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Sivil kiiltir endustrisi mi?
‘Sanatseverler’ iizerine bir ayra¢ | Evrim Altug

Haklarinda hemen herkesin bir fikri bulunan ‘sanatsever’in portresi iizerine,
hele de 2020’nin giderek tekinsizlesen diinyasinda, neler saptanabilir? Kiiltiir
endiistrisinin bilhassa reklam ve pazarlama, kurumsal kimlik birimlerinin
istahlarini kigkirtic1 bu sorunun da tizerine ¢ullanarak, ‘yangina koriikle’ gitmek
suretiyle bazi 6nermelerde bulunmak, iyi bile olabilir...

Sanatseverler: Popiiler, anonim ya da profesyonel veya kayit - dis1 kiiltiir -
sanat iiretimi ile, dogrudan, goniillii ve 6n hazirlikli ya da hazirliksiz bulusan,
literatiirde ‘kamuoyu’ denen soyut kitlenin, bilhassa belli bir entelektiiel ve
estetik iiretime odaklanmis bi¢imi. Her biri 6zerk tercih ve duruslar ortaya
koyan, bu vesile ile sosyal kanaatin g¢eperlerini insa eden, diislince ve takdir
emekgileri.

Varsayimlarkadaryok saymalarin,ayrismalarindahavuzunda, yine sanatseverlere
rastlaniyor. ‘Egitimli kulak’lar, ‘gérmiis, ge¢irmis goz’lere karisiyor. Onlari
ikna etmek, hi¢ kolay olmuyor. Vakitleri de, nakitleri de, kanaatleri de son
derece kiymetli, kendileri basta olmak ilizere hemen herkes, bunun en dogru
aday1 icin ter dokiiyor. ‘Bir bilen’, agirlikla o ziimreden ¢ikiyor. Ancak onlar1
sonsuza dek mevcut birer otorite olarak var saymak da, yapilabilecek ilk ve en
uzun soluklu hata olarak kayda ge¢ecekmis gibi duruyor. Kiiltiir endiistrisi de,
tipk1 beyaz esya, otomobil, bina ve tekstil alanlarinda oldugu gibi, kendi hedef
kitlesini beraberinde getiriyor. Uretilen sanat ve kiiltiir eserlerinin ‘edindikleri,
gidermeye talip olduklar1 diinyevi veya uhrevi dertler’, bunlarin ulastirilacagi
bireyleri de tasarliyor.

Herhangi bir sanat dalina ilgi duyarak, kendini bu alanda yetistirmeye sevk eden
bir sanatsever, sanat tarihinin topyek@in karakterinden de ister istemez nasibini
aliyor. Zaman ve mekan i¢inde ¢ok farkli imza, disiplin ve akima ziyarette
bulunabiliyor. Tiiketimi, onun i¢in acik bir {iretim sahasi haline doniisiiyor. Ilgi
alanlariyla gelen yazili, isitsel ve gorsel kaynaklar, onu bir hakikat rejiminden,
otekine savuruyor ve kendisi de genellikle bundan hi¢ sikayet etmiyor.

Giinliik - periyodik basin yayin araglarinin, kiiltiir - sanat tiretiminin yankilarina
dair belgeci, ibretlik ve yayimlandigi mecra ya da yazarina gore ‘nisane’

An industry of civil culture?
A bookmark on ‘Art Lovers’ | Evrim Altug

What can be said about the portrait of an ‘art lover’, on which almost everyone
has an opinion, especially in 2020 as the world gets more uncanny? Descending
on this question that provokes the hunger of the culture industries the corporate
identity units, mainly advertising and marketing, to propose certain thesis with the
intention of ‘fanning the flames’, might even be fort he better...

The Art Lovers: a version of the abstract crowd, as known as the ‘public opinion’
in the literature, that directly, voluntarily and in a prepared or ofthanded way, en-
counters the popular, anonymous or professional or off-record culture and art pro-
duction, that especially focuses on a certain intellectual and aesthetic production.
As Thought and appreciation laborers, they each present their autonomous choices
and positions, by doing so building the walls of the social opinion.

The art lovers can be found in the pool of assumptions, neglects, and dissocia-
tions. ‘Educated ear’s, ‘eyes that have seen it all’ get intertwined. To convince
them is not an easy job. Almost everyone, including the subject whose time, cash,
and opinions are of great value, struggles to find the best candidate. The ‘experts’
usually come from this group. But thinking of them as the ultimate authority may
be recorded as the first and most long-term mistake. The cultural industry like the
ones of home appliances, automobiles, realty, and textile, brings in its own target
group. The ‘earthly or ethereal worries obtained, aspired to eliminate’ by the pro-
duced art and culture works design those who will receive them.

The art lover, who by having an interest in one discipline of art has developed
themselves on the subject, is nonetheless affected by the totality of the history of
art. They might visit many different names, disciplines, and movements in time
and space. Their consumption becomes their open arena for production. The writ-
ten, audial and visual resources provided in the areas of interest toss them from
one truth regime to the other, and they usually don’t complain about this.

Daily — period media organs, their analytic and critical texts documenting the
echoes of culture and art production, that are exemplary and according to the



niteligindeki analiz ve elestiri metinleri, sanatseverlerin ‘tiiketim’ aligkanliklarini
belirlemede, 6nemli bir yer tutuyor.

Internet sonrasi diinyada kamuoyunun giderek ‘dzellestirilmesi’, halkla
iliski kurulurken, iiretileni Once bir(er) bireye servis ettigini bir kez daha
idrak edebilen kurumlar1 da kitleler veya ziimreler degil, dogrudan bireyler
iizerinden saha - zemin arastirmalar1 yapmaya sevk ediyor. Tiiketici, bireyligini
sahiplendikge, ona serviste bulunan kaynaklarla bir faaliyet ortakligina da kefil
olmus bulunuyor. Abonelikler, promosyonlar, ana etkinligi besleyici paralel
faaliyetler, y1llik, hatta bes-on senelik lojistik vizyonlar... Birbirlerini gozettikce
ayakta kalabilecek biiyiik imzalarin, aslinda ‘kii¢lik’ diye iizerleri ¢izilen 6zgiin
bireylere, ‘sanatsever’lere ne kadar gobek bagi i¢inde olduklarini bize yansitiyor.

Diinyanin maruz kaldig1 pandemi siireci bu ‘an’ baginin hayatiyetini bir kere
daha teyid etmis gibi duruyor. Agilislarin, gala ve promiyerlerin, ulusal ve ulus
asir1, gezici veya sabit adresli geleneksel karakterde etkinliklerin daha da bire
bir segenege, kaynaktan kaynaga yapisal reformlara evrilmesiyle, kurumlar,
deneyim misafirleri lizerine daha da bir titrermis gibi goriiniiyor. Kurum(-lar),
iretken ve donistiiriicii otoritesini tipki bitkilerin oksijen iiretiminde oldugu
gibi, sanatsever(-ler)in refleks, yorum ve 6zellikle de sosyal medyada biraktigi
izler lizerinden sorumluluk i¢inde hayata geri doniistiiriiyor.

Bu manzarada, insan haklari, adalet, firsat esitligi, nitelik tayini ve gelecegin
haklarinin gozetilmesi gibi pes pese bircok o6lgiit de kendiliginden beliriyor.
Vakif, aile, sirket, hiikiimetler, kimi zaman tekil, kimi zaman kolektif gii¢
bilesikleri ortaya koyarak, sanatsever giliruhun taleplerine miimkiin olan en
seffaf ve iiretken biinyeyi kazandirmak adima pozitif rekabete giriyor. ifade
ozgiirliigli, pazarliksiz bir varolus ve yanki mecrasi olarak 6zellikle kiiltiir ve
sanatta sanatseverlerin ilgi ve begenilerine sevk ediliyor.

Bir sicak 6rnek vermek gerekirse, bu yil 28 Agustos ve 29 Kasim 2020 arasinda
Fransa’nin Marsilya bdolgesinde yapilmasi planlanan 13’iincii Manifesta,
‘Birlesme Cizgileri - Traits d’union’ basligi altinda 47 katilimciyr alti ayri
noktaya odaklamaya c¢alisiyor. Tekil olan(-lar)in irettigi gecisli, zenginlikc¢i
ifade potansiyelini, merkezindeki sergiyi sekillendirecek ‘Ev’ / ‘The Home’,
‘Siginmact’ / ‘The Refuge’ / ‘The Almshouse’/ ‘Diiskiinler Evi’ /, ‘The Port’
/ ‘Liman’, ‘The Park’ / ‘Park’ ve ‘The School’/ ‘Okul’ gibi baslik-mekanlarla,
gozle goriiniir kiliyor.

Manifesta 13’iin sanat yonetmenleri, bu y1l Katerina Chuchalina (V-A-C Vakfi
Sef Kiiratorii), Stefan Kalmar (Londra ICA Direktorii) ve Alya Sebti’den
(Berlin IFA Galerisi Direktorii) olusurken, Chuchalina bu kararlarin1 soyle
gerekcelendiriyor:

channel it is published on or its writer holding the feature of a ‘landmark’, have an
important role in determining the ‘consumption’ habits of the art lovers.

The ongoing ‘privatization’ of the public opinion in the post-internet world, the
institutions that can comprehend that they serve what is produced firstly to an(y)
individual while building relations with the public, are forced to do their field
research directly through the individuals rather than crowds or classes. The consu-
mer, claiming their individuality, collaborates in a shared action with the sources
serving him. Subscriptions, promotion, the parallel events that nourish the main
one, annual or even five-ten year logistics plans... This reflects the tight links bet-
ween the big names that can only survive in support of each other with the unique
individuals who were eliminated as ‘small’, the ‘art lover’s.

It seems like the pandemic that the world is experiencing re-confirms the vitali-
ty of this ‘momentary’ link. The institutions started to cherish their experience
visitors even more as the openings, galas, and premiers, more traditional events,
national and international, touring or in-situ evolve into customized choices, from
resource to resource to structural reforms. The institution(s), responsibly recy-
cles its productive and transforming authority through the reflexes, comments and
especially traces left on social media by the art lover(s) back to life, as the plants
do when producing oxygen,

In this landscape, many criteria like paying regard to human rights, justice, equali-
ty of opportunities, the appointment of qualifications, and the rights of the future,
automatically appear. Foundations, families, companies, governments engage in
a positive competition to meet the demands of the art lovers most transparently
and productively, at times by themselves and others by supplying collective pow-
er composites. Freedom of speech, especially in arts and culture, is served to the
attention and likings of the art lovers as a non-negotiable channel for existence
and echo.

To focus on a hot topic, the 13th edition of Manifesta that is planned to take place
in Marseille, France from August 28 to November 29, 2020, tries to elaborate on
six different points with the works by 47 artists under the concept ‘Traits d’Uni-
on’. Through the title-venues of ‘The Home’, ‘The Refuge’, ‘The Almshouse’,
‘The Port’, “The Park’, and ‘The School’ shaping the exhibition, it makes the po-
tential of transit and diverse expression produced by what is/are singular, visible.

While Manifesta 13°s artistic team consists of Katerina Chuchalina (Chief Curator
at the V-A-C Foundation, Stefan Kalmar (Director of the ICA in London) and Alya
Sebti (Director of ifa Gallery, Berlin, Chuchalina explain their decisions as such:



“Marsilya sinirsiz bir gegislilikle belirlenmis durumda. Gelis ve gidislerin
suirekliligine kaynak olan bu bolge, hem kagis hem de barinak vazifesi iistleniyor.
Ayni zamanda, Marsilya biricik tansiyon anlari adina bir 6zet olma niteligini
de tasiwyor. Avrupa matriksi i¢inde sira dist bir kent olan Marsilya. Biricik,
¢coziinmemis bir kent. Araliksiz bir hareket halinde. Tarihsel ve bilgi bazinda
birden fazla merkez etrafinda devinen. Marsilya'min sayisiz biyografileri,
hikdyeleri ve tarihleri, merceksi varolusu adina da gereken bilgi kaynagini
sekillendiriyor. Marsilya, c¢izgisel herhangi bir kategorizasyona direniyor.
Marsilya’nin tekil bir kimligi bulunmuyor.

(...) Biz Manifesta 13 Marsilya’yi, asla ‘tamamen durmus’ olarak diisiinmedik.
Ama birlesme cizgileriyle belirttik. Bir araya getirmenin tavri olarak. Geldigimiz
noktada kendimizi hakikatin kendini arttirdigi, bununla birlikte goriinenin
ardinda kalmis kimi diisiince, hayal ve kabuslar: da teneffiis eden bir konumda
bulduk. Giiniimiiziin ani badirelerini de bununla birlikte sayinca, yasadigimiz bu
zamanlarin belirsizligine sanatin diliyle karsilik verebilecegimizi idrak ettik. ™

Verdigimiz bu &rnek, AKM ve Istanbul Modern gibi yeni kiiltir ve sanat
mekanlarinin santiyelerine kaldig1 yerden devam etmeye baslayan [stanbul’u da,
Rotterdam’1 da, Londra veya Hamburg’u da fazlasiyla ¢agristiriyor; ne dersiniz?

Keza O6nce pandemi, ardindan ise irkg¢ilik temelli yasanilan bu bir arada olus
ve mesafe krizine, kiiltiir endiistrisinin gii¢lerini bir araya tasiyarak gosterdigi
arastirmaci, iretken, iyimser refleks, Ozellikle ihtiyaclarin hakikat seviyesi,
verilen kararlarin aciliyeti ve hakkaniyeti adina ger¢ekten umut verici olasiliklar:
da bize haber veriyor. Zaten hatirlanacagi gibi, ikiser yil arayla ilki 1996’da
Rotterdam’da (Hollanda) diizenlenen ve Hollandali Sanat Tarih¢i Hedwig
Fijen’in Direktorii bulundugu Manifesta, yani bir diger tabirle Avrupa’nin
gdcebe sanat bienali bugiine kadar Liiksemburg, Slovenya, Almanya, Ispanya,
Kibris (2006-iptal), Italya, Ispanya, Belgika, Rusya, Isvigre ve yine Italya’ya
ugramisti. Bu yilki Manifesta, Fransa Cumhurbagkant Emmanuel Macron’un
himayelerinde tertipleniyor. Gelecek Manifesta’nin ise, 2022°de Kosova’da
yapilmasi karart alinmis.

Malim, AB’den ABD’ye bir¢ok yap1 su siralarda varolusunu ‘gercek zamanli’
vakalar iizerinden siniyor. Bu sarsintilarin sonuncusu, Birlesik Krallik’in
AB’den ¢ikis karariyla giindeme gelmisti; malimumuz...

Eger ortada bir birlik var ise, onu olusturan ilkeler, mevcut kosullarin agirligi
karsisinda daha da dobra bir karakterle, biirokrasi degil, pratik zeka ve

! https://manifesta.org/2020/05/manifesta-13-marseille-will-take-place-throughout-autumn-2020/

“Marseille is marked by endless transit. It is a continuous site of arrival and
departure, providing space for escape and sanctuary. At the same time, Marseil-
le epitomises resistance and has always offered unique moments of productive
tension. Marseille is an exceptional city within the European matrix: the ultimate
unresolved city—in perpetual motion, revolving around multiple centres, historic
and informal. Marseille's infinite histories, biographies, and stories inform its
lenticular existence. Marseille resists any linear categorisation. Marseille has no
singular identity.

(...)We never thought of Manifesta 13 Marseille as a ‘full stop,” but always as a
hyphen, or rather hyphens — as traits d’union.s — a gesture of bringing together.
Yet, we find ourselves in a situation where reality amplifies, indeed exhilarates
some of our underlying thoughts, dreams and nightmares. Suddenly with all the
predicaments of our present moment, you realise the urgency with which art can
speak to the uncertainty of our time ™"

This example reminds us of Istanbul in which the constructions of art and cul-
ture spaces like AKM and Istanbul Modern continue, or of Rotterdam, London or
Hamburg; what do you think?

In this time of crisis of being together and distance, that is experienced first th-
rough the pandemic then the protests against racism, the way that the powers of
the cultural sector came together in a researching, productive, optimistic reflex
point at promising new possibilities on the truthfulness of the needs, the urgency
of the decisions made and on equity. As you might remember, the first edition of
which was organized in 1996 in Rotterdam in the directorship of the Dutch art
historian Hedwig Fijen, Manifesta, as known as the European Nomadic Biennial
has visited Luxembourg, Slovenia, Germany, Spain, Cyprus (canceled in 2006),
Italy, Spain, Belgium, Russia, Switzerland, and Italy again in two years intervals.
This year’s Manifesta is organized in the patronage of the President of France,
Emmanuel Macron. It has been decided that the upcoming edition of Manifesta
will happen in Kosova in 2022.

Today, the existence of many social constructs is tested through ‘real-time’ inci-
dents from the EU to the USA. The last of these shocks became a current issue
with the United Kingdom’s decision to leave the EU...

! https://manifesta.org/2020/05/manifesta- 1 3-marseille-will-take-place-throughout-autumn-2020/




samimiyet i¢inde, adeta bir dakikayr ge¢cmeden biitiin diinya tarafindan ‘kanl
canlt’ sinaniyor. Ciinkii sanatsever, 6zellikle mensup oldugu sinifi veya ziimreyi
bilgilendirme yiikiimliligini de, tiketim aliskanliklar1 ve biraktigi nice
iz ile yerine getiriyor. Bunu yaparken de elestirisini, mevcut uygar iletisim
cercevesinde, ironiyi de basari ile kullanmak sureti ile, kesinlikle sakinmiyor.

Bir biinyeyi olusturan degiskenlerin her birine gosterilecek 6zenin (ABD
cikisli, Avrupa’ya sicrayan son irkeilik karsiti dalga ile, pandemi tedbiri dersine
calisan medeni {ilkelerin vaziyetlerini gordiiglimiizde olusan manzaranin
etkisi ile) karsiliksiz kalmadigi, bu son aylarda, kendini daha da hissettiriyor.
Bas dondiiriicii bilgi - islem altyapisinin tarihin hazim esigini hizlandirdigr su
donemde, siniflar arasindaki bu sismik, kiiresel iletisim hareketlerinin diinyay1
daha var olunabilir bir yere tasiyip tastyamayacagini, eldeki kaynaklara doniik
saha arastirmalari, biitlin vahameti ve ciplakligi ile soyliiyor. Ancak sanat
tarihinin yokluklar, sorunlar ve krizlerle iiretkenligini diinyaya yansittigini da
yabana atmamak gerekiyor. Kaynaklar azaldikga, isbirliklerine duyulan ihtiyagc,
boyle olunca da karsilikli medeni iletisim ve bunun trafigine gilivence iginde
duyulan gereksinim, koriikleniyor.

Diizenlenen etkinliklerin, yapilan tiretimlerin ‘sanatsever’lere neden, ne zaman,
kim tarafindan ve hangi seviyede nakledildigi, belki de her zamankinden ¢ok
daha sorumluluk arz eden soru isaretlerine evriliyor. Bu kosullarda da, sosyal
medyalarin irettigi enformasyon denizlerinde hemen her sanatsever, fotograf
olsun, tweet olsun, blog veya video ya da ses olsun, edindigi her izlenimle, dijital
seyir defterindeki izler tizerinden, mitolojik bir figiir kadar otorite kazaniyor.

Bu da, giderek bir ‘sivil kiltiir endiistrisi’nin iskeletini gozler oniline seriyor.
YouTube, TikTok, Twitter gibi devasa anlam iitopyalarinda, ‘gercek’ diinyada
iretim gosteren nice kiltiir ve sanat profesyoneli de, birer ‘el¢ilik’ / resmi
‘temsilcilik” agmak durumunda oluyor.

Son s0z yerine: Bitmeksizin yasanmakta olan kiiresel-kiiltiirel foto-sentezin
organik ve inorganik tezahiirleri adina, tanik oldugumuz bu g¢esitlilik, yorum
ve ¢Oziim patlamasi, bizler i¢in gelecekteki aligkanliklarimizi kokten belirleyici
birer farkindalik parantezi olma anlamini tasiyor.

Kapak fotografi: Sara Sadik, Lysopaines, 2019. Sara Sadik, Traits.d ‘union.s. a katilimina ek olarak, 12 Haziran‘dan itibaren
gergeklesen Le Tiers Programi kapsamindaki /nvisible Archives #4un da pargasidir. © Sara Sadik. Sanat¢1 ve Manifesta‘nm
izni ile.

If there is a union to speak of, its principles are tested at that moment by the whole
world in ‘flesh and bones’ with a candid stance in front of the weight of the current
climate, through wit and sincerity rather than bureaucracy. Because the art lover
is performing his responsibility to inform the class and group it belongs to via his
habits of consumption and the traces he leaves behind. In doing this, he does not
withhold criticism, in the framework of civil communications, successfully utili-
zing his tool of irony.

In these last few months, we feel the fact that attention given to each variable of
a structure (under the influence of the anti-racist wave that started in the USA
to spread to Europe and the situation in the civilized countries trying to cont-
ain the pandemic) is never unreturned even more. At a time when the dazzling
infrastructure of information processing is accelerating the digestion of history,
whether these seismic, global communication movement between classes can take
the world to a better place or not is stated by the field research on the resources
at hand with all its horror and nakedness. But we have to keep in mind that art
history reflects its productivity with poverty, problems, and crises. As the sources
diminish, the need for collaborations and thus the need for reciprocal civilized
communication and trust in its traffic are incited.

The way that how, when, by whom, and to what degree are the organized events,
produced works transferred to the ‘art lover’s, transform into question marks that
require more responsibility than ever. Under these circumstances, the sea of infor-
mation produced on social media, almost each of the art lovers gains an authority
like a mythological figure through the traces they leave on the digital logbook with
each of the impressions they get, let that be a photograph, a tweet, a blog entry or
a video or sound.

This reveals the skeleton of an ‘industry of civil culture’. In the immense utopias
of meaning like YouTube, TikTok, Twitter, many art and culture professionals
producing in ‘real’ life are expected to open ‘embassies’ / official ‘franchises’ on
these platforms.

Like an epilogue: In the name of the organic and inorganic manifestation of the
constant global-cultural photosynthesis, this diversity, the boom of comments and
resolutions that we are witnessing, hold the meaning of awareness brackets that
will determine our future habits.

Cover image: Sara Sadik, Lysopaines, 2019. In addition to participating in 7raits.d ‘union.s., Sara Sadik is also part of the
Invisible Archives #4, part of Le Tiers Programme, from 12 June. © Sara Sadik. Courtesy of the artist and Manifesta.



