ART_REVIEWS_STORIES_POETRY_EVENTS_KP!TIKH_IZTOP!EZ_F]OIHZH_EKAHAQEEII_SERGiLER_KISA OYKULER_SIIR_ETKINLIKLER



| come into the shell-like house on the
hill over Los Angeles, sit behind the
window on an old Panton, and look to
the horizon at the mountains covered in
latex, while cold gravitational draughts
draw unexpected shining phenomena
before my eyes. Suddenly, the floor starts
to vibrate. My memory goes back to
2012. Nothing to worry about though,
it's the usual earthquake. It's almost forty
years that California has drifted west on
the Pacific Ocean, but geologists keep
saying nothing bad could happen
before we reach Asiatic coasts.

To write about the work of Alessandro
Roma would demand several digressions
to the past and a history of painting but
nothing would be more significant than
trying to talk about the future and how
the world could be in the year 2050.

A certain foreboding flutters around his
paintings and collages, a premonition
almost. Alessandro’s research began with
the rediscovery of space age imaginary
using plastics, glitters, spiral stair-

cases and leather armchairs but only to
overturn the utopian image of the quiet
domestic life depicted in 60's literature,
cinema and design.

We experience a dystopian image of the
world: cocktails in Technicolor turn into
lethal hallucinogenic mixtures, while
background lounge music gets louder
and noisier finally turning into an
annoying wail. Geographic barriers crash
down, the interior opens up to exterior,
home opens up to landscape, the space
assumes new coordinates that we are
not yet able to measure. The world, as
we know it, begins to look different.

The space Alessandro depicts is an
“other” space, it is the space of Deleuze’s
“fold", that invisible space hidden behind
things or in their midst. Telluric shakes
and electric discharges take form on the
canvas. Flashes, shaded zones, rolling
cones, stroboscopic lights and smoke
create something confused, blurred and
infinite. The canvas becomes a place to
visualize the electromagnetic field where
thousands of data move at the speed of
light. The canvas works as detector of
heat and energy.

At the beginning it's just a matter of
images, not the world as we know it

but representations borrowed from
magazines and postcards. And this also
demonstrates Alessandro’s interest in the
use of collage, on canvas as well as on
paper, as evident in the pieces exhibited
in 2007 at Alexandra Saheb Gallery,
Berlin. Frequently his relationship with
what he represents is indirect. When a
space materialises on the canvas, this
doesn’'t mean that the artist has been

Mnaive oto, oav kafouxki, orin oo
Adpo nave and to Aog Aviledeg Kal
kaBopat niowm anod 1o napabupo nave
oe pa niaha MNaviov, koralw npog tov
opidovra ta Pouva kaluppéva pe Aate,
evo Kpueg £AEe1s tpaPolv avanaviexa
Aaunepa gawvopeva pripoota ota
pana pou. Eagvika, 1o narwpa
apxilel va Soveitar. H pvrjpn pou

naet oto 2012, Tirmota avnouxnuko
opeg, eival o ouvnOng oelopog. Eivat
oxebov gapavia Xpovia ano Tto1E 1ou 1
KaMgopvia petatoniotnke Sunka otov
Eipnviko wkeavo, adla o1 yewAoyor
e§axodouBouv va pag Aéve o tinota to
xkako Gev Ba oupPei npotol pracoupe
ota Acwatika napalia.

To va ypayeig yra tn Goudeida tou Ales-
sandro Roma Oa anattovoe moA\ég
napekPBaoceig oro mapeABov kar pia
1otopia g {wypagikng, adla rinota
Hev Ba frav mo onpavuko ano o va
npoonabeic va piAnoeig yia to péddov
Kai 1o nwg Ba eival 0 koopog to 2050.
‘Eva avapgifodo bucoinvo
npoaiocBnpa @repouyilel yupw ano
TOUg THVaKeg Kai ta KoAag tou. H
£peuva tou Alessandro §ekivnoe pe
v (Enmav)avakaluyn g paviaoukng
£roxrjg Tou Hraotparog, EUaypevng
anod n\aoukad, ykAitep, orpupieg
okaleg kar Seppanveg noAubpoveg
avarpenoviag iy OUTOoIKL £1Kova

G NOUXING OIKOYEVEIAKI|S {WIg ONnwg
autn aneikovi{otav ota yparnta, otov
Kivnjpatoypago kat gra oxéda mg
Hexaetiag tou '60.

Biovoupe pia fuotomkr) elkova

10U KOopou: Koktéd o Techni-

color petatpénovial O POVIKA
napaiofnoloyova piypara, eve n
lounge pouvotkn] anod to unopabpo
yiverar oAo kai neprogotepo Huvarr) Kat
Bopupmbng pExpl MoU pETATPENETAL
o éva evoxAnuko ouphaxto. Ta
yEwypapika odvopa Sadvovial, o
£0WTEPIKO Gravoiyetal oto e§OTEPIKO,
10 oniu Siavoiyetal oto Torio, 0 XOPog
npooAapfavel VEEG OUVIETAYHEVES

11§ ornoieg Hev HMopoUpE AKOpa va
HETPIIOOUVHE.

O koopog, 6nag tov §Epoupie, apxifen
va Seixvel Srapopenikog.

O x@pog Mov aneikovilel o

Alessandro eivai évag ‘dAdog’ xopog,
gival o xopog tou “Fold” tou Deleuze,
£KEIVOG 0 a0PATOg XMOPOG KPUPHEVOS
oo ano rnpaypata 1 Karapeorg 1ous.
TeAdoupika Tivaypata Kai NAEKIPIKEG
EKKEVIOOEIG MAIPVOUV HOPE@I] TIAVE OTOV
kapfa. Exdapyeig, oxiaopéves {OVes,
TUAYHEVOL KOVOL, OTPoPOOKOTIKA
poIa Kai Kanvog dnpioupyouv Kar
pnepbepévo, Bodo Kar aneploproto.

O kappag yivetat 1o pEPog yia va
oxnpanotel 1o nAeKIpopayvnuko nedio
péoa oto onoio x1A1adeg Hedopévov
KivoUviatl pe v taxuinia 10U gorog.
O kappag epyaleral wg avixveutrg
Beppoinrag Kal evépyelag.

Znv apxn eival andda BEpa e1kovav,
0X1 10U KOOUOU OMNwg 1ov §EPOUPE
aAla avanapaotaoceig Savelopéveg anod
neplobika kar kapt-nootad. Kar auto
efnyei 1o evbapepov tou Alessandro

Los Angeles'in tepeleri
tizerindeki kabuga benzeyen
eve geldim, eski bir Panton’un
yanina oturdum, ve gozimiun
oniinde beklenmedik simsekler
cakarken daglarin Gzerindeki
kaucukla kaph ufka bakiyordum.
Birdenbire yer titremeye basladi.
Birden 2012'yi hatirladim. Yine
de korkulacak birsey yok, olagan
bir deprem. Kaliforniya'nin
Pasifik Okyanusu'nun batisina
dogru kaymaya baglamasinin
tizerinden neredeyse kirk yil
gecti, ama jeologlar Asya kiyilarina
uIaTmadlglmlz strece higcbir
tehlikenin olmadigini séyleyip
duruyorlar.

Alessandro Roma'nin eseri
hakkinda konusabilmek resmin
Eecmisi ve tarihiyle ilgili cesitli
onularda bilgi gerektirecektir
fakat hicbirsey gelecekle ve 2050
yilinda diinyanin nasil bir yer
olacagi ile ilgili konusmaktan daha
onemli olamaz.
Resimlerinin ve kolajlarinin
etrafinda kot bir onsezi dolaniyor,
adeta bir uyari. Alessandro’'nun
arastirmasi, plastiklerden,
isiltilardan, helezon
merdivenlerden ve deri
koltuklardan oluian hayali uza
aginin yeniden kesfi ile basladi,
akat bu sefer amag 60'larin
edebiyat, sinema ve tasarimlarinda
karsimiza gikan ttopik domestik
hayat imajini tersine gevirmekti.

Diinyanin anti-ttopik bir tasviriyle
karsi karsiyayiz: Technicolor'daki
kokteyller alumciil haltisinojenik
karisimlara dondsdyorlar, bu arada
arka plandaki muzik de giderek
daha da yiiksek ve giiraltild
olmaya basliyor ve sonunda
rahatsiz edici bir inlemeye
donusuyor. Cografi engeller
yikiliyor, icerisi disariya aciliyor,
ev bahgeye acilyor, alan

heniiz olcemedigimiz yeni
koordinatlar icat ediyor. Bildigimiz
ve tanidigimiz diinya, géziimiize
farkli gériinmeye basliyor.
Alessandro’nun resmettigi alan
‘bagka’ bir alan, Deleuze'iin
“kivrim"indaki alan, herseyin
arkasinda saklanan veya arasinda
dolanan o gériinmez alan.
Topraktaki dalgalanmalar ve
elektrik akimlar tuval iizerinde
sekil aliyor. Yanip sénen isiklar,
golgeli alanlar, donen kiilahlar,
stroboskopik isiklar ve duman;
karmasik, bulanik ve bitmek
bilmeyen birsey yaratiyor.

Tuval elektromagnetik alan
gi‘)rsellestiren bir yere doniisiyor,
inlerce veri 151k hiziyla hareket

ediyor. Tuval, bir sicaklik ve

enerji dedektodru gorevini goruyor.

Basta olay yalnizca imgelerden

ibaret, bildigimiz dinya

Kerine der?i erden ve
artpostallardan alinmis imgeler.

Bu ayrica Alessandro'nun kolaj
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there and experienced that actual space.
A domestic interior, seen in a magazine
and transported onto the canvas, is
reshaped by the artist, re-imagined, it is
a space that exists neither in reality nor
in front of our eyes.

Roma indeed appropriates images from
old architecture and design magazines
usually containing images of tempo-
rary interiors, designed to orchestrate
furnishings for publicity. Spaces that are
born to be destroyed after a while, just
a faded photograph from a magazine,
kept in some amateur’s cellar, is all that
remains. Interiors depicted by Roma

are not those of the great architects or
furniture designers. Considering we're
dealing with popular magazines, these
are anonymous objects destined for the
mass consumer rather than to an elite
of applied arts’ connoisseurs.

The position of the viewer is particularly
interesting. When we look we don't
simply see a subject to contemplate but
plunge into a space in order to fill it with
our own presence. Since we have no
point of reference, except the borders of
the canvas itself, we as spectator can do
nothing but find our own way into the
painting, moving gropingly among high-
beams and harsh objects, immersed into
an endlessly changing gaseous space.

In Amarcord, a famous 1973 film by
Federico Fellini, an old man leaving

his house one morning finds himself
immersed in such a thick fog that he
cannot even see the road beneath his
feet. We could say that the man exits
his house only apparently because he
perceives nothing of the outside. The
external space wrapped by the fog
would be intended as a prosecution of
the internal domestic space. Similarly,
in Alessandro Roma'’s paintings, some
elements - staircase, armchair, carpet
- work as launching pads for traveling
towards a parallel dimension which our
eyes cannot see. Itis as if, sat on a
comfortable Panton armchair, we look
out of the window and start to dream.

The psychoanalytical condition we find
ourselves in could be defined as Post-
Lacanyan. In Lacan the mirror phase is
fundamental in a child’s growth because
it is the moment when they recognise
themselves in the mirror, but it is also
the moment they recognise themself

as an “other” from themself. The power
of painting has always been that of
allowing the spectator to find and reflect
himself within the painting. Thus the
painting works as a mirror. Caravaggio’s
figures, for instance, look at the spectator
as if they're returning his glance. The
work of Roma shows that painting is

ot xprjon koddag, oo orov kapPa
0600 Kai 010 Xapti, TS @aivetal ota
Koppana nou extébnkav otn yxaepi
Alexandra Saheb oto Bepolivo 1o
2007. Zuxva n ox£omn 1oV HE QUIO Mou
napovowaler dev eivar apeorn). Otav évag
X@Pog Mmpaypatonolieital otov Kappa,
autd Gev onpaivel on 0 KAAAMEXVNG
nrav exei ka1 PiOOE TOV OUYKEKPIPEVO
xwpo. Eva eoorepikd, rov ouvavuérat
OE MEPIOBIKA KAl PETa@épeETal Nave
otov kappa, avabapopgdveral ano
tov KaAAuéxvn, avaoxnpariferai, eivai
£vag xopog mou Sev unapxel oute
oty npaypauxkoua alda oute Kat
HMPOooTa ota pauna pag.

O Roma owkeonoieital £1kOveg anod
naAid Meplob1KA apXITEKTOVIKIIG Kat
oxebiou Mou guxvda MEPIEXOUY EIKOVES
MPOOPIVAV EOKTEPIKGOV MOV OKOMevav
va @Aogeviioouv EMIMAOOEIS yia
Sagnporn - xOpoug 1ov yevvnBnkav
yla va xataorpagoUy peta and Aiyo
Kati 0,11 anopével anod autoug eivat
Hovo pa §sbopracpévn potoypagia
£VOG MEP10BIKOU KpUppEvn oTo KeAdpt
ramnowou gpacttéxvn. Ta eontepika
rnou aneikoviler o Roma dev powafouv
HE QUTA HEYAA@V APXITEKTOVGV 1)
oxebaotaov enmimov. Aappavoviag
unoyn to 0Tl EXOUHE va KAVOUNE

pe Snuogir neprobika, avta eivai
avovupa avilkeipeva mpoopiopéva
yia 1oug pafikols Karavalmiég napa
ya v gdit elénpovev epapHooHEVRV
TEXVOV.

H 6éon tou Beatn eival 16uaitepa
evBagépouoa. Otav kortaloupe

oe auta dev BAénioupe anda éva
QVIIKEIPEVO Yla OTOXaopo aldd
Poutape péoa oto XOPo yia va 1o
yepiooupe pe ) 8ixkr) pag napouoia.
Ao Bev EXOUNE KATIOW0 onpueio
avapopag, EKTOS (PUOIKA ano ta
ouvopa tou ibov tou kapPa, epeig
g Beatég Gev priopovpe va KAVoupe
tirmota ané 1o va Bpoupe 1o Hikd pag
Bpopo rpog tov nivaxa, nPoxXwpovViag
paxouAevoviag Hetagl akTvav Kat
aypiav avikelpévay, fubiopévov péoa
oe géva petafadldlopevo aepundn xopo.

Zto Amarcord(1973), jua Swaonpun
tawia tou Peddivi, vag nhikiepévog
(PEUYEL QMO TO OTITL TOU éva Mpei Kal
Bpiokel tov eautd tou Pubopévo péoa
OE {10 1000 TTUKVI] OpixAn nou Bev
pnopei va g1 ovte tov Gpopo KAt
and ta néda ou. Ba priopovoape
va noupe 6n o avépag Pyaiver

and 1o orit ou povo enebn Gev
avudappaverarl tinota anod to é§e. O
efwTEpIKOG XOpog, TUAypEvog otV
opixAn, 8a priopouoe va npoopiletat
@G KAtnyopia tou eoLIEPKOU XOPOoU.
Me tov ib1o Tpdmo, oTOUg IMIVaKeSg TOU
Alessandro Roma kanola otoixeia

- 11 okdala, n noAvBpdva, 1o xadi

- Aettoupyouv wg £§ebpeg extofeuong
ya éva ta§ibt npog pia napaiinin
Siaotaon v onoia Bev priopov

va ouv ta pana pag. Eivar oav

va kowrape £§w and 1o napabupo,
KaBiopévol 0e pla avanautikn)
noAuBpova IMavrov, kal va apxifoupe
VQ OVEIPEUOHAOTE.

kullanma\rl sevdigini gosteriyor,
hem tuval tizerinde hem de kagit
tzerinde kolaj kullanmayi sevdigini
2007 yilinda Berlin'de Alexandra
Saheb Galeri'de yer alan sergideki
parcalarda da gormistiik.
Sanatcinin betimledigi seyle olan
iliskisi cogu zaman dolayl yoldan
anlatilir. Bir mekan tuval lizerinde
hayat buldugu zaman,

bu sanatginin gercekten o yere
gittigi ve o yerin aslini gérdugu
anlamina gelmez. Bir dergide
gordiigi ve tuvale tasidig
domestik bir i¢ mekan, sanatc
tarafindan yeniden sekillendiriliyor,
yeniden hayal ediliyor. Bu, ne
gergekte ne de goziimiizin
oniinde var olan bir alan.

Roma, eski mimari ve tasarim
dergilerinden resimler aliyor;
genellikle malzemeleri siislemek
ya da reklam amaciyla kullanilmak
icin hazirlanmis gegici i('B
mekanlarin resimlerini. Burada bir
stire sonra bozulmak lizere yapilan
mekanlardan bahsediyoruz,
gerive yalnizca bir amatorin
odrumuna atilan birkag
solgun fotograf kaliyor. Roma'nin
kul?andlg";l ic mekanlar buyik
mimarlarin veya biyiik mobilya
tasarimcilarinin yarattigi
mekanlar degil.
POEUIer dergilerlerden
bahsettigimizi diisiiniirsek, bunlar
kimin yaptig: belli olmayan ve
sanattan anlayan elit bir kesim
yerine siradan tiketici tarafindan
alinacak olan nesnelerdir.

Burada izleyicinin konumu oldukca
enteresan. Baktigimiz zaman

alnizca lizerinde diisiinecegimiz

ir nesne gérmekle kalmiyoruz,
ayrica kendi varhgimizla
doldurmamiz gereken bir alana
daliyoruz. Tuvalin sinirlarindan
baska herhangi bir referans
noktamiz olmadigi igin, seyirci
olarak resmi kendimize gore
yorumlamaktan bﬁka bir
secenegimiz yok. Hicbirsey
bilmeden parlak 1siklarin ve hasin
nesnelerin arasinda, hi
bitmeksizin degisen belli belirsiz
bir alanda geziniyoruz.

1973 yapimli Gnli bir Federico

Fellini filmi olan Amarcord’da,

bir sabah evinden cikan yash bir

adam birdenbire kendisini o kadar

kalin bir sisin iginde bulur

ki ayaginin ucundaki yolu bile
oremez. Bu durumda adamin
1sariyt gormedidi igin evden

ciktigini soyleyebiliriz. Sisle kaph

dis alan, domestik ic alanin

devami niteligindedir.

Ayni sekilde, Alessandro Roma'nin

resimlerinde de bazi unsurlar

- merdiven, koltuk, hali - bizi

gl‘:’!zlerimizin goremeyecedi paralel
ir boyuta tasir. Panton koltukta

rahatca oturmus, pencereden

disari bakip hayal kuruyormusuz

hissini verir.
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Installation View at Lucie Fontaine y Lucie Fontaine

left) Untitled B
(below) Untitled 2007 mixed media on paper 180x20
Y sy Alexandra Saheb Gallery He:
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still based on such properties, allowing
the beholder to find himself within the
canvas.

We may assign new importance to the
human brain as an organ for the
exploration and knowledge of the world
and we may talk of this genre of painting
as "synthetic” where synthetic infers
something artificial - considering certain
techniques and colours that bring the
painting closer to an industrial object
than to an artifact - but with synthetic
we also mean the synthesis that our
brain composes of our five senses.

Not plainly satisfied though with the
results obtained, Roma feels the need
to reach the spectator even more
concretely. For this reason in his latest
works, as exhibited recently at Lucie_
Fontaine in Milan, he borrows strategies
and properties from sculpture and
installation but also from architecture
and theatre. His environmental
installations work as sets extended to
the whole space. We're not dealing then
with fake constructions that work as
backgrounds of a show to be set for

a public, but architectural type
constructions that aim to contain the
public itself.

In his installations Roma reaches
unforeseeable results going beyond
painting, and yet continually attempts
to solve the same pictorial problems he
has when he himself faces the canvas.
To use the medium of painting, today,
doesn't necessarily mean to deal with
images or to give a different vision of
the world but also to question spatial
and emotional nature, painting is still
a matter of exchange where one who
views a canvas stipulates a contract
whose conditions are never so clear at
the beginning and whose results could
be totally unexpected.

It turns out that painting in the year
2050 is not so dissimilar to painting

in 1650...

H wuxavalunkn kartdaotaon oy
onoia Bpiokoupe toug EaUTOUS pag

Ba propouoe va oplotel Nepinou wg
pera-Aakav. lNa tov Aaxav, n gaon
tou KaBpégin eival pla oroxewdng
@don yia v avanrmudn evog nadion
eneidn) eivat i otypr) nou 1o naibi
avayvepilel 1ov EQUTO TOU PNPoota aro
éva kaBpégtn, alda eival kar n onypn
nou avayvepilel v eautd touv ug Evav
‘addo’. H 6uvapn wng oypagikng rnrav
ndavia to 6t emrpénel orov Bearn) va
Bper kar va aviavaxkAAaoel tov eautod
tou péoa otov rivaxa. I’ autd kat

o niivakag Aettoupyei @g kabpépng.
O1 gyoupeg tou Caravaggio, yia
napabdewypa, kowdve tov Bearr) Asg
Kal emotpégouy tn pand. Ta épya

tou Roma Heixvouv on o1 riivaxeg
eival akopa Baciopévol 08 QUIES TIG
160t teg, emupénoviag oto Beatry va
Bpet tov eautd tou péoa otov KapPa.

Tote, priopoupe va avaBéooupe véa
onpaocia oto avBpmrmvo pualo g

éva opyavo yia mv e§epevvnon Kat
eKpabnon tou Koéopou. MnopoUpe

va pidape ya auto to eibog
{wypa@ikrg ©g ‘ouvOeTIKG' OToL pE TO
OUVBETIKO OKOTIEUOUHE KATL TEXVITIO

— Aappavovrag unoyr CUYKEKPIPEVES
TEXVIKEG KAl XpOHATA IMoU KAVouv TovV
rmivaxka mo mnoAu cav Blopnxaviko
QVIIKEIPEVO Mapa gav EXvnpa — alda
HE 10 ouvBetikd evvooUpe eniong tn
oUvBeon Tou KAvVel T0 puadd pag pe g
névie al00noeig pag.

'Ox1 EVIEADG 1KAVOTIOUHEVOS PE Ta
anoteAéopata, o Roma awBaverar v
avaykrn va ¢racel orov Beatr] akopa
mo ouykekpipéva. Ma autd 1o Adyo
ota teAevtaia £épya tou, ONMwg avtd
rnou extéfnkav npoéogata ot Lu-

cie Fontaine oto Midavo, Saveiletar
orpatnyikég Kat 1610tnieg ano my
YAUITTIKI) Kal TG EYKAtaotaoelg adia
KAl and v apXItEKTOVIKI] Katl 10
Béatpo. Aev avURETOIITOUNE WPEUTIKEG
KAQTAOKEUEG TIOU AEITOUPYOUV WG
unopfabpa piag napaotaocng ya o
KOO, aAAG KATAOKEUES APXITEKTOVIKOU
TUMOU MOoU OTOXEUoUV va ENMEPIEXOUV
10 1610 10 KOWO.

Zug eyKataotaoelg tou o Roma
£rmTUyxXavel anpoPAenta anotedéopata
nnyaivoviag népa ano tn {wypagikn,
ouvexilovtag tautoxpova va npoornaBei
va Avoel ta iba ewaotika npoPAnpara
ou £Xe1 01V avipetemnidel tov

kappfa. H xpnowonoinon tou péoou
g {wypagikng onpepa Gev onpaivet
anapaitta va acxoleioal He E1KOVEG 1]
va Givelg Sragopenkn Oy U KOOHOU,
alAd va KAvelg Eniong EpwINoeg
Siaotnpikng Kal ouvalobnpankng
puorng, Seixvoviag ou n {wypagikn)
eival akopa Bépa avraddayrg énou
KAMO10g MoU Koita otov Kapfa va
OUN@@VEL PE éva oupPolato tou onoiov
ot opor Bev eivar noté §exdbapor oty
apxIj Kai Tou oroiol ta anoteAéopara
propei va eival eviedog anpopAenta.

H {oypagxr) oto £rog 2050 Gev eivat
1000 Sragopeux:) ano ) {pypagikn
tou 1650...

Kendimizi icinde buldugumuz
bu psikoanalitik durum post-lacan
bir durum olarak tanimlanabilir.
Lacan'da ayna evresi bir cocugun
biiyimesinde etkili olan en temel
evredir ¢inkl kendisini aynada
tanidig andir, fakat ayni zamanda
kendini kendisinden “baska” olarak
al?lladltjl andir. Resmin gici
izleyicinin resmin iginde kendisini
bulup yansitmasina imkan veriyor.
Bu sayede resim bir ayna islevini
oriiyor. Ornegin, Caravaggio'nun
iglirleri izleyicinin bakislarina
karsilik verir gibi bakarlar.
Roma'nin eseri resmin hald bu
tir 6zelliklere sahip oldugunu,
bakanin tuvalin icinde kendisini

bulabilecegini gosteriyor.
Insan beynini ﬂnyaﬂ ve bilgiyi
kesfetmesi icin yeni bir organ

olarak kabul edebiliriz ve bu yeni
resim tdrine de “sintetik”
diyebiliriz. Sintetik demekle yapay
bir anlam katmlf oluyoruz - resmi
insan eliyle yapilmis bir sanat
eserinden ¢ok sanayi tretimi bir
nesne gibi gosteren belli teknikleri
ve renkleri diisiinecek olursak bu
Kerinde bir deyim - fakat sintetik

elimesiyle ayni zamanda
beynimizin bes duyumuzu
birlestirerek yarattig: senteze de
deginmis oluyoruz.

Elde edilen sonuclardan pek
memnun olmayan Roma,
izleyiciye daha somut bir Tolla
ulasmak istiyor. Bu nedenle son
calismalarinda, Milano’'da Lucie
Fontaine'deki sergide oldugu

ibi, heykeltraslk ve enstalasyon
yerlestirme) sanatinin yanisira
mimarhk ve tiyatronun da
ozelliklerini ve stratejilerini
uyguluyor. Cevresel enstalasyonlari
butiin alana uzanan bir set
gérevini_gdrﬂvor. Yani burada

ahsettigimiz halka agik bir sovda
arka plan olarak kullanilan sahte
yapilar degil; insanlari igine alacak
mimari 6zellikleri olan yapilardan
bahsediyoruz.

Enstalasyonlariyla Roma, resmin
otesine geierek dnceden
tahmin edilemeyecek sonuclar
elde ediyor, ama yine de kendisini
tuvalin karsisinda buldugu zaman
kar;ﬂaitlﬁl ayni resimsel sorunlari
c¢ozmek icin surekli bir gayret
sarfediyor. Resmi bir arag olarak
kullanmak, 6zellikle giinimuzde,
yalnizca imgeler kullanmak ya da
diinyay: farkh bir sekilde anlatmak
anlamina gelmiyor. Ayni zamanda
uzamsal ve duygusal dogayi
sorgulamak anlamina geliyor.
Resim, bir allsveriiolmaya devam
ediyor; kisi tuvale bakmakla bir
sdzlesmeye imza atmis oluyor.
Bu s6zlesmenin sartlar ilk basta
hi¢cbir zaman net degildir ve
sonuglari tamamen beklenmedik
olabilir. 2050 yilindaki resim 1650
Ella_r'u_tl:laki resimden cok da farkli
egil...
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