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yor, goksel katlardan yukari tirmanmiyordu. Ha-
kikatin 6zgorisel c¢iplakligiyla 1siyan, askinliga
yukselten bir sevinin gonengli tanrigast yoktu tu-
valde. Kosnilliigiiyle miistehcen, saat bagt ticreti
o6denen, model olarak kiralanabilen, kopyalana-
bilen, cogaltilabilen geng ve albenili bir kadind:
figur, tanricalik temsilinden istifa etmisti. Tanr1-
sal hakikatin dikey sonsuzlugu yerine hicbir irti-
fanin miract olmayan, hicbir miraca ytkselme-
yen bir simdilikte diger bedenlere, diger
Vents’lere baglanmis, yatay bir agin, anlamiyla
cergevesine dar gelen bir retorigin s6zbirimi ol-
mustu. Tablonun sergilendigi salona Veniisler’in
salonu ismini takmistt Paris’liler.

Gokyuzinin ve yeryizinin bi-
cimsel gerginliginden, inisle yiikselis arast iki ug-
lu agilimindan feragat ettigi noktada orastyla bu-
rast, kutsallikla diinyasallik, gok ile yer arasinda
bir baglantt 6gesi, iletici, aract olmaktan vazgeg-
misti resim; kendi Gistiine kapanan bir cemberin
dontstiyle dontiyordu kompozisyon. Perde agil-
diginda kendi disinda hicbir yere iletmeyen bir
Italyan sahneydi tablo. Figiiratif ile soyut arasin-
da dikislenemez bir yarigin acildig; figirtin so-
yuttan, soyutun figiirden ayrildigr yerdi resim.
Hiimanist bir dirim, hitmanist bir acilis, goneng-
li bir patlayis beklentisi yerine beklentinin kirili-
styd1. Pasajlardi, randevuevleriydi, gazli sokak fe-
nerleriydi. Tabloyu renkli litografilerle cogalta-
rak, genelevler sokaginda fahiselerin odalarina
asmak gerektigini sOyliiyordu sanatseverler. Pro-

udhon, III. Napoleon’u, iilkeyi demokrasiyle de-

ements, phonemes and colours, both the figures
and words had become actors indicating a mean-
ing beyond the senses. Cabanel rendered the fig-
ure his captive; the narrative’s body failed to take
wings and rise, and ascend celestial levels. The
canvas did not feature the prosperous goddess of
a love radiating with the introspective nudity of
truth which sublimated it to transcendence. The
figure was obscene in its eroticism, it was a young
and attractive woman who could be hired, copied
and reproduced as a model for an hourly pay, she
had resigned from the representation of a god-
dess. In a presence which, instead of the vertical
infinity of divine truth, failed in any attempt to-
wards ascension, she was connected to other bod-
ies and other Venus’ to become the phoneme of
a style of rhetoric of a horizontal network whose
meaning didn’t fitits frame. Salon de Venus was the
name Parisians gave the salon where the painting
was exhibited.

At the point where it renounced
the formal tension between sky and earth, the
two-way opening between ascent and descent,
painting gave up being a connecting clement, a
transmitter, a2 mediator between here and there,
the sacred and the profane and the sky and the
carth; the composition revolved with the spin of
a circle closing in on itself. The painting was an
Italian scene which communicated to nowhere
outside itself once the curtain was parted. The
painting was the point where an unstitchable

chasm between the figurative and the abstract was
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