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GEORGE D. GREEN ile SOYUT ILLUZYONIZM
[ABSTRACT ILLUSIONISM ) UZERINE...

Safak Glnes Gokduman*®
gunesgokdumangmail.com
Ceviren: Ayse Anacoglu

Soyut illizyonizm 1970'lerin ortasinda ABD'de
on plana gikan ve iki boyutlu bir ylizeyde, pers-
pektif, suni 1sik kaynaklar ve gélgelerin kulla-
nimiyla tg boyutlu bir yanilsama elde etmeye
calisan sanatgilann olusturdugu bir harekettir.
Soyut illiizyonizmi kesfeden Louis K. Meisel'dir.
Meisel, Trompe I'oeil teknigini soyutlama ve
realizmle hirlestirerek benzer tarzda eserler
lreten sanatcilarla birlikte yeni bir akim dogdu-
gunu kesfetmis ve bir yandan Soyut iliizyonizm
(Abstract lllusionism) ismini verdigi bu akimin
sanatgilarinin eserlerini sergilerken diger yandan
da onlarin sanat anlayislari ve Soyut illiizyonizm
hakkinda bilgiler iceren yazilar yazarak bu yeni
akimi desteklemistir. Meisel'e gére bu sanatgilar
resim dizlemini kirmis, trompe I geil’in biraz
daha dtesine gecerek illizyonu, tuvale dokunun-
caya kadar fark edilemeyecek derecede ikna edici
bicimde kullanmuslardir. Bu akimin itk resmi grup
sergisi Meisel tarafindan organize edilmis ve sergi
1976 yilinin Eylil ayinda Connecticut'taki Paul
Mellon Sanat Merkezi'nde acilmuistir. *

Meisel bu akimin oclusumunu ve George Green
ile ilgili dislincelerini su sozlerle ifade eder:
“Galerim derinlemesine bulastiim post modern
Foto-realizmle hirlikte bilinmeye baslarken,
ben de cok gegmeden illlizyonist t¢ boyutlu-
lugun kesfinin gicld ve kiskirtici oldugu soyut
eserlerin farkina vardim. Ozellikle George D.
Green, daha sonra Soyut {lliizyonizm/Yanilsama
olarak adlandirlan seyi sunan bes ressamdan

Avrticle interview continues with
English translation...

biri olmustur. Diger ressamlar James
Havard, Jack Lembeck, Tany King ve
Micheal Gallagherdir. Amerika’nin farkli
yerlerinden ve farkli gegmislerden gelen
bu sanateilann tima ézgdr bir sekilde
resim diizlemini kirma fikrini cizdiler.

Heyecanli ve getin hir isti. 1980'e kadar bu
sanatgilar hem Avrupa'da hem de Amerika'da
galeri ve muze sergileri yaninda medya araciligiy-
la da ortaya ciktilar.” **

Soyut illiizyonizm'in 8nemli isimlerinden olan
George D. Green1943'te Portland, Oregon'da
dogmustur. Cok kiclk yaslarda bilylkbabasi-
nin etkisiyle resim yapmaya baslayan George D.
Green lisans egitimini Oregon Universitesinde,
yuksek lisans editimini ise Washington State
Universitesi'nde tamamlamis ve Soyut lliizyo-
nizm akiminin dnemli isimlerinden biri almayi
basarmistir.

Meisel'e gore George Green, 19. Yizyil
Fransa’sinin Trompe |'oeil olarak adlandirdigi seyi
kesfetmeyi basarmasiyla 6zglndiir ve ¢ok fazla
aldatmaca tretmeden ¢ok gergek ve gok zengin
alan bolluguyla devamli olarak can alici ve iddiali
eserler Uretmistir. Green'in illizyonist t¢ boyut-
lulugu kesfi, 70'lerin ortalarinda gergeklesmistir.
Bu sirecte renklerden cok sekiller 6n plandadir ve
bu resimlerde oldukga keskin cizgiler goze
carpar. Kalin boyanin bol uygulanisi 80'ler ve
90'lar boyunca eserlerinin dzelliklerindendir.
Ayni dénem boyunca, sekiller ve renkler etkili hir

* ABSTRACT ILLUSIONISM: A PERSPECTIVE, Dr. Leda Cempellin South Dakata State University, Hawaii International Conference on Arts and Humanities, Honolulu, 12-150cak 2007

** Louis K. Meisel, Aralik, 2010, Sergi Katalogu
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bicimde saldirgandir ve sergilenen eserler neredeyse izleyiciye
goruntlndn yaratihs anini duyusal olarak fark ettirecek niteliktedir.
90l yillardan 2000'lere kadar olan stiregteki resimlerde ise sekil-
lerdeki keskin hatlarin yerini canli renkler alir. 2000’lerden itibaren
keskin sekiller ve canli renkler yerini doga manzaralar ve ahsaba
birakmis ve Green ahsahin dogal damariniilliizyonla hirlestirerek,
ahsap paneller Gizerine resim yapmaya baslamistir. Bunlar ylizey-
sel bakildiginda 6zenli ve iyi yapilmis gergeveler igine oturtulmus
denizin glizel hir hicimde resmedilmis gorindigu su anki eserle-
rine dontsmustir. Bu deniz manzaralarinin etrafindaki cerceveler
aslinda resmedilmistir ve Meisel bunlarin simdiye dek yapilmis en
iyi Trompe I'ceil’e rakip oldugunu séyler. En son ¢alismalarnnda ise
Green hir yenilik daha yaparak her resmin tim gérintisi éninde
ylzen birlestirilmis geometrik filigranlar kullanmaya baslamistir.

1- Sayut illizyonizm nedir? Karakteristik ozellikleri nelerdir?

1- Soyut illiizyonizm/Yanilsama Trompe l'oeil ile soyut resmin
birlesimidir. ik defa 1970'lerin ortalarinda New York sanat diinya-
sinda ortaya gikmistir. Soyut illeyunizm/Yanllsama terimi, Louis
K. Meisel tarafindan 1970’lerde soyut resim baglaminda resmi/
dizlemi trompe l'oeil illizyonu kullanarak pargalayan birgok
ressamin eserlerini tanimlamak igin kullanilimistir. Bildiginiz gibi
bu daha @nce hig yapilmamisti ve o zaman oldukga radikaldi.
Sanat diinyasi 50'lerin sonlarindan itibaren ve bu dénemde
Clement Greenberg'in glliing ve kisitlayici elestirilerini yakindan
takip ediyordu. Greenberg, resimde mutlak dizlemselligi siddetle
savunmustur. Bu nedenle Trompe I'oeil teknigini soyut resimle
tanistirma fikri bu dénemde devrim niteligindeydi.

Soyut illiizyon/Yanilsama resminin ana dzelligi, belirli bir konu
olmamasina ragmen kesinlikle inandirici hir yanilsama elde
edilmesidir.

2- Soyut illiizyonist sanat eserlerinin baslica 6zellikleri, 1984
yilinda Loius K. Meisel Galeri'de gergeklesen “Diizlemi Kirma”
baslikli serginin katalogunun yazari Peter Frank tarafindan gélge-
lendirme yénteminin kullaniimasi, eserlerin resimsel nitelidi, sinir-
landinimis kampozisyonlann kullanimi, gercek diinyaya yapilan
gondermelerin eksikligi, paradoksal gorsel durumlarla ilgili clmak
olarak belirlenmis. Bu konuda neler sdyleyeceksiniz?

Pulse of a Galloping Sun, 1993, 157 x 114 cm., tuval tizerine akrilik

1--What is the Abstract lllusionism? What are the characteris-
tics of an Abstract lllusionist paint?

T-Abstract lllusionism is the combining of trompe I'oeil (fool
the eye space) with abstract painting. It first emerged in the New
York art world in the mid-"70's. The art world (painting] at this time
and since back in the ‘60’s had closely followed the ridiculous
and confining ideas of the critic, Clement Greenberg. He, amaong
other things, fiercely advocated for absolute flatness in painting.
The idea of introducing trompe I'ceil to abstract painting was, at
this time, revolutionary.

The primary characteristic of Abstract lllusionist painting is that
despite the complete absence of subject matter, an absolutely
believable (fool-the eye) space is achieved.

2- The main general characteristics of Abstract lllusionist art-
waorks have been listed by Peter Frank -the author of the essay in
catalog of an exhibition titled Breaking the Plane occurred at the
Louis K. Meisel Gallery, in 1984- as being the use of the cast shad-
ows device, the painterly quality of their work, the use of focalised
compositions, the lack of reference to the real world and a serious
concern for paradoxical visual situations .What are you going to
say about it? Do you approve of what he said?

ROPOR
TA

rh‘+artmagazin




jPOR-

Kato Zakros, 2002, 91 x 111 em., akrilik-hug agag

2- Peter bu 6zellikleri dogru tespit etmis. Golgelemeyi kullanmak
dzel ilgi ile alakalidir. Dogada gérdigimdz tim alanlar/bosluk-
lar beyinde meydana gelir, gegcmis gdrsel ve dokunsal etkilesim
deneyimlerinin ve hafizanin bir sonucudur. Birkag santim 6tesini
gdrmek stereoskopik gérmenin bir fonksiyonudur. ( iki kaynaktan
gdirme ] Bir géiziinii kapat ve diinya diizlessin. Alan kaybolur ama
hafiza kalir ve eslik eden tiim ipuclan  perspektif, vb. ] alani bize
hatirlatmak icin kalir. Gergekgi resimde gérdiiglimiz alan hissidir.
Kiigiik captaki alan algisi  bir santimetre ya da daha az derinlik
) stereoskopik gérmeye bagl dedildir. Bu sig alan neredeyse
tamamiyla golgelemenin bir sonucudur. Bu gdlgeler neredeyse
her zaman bir sekil digeriyle cakistiinda ortaya gikar. Bu teknik
(golgeleme ) resimde yiizyillardir kullanilmaktadir fakat soyut
resimde daha 6nce hig kullaniimamistir. Bu gélgeleme teknidi
70'lerin ve BO'lerin Soyut illizyonist/Yanilsama resimlerinde dyle
etkili oldu ki sonunda ticari gizimlerde de kullaniimaya basland.
Simdi hemen her bilgisayar tasanm programinda bulunan bir
cizim teknigidir. Simdi bilgisayar diinyasinda ¢ok yaygin olan bir
seyin 36 yil dnce Soyut Yanilsama ile basladigini hatirlamak ilging.

isimin 80'lerde ve 90'lardaki resimsel kalitesi cok biyik ve gok
gercekti. Agresif ve disavurumcu firca darbeleri, bazen resim
diizlemi tzerinde neredeyse hir santime kadar yiikselen kalin bir
boya tabakasi olusturuyordu. Tamamiyla diiz fakat biydleyici bir
sekilde trompe I'oeil alanina keskin bir zithkta durmaktaydi.

Gercek diinyaya olan referansin yoklugu trompe I'ceil alaninin
etkisini arttirmaktadir. Altin rengi bir isikla aydinlatilmis bir masa
lzerindeki meyve kasesi resmi, dokunulahilecek kadar gergek go-

rinehilir; fakat ne kadar gercekgi gizilirse gizilsin her zaman onun
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“Bir géziinii kapat ve diinya
diizlessin”

2-Peter is carrect in identifying these characteristics. The use of
the cast shadow is of particular interest. All space we see in na-
ture occurs in the brain and is a consequence of the memory and
experience of past visual and tactile interactions. The perception
of space beyond a few inches is a function of stereoscopic vision
(vision from two sources—eyes combined in the brain to create
the sensation of space). Close one eye and the world flattens.
The space is gone but the memary remains and all the attendant
clues (perspective, etc.) remain to remind us of space. This is the
sense of space we see in realistic painting. Perception of space
on the small scale (about one inch or less of depth) does not de-
pend on stereascopic vision. This shallow space is almast entirely
the consequence of cast shadows. These shadows occur nearly
always when one shape overlaps another. The skillful, illusion-
istic replication (painting) of this phenomenon is nearly identical
to that which exists in nature. This device (cast shadow) has
been used in paintings for centuries but never before in abstract
painting. This phenomenaon of the cast shadow was so effective
in the Abstract lllusionist paintings of the 70’s and ‘80's that it
eventually came to be used in commercial illustration. It is now a
ubiguitous illustration device in computer design programs. It's
interesting to remember that something, now so commonplace
in the computer warld, originated 36 years ago with the Abstract
lllusionists.

The painterly quality of my work in the ‘80’s and ‘90’s was
extreme and very real. The aggressive and expressionistic brush
strokes were actually super thick paint, sometimes rising as
much as a full inch abaove picture plane. This stood in sharp



High Country, 1978, 168 x 182 cm. tuval tizerine akrilik
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“Close one eye and the
world plattens”

cantrast to the absolutely flat, yet magically believable trompe
I'ceil space.

The lack of reference to the real world increases the effective-
ness of trompe l'oeil space. A super real painting of a bowl of
fruit sitting on a table, illuminated by golden light may seem real

enough to touch, but no matter how real it is painted, we always
know it's a painting and naot a real bowl of fruit. An Abstract

meyve dolu hir kdse olmadidini, bir resim oldugunu bilecegiz.

. ' T o . llusionist picture has no such governor—there is no object/
Soyut llliizyonist/Yanilsamaci tablolar bu tir diizenleyicilere sahip . ) - . .
o _ . subject dichotomy—these paintings become their own reality—

degillerdir, 6zne/nesne ayrimi yoktur. Bu resimler kendi gercek- ) .
e ‘ S . they are believable in themselves. In my most recent work, even
likleri haline gelirler, kendilerine inandinirlar. En son eserlerimde, . . :

o ) . though there is a reference to representational subject matter
anlatimsal konu icin [ deniz manzarasi ve zarif ahsap cerceveler) leeasoafissand Slagann WHmder fismaes) they ave Raldrmser
referans olsa da trompe l'oeil teknidiyle ile gizilmis deniz manza- ot ¢ - losil and v believabl

) . pictures of seascapes in trompe l'oeil and extremely believable,
ralan ve onu kusatan cergeveler son derece inandircidir ve “do- Tyroi bourehed Fraries, The dbstant gold, Flgresd svebesnues
r’ gergekten cerceve oldugunu dusindurdr. Resmin o ' , ; ;
kerieiy KEla gEre cere o HagaAn dus o float ahead of the entire picture and add a magical, musical
timinde soyut, altin, arabesk filigranlar dolagsmakta ve buydleyici,

izikal bir etki olusturmaktadir REEE
muzikal bir e . ! . o o
El]J o dSk | afiresid - il clinlkdi mfirsel Paradoxical* visual situations for me, are essential, visual
enim icin paradoksal gérsel durumlar dnemlidir: clinki gorse . ) - L
o it g o . B ."g ) energy-creating devices. They also assist in establishing the self-
enerjiyi yaratir, ayni zamanda byl illizyon icin gerekli 6zgén- referanalal A 0 AEaRasar Far rem Mt
derimsel yapiyl kurmaya yardim eder.

ARG, fararex; & pairof shoes: @ palrlof socks a paradigm, a paradox, a pair of shoes, a pair of socks
a parody, a pair of dice, a parable, a pair of mice : ' ) .
a parody, a pair of dice, a parahle, a pair of mice

S | S | realize this little poem may nat translate well into Turkish.
n Turkee'ye iyi cevrilemeyecedinin farkindayim. . . R
S u ESYE TR . HERED i y 3- What is the differences and similarities between Op Art and
3-- Op Artile Soyut lllizyonizm arasindaki benzerlik ve farkliliklar T
_ Abstract lllusionism?
nelerdir? g o
. . 3- Op Art and Abstract lllusionism are similar in that they are
3- Op Sanati ve Soyut lllizyonizm/Yanilsama uzman aciklama- . ) . .
b kalrralszn néirslandan cekidiglmasi compelling, visual and assessable pictures without need of re-
sina basvurmaya gere : . - . .
o ? y? g ) S .C # course to expert instruction. Op Art, while interesting, still largely,
ve ilgi uyandirabilmesi bakimindan benzerdir. Op Sanat Green- ; - ;
i . o - Ha ol 4 if loosely conformed to the prevailing Greenbergian orthodoxy
ergcl Resimsel Dizlemsellik kuralina az da olsa uymussa da o i
g € ymus of pictorial flatness. In contrast, Abstract lllusionism was truly

*hir paradigma, hir paradoks, bir ¢ift ayakkahi, hir cift corap/ bir paradi, bir cift zar, bir alegori, bir gift fare
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Church Light-Summer Skies, 1979, 137 x 264 cm., tuval tizerine akrilik

Soyut Yanilsamacilik gercekten devrim niteligindeydi.  Greenberg
tum resimlerin gorsel olarak diiz olmasi gerektigini iddia ediyordu;
clinkd ona gore resimler yapisal olarak ve dokunsal olarak diizler
yani ne kadar diiz o kadar iyi. ] Ve 36 yili uygun sekilde tarih-
sellestirmek icin sadece bir baslangic olsa da, Amerika'da bazi
tniversitelerde Greenberg'iin gaflarina miidahale eden dgrenciler
yetistiren sanat balimleri var.

4- Sanatla ilgilenmeye ne zaman basladiniz?

4- Hayatimin ilk Gg yihini bilytiikbabamla gegirdim: ¢linki babam
2. Diinya Savas esnasinda italya'daydi. Hem amatr bir 6dil
avcisi hem de siyasi karikatirist olan biytkbabam tim insanlarin
hayata iyi bir sekilde hazirlanmalari igin nasil yumruk atacaklarini
ve nasll gizeceklerini bilmeleri gerektigine inanirdi. Dersler nere-
deyse hemen baslad!.

5- Etkilendiginiz sanatcilar var mi?

5- Antik caglardan giinimize ylzlerce sanatgidan etkilendim.
Etki bircok bicimde gelmektedir ve yararl bigimde kullanildiginda
taklit olmaz. ilk etkilendigim kisi ve en tnemlilerden hiri biiyiikba-
bamdr. ik yillanmdan éliimiine kadar gegen stiregte stirekli tavsi-
yesi styleydi: “Tavsan! ( Bu bilyiikbabamin bana taktigi isimdi. Hig
ama highir zaman bana gercek ismimle seslenmedi. ) Bilytik giz!
Ve icine biraz hareket kat!”.

1982'de, Cite Fleure'da konakladigim bir dénemde, bir seri dev
karakalem resimler gizmistim. Bu resimler biiyiik bir odayi karma-
kanisik yapacak kadar hareket icermekteydi. Bunlar biytkbaba-
min hayati boyunca verdigi tavsiyelerin cisimlesmesiydi. Sonraki
sezon o resimleri benim uzun zamandir arkadasim olan Louis K.
Meisel, yiiklii bir harcama yaparak SoHo galeride sergiledi. [ Cer-
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revolutionary. And, though it is just now beginning to be properly
historicalized some 36 years, after the fact, we here in the USA
still have some university art departments churning out students
steeped in Greenbergian faux, avant-garde orthodoxy. It's of great
fascination to me that considerable interest is being generated
and interjected into the New York art world by scholars from other
countries.

4-When did you get interested in art?

4-The first three years of my life were spent with my grandfa-
ther. (My father was overseas in Italy during WWII.) My grandfa-
ther, being both an amateur prize fighter and political cartoonist)
believed that all peaple, to be properly prepared for life, needed
to know how to box and how to draw. The lessons began almost
immediately.

5-Whao were the artists influenced you?

5-1 have been influenced by hundreds of artists from the ancient
waorld to

the present. Influence comes in many forms and when authen-
tic and useful, does not reflect imitation. My first influence, and
an impaortant one, was my grandfather. His constant advice from
my early years to the time of his death was always this, and | now
guote, “Buck! * Draw hig! And put some action in it!” *This was my
grandfather's nickname for me. He never ever, ever, ever called
me by my real name.

In1982, during a residency at the Cite Fleure, | made a series
of giant, charcoal drawings (6’ x 7). These drawings contained
enough action to set a large room in whirling motion. These
were the embodiment of a lifetime of my grandfather’s advice.



Pintures from the Monore- Free Flow 27, 2000,137 x 91 em., akrilik-hug agaci-ardig

ceveletme icin bilyik hir hazine lazimdi ve o tir eserlerin satisini
beklemek anlamsizdi. ] Umuldugu gibi sergi esnasinda eserlerden
hichiri satilmad. Louis sergiyi bana iyilik yapmak icin agmusti;
clinkd yaptigim ise inaniyordu. Y111983. Simdi, o cizimlerin hir-
codu mizelerin koleksiyonlarinda yer aliyar. Highir zaman sansl
oldugunuzu bilemezsiniz.

6- Bazi kaynaklar sizin Jackson Pollock gibi bir aksiyon ressami
olmadidiniz fakat resimlerinizde zaman icinde gelistirdiginiz
metodun aksiyon ressamlarinin metodunu hatirlattigini sdyluyaor.
Bu konuda ne sdyleyehilirsiniz?

6- Resimleri zaman iginde gelistirme metodum buylk élgctde bi-
ling akisiyla ilgilidir ve sezgiseldir. Bu, hata ve kazalann pozitif rol
oynadidi, yeni kesifler igin firsat olarak kullanilan sdrectir. Resim-
ler tasarlanarak gizilmis gibi gorilehilir: fakat gercekte sezgisel bir
strecin sonucudur. Planlanmis gibi gériinen sey, gelismistir. Bu,
ozellikle en son eserlerim igin gecerlidir. Altin, filigran arabeskler
dyle kusursuzlar ki planlanmis gibi gérinuyorlar: fakat dediller.
Onlan boyamak igin yeterli zamanim olmasina ragmen- hilyiik
hir resim igin bir ila iki ay gereklidir- bu altin arabeskler tamamiyla
sezgiseldirler ve her baliim aksiyon resmi kadar dogaclamadir,
sadece hiraz daha yavas.

7- Dr. Leda Cempellin sizin calismalarninizdaki degisim icin
“George D. Green bu degisiklikleri tutarllik ggsteren “dedisim ve
hatanin pozitif kabuli” yaklasimiyla dogruluyor, baylece aktif bir

“Altin, piligran arabeskler ¢yle
kusursuzlar ki planlanmu gibi
goriniiyorlar: jakat degiller.”

“The gold, piligreed arabesques
are 80 precise that they seem to be
carepully planned out. They are
not.”

The next season, my longtime friend and dealer, Louis K. Meisel
exhibited them at his Soho gallery (at great expense—they were

a king's ransom to frame and the prospect for sales of such waork
was dim). And true to expectation, none of the work sold during
the show. Louis had presented the show as a favor to me and be-
cause he believed in the work. That was back in 1983. Now, most
of these drawings are in museum collections (you never know
when you are having good luck.

6- Some sources is say that “George Green is not an Action
Painter in the way that Jackson Pollock was, but his method of
evolving his paintings over time resembles the methods of the
Action Painters.” What can you say about this?

6-My method for evolving paintings over time is largely stream
of consciousness and intuitive. This is a process in which mis-
takes and accidents play a positive role in that they are used as
oppartunities for eccentric invention. The paintings may appear
to be thought up, but they are in reality, the result of an intuitive
process. What appears to be planned has instead, evolved. This
is particularly true of my most recent paintings (2010). The gold,
filigreed arabesques are so precise that they seem to be carefully
planned out. They are not. Despite the considerable time neces-
sary to paint them ( one to two manths for a large picture), these
gold arabesgues are entirely intuitive and every bit as improvisa-
tional as any action painting, just way slower.

7- Or. Leda Cempellin says about the changes in your work that
“George D. Green has justified these changes by his consistent
attitude of “positive acceptance of chance and error”, so that
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Gateway Star, 1991,169 x 123 em., tuval tizerine akrilik

sekilde bir degisime sebep olmuyor bunun yerine degisimin eser-
lerinde ortaya gikmasina izin veriyor. Sanatgi eserlerinin gelisimini
anlatmak icin en etkili benzetme olan, Niles Eldregre ve Stephen
Jay Gould isimli bilim adamlannin 1970'lerde gelistirdikleri evrim-
sel Kesintili Denge teorisini kullanmustir.”diyor. Bu konuda neler
sdyleyeceksiniz?

7. Benim eserlerim fikir Greterek dedil evrimsel bir stire¢ sonu-
cunda gelisiyor, degisiyar. Evrim teorisinin nemli pargalarindan
biri olan “Kesintili denge” kuramu, biytik, apacik dedisiklikler tara-
findan zaman zaman birgok kesintinin olabilecegini ortaya koyar;
kiigiik mutasyonlar genelde “dikkat esiginin” altindadir.

8 - Resimlerinizi inceledigimizde High Country ve Church Light/
Summer Skies gibi 70’lerin sonlarinda yaptiginiz resimlerde renk-
lerden ¢ok sekillerin hakim oldugunu gériyoruz. Bu resimlerde
oldukea keskin cizgiler goze ¢arpiyor. Pulse of a Galloping Sun ve
Gateway Star, Moment to Moment gibi 30’ yillardan 2000’lere
kadar yaptiginiz resimlerde ise sekillerdeki keskin hatlarin yerini
canli renklere hiraktigini gériyoruz. 2000'lerden itibaren keskin
sekiller ve canli renklerin yerini doga manzaralari ve ahsap aliyor.
Tum bunlardan yola gikarsak sanatinizin genel bir cergeveyle g
donemde incelenehilecedini soyleyehilir miyiz?

l‘h+artmagazine

“Benim eserlerim pikir iireterek degil
evrimsel bir siire¢ sonucunda gelisiyor,
degigiyor”

he does not actively try to cause a changeg; rather he allows the
change to ocur in his work. The artist has used the evolutionary
theory of the Punctuated Equilibria, developed by the scientists
Niles Eldredge and Stephen Jay Gould in the 1970s, as the most
efficient metaphor to explain the developments of his work.”
What can you say about this?

7- What | mean by this is that my work grows/changes by an
evolutionary process rather than by thinking up ideas. The par-
ticular model of evolutionary theory termed “punctuated equilib-
ria” states that there may be many, tiny mutations often below
“the threshold of notice,” punctuated from time to time by large,
conspicuous changes.

8- When we examine your paintings you did at the end of 70s
like High Country and Church Light/Summer Skies we saw that
shapes are more dominant than colors. Considerably sharp lines
draw the attention in those paintings. However sharp lines give
way to vivid colors in your paintings you did between 30s and
2000 like Pulse of a Galloping Sun, Gateway Star and Moment to
Moment. As from 2000s, sharps lines and vivid colors give way to
landscape and wooden. Considering all of them can we say that
your art could be examined in three periods?



“What I mean by this is that my work
grows/changes by an evolutionary
process rather than by thinking up

ideas”

8- Cok genel bir anlamda evet. Belirgin sekli ve gelisen parlak
renk hakimiyetini fark ettiginiz icin sizi tebrik ediyorum. Bu benim
daha 6nce fark edemedigim ¢ok belirgin bir 6zellik.

9- Louis K. Meisel, neredeyse tiim resimlerinizde hizi glini-
muz eserlerine yonelten acik bir gelismenin oldugunu belirtiyor.
1975'ten 2010'a ardisik iki ya da Ug eserinizi birlikte inceledigimiz-
de incelikli fakat belirgin hir degisiklik ve ilerleme gézlendigini
ifade ediyor. Fakat bes yil aralikli iki resminizi goren izleyicinin ilk
bakista iki resim arasinda bir baglanti kuramayabilecegini hatta
bunlann Gsttnkérd birincelemede iki farkl ressamin eseri gibi
gorinebilecegdini sdyliyor. Ancak ayrintili bir inceleme netice-
sinde iki resmin ayni sanatciya ait oldugunun ve bununla birlikte
hem felsefi agidan hem de stil agisindan iliskili olduklannin ortaya
cikacagini vurguluyar. Bu fikre katiliyor musunuz?

9- Evet, kesinlikle dyle. Meisel 35 yili askin bir stiredir hem
arkadasim hem de galericimdir. Tim eserlerimi neredeyse ortaya
cikar gikmaz gérmustir.

10- Resimlerinizde dikkatimi gceken hir 6zellik de zithklarnn ¢cok
keskin hir sekilde kullaniimasi oldu. Yani keskin hatlarla gizilmis
resimlerde renkler soluk, renklerin gok canli oldugu resimlerde
hatlar daha yumusak. En son resimlerdeyse sonsuzlugu sim-
geleyen deniz manzarasi, sinirliligi ifade eden genis cergeveler
icerisine hapsedilmis. Her bir ddnem gdorsel agidan farkli olsa da
sanki felsefi bir temelde birlesiyor gibi...

10- Yine cok dikkatlisiniz. Genel, oldukga genis bir felsefi agik-
lama soyle olurdu: Bence, sanat resimdir, resim tasvir etmekle
ilgilidir, diger birgok seyle hirleserek, tasvir etmek de gz yanilsa-
masi ile ilgilidir. Akademik ¢evrenin koruyucu balonundan gikan

Music II- Cascade Head, 2008, 45 x 50 em., akrilik-hug agact

8-Yes, in a very general sense. And, congratulations to you for

noticing the prominent shape, bright colar evolving dominance.
This is a clear difference | had not noticed before.

9- Louis K. Meisel says: "It is interesting to note that almost
with each painting- from the very beginning to the very present-
there has been a clear progression leading him to his present
works. Viewing two or three successive works together from 1976
to 2010, changes and developments are subtle yet apparent. In
seeing two paintings from five years apart, however, one would
not perceive at once their relationship- they could, at a superficial
viewing, almost appear to be the waork of two different artists. A
more contemplative viewing though would reveal the works to be
by the same artist, and moreover, to relate to one another on lev-
els both stylistic and philosophical.” Do you agree with his ideas
about your paintings? What is your opinion?

9-Yes—very much so. He has bheen my dealer and friend for over
35 years. He has seen all of my work practically as soon as it oc-
curred.

10- Despite all distinctness what attracts my attention is your
using contradictions acridly. In other words the colors are pale
in pictures drawn with sharp lines however lines are softerin
pictures with vivid colars. Moreover in your last works, seascape
which symbalizes infiniteness is imprisoned with the large frames
which symbalize finiteness. When we consider your works as a
whole each term is different in visual aspects but | suppose they
combine within a philosophic base. If it is so, what is the philo-
sophical base of your works?

10- You are again, very ohservant. A general, extremely large
overview philosophical statement would be: For me, art is painting
and painting is about picture making and picture making, in con-
sort with many other things, is about illusion. (It's interesting to
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havadan nefesi kesilen Clement Greenberg ve digerlerinin giliing
fikirlerini ggrmek ilging.

Heykelde de illiizyon olahilir. John De Andrea, Judd Nelson...
drneginde oldugu gibi... Fakat heykel bazi degisikliklerin gergek-
lestigi “bir seylik” alaninda baslar, bir pargca ahsap, bir tabaka tas,
vh. Merakin éngdrilen ontolojik durumu yoktur. Heykel her zaman
bir sey olmustur. Buna karsilik resim “biydli higlik"ten meydana
gelir, tipki kainat gibi. Bir resim yapilmadan once highir seydir.
Resim kdltirel olarak mevcut olan mistisizmin bir ¢esididir yani
gercedin direkt tecriibesidir.

Tdm bunlar, modanin belirledigi glinimuz sanatinin karsisinda
cesurca yer alir. Ne mutlu ki, sanat diinyasi reformasyonu uzun
zamana ihtiyag duyuyor. 1972'lere kadar olan performans sanati
soruldugunda, rahmetli sanat elestirmeni ve ressam Walter
Gabreilson style cevap vermistir: “En azindan Mary Tyler Moor*
sovdan daha edlenceli olmasi gerekir.” Ginimiz eserlerinin cogu
bu standardi karsilamaktan yoksundur.

T- Size gore bir resmi George O. Green’e ait yapan sey nedir?

Sundown at Thessaloniki- An Abstract Picture, 2006, 91 x 137 em., akrilik-hug agact.

* Mary Tyler Moor Show 70'lerde televizyonda yayinlanan popiler hir komedi programi.
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see the ridiculous ideas of Clement Greenberg, et. all . . . gasping
for breath when taken out of the protective bubble of academia.)

Sculpture can also be about illusion (John DeAndrea, Judd Nel-
son .. ) but sculpture begins in the realm of “something-ness”—(a
block of wood, slab of stone, etc.), to which some alteration has
occurred. The anticipated ontological state of wonder is absent.
Sculpture has always been something, just something else. In
contrast, painting originates from a ground of “magical nothing-
ness"—pretty much like the universe. Before a painting happens,
it's nothing. Paintings are one of our culturally available forms of
mysticism—a direct experience of reality—the cherished anachro-
nism of a hand-made object.

This all stands stoutly in opposition to the current institution-
ally sheltered double helping of “fashion driven”— sociopalitical,
recycled art from the early 70's. Happily, the long needed art waorld
reformation is underway. As far back as 1972, when asked ahout
performance art, the late LA critic and painter, Walter Gabrielson,
replied, “it needs to be at least as entertaining as the Mary Tyler
Moore show.” Mast current work on offer today routinely fails to

meet this standard.




George D. Green: Resim, gorsel biiyiileyiciligin
kargt konulmaz tecriibesini sunmalt

(picture must present an overwhelming
experience o visual masgic)

Rembrandt, 2010, 122 x 203 em., akrilik-hug agact.

1- Az 6nce soylediklerime her resmin gorsel blydleyiciligin
karsi kanulmaz tecriibesini sunmasi gerektigini ekleyecedim. Ve
genel 6z itibariyle, daha 6nce gérilmis highir seye benzememesi
gerektigini.

12- Bildigim kadariyla resimlerinizi yaparken teknolojiden yarar-
lanmiyorsunuz? Tekniginizden hiraz séz eder misiniz?

12- Evet haklisiniz, resimlerimi yaparken teknolojiden yarar-
lanmiyorum. Teknigim basit bir sekilde modasi gegcmis el-goz
koordinasyonuna dayaniyor. Yani tamamiyla sahip oldugum sinirli
becerilerime dayali ok sikici bir siireg.

13- Yakin zamanda bir serginiz var mi?

13- Bu yil New York'ta iki sergi diizenleyecedim: Biri 20 Kasim'da
Louis K. Meisel Galeri'de digeri de 2 Aralik'ta Bernarducci Meisel
Galeri'de.

*Edirne ilhami Ertem Lisesi Tiirk Dili ve Edehiyati Ogretmeni
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T1- According to you what makes a work helong to George D.

Green or what is the common ground of your paintings?

T1- I will refer you back to previous answer and add that each
picture must present an overwhelming experience of visual
magic. And in collective essence, be unlike anything ever before
seen.

12- As far as | know you don't make use of technology while
painting. Could you please talk about your technigues?

12-Yes, you are correct, | use no technology when making my
pictures. My technigue is simply “old fashioned,” hand-eye co-
ordination—actually, a very boring process entirely dependent on
whatever limited skills | possess.

13-Will you have an exhibition soon?

13- will be having two exhibitions in New York City this year—one
opening on November 20 at the Louis K. Meisel Gallery and the
other, opening December 2 at the Bernarducci Meisel.Gallery.
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