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flhan Sayin, doganin olug haliyle insanin dogaya diizen
vermesinin, ona etki etmesinin ve hatta yer yer onu
tahakkiim altina almasinin gerilim yiiklii ¢atigmasini
estetik bicimine yansitir. Tam da bu esnada meydana
gelen olaylar sirasinda ortaya ¢ikan kalicilik, gegicilik,
yikim, yikint1 ve rastlantisallik gibi durumlar sanatsal

yaratimini sekillendirir. Insanin dogayla kurdugu

iligkinin yani sira insan tarafindan yapilmig mekanlarin
doga eliyle ¢oziilmesi sanatsal tiretiminin igerigini
belirlerken teknik, stil ve malzeme bu igerikten azade
degildir. Bir taraftan diinyanin ve nesnelerin ona
goriinmesinden imgesinde kalan tortulari ¢izgiyle
beyaz bir kagitta ifade etmenin olanaklarini gozetir.
Diger taraftan miirekkeple 6nceden kesin bir bigimde
planlamadigy, tesadiifiligin kendi dinamikleriyle
temsilden kurtulup sanatsal bir yaratima déniigme
slirecini Onemser.

Bilindigi tizere Sayin’in tiretim pratiginde ¢izgi ve desen
dikkate deger bir yerdedir. Bu tiirden pratikle beyaz bir
yuizeye yaklagma bi¢imi estetik dilini olusturmaktadir.
Desene konservatif bir anlayigla, daha sonra ortaya
koyacag eserlere bir 6n hazirlik yapma olarak
yaklagmadig1 gibi, desenin anlatim olanaklarinin biyiik
bir zenginlik oldugunu diisiinerek bu tiirden igler tiretir.
Onun ¢izgiyle kurdugu iliskiden 6nce, ¢izgilerin yagami
cogaltan yanina vurgu yaparak bir fail olan insanin bu
yone miidahalede bulunmasinin tizerinde durulmasinda

fayda var.

Yagamy, sayisiz hale gelen gizgiler yumag seklinde
degerlendirsek sanirim bu konuda itiraz edilmeyeceketir.
Buradan hareketle soyle bir yorumda bulunmak yerinde
olacakuir: Diinya siirekli bir bicimde kargilagmalar ag:
scklinde kendi olusunu siirdiiriirken bu siiregte her sey
birbirine karigir. Diinyay: insan yapip etmelerinin, verili
olanin, iktidar iligkilerinin ve hiyerarsilerin stirekliligini
vurgulayarak ele alirsak; bu gergektir. Evet, cogunlukla
boyledir. Bunlarin bedenlerde etkisi dl¢iilemeyecek
kadar derin yaralar agmistir. Ama ‘diinya oldugundan
daha fazladir’ diye bir yorum getirirsek farkliliklari ve
cesitliligi gormekle kalmayiz, biitiin bunlarin yagami
olumlayan tarafini idrak edebiliriz. Ikeidar iliskilerini
bozacak dokular1 ve kuvvetleri fark ederiz. Diinyay:
oluglar i¢in yaganacak bir yer haline getirmenin 1srarini
cogaltacak olanaklar1 kesfedebiliriz. Yatay bir sekilde
orgiitlenmenin diizen bozucu yoniinii icat edebiliriz. Iste
o zaman ¢izgilerin ger¢ekten de yagami pozitif anlamda
biiytitebildigini kavrayabiliriz.

Sayin'in gizgilerle olusturdugu desenlerde bu iki
yaklagimdan izler gormek miimkiindiir. Izleyiciyi kuvvet
sebekeleriyle sarmalanmug yerytizii kesitleriyle kargt
karsiya getirir. Bu fragmanlari kigida ugucu ve yalin
olmakla birlikte gerilim ytiklii bir tarzda yansitir. Bir
yandan bir nehrin akugy, uzaklarda agaglarin gorildagi
ve bulutlarin yiikseldigi bir manzara resminde, bir
romorkun kigidin bir kogesinde varligini belirgin

bir sekilde gostermesiyle birden dogal bir durumdan
insanin varligini hissettiren bir bagka durumla goz
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goze geliriz. Dokulari, igilular: ve kendi iginde bir

ahengi barindiran bir manzaradan, insana ait bir kiileiir
triiniiniin artik oranin bir tiyesi oldugunu hatirlatmasiyla
bas baga kaliriz. Bir bagka desende; bir incir agacinin
toprakla ve ¢evresiyle olan temasi, istahi ve arzusunun
bir bahge itiyle girdigi stmsiki baga tanik oluruz.
Birbirini sarip sarmaladigini fark ederiz. Buraya kadar
her sey olmasi gerektigi gibidir. Fakat incir agacinin
bedeninde yer alan bir aynanin aksinde goriilen bir ig
makinesinin bu birlikteligi tehdit edecek bir sekilde
durdugu goriilmektedir. Diger kimi desenlerde
tehlikenin ve siddetin boyutunun giderek arttgs izlenimi
edinilmekeedir.

Doganin igkinlik hali bagli bagina bir olaydir. Her

canli gevresiyle kurdugu etkilesimle kendi olug halini
strdiirmektedir. Sonsuzlugun i¢inde sonlu varliklar
olarak hayatta kalma miicadelesi vermektedir. Dogaya ait
bir canli olan insan da, hayatta bir diizenlilik kurma adina
onun igleyisinden 6grendiklerini ona karg1 kullanmak
zorunda kalmaktadir. Bu anlamda kiiltiirti dogadan ayr
diistinemeyiz. Sorun tiretim iligkilerine bagl politik ve
etik diigiinmeyi toplumsal olarak orgiitleyememekten
kaynaklanmaktadir. Ona miidahale etmenin derece
farkini gozetememektir. Son birkag ytizyildir ona kargt
yapilan sémiirii giderek artarken neredeyse hemen hemen
her giin onunla ¢atigmanin olast sonuglari yaganmaktadr.
Canli ve cansiz biitiin bir dong i¢in var kalma kosullar:
zorlagmakrtadir. Sayin, bu gergekligin farkindadir. Fakat
sunun daha da bir farkindadir: Onun desenlerinde doga,
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ne romantiklerin yticelttigi, kara romantiklerin ise kimi
eserlerinde arka planda kasvetli ve karanlik bir gekilde
resmettikleri haliyle yer alir, ne de giiniimiizde felaketi
betimlenecek bir doga olarak var olur. Eserlere dikkatli
bir sekilde yaklagildiginda dogayn kiiltiir kargisinda 6n
plana ¢ikarmaz. Birini ¢ok fazla 6nemseyip digerini
kotiilemez. Ancak su gercekligi ciddi bir problem olarak
ele alir: Kiltiir dedigimiz olgunun doga kargisindaki
pozisyonu tehlikeli bir hil almistir. Bu methumlara daha
gercekei bir yerden yaklagarak diigiinmeyi tetikleyecek
durumlarr olabildigince farkli bakis agilariyla anlatma
egilimdedir. Neleri tekrar gozden gegirerek dogayla
uyumlu bir yagami 6rgiitleyebilecegimizi yine dogadan
ogrenebilecegimizi icten ige fisildamaktadir.

Tam da bu noktada iddiamiz1 gii¢lendiren ve Sayin'in
sanatina bir bagka aura katan diger desenlere gegebiliriz.
Doganin kuvvetlerinin insan yapimina olan tesiri onun
ilgisini ceken bagka bir olaydir. Insanin kullanmadig:
yapilar bir siire sonra doganin isleyisiyle yikilmaya yiiz
tutmaktadir. Sayin, bu duruma kendi haline birakilmig
bir sera veya bir hamamdan yola ¢ikarak desenlerinde
yer verir. Ya da kimi yapilar1 restorasyonla aslina uygun
bir sekilde gozden gegirilmesi i¢in kurulan iskeleleri
mercegine alir. Bu eserlerde golgelerin 1s1ltisinda
dokunakli bir anin belirdigi fark edilir. Bu anin
kirintilarinda; kayip gidenin, bir daha gelmeyecek olanin
yarattg1 hafif de olsa melankolik durum kendini agiga
vurabilir. Ama burada yaratic1 bir duygulanima dontigme
imkan1 da miimkiindiir. Onu var eden kogullarin yavag
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yavas ortadan kalkmaya yiiz tuttugu bir yap1 kadar hiiziin
veren bagka bir sey olmasa da i¢ ve digin birbirine karistig
gozenekli bu yapi gibi, insanin mevcudiyeti de dagilabilir
ve hatta ¢oziilebilir. Igerisi ve disarist arasinda sinir
muglaklastik¢a kendimizden tasmamiz da bir o kadar
artabilir. Artik harabe goriiniimli bir yapiya déniisen

bir hamam, sanatginin imge diinyasinda ve gizgilerinde
kasvetli bir sekilde ele alinmanin aksine yap1. her ne
kadar kullanim degerini kaybetse de, tamamen ortadan
kalkmadig: i¢in ve hal bir toposu (yer) imledigi ve
boylece hafizaya dair bir¢ok seyi harekete gegireceginden
burada diiglere de yer olabilecegini gosterir.

Bilindigi tizere evrenin igleyisinde rastlant1 6nemli bir
yere sahiptir. Bu siirecte fiziksel diitnyadan kopan ve ona
karigan bir seyler var. Hem koptugu seyi degistiren hem
de baglandig: seyi etkileyen kuvvetler ag1 seklinde igleyen
karmagik bir stirecten bahsediyoruz. Sayin’in eserlerinin
onemli bir boliimiintin olusmasina katki saglayan bagka
bir kavram ise rastlantisalliktir. Sanatgi, rastlantinin
olasiliklarina farkli bir estetik tarz ve haz olarak yaklagir.
Malzeme olarak miirekkebi se¢mesi tesadiif degildir.
Beyaz bir kagida miirekkeple yaklagmak her zaman
sanat¢inin kontroliinde gelisen bir siire¢ degildir.

Bu anlamda Sayin, yaratim siirecinde ¢izginin diginda
miirekkebin rastlanusal bir sekilde yiizeyde dagilarak
diizensiz bir bi¢cimde olusturacagi kompozisyonu
onemser. Bazen boyle bir yontemle meydana gelen esere
kiigtik miidahalelerde bulunarak rastlantinin kendi
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diizenine etki etmeyi sorunsallagtirir. Kontrol digiligin
eserlere biiyiik bir oranda etki etmesi diigiincesinde
degildir. Bir sanatc1 olarak yaratma edimiyle beraber
belli bir plana gére isler tiretmenin yani kurgunun yani
sira deneysel olanin kendi imgelem giictiniin sinirlarini
bulaniklastirir. Imgelerle bir yap1 ve anlat: kurmann,
rastlantisal olanin temsilden kagmasinin ifade olanaginin
hazzini bir arada yasar.

Sanatginin estetik dilinin dogay1 anlama, kavrama

ve yorumlamasindan farkli olmadigini, ciddi bir fail
olarak insanin yapip etmelerinin ne tiirden sonuglar
dogurabileceginin endisesini sanatina tagidigini
belirtmistik. Biitiin bu kompozisyonlardan hareketle
su denilebilir: En ¢ok da Sayin’in desenlerinde
cozildigumiiz hissine kapiliriz. Bu, ¢izgi ve desenin
kendine ait bir hale yaratmasinin yaninda miirekkebin
dagilarak olugturdugu lekeler ve yogunluklardan
kaynaklanmaktadir. Bu islerde dikkat edildiginde i¢
ve dig gibi ikililiklerin ortadan kalkma egiliminde
oldugu goriilecektir. Digarisi tiim rastlanusalliklariyla
bizi ¢ozmeyi, tiim imkanlarini seferber etmis bir
sekilde beklemekrtedir. Artik harabe hale gelmis

bir hamamin duvarini ve tenimizin gézeneklerini
ellerimizle yokladigimizda diinyaya dogru ¢oziilen ve
karigan bir seyler oldugunu duyumsayabiliriz. Ama bir
taraftan da incir agacinin tizerinde duran bir aynada
goriilen i makinesi tehlikeli bir bigcimde aynaya dogru
yaklagmakeadir.

ISKELE / THE SCAFFOLD
Kagit iizerine miirekkep / Ink on paper
71 x 100 cm, 2022
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MADEN / THE MINING SITE

Kagit iizerine miirekkep / Ink on paper
71 x 100 cm, 2022




HAMAM / HAMMAM
Kagut vizerine miivekkep / Ink on paper
72 x 98 cm, 2022
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In his aesthetics, [lhan Sayin reflects the intense conflict

between nature’s state of existence and humanity’s organization
of, impact on, and occasional dominance over it. States such as
permanence, transience, deconstruction, ruin, and spontaneity,
that emerge precisely during this conflict shape his creative
work. While the disintegration of built environments by
nature, in addition to the relationship between humanity and
nature, determine the content of his artistic production; his
technique, style, and materials are not independent of this
content. On the one hand, he pursues, using the drawn line on
ablank sheet of paper, the possibilities of expressing residues
left behind from his image of the world and objects as they
appear to him. On the other hand, using ink in a manner

not formulated beforehand, he is concerned with escaping
representation through the unique dynamics of randomness, in

order to attain the process of artistic creation.

As it is well known, Sayin’s use of lines and drawing hold a
prominent place in his artistic practice. Such an approach
towards the blank surface is what generates his aesthetics.

He does not regard drawing in the conservative sense, as a
means to produce a draft for final works, but he creates them
as artworks in and of themselves, regarding the potentiality

of drawing as an abundant manner of expression. Before we
inquire further into his relationship with the line as a medium,
it is best to emphasize the line’s power to multiply life, and the

artist as an interfering agent in this power.

A definition of life as an entanglement of countless lines would
probably receive no objection. Hence, it may be appropriate

to theorize as such: As the world sustains its existence as a
network of encounters, everything entangles with everything
else. If we are to view the world by emphasizing the continuity

of human actions, what is given, power relations, and

hierarchies; this would be the truth. Yes, it is mostly so. The
impact of all such factors on bodies has inflicted immeasurably
deep wounds. However, if we suggest that ‘the world is more
than what it is, not only do we recognize differences and
diversity but we may also comprehend their common trait
that affirms life. We discern the textures and forces that may
disrupt power relations. We can explore the possibilities that
could multiply the persistence towards making the world a
livable place for all beings. We can invent the subversive aspect
of horizontal organization. Only then can we understand that

lines can really make life grow in a positive sense.

In Sayin’s drawings composed of lines, it is possible to see traces
of these two approaches. He confronts the viewer with sections
of the earth surrounded by networks of forces. He projects
these fragments onto paper in a style that is plain and ethereal,
but charged with tension. In a landscape painting where a

river flows, trees are seen in the distance, and clouds are rising,
which then clearly reveals the presence of a trailer in the

corner of the paper, we suddenly see eye to eye with another
situation that makes us feel the presence of humankind. From a
landscape with textures, sparkles, and internal harmony, we are
left alone with the reminder that a cultural product is now also
a member of that context. In another drawing, we witness the
contact of a fig tree with the soil and its surroundings, the tight
bond between its appetite and desire with a garden fence. We
notice that they embrace each other. And everything seems as
it should be until we see the mirror placed on the trunk of the
fig tree that reflects the threatening presence of a construction
machine. Some of the other drawings create the impression

that the degree of danger and violence is gradually increasing,.

Nature’s state of immanence is a phenomenon in itself. Each

living being sustains its existence via interaction with its




GECE2/THENIGHT 2
Kagut iizerine miivekkep / Ink on paper
70 x 50 cm, 2022
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environment. Within infinity, they strive for survival as finite
beings. Humans, as living creatures that belong to nature, are
forced to use what they have learned from nature against it,

in the name of establishing an order in life. In this respect, we
cannot think of culture as detached from nature. The problem
arises because of the failure to socially organize political and
ethical thinking concerning the relations of production;
failing to observe the degrees of intervention. Over the last
few centuries, the exploitation of the earth has increased,
while we witness almost everyday the potential consequences
of entering into conflict with it. For the whole cycle, animate
and inanimate, the conditions of existence have become more
difficult. Sayin is aware of this reality. But he is even more
aware of the following: In his drawings, nature is neither
exalted in the way it was by the Romantics, nor is it portrayed
in a gloomy and dark manner as the Dark Romantics did in
some of their works. A depictable nature that has undergone
disaster is nowhere to be found today. When the works are
studied carefully, they do not bring nature to the forefront
against culture. Sayin does not regard one highly, while
denigrating the other. However, he deals with the following
reality as a serious problem: The position of the phenomenon
we call culture against nature has become dangerous. He tends
to approach these concepts from a more realistic position

and explains situations that trigger thought from as many
perspectives as possible. He silently whispers to us that if we
are to learn how to organize a life compatible with nature, then

nature, again, is the only teacher.

25

It is precisely at this point that we can move on to other
drawings that strengthen our claim and add a further aura

to Sayin’s art. The impact of the forces of nature on human-
made structures is another phenomenon that interests him.
Structures that are no longer used by humans are prone to
crumble after a while due to the workings of nature. The artist
includes this in his drawings by departing from an abandoned
greenhouse or a public bath. Or, by focusing on scaffolding
erected for the faithful restoration of certain buildings... In
these works, a touching moment appears in the sparkle of
shades. In the crumbs of this moment, the slightly melancholic
state of what slides away and will never return may reveal
itself. However, here the potential to transform into a creative
sensation also exists. Although there is nothing more sorrowful
than a structure facing the disappearance of the conditions of
its existence, a human’s existence may as well disperse, or even
dissolve, just like that porous structure where now interior

and exterior coalesce. As boundaries between the internal and
external blur, we may overflow from ourselves even more. The
public bath that now lays in ruins is not treated gloomily in the
imagery and lines of the artist; to the contrary, the structure
suggests that there may still be room for dreams, although it
has lost its use-value: Since it has not disappeared completely
and still indicates a fopos (place), it may trigger many events in

memory.

As it is known, randomness holds great significance in the
workings of the universe. In this process, things separate from

and blend into the physical world. We are talking about a
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complex process that functions as a network of forces that
changes what it splits from and affects what it bonds with.
Thus, randomness is another concept that contributes to

the creation of a significant body of Sayin’s works. The artist
approaches possibilities within randomness with a different
aesthetic style and jouissance. It is no coincidence that he
chooses ink as medium. Taking ink to a blank sheet of paper is

not always a process that remains under the artist’s control.

In this sense, Sayin, in his creation process, in addition to the
line, cares about the composition that ink randomly forms
while it disperses irregularly across the surface. At times by
intervening with small touches to an artwork created as such,
he problematizes his interference in the very organization of
randomness. He does not think that a lack of control should
have a great impact on his work. As an artist, he blurs the
lines between the act of creation and creating according to

a plan; between design and the power of the imagery of the
experimental. He experiences the jouissance of building a
structure and narrative with imagery, as well as the capacity of

expression within randomness’ escape from representation.
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We have already mentioned that an artist’s aesthetics does
not differ from their understanding, comprehension, and
interpretation of nature; and they carry their concerns about
the possible consequences of human actions as a critical agent
regarding their artistic practice. Departing from all these
compositions, we may state that: We feel that we dissolve
most in Sayin’s drawings. This stems from the fact that line
and drawing create an atmosphere of their own, as well as the
stains and density formed as the ink spreads out. When these
works are inspected carefully, it will be seen that dualities such
as internal and external tend to disappear. The external awaits
to disperse us with its randomness with every means possible.
When we feel, with our hands, the wall of a ruined public
bath, or the pores of our skin, we can sense that something is
dissolving and flowing into the world. But on the other hand,
the construction machine seen in a mirror placed on a fig tree

is approaching that mirror dangerously.

GECE 4/ THE NIGHT 4
Kagut iizerine miirekkep / Ink on paper
70 x 50 cm, 2022
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DAG / THE MOUNTAIN
Kagut iizerine miirekkep / Ink on paper
50 x 64,5 cm, 2022
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YIKINTI/ THE RUIN

Kagit iizerine miirekkep / Ink on paper
49,9 x 68,8 cm, 2022
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SERA / THE GREEN HOUSE
Kagut iizerine miirekkep / Ink on paper
38,5x 52,7 cm, 2022
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Kagut iizerine miirekkep / Ink on paper Kagut iizerine miivekkep / Ink on paper
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ISIMSIZ / UNTITLE
Kagut iizerine miivekkep / Ink on paper
29,6 x 42 cm, 2022
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