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‘Galeri’ iizerine bir ayrac | evrim Altuz

Galeriler, ozellikle gorsel sanatlarin meskenleri. S6ze ¢ogullukla baglamak bile,
bu kurumlarin ancak birbirinden beslenir, seffaf ve medeni bir gesitlilikle evrile-
bildiginin habercisi. Bu catilar1 insanlarin hayatlarini kazandiklar ‘is’ yerlerine
gonderme ile diisinelim. Galerileri, sanatgilarin diinya goriisii ve emeklerine ga-
leri kurucular1 ve ortaklari iizerinde gosterilen duyarlik, giiven ve sagduyu iligkisi
iizerinden, kimi ¢ok uzun siiren, kimi belli proje ve ‘sezon’lara adanmis gegici
ikametgahlara da benzetmek miimkiin.

Bu noktada, sanat galerilerinin bazilar1 diiniimiiz ve gliniimiizde ¢ok yildizl (sa-
natgilara ve kiiltiir endiistrisinin cilali ¢arklarina iltifat ile) oteller gibi de davran-
maktalar, degil mi? Tipki, subelesen miize veya fuar ‘marka’lar1 gibi. Kiiresel
liberal kapitalist pazarda ayakta ve hayatta kalabilmek i¢in, galeriler de cesitli
‘sube’leri devreye sokarak, biinyesindeki iliskiler agini siirekli tazelemeye ca-
baliyorlar.

Galeriler ¢ok uzun bir siiredir, projelerini ‘sezon’lara ayarliyorlar. Vaktiyle, mev-
simlerin ve iletisim bigimlerinin birbirinin soziinii kesmedigi ‘sakin’ giinlerde,
bu sezonlar, 6zellikle ¢ok biiylik sembolik kiymete haiz ‘Eyliil - Ekim’ aylarinda,
daha gercekmis gibi duruyor. Tarihin ilk galerilerine magaralar olarak bakacak
olursak, sanatgilar, giinlimiizde de hayat avindan getirdiklerini, bu meskenlerde
misafirleriyle paylasip, hatiralarini kalicilastiriyorlar.

Yine bugiin, kendilerine tipki turizm acentalar1 veya kongre - akademik kariyer
takvimi bigercesine ongoriili, etik, ekonomik yonde tutarli olmanin yolunu bul-
mak icin, galeriler de birbirleriyle kavramsal, ilkesel bir rekabet halinde bulun-
uyorlar.

Bu durumun en bariz sembolleri arasinda, galerinin egzotik veya belli bir soy adi-
na yaslanan 6zel ismi, ya da acildig: tarihin iirettigi psiko-sosyal giiven nisanesi
gelebiliyor. Bunda, kiiresellesen piyasanin iirettigi 7/24 ac¢ik pazar pastasindan
kendi diliminin pesine diismenin de telaginin etkisi var.

A bookmark on the ‘Gallery’ | evrim Attug

Galleries are residences of visual arts. Even using the plural version of the word
signals an interdependency of these establishments, which can evolve only th-
rough transparent and civilized diversity. We should think of this umbrella of
galleries with the analog of ‘work’ places where people make their livings. It is
also possible to imagine galleries as temporary houses devoted to certain projects,
some very long, and to ‘seasons’ intertwined with the feelings of sensibility, trust,
and righteousness of the founders of the gallery and its shareholders towards the
world view and the labor of the artists.

At this point, isn’t it true that some of the art galleries are functioning like the ma-
ny-starred (as a complement to the artists and the shiny mechanism of the cultural
industry) hotels of the past and today? Just like the franchised museum or the fair
‘brands’. To survive in the global liberal capitalist market, galleries are constantly
aiming to keep their network of relations up to date with their new ‘branches’.

For a long time now galleries are planning their projects to coincide with the ‘sea-
son’. In the ‘calmer’ times when seasons and our ways of communicating did not
interfere with each other, these seasons, especially the months of ‘September and
October’ with the high symbolic values associated with them, use to seem more
real. If we consider the caves as the first galleries of history, artists today bring in
what they hunted in life to share with their visitors in these residences and make
their memories permanent.

Again, the galleries today are, in principle, in a conceptual competition between
them, to figure out ways to be visionary, ethical and economically consistent, al-
most like preparing the calendar of a travel agency or the congress itinerary for a
career in academia.

The most obvious symbols of this are the name of the gallery that is either exotic
or based on an eponymous surname, or the psychosocial sign of trust that comes
with the establishment date of the gallery. Influencing is the hurry to obtain their
share from the pie of the 24 / 7 open markets of the global economy.



Bu da yine, tipk1 yeni tanisan iki insanin birbirinin varligin1 sinadigi ilk sorulardan
biri olan ‘nerelisin,’i ¢agristirir bir sosyal islevsellik ihtiva ediyor. Sanatgilar da,
birlikte ¢alisacaklar1 galeriyi (veya davet aldig1 fuari, miizeyi, ya da bienal veya
hatta yayinevi ile liniversiteyi) tercih ederken, artik halkla iligkiler sarmali i¢cinde
ister istemez var oluyor.

‘Biitiin sergileri geziyorum,’ climlesi, izleyiciden yana bakacak olursak galeriler
adina hem bir zenginligi, hem de bir nevi fakirligi ¢agristirtyor. Zenginlik, ¢linkii
‘piyasa’, izleyiciye deneyimleyebilecegi nice 6znel hakikat ve fenomeni, miim-
kiin mertebe ticretsiz bir fedakarlikla, sanat¢ilarin belki de en az ii¢ yillik emegi
nezdinde vakfediyor.

Bu durum, giintimiizde eskisinden de fazla bir arada var olmaya calisan, ancak ay-
nilasmamak adina da elinden geleni yapan galerilerin birbirlerinin sergi agilislari-
na gosterdigi nezaketle anlasilabiliyor. Veya eger ‘blockbuster’ diyebilecegimiz,
es gecilemeyecek proje veya sergiler mevzubahis ise, sz konusu ‘gosteri’ de iz-
leyici lehine pozitif bir hir¢inliga vesile olabiliyor.

Ornegin izleyici, ‘piyasa’ya yeterince sidik ise, ayn1 aksam dort agilisa birden
istirak etmenin o tath telasina kapilabiliyor. Bunda, katildigi agilislar iizerinden
sahiplendigi ‘camia’ya dahil olabilmenin psikolojik tatmininin de pay1 bulunuyor.
Ciinkii bu durum, izleyiciyi, hayranlikla takip ettigi sanatgilar ve onlarin gevresine
dahil olabilme liiksiine buyur edebiliyor. Bundan, o agiliglar ve galerilerin piis-
kiirttiigii sosyallikle bogusan ‘sanat ortami1’ da etkileniyor. Yeni isbirlikleri, ortaya
konulmus projelerin ayakiistii yorumlari, giderilen hasretler...

Galeriler...Bu kimlik iiretim ve tiiketim mekanlarinin agilis giinleri, aslinda ortala-
ma bir buguk aylik ¢ok uzun siireli teshirler, kisisel, kavramsal veya grup sergileri
i¢in bir alg1 provasi olarak da degerlendiriliyor. Oyle ki, artik bu acilis aksamlari
bile kendi iglerinde sinifsal bir aciliyete maruz kaliyor. ‘On-izleme’ler, ‘kolek-
siyoner davetleri’, sergi yemekleri, ‘after party’ler, art arda geliyor.

Bu durumdan hazzetmeyen kimi kiiltiir sanat camiasi figiirleri de, yine bu manza-
rada yine yokluklar1 nezdinde kendi kimliklerini tayin edici hamlelerde bulun-
uyor. Husumet i¢inde olanlar, birbirlerinin aciliglarini takip etmiyor. Yazilanlara
inanmayanlar, ilgili yayinlara kacamak ve kibirli bakislarla sadece ¢amur atarak,
PR ¢alismasi 6n yargisi ile géz gezdiriyor. Umulmadik bir yazar, aydin veya bilim
insaninin sergi hakkindaki samimi ve sahici metninden ¢ok, o metnin nasil bir
iliski mekanizmasiyla edinildigi, saygisizca dedikodu malzemesi yapilabiliyor...

This is again an embodiment of a social utility that is similar to one of the first
questions one asks when meeting a new person for the first time to test the exis-
tence of one another: ‘Where are you from?’. Artists when choosing the gallery
they will work with (or the fair, museum, biennial they got an invitation from, or
even the publishing house or a university) thus inevitably exist within a helix of
public relations.

For the galleries, the statement ‘I’m seeing every exhibition’ points out to richness
as well as to a deficiency regarding the visitors. The richness comes from the fact
that the ‘market’ dedicates to the visitors’ many subjective truths and phenomena
to be experienced as a free of charge sacrifice, through the artists’ work of at least
three years.

This situation can be seen in the galleries’, which today more than ever are trying
to coexist but try anything possible to differentiate from each other, consideration
towards each other’s opening dates. Or if we are talking about the projects or exhi-
bitions that you cannot miss, in other words, the ‘blockbusters’, the ‘spectacle’ can
cause a positive bitterness for the visitor.

For example, if loyal enough to the ‘market’, the viewer can get lost in the rush of
making to four different openings in one night. In this tendency lies the psycholo-
gical satisfaction of being part of this ‘circle’ which one feels a sense of belonging
through the openings attended as this invites the viewer to the luxury of being part
of the followed artists and their entourage. This surely affects those openings and
the ‘art world’ struggling with sociability sprinkled by the galleries. New collabo-
rations, quick comments on the realized projects, catching ups.

Galleries... The days of the opening of these spaces of identity production and
consumption are evaluated as contact sheets of the one and a half month long
expositions: solo, conceptual or group exhibitions. Even these opening nights
are classified in a class-based urgency. ‘Previews’, ‘Collector’s specials’, private
dinners, ‘after parties’ follow.

Certain figures in the art and culture world that do not enjoy these use their absen-
ce from this landscape in the definition of their identities. Foes do not attend each
other’s openings. Those who do not believe in what is written about these exhibi-
tions only skim through these publications with the prejudice of seeing them as PR
works, discrediting them with certain hubris. Rather than the sincere and authentic
text on the show written by an unexpected writer, intelligentsia, or a scientist, the



Ya da galeri mantigin1 somiiriicii bulanlar, gegmis olumsuz deneyimlerini, belki
de hi¢ tanis olmadiklar1 farkli kurumlara 6n yargilarinin pesine takilarak mal ede-
biliyor.

Bu kosullar altinda, stajyerinden sanat ve sanat tarihi 6grencisine, yeni yetme ya
da kidemli koleksiyonerinden, se¢kinlerin gozii kulagi haline gelen sanat danis-
manlarina, oradan ilgili alanin yayinevi sorumlularina, her bir iirtini kisisel egi-
timine vesile sayanlar ise, genellikle baska bir etkinligin anisini teshir eden bez
cantalarinin medeni fakirlik alametleriyle o acilistan digerine hevesle segiriyor.
Sozgelimi, acilislar vesilesiyle biiylik emek verilen yayinlarin anonslari, kutlama-
lar1, bu yaymlara refakat eden 6zel konuklu tartisma veya panellere katik olabi-
liyor.

Ama bazen, acilislar bile ¢oktan ac¢ilmis oluyor. Biiylik bir bankanin, holdingin,
vakfin, sirketin miimessili, kigisel sempatisi ve ilgili ¢inin kendisine veya kuru-
muna kattigina inandig1 sembolik deger pay1 nezdinde, sergiyi ¢oktan gezmis ve
begendigi yapitlari edinmis olabiliyor.

Bircok sanatgidan, artik galerilerle ¢alisamaz olduklar1 elestirisi isitiliyor. Bu,
sanatcilar tizerindeki nitelikli galeri tercihi baskisindan da kaynaklaniyor olabi-
lir. Aynm1 sekilde ne yazik ki, kimi galeriler, alicilarinin somut ancak miidahil ya-

network mechanism provided that text inconsiderately becomes more important to
talk about. Or those who find the gallery model exploiting may project their past
negative experiences to their prejudices towards other institutions that they have
no acquaintances with.

Under these circumstances, from the interns to the arts and history of art majors,
from emerging or established collectors to their consultants, their eyes and ears,
those working at publishing houses, and those who are seeing each product as a
plus to their personal development, carrying the tote bags of previously attended
events, the characteristics of civil deficiency, hop from one exhibition opening
to the other. The announcements, celebrations for the publications prepared with
hard work add up to the accompanying discussions or panels with special guests
for the occasion of these openings.

But sometimes, the openings are already opened. A representative of a well-
known bank, conglomerate, foundation, or company may have already seen the
exhibition and acquire the works they liked for their personal sympathy and for
the symbolic value that is believed to be conveyed by the artists to the collector or
their affiliated institution.

Many artists criticize the galleries for being impossible to work with. The pres-
sure of choosing a good quality gallery on the artists might cause this. Or the ties
with the artists might be unfortunately broken to an irrecoverable degree by some
galleries through the ‘branding project’s that are disguised as exhibition, work, or
‘art’, unethically shaped through the concrete interventions of the buyers.

As I have been observing for the last twenty years, the ‘investment’ in the past of
the contemporary increases as the information accelerates with an infertile wea-
risomeness, including the acceleration in the arts and culture. This may cause the
intellects that digest and consume the exposed works without an audience and the
undertaken digestion on behalf of us to get ahead of an ‘organic’ audience and
to build a wall of gibberish between the latter and the works, the exhibitions. A
visitor does not only visit and exhibition. The collector does not only testify for a
series of works.

As what is preferred becomes being a camp follower of a career, of a certain wor-
ldview, the responsibility of saying that ‘I agree with the person’, the process and
the experience becomes mechanical and sly; art becomes estranged. To mediate
between the artist and the viewer, new roles on many different branches including
public relations, press, art history, sociology, and psychology bloom.



klagimlar1 dogrultusuna etik dis1 bicimde sekillendirilmis sergi, yapit veya ‘sanat’
kilifindaki ‘imaj projeleri’ sebebiyle, sanat¢ilarin goniillerini onarilmaz bigimde
kirmis bulunabiliyor.

Diinya takvimiyle yaklasik 20 senedir gézlemledigim kadari ile giiniimiizde kiiltiir
ve sanat alan1 da dahil olmak iizere, enformasyon ne kadar islevsiz bir yoruculukla
hizlanirsa, giincelin ge¢misine dahi ‘yatirnm’ da o kadar artabiliyor. Bu durum da,
daha izlenmeden, sindirilmeden servis edilmis yapitlari, bizim adimiza sindiren,
titkketen zihinlerin, ‘organik’ izleyici 6niine gegmesine ve yapitla, sergiyle aralari-
na bir gevezelik duvar1 érmelerine yol agabiliyor. Ornegin izleyici, sadece bir
sergiyi ziyaret etmiyor. Alici, sadece bir yapit serisine kefil olmuyor.

Tercih edilen, bir kariyer, bir diinya goriisiinlin sempatizanligi, ‘ben bu kimseyle
hemfikirim,” diyebilmenin yiikiimliiligii olunca, siire¢ de, deneyim de mekanik-
lesip kurnazlasiyor, sanat da kendisine yabancilastiriliyor. Oyle ki, sanatgi ile iz-
leyici arasinda iletisim kurabilmek i¢in halkla iliskiler, basin, sanat tarihi ve hatta
sosyoloji ve psikoloji ile bir¢ok kilcal damarda yeni ekmek kapilar1 agiliyor.

Elbette biitiin bunlarin hepsi durduk yerde olmuyor. Tipki sézde denetimsiz acilis
kalabaliklar1 da, galerilerin iirettigi bu manyetizmayla besledigi gibi, yine o ma-
nyetik alanin varlik sebeplerine biiriiniiyor. Yine bu ortam, galerileri kendi ken-
dileri i¢in ¢alisip lireten birer medya haline getiriyor. Cilinkii aktif olan medya,
glidiimli kiiltiir politikasinin yarattigi otosansiiriin de olumsuz etkisi ile iizeri-
ne diisen tarafsiz yayincilik ve seffafligin sorumlulugunu tam olarak alamiyor.
Bu nedenle ana akim veya kurum igerikli her tiir medyanin trettigi kiiltiir sanat
yayinciliginin verdigi diinya manzarasi da, sorunsuz, homojenize, kutupsuz ve
‘kil¢iks1z’ bir diinya var ediyor. Bu nedenle de, olusan ihtiyaca karsilik bir¢ok
kiiltlir sanat kurumu kendi iginde iirettigi ‘online’ veya ‘offline’ medya hizmetleri
ile bu agig1 kapatmanin derdine diisiiyor. Medyalasan galeri, ayn1 anda hem bir
akademya, hem forum alani, hem kamusal alan ve hem de elestiri kaynagi olmaya
gonilli oluyor. Bu da galeriyi, tirettigi tiirlii servislerle canli bir organizmaya
dontistiirerek bireysellestiriyor.

Bu kosullar altindayken galerilerde, yine hafta basinda ekseriyetle Pazar ve Pa-
zartesi glinleri dinlenceye ¢ekilen, aslinda kendi biirokrasisinin sorumlulugunu
gidermekteyken galerilerde salterleri indirilen kiiltlir ve sanat eserleri de, yine
sessizlige gomiiliiyor. Bu yOniiyle de onlari ister istemez seslendirecek, kamusal
ehliyette, giindeme sozciiliik edebilecek birilerine ihtiya¢ duyuluyor.

Of course, this does not happen out of blue. While the so-called uncontrolled
crowds of the openings are flourish with the magnetism produced by the galleries,
they also become the suppliers of this magnetic force. The same circumstances
turn the galleries into media channels that work and create for themselves. The ac-
tive media fails to take full responsibility for objectivity and transparency with the
negative effects of self-censorship created by the guided cultural politics. Hence
the understanding of the world snapshotted by the arts and culture publishing of
mainstream or institutional media, depicts a homogenized world of no problems,
no poles that is ‘boneless’. This is why many arts and culture institution try to
fulfill this need with the provision of ‘online’ and ‘offline’ media services. The
gallery is becoming more press-like, volunteers for being an academy, a forum,
a public space, and a source of criticism all at once. And this individualizes the
gallery, turning it into a living organism with its many services.

Under these circumstances, as the galleries mostly take Sundays and Mondays
off within the lines of the responsibility of its own bureaucracy, the culture and
artwork are buried in silences with the lights off. In this way, these works inevita-
bly need someone to be their voice in a public realm, be the spokesperson of their
agenda.

These days, due to the pandemic many institutions, workshops appear on exile in
the digital realm of the internet, like existential refugees. This dates back to the
end of the last century, to the birth of the internet. It reflects the storm of pass-
words, electronic logins that have their own memory, investments, and commu-
nication networks to the screens of the viewers. As ‘being online’ thus becomes
more prominent in the branding side of the culture industry, this function becomes
the voluntary publicist of the concerned institution or artist directly or indirectly
through the antipathy and sympathy of the posts.

At this point, another wave that is formed by hypocrisy and even despair becomes
apparent in as ‘civil criticism’ under the disguise of ‘trolls’ in nihilist posts and
methods of exposing. Mischievously damaging the symbolic reputations of insti-
tutions, artists, authorities, those avoiding any personal or legal accusations, say,
through civic violence provided by these channels, whatever comes to their minds
without thinking of the consequences. Or they appropriate history and politics like
they are their own.

It seems a bit more ethical to visit the art gallery with the following premise: The
visitor bears the responsibility of showing the empathy of leaving themselves to



Simdilerde, Diinyanin maruz kaldig:1 epidemi vesilesiyle bircok kurum, atdlye,
birer varlik miiltecisi gibi, kendini Internet {izerindeki dijital meskenine siirgiin
etmis gibi gdriiniiyor. Bu durum, internet’in dogumuyla zaten kendini gegen asrin
sonundan bu yana yansitmakta. Bellegi, yatirimi ve iletisim ag1 olabilen, birbirine
ozel sifrelerin, elektronik oturumlarin saganagini izleyicinin ekranina yansitiyor.
‘Hatta kalmak’, boylece kiiltlir endiistrisinin imaj cephesinde daha da 6nemli ve
goriiniir hale gelince, izleyici de, dolayli dolaysiz yaptig1 antipati veya sempati
paylasimlari tizerinden ilgili kurumun veya sanat¢inin goniillii tanitimeist haline
gelebiliyor.

Bu noktada bazen ikiyiizliiliik, bazen ¢aresizlik sebebiyle olusan bir diger dal-
ga da, nihilist paylasimlar ve ifsa metotlariyla, kendini ‘troll” denebilecek ‘sivil
elestiri’ gediginde goriinlir hale getiriyor. Kurumlarin, sanatgilarin, otoritelerin
sembolik itibarlarini sinsice zedeleyip, olasi kisisel veya hukuki yaptirimlara ma-
ruz kalmaktan imtina edenler, adeta agizlarina ne gelirse bu kanallara medeni bir
siddetle, benden sonra tufan mantiginda bosaltiyor. Ya da tarihi, siyaseti babasinin
mal1 gibi kullaniyor.

Her seyden Once bir sanat galerisini, s0yle bir 6n kabul ile gezmek, bir nebze
etik goriiniiyor: Izleyici, yapit dizgesinin, kiiratdriin kavramsal cergevesinin ve
kurumun bu sergiyi servis etme estetigi ile tasariminin giidiimiine kendini ema-
net etme empatisini gostermekle yiikiimlii olma durumunda kaliyor. Buna biiyiik
bir saygi gosterilmesi gerektigini disliniiyorum. Bu da izleyicinin, gosterdigi her
tiirlii refleks, agilis defterlerine biraktig kalintilar veya serginin sosyal medyadaki
suretlerine yaptig1 yankilar tizerinde seffaf bir sorumluluk ve sorumsuzluk alani
tiiretiyor.

Bu noktada izleyicinin sergiye, sanat¢1 veya kuruma gosterdigi sorumsuzluk bile,
bumerang etkisiyle ilgili bilesenlerin evrimine hizmet edebiliyor. Bu agig1 dev-
ralan sanat¢1, kurum veya diger mecralar, abonelik servisleri, kisiden kisiye geri
doniis mekanizmalari, anketlerle, cemaatlerini siirekli giincelleme yoluna giderek
mikrodan makroya uzanan degisken otorite bilinyeleri insa ediyor.

Galerilerde iiretilen sanatin kamuya mal edilme yontemleri, hele de yasanan son
karantina kosullar1 dogrultusunda 6l¢gmeye, ‘rating’e, begeniye daha da ciplak
gozle hizmet ediyor. Herhangi bir etkinlik, eger belli bir ilgi sayisini agmis ise
mesrulasiyor, canli cansiz tiim dokiimanter ve sosyal paylasimlar, kurumun var-
ligin1 cisimlestirici birer prestij aygiti, metafizik birer borsa kagidi halini aliyor.

flow in the direction of the list of works, the curator’s conceptual framework and
the institution’s appointed aesthetics and design of in the reception of the show. I
believe that this deserves great respect. This creates transparent space for respon-
sibility and irresponsibility on any kind of reaction by the visitors, the remnant of
the logs on the exhibition’s notebook, or the resonances of the exhibition on social
media.

The visitor’s any act of irresponsibility towards the exhibition, artist or institution
may add up to the evolvement of all components of the boomerang effects. Taking
over this niche, artists, institutions, or other outlets try to build their own variant
micro and macro bodies of authorities from subscriptions, to interpersonal feed-
back mechanism, to questionnaires, endlessly updating their networks.

The ways of making art that was produced for galleries public, especially under
these new circumstances of confinement, today apparently are in the service of
measurement through ‘rating” and ‘like’s. The events only are legitimate if they
exceed a certain number of ‘interested’s, all posts, either social or documentary,
they become devices of the prestige of an institution whose existence is objecti-
fied, its metaphysical stock shares.

Speaking for galleries, we witness that each institution and individual cause an
excess of information that is in line with what radio and television previously
produced. It seems to me that in art, in presuming what and who will be needed
for what and when, the electronics and an avant-garde attitude that becomes more
valuable when in the shadow will have a more determinant role.

At this point in time, in which n a subtle, open to discovery savagery is valued
over exposure, it seems absolutely necessary for none of the aforementioned me-
chanisms, including myself, exploit the individual’s interests and their privacy, the
exceptional link between the artist and their time.

Because galleries are alternative existence cafes where the work and its viewer
meet up in a romantic solitude amongst the crowds. This makes them face the res-
ponsibility of existing within everyday life more than ever. The viewer, who meets
their work, visiting the gallery after the opening with a timid excitement, does not
want to be disturbed during their visit.

Because, the work(s) and artist(s) who have so much to say to their viewers, can-
not take other mentalities, presentations that become heavy prisons with the ambi-



Bu kosullarda galeriler 6zelinde her kurum ve kisinin, tipki daha 6nce radyo ve
TV’lerin lirettigine yonelik bir enformasyon fazlasina yol acti§1, agikca goriiliiyor.
Sanatta neye, kime, neden ve ne zaman ihtiyag¢ olacaginin 6ngoriilebilmesi adina,
sanirim elektronik, kendini gizledik¢e degerli bir avangart tavir, daha da belirleyi-
ci olacak gibi duruyor.

Teshirin degil, kesfe acik belirsiz yabanilligin kiymete bindigi bu noktada, bi-
reyin, kendi ilgi alanlar1 ve mahremiyetini, sanat¢1 veya zaman dilimi arasindaki
miistesna irtibat1 da, bu yazida saydigimiz hemen hi¢gbir mekanizmanin, kendim
de nagizane dahil olmak iizere somiirmemesi, elzem gibi goriiniiyor.

Ciinkii galeriler, yapit ile izleyicinin romantik bir yalnizlikla kalabalik i¢inde bu-
lustugu alternatif varolus pastanelerini de andirtyor. Bu durum, onlar1 hayat i¢inde
var olma sorumlulugunu eskisinden daha ¢ok sorgulamakla ytizlestiriyor.

Ciinkii yapitiyla bulusan, ¢ekingen bir heyecanla agiligslardan sonra galerileri ziya-
ret eden izleyici, gezisi esnasinda hi¢ de dyle siirekli didiklenmeye gelmiyor.

Ciinkii izleyicisine sOyleyecek cok seyi olan yapit(-lar) ve sanatci(-lar), baska zi-
hinlere, recetelesmis, her biri birer akademik tez agirliginda atmosferi agirlastirici
hapis sunumlara gelmiyor. Kibarca soylersek, izleyici tatlisini, tuzlusunu kendi
seciyor ve onunla bas basa kalmay1 seviyor.

Ciinkii pastanenin / galerinin meniisliniin esas lezzetini, eninde sonunda izleyici
ve as¢i(-lar) belirliyor. Yoksa, o ¢catinin markasi, agildigi yil, muhitinin sdzde sos-
yal itibar1 veya metrekaresi degil.

Sanat tarihinde hayatimi fakirlikle gecirmis birgok basyapit sahibi oldugu, bu
yapitlarin daha sonra adeta kiiresel bir vicdan aklayiciligi ile seckinlerce bas taci
edildigi 6teden beri biliniyor. Bu durum ve durusu galerilere uyarlarsak, kurum-
larin samimiyet ve sahiciligini, inandiklar1 ve bir arada tutmaya 6zen gosterdikleri
icerikleri belirliyor. Ancak giliniimiizde galeriler, magrur olana degil, gelecegin
kiymetlerine simdiden sahip ¢ikabilecek bir yaklasim i¢inde olduklar siirece in-
andirici olabilirlermis gibi goriiniiyor.

Sanat eserinin 6zellikle temelde bes duyuya yonelik, altincisini besler bir organik
ve inorganik deneyime muhtag oldugu, hepimizin malimu. Evet, bu durumdan

ance of an academic task, almost like a recipe. In other words, the viewer knows
their own appetite and wants to be left alone with what they choose.

Because, the final taste of the menu of these cafes/galleries is determined by the
viewer and the cook(s); not by the branding of the space, the date of its establish-
ment, the social status of the neighborhood or the square meters it encloses.

It is well known that there are many great artists who have spent their lives in
poverty whose works were in time become the favorites of the elite, an act re-
miniscent of a global absolution. Adopting this situation and positioning to the
galleries, the sincerity and the authenticity of these institutions are determined by
their beliefs and their content, which they work meticulously to keep consistent.
But it looks like the galleries today can only be believable as long as they tend to
accommodate the values of the future rather than the vain.

It is apparent to us all that the artwork is dependent on an organic and inorganic
experience that is mainly aiming for our five senses and to nurture the sixth. Of
course, music seems to be the only art that could avoid this. But even with music,
when we think of the differences between its ‘live’ versions and the subjective



pacay1 en fazla miizik kurtarmis gibi goriiniiyor. Ancak miizigin bile, ‘canli’s1 ile,
kisisel deneyimi ya da kayit kimligi arasindaki farklari, bu alanin koleksiyonerleri
babinda diisiindiigiimiizde, galerileri ve kalkistiklart maratonun kiymetini anla-
mamiz daha da miimkiin olabiliyor. S6zgelimi, her seyin Oyle ille de ilizerinden
gecilmesi, dezenfekte edilerek homojen bir kitleye servis edilmesi kesinlikle ge-
rekmiyor. Sanatc¢i, yapit ve izleyici, eger yeterince dzgiir birakilirsa, mevcut ‘kes-
mekes’, ‘kir’ veya ‘glivensizlik’ bile bir kiymete ehliyet verebiliyor. Farkindaliga
gosterilen sayginin ehliyeti bu.

Tim bu sebepleriyle diisiintilecek olursa galeri, izleyicinin gezi glizergahi olarak
sistem igerisindeki varligini gerek dijital, gerekse kamusal alanda daha da seftaf
ve samimi olarak siirdiirebilme yiikiimliiliigiiyle bas basa kaliyor. Bunun karnesini
de, izleyici ve sanatginin, yine o galeriye gosterdigi giiven ve sadakat tayin ediyor.

Bunu da bize ancak, galerilerin her defasinda biiyiik bir idealizm, dayanisma ve
ozveri ile duvarina o sergi 6zelinde asmaya kalkistigi, zamani yine zamanla si-
nadig1, gelecek zaman gosteriyor.

Eger o duvara 2020 yilinda bile, diyelim ki 1820’den bir siluet konuk ediliyorsa,
bu olsa olsa ilgili galerinin takvimindeki nesiller 6tesi tutarlilik ve mukayese ta-
lebinden kaynaklantyor.

Galerilere birer zaman makinesi olarak da bakacak olursak, bu mekanlar, hem
gecmisi, hem bugiinii, hem de yarini, izleyici, sanat¢1 ve mevcut takvim kosullar
0zelinde sinayabilmenin en ¢etin araglarindan biri olarak kayda gecirilebiliyor.

Ancak bunun i¢in dnce, nerede oldugumuzun, nerede durdugumuzun ve nereye

gitmemizin farkinda olmamiz, yani her sergide bir izleyiciden ¢ok, eyleyici kadar
bagimsiz bir zihinle var olabilmemiz gerekiyor.

11 Mayis 2020, istanbul

Kapak fotografi: Daha yaklas (2004) filminden.

experience or the recordings, it helps us to better understand galleries and the
marathons they run, in terms of the collectors. It is not necessary to go through
everything, to be disinfected, and served to a homogenous audience. The artists,
their work, and the audience, if set free, the current ‘chaos’, ‘dirt’, or ‘distrust’
may even become valuable. This is the merit of respect for certain awareness.

Thinking about all of these, the gallery, as a location on the viewer’s itinerary,
is left alone with the responsibility to sustain its position within the system both
digital and public, more transparently and genuinely. It is though the trust and lo-
yalty felt by viewers and artists that assesses the performance of the gallery.

And this evaluation can only happen in the future, which the gallery tries to hang
on its wall with every exhibition, as a result of great idealism, in solidarity and
with devotion, in a way like testing time with time.

Let’s say even in the year 2020, if a silhouette from 1820 can be hosted in the gal-
lery space, this should come from a demand for an inter-generational consistency
and comparison embedded in the gallery’s agenda.

If we consider the galleries as time machines, these spaces can be one of the most
prominent tools to verify the past, the present, and the future, all at once, through
the viewers, artists, and contemporary conditions.

But these would only be possible if we can be aware of where we are, we stand

and head to, in other words, to exist in each exhibition with an independent mind
that is active rather than being a viewer only.

11 May 2020, Istanbul

Cover image: From the movie Closer (2004).



