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Bu arastirma, iilkemizde pek de bilinmeyen Sean Scully’nin, geometrik soyut bi-
cimleri kullanarak ayrimtilarla yakaladig ozguinliigiinii, insani degerleri arama-
daki ¢agdas yaklasimini incelemeyi amaglamaktadir. Soyutlamanin ¢cagimiz igin
de kagimilmaz olduguna inanan sanatgi, resimlerindeki ayrintilarin yogunlugu ve
insani degerlere yaptig1 vurgu ile son yillarda sanat elestirmenlerinin dikkatini
ceker. Renk, bigim, ¢izgi gibi salt bicimsel elemanlardan ¢ok, mekaniklesen diinya-
da, insan duygusunu, insan duyarligim yansitabilmeyi gerekli goriir. Yatay-dikey
dortgen bigimlere alisilmisin disinda bir duygu yogunlugu katarak ele alist ile gii-
ntimiizde karmagsik hale gelen sanatin tinsel yoniinii resimleri ve yazilari ile one

¢tkarmasi Scully’i arastirmanin 6nemli nedenlerindendir.
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GIRIS
Gegmis ylizyillara gore biiyiik bir hizla artan doga-insan-teknoloji ¢atigmasinin sonucu ola-
rak daha da mekaniklesen yasamin, 6nceliklerinin degistigi, yeni degerler ve anlayislarin ortaya

¢iktig1 acikea gozlemlenebilen bir gercekliktir. Bu degisim yasamin her alaninda oldugu gibi

sanat diinyasinda sanata iliskin degerleri ve anlayiglar: da etkilemektedir.

Sanatin nesnesi-6znesi ve izleyicisi baglaminda yapilan sorgulamalardan sonra, sanat-
hayat arasindaki ayrimin kaldirilmasina varan degisimlerin ardindan, imgelerin igine girilebi-
len sanal ger¢eklige alinan yolda -ki sanat¢ilarin gogunlugunun buna yoneldigi goriilmektedir.
Sanatin sonu olarak degerlendirilen noktada Baudrillard’in ifadesiyle sanat artik “teknolojik bir
faaliyete benzemektedir” (Baudrillard,2010: 90). Boylesi bir noktada cogunlugun disinda kalan,
baska bir anlatimla gegerli olanin, kabul gorenin diginda, kendisiyle ve ileri teknolojinin etki-
sinde kiiresel yenidiinya diizeniyle hesaplagsmada insani degerleri arayan sanatgilar1 incelemek
anlaml bulunmaktadir. Bu sanatcilarin ge¢misin deneyim ve birikimine dayanan anlatim bi-
cimleri ile siki baglar kurarak ve degistirerek bugiine elestirel yaklagmay1 amacladiklarr goril-
mektedir. Sean Scully , mekaniklesen diinyada insani degerleri arayan ¢agdas sanatgilardan biri

olarak degerlendirilmektedir.

‘I¢sel ihtiyag’tan dogan seyin sanat olabilecegini diisiinen Kandinsky’nin soyut resimlerin-
den Kazimir Malevigh'in nesnesiz diinyasina, Piet Mondrian'n i¢-dig ile ruh-doga arasinda
bir hesaplasmaya dayanan saf geometrik renk yiizeylerinden Jackson Pollock'un eylem, Mark
Rothkonun boyasal yiizey resimlerine uzanan zengin bir soyut resim gelenegini arkasina almis-
tir Sean Scully. Sanatgi, bu soyut gelenegi farkli arayis ve diisiinceler ile zenginlestirerek kendi

dilini olusturmustur.

Bu baglamda iilkemizde pek de bilinmeyen Sean Scully’nin!, gegmisin bilinen geometrik
soyut bicimleri ele alisgindaki 6zgiin yaklasimi, soyut gelenegin Gtesine ge¢me ¢abasi ve sabri,
ozellikle de giiniimiizde g6z ard1 edildigi diisiiniilen sanatin gizemine ve tinsel boyutuna yaptig

vurgu ile kararli bir sanatgi kisiligi sergiledigi diistintilmektedir.

Resim ve fotograflarinin yani sira sanat, politika, elestiri, yaraticilik, renk, bi¢im, 6liim,
yasam gibi konulara iligkin diisiincelerini de yazmistir Scully. Cogunlukla figiiratif resimlerle
basladig sanat hayatina soyut geometrik resimlerle devam ettigi goriilen sanat¢inin, resimlerin-
deki degisim, etkilesim veya benzerlikler iizerine yaptig1 irdelemeler ile kendi doneminde ya da
onceki donemlerdeki sanatgilarla kendi anlayis1 arasindaki iliskileri incelemesi, ¢cagin mekanik-
lesen yasamina ve sanatina derinlemesine bakisini anlagilir hale getirmektedir.

Scully’nin, yasadig1 ve seyahat ettigi cografyalarin dogal yapisindan ve mimarisinden etkilendi-
¢i hem yazilarindan hem de resimlerinden anlasilmaktadir. Taslar ve duvarlar, kapilar ve pen-

cereler, kopriiler onun resimlerinin ana motifini olusturan dikey ve yatay dortgenlerin ¢ikis

I Sean Scully, 1945 de Irlandada (Dublin) dogmustur. Sanat egitimini 1960°l yillarda Ingilterede almistir. 1975de ABDe
gitmis orada hem egitimine devam etmis hem de ABD vatandag: olmus ve sonra tekrar Londra’ya donmiistiir. Resimleri
diinyanin birok bilyiik miizelerinde sergilenmis ve odiiller almistir. 1971'de John Moore Odiiliinii almis ve 1989da

Turner Odiiliine aday gosterilmistir. New York, Barselona ve Miinihte yasamina ve calismalarina devam etmektedir.



noktasi oldugu kadar fotograflarinin da konusu olmustur. Tas duvarlardaki 151k ve golge etkisi,
kapilar ve pencerelerdeki yatay ve dikey karsitliklar Scully’i etkileyen unsurlar arasindadir ve
salt bicimsel 6zellikleri ile degil, o atmosferdeki sessizlik, dinginlik, saglamlik y6niiyle de bu

konular dikkatini ¢eker.

Scully, teknolojinin mekaniklestirdigi insanin manevi degerlerinin anlatimina, insancil ay-
rintilarin 6nemine inanir. Resimlerinin olusturulma bigimiyle bu ayrintilari agiga ¢ikardig: go-
riilebilir. Hem resmin kendi sorunlari ile hem de resmin duygu tasimas: gerektigi ile ilgilenir.
Renk, bi¢im, ¢izgi gibi salt bi¢imsel elemanlardan ¢ok bu elemanlar1 insan duygusunu yansita-

bilmek i¢in nasil kullanmas: gerektigi konusuyla daha ¢ok hesaplastig1 anlagilmaktadir.

Modernizmin heniiz tamamlanmadigini diisiiniir Scully. Soyut resim gelenegi icinde ken-
di 6zgiin anlatimini olusturmada kendisinden dnceki birgok sanat¢iy: incelemistir. Velazquez,
Kandinsky ve Van Gogh’'un yani sira Henri Matisse, Piet Mondrian ve Mark Rothko etkilendigi
sanatcilarin baginda gelmektedir. Ancak gegmisten gelen bu etkilerin izleri bir tekrar ya da taklit
niteliginde degil, daha ¢ok kendine 6zgii bir degistirme olarak yansimistir resimlerine.
Her donemde yenilik arayisi, hem geleneksel ile ¢atismay:r hem de yaratici bir sekilde gelene-
gi degistirmeye yoneltmistir sanatcilari. Scully icin de soyut resim geleneginin karmasikligy,
yonelimlerinin genisliginin yani sira gelecegi canlandirmak amaciyla ge¢mise bakmak ve onu
kendince degistirmek bugiine derin bakmayi, yogunlagmay: ve sorgulamay: gerekli kilmistir.

3

Arthur Danto, eger s6z konusu olan Sean Scully ise, “...soyut resimleri, hatta ¢izgi tablolarini
bile, en derin ahlaki ve kisisel anlamlarla doldurmak miimkiin” (Danto, 2010:185) diyerek, sa-
natginin soyut resimlerinde kendinden kattig1 derin anlama ve yogunluga iliskin degerlendir-

melere dikkat cekmistir.

Scully’nin kisisel anlamlarla doldurdugu yatay-dikey dértgen bicimlerinin 1zgara diizeninde
yapilandirilmalar1 genglik yillarindan buyana yaptig1 sorgulamalara bagli olarak bir¢ok degi-
simler gecirmistir. Onceleri 1zgara diizeninde kullandig1 ince renk seritlerinin kenarlarini bant-
larla kapatip ¢ok diizgiin bir sekilde boyama egiliminde oldugu goriiliir (Resim I). Bir kafes orgii
gibi st tiste planlarla tekrar tekrar boyanan dikey-yatay veya yatay-dikey iliskilerine dayanan

serit gdriinimiinde renk yiizeylerinden olusan resimler yapar.

Her ne kadar Rosalind Krauss?, genelde birgok sanatgi tarafindan kullanildigy gériilen ‘1z-
gara , (dikey, yatay, capraz st liste bindirme bigimler) diizeninin 6zgirligi kisitladigini ve
bir noktadan sonra artik daha fazla yaratict olunamayacagini savunmus olsa da, Scully bunun
aksini gerceklegtirmigtir. Sanat¢i resmi sorgulama siirecine kosut, yaptig1 degisikliklerle bu sis-
temi 1srarl1 bir sekilde 6zgiirce kullanarak yakaladig1 6nemli ayrintilarla kendine 6zgii bir re-
sim dilini olusturabilmigtir. Geometrik soyut bi¢imleri kullanarak kendine 6zgii bu resim dilini
olusturmasinda yasadig1 kentlerin etkileri ¢oktur sanatci iizerinde. Ozellikle 1975de Londradan
2 Krauss; “...onun bir ozgiirliik simgesi olarak ¢ok etkili olmasina karsin ozgiirliigiin gercek anlamda uygulams:
baglaminda son derece kisitlayici olusudur. Hi¢ kugkusuz, bir diizlemin yiizeyine olasilikla haritalanabilecek en formiilsel
yapt olarak 1zgara, ayni zamanda esneklikten hayli yoksundur. Boylece, nasil ki bir kimse 1zgaray: kesfetmis oldugu
savinda bulunamayacag gibi, bir kez biri onu yerlestirmeyi tistlenmeye gorsiin, ondan yararlanmak son derece giiglesir.
Sonug olarak 1zgaraya pek bagl olagelen sanatgilarin mesleksel yetkinligini inceledigimizde diyebiliriz ki, bu yapiya teslim

olduklar: andan baslayarak, bunlarin yapitlarinin gelismesi neredeyse durur ve hep yinelenir olur. Buna érnek olarak
verilebilecek sanatgilar Mondrian, Albers, Reinhardt ve Agnes Martindir” (Aktaran: Yilmaz, 2009: 267-268).
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New YorKa gittiginde resimlerinde var olan diizen ve renk anlayisinin 6nemli bir degisim gegir-

digi goriiliir ki bu degisim sanatci i¢in adeta bir doniim noktas: olmustur.

Scully New Yorkda resimle ilgili sorgulama siirecinde Ad Reinhardt ve Robert Rymanl
6nemser ve onlarin etkisinde kalir. O donemde resimlerinde daha onceden var olan her seyi
geride birakarak ¢ikarip atar ve iki renk arasinda hemen hemen tamami yatay olan esit boliin-
mils ylizeylerde, kahverengi- gri-siyah veya mavi-siyah ile renk titresimi yaratan resimler yapar.
Ancak Ryman’in rengi tamamen disarida birakarak resimde sifir noktasina, resmin dliimiine
neden olan bir noktaya vardigini diisiiniir ve bunu bir felaket olarak goriir. Bunlar resim tize-
rinde yeniden diisiinmesine neden olur ve New YorKa gittiginde resminden ¢itkarmis oldugu
her seyi, bu kez farkli bir yolla resmine yeniden koymaya karar verir. Eger resimde daha ileriye
gitmek istiyorsa insan dogasinin siirsel, ruhsal, mecaz yoluyla iliskiler yaratma yetenegini yeni-
den ele almasi gerektigine karar verir (Scully, 2006: 47). Sanatginin resimlerinde yapmaya karar
verdigi bu degisimlerde New York'un hem mimarisinin, hem atmosferinin, hem yasantisinin,
hem de insanda neden oldugu psikolojik etkinin belirleyici oldugu goriiliir. Gokdelenler, yollar,
gece 1s1klari, elektrik aglari vb. gorkemli teknolojilerle donatilmis kent yasaminin insant meka-
nize hale getirdiginin ve kendi dogasindan ne kadar uzaklastirdiginin, ruhsuzlastirdiginin bir
gostergesi olarak degerlendirilebilir ki bu 6nemli nokta Scully’nin resimlerinin arkasinda yatan
temel diisiinceyi de agiklamaktadir. Bilinen geometrik soyut bigimlere insani bir duyarlik katma
ve unutulan siirselligi yakalama ¢abasi onun resimlerinde agiga ¢ikan duygu yogunlugun nede-

nini anlamaya yardimci olmaktadr.

Sanat¢1 New York deneyimi ile birlikte resimlerindeki bicimlerin kenarlarini bantla kapa-
tarak mekanik, keskin ve net sinirlarla boyamaktan ve az renk kullanmaktan vazge¢mis, elinin
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Resim1. Arka Plan, Tuval Uzerine Akrilik, 198.1x304.8 cm, 1970, Ozel Koleksiyon.



dogal hareketinin izlerini birakarak boyamaya baslamistir. Elin boyama sirasindaki duraksama-
11 hareketlerinin resimlerine daha insani 6zellik kazandirdigini farketmistir. Bu nedenle Scully
dikey ve yatay dar renk seritlerinin kenarlarini boyarken elinin hareketini dogalligina biraka-
rak fir¢a vuruslarini belirgin hale getirir. Bigimlerin kenarlarini diizgiince kapatmayarak, kesin
sinirlar olusturmadan birakmasi, onun resmine kattig1 6znel duyarliginin yansimalar: olarak
degerlendirilir. Scully i¢in, duygu yansitabilmeyi amaglayan bu siirecin, diger sanatcilari anlama

cabast ile zenginlestirilen ve yogun incelemelere dayanan uzun bir yol oldugu anlagilmaktadir.

Scully, dikey ve yatay renk yiizeylerini boyarken bu yiizeylerin kenar ve kdselerini bir seyi
betimler veya cagristirir gibi tam olarak, diizgiin boyamak istemedigini ve fir¢a vuruslarindaki
el duyarliginin yansitilmasina énem verdigini ve bunu Velazquez'in resimlerindeki fir¢a vu-
ruglarinin belirgin olarak duyumsanabildigini gormesiyle de iligskilendirir. Fir¢a vuruglarinin
-Velazquez'in ve Manet'in resimlerinde oldugu gibi- yiizeylere 6znellik ve yogunluk kattigini
ileri stirer. (Scully, 2006: 26).

Scully’nin resimlerindeki kompozisyon ve yiizeyi olusturmanin yani sira, yapitin manevi
boyutuyla da kendisinden dnceki soyut ¢aligan sanatcilarin yapitlari ile iliskilendirmeler yaptig
goriliir. Ornegin Kandinsky’nin mekansal kompozisyonlar: ile Mondrian'in yiizey resimlerin-
den, soyut resmin simdiye kadarki gelisiminden iki dinamik olasiligin sunumu olarak bahseder.
Kandinsky’nin sanatta manevi olani agi3a ¢ikarma goriisiine katildigini, Mondrian ise kendi-
ne daha yakin buldugunu ifade eder (Scully 2006: 21). Ancak onun dikey ve yatay bi¢imlerini
mitkemmellige, kendi resimlerini ise kusurlar1 ve yanlslar: iceren ‘yasama, (sokak yasamina)
yakin bulur. Onlar1 mitkemmeliyetci olmayan bir yaklagimla ele aldigini belirtir. (Scully, 2006:
24). Yani, tst iiste siiriilen fir¢a vuruglariyla 6zenle ve tam olarak kapatilmadan, yer yer alttan
goriinen 1s1k-renk etkisiyle olusturulan renkli bi¢imlerin, 6zensiz ve rastgele yapilmis gibi go-
riinmesi ile sokak yasamini iligkilendirir. Aslinda ayrint1 olarak goriilen bu 6zensiz goriiniime
bilingli bir sekilde izin vermesi de zamanla onun resimlerinin en 6nemli ayirt edici 6zelligi

haline gelir. (Resim 2)

Scully, bir sanatei kisiligi olarak ¢ok sik rastlanmayan bir durugla, gerek igerik gerek bicim
acisindan kendisinden 6nceki yapitlarla ve kendi dénemindeki yaklagimlarla resimleri arasin-
daki iligkiler tizerine ¢6ziimlemeler yaparken, bugiiniin sanatina, sanat¢isina iligkin goriislerini
de acik bir sekilde ifade etmektedir.

19507lerin Amerikan Soyut Disavurumcularinin mirasgisi olarak da degerlendirilen
Scully’nin resimleri cagdas sanat ile ilgili bircok soruyu yeniden diigiindiiriir. Bugiin sanat yapiti
ve giizel, geleneksel ve yeni gibi kavramlari irdelemek ciddi bir karmagay1 da beraberinde getir-
digi i¢in sanat yapitinin derin anlamliligini ve tinsellik boyutunu resimleri ve yazilari ile sabirla

ve kararlilikla vurgulamast ve ¢izgisindeki tutarliligi ile birgok elestirmenin de dikkatini ¢eker.

Eric Davis, Scully ile yaptig1 bir goriismede, birkag yiizyil 6nce kesfedilen ‘giizel’ s6zciigiiniin
bugiin kiigimsendigi bir ortamda ‘Giizel’ konusundaki diisiincelerini sorar. Bu konuda Scully,
herhangi bir sey ilgisini ¢ekiyor ve harekete geciriyorsa onu giizel buldugunu ve ‘Giizel’ kavra-

muni kiigiimseyici degil, olumlu bir sey olarak kabul ettigini agiklar. Giizelligin artik salt bir go-
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Resim 2. Yiikselen Kirmizi, Tuval Uzerine Yaglhboya, 259.1x355.6 cm, 1990, Ozel Koleksiyon

riiniis sorunu ve standart bir giizellik olmadigini belirtir. Oyle ya da bdyle giiniimiizde sanatta
her seyin miimkiin oldugu bir anlays gelistigini syler. Onun i¢in 6nemli olan tek sey, bir seyin
derin, harekete gegirici, gerekli, glizel - ki onun i¢in agag1 yukar: bunlarin hepsi benzer seydir -
veya ikna edici olup olmadigini fark etmektir. Ikna olma konusunda iki sanatgidan érnek verir.
Her ikisi de bir ¢esit disavurumcu figiiratif resim yapmasina ragmen bir Lucian Freud resmi ile
ikna edilebilecegini ama bir Eric Fischl resmi ile ikna edilemeyecegini ileri siirer. Birincisinin
arkasinda ahlaki bir o6fke, bir kars1 ¢ikis oldugu igin ilging buldugunu, ikincisinde ise kabullen-
me ve sug ortakligi buldugunu diisiiniir. Ikisi de benzer gériinmelerine ragmen birgok bagka

soyut resimde oldugu gibi tizerindeki etkisinin farkli oldugunu ileri siirer (Scully, 2006:133).

Scully i¢in 6nemli olan ne giiniin gegerli, popiiler anlayisina uygun resimler yapmak ne de
salt bicimsel 6zellikler ya da salt goriiniis ile ugrasmaktir. Inandiricilik ve samimiyet sanatgi
i¢in vazgegilmemesi gereken bir 6zelliktir. O daha ok sanatin tinsel yoniiyle ilgilenmektedir.
Kandinsky’nin yiizyil énce ‘Sanatta Tinsellik Uzerine’ yazdiklarindan bu yana sanatg1 ve sanat
yapit1 baglaminda tinselliin varlig1 sorgulanir hale gelmis, kii¢iilen kiiresel diinya, insan bilin-
cini degistirip, doniistiiriirken Kandinsky’nin ‘igsel ihtiya¢’ dedigi olguya bugiin ne olmaktadir?
Bu konuda Kristeva, teknolojinin insan duyarligini azalttig1 diisiincesiyle insanin i¢ diinyasinin
uzun bir karmasa déneminden sonra yok olusa dogru gittigini ileri siirer. “Kimin hala bugiin
bir ruhu var? ...Modern insan ruhunu kaybetme yolundadir. Ama bunun farkina bile vara-
mamaktadir, ¢linkil 6zne i¢in temsilleri ve anlamlandirici degerlerini kaydeden tam da psisik
aygittir. Karanlik oda bozulmustur, artik ¢calismamaktadir” (Kristeva, 2007: 16-17).

Psikanalizin bugiin ele aldig1 insanin, ruhunu kaybetmekte oldugunun bile farkina varama-



yan bir insan haline geldigini savunarak duygu boyutuna dikkat ¢eken Kristeva gibi Scully de
sanatin manevi, agkin yoniiniin tekrar 6n plana ¢ikarilmasina, hiimanist degerlere, giizele ye-
niden anlam kazandirilmasi konusuna vurgu yapar ve bunu ¢agin 6nemli bir gerekliligi olarak
goriir. Bu nedenle resimlerinde sert geometrik bigimler yerine, fir¢a vuruslarina kattig1 duygu
ile onlara diizensiz kolayca yapilmis izlenimi vermeyi tercih ederek, ¢cagin makine zevkine eles-

tirel bakisini yansitir.

Insanin duygu y6niiniin bu ¢agda ugradig: degisim iizerine bir bagka agidan yaklasan Mest-
rovic; “Duygular gercekte kaybolmamustir, 6yle ki duyguétecilikte duygusal olan hala 6nemlidir.
Ancak yeni bir entelektiiellestirilmis, mekanik, seri tiretilmis duygular melezi diinya sahnesine
cikmistir” (Mestrovic, 1999: 98) saviyla, bugiiniin mekaniklesen diinyasin1 “Duygudétesi Top-
lum” tanimu ile agiklamakta ve bir sahtecilige, en ¢ok da duygularda yaratilan sahtecilige dikkat
gekmektedir. Bu baglamda Scully’nin resimlerinde yansitmaya galist1i1 insani duyarligin izleri

daha da anlam kazanmaktadir.
‘Postsanat’la birlikte estetik karsit1 bir yaklasimla sanatin anlam ve tinsellik yoniiniin iti-

bar kaybettigini diisiinen Donald Kuspit ise, “Yeni Eski Ustalar’ tanimlamasiyla degerlendirdigi
sanat¢ilardan biri olarak kabul eder Scully’i. Bu ‘Usta’larin diinyaya elestirel olarak estetik bir
askinligin gozliigiiyle de bakabilmeyi ger¢eklestirdiklerini diistiniir. Kuspite goére; “Yeni Eski Us-
talar postsanatin yasami seylestirerek anlamsizlagtirmasina karst durup sanatin derin anlamini,
glindelik yasamin siradanhigindan otelere, yiiksege ulasan yoniinii yeniden ortaya ¢ikarmakta-
dirlar” (2006 a, 190-191).

Soyut resimde hiimanizmi tartistig1 makalesinde Scully’yi Eski Ustalarin resimlerinin ev-
rensel anlam ve manevi derinligine sahip bulan Kuspit, ilk bakista onun Clement Greenberg
anlayisinda bir bicimci gibi gériinmesine ragmen hem yogun, hem de ¢ok renk kullanmas: ile
farkli bir anlayis sergiledigini diisiiniir. Scullyde ruhsal deneyimin goriintii ve ikonografi yo-
luyla degil, niians ve yogunluk yoluyla ve biiyiik bir etkiyle resme tagindigini belirtir. Kuspite
gore geleneksel sanat, kiiltiirel semboller yoluyla manevi anlama aracilik etmesiyle yaganmig
deneyimden ¢ok, 6grenilmis bir iletisim olarak ele alinir, ancak Scullyde dogmatik karakterini
kaybeder ve dogrudan algisal bir hayat verilir ve bdylece yasanmis, deneyimlenmis bir anlam
olur (Kuspit, 2004).

Nesnelerin evrensel ritmini arayisinda ve resmini son derece kisisel bir goriiniime doniis-
tiirme yoluna olan inanci ile yiice duygusallig: yakalamada 6nemli ¢agdas ressamlardan biri
olarak ele alan Robert Enright ise Scully’i, direngen ve zor bir giizellik anlayisinda kararli olu-
sunu ‘sokak kavgacisr’ gibi bir ressam olarak tanimlar. Ve onun resimlerinin Motherwell, Barnet
Newman ve Brice Marden gibi ressamlarin yapitlarindaki gibi bir anitsalliga sahip oldugunu
diistiniir. Enright, bir ressam olarak Scully’nin biitiin yasamin1 “olabildigi kadar fir¢a vurusunu
kisisellestirmek” icin harcadigini ifade eder. Sonug olarak resimlerindeki kaba geometrik bi-
¢imlerde onun kisisel anlatiminin izlerine iliskin ¢ok belirgin ipuglar1 olduguna dikkat ceker.
Gergekte onun resimlerinde “Higbir sey soyut degildir: o kendi kendisinin portresidir, kisinin

kosullarmin portresidir”. O resimlerini “bir ¢esit i¢ten ice kaynama” olarak kabul eder ki orada
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“duygu ve yapi, glizellik ve zorluk, 151k ve karanlik, ytikselis ve diisiis her nasilsa bir ¢6ziim, ka-
rarlilik noktasinda birakilmigtir (Enright, 2007).

John Haber, Sean Scullye “Resmi bir nesne olarak mi veya tamamen bir gorsel sanat ola-
rak m1 gérmek gerekir?” sorusunu yoneltir. Sanatin anlaminin bilinmezligi tizerine Formaliz-
min sanatgilar i¢in bir direktif halini aldigini ileri siirer ve iki boyutlu yanilsamaci gortiniimiin
mitkemmelliginde ilk Minimalist ve Postmodern kirilmalardan beri bu direktifin eskimis gibi
goriindigiini ve soyutlamanin o6ldiigiinden s6z edildigini yazar. Ancak soyutlamanin bu ‘ki-
rilmalarr’ konusu olarak ele aldigini ve bu yolla ayakta kaldigini belirtir. Brice Marden ve Sean
Scully’nin eserlerinde farkli bicimlerde bunlar1 gérmenin miimkiin oldugunu ve tarih gibi sa-
natin da asla kendi kendisini tekrar etmedigini ifade eder (Haber, 2007). Ornegin, Scully salt
bigimsel yaklagimlardan farkli olarak “Wall of Light” (Istk Duvari) adli resim serisinde
(Resim 3) bir duvar fikrinden yola ¢ikar ve tiim deneyimlerini adeta bir duvar icerisine sizdirir.
Duvar onun yasanmisligini, ruhunu emer ve izleyene bu ruhu aktarir. Hayatinin icerisinden
¢ikarir konularini. Onun igin her fir¢a vurusunda, elinin her hareketinde bu yasanmishigin iz-
lerini gérmek olasidir. Ayni zamanda resimlerinde boyut olarak da duvar etkisini yakaladig1

goriiliir.

Scully, seyahat ettigi yerlerin mimarisinin yani sira gece, deniz, gokylizii veya ¢ol atmosfe-

rinden etkilenmis (Resim 4) ve bu atmosferdeki 15181n onun tizerinde biraktig1 duyguyu resim-

Resim 3. Isik Duvari, Tuval Uzerine Yaghboya, 274.3x335.3 cm, 2003, Avustralya Ulusal Galeri, Canberra



lerinde yansitmak istemistir. “Col Gecesi Isik Duvar1” veya “Isik Duvarr” adli resim serilerinin

bu seyahatlerin sonucunda yapilmis resimler oldugu anlagilir.

Scully, soyut bigimleri duyguyu yansitma araci olarak goriirken ayni zamanda bu bigimlere
firca vurusuyla kendisinden aktardig: ruh, kattig1 duygu ile izleyeni resmin yiizeyinden sanki
daha derinlere ¢ekebilmeyi amagladig sezilir. Geometrik soyut bicimlerde samimiyetle siirselli-
¢i yakalayan Scullye gore; “Bir resmin giicii disaridan degil iceriden gelmek zorundadir. Resim
sadece yiizeyde bir goriintii degildir. Resim bir biitiin kiitle- olarak resmin ruhunu igermelidir.
Nasil baglayacag: nasil bitecegini belirler. Her seyi belirleyen, insanin i¢cinden gelen amacin ve
niyetin 6nemidir” (Scully, 2006: 122). Sanat¢inin bireysel yasanmislik, alg ve sezgilerinin sanat
yapitinin olusumunda yaraticiligina bir zemin olusturdugu goérilir. Ayn1 zamanda sanatginin
kisiligi, diinya karsisindaki durusu, yapitinin ruhunu da yansitmaktadir.

Sanat¢inin diinya karsisindaki durusu konusunda Giorgio Morandinin (1890-1964) kisiligi ve
yapitlar: tizerine diisiincelerini aktardig1 yazisinda Scully, soyutlamaya yénelik genel egilimin
oldugu bir déonemde Morandinin bir figiir sanat1 yapiyor olmasini tam bir meydan okuma
olarak degerlendirir. 20. ylizyllin modernist sanat ortaminda, elestirmen ve koleksiyonerlerin
gormezden gelmelerine ragmen, Morandi'nin bu genel egilimden kagisini ve kisisel karst koyu-
sunu, direncini saygin bulur. Bu durusun onu bizim i¢in biiyiik sanat¢i yaptigini ve resimlerinin
renk ve boyutunun, konuyla felsefi olarak tam bir uzlagma i¢inde olduklarini belirtir. (Scully,

2006: 9). Bu baglamda, Scully’nin ge¢misi kendince derinlere inerek okumaya ¢aligmasinin 6r-

Resim 4. Aran Isik Duvari, Tuval Uzerine Yagliboya, 183x213cm. 2002, Reina Sophia Ulusal Sanat Miizesi, Madrid
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negi olarak, popiiler kiiltiire kars1 durusunda Morandi’ye hayranlik duydugu anlagilmaktadir.

Donald Kuspit de Scully i¢in benzer ifadeler kullanmigtir. Bir anlamda Rothkodan daha
dstiin ve dokunakli bulur sanat¢iy1. Ciinkii Rothko resimlerini resmin saygin-gecerli oldugu
bir donemde yapmustir. Scully ise resmin krizde oldugunun diisiintildigii bir dénemde resim
yapmakta ve Postsanatin etkisinden uzak ve inandig sekilde resme devam etmektedir. (Kuspit,
2006 b).

Bob Hughes'in ‘Bir resim neye benzer?’ sorusuna karsilik olarak Scully, resmi bir kitaba
benzettigini belirtir. Rafta duran bir kitab1 adinin sirt kisminda yazili oldugu bir heykel gibi
gordiglint ve acildiginda kanatlariin onu tuttugunu ve onun ancak agildigi zaman ¢6ziimle-
nebilecegini anlatir. Resimleri de kapali kitaplara benzetir ve agilip okunabileceklerini ve kendi
kendilerini agiklamadiklarini ama gosterdiklerini, ancak acik¢a her seyi gosteren grafikler ol-
madiklarini ve agmak igin insani tesvik etmeleri gerektigine inandigini ileri siirer (Scully, 2006:
41). Bu yaklagimlari ile Scully soyut resmin gizemine yeniden dikkat ¢eker. Her seyin ylizeyde
bir gériiniisten ibaret olmadigini, derin anlamlarin ve iligkilerin resmin biiytileyici 6zellikle-
rinden biri oldugunu yeniden diisiindiirmeye sevk eder. Onun resimlerindeki bi¢imin altinda
kendini kolayca ele vermeyen ayrintilar (Scully’nin ifadesiyle ‘kapali kitap’) insanda onu agip
okuma arzusu uyandirarak estetige ve derin diisiinmeye yoneltir. Ozellikle ekonomik agidan
varolma savagindan baska hig bir seye yeterli zamanin olmadig diigiincelerinin kabul gordiugi
ve her seyin agik¢a ve hipergercekgi gorsellikle ortaya kondugu bir ¢agda, sanat¢inin resimle-
rindeki bu ayrint1 bitytik 6nem tasir. Scully’nin resimlerindeki bu 6nemli ayrinti, renk bloklarini
andiran bicimlerin arasindan, arka plandan 6ne dogru firlayacakmuis gibi goriinen 15181n etkisiy-

le ayni zamanda bir gizem, bir umut duygusu da uyandirmaktadir.

Anti-estetige, kolayciliga ve siradanlagsmaya, cagin hizina, sanat diinyasinda genel egilimin
ileri teknolojinin kullanimi yoniinde olmasina ve insan giiciinii agan bunca olanaklar sunma-
sina karsin yine de Scully’ye gore; “Resim, duyguyu ve deneyimi yogunlastirmak ve zamani

durdurmak igin essiz bir potansiyele sahiptir” (Scully 2006: 148).

Cagn cok cesitliligi iceren sanat ortaminda sanat fuarlari, bienaller veya sergi diizenleyici-
leri tarafindan belirlenen, 6ngoriilen veya sinirlandirilan iceriklerden bagimsiz olarak varola-
bilmek zor bir yoldur. Bu zor yolda donemin moda sanat anlayislarinin akintisina kapilmadan,
oOzgiirce, kendi deneyimlerine dayanan samimi, insani, i¢sel yaklagimi ile geometrik soyut bi-
¢imlerde yakaladig: siirsellik, Scully’nin sanat¢ kisiliginin ve resimlerinin 6nemli 6zelligidir.
Sanat ortaminin ilgi ya da ilgisizliginden veya yargilamalarindan daha ¢ok ge¢misin bugiin i¢in
de gegerligini koruduguna inandig1 insani degerleri (siirsellik, mecaz yaratma, duygu, tinsellik)
one ¢ikarir. Biiytik sabir ve inangla, kendini —insani olani- var etme ¢abasi, Scully’nin ¢agin
popiiler kiiltiiriine elestirel baktiginin bir kanitidir. Onun unutulan ya da unutturulan insani
degerleri yeniden kesfetme yolundaki tutkusu ve kararliligi, yatay ve dikey ‘renk tuglalar1’ iz-
lenimi uyandiran motiflerindeki yogun ve ilk bakista kolayca goriilemeyen kii¢iik ayrintilarla
Ozgiinlestirdigi resimlerini, popiiler olani ve gelip gecici ya da yiizeysel olani degerli bulma yak-

lagimindan ayr1 bir yere koymak gerekir.
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ABSTRACT

This research aims to analyze the originality in which Sean Scully caught using
geometrical abstract forms with the details and his contemporary approach in see-
king for humanistic values. The artist believing that it is impossible to escape from
abstraction for our age draws attention of the art critics with the density of details
in his paintings and the emphasis upon humanistic values in recent years. He con-
siders it necessary to reflect human sensation, human sensibility in mechanizing
world more than absolute formal elements such as color, form, line. His approac-
hing to the horizontal-vertical quadrangle forms adding an extraordinary amount
of sensational density and his highlighting the spiritual side of the art which has
become complicated nowadays with the help of his paintings and writings are of

the important reasons for analyzing him.
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Having changed the priority of the life, which is going to be more and more mechanic as a
result of the conflict of nature-human-technology, which escalates more speedily than last years,
having occured the new values and understandings are the realities that can be clearly observed.
This changing affect the values that connected with art, which are in the world of art like all
tields of the life.

After interrogations are made in context of the object-subject and spectator of the art, follo-

wing the changes, which came to eliminate the difference between art-life, the way, which has
been taken towards the imaginary reality, which can be entered in the images —that it has been
seen that the most of the artists turned to this- on the point, that is evaluated as the end of the
art, with the expression of the Baudrillard the art “has resembled to the technological activity”
from now on (Baudrillard,2010: 90). On the point such as this, to examine the artists, who are
staying out of the majority, who are staying out of the being accepted, being valid with the ot-
her exposition, who are looking for the humane values on settling outstanding accounts with
himself and with the global newworld order, which is under the front technology is founded
meaningful. It has been seen that changing and connecting tightly with the expression forms,
which is based on the accumulation and experience of the past these artists have been aiming to
approach critically today. Sean Scully’ has been evaluated as one of the artists who are looking

for the humane values in the world, which is going to be mechanic.

Sean Scully has taken the tradition of rich abstract painting behind himself, which is reac-
hing from abstract paintings of Kandinsky, who thinks that all that stems from inner necessities
can be art, to Kazimir Malevich’s world without object, from Piet Mondrian’s pure geomet-
rical color surfaces, which is based on settling outstanding accounts between inside-outside
and spirit-nature to the Jackson PollocK’s action paintings and Mark Rothko’s painted surfaces
paintings. The artist, enriching this abstract tradition with different search and thougths has

contituted his language.

On this context, it is thought that Sean Scully, who is not really known in our country, ex-
hibited a determined artist personality with his original approach on his taking the geometrical
abstract forms of the past, his effort passing further on abstract tradition and his patience, espe-
cially with his stress on the mystery and the spiritual dimension of art. which is a thought that

has been undervalued, nowadays.

Scully has also written his thoughts about topics like art, politics, criticism, creativity, color,
form, death, life besides his paintings and photograps. Researchs about changes, interaction
or similarity in his paintings and examining the relations between the artists of his period and
the previous period and his understanding, that has brought the artist’s, who has been seen

continuing with the abstract geometric painting to his art life, which he started mostly with the

ISean Scully, has born in Ireland (Dublin) in 1945. He has taken his art education in England in 1960s . He has gone
to USA in 1975, he had attended his education and he had been an American citizen then he had turned to the London
again. His paintings have been exhibited in a lot of museums of the world and he hes taken awards. He has taken John
Moore’s Awards and in 1989 he has been presented candidates to the Turner Award. He has been living and working in

New York, Barcelona and Muenchen.
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figurative paintings, look deeply at the life and the art to the era, which is going to be mechanic.

It has been understood from his writings and his paintings that Scully is affected from the
natural structure and architecture of the geography, in which he lived or traveled. The stones
and walls, the doors and windows, bridges are the starting point of his vertical and horizontal
quadrangles which are the leithmotive of his paintings and the subject of his photographs. The
effect of the light and shadow on the stone walls, the horizantal and vertical contrasts on the do-
ors and windows are between the elements, which affect the Scully and not only with the formal
peculiarities these subjects attract his attention with the angles of the silence in the atmosphere,

inactivity, strongness.

Scully believes in expressing the moral values of the human who is going to be mechanic by
tecnology and in importance of the humane details. It can be seen that he brings these details
with the way of forming his paintings. He is interested in the problems of the paintings itself and
in necessity of paintings to carry emotion. It has been understood that he has settled outstan-
ding account with the subject of the necessity of how to use these elements to reflect the human
emotion more than the elements which are only formal as color, form, line.

Scully thinks that modernism has not been completed yet. He had examined a lot of previous
artists when he constituted his original expression in the tradition of abstract painting. Henri
Matisse, Piet Mondrian and Mark Rothko besides Velazquez, Kandinsky and Van Gogh are the
first artists who he has been affected from. But, the traces of these effects are not a repetition or

imitation, they have reflected as an original changing.

In all periods, the search of innovation has directed the artists to conflict with the traditional
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Painting 1. Backcloth, Acryclic on canvas, 198x304.8 cm. 1970, Private Collection



and to change the tradition in a creative manner. To look at the past because of revitalizing and
changing the future in his opinion besides the complexity of the abstract painting tradition and
wideness the directions has required to look at today deeply and to intensify and to interrogate
for Scully too. Arthur Danto, has attracted attention to the evaluations about the deep meaning
and the intensity of the artist’s abstract paintings that he has added from himself saying if Sean
Scully is underconsideration, “..it is possible to fill the abstract paintings, even graphical pain-
tings, with the most deep ethical and personal meanings” (Danto, 2010:185).

Being constructed in a grid order of the horizontal-vertical forms which Scully has filled with
the personal meanings have had a lot of changes pass which has connected to the interrogations
that he has made from his youth years to now. Previously, he is seen that he tends to paint in a
very smooth shape, closing with tapes the sides of the thin color strips which he used in a grid
order (Painting 1). He paints paintings which are composed of the color surfaces in a strip ap-
pearance which painted again and again with the one right after the other plans like a cage knit,

which are based on the vertical-horizontal or horizontal-vertical relations.

Although Rosalind Krauss has defended that the ‘grid”* order (vertical, horizontal, crosswise
added forms that one right after the other), which is seen that it used usually by a lot of artists,
restricts the freedom and after one point it can not be further creative, Scully has realised cont-
rary. The artist has been able to constitute a painting language, which is peculiar to himself,
paralel to the process of the interrogation of painting, using freely the important detailes that he
cathced by using this system with the changes that he made insistently. There are a lot of influ-
ences of the cities, in which he lived, on artist in constituting his original painting language by
using the geometric abstract forms. Especially in 1975 when he went to New York from London,
the order and color understanding that exists in his painting has been seen that they have an
important change pass, that it has been virtually a turning point for the artist.

Scully, in New York in his process of interrogate on painting, considers Ad Reinhardt and Ro-
bert Ryman important and stays under their influence. In that period he throws all things, that
existed previously in his paintings, behind him and he paints paintings that create the resonance
of color with brown-grey-black and blue-black on the surfaces which are divided equally bet-
ween two colors which are almost completely horizontal. However, he thinks that leaving the
color out of the painting Ryman has reached to the zero point that it has been a reason for the
death of the painting and he finds this as a disaster. These causes to think on painting again
and when he went to New York he decides to put again all things that he removed, this time in
a different way. If a person wants to go further in painting, he must consider again his talent of

creating relations by the poetic, spritual metaphor that belong to his nature (Scully, 2006: 47).

*Krauss; ... is being extremely restricting in content of being used of the freedom in real meaning, although it’s being
very influential as a symbol of freedom. Unsuspecting, the grid as the most formulary structure which will be able to be
mapping on a surface of a plane is innocent of flexibility at the same time. Thus, as a person can not defend that he had
explored the grid, when he wants to establish it, to benefit from it gets difficult. As a result, when we examine the professi-
onal proficiency of the artists who depend on grid, we can say that, from the moment that they submited to this structure,
their works almosts stops and becomes a repetition The artists who can be examples are Mondrian, Albers, Reinhardt and
Agnes Martin” (Transformer: Yilmaz, 2009: 267-268).

SANAT & TASARIM DERGISI

15



ANADOLU UNIVERSITESI

The changes, which the artist has decied to do on his paintings is seen New York’s architecture,
atmosphere, life and psychological effect, which created on human, are characteristic. It can be
evaluated as a sign that skyscrapers, ways, lights of the night, network of the electric etc. the life
of the urban which is equipped with magnificent technologies have brought the human to a
mechanized situation and have taken human away from his nature, have made human spiritless
that this important point explains the basic thought, which lies down behind Scully’s paintings.
The effort of adding an humane sensitiveness to the known geometric abstract forms and catc-
hing the forgotten being poetical helps to understand the reason of emotion intensity, which

come out in his paintings.

The artist has given up closing the sides of his forms, painting with mechanic, sharp and
clear borders and using a little color, he has started to leave the track of natural motion of his
hands in his paintings, together with the experience of New York. He has noticed that the he-
sitation of the hand when it is moving during painting have more humane peculiarity gained
to his paintings. For this reason Scully brings to a clear situation his brush strokes leaving his
hands motions to their nature when he paints the sides of the vertical and horizontal narrow
color strips. His leaving without closing smoothly the sides of the forms, without making sharp
borders is evaluated as a reflection of his personal sensitiveness that he added to his painting. It
is understood that for Scully, this process, which aims to reflect an emotion, is a long way that

enriched with the effort of understanding the other artists and based on intensive examinations.

Scully clarifies that when he paints the vertical and horizontal color surfaces, he doesn't
want to paint exactly smooth, the sides and corners of this surfaces like describing or bringing
something to mind and he makes contact with his seeing the brush strokes in Velazquez’s pain-
tings that can be felt clearly. He sets forth that brush strokes add subjectivity and intensity to the
surfaces -like in Velazquez’s and Manet’s paintings (Scully, 2006: 26).

Besides his composing the composition and the surfaces in Scully’s paintings, it is seen that
he makes contact with the works of previous abstract painters with the moral dimension. For
example, he mention about Kandinsky’s compositions peculiar to the place and Mondrian’s sur-
face paintings as a presentation of two dynamics probability of development of the abstract
painting up to now. He expresses that he agrees with Kandinsky’s opinion that bringing out into
the open the thing that moral in art and he finds Mondrian close to him more (Scully 2006: 21).
However, he finds Mondrian’s vertical and horizontal forms close to perfection, but he finds his
paintings close to the ‘life’ (street life) which includes the faults and mistakes. He clarify that he
examines them with an approach that has not perfection (Scully, 2006: 24). With other words,
he associates the street life with seeming to be carelessly done and randomly the colored forms,
which are composed the effect of light-color, which appear from below in patches without clo-
sing diligently and completely with the brush strokes painted superposingly. Actually, his giving
permition consciously to this careless appearance, which is seen as a detail becomes the most

distinguishing feature of his paintings in the length of time (Painting 2).

Scully express clearly his view about today’s art and artist while he analyzing from direction



Painting 2. Red Ascending, Oil on canvas, 259.1x355.6 cm. Private Collection

relations between the approachs of his period and previous period and his paintings about con-
tent and form in a manner that it is hard to encounter frequently as an artist personality

The Scully’s paintings, which evaluated as a inheritor of American Abstract Expressionists of
1950s makes us rethink a lot of questions about contemporary art. Because interrogating the
concepts like the artwork and beauty, traditional and new brings together a serious confusion
today, he also attracts the attention of a lot of art critics with his stressing on deep meanings of
art and the dimension of spirituality with his paintings and with his writings patiently and in

stability and with consistency of his posture.

Eric Davis, in a conversation with Scully, asks him his thought about ‘beauty, which has
been discovered before a few century, in an environment which the word of ‘beauty’ is minimi-
zed today. Scully reveals that if something attracts his attention and moves him, he finds it bea-
utiful and he accepts the concept of ‘beauty’ not minimizing but as a positive thing. He explains
clearly that beauty is not only a problem of an appearance and there is not a standard beauty
from now on. He says that in this way or that way, an understanding which all things is possible
in art grows up nowadays. The only important thing for him is to realize that if one thing is
deep, making someone moved, necessary, beautiful —that for him all of this almost resembling
things- or convincing or not. He gives examples from two artists in subject of being persuaded.
He puts forward that he can be convinced with a Lucian Freud painting but he can not be con-
vinced with an Eric Fischl painting although two of them make a kind of expressionist figurative

painting. He thought that he finds interesting the first because behind him there is a moral an-
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ger and an objection but on secondary there is an appropriating and being accomplice. He puts
forward that although two of them seem to be resembling their effects are different like being in
a lot of abstract paintings (Scully, 2006:133).

The important thing for Scully is neither doing paintings suitable for the valid and popular
understanding of the day nor struggling with the formal features or only appearance. Persuasi-
veness and sincerety are features that they are necessarry not to be given up for the artist. He is
more interested in the spiritual side of art. Before a century, from Kandinski’s writings ‘On Spri-
tualism On Art until now in concept of art and artist, the existing of the stpritualism has come
to a situation that being interrogated, when the minimized global world changes and makes
human concious turned, what has been going on today to the fact which Kandinski calls ‘inner
requirement’? In this subject Kristeva put forward that the humans inner world is going towards
the dissappearing after a long confusion period in thought of the technology makes humane
sensitivity decrised. “Who has had still a soul? ...The modern human is on the road to losing
his soul. But human even has not noticed this, because he is exactly a psychic tool that saves the
representations and the values of giving meaning for the subject. The darkroom is damaged, it
doesn’t run now” (Kristeva, 2007: 16-17).

Like Kristeva, who attracts attention to the dimension of the emotion, defending the human,
who the psychoanalysis has examined today, does not realised even losing his soul, Scully also
stress making the spiritual and excessive sides of art come to the fore plan again and to the
subject of giving meaning to the humanist values and beauty again and sees this as the most
important necessity of the era. For this reason instead of using the hard geometric forms in his
paintings, preferring to give an impression as if they are made unsystematic and easily with the
emotion which he added to his brush strokes he reflects his critical look to the machine pleasure

of era.

Mestrovic, who approached from another aspect to the changing of the human’s emotional
side in this era with his thesis of “Emotions have not lost in fact, so being emotional has been
still extrasensoriness. But the hybrid of serial manifactured which is mechanic and made intel-
lectualized has taken to the stage of the world.” (Mestrovic, 1999: 98) he explains with today’s
world, which becoming more mechanic, with his description of “Extrasensory Society” and he
attracts the most attention to a forgery of being created with emotions. In this context, the track

of humane sensitivity which Scully endeavors to reflect in his painting gains meaning more.

But Donald Kuspit, who thinks that meaning and spiritual sides of the art falled from este-
em with an approach that opposite of aesthetics together with ‘Postart, accepts Scully as one of
the artists that he evaluates with his description of ‘New Old Masters. He thinks these ‘master’s
realised being able to loot to the world uncritically with the eye of aesthetical transcendence.
According to Kuspit, “Standing against to the postart’s making life became meaningless and
became a thing, New Old Masters have exposed again the side of the deep meaning of the art,
the side which reaches to the further side of the ordinariness of daily life, which reachs to the
high” (2006 a, 190-191).



Kuspit, who finds Scully has the universal meaning and deepness of spiritual paintings of
Old Masters in his article, which he debates the humanism in abstract painting, thinks that he
exhibits a different conception with using the intensive and much color he appears at first glance
as if a formalist as in understanding of Clement Greenberg. He specifies that the spiritual expe-
rience has not been carried to the painting by image and iconoghraphy, but it has been carried
by nuance and intensity and with a big effect. According to Kuspit the traditional art is taken in
hand as a learned connection more than the experience which is lived with mediating to a moral
meaning via cultural symbol but it loses it’s dogmatic character and it is given a perceptual life

directly and thus it becomes a meaning which is lived and experienced (Kuspit, 2004).

Robert Enright, who is one of the important contemporary painters in looking for the uni-
versal ritm of the objects and in catching the lofty sentimentality with believe in converting his
painting to an exceeding personal outlook, describes as a painter like a ‘street fighter’ to Scully’s
being decided about tenacious and a hard beauty understanding. And he thinks that his pain-
tings have a monumental feature like Motherwell’s, Barnet Newman’s and Brice Marden’s works.
Enright expresses that Scully spends his all life to ‘make his brush stroke personalize’ insofar
as possible. As a result he attracts attention that there are very clear clues about his personal
expression in the rude geometric form which are in his paintings. Essentianlly in his paintings

“Nothing is abstract: He is his portrait, the portrait of conditions of a person”. He accepts his

Painting 3. Wall of Light, Oil on Linen, 274.3x335.3 cm. 2003, Canberra, National Gallery of Australia
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paintings as “a kind of concentric boiling” that he has been left somehow at the point of solution
and determination “emotion and structure, beauty and difficulty, light and darkness, increase
and decrease” there (Enright, 2007).

John Haber, asks the question of “Is it necessary to see the painting as an object or as a visual
art exactly?” to Sean Scully. He sets forth on the mean of art is not known, Formalizm becomed
a directive for artists and this directive seemed to be out of date for the first Minimalist and
Postmodern breaking at the two- dimensional illusionist perfection of the outlook, and he wri-
tes that being mentioned about the death of abstraction. But he specifies that the abstraction
takes in hand this “breaking” as a subject and clarifies that it stands by this way. He express that
it is possible to see these in Brice Marden and Sean Scully’s works in a different forms and the art
never repeats itself like history (Haber, 2007). For example, Scully starts from an idea of a wall
(Painting 3) on his painting series called “Wall of Light” different from absolute formal approach
and he oozes all his experiences as it were in a wall. The wall swallows his being lived, his soul
and it transfers to this soul to the tracker. He finds his matter from the inner of life. That's why it
is possible to see the traces of being lived in every motion of his hand and in every brush stroke.

At the same time it is seen his catching a wall effect as a dimension too in his paintings.

Scully affected from the architecture of places he visited besides the atmosphere of the night,
sea, sky or desert (Painting 4) and he wanted to reflect on his paintings the emotion which the
light of this atmosphere left on him. It can be understood that the paintings series called “Night
of Desert Wall of Light” or “Wall of Light” were made after this travels.

While Scully sees the abstract forms as a tool to reflect the emotion, at the same time it is
detected his aiming to be able to absorbe the spectator deeper from the surface of the painting
the soul which he transformed from himself with his brush stroke and with the emotion which
he added. According to the Scully who catched the poetry with sincerety in geometric abstract
forms; “The power of a painting has to come from inside not outside. Painting is not only an
image on the surface. Painting has to contain the spirit of the painting as a complement —mass-.
How he will start determines how he will finish. It is the importance of the aim and intent that
comes from inside the human that determines all things” (Scully, 2006: 122). It is seen that the
artist’s individual being lived, perception and intuitions contitutes a base to his creativeness on
composing the art work. At the same time the artist’s personality, his posture in front of the

world reflects also the spirit of the work.

Scully, in his writing which he transformed his thought on Giorgio Morandi’s (1890-1964)
personality and works on subject of the artist’s posture in front of the world, evaluates Morandi’s
making figurative painting as an exact challenge in a period which there is a general tentency
on abstraction. Although the art critic and art collectors ignores in 20th century’s modernist
art atmosphere, he finds respectful Morandi’s escaping from this general tendency, his personal
objection and his resistence. He specifies that this posture makes him a big artist for us and the
color and the dimension of his painting are in an exact accordance as a philosophical (Scully,

2006: 9). In this content, it has been understood that he admired Morandi’s posture opposite of



Painting 4. Wall of Light Aran, Oil on Canvas, 2002, Madrid, Nacional Centro de Arte Reina Sophia

popular culture as an example Scully’s attempting to read the past getting at the deepness.

Donald Kuspit also has used a similar expression for Scully. He finds the artist in a sense
more excellent and emotional than Rothko. Since Rothko has made his paintings in a period
which the painting was respectful-valid. Scully, on the other hand, was painting in a period
where painting was thought to be in a crisis and he kept painting, far from the effects of Postart
and in a way he believes. (Kuspit, 2006 b).

In response to the Bob Hughes’s question “What is a painting like?” Scully says he resembles
painting to a book. He explains that he sees the book as a sculpture with its name written on its
back, when open its wings holds it and it can only be analized when it is open. He resembles the
paintings to closed books, he believes they can also be opened and read, they cannot open but
they show themselves, but they are not open graphics which show everything clearly and they
need to encourage the person to open them (Scully, 2006: 41). With this approach, Scully calls
the mystery of abstract art into attention. He encourages us to think that nothing is merely an
appearance, and deep meanings and relations are one of paintings enchanting properties. The
underlying, subtle details in his paintings (‘closed book in Scully words) creates a desire to open

it up and read, encouraging the person towards aesthetics and deeper thinking. This detail in
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the artist’s paintings is very important, especially in an age where the thought that there is not
time for anything but the economical struggle for survival is widely accepted, and everything is
explicitly and hyper-realistically exposed. This crucial detail in Scully’s paintings, with the effect
of the lighting that seems to pop up from the background among shapes that resemble blocks of

color, also creates an air of mystery and hope.

In spite of Anti-aesthetics, easyness and mundaneness, the speed of the age, the general trend
in the art world towards usage of advanced technology which facilitates possibilities beyond hu-
man capacity, Scully says; "Art contains a unique potential to enhance emotion and experience,
and to stop time” (Scully 2006: 148).

It is a difficult path to try and survive in the art enviroment of this age which includes many
varieties, independent of the content determined, envisioned or limited by the organisers of art
fairs, biennials or art shows. In this difficult path, the poetry of Scully’s geometric abstract sha-
pes, that he catches without getting caught in art trends, freely, and with an intimate approach
based on his own experience is the most important aspect of his artist personality and paintings.
He underlines the human values (poetry, metaphor, emotion, spirituality) of the past which he
believes are stil valid, instead of the attention or lack of attention or opinions of the art world.
His struggle to create himself —the human- with great patience and faith is proof that Scully is
sceptical of contemporary popular culture. His passion and determinance to rediscover forgot-
ten human values and his paintings, authenticated with subtle details on patterns which create
an impression of horizontal and vertical “bricks of color”, should be put apart from the approach
to value whatever is popular or fad or superficial.

Translater/Ceviren: Serap Emmungil
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