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A bookmark on the ‘Auction’:
Auctioneering: Is it ‘value’able for history or not?

‘Miizayede’ uzerine bir ayrac:
Miizayedecilik: Tarihe deger mi, degmez mi?

Akliniz zil galiyor.
Su anda bir agik artirmadasiniz.
Ayni anda bir ‘agik eksiltme’de de bulunuyorsunuz.

Bu yaziy1 okumakla goze aldiginiz zaman ve yazi sahibine yaptiginiz yatirim, ya
da agtiginiz ‘teklif’/ ‘bet’, kelimelerin gegerliligi / hakikatinin de, kefili.

Yani istediginiz an, bu eylemi de sonlandirmak, elinizde.

‘Deger’in, teknoloji ve doga arasina sikisarak gittikge daha tekinsiz, siirprizli
bi¢imde yer degistirdigi giinler...

Kiiltiir - sanatta ‘yarin’1 6ngoriip, neyin daha degerli olduguna, olacagina karar
verebilmek, insanda kimi banka hesap numaralarinin yani sira, merak, tutku da
gerektiriyor.

Bu yazida, ‘miizayedeler’den s6z etmek istiyorum.

Ciinkli miizayedeler, birer geri dontislim tesisi.

Bu kurumlar, biriktirilen kadar, atil olanin, yasama 6lii doganin da rahmi. Tarihin
metalasti§1 zaman ve mekan makineleri. Ayn1 anda hem atik olanin, hem de dege-
re binecek seylerin sindirim, indirim ve kaldirim sistemi. Hakikatin cisimlestigi

kiymetin haz borsalari.

Ciinkli miizayede sirketleri bugiin, birer de gelecege ‘yatirim danigmani’.

Your mind is ringing.

Right now, you are in the middle of an auction.

You are bidding up and down at once.

The time you risk by reading this text and the investment you make in the writer
or the ‘bid” and ‘bets’ you are undertaking are the guarantors of the validity and
reality of these words.

You can stop this action any time you wish.

‘Value’, pressured by technology and nature, is moving around more and more
uncannily and unexpectedly ...

To foresee the future of art and culture, to decide what is and will be of values
requires taste and passion as well as bank accounts.

In this text, I want to talk about ‘auctions’.

Because I see them as recycling plants.

These institutions are wombs for not only the collected items but also for a stag-
nant nature-mort. They are time and space machines that commoditize history. It
is the digestive system of the waste and the reproductive system of value at the
same time. They are the indulgent stock markets for value where the truth is ob-

jectified.

Because today the auction houses are also ‘investment consultants’ for the future.



Arkanizda asili, y1g1li kalacak olan(-lar)in itibarinin gardiyanlari.

Onlar da bize kendi alanlarinda neyin organik, neyin inorganik kosullarda yetis-
tigini bildirip, bundan kendi ylizdeleriyle nasibini almaya ¢alisiyor.

Internetle, pandemiden de dnce daha sosyal hale gelen miizayedecilik, Diinyada
neye, gercek zamanli ihtiya¢ duyuldugunu anlamamiza vesile. Siirprizli, eglence-
1i, kullaniglt bir kaynaga doniismiis gibi.

Ama haklarin1 yemeyelim, bugiin bildigimiz gibi, kamusal ¢ikar yararina miizay-
edeler de diizenleniyor. Hatta miizayedecilik bugiin, siyasal, kolektif bir oyun
oldugu gibi, c¢evrimigi, hatta devrim-i¢i birer miting simiilasyonu alanina da
doniistiiriilebiliyor.

S6zgelimi pandemi ile miicadele ‘hayrina’ bir miizayedede, hem vicdanlar, hem
kurumsal kimlikler, hem bireysel itibarlar ve hem de, Diinya, dezenfekte edilebi-
liyor.

Yasam, oliimle besleniyor ve miizayedecilik kurumu fotosentez yapan bir bitki
gibi, ikili bir karakter ihtiva edebiliyor.

Bu da antik {tiriinlerden ‘koleksiyon’ degeri tasiyan her seye kadar, sanatin zaten
madde ve manayi siirekli diirten isyankar bir ‘kapital’ olarak muamele gordiigiin,
bize bir kere daha animsatiyor. Elinden geleni yapan sanat, elden ele geziniyor. El
altinda ve el iistiinde tutuluyor.

Peki, sanatin ‘kapital’ oldugu yerde, miizelere birer ‘Banka’ ve galerilere de ‘ATM’
goziiyle baktigimiz, yatirim odakli bir zamanda miy1z?

Tipki Joseph Beuys’un, 1979°da Alman marki banknotu tizerine Kunst=Capital
yazip, altina imzasmmi atmasi (https://www.thebroad.org/art/joseph-beuys/
kunstcapital) gibi. Yine tipki asil degerin zaman ve doniisiim oldugunu 6ngorerek,
kendisinin bir¢ok yere ektigi ¢inar fidanlar1 gibi.

Ve doniistiiriicii, eyleyici duyarlikla sokaklari siiptlirdiigii, sol mitinglerin gorsel ve
kakofonik kalintilarina gosterdigi, yine de bunlarin bile sergilerde ¢ercevelenip,
kiymete bindirildigi elestirel - politik tavri gibi.

They are the guardians of the reputation of what will be hung on the wall behind
you and what will remain in storage after you.

They wish to inform us of what is organic and what is inorganic in their field and
get their share out of it.

The auctions, which became more social via the internet way before the pandemic,
are tools for us to understand in real-time what is needed in the world. They appe-
ar as surprising, fun, and efficient sources.

I should give them their due, as today there are many auctions organized for the
public good. The auctions today may even evolve into simulations of meeting on-
line, revolutionary meetings, although at times they appear as collective political
games.

For example, in an auction organized for helping fight the pandemic, the conscien-
ces, corporate identities, individual reputations, and the world as a whole may get
sanitized. Life is feeding on death and the auction houses, like photosynthesizing
plants, are performing a dual personality.

This reminds us of how art, from antique artifacts to any other ‘collectible’ item, is
considered as a rebellious ‘capital’ constantly shifting material and meaning. The
art, trying its best, is passed around; it is kept underhand and put on a pedestal.

If we are talking of an arena in which art is the ‘capital’ are we living at a time in
which the museums are ‘banks’ and the galleries are their ‘ATM’s?

Just like Joseph Beuys writing Kunst=Capital on a German mark banknote in
1979 (https://www.thebroad.org/art/joseph-beuys/kunstcapital) and signing it.
Just like the oak trees he has planted around the city, seeing the value of time and
transformation.

Like critical and political attitude that rules the streets with a transforming, active
sensitivity, is felt towards the visual and cacophonic remnants of leftist meetings,
and that still attributes them value by putting them on walls with frames.

If this is the case, it should be that almost all the institutions of arts and culture are
giving an ‘online banking’ service during these months of the pandemic we have
been spending in front of our computer screens.



Hal boyle iken, pandemi vesilesiyle bilgi - sayar ekranlarimiz basinda aylardir
g0z gezdirdigimiz hemen her kiiltiir sanat kurumu, simdilerde bir tiir ‘Cevrimigi
bankacilik’ hizmeti mi vermis oluyor?

‘Size nasil yardimci olabiliriz?” diyen kiiltiir endiistrisi artik, hepimizin siirekli
hatta bekledigi, ihtiyaca gore basilmis tuslarla kilik degistirip duran, kiiresel bir
cagr1 merkezi olarak m1 ‘deger’lendiriliyor?

Artik birgok etkinlik, sosyal medya sifrelemeleri, bireyden bireye liituf - iltifat ek-
onomileri lizerinden ayricalik ve ayrimcilik sarkacinda yiirtitiilmiis gibi gelmiyor
mu? Bizler, telefon, su, dogalgaz ve elektrik faturasi dder gibi, periyodik kimlik
bakimimizi da bu medyalarla, iistelik kendi rizamizla yapmiyor muyuz?

Bireysellik, her seferinde bu dijital kimlik mekanlarinda yeniden ve yeniden cil-
alanarak, kisinin kuruma, kurumun da kisiye bagimlilig1 garanti altina alinmis
olmuyor mu?

Veya, ‘halkin ¢ikarini’ gozeten kimi etkinlikler de, zehirli, propagandist beda-
valiklar1 {izerinden esas olarak izleyiciyi pasif kapitale doniistiirerek, onlara birer
his(-se) senedi muamelesinde bulunmus, sémiiriilerin en agirin1 yapmis olmuyor
mu?

Bu kurumlara 6zellikle de ‘ayricalikli’ sosyal iletisim pompasi ile kisisel ve kit-
lesel ilgilerimiz iizerinden yaptigimiz ziyaret ve aligverisler de, ayrica belirleyici
oluyor.

Yani, tercihlerimizle, aslinda bizler de, birer miizayede yoneticisi olarak kendi
hayatlarimizdaki art1 ve eksilerle durmaksizin oynamis olmuyor muyuz?

Peki neden bu haftaki yazimin konusunu ‘miizayedeler’den yana se¢iyorum?
Basit, ¢iinkii Diinyada, insanin hi¢ kiymet vermedigi bir ‘deger’ iizerinden kendi
iizerinde biiyiik bir acik artirma ve eksilme ‘mod’una geg¢ilmis bulunuyor. Bunu

hem ticari, hem duygusal, hem de rasyonel birgok katmanda deneyimliyor.

Diinyay1 alt tist (ve belki de niye olmasin, {ist alt) eden bu goriinmez, tekinsiz
degerin, rivayete gore Cin’den, bas asag1 vaziyette uyuyan, radari yliksek, gorme

Is the cultural industry asking ‘How may I help you?’ to its audiences, now valued
as a global call center that is constantly shifting focus with the numbers pressed
and for which we are asked to constantly stay on the line?

Do so many events feel like they move in the pendulum of privilege and discrimi-
nation via the codes of social media, the favor — compliment economies amongst
people? Just like paying our phone, water, gas, and electricity bills, do we give our
consent for these media to periodically check out identities?

This individualism getting re-polished in these digital identity spaces, does it work
as a guarantee of the individual’s dependency on the institutions and vice versa?

Or, certain events that are designed to be ‘for the good of the public’, through
toxic and propagandistic gratuities, turns its audiences into passive capital, into
equity, do they undertake the worst of the exploitations? Our visits and exchanges
to these institutions that are fueled by our personal and collective interests shaped
through the ‘privileged’ social communications are also determinants.

Meaning, with our choices, are we all bidding up and down our lives like aucti-
oneers?

But why have I chosen the topic of this week as the ‘auctions’?

The answer is simple. The world has switched to a ‘mode’ of a great auction in
which people bid on themselves based on a ‘value’ that is not valuable at all. It is
experienced on many levels including economic, emotional, and rational.

The rumors that this invisible, uncanny value, toppling the entire global system
started because of the bats, sleeping up-side-down, moving with echolocation,
blind, and drinking blood in China creates a dreadful irony for the art world that
utilizes the globe as its base.

The art today, through its many past and contemporary movements, knows very
well how to make the worthless, the free of charge worthwhile on the wide spec-
trum of the public space by attributing it to a value. Might art be responsible for
the oldest post service of humanity, of the contagiousness of the ‘civilization’ to
history?



engelli ve kanla beslenen yarasalardan bulastig1 iddiasi ise, hayatin1 Diinya iize-
rinden sekillendiren sanat alemi i¢in, gercekten de tirperten bir ironi yaratiyor.

Oyle ki bugiin sanat, degersiz, bedava olana zaten bir deger atfederek, onu kamu-
sal alanda gonderme yapabildigi en uzak noktaya degin kiymetlendirmesini, geri-
de biraktig1 ve halihazirda kullandig1 nice akim ile, zaten biliyor. Sanat, insanligin
belki de en eski kargo hizmetinin, ‘medeniyet’in tarihe bulasiciliginin miisebbibi
degil mi?

So6zgelimi, bugiin depolastig1 artik iyice ayyuka ¢ikmig goriinen multi milyonluk
miizeler, galeriler, sanat merkezleri, islerine geldiginde, mekéanlarinda kamusallik
simiilasyonu iiretiyor, buralari, alabildigine biricik hakikatle 6zellestirerek halka
iade ediyor. Bunu taklit eden ticaret, siyaseti de elbette unutmamak gerekiyor.

Bu hal de, ‘uygarlik’ dedigimiz mefhumun, beraberinde bugiine siiriikledigi onca
birikimi, arkeolojisi, plastik ve sahne sanatlariyla, akademik evrimiyle vb., neyi
yeniden ‘deger’li veya ‘deger’siz kilip kilmamamiz gerektigini diisiindiiriiyor.

Miizayede kurumlari, 7/24 hizmet saglayan birer meta-doviz biifesi olarak da
okunamaz mi1 6rnegin? Bu ‘kapanmazIlik’, kurumlarin giincel ve diincel olan iize-
rinde de tahakkiimiine sebebiyet vermiyor mu? Kurumun kidemi, egilimi, iirettigi
rekor ne kadar yiiksekse, orada yapilan aligveris sanki daha mesru, muteber hale
geliyor.

Bu anlamda pazara, markete dahil edilen en radikal imza bile, ne yasami, ne 6lii-
mil sonrasi edindigi bu maddi kiymete yenik diismeden, bu oyuna bulasmadan,
edemiyor.

Peki miizayedeye ‘diismek’, bircok sanat¢inin CV’si ve gelecekte acacaklari po-
tansiyel sergileri adina bu kadar avantajli ise, tutkularinin pesinden siiriikklenen
alicilarin birgogu bugiin ni¢in bu degerler karsisindaki kimliklerini gizliyor?

Utanilacak olan ne olabilir? Bu sosyal mesafeye neden (ezelden beri) gerek duyu-
luyor? Bu sorunun yanitini, Julian Stallabrass (‘Sanat A.S.: Cagdas Sanat ve
Bienaller, Iletisim Yay., 2009°) kitabinda sdyle artyor:

For example, the multi-million museums, galleries, art centers, the collections of
which are well known to be held in storages, produce simulations for publicness
in their spaces, give these spaces back to the audience through privatization of the
unique truth. Commerce and politics surely replicate this.

The concept of ‘civilization’, all of its accumulated information, archeology, fine
and performing arts, academic evolution, etc. help us ponder on what should be
re-evaluated as ‘value’able or un’value’able.

Can we think of the auction house as exchange offices for commodities that work
24/7? Is this condition of ‘non-closure’ responsible for the tyranny of institutions
on the contemporary and the past? It seems like the higher the prestige, tendency,
and the produced record of these institutions, the more legitimate and esteemed
the exchange occurred.

In this sense, even the most radical name who is included in the market, can not
help but take part in this game without giving in to this financial value which
otherwise could not be attained in a lifetime or even posthumously. If being in-
cluded in an auction is so advantageous for the artist’s resume and their potential
future exhibitions, why do many of the buyers who are thriving with passion keep
their identities secret when dealing with these values?

What is there to be ashamed of? Why is a social distance is needed (since fo-
rever)? Julian Stallabrass looks for an answer to this question in his book: (Art
Incorporated: The Story of Contemporary Art , Oxford University Press, 2004)

“[The art market is also] a minor speculative market in which art objects are used
for a variety of instrumental purposes, including investment, tax avoidance, and
money laundering.”

We thus need to understand the thirst/needs of the public and private patrons of art
lead by the bourgeoisie and certain states. Competition is savagely and beautifully
reflected in the arenas of personal, corporate, and cultural reputation. The beauty
falls fort he ugly, the ugly falls for the beauty.

The wild consumerist motion of the active economic market is reflected in the
arts and culture production. Today the auction houses are serving to the good (and



“Sanat piyasast ayni zamanda sanat eserlerinin, yatirim, vergiden kag¢inma, ve
kara para aklama gibi c¢esitli amaglar icin kullanildigi, ikincil bir spekiilasyon
piyasasidir.” (s.15)

Bunun i¢in yine, burjuvazi ve kimi devletlerin bagin1 ¢ektigi resmi ve 6zel sa-
nat hamilerinin tasidig1 agligi / gereksinimi anlamak uygun goriiniiyor. Rekabet,
kendini kisisel, kurumsal ve kiiltiirel itibar sahnesine de hem vahsi, hem de yahsi
surette yansitiyor. Giizel ¢irkine, ¢irkin giizele siirekli gonliinti kaptirtyor.

Aktif ekonomik borsadaki vahsi tiiketim devinimi, kiiltiir ve sanat iiretiminde de
kendini belli ediyor. Oyle ki bugiin, miizayedeler geng sanattan cagdas, modern,
giincel olanina, oradan tarihin ve bibliyografyanin, elbette antik olana uzanan nice
kalemle ‘hizmet’ (ve hezimet) verebiliyor.

Bu da sanatin, kiiltiirlin i¢eriginin degil, kalintisinin, nesnesinin acil bir doyum-
suzlukla edinilmesiyle gelen s6zde bir doygunluk yaratiyor.

Boylece ortaya ya gittikge anoreksik, muhafazakar hale gelen, belli bir alana diis-
kiin (daha kibarcas1 alaninda uzmanlagmis) koleksiyon veya miizelerin, ya da ken-
di bilin¢siz alisveris tutkularinin altinda ezilen, obez kiiltiir - sanat AVM’lerinin
¢ikmasina yol agiyor.

Diinya kiiltiir sanat giindemi de, bu AVM’ler arasinda ‘sezondan sezona’ trafige
giren bir ‘deneyim marketi’ne hizmet etmis oluyor.

Pandeminin topluma dayattig1 seyahat Ozgiirliigii ve buna hak kazananlarin
edinecegi ayricalik hissi, kuskusuz, biitiin kurumlar1 da birer vitrin / ekrana
doniistirmeye daha da hizla yaklastiriyor. ““X’ sergisini gordiin mii? Ah... evet,
offline ziyaret etmistim... Yoksa sen ekranda m1 gezmistin... Uziildiim bak...”

TV’lerimiz, dinleti segkilerimiz, akustik kiitiiphanelerimiz ve bireysel ‘medya
merkezleri’mizle artik, hepimiz ister istemez birer ‘yayimn yonetmeni’ gibi de
davrantyoruz. Hemen her seyde, elektronik uzantilarimizin sézde Ozgiirliigiine
bagimliyiz ve birileri bundan maddi manevi sinirsiz ¢ikar elde ediyor.

Bu da, tipki galeri ve miizeler gibi, miizayedeleri de bu cesitliligi géze alarak
‘potansiyel alic1’ya, ilgili ‘eser’in suret veya bilgisine degil, cismine sevdali olana
olabildigince ¢ok secenekle, ulasmaya zorluyor.

bad) of a range from emerging art, contemporary art, modern art to the history, the
bibliography, and of course the antiquity.

This creates an insincere saturation that comes from a hunger felt towards the
remnants and objects of art and culture rather than its content.

Thus are formed the collections and museums that are becoming more and more
anorexic and conservative, indulged in one certain are (in other words, speciali-
zed), or shopping centers for art that are crushed under the weight of the uncons-
cious desires to buy, an obese culture.

The global arts and culture agenda also serves a ‘market for experience’ that mo-
ves from one of these centers to the other ‘each season’.

The limitations to travel that is endorsed by the pandemic and the feeling of pri-
vilege that will be felt by those who will be able to travel in the upcoming days,
surely and quickly turns all institutions into display windows/screens. “Have you
seen the ‘X’ exhibition? Ah... yes, I’ve visited it IRL... Have you seen it on the
screen... Sorry to hear that...”

With our televisions, our playlists, acoustic libraries, and personal ‘media cen-
ters’, all of us are behaving like ‘editors-in-chief’. We are deeply reliant on the
so-called freedom of our electronic extensions and some people are earning limit-
less financial and moral profits out of this.

This forces the auction houses, not unlike galleries and museums, to reach out to
a ‘potential buyer’, to those who are not interested in the image or the information
of the ‘work’ but in its object with an array of alternatives.

Today, big or small, many local and global auction houses provide online services.
I find this ‘organic’ market more random, civil, and unexpected and experience it
almost like a narcissistic mirror of the art that chases life.

Looking at the example of eBay, the US-based global auction source founded in
1995, we see that the volume of this e-auction establishment was worth 40 billion
dollars in June 2018 according to Statista.



Buglin, yerli ve yabanci bir¢ok kiigiiklii biiyliklii miizayede sirketi, internet {ize-
rinde de hizmet veriyor. Ben bu ‘organik’ pazar1 daha rastlantisal, sivil ve stirprizli
buluyor, hayat1 kovalayan sanatin narsisistik bir aynasi olarak deneyimliyorum.

Bu agidan 1995 dogumlu ABD’li kiiresel mezat kaynag1 eBay 6rnegini verirsek,
Statista’nin yaptig1 arastirma dogrultusunda bu e-miizayede kurumunun islem
hacminin, 2018 Haziran verileri dogrultusunda 40 milyar dolara tekabiil ettigini
sOylemek, miimkiin.

Bireyler, su yaziy1 okudugumuz esnada dahi gerek ekonomik, gerekse simgesel
aidiyet ihtiyag¢larini, elden ¢ikardiklar1 veya kiymete bindirdikleri nice meta ile
birbirlerine siirekli firlatiyor veya ayaklar altina aliyor.

Bunun ilging, Avrupali, sivil bir diger ¢esitlemeci 6rnegi de, Hollanda ¢ikisli, Ca-
tawiki. Satisa sunulan iiriinler arasinda, modern ve giincel sanat olabildigi gibi,
bunun yaninda oyuncaklar da, antika otomobiller de bulunuyor.

Kamusal alanlarin, kapitalizmin de baskisi ile giderek daraldigi giiniimiiz totali-
ter diinyasinda, miizayedeler de birer alternatif, sozde kamusal alan olarak, ge-
zintiye ¢iktigimiz, ‘dostlar aligveriste gorsiin,” dedirten ilging elektro-mekanlara
biiriiniiyor.

Bu mekanlar, her birimizin zeka, ahlak ve hayat tecriibelerinin diizeyleriyle ya
daraliyor, ya da enginlesiyor.

Peki bu yazi, neyi degere bindirmeye ¢alisiyor olabilir?

Okurun bunda ne ¢ikar1 ve zarar1 olabilir?

Gelecekte, sanat dahil bircok seyin yine degersizlesecegini, ama bunlarin
karsisinda varolusunu evrimlestirerek, yerini daha reel, acil olanlarin alacagini
diistinliyorum.

Zaten sanat tarihi boyle yazilmiyor muydu?

Sozgelimi, sanat, artik hayata daha fazla yaklastig1 (ve uzaklastigi) icin daha da

katilimcy, islevsel, tasarima yatkin, taginabilir, barindirdigi zihinle (kavramsal po-
tansiyeli) glivenilir ve evladiyelik hale gelebilir.

While we are reading this text, people everywhere are either forwarding to each
other or disregarding their need for economic and symbolic belongings, through
many commodities they are letting go of or re-valuing.

Another interesting, European and civil example of this is Holland-based Cata-
wiki. What is sold here could be modern and contemporary art as well as toys or
vintage cars.

In today’s totalitarian world, where public spaces become more and more scarce
with the pressure of capitalism, the auctions turn into alternative public spaces
around which we stroll, sometimes with the sole aim of appearing there, and into
interesting electro-space.

These spaces either get narrowed or widen with the individual levels of intellect,
ethics, and life experiences.

But what is it that gains value in this text?
What are the benefits or losses of the reader?

I believe, in the future, many things including art will lose value but will be repla-
ced by something more real and urgent by evolving its existence. Isn’t this the way
that the history of art gets written?

Art may become more interactive, functional, design-like, portable, with the intel-
lect it carries (its conceptual potential) more trustable and durable as it gets closer
to life or moves away from it).

I think this situation will be open to further discussion through the following
ideas: the concept of what we call as art being an object, being sharable, the right
to share it, and its uniqueness.

But before concluding the text, let us remember again the history of auctions
(https://corporatefinanceinstitute.com/resources/knowledge/finance/auction/)
in the light of the world of 2020 that is reformed by the pandemic, and please
compare and discuss its similarity to today. Thus let us learn our lessons (!) from
history with a constructive and transforming approach:



Bu durumun, sanat dedigimiz mefhumun cisimligi, paylasilabilirligi, tizerindeki
boliisme hakk: ve biriciklik gibi unsurlar tizerinden de tartisilacagini diisiiniiyorum.

Ama yaziy1 bitirmeden dnce, miizayedecilik tarihini (https://corporatefinance
institute.com/resources/knowledge/finance/auction/), pandeminin dontistiirdiigii
2020 yili Diinyasinda yeniden ve ibretle bir hatirlayalim ve liitfen, mukayese
edip bugiinle benzerliklerini tartisalim. Bdylece tarihten gereken dersleri de (!)
miimkiin mertebe yapici ve doniistiiriicii bir yaklasimla almis olalim:

Bilindigi kadariyla tarihin ilk miizayedeleri, antik Yunan’a dayaniyor. Milattan
once 500’li yillarda yapilan ilk miizayedelerde, kadinlarin evlilik adina ‘satildig1’
bilgisi veriliyor. Bu donemde kadinlar, mezata ¢ikarilmadan evlenmeleri, yasa-
klanmus. Ilgili miizayedeler, etkinligin ydneticisi tarafindan, énce ‘en giizel’ ka-
dinla agilmis. Etkinlik bunun ardindan, acik artirma yerine, 6teki adaylar dogrul-
tusunda, en diisiik rakama tekabiil edenin sahibini bulmasiyla siirdiiriilmiis.
Kadinlarin asgari bedelleri, yapilan teklifler dogrultusunda hep saticinin - ki bu
kisiler hep kadinlarin aileleri - takdirinde belirlenmis. Eger alicilar kendilerine
yeni bir es alamazlarsa da, paralari iade olunmus.

Yine bunu takiben, erken donem Roma imparatorlugu‘nda, savas ganimetleri ‘At-
rium Auctionarium’ ad1 altindaki forum alanlarinda satisa sunulmus. Ortagag Av-
rupa’sinda, sozgelimi Britanya’da ise, barlar, taverna ve kahveler, miizayedeler
i¢in ideal mekanlara doniistiirilmiis.

ABD’de ise erken donem miizayedeler, ¢iftlik iirlinleri, emlak ve kolelerin el
degistirmeleri adina agilagelmis, Ulke i¢ savasta iken, cepheden donen askerler
de, getirdikleri savas ganimetlerini, buralarda satisa sunmus. Ancak bu hakka sa-
hip olanlar, yalnizca albaylar ve daha {ist mevkiye sahip olanlar imis.

Arkasindan gelen Biiylik Buhran (1929 Ekonomik Krizi) ile, miizayedecilik ku-
rumu da hizla biiylime gostermis. Bunun nedeni, bir¢ok kimsenin iflas etmesi se-
bebiyle mal varliklarini elden ¢ikarma talepleri olmus. Bu da bize bir kere daha,
miizayedelerin bireyler ve kurumlar adina krizden etkilenmeleri karsisinda elle-
rindekini kazanca doniistiirme niyetlerini gosteriyor. Tipki, 1987 Wall Street borsa
cokiisiinii takiben {i¢ y1l boyunca fiyat rekorlar1 kiran sanat eseri piyasasindaki
gibi.

Edwin Long, Babylonian Marriage Market, 1875
It is currently held in the Picture Gallery of Royal Holloway College

The origin of auctions can be traced back to approximately 500 B.C. in ancient
Greece when women were auctioned off for marriage. During this period, it was
illegal for women to get married without going through the auction process. The
auctioneer started the sale with the woman who was considered to be the most
beautiful among all the women being auctioned that day. The auction followed
a descending pricing method, beginning with the highest price and going lower
until the lowest bid was found, as long the bid price was more than, or equal to,
the reserve price set by the seller. If the buyers could not get along with their new
wives, they were allowed to recover their money.

Following this, in the early Roman Empire, the spoils of war were auctioned at a
forum called ‘Atrium Auctionarium. In medieval Europe, especially in England,
bars, taverns, and coffeehouses became ideal spaces for auctions.

In the United States, early auctions were used to sell farm produce, estates, and
slaves. In the American Civil War, soldiers returning from war frequently sold
their war plunder through auctions. However, the only soldiers who were allowed
to sell the spoils of war were those holding a rank of colonel or higher.



Buradaki bir bagka ironi de, ilgili donemde kendi deger rekorlarini Japon ve Avus-
tralyali alicilarin ilgisi ile kiran Vincent Van Gogh’un, yasami boyunca, tek bir re-
sim satmasi tabii. O halde sorulacak soru belli, kim burada kan emici? Kan verici?
Hal boyle iken, Diinyanin yasadigi bu yeni ekonomik ve sosyal krizde miizayede
kurumlar1 ve ‘espas’larinin neyi ‘deger’e bindirdiklerine daha da temkinli yaklas-
mak gerekiyor. Yoksa biiylik miizayede evleri emlak isine dahil olmaya, hiikiimet-
ler de kendi acik artirma / ihale kurumlarini insa yoluna gitme geregi duyar miydi?

Gerekiyor... Gerekiyor... Gerekti.
Gerek... Kalmadi efendim... Az dnce rekor fiyata, gizli bir alicimiza sattik.

Alkislar, 1sliklar...

Mayis 2020, Istanbul

Kapak fotografi: Joseph Beuys, Kunst ist Kapital (Art is capital), 1979, Banknote (10 DM) labelled
6.5 x 13 cm © Artists Rights Society (ARS), New York/VG Bild-Kunst, Bonn

During the Great Depression (the 1929 Economic Crisis) that follows, the busi-
ness of auctioneering grew rapidly, when many people became bankrupt and, th-
erefore, were forced to sell their assets quickly. This shows us again, the auctions
disposition to turn the assets of people and institutions that got badly effected in a
crisis to profit. Just like the art market that broke records after the 1987 Wall Street
crash for three consecutive years. Another irony resides in the fact that Vincent
Van Gogh, whose works broke the aforementioned records at the times through
the demands of Japanese and Australian buyers, had never sold a single painting
while alive. The question here is: who sucks our blood? Who donates it?

When this is the case, in this new economic and social crisis that we are going
through, we have to look at the auction houses and their ‘space’s ‘value’ with the
utmost attention. Do we think that big auction houses would feel the need to get
involved in realty and governments would build their new institutions for auctions
if these were not the case?

Needing... Needing... Needed.

Need... Sorry sir, none left... It was purchased at a record price by a buyer
who wants to remain anonymous.

Applauses, cheers...

May 2020, Istanbul

Cover image: Joseph Beuys, Kunst ist Kapital (Art is capital), 1979, Banknote (10 DM) labelled
6.5 x 13 cm © Artists Rights Society (ARS), New York/VG Bild-Kunst, Bonn



