0z/
CEVIRI-M
SELF/
TRANS-L
TION

SUDARSHAN "
SHETTY

10 Eyliil / September 2019
31 Ekim / October 2019

Kurator [/ Curator AKBAN K
Hasan Biilent Kahraman SANAT I




OZ/CEViRi-M
SELF/TRANS-LATION

Sudarshan Shetty

Kirator / Curator
Hasan Biillent Kahraman



Magaranin Duvarindaki El ya da
Sudarshan Shetty’nin Yapiti

I

insanhigin bilinen en eski resimleri Chauvet ve Lascaux
magdaralarindadir. Bu gérintiler 25-30 bin yil eskiye gider.
Lascaux magarasinda insan resmedilmemistir. Bir tek gérinti
disinda bitdn resimler hayvanlara aittir. Bu blytk birikime
yonelik cé6zimlemeler cok uzun yillar boyunca onlarin nigin
yapildigi sorusuna cevap aradi, arayis hala strtyor.

Sadece bu iki magarada dedil duvar resmi bulunan bircok
magarada calismalar yapan Andre Leroi-Gourhan'in vardigi
sonuclar her bakimdan tzerinde durmaya degerdi. Antropolog,
Paleolitik doneme ait bu magaralarin modern zamanlardaki
dint tapinaklara benzedigini 6ne sirdyordu.! Magaralarin
kiliselerin yapisiyla benzerlik gésterdigi kanisindaydi. Hepsi bir
giris, bir ic oda ve bir mihraptan (altar) mitesekkildi. Resimler
de gelisiglzel yapilmamisti, belli bir yoringe ve dogrultu
izliyordu.

Magaralar bélgelerle veya dizenlenmis ibadethanelerle
bolinmUstld. Her bir b6lima temsil eden bazi semboller vardi.
Ornegin bizonlar ve atlar daha cok orta bélimde yer aliyordu.
Toplam resimlerin %60'I bu hayvanlarin gérintlstydd. Buna
mukabil bizonlar disi, atlar erkek kimliginin temsilcisiydi. Bu
iki kimlik 6gesi magara resminin temeliydi. Bu resimlerin
icindeki soyut gorintuleriyse antropolog dénemin etkili
disUnce sistematigi olan yapisalcilik baglaminda acikliyordu.
Yani, bu resimler aslinda daha Ust ve daha genis bir sistemin
gostergeleriydi.

Gourhan'in gorusleri elbette tartisildi?2 Bazi yaklasimlari
kabul edildi, bazilarina karsi ¢ikildi. Onlar bir yana, Gourhan’in
belirttigimiz dislnceleri bize Ustd 6rtidld bicimde iki dSnemli
onermede bulunuyor. Birincisi, ressamlar dogayi iceri almisti.
Bu goéris sadece onun tarafindan ve sadece magara resmi
icin degil bGtdn sanat tarihi boyunca butidn sanat yapitlari
icin savunuldu. ikincisi, Leroi-Gourhan magaralari derhal din
yapilarina benzetiyor, bdylece sanatla din arasinda bir iliski
kuruyordu. Bu da salt ona ait bir goris sayilmazdi. Magara
resmi Ustlnde duran bircok disinlr bu yapitlarin Samanizmle
yani belli bir din edimiyle iliskisini kuruyordu.®

tAndre Leroi-Gourhan, 7The Dawn of European Art. Cambridge: Cambridge
University Press, 1982; Les religions de la préhistorie: Paléolithique. Paris:
Presses Universitaires De France, 2015.

2Onemli elestiri kaynaklarindan biri: Peter J. Ucko, Andree Rosenfeld,
Palaeolithic Cave Art. Londra: Weidenfeld and Nicolson, 1967.

3Jean Clottes, .J.D. Lewis-Williams, The Shamans of Prehistory: Trance and

Ayni sekilde sanat-din etkilesimi de sanat tarihinin temel
onermelerinden biriydi. Hatta bir dclncl kademeden daha s6z
edilebilir. Leroi-Gourhan'in analizi, 6zellikle ¢izimlere yapisal
bazi alt ve Ust izlekler aradigi noktada onlara mitoloji, ritdel,
kalt gibi evrensel ‘gecerliligi’ olan bir ‘baglam’ tayin ediyordu.
Wittkower’in cok farkli bir yénelimle ele aldig: ‘imgelerin
dolasimi’ anlayisina bir dogrulama geliyordu boylelikle.*
Yani, bugln de su veya bu sekilde kiltlrin icinde devam
eden benzer unsurlar bu yaklasimla bir kaynada ve kékene
baglaniyordu. Sanat, temeli dogada bulunan yani gercekei,
dinle irtibat saglamis yani kutsal, izlekleri olan yani evrensel bir
olgu seklinde temellendiriliyordu.

Bununla birlikte sanat tarihinde sanatin dogusunu ve
sanatin ne oldugunu aciklayan yaklasimlarin bu blytk gévdesi
birkac kere kirilir. Onlarin arasinda cok dnem tasiyanlardan biri
sanati gene dogrudan bir metafizikle iliskilendirerek aciklayan
Andre Malrauxdur.

I

Malraux sanat yapitini Baudelaire’'in moderni tarif edisini
hemen animsatacak sekilde® garipligin, tesadifi olanin ve
gelip gecici olanin eszamanl beraberligi diye betimler.® Fakat
daha 6nemli olani, sanatin diizenle degil kaosla iliskili oldugunu
séylemesidir. Daha dogrusu sanatla kaos arasinda bir iliski
oldugunu &ne surer. Kaos (olgusu/diUsincesi) olmaksizin
sanatin Uretilemeyecegini distnir. insan kaosa direnerek
sanati meydana getirir” Kaos sadece evrenin Urettidi veya
icerdigi kaos degildir. Gorlntllerin (appearances) hazirladigi
kaostur. insan bu kaosa sanatla direnir. Clinkl sanat
insanin kaosta kaybolmayacagini, mevcudiyetini (presence)
strdirecedini, kaosa ragmen ayakta kaldigini/kalacagini
duyurur.

Bu kosullar altinda sanat Malraux’nun cok bilinen
kavramiyla sdylersek kadere karsi koyan bir karsi-kaderdir
(anti-destiny).® Karsi-kader blayUk dlctde insanin kaderine
baskaldirmasidir ve o isyanin icinde kendisine yeni bir kader
cizmesidir. insan, sanati mevcut (kaotik) ddnyanin disina
cikmak istedigi icin ve cikarken meydana getirir. Artik dinyanin

Magic in the Painted Caves. New York: Harry N. Abrams, 1999.

“Rudolf Wittkower, Allegory and the Migration of Symbols.: The Collected
Essays of Rudolf Wittkower. Londra: Thames and Hudson, 1987.

>Charles Baudelaire, ‘The Painter of Modern Life’, Selected Writings on Art
and Literature. Londra: Penguin, s. 403.

¢ Andre Malraux, Picasso’s Mask. New York: Henry Holt&Co., 1976; s. 221-222.
7Andre Malraux, The Voices of Silence, s. 324.
8 Andre Malraux, 7The Voices of Silence, s. 619.



kendisine cizdigi kaderden kurtulmus, yeni kaderini kendisi
hazirlamaya baslamistir. Ama buradaki karsi-kader tanimiyla
ilgili bir noktayr unutmamak gerek: sanat uzun dénemler
boyunca dine karsi bir din olmustur. Yani bir mutlaktan bir
baska mutlaga gecis olarak da etkinlik kazanmistir sanat.
Malraux bu anlayisi reddeder. Pesinde oldugu goéris sanatin
dine karsi baska bir mutlak alan meydana getirerek karsi-
kader cizmesi degildir.

Malraux'nun sanati dinden ayristirma kaygisi hemen aklin
hakimiyetini distndurir: din disi olduguna gére o zaman sanat
akhn mutlagina bagl olacaktir. Hayir, Malraux’'nun distincesi
bu anlayisla da 6zdeslesmez. Malraux, her tirden mutlagin
hakimiyetine karsi oldugundan aklin bicimlendirdigi sanat da
sanatin gercegini yansitmayacaktir. Karsi-kader aklin ¢izdigi
kaderden de &tededir.

Malraux, sanatin devreye girmesiyle birlikte dinyanin,
en ileri noktaya giderek soyleyelim, artik anlamini yitirdigini
sOyler. Sanat dinyayi insan dlcegdine indirgemis, dis dinyanin
ozerkligini elinden almistir? Bu yaklasim Weber'in moderni
tanimlarken éne slrdigu ‘dinyanin blyldsinin bozulmasi’
tUrinden bir tanim degildir. Malraux’'ya gére sanatin dinyasi
doganin dinyasi dedildir. Sanat dinyayi taklit etmez. Antik
Yunan'dan beri devam eden mimesis Malraux'da kendisine
bir karsilik bulmaz® Sanat, kaotik dinyanin reddedildigi, ona
baskaldirilan noktada basladigi icin disaridaki diinyayla irtibat
icinde degildir, daha dogrusu onun uzantisi degildir. Malraux'ya
gore dis dinyanin gésterildigi resimlerde bile dinya farklidir. Bu
dinya resmin dinyasidir. Kaderin ortadan kaldirilmasi gibi dis
dinya da 6zerkligini yitirmistir.

Malraux'nun saptamasi sanildigindan cok daha énemlidir.
Cunkl sanatla realite arasindaki iliskiyi koparmaktadir.
Sanatin tanimi bundan béyle doganin yansilamasi (taklidi)
olmaktan cikacak, realist sanat kavrami devre disi kalacaktir.
Sanat baska bir dizlemin gercekligidir. Buna zihin denebilir,
kurgu denebilir, ama en 6nemlisi kavramadir (comprehension).

S6z konusu anlayisin bir baska boyutundan daha soz
edelim. insan sanati dinyanin disina tasidiinda veya diinyay:
sanatin disina cikardiginda kendi durum, kosul ve konumunu
da degistirecektir. insan artik kaderini reddeden ve yeni bir
kader kur(gulay)an insan olarak himmet, sefkat, merhamet

? Andre Malraux, “De la representation en Orient et en Occident”, Verve, no. |
(Summer, (938), s. 69; zikreden Derek Allan, ‘On art as anti-destiny: Foun-
dations of Andre Malraux’s theory of art’, Literature&Aesthetics, V.13, No.2,
2003; s.13.

© Derek Allan, Art and the Human Adventure: Andre Malraux's Theory of Art.
Leiden: Brill, 2009; s. 138-143.

bekledigi dunyadan uzaklasacak, kendisinin efendi oldudu bir
dinyaya gececektir. Bu dinya onundur, kendisi de dinyanin
hem merkezi hem efendisidir. Béylece insan kaderini terk
etmis, kaderinin yerine yarattigr anlami/énemi (significance)
koymustur* Edilgin olan konumundan ¢ikip etkinlik konumuna
yerlesmistir.

Malraux'nun isaret ettigi anlamdaki sanatci Tanri degildir.
Sadece yaraticidir. Nitekim Malraux hemen her metninde
tekrar edecegi cikarsamayi yapar ve insanin yaratarak
direnecegini éne surer. insan yaratarak sadece Tanri'ya, kendi
disindaki, kendisinin icinde bulundugu dinyaya degdil, kendisine
de direnecektir. Bu yeni bir anlam dinyasi kurmaktir, yeni
iliskiler temellendirmektir. Malraux’ya gére bu dinyada insan
anlam veremedigi her seyi disinda tutmaktadir. Zihninden
ve sanat sdyleminden disladiklari insanin direnis alanini
genisletmekte, ayni zamanda insani ve sanati verili olandan
da arindirmaktadirt? Cankd, Tanri’'nin dinyasi, bu kaostan
kurtulmanin yolu olarak 6nerilmektedir. Kaotik olmayan dazenli
ddnya verili olan ve tek bicimli dinyadir: Tanri’'nin 6nerdigi
dinyadir. Eger o tek izlek takip edilirse diinya dinginlesecek,
kaotik olmaktan kurtulacaktir: ama bu tek bir yoldur. O nedenle
bir mutlakiyetin yerine gecen mutlakiyetlerin hepsi ‘tek
yol'dan s6z eder. Bu doxa’nin kurgusudur. Oysa yeni anlamlar
dinyasi ve sanat kurgusu bu verili formu tek gercek olmaktan
cikarmistir. Simdi cokluk s6z konusudur.

Verili dinya 6tesindeki anlam arayisi gercekeiligin yeni
bir katmanda reddedilisidir. Gercek olan tanimlidir. Hatta
on tanimlidir. Dil ve basta sézclUkler olmak tGzere ona bagl
kabuller bize kurgulanmis ve tekilliklere indirgenmis bir
dinyadan s6z etmektedir. Dil irali ve 6rgitla bir dizendir. Dille
anlamlandirdigimiz her sistem ayni 6zellikleri tasiyacaktir.
‘An’'lasma bu iralara ve dizgelere uymaktir ve hepsi bir arada
monolitik bir yapi meydana getirir. Dil bir bicimdir ve tekildir.
Gercek de onun bir uzantisi olarak bicimlenir. Dilin anlam
evrenine yerlesen sanatin bu bakimdan yeniligi yoktur.
Gercekei olabilir ama onunla sinirli kalir. Malraux ise insanin
yeni bir dizen insa ettiginden s6z agmaktadir: codulcu bir
dizen.

Yeni kurgu icinde degisen sadece dinya degildir.
Malraux’'ya goére bu yeni evrede glzellik ve estetik de
Ustimlzdeki eski gliclnu yitirecektir, yitirmistir. Artik
didnyanin duragan/dingin halinden kaynaklanan, onun verili

"Yukarida ayni konuda verdigimiz dipnottan baska, bknz. Andre Malraux,
The Metamorphosis of the Gods. Cev. S. Gilbert. New York: Garden City N,
1960, s. 226.

12 Andre Malraux, The Voices of Silence, s. 633.

kurgusunu iceren ve o siralama ve 6rgutlenme oldugunda
ortaya cikan (Antik Yunan ve Rénesans estetigi bu anlayisin
en ileri noktasidir) glizellik, diinyanin reddedilmesiyle birlikte
ortadan kalkmistir. Bu gene ciddi bir saptamadir. CinkU
geleneksel planda maksadi glizellik yaratmak olan sanat,
Uretimi ve varligiyla birlikte glzelligi dontstlirmekte hatta
devre disi birakmaktadir. Ama bu tanimiyla Malraux goéruslerini
en u¢ noktada dogrulamaktadir: dinyadan kopan bir sanatin
maksadi elbette onun gizellijini savunmak veya yeniden
Uretmek olamayacaktir.

BUtdn bu tahayyllin altinda cok énemli bir saptama
‘insan
nedir’ sorusunu sormak oldugunu belirtir. Saptama sadece
Malraux'nun kendi kurdugu sanat geometrisi icinde dnem
tasimakla kalmamaktadir. Sanatin evrensel gercekliginde de
yeni bir esik olusturmaktadir. Bunun uzantisi olarak sanatin
gercekligi insanin gercekligidir demek en dogrusu olacaktir.
Ama bir temel 6nerme daha buraya eklenebilir: bGtdn bu
cerceve kabul edilirse o zaman sanat elbette insanin Gretimi
olarak vicut bulacaktir ama ortaya ciktigr andan itibaren de
insani tayin edecektir sanat. Hatta bu planda sanati treten
kisi olarak sanatgi belki sanatin éntinde gorulebilir ama o bile
yetersizdir, sonunda neyin sanat olacagini, sanatcinin neyi
sanat olarak bicimlendirecegini de gene sanat zorlamaktadir.

Kisacasi, insan sanati dedil sanat insani meydana
getirmektedir!?®

yatar. Malraux, ‘sanat nedir’ sorusunu sormanin

m

Sudarshan Shetty’nin yapitlari bayUk élcide Malraux’nun
getirdigi bu kiskirtici tanim cercevesinde ele alinabilir.

Shetty'nin yapitlarinin bir bélimu, 6zellikle de kirilmis
porselenlerle ahsaplari bir araya getirip kaynastirdigi
yapitlari daha ilk bakista bizi bu distnceye goturir. Ortada
herkesin ilk bakista tanidigi nesneler durmaktadir. Bunlar
fincanlar, cay tabaklari, testiler, strahilerdir. Ne var ki hicbiri
karsiligini dogada bulan, bildigimiz nesneler degildir. Ciddi
bir yabancilasma etkisi tasimaktadirlar Gstlerinde. Clnku
gérmeye hic aliskin olmadigimiz, bizde garipseme duygusu
uyandiran iki malzemenin birbirine ulanmasindan meydana
gelmislerdir.

Bu durum, tik agaciyla ¢ininin kaynasmasi, bize Shetty'nin
dogayi yansilamadigini, doganin yapita su veya bu sekilde
girdigini ama dogadan farkl bir ikinci doga, daha dogrusu

2 Andre Malraux, Past, Present, Future: Conversations with Guy Suares. Cev.
D. Coltman. Boston: Little Brown, 1974, s. 151.

doga duzlemi olusturdugunu gdsterir. Bu artik sanatin/
sanatcinin dogasidir. Malraux'ya atfen sdylersek, doganin
kendi halindeki kaotik yapiyr bu nesneler asmis, kendi
kaoslarini hazirlamislardir. Ustelik carpici bir zellikleri daha
vardir: bu yapitlar bizi uyandirdiklari ayriksilik duygusuyla
basli basina bir kaos dizlemine ceker. Ne var ki, izlendiklerinde
uyandirdiklari duygu o degildir. Tersine, bu yapitlar, 6zellikle
kaos 6tesi bir dinginlik, bir derinlik duygusu cagristirir. Sanatei
dogaya acik ve agir sekilde midahale etmistir ama ortaya
stklnet cikmistir. CUnk(, nesneler kendi dizenlerini, kusursuz
sentezlerini ve uyumlarini kurmuslardir.

Bu durum kendi habituslarini yaratmalarindan kaynaklanir.
Bu yapitlar varliklarini hicbir seye borc¢lu degildir. Sadece
sanat yapitidirlar. Dogadaki bazi formlara benzeyebilirler.
Ama dogadan kopukturlar. O zaman dogaya borclu olmalari
da gerekmemektedir. Halbuki, gercek/cilik adina dogaya
baglansalardi doganin kaotik yapisini iclerinde, hiicrelerinde,
var oluslarinda tasiyacaklardi. Oysa simdi son derecede
pastoral bir duygu yaratarak, son derecede lirik yapritlar olarak
o kaosun disindadirlar.

Dinginlik duygusunu yaratan iki nedenden s6z edelim.
Birincisi, Shetty'nin nesnelere (ve kendisine) yeni bir kader
bicmesidir. Kader rizanin 6teki ylzidiar. Ama eder Malraux'ya
dénersek buradaki kader, bir direnisten kaynaklanir. Shetty,
¢cok usulca ve ustaca nesnenin verili dinyasindan dogan ve
ona bagli olan kaderi yadsiyarak, onu kenara iterek yarattigi
yeni kaderin nesnesini bize sunmaktadir. ikinci neden, gene
Malrux’nun soyledigi Gzere bu nesnelerin dogaya bagli olan
glzellik anlayisinin disinda kalmasidir. Son derecede glzeldirler
ama bu doganin kendilerine atfettigi bir glzellik degildir.
Ozgunligun, s/ira disi olmanin, tekilligin, kendi basina kalmanin
(solitude) gtizelligidir. CUnkU, Shetty artik Tanri degildir, Tanrisal
glizelligin disindadir ama sanatei olarak bldyUtk yaratinin izini
sUirmekte ve onu bicimlendirmektedir. Bu bicim her kosulda
glzeldir.

v

Shetty'nin yapitlarindaki gtzelligin bir baska boyutuna
donelim.

Malraux, sanat nedir sorusunu sormak insan nedir
sorusunu sormaktir demisti. Shetty, yeni bir nesne dizlemi
yaratarak insan nedir sorusunu aciyor. Soru kendiliginden
ve sadece nesneden kaynaklanarak cikmiyor ortaya. Daha
somut bir zemine oturuyor. Shetty yeniden Urettigi yapitlari
evlerde kullanilmis ve atilmis eski malzemelerden yapiyor.



Kirik tabak, canak ve eski evlerden, kapi kasalarindan,
pencere pervazlarindan, déseme tahtalarindan saglanmis
ahsap: Shetty'nin kullandigi ‘hammadde’ bu ve elbette bu bir
hammadde degil. Aksine, cok islenmis, ‘pismis’ bir malzeme bu,
‘deger’i olan bir malzeme. Daha da 6nemlisi kullanildigr icin bu
malzemenin bir hafizasi var. insana degmis, dokunmus, onunla
yasamis ve bir tarih olusturmus. Tarih hafizadir ve hafiza
tarihtir.

Hafizasi olan varlik insandir. insan hafizasiyla kaimdir.
Shetty'deki malzeme de insanla 6zdeslesmistir. Shetty'nin
o malzemeye yeni bir anlam ytklemesi s6z konusudur ama
bu anlam katkist malzemenin gercekligini bellege dogru
cekmektedir. Bir manada onu insansilastirmaktadir. S6z
konusu kirtk fincani kimlerin kullandigini bilmiyoruz. O
bakimdan anonimdir. Ama bir insanin elinde kaldigini ve gene
bir insanin ona yeni bir anlam kazandirdigini biliyoruz. Ayni sey
ahsap icin de gecerli.

Bu kosullar altinda Shetty'nin yapitlari dogrudan dogruya
insan elinden ¢cikmistir. Hem bir sanatci olarak Shetty’'nin
eli degmistir onlara hem de Shetty'den 6nceki insanlarin.
S6z konusu niteligiyle bu yapitlar Lascaux magarasinin
duvarlarindaki resimlerle ayni anlam yikidne sahiptir. O
resimleri kimin yaptigini bilmiyoruz. Ama onlara bir insan elinin
degdigini biliyoruz. Degmek kelimesiyle deger kelimesi bu
bakimdan énemlidir. Bir elin deddigi nesne deger kazanir.

Boylelikle Shetty, Malraux’nun getirdigi Tanri olmayan
sanatct tanimini dogrular. Bu yapitlar insanin tarihine
sahip malzemeden yapilmakla ikinci bir katman turetirler.
Shetty’nin onlara yénelmesi bir tesaduf olamaz. Aksine son
derecede ciddi bir bilince tekabull eder. Shetty insana dontk
sorgulamalarin pesindedir. insan soyut bir varlik olabilir. Ama
edimiyle somuttur. Shetty o somutlugun altini cizer. insan
yerytzindeki varligini techne ile Gretir. insan homo faber olarak
evrendeki konumuna yerlesir: yapan insan.

Yapmak ve yaparak olmak Marx'ta emektir. insan
emedinin sonucudur, emeginin Grinuddr. Emediyle Gretmeyen
insan yok olmaya mahkumdur. Malraux’nun yaparak direnmek
dedigi veya sanat yapitini bir direnis olarak sunan énermesi
Shetty'de somut karsiligini bulur. Shetty iki dizlemde insanin
emedine génderir izleyeni. Karsimizdaki nesne bir insan
tarafindan Uretilmis, bir baska insan tarafindan kullaniimis ve
bir sanatci emegiyle yeniden Uretilerek meydana gelmistir.

Vv
Shetty’'nin yapiti yodun felsefi boylamlara sahiptir.

Her seyden 6nce nesnenin nesneligini ortaya getirdigi
andan itibaren onun varlidiyla ilgili bir sorgulamaya girisir.
Nesnenin gercedi nerededir? Bu ¢cok énemli bir felsefe
sorusudur ve Shetty yapitinin arka planinda bu soruyla
ugrasmaktadir. Cinkd varlik kendisinde mi sonludur yoksa
varlik onu kullananin, ona anlam atfedenin, onu yeniden
Uretenin midir?

Bu sorularla birlikte Shetty kendi yanitini vermeye baslar.
Sanatci 6nce varligi varlik olma halinden kurtarir. O hamlesiyle
nesnenin evrensel gercekligine midahale etmis olur. Nesneyi
kendisi olmaktan cikardiktan sonra onu yeni bir varliga
kavusturur. Esya boslukta duran anonim bir varlik degildir
artik. Shetty’'nin (yeniden) Urettigi bir varliktir. Kimlik ve kisilik
kazanmistir. Esya yeniden dogmustur. Béylece Heidegger'in
cok iyi bilinen kavramini baglamindan soyutlayarak séylersek,
esya artik ‘dinyaya atilmis’ bir varlik olmaktan cikmistir. Belki
‘kurtariimistir’. Aidiyet kazanmistir.

Marx'in Uretim kavrami bu bakimdan édnemlidir. Marx’in
Grundrisse'de belirttigine gore ‘Gretim genel olarak bir
soyutlamadir, ama ussal bir soyutlama.’ Uretim ortak unsuru
ortaya c¢ikaracak ve sabitleyecektir!* Shetty'nin tami tamina
boyle bir tutum icinde oldugunu sdéyleyebiliriz. Ortak unsuru
ortaya cikarmakta ve sabitlemektedir. Bu ortak unsur
nesnenin kendisi olabilir (cinkl ayni zamanda bir girdi veya
hammaddedir), nesnenin gecmisteki anlami olabilir. Ozellikle
bu son olgu 6nemlidir. CUnkU Shetty yeniden Urettidi nesneleri
kendilerine ait anlam baglamindan koparmamaktadir: fincan
gene fincan, tabak gene tabaktir. Ama onlari soyutlamaktadir
(abstracting). Dolayisiyla da ussal kurgusundan ve
yaklasimindan vazgecmemektedir. Shetty'de kendi haline
birakilmis bir nesne anlayisi yoktur. O nedenle nesneyi diinyaya
atilmis halinden uzaklastirdigini belirtiyoruz. Aksine ona ussal
bir yeni baglam cizmektedir ki, kaotik dinyadan onu ¢ikarip
sanatin dinyasina tasimasinda baska bir anlam aranamaz.

Vi

Ama burada baska bir olgu devreye girer: zaman.

Shetty'nin yapitlari eski bir yapitin, atilmis, kullaniimis,
terk edilmis bir yapitin yeniden Uretilmesiyse, bu onun icerdigi
zamana doéntk bir midahaledir. Kullanilmak ve yipranmak
zamanin yukint tasimak ve nihayet o yikin altinda
kirilmaktir. Her eskime nesnenin veya gercekligin baska bir
zamana ait oldugunu bize sdyler. Nesnenin Ustinden zaman/

*Karl Marx, Grundrisse. Cev. Martin Nicolaus. Londra: Penguin Books, 1973,
s. 19.

lar gecmis ve onu eskitmistir.

Zaman doganin asal égesidir. Zaman dodada islenir.
Zaman dogayi isler. Doganin dénlsimu, agaclarin bayimesi,
otlarin cikmasi, daglarin ufalmasi, derelerin kurumasi, géllerin
olusmasi birer zaman faktéradir. Zaman disa cikarsa doda
biter. Fakat zamanin dodayla kurdudu iliski kadar insanin ve
kilttrin de zamanla iliskisi s6z konusudur. insan &lir. Olim bir
doga olayidir ve saydigimiz éteki doga olaylari gibi zamanin
tlrevidir. Dogallikla, zamana bagl olarak, zamanin bir tirevi
olarak 6lmek yaslanmaktir. Yaslanmanin/eskimenin doga(l)
oldugunu belirttik. insan dlecegini bilerek yasayan tek canlidir.
CuUnkd insan zamanin bilincindedir. Zamani kesfetmistir.

Shetty eskiyen/kirilan objelere baktiginda, onlari eline
aldiginda, zamani eline alir. Objeleri yeniden Urettiginde
onlara yeni bir hayat tfler. Bu yaniyla Shetty, sanatci-Tanri
degildir ama nesneleri canlandiran bir Tanridir. Nesneler artik
Shetty’nin baslatti§i zamanla yeni bir hayata gecmislerdir.
Boylece Shetty sadece nesneleri yeniden tGretmekle kalmamis
zamani da dénltstlirmuas ve yeniden Uretmistir. Shetty de bir
insan olarak dlecedini bilir. Ama nesneler yaratarak, onlara yeni
yasamlar vererek zamana direnir. Ustelik nesnelerin yasami
kendi yasami degildir. Belki onlar yasayacak ama Shetty’nin
hayat! bir noktada sona erecektir. Sanat tam da bunun i¢in
vardir: direnmek, bizden sonra da bize ait olan seyin yasamasi!
insan Peche Merle magarasinin duvarina elinin izini bu nedenle
birakti. Zamana hatta kendisine de direniyordu: dlecekti, bunu
biliyordu ve direniyordu 6limliliglne, kendisine. Kendisini ve
nesneleri 8lGtman elinden kurtarmisti.

Bu denklemde dikkat ceken baska bir nokta var. Zaman-
insan iliskisi tekil bir iliski degildir. Farkli katmanlara sahiptir.
O katmanlarin basinda gelen, en 6nemlisi zamanla kaltdrin
iliskisidir. Bati ve Dogu bir kilturel realite olarak o iliskiyi farkl
sekillerde yasar. Bilinen gercek sudur: Batida insan zamani
insa etmistir. Batinin saati ayrintilidir ve anlara bolinmuastdr.
Doguda ise zaman insani insa eder. Uzun, genis araliklarla
yayilan, mevsimlerle degisen, dogayla bitlinlesmis bir zaman
vardir. Batida zaman dogaya direnir. Doguda ise dodayla uyum
icindedir zaman. Shetty nesneleri zamanin elinden kurtarirken
aslinda onlarla Doguya ait bir kilttrel iliski kurar.

Shetty'nin zamanla iliskisi nesneleri hayata yani dogaya
iade etmektir. Zamanin ve 8lUmdn genis parantezlerinde
yasayacaktir Shetty’nin yeniden ‘6rilmus’ nesneleri. Zaman
onlari tiketseydi, uzun bir erime icinde yok olup dogaya
donselerdi bu da Dogunun zaman tercihiyle uyusacakti.
Shetty bu gercege karsi ¢citkmaz. Sadece onu yeniden uretir.

Nesnelere ikinci bir hayat Gfleyerek Dogunun biyik Saman
gelenegine keskin bir géndermede bulunurken yeniden dogaya
saldigi nesnelerin bir kere daha genis hayatlarini yasamasina
imkan hazirlar. Evet, bu kere Shetty Tanri-sanatci konumunu
yadsimistir ama bir tir Saman oldugunu saklama olanagi
yoktur.

Olumle girisilmis bu ttrden her iliski Samanistiktir.

Vil

Burada baska bir digim atiyor Shetty.

Zamanin Batida bir 6leme sorunu oldugunu belirttik.
Gercekten de modernlesme bir dlcmeler tarihidir. Zaman
da netice olarak bir 8lcme birimidir. insan dlcerek dinyay!
kendi dlcegine indirir. Olcmek dinyanin sonsuzlugunu
insanin kendisiyle oranlamasidir. Dinyay! bir birim dlcegdinde
anlamanin yoludur, yani dinyayi/evreni insanin kendi
bilincine tasimasi icindir 6lecmek. Olg:emeseydik ddnyanin
blyukliginlt bilemeyecektik. Buna karsilik 6lcmek insanin
kendisini sinirlamasidir, insanin kendisini 6lctndn sinirlari icine
cekmesidir. Ayrica élct deger Uretir. Bir gram altinla bir ton
altin arasindaki fark bir élct mertebesidir.

Shetty zamanin 6l¢clslinld nesneyi yeniden Ureterek
degistiriyor. Zamana midahale ediyor. O midahalesiyle Shetty
objektif zamandan sibjektif zamana gecer. Objenin stubjektif
boyutunu kesfeder. Objenin dogal zamanini ve gercekligini
kendi Urettigi objenin subjektivitesiyle degistirir. Bu evrensel
bir mGdahaledir. Shetty'nin basarisi 6zinde ¢cok radikal olan
bu midahaleyi cok yumusak, duyarli, lirik, poetik bir sekilde
basarmasidir. Zaten zamanin stbjektif hale getirilmesi 6zinde
poetik bir olgudur. Poetikanin zamani stbjektiftir. Her siir kendi
slUibjektif zamanini yaratir.

Shetty'nin nesne ve zaman arasinda kurdugu bu iliski
gelisir ve onun 6lcl araclarina midahalesine donUsur. Bunlarin
basinda daha eski déonemlerde kullanilan, agirlik élecmeye
yarayan kilogramlar gelir. Shetty bu ‘alet’leri keser. Siddetli, sert,
gene radikal bir midahaledir bu. DlUzenin tersine cevrilmesi
ve bir kaotik ortamin yaratilmasidir. Olciler dizeni kurmaya,
tayin etmeye yarar. Olcl, bu nedenle modern sistemin ayrilmaz
parcasidir. Olcl varsa dizen olacaktir. Siralamalar, tasnifler,
dizenlemeler dlcl sayesinde mimkUn hale gelir. Bunlar ise
insani zora kosan unsurlardir. insanin 6zgirliga bu baglamlarda
kisitlanir. Shetty kilolari keserek kisitlamaya genis ‘6lctide’
mUdahale eder. Nasil nesneleri birlestirerek, yeniden Ureterek
onlarin dodalligindan kaynaklanan yapilarini 6znellestiriyorsa
bu defa da dlculeri bélerek onlarin yapilarini 6znellestirir.



Shetty’'nin zaman ve bélme arasinda kurdugu bu
iliski kendisini cok farkli bir iste daha gésterir. Shetty cok
‘gorkemli’ bir yapitini iki asamada olusturur. Esasen is tektir:
Shetty geleneksel kiyafetini giyinmis olarak bir eski zaman
canagini eline alir ve onu omuzundan asagi atarak kirar.
Canak parcalanmistir. Bu tipki Shetty'nin 6lct aletlerini
kesmesine benzer bir girisimdir. Shetty gene bir nesneyi kendi
dogalligindan oteye tasimaktadir. Kesmek neyse kirmak
da odur. Fakat bir ayrintisi vardir bu eylemin: Shetty'nin
yontemiyle kirmak gene bir zaman meselesidir. Nasil zaman
bir nesneye etkiyip onu eskitiyorsa, ayni sekilde omuzun
Ustinden disen cisim elden cikarildigindan yere distigu ana
kadar gecen sUre icinde ‘eskir’ ve yere distliguinde, yani o
‘zamanin’ sonunda parcalanir. Shetty bu hareketiyle zamanin
olculebilir olusuna dikkat ceker. Duslrmek, eskitmektir, bir
nesneyi, denebilirse, ‘zamanlamak’tir veya bir nesnenin zaman
yolculugunu hizlandirmaktir. Zaman muhtemelen o canagi
bir sekilde yok edecektir ama Shetty iste o ‘zamani’ kendisi
belirlemekte, dylece nesnenin kaderini de tayin etmektedir.

Ardindan Shetty ayni nesneyi bitlnlestiriyor. Sergide yer
alan is o butunlestirilmis canaktir. Bunun Shetty’nin buraya
kadar ele aldigimiz biatun islerinde goérilen parametreleri
icerdigi apacik. Batlnlestirmek zaten onun temel edimleri
arasinda. Nasil nesneleri farkli malzemelerden bir araya
getiriyorsa bu defa da ayni canagi kendisine ait parcalari
kullanarak yeniden kuruyor. Birlestirilmis nesnelerle ilgili olarak
soylediklerimiz bu yapit icin de gecerli. Gene de arada bir fark
var: bu defa hem nesnenin kendi parcalarini kullaniyor yeniden
dretim icin hem de bu defa eski bir zamanin yakand, hafizasini
tasiyan bir yapit degil, dogrudan Shetty'nin parcaladigi bir
canak isleme tabi tutuluyor.

Bu yapitin tam da bu 6zelligiyle biraz daha metafizik bir
anlam ifade ettigi éne surulebilir. Hatta bir nesnenin kendi
parcalarindan olusturulmasi biraz dinsel bir motif de tasiyabilir.
CunkU kendisine ait parcalarla bir yapitin yeniden hayat
bulmasi biraz bastbadelmevt'i (resurrection) animsatiyor,
anistiriyor, cagristiriyor bize. Basibadelmevt insanin kendisine
ait batunlikle yeniden ‘dogmasi'dir (?), yeniden canlanmasidir.
Olusumun klasik anlatisi isa’nin yeniden hayata dénmesidir. isa
hayata yeniden déner ve kapali bir odada havarilerine gorinar.
Aziz Thomas orada degildir. Kendisine diger arkadaslari isa'yi
gorduklerini sdylediklerinde elindeki civi izlerini, vicudundaki
yara izini gérmeden inanmam der. Hz. isa yeniden yanlarina
geldiginde, Bati sanatinda ¢ok resmedildigi Gzere, Thomas
parmagdini peygamberinin yarasina dokundurur ve inanir.

Buradaki espri Hz. isa’nin kendi varligiyla ortaya cikmasidir.
Shetty, canagi onardiginda ve onu yeniden ‘yaralariyla’
(kinklar canagin Ustlinde izlenebilmektedir) birlikte bir bitline
kavusturdugunda bu 6yklyl bize animsatir. Ama ortada bir
kere daha subjektiflestirilmis, sanatcinin ‘elinin izi'ni tasiyan
yapit vardir. Kaldi ki, Shetty canadi kirisini G¢ ayri fotograf
karesinde zapt etmistir. Fotograf karesi zamanin bir Grintdur.
Deklanséridn G¢ kere acilip kapanmasidir veya uzun ve tek
fazl bir cekimin gene zamana baglh olarak ortaya cikan
Uc¢ ayri déneminin yakalanmasidir. Shetty isinin zamanla
kurdugu iliskiyi daha ileri 6lcliide somutlastiramazdi. Sergide
sadece kirilip yeniden butlnlenmis bir canagdin ve bu slUrecin
gorintulenmesi bu bakimdan kendisine 6zgl anlamini icinde
saklamaktadir. Bu girisimin dogrudan beden politikalarina
doénuk cagrisimlarini da o arada ihmal etmemek gerekir.

Vil

Politika Shetty'nin yapitlarini ortaya cikaran bayuli bir
kelime olabilir.

Hic 6yle goérinmese bile, asil basari odur, karsimizda
son derecede guicll politik yapitlar duruyor. Politika mutlaka
buyuk harfle yazilan Politika dedildir. 1990’lardan bu yana
dinya bu gercegdi 6grendi. Politika gliindelik hayatin ve
insanin gindelik, siradan edimlerinin politikasidir. Mikro
politika dogrudan devletle ve ilgili mekanizmalarla isleyen
makro politikanin yerini alali cok oldu. Makro politikalar mikro
politikalarla uzlasiyorsa dogru olabilir. Yoksa Leviathan’larin
veya Behemot'larin diinyasidir politika. Kaldi ki, glg iliskilerinin
alani olan ve hegemonyalarin tGstinden ilerleyen bir politikanin
artik daha fazla gecerliliginin olmadidi bir dinyada yasiyoruz.

En azindan evrensel ve ‘ikinci en iyi’ demek olan
politika kendisine ne kadar yabancilasirsa o kadar gercege
yaklasacaktir. Devletin ve temsil ettigi bluyik hegemonyanin
mikro dlUzeydeki her alani tayin ettigi malum. Devlet ve erk
ozdesligi beden, bellek, mekan, kimlik, aidiyet politikalarini bos
zaman politikalari dahi Gretmeyi bilecek dlclde tayin eder.
Politikanin politik hakimiyet anlamina geldigi bir diinyada
daha ileri dizeye gecen bir demokrasiden soz edilemez. Tersine
demokrasiyi kendisine yabancilastiran bir mekanizmaya
doénusecektir politika.

Tekei, ice kapali, soyutlamaci politik eksenler simdi
yerlerini kimlik, fark ve tanima politikalari Gstinden gelen bir
acilima birakmak istiyor. Buna yatay iliskileri, sivillesmeleri,
katilimci, etkilesimli, saydam politik zeminleri, hesap vermeyi
eklemek gerekir. Bunlar olusturulursa insanin daha dretken,

donlstlricy, codul 6zne olmasi s6z konusudur. Buradaki gizem
cogulculuk kavramindadir. Modern dénem siyaseti tekillikler
Ustlne kuruldu. Dislamaci, kati, ice donUktd. Ulus devletin
kurucu unsurunu 6zne haline getirmis, onun disinda kalanlari
yabancilastirmisti. Zaman bu dar cemberi kirdi. Ddnyanin bu
sitkismayi daha fazla tasimasi olanaksizdi.

Shetty, siyaseti bu perspektiften ve bu dederlerle gériyor.
Onun icin siyaset bir sentez. Birlesmelerin, kavusmalarin,
kaynasmalarin sentezi. Kirik fincanlarin ve atik ahsaplarin
kaynasmasi bize ikiliklerin dinyasini getiriyor. ikilik siyasette
her zaman mevcuttur. Mesele karsitlik olarak mi uzlasma olarak
mi tezahilr edecegidir. Shetty tartisiimaz bir aciklikla cevabini
veriyor. Yapitinin 6zU zithklarin kaynastiriimasina dayaniyor.
Olmayacak, yan yana gelemeyecek, birlesmesi metafizik
zorlamalara yol acacak unsurlari kavusturuyor Shetty. Bunun
apayri bir politik tutum oldugunu ayrica séylemeye gerek
yok. Diller, dinler, irklar, kimlikler temelinde radikal sekilde
ayrismis bir dinyada, gécmenlerin dlime terk edildigi hatta
o6lime zorlandidi bir uluslararasi iliskiler dinyasinda Shetty
farkliliklarin bir arada bulunmasindaki zorunluluga ve bir araya
gelmesindeki imkana dikkat cekiyor. Olmayacak denen seyler
basariliyorsa politika anlamlidir. Shetty bu saptamayla kuruyor
yapitlarini. Onun yapiti buglnkli dinyanin aykiri, zitlasmaci,
catismaci yapisi karsisinda blyUk bir merhamet ¢ciglig.

Kéktenci bir politik cagri.

IX

Ayni politik yaklasim Shetty'nin yapitinin arkasinda
gizledigi oteki dinamiklerde de izlenebilir.

Bunlarin basinda ev kavrami geliyor.

Evin ne oldudunu biliyoruz: bilinemeyecek kadar genis,
yUklG ve caprasik bir kavram ev. Ama Bachelard bize evi
cekmecelere, dolaplara, aynalara varana kadar anlatti ve
tanimladi.®® Ev her seyden énce bir mekan. Her mekanin
kendisine ait, kendisine 6zgu bir siniri var. Sinir yoksa mekan
da yoktur. Batln ev kurgusu evin sinirlarini gézetmekle kaimdir.
Sinirlarinin disinda meydana gelen, kurulan bir ev olamaz. Evin
her 6gesi, her ‘elemani’ o sinirlarla i¢ icedir. Evin birimleriyse
daha baslangicta béyledir: odalar, sofalar, mutfaklar, banyolar!
Hepsi sinirlidir.

Shetty'nin sergide yerlestirdigimiz bir yapiti son
derecede carpici bir is olmakla kalmaz, ev konusunu da
baska bir dizleme tasir. Bu bir halidir. Bir haliyi buzdolabinda

dondurup elde ettigi kalibi el isciligiyle ahsaba gecirerek
meydana getirmistir yapitini Shetty. Her seyden 6nce
yapitin zanaat boyutu insani Urpertir. Ancak Rénesans veya
Dogu minyatdirlerinde, Ermeni tas ustaliinda goérulen bir
hassasiyetle yapit ortaya cikarilmistir. Bir el isciligi sahikasidir.
insan, éntindeyken, asilamayacak, dizeyine erisilmeyecek her
yapit karsisinda duydugu hayranligi, saskinligi ve hepsinden
onemlisi tekinsizlik duygusunu hisseder. Kaldi ki, bu duygunun
ortaya ¢ikmasi i¢in ikinci bir katman daha vardir. Esya kendi
gerceginden soyutlanmistir. BGtln slrrealist sanatta goérllen
anlamin kaydirilmasi (displacement) Shetty'nin yapitini
da damgalamistir. Man Ray’in altinda civiler olan GtUsy,
Oppenheim’in kirklerle kapli fincan, tabak ve kasigi neyse
Shetty'nin yapiti da odur. Ayni duygu Dali'de gorllebildigi gibi
mekan deplasmanlarinin doruk noktasi dislerin dinyasidir ve
bu bakimdan Delvaux’nun resimleri ayri bir yerde durur.

Bahsettigimiz tekinsizlik duygusunun bir sebebi de eve
ait, yani korumanin, siginmanin mekani olan eve ait, evin
sicakligiyla bitldnlesmis bir nesne olan halinin bu soguk,
kati, ters gorintUsiadur. Freud, evi cok degisik bir sekilde
tanimliyordu. Scherner'den hareketle insanin bir batin olarak
sadece ev formunda temsil edildigini belirtiyordu.?® (The only
typical, that is, regular representation of the human person
as a whole is in the form of a house). insan bakimindan bu
derecede kavrayici olan bir mekanin yasadigr dénisimdidn
irkiltici oldugu, olacadi muhakkaktir. Shetty, Freudcu anlayisla
soylersek, haliyi bu sekilde ait oldugu mekandan kaydirarak
insanin tam temsilini de engelliyor. Nedenlerine gelecegiz.

Kritik kavram duslerdir. Freud duslerimize giren
ve dénlUsmuis nesnelerin sembolik dederler kazandigini
belirtiyordu, nevrozlarimizin ve bilingc disimizda birikmis
sorunlarin bir ifadesidir o semboller. Bizi drkiten ve anlamini
bulmak icin disinmemizi gerektiren sembolik anlam
degisikliklerini Shetty somut birer gerceklik olarak bize
gosteriyor: yumusak, yin bir hali simdi karsimizda kati, sert
bir tahtadan ‘imal’” edilmis olarak duruyor. Her hayranlik
duygusu insana Urpertiyle gelir. isciligin dizeyi bizi ne kadar
hayran ediyor ve o marifet dizeyinin insan &tesi oldugunu
dUslinltyorsak, halinin bu nitelikleri de ayni tekinsizlik
duygusunu bUsbitin bayUtayor.

Fakat Shetty'nin maksadi slrreel bir obje yaratmak degil.
Bir strrealist sanatci degil Shetty. Olmadigr gibi psikanalitik
zorlamalarin icinde de gérinmuyor. Psikanalitik okumalar

* Gaston Bachelard, 7he Poetics of Space. Cev. M. Jolas. Londra: Penguin,
2014.

0 Sigmund Freud, A General Introduction to Psychoanalysis. Cev. G.S. Hall.
Durham: Duke Classics, 2014, s. 321.
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a posterioridir. Her edim ve nesne bu tir dederlendirmelere
aciktir. Shetty'nin yapitlari da bu acidan ele alinabilir. Gene de
ana maksadin 6zellikle psikanalitik bir ufuk yaratmak olmadig:
bellidir. O zaman karsimizda duran halinin éteki anlamlarina
bakmak gerekir.

X

Shetty'nin maksadi slUrrealist ve psikanalitik bir evren
yaratmak olmadigina goére, dncelikle, yasadigimiz duyguyu
gene Shetty’nin oeuvre’nin baglaminda ele almaya calisalim
ama ayni noktadan ilerleyelim: tekinsizlik duygusu subjektiftir.
ice dénik bir duygudur. Tipki korku, seving, aci cekme gibi. Bu
duygularin nesnel bir dizlemi yoktur. Freud bunu belirtiyordu.
Hemen isaret edelim ki, s6z konusu duygunun temelinde
Shetty’nin bir baska plandaki zorlamasi yer aliyor: Shetty, evin
sarip sarmalayan, kusatici, koruyucu anlamini déndsttriyor.
Bunu az once belirttigimiz kapalilik yani sinir duygusunu
zorlayarak gerceklestiriyor. Bir mekanin dis ¢izgilerini dneren
hali bu defa sadece dokusundaki degisikliklerle dedil ayni
zamanda sinir-disi olmakla da bizi ve algimizi zorluyor.
Shetty’nin ahsap halisini mekana yerlestirdigimizde ve onu o
planda gordigumizde hem halinin boslukta kalmis yani yerini
bulamamis hali biz Grkidtuyor ve yaraliyor hem de bize bir
soru soruyor: bu genis mekandaki ki¢tk hali neyi gésteriyor?
Mekanin ev olarak tahayyUlini mu istiyor bizden?

Hangisi olursa olsun ortada tedirginlik yaratan bir anlam
zorlamasi var. MUdahale ev anlayisinadir. Shetty, ev diye
bildigimiz yerlesik ve muspet duygularin dyle olmadigina isaret
ediyor: hali bu kadar sert, acitici olabilir ve bu kadar huzursuz
edebilir bizi. Yani, ev dikenli, zorlu bir alandir. Bunu metaforik
plana tasirsak, buginin dinyasinda gercek tam da budur:
insanlarin evleri yoktur, olan evleri dikenli, sert, aciticidir.
Gocmenligin en blyUk sancisi evin yitimidir.

ikinci diizlem ise su: bir hali kendisine ait bir mekanda
bu kadar igreti durmaz. lyi dizenlenmis bir burjuva evinde
bu beklenemez. Her sey yerli yerindedir o evlerde. Yerli
yerinde olma halini sinirlar hazirlar: mekana 6l¢t ve uyum
hakimdir. Ama yoksullarin evi 6yle degildir. Sadece ihtiyacla
dUzenlenmistir o evler. Esyanin islevi uyumun ve Slcinin
uzagindadir. insanlar ihtiyaclarini gidermek icin bulduklariyla
yetinmistir. Evin ‘estetigi’ unutulmustur. Ustiinde &zellikle
durulacak bir konu degildir yoksullar icin ev estetigi. igretilik o
evlerin 6zglin dokusudur.

Shetty’'nin halisi buyUk bir mekandaki klictk nesne olarak
oncelikle bizim bu gercege ‘uyanmamizi’ saghyor. Bir dnlem

isareti o hali. Gerek dogasindaki, dokusundaki farklilikla
gerekse mekdén uyumsuzluguyla bizi yerlesik ev dlzeninin
disina itiyor. Ev disina cikmaksa oncelikle tedirgin edicidir.
Shetty'nin politik olmaya basladigi noktadayiz. Sanatel, o
tedirginlik duygusunu esoterik bir maksatla uyarmiyor ki
sUrrealizmdeki tekinsizlik duygusu bu sekilde nitelendirilebilir.
Shetty glindelik hayatin, insan serlveninin gercedine isaret
ederek, yoksullugu vurgulayarak bizi politik planda rahatsiz
etmeyi basariyor.

Bahsettigimiz rahatsizligi besleyen bir damar daha var.

Ev hafiza demek oldugu kadar da hatira demektir.
Evlerimizin bize sicak gelmesi, bize mutluluk vermesi buyik
olctde hatiralar nedeniyledir. Hatiralar nesnelerle hazirlanir.
Hatira olusturan nesnelerin bazilari gelip gecici ve glndeliktir.
Bazilari ise kalicidir. Halilar bu blyik ve kalici nesneler
arasindadir. Nesiller de bir haliyr kullanir.

Shetty'nin halisinin dogrudan bir eve ait olmadigini
biliyoruz. Sanatei haliyi yerinden edilmis (displaced) bir nesne
olarak, bir ‘atik’ olarak bulmustur. Yani, buglinkd dinyayla bir
analoji yaparsak, hafizasi silinmeye calisilan bir bilgisayar
gibidir o hali. Bir evden cikarilan herhangi bir nesne artik
yoksullugun kucagina birakilmistir. Tmuyle bir ihtiyac
nesnesine, bir islev nesnesine dénUsmustlr. Birisi onu, eder
olabiliyorsa, alacak ve uyum goézetmeyerek kullanacaktir. Bu
bizatihi yukarida verdigimiz yoksulluk tanimidir. Dolayisiyla
Shetty'nin halisi artik yoksullugun hafizasina kayithdir.
Yoksullugun hatiralarini/hafizalarini biriktirmektedir. Shetty
haliyi ayrica ahsaba dékerek o hafizayr dondurmaktadir. Kaldi
ki kaynak halinin nerede oldugunu da bilmiyoruz. O nedenle
ahsap haliya bisbitin acima duygusuyla veya icimizi acitan
bir duyguyla yaklasiyoruz. Ve bu hali artik kaynak halinin
hafizasindan gercekten de arinmis, soyunmus, bize yeni bir
tarih Gretmeye baslamistir.

S6z konusu niteligiyle haliyla evlerden atilmis kirik
tabaklar, canaklar arasinda bir yazgi ortakligr var. Bunlarin
tUma ‘atik’ nesneler. TUm{ ait olduklar mekanlardan dislanmus,
cevreleriyle kurdudu hafiza iliskisini koparmis nesneler. Yeniden
kavusturulduklari yasamlar bir geriye dontsim hayati degil.
Kesinlikle degil. Hepsi yeni bir tarihin hem 6znesi hem nesnesi
olarak duruyor karsimizda ve bize ev ve bellek konusunda ufuk
acicl saptamalarda bulunuyor.

Kisacasi ortada hayli politik bir gerceklik var. Bu
‘manifest’ olmayan ama k&klu politik im giinimz ddnyasinin
koyu ve kati kisitlamalarina radikal bir midahaledir. Ayni
radikal midahalenin essiz bir estetik cabayla bitlnlesmesiyse

sanatcinin basarisidir.

Xl

Benzer bir tutumu Shetty'nin videolarinda kullandigi
maketlerin kicuk olcekli modellerinin mekana yerlestirilmesinde
de goriyoruz. Sinematik mekan bir sire sonra gercekligin
mekani olarak sergi alanina yerlesiyor. O kadar yalin ve diz
bir acilim degil bu. Gercegdin dénustirimi bakimindan son
derecede 6nemli bir caba.

Sinema gercek degildir. Hayaldir. Sinema ontolojisinin en
dnemli ve en cetrefilli niteligi budur. Gergedin icinden getirilmis,
gercek/ci duygular/distnceler olusturmasini istedigimiz bir
goérintiler dinyasidir sinema. Gériintl gercek &tesidir. Ustelik
perdedeki gorintl bazen gercek bir mekanda kaydedilmistir
bazen bir stliidyoda. Stlidyo gercede benzetilerek kurulmus,
bizde gercek sanisi uyandiran bir alandir. Film de dyledir bir
bitdn olarak: gercek sanisi uyandiran gorsel evren.

Shetty bu noktadan yola cikiyor ve hayallerimizin
Ustlne oturdugu sinematik alanin yapilarini/mekanlarini birer
‘gercek’ olarak 6nimuize koyuyor. Bu mekanlarin video islerinin
bulundugu alanin hemen énitinde yer almasi ayrica anlamlidir.
Shetty dikkat cekici sekilde goérintlyle gercek arasindaki
iliskiye parmak basiyor.

Gene de sorunlu bir yani var isin. Shetty, sinematik
alanin mekanini bire bir dlcekte getirmiyor izleyiciye. Onun
kUcUk bir maketini sunuyor. Ayni 6lcekte getirseydi bile
durum sorunlardan arinmis olmayacakti. Ciinkl gercede daha
yakin duran ama gercek olmayan, kurmaca bir mekanda
bulunacaktik. Belki gercekten uzak olma duygumuz biraz daha
zayif olacakti ama gene de gercedin icinde yer almayacaktik.
Gercegin icine yerlesmek zaten olanaksizdi. Shetty bu
olgudan hareketle daha daileri gidiyor ve izleyicinin maketle
yetinmesini istiyor. O zaman sdyle bir semiyotik denklem
cikiyor ortaya: sinema gercek degil, sinemanin icinde yer aldigi
mekanin maketi gercek degil. Gerek video isi/sinema gerekse
maketler sergi mekaninda izleyiciye sunulan gérintdler,
‘'vapitlar’. Neredeyse gercek Otesi bir gercek otesiyle karsi
karsiyayiz.

Shetty'nin buradaki yaklasimi kendi icinde blUyUk bir
tutarhilik sergiliyor. Nasil yapitlari arasinda mekanindan
edilmis nesneler varsa bu defa da Shetty mekanindan edilmis
mekanlari ortaya koyuyor. insan bir nesnenin ait oldugu
mekanin disina ¢citkmasina hazirliklidir. Nesne, son kertede,
kullanilan ve atilan bir seydir. Eskimek de nesnenin gercegidir.
Tikenmek anlamina gelir. Kaldi ki bazi nesneler bilhassa

atilmalari icin imal edilmistir. Bazi nesneler de ortadan
kalkacaktir, sonuna kadar kullanilan bir kursun kalem veya silgi
gibi.

insani bisbitin yadirgatan sey ait oldugu mekanin disina
cikarilmasidir. Hele mekanin kendi alanindan baska bir alana
gécmesi daha da tedirgin edicidir. Bu, gercekte olmayacak,
gorilmeyecek bir seydir. Shetty bize sinematik mekani
yeniden ve somut sekilde Ureterek ikili bir sarmal icinde iki seyi
duyumsatiyor: sinema/video gercek degildir, kurmacadir ve
ayni sekilde sergi de bir kurmacadir. Hepsi bize bir dyki anlatir,
o 6ykd yasamdaki bir sorunla ilgilidir, Gstlinde disinmemizi
saglar ama sinema ve sergi gercek olamaz.

Bu Antik Yunan'dan beri devam eden theatron kavrami
Ustlne bir gozlem ve imlemedir. Sinematik mekanin maketini
sergileyerek, onu bir sergi 6gesine donUsturerek serginin de bir
gosterim oldugunu belirtir. Theatron bu dizeyde de gecerlidir.
Sinemaya gére maket daha gercektir. Ama gercek mekana
gore de maket bir kurmacadir. Ve bunlarin bilesimi sudur:
gercek daima baska bir yerdedir.

Shetty bu yaklasimiyla kuram (theory) kavramina bir
imlemede bulunuyor. Bilenler bilir: theory s6zcligu theoros
s6zclgunden geliyor, izleyici demek. Buradan disinme,
spekilasyonda bulunma anlamina gelen theoroia sézctglne
geciliyor. Oradan da gec dénem Latincesinde theory
sézcligine ulasiliyor. llginc olani theatron sézctginin de
tipki theoros s6zclgu gibi theasthai-bakmak fiilinden
tdremesi. Shetty bu olguyu bize gercek kavramini animsatarak
ve tiyatroyu yani 6zinde bakma eylemini gercekle
irtibatlandirarak animsatiyor.

Kendi yapiti bakimindan son derecede 6nemli bu
yaklasim. Nedeni su: Shetty eder eski, kirik, atilmis bir fincani
yeniden hayata kavusturuyorsa burada o yapit hakkinda
bitin soylediklerimizden daha ilgine bir yan var: gercek!
Evet, gercek hangisi? Bir zamanlar kullaniimis ve eskimis,
hatta islevi bakimindan yok olmus nesne mi, Shetty'nin ona
kazandirdigi yeni hayat ve dolayisiyla yeni gercek mi? Hayatsa
gercektir. Ama bir nesnenin gercedi onun ayni zamanda
kullanim dederindedir. Seyin seyligi (the thingness of the
thing) budur. Shetty, hayli caprasik, hayli karmasik ve hayli
ustalikl bir dizi paraboller cizerek bizi bu noktaya getiriyor.
Yani yeniden Urettigi yapitin gercekle kurdugu onca iliskiye ve
bize animsattigi onca gerceklige ragmen son kertede bir yapit
oldugunu vurguluyor ve theasthai ve theatron kavramlarini
birbiriyle bulusturuyor: gercek, ‘olan’ degildir, gercek daima
daha otede bir yerdedir. Sanat yapiti gercedin bilesenlerini
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cozlmler ve yansitir ama kendisi bir kurmacadir, bir theasthai
olgusudur.

X1l

Sudarshan Shetty’nin yapitlari ilk bakista hepimize tanidik
geliyor. Gereci tanidigimiz nesnelerden farkli gérintyorlar. Bir
gariplikleri var ama buna ragmen icimizi isitan bir nitelik de
tasiyorlar. Buna karsilik biraz daha derinlemesine disinince
bu yaprtlarin asil tedirgin edici yanlarinin daha alt katmanlarda
oldugunu anhyoruz. Tanidikligin icinden dogan bir huzursuzluk
bu. insan cok sevdigi, benimsedigi, icsellestirdigi bir seyin
tedirgin edici olmasini istemez. Huzursuz olmaktan dogasi
geredi kacinan insan bu durumdan daha da uzakta kalmak
cabasindadir. Ama tekinsizlik tam da bdyle bir sey: tekin olanin
oyle olmayabilecegdi hal!

Sanatin 6zl bu. Gergcek sanat blyUk teselli imkanlarina
ragmen insanda daima irkiltici duygular hazirlar. Sanatin
ayriksi yanidir bu. Sanat yerlesik olan degildir. Shetty’'nin
yapitlarinda kendisini 6zellikle 6ne ¢ikaran duygu budur.
Bu niteligiyle Shetty sanatini buglinin dinyasinda 6zellikle
ayricalikli bir konuma yerlestiriyor: bu sanat gincel sanatin
bltin olanaklarini alt metin olarak sonuna kadar kullaniyor.
Ama kendisini ontoloji olarak ifade etmesi gerektiginde insanin
bilinc disinda yer alan sanat gercekligiyle 6zdeslesiyor.

insanin derin bilincinde veya biling disinda yer alan sanat
ancak bir yere kadar klasik sanattir. Ondan &tesi ilk/sel (primal
sanata aittir. Magara duvarlarina cizdigimiz resimlerdir onlar
ve bu gercek tartisma goétirmez. Hepimiz onlari gérmedik.
Ama goérmesek bile o sanati yapmaya bizi iten olgular biling
disimizda gémuld duruyor. Erken dénem sanati psikanalizde
cok ele alinmis ilk/birincil sahne (primal scene) ile acaba
benzestirilebilir mi? ¥ Nasil cogu kez gérilmedigi halde bazi
imlerle kurgulanan bir gerceklikse birincil sahne, ilk insanin
yaptigi resimler de buglnki insan icin dyledir.®

Shetty'nin yapitlarindaki evrensellik tam da bu baytk
tarihin kavranmasindan kaynaklaniyor. BayUk gerceklik

Y Freud'un birincil sahneyle ilgilenmesi farkli kaynaklara yayilan bir strectir.
Ornegin konuyu Fliess'e yazdigi mektuplarda ele alir. Ama teorizasyon genis
olctide ‘kurt adam’diye bilinen vaka analizinde ortaya cikar. Sigmund Freud,
‘From the History of an Infantile Neurosis’. The Standard Edition of the
Complete Psychological Works of Sigmund Freud, Volume XVII (1917-1919):
An Infantile Neurosis and Other Works. Londra: The Hogarth Press, s. 1-124

8Bjrincil sahneyle sanat iliskisi elbette daha énce kurulmustur. Ornegdin

su makale Picasso'nun Guernica resminde ayni izlegi kovusturur. Ne var ki,
bizim degerlendirmemiz bu derecede ice donik bir analiz anlayisindan uzak,
daha genis ve kulturel bir yaklasimdadir. Raul Hartke, ‘The Primal Scene

and Picasso’s Guernica’, The International Journal of Psychoanalysis. No 81,
2001; s. 121-139.

ddnyasi Shetty'ye Duchamp sonrasi evrende gezinen ama
insanin en derin noktalarina dokunan bu gérkemli yapitlari
Uretme olanagini veriyor. iste bu cevirimdir. Cevirim daima
kulturler arasidir. Cevirim daima bir kaynak ve bir amac¢ metin
icerir. Cevirim daima aktarma eylemidir. Ve aktarma sadece
metni aktarmak degildir. Maksadi, merami, muradi aktarmaktir.
Shetty tam da bunu yapiyor. Ahsabi porselenle birlestirirken,
hallyi ahsaba dokerken, kirtk canagi yeniden Uretirken tim
bunlari bir alt metnin Ust metne aktariimasi olarak kurguluyor.
Sanatin baska bir anlami oldugunu disinmek de olanaksizdir.
Bu itibarla Shetty elini sanatin ilk giinkd gercekliginin icinde
tutuyor. Ustelik, sanat gercek degildir. Daima daha fazlasidr,
daima gercek ve Ustlne eklenmis olanlardir, sanat.

Bu gercedi bilmesidir Shetty'yi magaranin duvarindaki ele
doénUstiren de.

Hasan Bililent Kahraman
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The Hand Drawing On The Walls Of The Cave Or
The Works Of Sudarshan Shetty

I

The oldest known paintings of humankind are found in
the caves of Chauvet and Lascaux. These images date back
to 25-30 thousand years ago. There are no human beings
depicted in the Lascaux cave. All pictures are of animals
except for one. For many years, analyses of this great reserve
sought an answer to the question of why they were made, and
the search still goes on.

The conclusions reached by Andre Leroi-Gourhan, who
had studied not only these two but many other caves with
wall paintings, were worthy of attention in every respect. The
anthropologist was suggesting that these caves from the
Palaeolithic Period resembled the religious temples of the
modern era.* He regarded the caves to have a similar structure
with churches. They all consisted of an entrance, an inner room
and an altar. And the paintings were not random either, they
followed a certain trajectory and direction.

The caves were divided by zones or organized places of
worship. Each section was represented by certain symbols. For
example, images of bison and horses were mostly in the middle
section. The images of these animals amounted to sixty per
cent of all pictures. Additionally, the bison were representative
of female and the horses of male identity. These two elements
of identity constituted the foundation of cave paintings. And
the anthropologist explained the abstract images within these
paintings in accordance with the context of structuralism, the
influential systematic of thought of that period. In other words,
these pictures were in fact signs of a higher and broader
system.

Gourhan’s views were of course debated over.? Some
of his propositions gained acceptance, and some were
opposed. These things aside, the ideas of Gourhan that we
have mentioned implicitly provide us with two important
propositions. Firstly, that the painters had let nature in.
This view was argued not just by him and not only for cave
paintings, but for all works of art throughout the history of
art. Secondly, that Leroi-Gourhan was immediately drawing

tAndre Leroi-Gourhan, 7The Dawn of European Art. Cambridge: Cambridge
University Press, 1982; Les religions de la préhistorie: Paléolithique. Paris:
Presses Universitaires De France, 2015.

2For one of the most important sources of criticism, see Peter J. Ucko,
Andree Rosenfeld, Palaeolithic Cave Art. London: Weidenfeld and Nicolson,
1967.

a similarity between caves and religious structures, and thus
establishing a relationship between art and religion. This
too was not really an opinion exclusive to him. A number of
scholars contemplating on cave paintings were establishing a
relationship between these artworks and Shamanism, that is,
with a certain religious act.?

Similarly, the interaction between art and religion was
also one of the fundamental propositions of art history.
One could even talk of a third level. Leroi-Gourhan’s
analysis, especially when he was pursuing some major and
minor structural themes in the drawings, was assigning a
‘context’, such as mythology, ritual, cult to them that would
be universally ‘valid’. Thus, this acted as a confirmation of
Wittkower’s understanding of the notion of the ‘migration
of images’, which he was addressing with a very different
orientation” That is to say, similar elements that still exist one
way or another in culture today were connected to a source
and origin through this approach. A foundation for art was
established as a universal phenomenon with themes that have
a basis which had roots in nature, that is to say realistic, which
has connections with religion, that is to say sacred.

However, this grand body of approaches in art history that
explain the birth of art and what art is had been subjected to
ruptures several times. One of the most important among of
these was Andre Malraux, who provided an explanation of art
through a direct association with the metaphysical.

I

Malraux describes the work of art in a way that is
reminiscent of Baudelaire’'s description of the modern,® as the
simultaneous coexistence of the strange, the contingent, and
the ephemeral® But what is more important is that he states
that art is linked to chaos, not order. To be precise, he suggests
that there is a relationship between art and chaos. He thinks
that art cannot be produced without (the phenomenon/notion
of) chaos. The human being creates art through his resistance
against chaos.” Chaos is not just the chaos that the universe
generates or contains. It is chaos concocted by appearances.

®Jean Clottes, J.D. Lewis-Williams, 7The Shamans of Prehistory: Trance and
Magic in the Painted Caves. New York: Harry N. Abrams, 1999.

“Rudolf Wittkower, Allegory and the Migration of Symbols.: The Collected
Essays of Rudolf Wittkower. London: Thames and Hudson, 1987.

°Charles Baudelaire, ‘The Painter of Modern Life’, Selected Writings on Art
and Literature. London: Penguin, p. 403.

¢ Andre Malraux, Picasso's Mask. New York: Henry Holt&Co., 1976; pp. 221-222.
7Andre Malraux, The Voices of Silence, p. 324.

19



20

It is through art that the human being resists this chaos.
Because art is an affirmation that the human being will not be
lost within chaos, that he shall maintain his presence, that he
has survived/will survive despite the chaos.

Under these circumstances, art is, if we were to put it
through Malraux’s well-known concept, an anti-destiny that
resists destiny.® For the most part, anti-destiny is man’s revolt
against his fate, and his act of drawing a new destiny through
that defiance. The human being creates art because he wants
to step out of the present (chaotic) world, and does so on his
way out. Now he is free from the destiny that the world has
prescribed to him, and has begun formulating his new destiny
himself. But there is one thing that should not be overlooked
regarding the definition of anti-destiny here: for a long time
art has been a religion against religion. In other words, art has
also assumed a function as a transition from one absolute to
another. Malraux rejects this understanding. The view that he
pursues does not coincide with art generating an anti-destiny
by way of creating another absolute space in opposition to
religion.

Malraux’s concern for separating art from religion
immediately brings to mind the dominance of reason: since
it is non-religious, art will be dependent on the absoluteness
of reason. No, Malraux’s thought does not identify with this
understanding either. As Malraux opposes the domination of
any kind of absolute, the art shaped by reason will not reflect
the reality of art. Anti-destiny lies beyond the destiny drawn
by reason.

Malraux states that, with the introduction of art — let
us put it at its most extreme — the world has now lost its
meaning. Art has scaled the world down to man’s measure
and has taken away the autonomy of the outside world? This
approach is nothing like the ‘demystification of the world’
definition that Weber has proposed in his description of the
modern. According to Malraux, the world of art is not the world
of nature. Art does not imitate the world. The phenomenon of
mimesis that has existed since the Ancient Greek civilization,
does not find a counterpart in Malraux’s thought.’® As art
begins at the point where the chaotic world is rejected,

8 Andre Malraux, 7The Voices of Silence, p. 619.

? Andre Malraux, “De la representation en Orient et en Occident”, in Verve,
no. | (Summer, (938), p. 69; cited in Derek Allan, ‘On art as anti-destiny:
Foundations of Andre Malraux’s theory of art’, Literature&Aesthetics, V.13,
No.2,2003; p. 13.

1 Derek Allan, Art and the Human Adventure: Andre Malraux's Theory of Art.
Leiden: Brill, 2009; pp. 138-143.

revolted against, it is not in contact with the outside world,
or rather, it is not an extension of it. According to Malraux,
even in paintings that represent the outside world, it is a
different world. This world is the world of painting. Just like
the abolishing of destiny, the outside world has also lost its
autonomy.

Malraux’s evaluation is far more significant than it seems.
Because he severs the relationship between art and reality. Art
will no longer be defined as a reflection (imitation) of nature,
and the concept of realist art will no longer exist. Art is the
reality of another plane. It can be called the mind, it can be
called fiction, but most importantly it is comprehension.

Let us talk about another dimension of this
understanding. When man moves art outside of the world or
takes the world outside of art, he will be also changing his
own situation, condition and position. As a man rejecting his
destiny and form(ulat)ing a new destiny, he will be leaving the
world from which he expects benevolence, compassion and
mercy behind, and moving into a world where he is the master.
This world is his, and he is both the centre and the master of
this world. Thus, man has abandoned his destiny, and replaced
his destiny with the meaning/significance he has created He
has left his passive position behind and settled into an active
position.

In the sense that Malraux points out, the artist is not God.
He is merely a creator. As a matter of fact, Malraux proposes
the conjecture that he shall reiterate in almost every text
of his, and claims that man will revolt through creating. By
creating, man will not only revolt against God, to the world
outside, the world he exists within, but also revolt against
himself. This means establishing a new world of meaning,
founding new relationships. According to Malraux, in this world,
man excludes everything he cannot make sense of. What
mankind excludes from his mind and from the discourse of art
expands his field of resistance, and at the same time, purges
him and art from the given.? Because the world of God is
proposed as a way out of this chaos. The non-chaotic, ordered
world is the given, and it is a world with a single uniform
configuration: it is the world put forward by God. If that single
path is followed, the world would become unflustered and
free from being chaotic: but this is the only way. That is why
all absolutes that replace an absolute speak of the ‘only way'.

%1n addition to the reference concerning the same subject mentioned in the
footnote above, see Andre Malraux, The Metamorphosis of the Gods. Trans.
S. Gilbert. New York: Garden City N.Y,, 1960, p. 226.

2 Andre Malraux, 7The Voices of Silence, p. 633.

This is the formulation of the doxa. Whereas the world of new
meanings and the formulation of art have dislodged this given
form from being the only reality. Now there is a multitude.

The search for meaning beyond the given world is a
rejection of realism on a new level. The real is defined. It is
even predefined. Language and assumptions connected
to it, especially words, tell us of a world that is formulated
and reduced to singularities. Language is an order,
organized and with a distinct character. Any system that
we assign a meaning to through language will present the
same characteristics. Communicating is abiding by these
characteristics and arrangements, and all together this forms
a monolithic structure. Language is a form and it is singular.
The truth is formed as an extension of it. In this respect, the art
that resides in the universe of meaning pertaining to language
has no novelty. It might be realistic, but it is limited to this only.
Malraux, on the other hand, speaks of man constructing a new
order: a pluralist order.

It is not just the world that changes in the new
formulation. According to Malraux, in this new phase beauty
and aesthetics will also lose, have also lost their former power.
Now, beauty, which originates from the still/serene state of
the world, which contains its given formulation, and which
emerges when that arrangement and organization exists (the
aesthetics of Ancient Greece and Renaissance constitute the
most advanced point of this understanding), has disappeared
due to the rejection of the world. Once again, this is a
significant assessment. Because, art, which traditionally has
the purpose of creating beauty, is now transforming beauty,
even discarding it with its production and existence. But
through this definition Malraux affirms his views at the most
extreme: art that is cut off from the world, of course, cannot
have the purpose of endorsing or reproducing its beauty.

Beneath this whole perception lies a very important
assessment. Malraux states that posing the question of
‘what is art?’ is in effect enquiring about ‘what is man?’. This
assessment is not limited to being significant in terms of the
geometry of art that Malraux establishes. It also sets a new
threshold in the universal reality of art. Consequently, it would
be accurate to say that the reality of art is the reality of man.
But one more fundamental proposition could be added here:
if this whole framework is agreed with, then art will of course
appear as a product of man, but from the moment it emerges,
it will also determine man. In fact, from this perspective, the
artist as the person who produces art might be viewed to

precede art, but even that would be incomplete, since it would
be again art that would influence what is going to be art, drive
the artist towards what he should shape into art.

In short, it is not man that constitutes art, but rather art
that constitutes man*®

m

For the most part Sudarshan Shetty’'s works can be
considered within the framework of this provocative definition
of Malraux.

Some of Shetty’s works, especially the ones where he
merges broken porcelains with wood, steer us towards this idea
at a glance. There are objects that everyone would recognise
at first sight. These are cups, saucers, jugs, decanters.
However, none of these are objects found in nature, objects we
are familiar with. They bear a significant sense of alienation.
Because they are made by merging two materials that we
are not accustomed to seeing together, evoking a feeling of
oddity.

This situation, the merging of teak and porcelain,
demonstrates that Shetty is not producing a reflection of
nature, that nature has found its way into the artwork one
way or another, but that it has taken on the form of a second
nature that is different from nature, or rather that it has
created a nature plane. This is now the nature of art/artist.
If we were to speak with reference to Malraux, these objects
have transcended the chaotic structure of nature, and paved
the way for their own chaos. Besides, they have another
striking feature: these artworks drag us into a plane of chaos
through the sense of anomaly that they evoke. However, this
is not the feeling that they give rise to when they are viewed.
On the contrary, the artworks bring a sense of serenity beyond
chaos, a certain feeling of depth, to mind. The artist has clearly
and heavily intervened in nature, but out of that a certain calm
has emerged. Because the objects have established their own
order, their flawless synthesis and harmony.

This is due to them having created their own habitus.
These artworks do not owe their existence to anything. They
are only works of art. They might resemble some forms in
nature. But they are detached from nature. Therefore they do
not need to owe anything to nature. Whereas, if they were
attached to nature in the name of real/ism, they would be
carrying the chaotic structure of nature within, in their cells,

¥ Andre Malraux, Past, Present, Future: Conversations with Guy Suares.
Trans. D. Coltman. Boston: Little Brown, 1974, p. 151.
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in their existence. Yet now they create an extremely pastoral
sensation, and as highly lyrical works, they exist outside of
chaos.

Let us talk about two reasons that create the sense
of serenity. First of these is that Shetty has devised a new
destiny to the objects (and himself). Destiny is the flip side
of consent. But if we were to return to Malraux, the destiny
here originates from a resistance. Ever so gently and skilfully,
Shetty denies the destiny that arises from and is bound
to the given world of the object, and pushing that aside, he
presents us the object of the new destiny that he has created.
The second reason, again as Malraux has stated, is that these
objects remain outside the understanding of beauty that is
bound to nature. They are extremely beautiful, but this is not
a beauty that nature has ascribed to them. This is the beauty
of originality, of being extraordinary, of singularity, of solitude.
Because Shetty is no God, the Divine remains outside of
this beauty, but as an artist he traces and shapes the great
creation. And this form is beautiful under any circumstances.

v

Let us now turn to another dimension of the beauty in
Shetty’s artworks.

Malraux had said posing a question of what is art is
asking the question of what is man. By creating a new object
plane Shetty elaborates on the question of what is man. The
question does not arise spontaneously and solely originating
from the object. It rests on a more concrete ground. Shetty
makes the artworks he has re-produced, from old materials
that have been used and discarded at homes. Broken plates,
bowls, and wood salvaged from old houses, from door frames,
window jambs, and floorboards: this is the ‘raw material’ that
Shetty uses, and of course this is no raw material. On the
contrary, it is a highly processed, ‘matured’” material, a material
that has ‘value’. More importantly, the material he utilises
contains memory. It has been in contact with, has touched the
human being, has lived with him and acquired a history. History
is memory and memory is history.

The entity with memory is the human being. The human
being is extant through his memory. The materials of Shetty
have also become identified with the human being. Shetty has
ascribed a new meaning to that material, but this contribution
of meaning draws the reality of the material towards memory.
In a sense, this humanizes it. We do not know who has used
the broken cup. It is therefore anonymous. But we do know

that it was in the hands of a human being, and that, again, it
was another human being who had ascribed a new meaning to
it. The same goes for the wood too.

Under these circumstances, Shetty’'s works have been
directly shaped by human hands. They were touched both by
the artist, that is by Shetty’s hands, and by other people before
Shetty. In this respect, these artworks bear the same weight of
meaning as the paintings on the walls of the Lascaux cave. We
do not know who made those paintings. But we know that it
was a human hand that touched them. An object touched by a
hand gains value.

Shetty thus confirms Malraux’s definition of the artist
who is not a God. Through being made of materials with a
human history, these artworks develop a second layer. It is
no coincidence that Shetty was driven towards them. On the
contrary, this corresponds to an utterly conscious act. Shetty
is pursuing enquiries regarding the human being. The human
being can be an abstract entity. But he is concrete through his
acts. Shetty underscores that concrete aspect. Man produces
his presence on earth through techne. Mankind resides in his
place within the universe as homo faber: man the maker.

To make and to exist through making is labour in Marx.
Man is the outcome of his labour, the product of his labour.
Any man who does not produce with labour is doomed to
extinction. What Malraux calls resisting by making or his
proposition that presents the work of art as a revolt, finds
a concrete counterpart in Shetty. Shetty steers the viewer
towards the labour of man on two different planes. The object
in front of us was produced by one human being, used by
another human being, and created by being re-produced
through an artist’s labour.

v

Shetty’s work has powerful longitudinal philosophical
implications.

First and foremost, from the moment when he presents
the objectness of the object he starts a process of questioning
concerning its existence. Where does the truth of the object
lie? This is a very important philosophical question, and in the
background of his work Shetty examines this question. Does
the entity have an end in itself, or does it belong to the one
who uses it, who ascribes meaning to it, who re-produces it?

With these questions, Shetty begins to present his own
answer. First of all, the artist frees the entity from being an
entity. With this move he interferes with the universal reality

of the object. After relieving the object from being itself, he
assigns a new existence to it. The artefact is no longer an
anonymous entity in a vacuum. It is an entity that Shetty
has (re)produced. It has gained an identity and a personality.
The artefact is reborn. Thus, if we were to use the well-
known concept of Heidegger abstracted from its context, the
artefact is no longer an entity ‘thrown into the world'. Perhaps
it is ‘saved’. It has gained belonging.

Marx’s concept of production is important in this respect.
According to Marx in Grundrisse, ‘production in general is an
abstraction, but a rational abstraction’. Production will bring
out and fix the common element.!* We can say that Shetty
has adopted exactly this attitude. He brings out and fixes the
common element. This common element can be the object
itself (because it is also an input or raw material), it can be the
meaning of that object in the past. This latter phenomenon is
particularly important. Because Shetty does not detach these
objects that he re-produces from the context of meaning that
they have: the cup is still a cup, the saucer is still a saucer.
But he is abstracting them. And thus, he does not abandon
his rational formulation and approach. In Shetty’s work one
could not talk of an understanding of the object left to its
own devices. That is why we are arguing that he is removing
the object from its state of being thrown into the world. Quite
the contrary, he draws a rational new context to it, and his act
of detaching it from the chaotic world and moving it into the
world of art could not be interpreted any other way.

Vi

But here, another phenomenon comes into play: time.

If Shetty’s works are a re-production of an old artefact, a
discarded, used, abandoned article, then this is an intervention
regarding the time it encapsulates. Being used and worn is to
bear the burden of time and to finally break under that burden.
Each sign of age tells us that the object or its reality belongs
to another time. Time/s have flowed over the object and aged
it.

Time is the principal element of nature. Time is processed
in nature. Time processes nature. The transformation of nature,
the growth of trees, the sprouting of the weeds, the erosion of
mountains, the drying of streams, the formation of lakes are
all factors of time. In the event of the exclusion of time, nature
would come to an end. But as well as the relationship between

% Karl Marx, Grundrisse. Trans. Martin Nicolaus. London: Penguin Books, 1973,
p. 19.

time and nature, there is also the relationship of man and
culture with time. Man dies. Death is a phenomenon of nature,
and like the other phenomena of nature, it is derivative of time.
Naturally, depending on time, as a derivative of time dying is
aging. We have stated that aging/being worn is a matter of
nature, that it is natural. Man is the only life form living with
the knowledge that he will die. Because man is aware of time.
He had discovered time.

When Shetty looks at the objects that are worn/broken,
when he holds them in his hands, he takes hold of time. When
he re-produces the objects, he breathes new life into them.
In this sense, Shetty is not an artist-God, but a God who
revives objects. With the time that Shetty sets in motion the
objects have now entered a new life. Thus Shetty has not only
re-produced the objects, but he has also transformed and
re-produced time. As a human being, Shetty also knows that
he will die. But by creating objects, giving them new lives he
resists time. Furthermore, the life of these objects is not his
life. Perhaps they will continue to live, but Shetty’s life will end
at some point. That is exactly why art exists: to resist, to make
something that belongs to us live after we are gone! This is
why mankind left a print of his hand on the walls of the Peche
Merle cave. He was resisting time, even resisting himself: he
was going to die, he knew that, and he was resisting against
his mortality, against himself. He had saved himself and the
objects from the hands of death.

There is another significant point in this equation. The
relationship of time-man is not a singular relationship. It
has different layers. The foremost of these layers, the most
important of these is the relationship between culture and
time. As a cultural reality, the West and the East experience
that relationship in different ways. The known fact is that in
the West man had constructed time. The time in the West
is elaborate and it is divided into moments. Whereas in the
East, time constructs the man. There is a time that is long,
stretching over broad periods, changing with seasons, a
time integrated with nature. In the West time resists nature.
Whereas in the East, time is in harmony with nature. As he
saves the objects from the hands of time, Shetty actually
establishes a cultural relationship that is Eastern in its
essence with them.

Shetty’s relationship with time is one of returning the
objects back to life, that is, back to nature. Shetty’s re-‘woven’
objects will continue to live within the vast parentheses of
time and death. If time had consumed them, if over a long
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time they had eroded and vanished, and returned to nature,
this would have been in agreement with the Eastern tendency
of perceiving time. Shetty does not oppose this fact. He
only reproduces it. He makes a vivid reference to the great
Shamanic tradition of the East by breathing a second life into
the objects, while also providing an opportunity for the objects
he has released back into nature to live an extensive life once
again. Yes, this time Shetty has denied the position of the
God-artist, but he has no way of hiding that he is some kind
of Shaman.

Any relationship of this nature with death is Shamanistic.

Vil

Here, Shetty ties another knot.

We have stated that time is a matter of measurement
in the West. Indeed, modernization is a history of measurings.
Ultimately, time is also a unit of measurement. By measuring,
man scales the world down to his measure. Measuring is a
means to compare the endlessness of the world in proportion
to the man himself. It is a way to understand the world on
a scale of units, that is to say, measuring is there to allow
mankind to bring the world/universe into his consciousness. If
we were not able to measure, we would not be able to know
the magnitude of the world. On the other hand, measuring
also involves the human being limiting himself, it implies that
the human being has confined himself within the bounds of
measurement. Furthermore, measurement also creates value.
The difference between a gram of gold and a tonne of gold is
a degree of measure.

Shetty changes the measure of time by re-producing
the object. He is interfering with time. With that intervention,
Shetty shifts from objective time to subjective time. He
discovers the subjective dimension of the object. It replaces
the natural time and reality of the object with the subjectivity
of the object that he produces. This is a universal intervention.
Shetty’s success is that he manages to realise this extremely
radical intervention in a very gentle, sensitive, lyrical, poetic
way. The subjectivization of time is already essentially a poetic
phenomenon. The time of poetics is subjective. Every poem
creates its own subjective time.

The relationship that Shetty establishes between the
object and time evolves, and becomes an intervention to
devices of measurement. The most important ones among
these are the kilograms that were used in earlier eras to
measure weight. Shetty cuts these ‘devices’. This is again

a violent, harsh, radical intervention. It is a reversal of the
established order, and the creation of a chaotic environment.
Devices of measurement are there to establish, to determine
the order. This is why measurement is an indispensable part of
the modern system. If there is measurement, there will be order.
Rankings, classifications and arrangements become possible
through measurement. Yet these are burdensome elements
for the human being. The freedom of the human being is
restricted in these contexts. By cutting these weights Shetty
intervenes in this restriction on an extensive ‘measure’. Just as
he subjectifies the structures of the objects originating from
their nature by merging and re-producing objects, this time he
subjectifies the structures of the devices of measurement by
cutting and dividing them.

The relationship that Shetty establishes between time
and division also becomes manifest in a totally different
artwork. Shetty creates this rather ‘grand’ work in two stages.
In fact, it is a single artwork: dressed in a traditional outfit,
Shetty holds an old crock and breaks it by throwing it over his
shoulder. The crock is now broken. This is an endeavour much
like Shetty cutting the devices of measurement. Once again
Shetty displaces an object beyond its naturalness. Breaking
is the same as cutting. But there is one detail involved in this
act: breaking, in the way that Shetty does, is again a function
of time. Just as time affects and ages an object, the object
that is thrown over the shoulder ‘ages’ in the time between
the moment it is dropped and the instant it hits the ground,
and when it falls, that is, at the end of that ‘time’, it breaks
into pieces. Through this act Shetty points out that time is
measurable. Dropping something is aging it, ‘subjecting it to
time’, if you will, or speeding up the object’s journey in time.
Time would have probably destroyed that crock somehow, but
Shetty determines that ‘time’ himself, and thus determines the
fate of the object.

Then, Shetty brings the same object back together. The
work displayed at the exhibition is that rejoined crock. It is
obvious that this contains all the parameters seen in all of
Shetty’s works we have examined so far. Integrating parts to
form a whole is already among his fundamental acts. Just as
he brings together different materials to form objects, this
time he is reconstructing the same crock using its own pieces.
What we have said about the merged objects also applies
to this work. Yet there is a difference: this time he uses the
pieces of the object itself in his re-production, and also this is
not an artwork that carries the burden, the memory of a past,

here the procedure is implemented on a crock that Shetty has
broken himself.

Considering this aspect, it could be argued that this
artwork conveys a meaning that is a little more metaphysical.
In fact, the creation of an object from its own parts might
entail a somewhat religious motif. Because giving life to an
artefact by using its own pieces is to some extent remindful,
reminiscent, evocative of resurrection. Resurrection is the
rebirth (?), restoring to life of the human being maintaining
his own integrity. The classic narrative of this event is the
resurrection of Jesus. Jesus is restored to life and appears to
his disciples in an enclosed room. St. Thomas was not present.
When his friends tell him that they have seen Jesus, he says,
| won't believe it unless | see the nail marks on his hands and
the wound on his body. When Jesus arrives, in an act often
depicted in Western art, Thomas touches the wound of the
prophet and then he believes. The peculiar thing here is that
Jesus appears as himself.

When he repairs the crock and rejoins it with its ‘wounds’
(the seams of the broken pieces are visible on the pottery)
back into a whole Shetty reminds us of this story. But once
again there is a subjectified artwork that bears the ‘hand
marks’ of the artist. Furthermore, Shetty has captured himself
breaking the crock on three separate photographic frames.
The photographic frame is a product of time. It is the shutter
opening and closing three times, or three separate instants
captured from of a long, single take, which also happens as
a matter of time. Shetty could not have further concretized
the relationship that his artwork establishes with time. In
this respect, the fact that only the broken and re-assembled
crock, and the visualization of the process of it being broken is
presented in the exhibition embodies its own unique meaning.
The connotations that this endeavour holds in terms of body
politics should also not be overlooked.

Vil

Politics might be a magical word that reveals a certain
aspect of Shetty’s artworks.

Although they don’t look like it — which is the real
achievement — we are faced with extremely powerful political
works. Politics does not necessarily have to be Politics with a
capital letter. Since the 1990s the world has recognised this
fact. Politics is the politics of everyday life and the everyday,
ordinary acts of man. Micro-politics has long replaced macro-
politics that operates directly through the state and its

related mechanisms. Macro-politics might be right if they are
in tune with micro-politics. Otherwise, politics is the world of
the Leviathans or Behemoths. Besides, we now live in a world
where politics as the domain of power relations and as a realm
that proceeds through hegemonies no longer has any validity.

Politics that is at least universal and ‘second best’ would
come closer to reality the more alienated from itself it is. It
is a known fact that the state and the great hegemony that
it represents determines each and every corner on the micro
level. The congruity of state and power determines the politics
of body, memory, space, identity and belonging, almost to the
extent of even producing politics of leisure. In a world where
politics equals to political domination, one cannot talk of a
democracy of a more advanced level. On the contrary, politics
will turn into a mechanism that is alienated from democracy.

Monist, introverted, abstractionist political axes are now
giving way to an initiative that comes from a line of politics
of identity, difference and recognition. To this we should add
lateral relations; civilianisation; participatory, interactive,
transparent political grounds; and accountability. If these
could be established, then the human being could become a
more productive, transformative, plural subject. The magic
here is hidden in the concept of pluralism. The politics of the
modern era was founded on singularities. It was exclusionary,
adamant, and introverted. It had made the constituent
element of the nation-state its subject, and alienated the rest.
Time has broken this restricted circle. It was impossible for the
world to carry this restraint any longer.

Shetty views politics from this perspective and with
these values. For him politics is a synthesis. It is a synthesis of
unifications, convergences, coalescences. The fusion of broken
cups and discarded woods brings about a world of dualities.
Duality is always present in politics. The question is whether it
manifests as an opposition or a reconciliation. Shetty answers
with an undeniable clarity. The essence of his work is based
on the fusion of opposites. Shetty brings together elements
that would not, could not come side by side, and the merging
of which would lead to metaphysical challenges. It goes
without saying that this is a very distinctive political attitude.
In a world that is radically divided on the basis of languages,
religions, races, and identities, in a world of international
relations where immigrants are left to die or even driven to die,
Shetty draws attention to the necessity of having differences
exist together and the possibilities of their coexistence.
Politics is meaningful if it achieves things deemed impossible.
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It is this conviction with which Shetty constructs his works. His
work is an exceptional cry for compassion in the face of the
contrary, dissonant, clashing nature of today’s world.

A fundamentalist political call.

IX

The same political approach can be observed in the other
dynamics that Shetty keeps hidden behind his work.

First and foremost among these is the concept of home.

We know what a home is: home is a concept that is
too broad, too laden with meaning and too convoluted to be
known. But Bachelard has told us about and defined the house
in all its details, including its drawers, cupboards, and mirrors.*®
First of all, a house is a space. Every space has its own, its
unique boundaries. Without boundaries, there is no space.
The whole notion of the house exists through conforming to
the boundaries of the house. There cannot be a house that
takes place, that is established outside its borders. Every
component, every ‘member’ of the house is intertwined with
those borders. The units of the house are also this way from
the start: the rooms, sofas, kitchens, bathrooms! All of these
are with borders.

An artwork of Shetty that we have included in the
exhibition is not just an extremely striking piece, but it
also moves the subject of home to another level. This is a
carpet. Shetty had created his work by freezing a carpet in
a refrigerator and replicating the configuration on wood by
hand. First of all, the craft dimension of the work is dazzling.
The piece was created with the meticulous care that one
could only see in Renaissance or in Eastern miniatures, and
the craftsmanship of Armenian masonry. It is a marvel of
handiwork. Confronting the piece, one feels the admiration,
astonishment and, above all, the sense of uncanny one would
feel in the face of any artwork that could not be surpassed or
matched. Furthermore, there is a second layer that contributes
to the emergence of this feeling. The artefact is abstracted
from its reality. The displacement of meaning seen in all
surrealist art also has its marks on Shetty’s work. Whatever
Man Ray'’s flat-iron with nails underneath, Oppenheim’s fur-
covered cup, saucer and spoon is, so is Shetty’s work. The
same sentiment can be observed in Dali, and the pinnacle
of spatial displacements is the realm of dreams, and in this
respect Delvaux’s paintings have a special place.

One of the reasons behind this sense of uncanny is the
cold, solidified, awkward appearance of the carpet, which is
typically an object associated with home, that is a protected,
sheltered place, and an object fused with the warmth of home.
Freud described the house in a quite peculiar way. He makes
reference to Scherner, and states that, ‘The only typical, that
is, regular representation of the human person as a whole is
in the form of a house’ It is certain that the transformation
of a place that is this enveloping for the human being would
be, or rather, is startling. If we were to put it with a Freudian
understanding, by way of displacing the carpet from the
space that it belongs, Shetty also prevents the rendering of a
full representation of the human being. We shall come to the
reasons behind this.

The critical concept here are dreams. Freud was stating
that the objects that find their way into and are transformed
in our dreams were gaining symbolic values, and that these
symbols are the expressions of our neuroses and problems
accumulated in our unconscious. The symbolic alterations of
meaning that make us feel unsettled and demand us to think
in order to find their meanings, are presented by Shetty in
the form of concrete realities: a soft, woollen carpet is now a
solid, hard object ‘made’ out of wood. The feeling admiration
always comes with a shiver. As much as we admire the level
of craftsmanship and consider the level of skill to be beyond
humanly possible, these qualities of the carpet also greatly
amplify the same sense of uncanny.

But Shetty’s aim is not to create a surreal object. Shetty
is not a surrealist artist. Nor does he seem interested in
strained psychoanalytical constructions. Psychoanalytical
readings are a posteriori. Every act and object is open to such
evaluations. Thus, Shetty’s works could also be considered
from this perspective. However, it is clear that the main goal
was not to create a specifically psychoanalytical horizon in
particular. Then we need to look at the other meanings of the
carpet in front of us.

X

Since Shetty’s intention is not to create a surrealist and
psychoanalytic universe, first of all, let us attempt to consider
the feeling we experience in the context of Shetty’s oeuvre,
but let us proceed from the same point: the sense of uncanny
is subjective. It is an introverted feeling. Just like fear, joy,

> Gaston Bachelard, 7he Poetics of Space. Trans. M. Jolas. London: Penguin,
2014.

¢ Sigmund Freud, A General Introduction to Psychoanalysis. Trans. G.S. Hall.
Durham: Duke Classics, 2014, p. 321.

suffering. These emotions do not have an objective plane. This
is something that Freud was pointing out. Let us immediately
point out that at the bottom of this feeling lies a challenge
presented by Shetty on another plane: Shetty transforms the
enveloping, encompassing, protecting meaning of home. He
does this by challenging the sense of being enclosed, that is,
the sense of border that we have just mentioned. The carpet,
which suggests the outlines of a space, challenges us and
our perception not only through the transformation of its
constitution, but also through being out of place. When we
place Shetty’s wooden carpet in the exhibition space and we
look at it in that plane, we are both startled and hurt by its
state of being suspended in a vacuum, that it has not found
its proper place in the space, and it poses a question: what
does the small carpet in this large space communicate? Does
it want us to imagine this space as a house?

No matter what, there is a sense of unease created
by a challenging of meaning. The intervention is one that
concerns the understanding of home. Shetty points out that
the established and positive emotions that we associate
with home are not what they seem: a carpet can be this hard
and hurtful, and it could cause this much unease. So, the
house is a thorny, challenging area. If we would carry this to a
metaphorical plane, this is exactly the reality in today’s world:
people have no homes, the homes that they have are thorny,
hard, and hurtful. The greatest ache of being a migrant is the
loss of home.

The second plane is this: a carpet would not look this
much out of place in a space where it belongs. This would not
be expected in a well-organized bourgeois house. Everything
has its place in those homes. It is borders that prepare the
condition of being neat and in order: the space is dominated
by measure and harmony. But houses of the poor are not like
that. Those houses are arranged according to need only. The
function of the article is positioned a long way away from
harmony and measure. These people had settled for what they
found to meet their needs. The ‘aesthetics’ of the house have
been overlooked. The aesthetics of the home is not particularly
a topic to delve in for the poor. The borrowed look constitutes
the original fabric of those houses.

As a small object in a large space, Shetty’s carpet, first
of all, allows us to ‘wake up’ to this fact. That carpet is an
exclamation mark. Both through its distinct nature and texture,
and being in discord with the space, it pushes us out of the
established order of the house. And getting out of the house

is essentially unsettling. This is where Shetty starts to become
political. The artist does not stimulate that sense of unease
with an esoteric purpose, although the sense of uncanny in
surrealism can be described as such. By pointing at everyday
life, the reality of the human adventure, and placing emphasis
on poverty, Shetty manages to disturb us on a political level.

There is yet another vein that feeds the aforementioned
unease.

As much as home is memory, it is also a memento. The
fact that we perceive our homes as warm places that make us
happy is largely due to mementoes. Mementoes are prepared
with objects. Some of the objects that make up mementoes
are temporary and everyday objects. Some others are lasting.
Carpets are among these big and lasting objects. One carpet
is used by many generations.

We know that Shetty’'s carpet does not belong to
a particular house. The artist has found the carpet as a
displaced object, as ‘waste’. So, if we were to make an
analogy with today’s world, that carpet is like a computer
whose memory is tried to be erased. Any object removed
from a house is actually left to the hands of poverty. It has
been completely transformed into an object of need, an
object of function. Someone will take it, if that's possible,
and make use of it disregarding harmony. This is exactly the
definition of poverty we have presented above. Therefore,
Shetty’s carpet is now stored in the memory of poverty. It
accumulates the mementoes/the memories of poverty. By
making a wooden cast of that carpet Shetty also freezes that
memory. Furthermore, we also do not know where the original
carpet is. That is why we respond to the wooden carpet with a
feeling of pity or a heart-breaking sentiment. And this carpet
is now really purged and stripped of the memory of the original
carpet, and has started generating a new history for us.

Due to its features, the carpet and the broken plates
and bowls thrown out of the houses share a common fate.
These are all ‘waste’ objects. They are all objects that have
been excluded from the spaces to which they belong, objects
that have severed the relationship of memory that they have
established with their surroundings. The lives they have been
reinstated into are not lives of recycling. Definitely not. All of
these stand before us as both the subject and the object of a
new history, and offer assessments about home and memory
that are broadening our horizons.

In short, we are faced with a highly political reality. This
fundamentally political but not ‘manifest’ allusion is a radical
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intervention to the sombre and stern constraints of our
present-day world. The integration of this radical intervention
with a unique aesthetic endeavour on the other hand is the
artist’s achievement.

Xi

We see a similar attitude when Shetty places small-scale
versions of the models that he uses in his videos, into the
exhibition space. After a while, the cinematic space becomes
established in the exhibition area as the space of reality.
This is not a simple and straight forward enterprise. It is an
extremely significant effort in terms of the transformation of
reality.

Cinema is not real. It is imaginary. This is the most
important and intricate attribute of the ontology of cinema.
Cinema is a realm of images borrowed from reality, which,
we wish, would create real/istic feelings/thoughts. The
image is beyond-the-real. Besides, the image on the screen
is sometimes recorded in a real space, and sometimes in a
studio. The studio is an area that is constructed to resemble
reality, a space that evokes the impression of being real.
So is the film as a whole: a visual universe that evokes the
impression of being real.

Shetty starts off from this point and places the
structures/spaces of the cinematic space on which our
dreams reside, in the form of ‘realities’ in front of us. The fact
that these model spaces are located right in front of the area
where the videos are, is also quite significant. In a remarkable
way, Shetty touches on the relationship between image and
reality.

There is again something problematic about this work.
Shetty does not present the space of the cinematic realm on
a one-to-one scale to the viewer. He offers a small model of it.
Even if he were to present it on the same scale, the situation
would not be free of problems. Because, then, we would be in a
space that seems closer to the real but is not real, we would be
in a fictitious space. Perhaps the sensation of being separated
from reality would have been a little muted, but nevertheless
we would still not be situated within reality. Being placed
into reality would not have been possible anyway. Taking this
phenomenon as his starting point, Shetty goes even further
and demands the viewer to settle for the model. Then a
semiotic equation emerges: cinema is not real, and the model
of the space in which the cinema was shot is not real. Both the
video piece/cinema and the models are images, ‘artworks’ that

are presented to the viewer at the exhibition venue. We are
almost facing something that is beyond the beyond-the-real.

Shetty’s approach here is very consistent in itself. Just
as the objects that have been displaced from their spaces
among his works, this time Shetty presents spaces displaced
from their places. We are prepared to see the object move out
of the space to which it belongs. Ultimately, the object is a
thing that is used and discarded. And aging is the reality of
the object. It implies exhaustion. Furthermore, there are some
objects that are specifically made to be disposable. And some
objects will eventually cease to exist, like a pencil or an eraser
that is used up.

What is quite alienating is to be taken away from the
place to which one belongs. The relocation of a space away
from its own realm and into another area is even more
disturbing. This is something that is actually implausible, or
unimaginable. By re-producing and concretizing the cinematic
space Shetty makes us sense two things in the form of a
double spiral: cinema/video is not redl, it is fiction, and likewise,
the exhibition is also a fiction. They all tell us a story, a story
that is about a problem in life, they make us think about it, but
cinema and exhibition cannot be real.

This is an observation on and an allusion to the concept
of theatron that has existed since Ancient Greece. By
exhibiting a model of the cinematic space, by transforming
it into an element of the exhibition he indicates that the
exhibition is also a staging. Theatron is still applicable on this
level. Compared to cinema, the model is far more real. But in
comparison with the actual space, the model is a fiction. And
the combination of these is this: the real is always somewhere
else.

With this approach, Shetty makes an allusion to the
concept of theory. Some of you might already know: the word
theory derives from the word theoros, which means spectator.
This, in turn, is linked to the word of theoroia which means
contemplation, speculation. And from there we reach the
word theory in Late Latin. The interesting thing is that, just
like the word theoros, the word theatron also derives from the
verb theasthai, to behold, to look at. Shetty reminds us of this
phenomenon by calling to mind the concept of the real and by
linking theatre, that is, essentially the act of looking with the
real.

This approach is extremely important in terms of his own
work. Here is the reason: if Shetty is restoring an old, broken,
discarded cup to life, there is something far more interesting

here than all the things we have said about that work of art:
reality! Yes, which one is real? The object that was once used
and has aged, perhaps even defunct, or the new life that
Shetty gave it, and therefore the new reality? Life, on the other
hand, is real. But the reality of an object is also a matter of
its use value. This is the thingness of the thing. By drawing a
series of highly intricate, highly complex and highly masterful
parabolas Shetty brings us to this point. In other words, despite
the various relationships that the work he had re-produced
has established with reality and the various realities it reminds
us, he emphasizes that ultimately this is a work of art, and he
brings together the concepts of theasthai and theatron: the
real is not ‘that which is’, the real is always somewhere further
away. The work of art analyzes and reflects the components of
reality, but it is a fiction, a phenomenon of theasthai.

Xl

Sudarshan Shetty’'s works seem familiar to all of us
at a glance. Though they look different from the objects we
know. They have something odd about them, but still they
have a quality that warms our heart. However, upon further
consideration, we realise that the real unsettling aspect
of these artworks lie in lower layers. This is an unease born
of familiarity. One does not want a thing that he loves, he
embraces and internalizes to be unsettling. The human being,
who by nature avoids unease, would try to stay even further
away from this situation. But the uncanny is something exactly
like that: a situation in which the familiar would become
unfamiliar!

That's the essence of art. Despite the great possibilities
of consolation, true art always grooms startling emotions.
This is the anomalous aspect of art. Art is not that which is
established. This is the feeling that becomes particularly
prominent in Shetty’s works. In this respect, Shetty places
his art in a remarkably privileged position in our present-day
world: his art uses all the possibilities of contemporary art to
the fullest in the form of a subtext. But when it has to express
itself as an ontology, it identifies with the reality of art that
exists in the human unconscious.

The art that exists in the depths of the human
consciousness or in the unconscious is only to a certain
degree classical art. The realm beyond that belongs to primal
art. These are pictures we have drawn on the walls of the
caves, and that is an indisputable fact. Not all of us have
seen them. But even if we haven't seen them, the phenomena

that have driven us to make that art remain buried in our
unconscious. Can early art be likened to the primal scene that
was discussed in depth in psychoanalysis?? Much like the
primal scene which, although in many cases an event that is
not witnessed, constitutes a reality constructed through some
symbols, the paintings of the early man represent the same for
the contemporary man.®

The universality of Shetty’s works stems from the
recognition of this grand scheme of history. The greater world
of reality allows Shetty to produce these sublime works of art
that are roving in the post-Duchampian universe and touching
the deepest parts of the human being. This is translation.
Translation is always intercultural. Translation always involves
a source and a target text. Translation is always an act of
transferring. And transferring is not just the transmitting of
the text. Its purpose, its intention, its will is to transmit. That’s
exactly what Shetty does. In merging wood with porcelain,
making a wooden cast of the carpet, and re-producing
the broken crock, he composes all of these as an act of
transferring a subtext to a meta-text. It would be impossible to
think that art has any purpose other than this. In this regard,
Shetty keeps his hands on the reality that art had on the first
day. Besides, art is not real. It is always something more, art is
always the real and everything added onto it.

And it is his grasp of this fact that transforms Shetty into
the hand on the walls of the cave.

Hasan Bililent Kahraman

YFreud's interest in the primal scene is a process that is spread over various
sources. For instance, he examines the subject in his letters to Fliess. But,
for the most part, the theorisation takes shape in the case analysis known
as the ‘wol/f man'. Sigmund Freud, ‘From the History of an Infantile Neuro-
sis’. The Standard Edition of the Complete Psychological Works of Sigmund
Freud, Volume XVII (1917-1919): An /nfantile Neurosis and Other Works.
London: The Hogarth Press, pp. 1-124

8The relationship between the primal scene and art is of course one that
has been established before. For instance, the following article enquires into
the same trajectory in Picasso’s Guernica. However, our evaluation is not
really based on an inward focused understanding of analysis, it is a broader
and more cultural approach. Raul Hartke, ‘The Primal Scene and Picasso'’s
Guernica’, The International Journal of Psychoanalysis. No 81, 2001; pp. 121-
139.
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Isimsiz Untitled

Heykel Sculpture

Geri donustUrulmUs tik agaci ve buluntu seramikler
Recycled teak wood and found ceramics

193 x79 x 94 cm

2017
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Isimsiz Untitled

Heykel Sculpture

Geri donustUralmus tik agaci
Recycled teak wood

226 x 1524 x 26 cm

2017
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Isimsiz Untitled

Yerlestirme Installation

Kil, cam, celik Clay, glass, steel
3 adet fotograf 3 Photographs
605 x 915 cm

2012
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Isimsiz Untitled
HD video, 1, loop
2012
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Isimsiz Untitled

Heykel Sculpture

Ahsap ve porselen \Wood and porcelain
68 x137x 61 cm

2017
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HD video, renk, ses Color, sound

A Song A Story
2016

Video, 24'18"

Ed.2/3
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A Song A Story Miniature Model
Yerlestirme Installation

Geri donustirtlmus tik agaci
Recycled teak wood

Degisken Boyutlar Various Dimensions
2016-2017
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Shoonya Ghar

Video, 60’, Ed. 2/3

HD video, renk, ses Color, sound
2015
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Shoonya Ghar Minyatir Model Miniature Model
Yerlestirme Installation

Geri donustirtlmus tik agaci

Recycled teak wood

1778 x 81,3 x 40,6 cm

2016
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isimsiz Untitled
Heykel Sculpture
Celik, cam Steel, glass
28 x 24 x 24 cm

2013
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