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sentaks

Kemal Seyhanin son yirmi yildaki pentiirleri, dort kelimeli daracik bir
dille yazilmustir.: yatay | dikey | renk | yogunlastirma. Ustelik sanatci, bu
dar kelime hazinesinin sozciiklerini birbirine eklemlerken bir dizi kuralla
kendini kisitlar: siyahla baglamak | yatay ve dikeyi tuvale boylu boyunca
ve tek hamlede uygulamak |resim yiizeyinde buyiik - kii¢iik, kapsayan —
kapsanan, igeri — disar1 gibi basit basit topolojik iliskilerden kaginmak; bu
meydanda, | rengi tuvalde alan tamimlamak amaciyla kullanmamak, baslica
| yogunlagtirmanin emrine vermek | her tiirlii ti¢ boyut yanilsamasini im-
kansizlagtiran, mitkemmellestirilmis bir yiizey yaratmak | ytizey disinda her
seyi, tuvalin arkasini, yanini, tamamen dikkat alan1 diginda birakmak | ...

Eserler, bu vokabuler ve kurallar tuvale onlarca kere tatbik edilerek tireti-
lir. Kilolarca boya, binlerce spatula darbesi ile onlarca kat halinde kanvasa

surilur.

Sanat¢inin 2009dan baslayarak yaptigi kagit islerdeyse tuvalle birlikte
boya da bir ifade araci olarak kaybolur. Bunun vyerine, kagid1 yatay ve
dikeyde ve yer yer de bunlara acili olarak travers ederek kaplayan binlerce
grafit izi gecer. Yogun grafit tatbikinin metalik bir ylizeye doniistirdiigi
bu eserlerde Seyhan’in kelimelerin merkezi methumu olan yogunlastirma
yeni bir araca kavusur: Kagidin her iki boyutunu izleyerek ve onlii ar-
kal: tatbik edilen kirmalarin (Seyhan kagid ¢izer / boyarken bir yandan
da keskin bir kenara dayayarak kirmaktadir) yiizeye kazandirdig: rolyef.
Gergekten de bu rolyefin zengin topografisi kat kat boya tatbiki ile mii-
kemmellesmis renk yogunluklarinin pentiire kazandirdig: etkiyi kagitta
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tekrarlamaktadir. Zira bitmis eserin yari-kaotik topografisi, 1s1kla yogun
bir iletisime ge¢mekte ve ¢cevrenin renklerini yansitarak her goriis agisina

bir bagka kromatik gam sunmaktadir.

autopoiesis

Eserlerin, boyut ve belki renk segimi ile ilgili oldukga genel bir niyet di-
sinda master planlar1 yoktur. Resmi olusturan sayisiz katmanin her biri,
kendilerinden 6nce tatbik edilen katmanlarin yonlendirmesi ile, ve belki
sanat¢inin mikro-estetik denilebilecek lokal se¢imleriyle karara baglanir.
Bu kararlarda gorsel olan hemen daima bedeni ve psisik olanin gerisin-
de hatta hakimiyetindedir. Ginsberg, bir réportajda, Bob Dylanin sarki
soylerken bedeni varligini agzindan ¢ikacak hava kitlesinin dogru fiziksel
ozellikleri tagimasina teksif ettigini soyler. Seyhan da galisirken ayni seyi
yapar. Tiim dikkatini ve bedeni yetilerini, spatulanin yedi sekiz santimetre
enindeki keskin kenari, boya ve yiizey arasindaki fiziki iliskinin dogrulu-

guna teksif eder. Boylece yiizeyi sayisiz kere bastan sona boyar.

Her anin ge¢mis anlarin toplamiyla tartisilarak yaratildigi bu siiregte,
sentaksin, eserlerin ne zaman bitmis sayilacagina dair siirece dnceleyen
bir kural koyamayacagi aciktir. Ozetle, Seyhan’in eserleri, biyolojik ya da
psisik tiim organik siirecler gibi kuvvetli bir autopoietic 6zellik tagir. Ta-

mamen bittikleri hi¢bir zaman sdylenemez.

semantik

Nihayet birileri baksin, iletisim kursun diye iiretilen bir eserde sanat¢inin
kendini daracik bir kelime hazinesi, ¢ok sert s6z dizimi kurallar1 ve anin an1
tirettigi programsiz bir siirecle kisitlamast ilgingtir. Acaba, bu eserler, kendi

tiretim siireglerinden bagka hi¢bir anlamin tagiyicis: olmayabilir mi?

Evet ve Hayir.
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Evet; ¢linkii Seyhan’in eserleri gercekten de resimden bagka herhangi bir
alanin kavram ve problematigine atifta bulunmaz, giindelik ya da teorik

diinyanin sorulariyla ugrasmaz.

Hayir; giinkii bu eserler, 6nlerinde duran, durmayi tercih eden seyirciyle
oOzel bir iletisime gecer. Bu iletisim, resmin izleyicisine uyguladigi, belki
sert degil ama, kesif durdurma etkisinden ibarettir. Muhtemelen, bu dur-
durma etkisini yaratan, bizzat eserlerin katiksiz mesajsizligidir. Seyhan’in
resimleri 6niinde durmak ve onlara bakmak, uzak bir yerlerde okunan ve
sozlerini ayirt edemedigimiz bir siirin bizi durdurup kendini dinletmesi-
ne, bizim o siire kendimizi kaptirmamiza, ama hakkinda higbir sey dii-
sinmemize benzer. Onlar, ister atolyede bir kosede dursunlar, ister sergi
mekanlarinda, hep ilgimizi o mesajsiz yiizeylerine ¢ekerek kararsiz zihin-
lerimizi tanimsiz bir tefekkiir anina tagirlar. Ressamin atolyede ¢alisirken

kendi adina umdugu da bu olsa gerektir.

organik, vs.

Tabii biitiin bunlar sdylendikten sonra Seyhan’in pentiir ve ¢izimlerini,
meditasyonu kolaylastirmak i¢in dniimiize koydugumuz birer optik ge-
re¢ gibi anlayamayiz. Bunlar, her seyden 6nce, canli sanat eserleridir. Bir
kere durdurup yakaladilar mi, bakani saf bir estetik yagantiya siiriiklerler.
S6z konusu yasanti, daha ¢ok, sinir sisteminin kavramlari 6nceleyen ru-
tinlerinde cereyan eder, sanki. Bakan, bir seyi sezmenin, dahas: hatirla-
manin, ama bir tiirli teshis edememenin gerilimi altindadir. Arayacak,
ama bunun ne oldugunu bulamayacaktir. Bir haz almaktadir. Ama adi-
n1 koyamayacaktir. Eser merakini tahrik etmektedir. Ama bakan tam da
neyi merak etmektedir? Entelektiiel siireglere eslik eden hisler devrededir.

Ancak bunlar, kavramsal siireglerin derinlik ve veriminden degil, gorsel

duyumun yogunlugundan kaynaklanmaktadir. Eser, deyim yerindeyse

kendini niianslarda ve sayisiz niiansla ortaya koydugu i¢in, gerilim, haz,
merak da kendilerinin ve birbirlerinin niianslarini ¢agirarak eser boyunca
ilerler. Seyrettiginiz eser, her seyden 6nce bir dokudur, ama nedense, bir

tirlit monotonlasmaz.

Paul Valéry, bir yerde, insan iiriinii nesnelerle dogal nesneleri kiyaslarg
Bu kiyasin sonunda, insan tiriinii nesnelerde formun igerilen pargalardan
nispetsizce daha 6nemli oldugunu tespit eder. Buna belki sunu eklemek
gerekir ki, otomobilden binaya varincaya dek insan {iriinii hemen her
seyde, goze sunulan form, kendine hi¢ benzemeyen bir seyi, kapatmakta,
ortmektedir. Oysa bu, tabiatta pek nadir bir fenomendir. Dogal nesne-
lerin yiizeyleri, igerip kapattiklar1 ¢ogullugun deterministik bir devami-
ni1 olusturur - zarin hiicreyle, kabugun agagla, derinin bedenle iliskisini
diistiniin. Bu anlamda resim sanati, uzun binyillar boyunca, insan tiriinii
dedigimiz seyin paradigmatik 6rnegini olusturmus, konu ancak yirminci
yizyilda tartismaya agilmis ve hatta bu yiizyillin ¢ogu sanatgisi, kendini
tartismanin fiilen disinda tutmustur. Seyhan’in biiyiik bir 6zgiinliikle ba-
sardig1 sey, resmi insan iirtinii nesnelerle dogal nesnelerin arasinda kalan
gri bir alana siiriiklemesidir. Onun eserlerinde yiizeyin ulastig1 karmagik-
lik seviyesi ve yogunluk, izleyiciye, bu yiizeyin kapattig1 hacmin tamamen

dogal bir devami, deterministik bir son kesiti oldugunu apagik hissettirir.

Mehmet Budak, Istanbul 2012
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Syntax

Kemal Seyhan’s paintings in the last two decades are narrated with a narrow
language, comprising four words: horizontal | vertical | color | intensificati-
on. While he pieces the words of this narrow vocabulary together, the artist
restricts himself with a series of rules: starting with black | applying vertical
and horizontal on the canvas lengthways | avoiding simple topological re-
lations on the surface of the work —such as large-small, including-included,
inside-outside; in this context, |not using the color to define the space on the
canvas | putting it mainly under intensification’s order |creating an excelled
surface that disables any 3D illusion | leaving everything else (except for the
surface) the back or sides of the canvas out of attention |...

The works are implemented by applying this vocabulary and rules on canvas
deck of times.

Kilos of paint is used to color the canvas with thousands of spatula touches
to create strata.

In the paper productions, Seyhan started to work on in 2009, the canvas
(along with the paint) disappears as a means of expression. Instead we find
thousands of graphite marks covering the paper laterally, horizontally and
-at times- transversely. On these works, turned into metallic surfaces due
to intense use of graphite, intensification -the central concept of Seyhan’s
vocabulary- is given a new tool: The both-sided breaks (while drawing on
and painting it Seyhan also breaks the paper pushing it against a sharp
corner) create a sense of relief on the surface. As a matter of fact, the rich
topography of this relief imitates the effect the perfected color intensification
created by the stratified paint applications. The semi-chaotic topography of
the production builds a strong communication with light. Reflecting the co-
lors of its environment, it presents a different chromatic scale depending on

the viewpoint.

Autopoiesis

Except for a general intention regarding their dimension and perhaps the
color selection, the works do not have a master plan. Countless layers gene-
rating the painting is resolved with the guidance of the preceding strata and
maybe the micro-aesthetical, local preferences of the painter. In these resolu-
tions, what is visual is always behind (even under the domination) of what
is physical and psychical. In one of his interviews Ginsberg says that while
singing his physical presence leads Bob Dylan to utter the air mass with the
correct physical features. This counts for Seyhan too. He concentrates all his
attention and bodily skills on the 7-8 cm-long sharp edge of the spatula and
on the pertinence of the physical relation between the paint and the surface.

He then paints the surface numerous times from one end to the other.

In this process, through which each moment is created after discussing with
the aggregate of the past moments, it is evident that the syntax cannot set a
rule to prioritize the course regarding the completion of the works. In short,
like all organic processes (psychical or biological), Seyhan’s works have a
strong autopoietic nature. It is impossible to tell when they are fully comp-
leted.

Semantics

At the end of the day, it is interesting to see an artist limit her/himself with
a narrow vocabulary, a very rigid syntax structure and an unprogrammed
process where instants produce the following moments for a work which is
produced for communication with unknown viewers. Could these works be

the conveyer of any meaning other than their production processes?
Yes and no.

Yes, because Seyhan’s works in fact do not make reference to other concepts
and problematic of any area other than painting. They do not deal with the
questions of the daily or theoretical world.

No, because these works build a special communication with the viewers
standing (preferring to stand) in front of them. This communication is not-
hing more than the intense (yet not harsh) effect of stopping imposed on the

audience.
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Most probably, what creates this stoppage is the pure ‘messagelessness’ of the
works. Pausing in front of Seyhan’s works and taking a look at them is so-
mething like when you stop to listen to a poem being read at a distance. Even
though you cannot understand the words of the poem, you keep listening

and get carried away. But later, you do not think anything about it anymore.

Regardless of their place (may they at a corner of the studio or displayed at
an exhibition) these works keep drawing our attention to their message-free
faces and carry our minds to a state of undefined contemplation. Probably,
this is what the painter hopes for while working at his studio.

Organic etc.

Certainly, after all said, we cannot understand Seyhan’s paintings and illus-
trations as some optical instruments we place before our eyes to facilitate
meditation. First of all, these are vivid artworks. Once they catch the eye,
they drag the viewer to a purely aesthetical life. This life seems to be rather
led in the nervous system routines prioritizing the concepts. The viewer gets
distressed since he/she intuits, vaguely remembers something but fails to put
his/her finger on it. He/she will look for but will not be able to find it. He/

she senses the pleasure but cannot name it. The work wets his/her curiosity.
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What mabkes the viewer so curious? Now, he/she is trapped in undefinable
senses that accompany intellectual processes. However, these senses are not
generated by the depth or efficacy of the conceptual processes but by the
intensity of the visual perception. As the work stands out within -so to spe-
ak- nuances and with countless nuances, the tension, pleasure, and curiosity
grow association their own and each other’s nuances. The artwork you are
viewing is above all a texture but for some reason it never gets monotonous.

In one of his works, Paul Valéry compares manmade objects with natural
ones. At the end of his comparison he notes that the form is disproportiona-
tely more important than the pieces included by manmade objects. We may
take this statement one step further and say that in all manmade objects
(varying from automobiles to buildings) the presented form actually con-
ceals and covers something else which is very dissimilar to it. However, this
phenomenon is very rarely observed in the nature. The surfaces of natural
objects make up the essential component, or a deterministic continuation of
the multiplicity they are including and covering. Think about the relation
between the membrane and the cell, the bark and the tree, the skin and the
body... In this context, the art of painting has been a paradigmatic example

of what we call manmade for millennia. However, this fact was not dis-
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cussed until the 20th century. Moreover, many artists of this century kept
themselves outside these discussions. What Seyhan achieves with a strong
uniqueness is to draw his works to a gray area between manmade and natu-
ral. Studying his works, the complexity level and intensification the surface
reaches, the viewer clearly feels that this surface is a natural permanency

and a deterministic final section of the volume it covers.

Mehmet Budak, Istanbul 2012
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