
Bu inkdr edis, gec¢cmisin, siniflandirmanin, envanterlerin hastalikli bir desme
eylemi bic¢imi kadar sanatg¢inin, uydurma ikizi "C.B." maskesi altinda ham sanatzi
(art brut) yaraticisinin -glinimiz etnolodu ya da dislemcisi- davranisini
benimsemesi gibi bir tir sizofrenik striiklenis big¢iminde ortaya ¢ikar. Bu inkér
edis, tahmin edilebilecedi gibi, kisinin "yetiskin" durumunu kavramanin
olanaksizligiyla iliskilidir. Bu olgu bir psikolojik zayiflik gdstergesi
olmaktan c¢ok, toplumun c¢ekilmez insanlik disi nitelidgini ac¢ida cikarir. Sacma
nesnelerle olusturdugu envanteri, ufak tefek el isleri, ve alayci mizahz,
tiketimin zaferine, tasarim kiltirine, bluyluk ideolojik tartismalara bir karsi
¢ikistir. Christian Boltanski, bir yandan siirsel boyutlari ve yapitlarindaki
anlatim glictni saglam tutarken, ayni zamanda gintimiiziin egemen dederlerinden
timiyle arindirilmis bir alanda ilerler.
Derin ve caresiz oldudunu hissettigimiz acisinin O6zlinde, c¢ocukluk evreni bir
si1ginak olarak ortaya c¢ikar. Yapitlari, ¢irkin, acimasiz ve ugursuz olarak
algiladigi bir dinyayla dalga gegercesine, glizellik, iyilik ve mizahla doludur.
"FotoJrafik Kompozisyonlar"dan (1977) "Japon Kompozisyonu"na (1979), "Biyuld
Fenerler"den (1980) "Grotesk Kompozisyon"a (1982) kadar her sey giizel, gdz alici
ve bir dis gibidir. Sanki sanatc¢inin kendisi de bu oyuna kapilmistir; eger
"Model Imgeler" (1975) ya da "Japon Kompozisyonu" (1979), belli bir "vasat
beeninin estetigi" lizerine yergisel bir alistirma gibi gdriniyorsa,
Boltanski'nin, 1984'te, vyarattigi imgelerin yumusak glizellidi ic¢ine biyllenmis
gibi daldigi -fotodrafik diizenlemelerine acaba ne demeli?

Bu son alti yil sanat¢inin yapitlarinda bir dontim noktasi olmustur. Gegmis
donem yapitlariyla iliskisini bitiniiyle kesmesine neden olan ani ve kararli bir
donlisle, ilk yapitlarinin anlatim bigcimlerine geri doénmistiir. Burada, endiseli



ve aci dolu bir dislinceye dalis olarak yorumlanabilen yeni bir olgunluk soOz
konusudur. Boltanski'nin gerceklestirdigi "Anitlar", "Arsivler" ve "Depolar"
gibi sayisiz sunak, 70'lerin baslarinda gercgeklestirdigi "Envanterler" gibi
valnizca raslantiyla sec¢ilen bir kac¢ kisiyi ilgilendiren bir ani degil, bitin
insanligi, yok olus ve Olime dodru kacinilmaz ilerleyisi ic¢inde kucaklayan ortak
bir bellektir.

Antik Cag'dan ortacada kadar insanlarin zihnini strekli kurcalayan "o6lt kilti"ne
bagli olarak karamsar bir nitelik sergileyen fotodraflar, beyaz metal kutular,
giysiler, kiucgik 1siklar, egreti ve dokunakli bir biitin olusturur. Aslinda bu
yvapitlarin bu denli dokunakli ve akil karistirici olmasi, koklerinin
Boltanski'nin kendi belledinde olmasindan kaynaklanmaktadir. Bunlar Onceden
oldugu gibi diissel bir gec¢misin dedgil, uzun sltre varligi inkdr edilerek gdz ardi
edilen Yahudi soykiriminin biraktigi izlerin aniden neden olarak gorildigi ve
eksik parcalari olan sorunlu gec¢misin dodru gercekleridir.

JEAN-MICHEL OTHONIEL

Alti yildan fazla bir siire once J.M.Othoniel'in yapitlari sanat c¢evrelerinde
ilk kez gorildiglnde, kendine 6zgi, tuhaf ve diusindiriict gdrilmiisti. Yapitlarin
biraktidi bu ilk izlenimlerde, yapitlarin adlari kadar, sanat¢inin kullandigi
malzemelerin metaforik icerikleri de -ister kikirt, tung, al¢i gibi hammaddeler
olsun, isterse imal edilmis nesnelerin uyarlanmasindan kaynaklansin- etkili
olmustu. Aslinda, Othoniel'in evrenindeki her sey, aptallar oyunu &rnedinde
oldugu gibi ¢ift anlamli gorinmektedir; olabilir olanin her zaman dodru olan
olmasi gerekmez; gbsterilen, her zaman gorilmesi gereken degildir.

Ayni sey kikirt kullanimi igin de gegerlidir. Tatli sari renkteki bu tas,
sirasiyla sivilasabilir, hatta buhar olur, ama sonra gene eski durumuna
donebilir. Sanat¢i tarafindan yedlenmesi ise, temel olarak tasidigi fiziksel-
kimyasal O0zellikler kadar, sundudu gonderme olanaklarindandir. Simgesel diizlemde
kikirtin yaydigdi gazlar Antik Cad'in kehanetleri; semantik diizlemdeyse kikirtten
(soufre) hareketle cagristirdigi sozciklerdir; aci (souffrance), kiukirtla
(sulfureux), hastalikli (souffreteux)

Bu 0zgin yaklasim big¢imi sanat¢inin dile yaklasiminda da yinelenir. Raymon
Roussel gibi Othoniel de yer degistirmeyi, cinaslari ve anagramlari sever.
Bunlar aslinda onun sanatsal etkinliklerinin en &nemli kaynaklaridir. Sozcik
cogu kez big¢imi dogurur; ya da daha c¢ok, sozcikler idzerinde oynama, bicimler
iizerine oynamayi kiskirtir. BUtidn bunlar anlami tersine dondirir; islevleri
karistirir, ylklenenleri saptirir... Sonucgta, ortaya c¢ikan gdrsel siirlerin
aciklamasi, bastan c¢ikarici ve alayci bulmacalardadir. Ancak bu kirilgan
yvapitlardan elde edilen keyif gizemli oldugu kadar da ender ve dayaniklidir.

Yakin zamanda Othoniel muzipge piruetlerinden vazgecerek, daha kisisel hatta
daha entim arayislara girmistir. Bedenle ilgili ve ekseni, cinslerin ikiliginden
kaynaklanan bir belirsizlik ortaya ¢ikmaktadir. Ama sanatg¢i, bu bedene O6nden ya
da disardan yaklasmaz. Garip bir bi¢imde, bedene "icerden", onun organik bicgim
ve boyutlarindan ulasmaya ¢alisir. Burada gene asiri dogrudan ve tek anlamla
yvaklasim, bunlara, izleyiciyi sasirtan, rahatsiz ve altist eden ikili bir glic
verir; onu benliginin gizli ve derin kdselerine iter. Bunlar ise J.M.
Othoniel'in yapitlarinin Onemsiz nitelikleri degildir.

Guy Tosatto



ABSALON

For more than six years now, Absalon pursues the same search with the
conviction and obstinancy of the young visionary who dreams of "changing the
world". His search is precisely on that which for the archeologist as well as
the anthropologists constitutes the most obvius sign of organized society: the
habitat. In fact, this synthesizes and stigmatizes, by its form, its
arrangement, the furniture it countains, a life style which testifies certain
social ritual as well as a particular relation to the universe. However,
although his "dwelling proposals" or his "cells" are inevitably reminiscent of
the "Architectones" of Malevitch and their totalizing vision of a future world,
in Absalon one only finds individual "Proposals", special solutions for an
everyday and commonplace reality. Therefore, there is no trace of idealism in
this work -although the immaculate whiteness of his universe reflects the sign
of an ideal of purity and silence - but rather putting into form - in
application - of a constructive and directing willingness.

With the help of wood, plaster, cardboard, white paint, Absalon produces what
appears to be models of dwellings, indeed models of utopic architecture as
Etienne Louis Boullée or Claude Nicolas Ledoux. Not having a precise function,
these constructions, refer more to sort of dwelling architypes rather than real
dwellings. They compose a mass of stripped forms where one believes to identify
a table here, a bed there, a stool over here, all the while knowing without a
doubt that this recognition is illusionary, that foremost, an idea rather than
an object is put forth to be seen.

Meanwhile, recently Absalon has given himself to realizing liveable modules, his
"Houses", genuine monastic cells where only a table, a chair and a bed are
found. Houses of silence and forgetfulness, they are like the ultimate refuge of
the nomad or the exiled in his quest of a place of rest and salvation.

CHRISTIAN BOLTANSKI

On observing the whole of the attitudes adopted by Christian Boltanski, all the
roles he liked to play the first years of his researches, one element appears to
be particularly evident : his almost obssesive denial of present reality. A
denial which assumes the form of a morbid activity of investigating the past, of
classifying, "inventories", as well as one of a schizophrenic drift where the
artist, under the mask of his fictional double "C.B.", assumes the behaviour of
the creator of art brut, the ethnologist of the present or the fantasist... This
denial refers, as can be guessed, to the impossibility of assuming one's "adult"
state. But, far from being a sign of a physchological weakness, it rather
betrays the intolerable, inhuman character of our society. His inventory of
absurd objects, his approximative inkerings and his sarcastic humour oppose the
triumph of consumption, the culture of design, the grand ideological debates.
Christian Boltanski really procedes into a clean out of the dominant values of
our time while conserving the poetic dimensions and the expressive force of his
works intact.

In the heart of this distress, which we can feel is deep and incurable, the
universe of childhood appears as a refudge. And as if mocking a world which he
perceives as too ugly, cruel and sinister, his works first enjoy the beautiful,
the kind and the humorous. From "Photographic Compositions”™ (1977) to "Japanese
Composition" (1979), from "Magic Lanterns" (1980) to "Grotesque Composition"
(1982) everything is beauty, enchantment and dream. The artist himself seems to
be caught in the game; and if "The Model Images" (1975) or the "Japanese
Composition" (1979) appear to be an ironical exercise on a certain "aesthetic of
mediocre taste", what can be said of the photographic compositions of 1984 where



Boltanski, evidently, is totally penetrated - as if fascinated - by the appeased
beauty of the images he creates.

These last six years have marked a turning point in his work. An abrupt,
decisive turn which has provoked a clean cut-off with his past work, and
curiously enough a return to the forms of expression of his early works. There
is a new maturity that is interpreted by a sombre and painful meditation. Like
numerous altars put up to memory by Boltanski, "Monuments", "Archives",
"Reserves" constitute a memory which no longer concerns only a few individuals
chosen by chance encounters, as it happened in the early 70's with the
"Inventories ", but a collective memory which embraces all humanity in its
inevitable advance towards disappearance, death.

Photographs, boxes of white metal, clothes, small lights make up precarious and
affecting wholes whose funerary character seems to be connected to the "cult of
the dead" which, from old antiquity to the medieval period, has always occupied
man's mind. However what makes these works so touching and confusing is the fact
that they are rooted in the memory of C. Boltanski himself. Not that of an
imaginary past like was the case previously, but one that is truly real of a
memory rediscovered where suddenly the stigmas of the Jewish genocide appear as
the causes, pushed aside for a long time, of a denied present and a problematic
past with missing parts.

JEAN-MICHEL OTHONIEL

As soon as it appeared on the artistic scene more than six years ago, the work
of J.M. Othoniel looked peculiar, strange and intriguing. The metamorphic terms
contained in the materials used by the artist -whether they be raw materials
such as sulphur, bronze, plaster or stem from the adaptation of manufactured
objects - as well as the titles of his works help create this first impression.
In fact, everything in Othoniel's universe, as in the example of a game of
fools, seems to have a double meaning; what is likely is not necessarily true;
what is shown is not neccessarily that which has to be seen.

The same thing is true in the usage of sulphur, this stone which has a suave
yellow colouring and which can be transformed into liquid, then into vapor
before regaining its initial state. Favoured by the artist mainly for its
physico-chemical properties, as well as its reference potential, on the symbolic
plan, where one is reminded of the emanations propitious to sulphur in the
antiquity of oracles and on the semantic plane; from sulphur (souffre) we pass
to suffering (souffrance), sulphuruous (sulfureux), sickly (souffreteux) etc...

This peculiar mode of approach is reapparent in his apprehension of language.
Like Raymond Roussel, Othoniel likes transposition, puns, anagrams. These are in
fact very important resources in his artistic activity. The word often engenders
the form of rather the play on words instigates playing on forms: reversing of
meaning, confusion of functions, diversion of attributions... The result is
visual poems whose explanations arise from perverse, ironical enigma. However,
the pleasure procured by these fragile works, all with an aura of mystery, is no
less rare and durable.

Recently, Othoniel dismissed his mischievous pirouettes to go on a more
personal, even more intimate search. An uncertainty of the body arises and the
pivot point is the duality of the sexes. But the artist does not approach this
body from the front, the exterior. Very strangely, he tries to attain it from
the "interior", in its organic form and dimensions. There again, the wish to



baffle a too direct and univocal approach of his works confers to these, the
double power of confusing, disturbing, perturbating the spectator and thus
driving him to the far corners of his deep and secret self. This is not one of
the lesser qualities of the works of J.M.Othoniel.

Guy Tosatto



