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Edito

Liana Kuyumcuyan

FEDERICO FELLINI, AMARCORD, MUSSOLINI ICIN DUZENLENEN KUTLAMA SAHNESI, 1973
FEDERICO FELLINI, AMARCORD, THE SCENE DEMONSTRATING THE PARADE PREPARED FOR MUSSOLINI, 1973

Insanlar yagadiklari gevreyi ve kullanacaklari nesneleri iiretmeye basladiklarinda ne uz-
manliklar ne de meslekler vardi. Uzmanliklar ve meslekler kendiliginden olusurken za-
manla ortak bir miras ve kiltiir dedigimiz kavramlar ortaya ¢ikti. Bugiiniin sermayeles-
mis ve dijitallesmis caginda ise bizi nesnelere ve mekanlara bagimli oldugumuza ikna
eden, ¢ok akillica kiirate edilmis reklamlar tarafindan yonetiliyoruz.

Her cografyanin ve kiiltiiriin mekan algisi ve nesnelerle iligkisi var. Bu aligkanliklarin
en iyi goriiliip takip edilebilecegi yerler ise kamusal alanlar. Ornegin, kamusal alanda bu-
lunma siklig1 ve bigimleri, kadin ve gocuklarin kendilerini glivende hissedip hissetmeme-
si, toplanma ve gosteri kisitlamalari, ge¢ saatlerde sokakta bulunma rahat(s1z)lig1 veya
komsularin ne siklikta diyaloga girdikleri bir topluluk hakkinda ¢ok sey s6yleyebilir.

Bir de bu tiir aligkanliklar1 sekillendirme ve yonlendirme iddiasindaki tasarim pratigi
var. Tasarim bazen kiiltiirel aligkanliklarla gelisirken bazen de iktidar iligkilerine gore
aragsallagtiriliyor. Bu aragsallagtirilma hali, siiphesiz giindelik hayatin akisina en bityitk
darbeyi vuran etkenlerden biri. Kullanici, giindelik bir eylem olarak iiretilen mekéni ve
bu mekédnin anlamini okumazken, onlar tarafindan kolaylikla yonlendirilir. Bu dogal,
giindelik, tartigmaya kapali bir sekilde kabul etme hali, zorla dayatilmaktan degil, basa-
rili tasarim ve planlama yontemlerine ikna olugta yatmaktadir. Devlet ve iktidar, tasarim
ve mimarlig1 toplum inga etmek i¢in bir arag olarak kullanmay1 6grendiginde, giindelik
hayatin dogasi sonsuza dek degismistir ve bunu, inga edilmis fiziki yapilara tekabiil eden
yeni gelenekler, ritiieller ve kutlamalar {ireterek ortaya ¢ikarur.

Bu say1, giindelik hayata dair yaratici alanlarda diisiinen ve iireten akademisyen, aras-
tirmaci, tasarimcl ve mimarlarin yazilarindan olusuyor: Spontane hareketler, yasadigi-
miz ¢evreyi nasil sekillendiriyor? Nesnelerin giindelik ihtiyaclara gére doniisiimleri alig-
kanliklarimiz hakkinda neler s6ylityor? Tasarimcilar giindelik hayat: yeniden anlamlan-
dirmak i¢in nasil ritiieller {iretebilir? Din, kamusal alanin gorselligine nasil yansiyor?
Mimarlik ve mimarlik kiiltiirii, gegmisten bu yana filmlerde nasil yer buluyor? Yesil alan-
lar glindelik pratiklerin yuvasi olarak degerlendirilebilir mi?

Giindelik hayat, biitiin bu planlanmis ve tasarlanmis olusumlarin i¢cindeki tek potan-
siyel; beklenmedik ve alisilmadik olusumlarin dogabilecegi belki de tek alan. Bu konulara
deginerek, giindelik hayat pratiklerini, rutinleri, gelenekleri, miraslari, toplumlari, sinir-
lar1 veya topluluklar gekillendiren etkenler etrafinda bir sohbet baglatabilmeyi ve yeni
bakis agilar1 gelistirebilmeyi umuyoruz.

When humans started to create objects and their surroundings, there were neither any
profession nor any experts. However, there were spontaneous acts that have constituted
our common heritage in time and created what we call culture. Today, in this hyper-capi-
talized and digitalized era, we are manipulated by smartly curated advertisements that
convince us that we are inseparably attached to objects and spaces.

Each geography and culture have their own perception of space, and relation to the
objects. It is more visible in the use of public spaces, where one can follow the habits dis-
tinctive for an area. For example, the frequency and types of public presence can say a lot
about a community; whether the women and children feel safe or not, or whether there are
any limits for gatherings and protests, how late one can stay out, or how comfortable the
dwellers are to start a conversation with each other...

And then, there is the practice of design, which claims to shape and direct these habits.
Sometimes, the act of design is formed by the culture itself, but sometimes it’s imposed
and instrumentalized depending on the power and politics. The instrumentalization of
design has become one of the crucial impacts in daily life. The citizens do not evaluate the
formed space as a daily act, but easily get directed by it. This natural, everyday, and non-ne-
gotiable obedience lies not in coercion but in persuasion created by successful design and
planning methods. When the state and power learn how to use design and architecture as
a tool to build a society, the nature of daily life changes forever through the new traditi-
ons, rituals, and celebrations, which are always facilitated by physical structures.

This issue includes the articles of academics, researchers, designers, and architects, who
work and think continuously on creative fields concerning daily life: How do spontaneous
acts shape our surroundings? What do the transformations of objects related to our daily
needs say about our habits? How can designers create rituals to add a new perception
about daily life? How does religion form the visuality of public space? How has architec-
ture and architectural culture found its place in old movies? Or how can green areas be
considered as the nest of daily practices?

Everyday life is a potential area among all these planned and designed formations; per-
haps the only area where unexpected and unusual occurrences can arise. We hope to ignite a
conversation about the forces that shape everyday life practices, routines, traditions, herita-
ges, societies, borders, and/or communities, and to encourage developing new perspectives.
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1934 ylinda firmanmn kahve dagitimini yaptigy Opel marka kamyonet.

1871'den beri kalitesini ve titizligini hic bozmadan evlerimize nefis
Turk kahvesini getiren Kurukahveci Mehmet Efendi, bugiin 55’ten fazla {ilkede tuiketiliyor.
Kurukahveci Mehmet Efendi, Tiirklerin diinyaya armagan ettigi Ttirk kahvesini,
her yudumda ayna kalite ve keyifle diinyaya ulastiriyor.
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Haberler News

Kente dogru

Serkan Taycan’in “Kentlesme nedir?” sorusu etrafinda sekillenen sergisi Kente
Dogru, Ocak 2022’ye kadar Kadikéy’deki tarihi Hasanpaga Gazhanesi, yeni adiy-
la Miize Gazhane’de gériilebiliyor. Sergi, modern kentlesme siirecinin, tasradan
Istanbul’un geperlerine ve meydanlarina uzanan bir izlegini sunarken, sanatginin
Habitat, Kabuk, Agora ve Iki Deniz Arasi galismalarini ilk defa bir araya getiriyor.

KENTE DOGRU SERGI GORUNTUSU, MUZE GAZHANE
TOWARDS THE CITY EXHIBITION VIEW, GAZHANE MUSEUM

Towards the city

Serkan Taycan’s exhibition Towards the City is shaped around the question
“What is urbanization?”and takes place in the historical Hasanpasa Gazhanesi in
Kadikdy, with its new name, Museum Gazhane until January 2022. While pre-
senting a trace of the modern urbanization process from the countryside to the
peripheries and squares of Istanbul, the exhibition brings together for the first
time the works of the artist Habitat, Shell, Agora and Between Two Seas.

Daha “az” icin cagri

Hollanda Tasarim Haftasr’'nin 20. edisyonu 16-24 Ekim 2021 tarihleri arasinda,
Biiyiik Say: temasiyla Hollanda’nin Eindhoven sehrinde gerceklesecek. Bu tema
ile Tasarim Haftas1 daha az tiiketim, iiretim ve dolayisiyla daha az atik hedefli-
yor. Hollanda Tasarim Haftasi, sehir genelinde 100’den fazla yerde sergiler, kon-
feranslar, 6dill torenleri, ag olusturma etkinlikleri, tartigmalar ve senlikler diizen-
liyor. Tasarim Haftasi, tasarimin gelecegini gostermeyi ve gelecegin tasarimini
deneyimletmeyi amagliyor.

The call for “less”

The 20th edition of Dutch Design Week is going to take place between 16-24
October 2021 in Eindhoven, The Netherlands with the theme The Greater Num-
ber. With this theme, The Design Week calls for less; less consumption, less

HOLLANDA TASARIM HATFTASI, EINDHOVEN, HOLLANDA
DUTCH DESIGN WEEK, EINDHOVEN, THE NETHERLANDS

production, and less waste. In more than 100 locations across the city, Dutch
Design Week organizes and facilitates exhibitions, lectures, prize ceremonies,
networking events, debates, and festivities. The Design Week aims to show the
future of design, and make the design of the future experienced.

Diin Bugiin Istanbul

Sanat¢t Murat Germen’in 22 sanatginin birlikte gerceklestirdigi Diin Bugiin Is-
tanbul sergisi, 28 Kasim 2021’e dek Sakip Sabanci Miizesi’nde goriilebiliyor. Ser-
gi; Ahu Akgiin, Ash Narin, Beglim Yamanlar, Beril Ece Giiler, Burak Dikilitas,
Canan Erbil, Cemre Yesil Gonenli, Deniz Ezgi Siirek, Didem Erbag, Ege Kanar,
Eren Sulamaci, Eser Epézdemir, Korhan Karaoysal, Mekdnda Adalet Dernegi,
Neslihan Koyuncu Bali, Nora Bryne, Onur Ozen, Orsan Karakus, Serkan Tay-
can, Sila Unlii Intepe, Sinan Tuncay ve Zeynep Kaynar’in eserlerinden olusuyor.
Sanatgilarin, Istanbul’'un diinii ve bugiiniinii diisiindiikleri; cevre, hayvan popii-
lasyonu, kentsel d6niigiim, toplumsal yasam, tarihi mekéanlar, su kaynaklari, ula-
sim ve iitopya/distopya kavramlarinin da aralarinda bulundugu temalar 15181nda
kent dinamiklerine dair yorumlar iceriyor.

Yesterday Today Istanbul

Artist Murat Germen’s exhibition called Yesterday Today Istanbul, prepared with
22 artists, can be seen at the Sakip Sabanci Museum until 28 November 2021. The
exhibition collects the works of Ahu Akgiin, Asli Narin, Begiim Yamanlar, Beril
Ece Giiler, Burak Dikilitag, Canan Erbil, Cemre Yesil Gonenli, Deniz Ezgi Siirek,
Didem Erbas, Ege Kanar, Eren Sulamaci, Eser Epézdemir, Korhan Karaoysal,
The Center for Spatial Justice, Neslihan Koyuncu Bali, Nora Bryne, Onur Ozen,
Orsan Karakus, Serkan Taycan, Sila Unlii Intepe, Sinan Tuncay and Zeynep
Kaynar. The artists’ works are thinking of Istanbul’s past and present; including
interpretations of urban dynamics in the light of themes such as the environ-
ment, animal population, urban transformation, social life, historical places, wa-
ter resources, transportation and utopia/dystopia.

SERKAN TAYCAN, IKI DENIZ ARASI’NDA IKi AYAK VE IKI TEKER, 2021, VIDEO PROJEKSIYON,
FOTOGRAF: MURAT GERMEN, SABANCI UNIVERSITESI SAKIP SABANCI MUZESI [ZNIYLE
SERKAN TAYCAN, TWO FEET AND TWO WHEELS BETWEEN TWO SEAS, 2021, VIDEO PROJECTION,
PHOTO: MURAT GERMEN, COURTESY OF SABANCI UNIVERSITY SAKIP SABANCI MUSEUM

TURK KAHVESI DENINCE
AKLINIZA KIM GELIYOR

)

Tahmis Sokagi'ndaki magazanin 1932 yilina ait goriintiisii.

1871'den beri kalitesini ve titizligini hic bozmadan evlerimize nefis
Turk kahvesini getiren Kurukahveci Mehmet Efendi, bugiin 55’ten fazla {ilkede tuiketiliyor.
Kurukahveci Mehmet Efendi, Tiirklerin diinyaya armagan ettigi Ttirk kahvesini,
her yudumda ayna kalite ve keyifle diinyaya ulastiriyor.
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Venedik’te tasarim haftasi

Venedik Tasarim Haftasr’'nin bu yilki edisyonunda uluslararas: tasarimecilar ve
markalar cesitli sergi ve 6zel etkinliklerde yer alacaklar. Venedik Tasarim Hafta-
s’nin ziyaretgileri, sehre yayilan miizeler ve kurumlarda cagdas tasarim sergileri-
ni kesfedebilecek ve Venedik’in antik nesnelerinin nasil tasarlandigini ve dekore
edildigini 6grenebilecek. Venedik Tasarim Haftasi, 9-17 Ekim 2021 tarihleri ara-
sinda Italya’nin Venedik sehrinin gesitli mekanlarinda gerceklesecek.

VENEDIK TASARIM HAFTASI, 2019, VENEDIK TASARIM HAFTASI IZNIYLE
VENICE DESIGN WEEK, PICTURE FROM 2019, COURTESY OF VENICE DESIGN WEEK

Design week in Venice

This year’s edition of Venice Design Week features international designers and
brands in a programme of exhibitions and special events. Visitors to the Venice
Design Week will be exploring contemporary design exhibitions at museums and
institutions around the city, and learning about how Venice’s ancient objects
were designed and decorated. Venice Design Week will take place from 9 to 17
October 2021 at various locations across Venice, Italy.

Kultur-sanat alanindaki
sivil toplum calismalarina
yer acmak

Bir Avrupa Birligi projesi olan CultureCIVIC: Kiiltiir Sanat Destek Programi,
ozellikle kariyerinin bagindaki sanatgilara, yeni kiiltiir olusumlarina ve biiyiikse-
hirler diginda varlik gosteren aktérlere yer ayiracak olan bir hibe programi. Yerel
Projeler, Yapisal Destek, Kentler Arast A§ Gelistirme ve Sanatsal Uretim bashkl
dort farkh kategoride hayata gecen fonlar sanatgilara, kiiltiir profesyonellerine,
kiiltiir kurumlarina finansman saglayacak. Bagvurular1 25 Ekim 2021’e kadar de-
vam eden Kentler Arast A¢ Gelistirme Hibe Programa; farkli sehirlerden aktorler
arasindaki diyalogun ve is birliginin gelistirilmesine odaklaniyor. Kuruluglarin
bagimsiz olarak faaliyet gosterme kapasitesini gelistirmeyi ve faaliyetlerini siir-
diirmelerini amaglayan Yapzsal Destek Hibe Program: ise, kiiltiir-sanat alanindaki
kuruluglara, profesyonellere ve ilgili sivil toplum ¢aligmalarina egitim, kira, altya-
p1 gibi kapasite artigina yonelik konularda mali destek saglayacak ve bagvurular
25 Ekim’den 10 Aralik 2021’e dek devam edecek.

Daha fazla bilgi icin culture-civic.org web sitesini ziyaret edebilirsiniz.

CULTURECIVIC: KULTUR SANAT DESTEK PROGRAMI
CULTURECIVIC: GRANT PROGRAMMES

Opening space for civil
society involvement in
the field of arts and culture

CultureCIVIC is a European Union project that aims to foster civil society invol-
vement in the field of arts and culture, with a goal to reach beyond the major
cultural hubs of Turkey. The programme targets individuals and institutions na-
tionwide within four different need-based grant categories called; Grassroots Pro-
jects, Structural Support, Inner-City Networking, and Art Production. Encouraging
nationwide interaction and network building opportunities, Inter-city Networ-
king Grants focuses on fostering the dialogue and collaboration between actors
from different cities, and applications continue until 25 October 2021. Structural
Support Grants aim to strengthen the operational capacity of organisations to
function independently and to sustain their operations by providing structural
support. The applications for this grant will start on 25 October, and continue
until 10th of December, 2021.

Nasil birlikte yasayacagiz?

17. Uluslararast Mimarlik Sergisi 21 Kasim 2021’e kadar Italya’nin Venedik ken-
tindeki Giardini, Arsenale ve Forte Marghera’da Nas:l Birlikte Yasayacagiz? te-
masiyla devam ediyor. Kiiratorliigiinii mimar ve akademisyen Hagim Sarkis’in
yaptig1 sergide 46 iilkeden 112 katilimci yer aliyor. Sergi bes 6lgekte diizenleni-
yor, li¢ii Arsenale’de ve ikisi Merkez Pavilion’da sergilenecek sekilde; Farkl: Var-
liklar Avasinda, Yeni Haneler Olarak, Yiikselen Topluluklar Olarak, Sinwr Otesi ve
Tek Bir Gezegen Olarak isimleriyle devam ediyor. Serginin bes mimarin katkila-
riyla hazirlanan Nas:l Birlikte Oynayacagiz? bashikli cocuk oyunlarina adanan bo-
limiiyse herkese a¢ik bir sekilde Forte Marghera’da sergileniyor.

[ —

ARSENALE, FOTOGRAF: ANDREA AVEZZU, VENEDIK BIENALI IZNIYLE
ARSENALE, PHOTO: ANDREA AVEZZU, COURTESY OF LA BIENNALE DI VENEZIA

How will we live together?

The 17th International Architecture Exhibition continues until 21 November 2021
at the Giardini, the Arsenale, and Forte Marghera in Venice, Italy with the theme
How will we live together? Curated by architect and scholar Hashim Sarkis, it inclu-
des 112 participants from 46 countries. The Exhibition is organized into five scales,
three are exhibited in the Arsenale and two in the Central Pavilion; Among Diverse
Beings, As New Households, As Emerging Communities, Across Borders, As One Pla-
net. A part of the Exhibition is titled How will we play together?, a contribution by
five international participating architects who have designed a project dedicated to
children’s play, on exhibit at Forte Marghera and open to the public.

DUNYANIN HER YERINDE
NEFiS TURK KAHVESI
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1935 yihnda yurtdisginda katilinan bir etkinlikte alinan kalite 6diilii.

1871'den beri kalitesini ve titizligini hic bozmadan evlerimize nefis
Turk kahvesini getiren Kurukahveci Mehmet Efendi, bugiin 55’ten fazla {ilkede tuiketiliyor.
Kurukahveci Mehmet Efendi, Tiirklerin diinyaya armagan ettigi Ttirk kahvesini,
her yudumda ayna kalite ve keyifle diinyaya ulastiriyor.
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Artiktan artiya:
Fy-shan'inilen
donusum uzerine
ilk sergisi Kasim'da
KTSM'de aciliyor

Cam sanatgisi ve tasarimci Feleksan Onar’in 2003 yilinda, cam iiretim gelenegini
modern tasarim anlayisiyla bulusturan iglevsel iiriin ve objelerini temsilen kurdugu
Fy-shan Glass Studio, tasarimin Antroposen ¢agda atik cam sorununa getirebilece-
gi yaratici ¢6ziimlere iligkin yeni bir sergiye hazirlaniyor.

Fy-shan’in pek ¢ok tasarimina ilham veren doganin kendi dongiisinde hicbir
atik olusmamasi durumundan hareketle, tasarim tiriinlerinin imalatinda kullanilan
malzemelerin tamaminin degerlendirilebilecegine isaret eden sergi projesi, siirdii-
riilebilir ve biitiincil bir iretim anlayigini irdeliyor.

Onar’in nefes ve dolayisiyla yasamla bagdastirdig1 cam pratiginde, ileri doni-
sim yontemlerine bagvurmasi bakimindan farkli bir yere oturan tasarimlarin sunu-
lacag sergi, Karakoy’de konumlanan Kale Tasarim ve Sanat Merkezi’nin baglattig:
Iyi Bak Diinyana hareketinin bir devamu niteliginde.

4 Kasim’'da Serra Yentiirk kiiratorliigiinde agilacak olan sergiye ev sahipligi yapan
KTSM’nin siirdiiriilebilir kaynaklar ve dongiisel ekonomilerin altini ¢izen projelerine
dair, Kale Grubu Kurumsal {letisim Miidiirii Zeynep Ozler sunu ifade ediyor:

“KTSM, yaratici endiistrilere ve sanatgilara yer acarken, sorumlu iiretim
ve titkketimi merkeze alan bir platform. Sosyal fayda yaratmay1 amaglayan
‘Iyi Bak Diinyana’ hareketi, bu anlamda yasadigimiz diinyanin sanat ve
tasarimla daha iyi bir yer haline gelebilecegi fikrine temelleniyor. KTSM
olarak, ge¢tigimiz yildan bu yana atik ve ihtimalleri tizerine diigiinen
sergilerin ardindan, camin ileri déniisiimiinii ve stirdiiriilebilirligini mesele
edinen bir sergi projesini destekliyor olmaktan mutluluk duyuyoruz.”

Fy-shan’in yurtdis1 merkezli bir marka igin gegtigimiz yil sinirli sayida tirettigi
tiriinlerin imalat siireglerinden artakalan pargalarin, en az iiriine doniistiiriilmesine
karar verilen kisimlar kadar degerli oldugu tizerine diigiinmeye baglayan Onar, bu
pargalar1 yeniden yasamin i¢ine dahil etmek i¢in bir dizi tiriin gelistirmis. Feleksan
Onar ve tasarimci $ahika Etemoglu’'nun is birligiyle sekillenen tiriinler, bir tiir wa-
bi-sabi anlayigini sezdiren, na-miitkemmel pargalarin bir araya gelmesiyle olusmus.
Dogal dengelerin en az cam kadar kirilgan oldugu, dolayisiyla artig1 artiya ¢evirme-
nin tasarimcilarin etik bir tiir sorumlulugu haline geldigi giiniimiizde, bu iiriinlerin
mitkemmel olmadigini kim séyleyebilir?

Sergiyle ilgili duyurular: takip etmek i¢in kaletasarimsanatmerkezi.org web sitesi
ve @ktsm_org Instagram adresini takip edebilirsiniz.

From Surplus

to Plus: Fy-shan's
first exhibition on
upcycling opens at
KTSM in November

Fy-shan Glass Studio, founded by glass artist and designer Feleksan Onar in 2003 to
conceive functional products and objects that combine the tradition of glass produc-
tion with modern design, is preparing for a new exhibition on the creative solutions
that design can bring to the problem of waste glass in the Anthropocene.

Pointing out that all materials used in the production of design goods can be re-
purposed as per the fact that no waste is generated in the cycle of nature, which of-
ten inspires Fy-shan’s designs, the exhibition project will examine a sustainable and
holistic production approach.

The exhibition will present designs that occupy a distinct place in the glass prac-
tice of Onar — who associates her craft with breath and therefore with life, given the
upcycling methods it brings into play. The project is a continuation of the Iyi Bak
Diinyana (Take care of your world) movement initiated by Kale Design and Art
Center located in Karakoy. Kale Group Corporate Communications Manager Zey-
nep Ozler states the following regarding KTSM’s projects that underline sustainab-
le resources and circular economies, hosting the exhibition curated by Serra Yen-
tiirk, which will open on November 4th:

“KTSM is a platform that focuses on responsible production and consumption whi-
le making room for creative industries and artists. The Iyi Bak Diinyana movement,
which aims to create social benefit, is based on the idea that the world we live in can
become a better place with art and design. As KTSM, pursuant to the exhibitions
that reflect on waste and its possibilities since last year, we are happy to support an
exhibition project that addresses the upcycling and sustainability of glass”

Onar, who began contemplating over the residuary parts from the manufacturing
process of the limited number of goods produced by Fy-shan for a foreign brand last
year, figured that they are as valuable as the parts that were deemed worthy to be con-
verted into products. She then developed a series of designs to reintegrate these parts
into life. The products, conceived by Feleksan Onar in collaboration with designer Sahi-
ka Etemoglu, consist of imperfect pieces that suggest a kind of wabi-sabi understanding.

In today’s world where natural balances are as fragile as glass, and turning surp-
lus into plus has become an ethical responsibility of designers, who can say that
these products are not perfect?

To follow the announcements about the exhibition, you can follow the kaletasa-
rimsanatmerkezi.org website and @ktsm_org Instagram address.

1871’ DEN BERI BOL KOPUKLU
NEFiS TURK KAHVESI
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1933 ythnda Besinci Yerli Mallar Sergisi’'nde agilan stand.

1871'den beri kalitesini ve titizligini hic bozmadan evlerimize nefis
Turk kahvesini getiren Kurukahveci Mehmet Efendi, bugiin 55’ten fazla {ilkede tuiketiliyor.
Kurukahveci Mehmet Efendi, Tiirklerin diinyaya armagan ettigi Ttirk kahvesini,
her yudumda ayni kalite ve keyifle diinyaya ulagtiriyor.

KURUKAHVECI
MEHMET EFENDI
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Georges Perec’in Olagan-Igi:
Giindelik Hayatin Envanteri
adl1 kitabindan yola ¢ikan
Aren Kurtgozii, giindelik
hayat1 ve onun olagan-ici
olgularini zemine basan bir
noktadan okuyarak tasarim
pratiginin ozuine iniyor

Based on Georges Perec’s
book L'infra-ordinaire, Aren
Kurtgozii gets to the core of
design practice by reading
everyday life and its “infra-
ordinary” phenomena from
a grounded point of view

Yazi Text: Aren Kurtgozii
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Georges Perec’in Olagan-I¢i: Giindelik Hayatin Envanteri adli kitab1 (1) yillardir kii-
tiphanemde duruyor. Bagtan sona bir kez okumus oldugumu hayal meyal animsiyo-
rum — ¢iinki, girig sayfasina damga basmigim. Sadece okudugum kitaplara yapryorum
bunu, giindelik hayatimin bir ritiieli olarak... (Bundan simdiye dek kimseye bahsetme-
mistim; bunu bir kégeye not edelim.) Kitab: okumugum ama i¢inde neler anlatildigini
animsamiyorum. (Bence bunu da bir kenara not edelim.) Perec denilince akla ilk gelen
Yasam Kullanma Kilavuzu adl1 o tugla-kitap net olarak aklimda érnegin. Zevkle oku-
dugum Seylerden de gok etkilenmistim. Okuyucuyu pesinden siiriikleyen Sykiileyici
bir tavr1 vardi en azindan. Egyalarin, titketim nesnelerinin ve onlar1 bir araya getiren
hayallerin bitmek bilmez tasviri arasinda Roland Barthes’in mitleri bana sik sik goz
kirpryordu. Peki ya Olagan-I¢i? Higbir iz birakmamus bir kitap; giindelik hayat ve tasa-
rim bagintisina odaklanan bir yazi kaleme almadan 6nce, “isime yarar” diigiincesiyle
elime aldigim su minik kitap.

Kitab1 okuyup bitirdim. Dedigim gibi, zaten 71 sayfalik kisa bir kitap. Bir ¢irpida
okunur. Yok. Oyle olmadu iste. Bir kitab1 okurken bu kadar sikildigimi hig hatirlami-
yorum. Paris’te bir sokagin yillar i¢inde gegirdigi degisimlerin ve giderek bir ¢okiintii
alanina déniigmesinin bina bina tasviri, tatil yapilan yerlerden atilmig 243 adet kart-
postalin biktiric: 6lgiide benzer metinleri, bir mahallenin biitiin sokaklari, insanlari,
diikkanlari ile detayli anlatimi, bir Londra gezintisinin giindelik tasviri, biirolar iizeri-
ne dizginsiz gesitlemeler, yazarin bir sene boyunca tiikettigi besin maddelerinin upu-
zun envanteri —insan okudukga, acitkmak soyle dursun, yemekten tiksiniyor— ve ¢alig-
ma masasinin ¢ekmecelerinden ¢ikan esyanin 1cik cicik tasviri. Tim bu giindelik
seyler, okuma eylemine yonelik adeta bir sabotaj niteliginde. Bir olay orgiisii ve hikaye
yok. Olay kahramanlar1 ve baglarina gelen ilging seyler de yok. Hatta, akademik bir
y6nden bakalim, bir analize dayali tartigma, genelleme ve sonuglar da yok. Sadece ve
sadece son derece sabirl1 ve disiplinli bi¢imde yiiriitiilmiis bir envanter ¢ikarma eylemi
var. Sikilmadan okumasi ¢ok ama ¢ok zor.

Biz okuyucular bu envanteri okurken elbette bazi 6riintiiler tespit edebilir, sonuglar
cikarabiliriz. Ne de olsa hepimizin i¢inde ortaya ¢ikmay1 bekleyen amator sosyologlar
yatiyor. Fakat metnin ve yazarinin hig béyle bir kaygisi yok. Sebep sonug iligkileri kur-
maktan 1srarla imtina ediyor. Olaganin disina ¢ikmak veya Gtesine ge¢mek gibi bir
derdi yok. Israrla olaganin i¢inde kaliyor — kitabin ad1 da buradan geliyor zaten. Buna
belki en fazla bir belgesel diyebiliriz. Ama elimizdeki “sey”, siradisi, egzotik yasamlari
ve gevreleri 6niimiize getiren belgeseller gibi de degil. Biraz 1960’larin etnografik bel-
gesellerini andiriyor. Orada enteresan higbir sey olmuyor ve anlaticinin tek rolii olan
biteni, gordiiklerini mekanik bir bi¢cimde belgelemekten ve aktarmaktan ibaret.

Kitabin “okunabilir” bir metne sahip olmamasi, sikiciligi tam da bundan kaynakla-
niyor. Metne hareket kazandiracak higbir anlat1 6gesi mevcut degil. S6ziinii edebilece-
gimiz tek hareket, yazarin seyler tizerinde gezinen yorulmak bilmez bakiginin igerdigi
dinamizm. Perec, yargilamadan, sonug ¢ikarmadan, siradis1 olanin cazibesine kapilip,
pesine diigmeden, ya da olagan seylere olaganiistiiliik payesi bigmeden gezdiriyor ba-
kigini hayatin siradanlig1 tizerinde. Perec’in bu yazinsal/entelektiiel gayesini en iyi ki-
tabin girig boliimiinde yer alan su pasaj 6zetleyebilir:

catirarasi

Georges Perec

olagan-ici

glindelik hayaun envanteri

Georges Perec’s book L'infra-ordinaire (1) has been in my library for years. I vaguely
remember that I read the entire book for once since I stamped the first page. Some-
thing I do only for the books I finished reading, as a ritual of my everyday life (I have
never mentioned this to anyone before. Please note this down). I read the book, but I
do not remember what has been told in it (please note this, as well). Life: 4 User’s
Manual, the tome that rings a bell first when one speaks of Perec, is also in mind. I have
been fascinated with the book Things, which I read with relish. At least, it has a narra-
tive style gripping the readers. The myths of Roland Barthes were often blinking at me
among the things and objects of consumption and the depiction of unending dreams
bringing them together. But, what about the L'infra-ordinaire? A book of which I have
no recollection; before writing an article about the connection of everyday life and
design, I picked this tiny book out of my library, thinking that it could be “useful”.

I finished reading the book. It is indeed a 71-page-long, short book. One can read it
very quickly. No, this was not the case. I have never been so bored reading a book. The
depiction of how a street, one building after the other, in Paris has changed within
years and transformed into an area of wreckage; the tediously alike texts of 243 post-
cards sent from vacation spots; a detailed description of a neighborhood with all its
streets, residents and workshops; a depiction of the everyday life in a London vaca-
tion; unbridled diversifications about offices; the lengthy inventory of all the foodstuft
consumed by the author in a year — making you abhorred rather than hungry while
reading, and the painstaking depiction of all things in the drawers of his desk... All
these mundane things are just like sabotage against the act of reading. There is no
plotline, no narrative. There are no protagonists or anything curious happening to
them. Even from an academic point of view, there is no analytic discussion or general-
izations nor any results. The book is nothing but a steadfast and disciplined act of
creating an inventory. It is almost impossible to read it without getting bored.

The readers may discern specific patterns and draw conclusions while reading this
inventory. We all have an amateur sociologist inside us who expects to be summoned.
Nonetheless, the author does not have such concerns. He persistently avoids establish-
ing causal relations. He does not have any urge to go out or beyond the ordinary. He
persistently remains in what ordinary is — above the namesake of the book. At best, we
may call it a documentary. However, “the thing” we have is not similar to one of these
documentaries covering exotic lives and habitats. In part, it resembles the ethnograph-
ic documentaries of the 1960s. Nothing interesting happens, and the sole role of the
narrator is to document and communicate what they see mechanically.

This is exactly why the book does not have a “readable” text. There is not an element
of narration that can set the text in motion. The only motion that can be mentioned is
the dynamism of the author’s gaze roving tirelessly on “things.” Perec roves his gaze
over the ordinariness of life without judging and drawing conclusions and without
hunting down or labeling ordinary things as extraordinary without any enchantment.
This passage at the first section of the book may sum up Perec’s literary and intellec-
tual purpose very well:

Giindelik hayatin olaganlig1
yasanan ger¢ekligin kurucu
dokusudur; aligilmadik,
olagandis1 diye niteledigimiz
olaylar, kirilmalar veya catigmalar
aslinda bu dokunun bir parcasidir.
Onlar1 bu dokudan hiyerarsik bir
deger yargisiyla ayirip anlam ve
onem olarak daha imtiyazli bir
konuma yerlestirmek, modern
aklin mitsel igleyisine ve poptiler
kiiltliriin mantigina mahsustur.

The mundaneness of everyday

life is the constitutive fabric of
reality; thus, what we call unusual
and extraordinary issues alongside
ruptures and clashes are, in fact, the
parts of the texture. It is unique to
the mythical modus operandi of the
modern mind and the rationale of
the popular culture to sever them
hierarchically from this texture and
grant a privileged position in terms
of meaning and importance.
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“Gergekten olup bitenler, yasadiklarimiz, étesi, biitiin geri kalanlar nerede? Her
gun olup biteni ve her giin yineleneni, basma kalib, giindeligi, besbelliyi, ortaklasa
olani, siradani, olagan-igini, arka plandaki ugultuyu nasil agiklayacagiz, onu nasil
sorgulayacak, nasil tarif edecegiz?” (2)

Peki, Perec’i kariyerinin bityiik bir bélimiinde bdyle bir ¢alismaya sevk eden saikler
neler olabilir? $imdiye dek ortaya koydugumuz giindelik hayat nosyonu i¢inden bak-
tigimizda, Perec’in siradan, basit insanin yagam gercekligine bir glizelleme yapma der-
dinde olmadig1 da agikar. Ister basit insan olsun, isterse biiyiik veya siradis1 denilen
kisiler olsun, herkesin az ¢ok “yavan” bir giindelik hayat1 vardir. Tam da bu gézlemden
yola ¢ikarak Perec’in kuramsal/elestirel durusunu tanimlayabiliriz. Giindelik hayatin
olaganlig1 yasanan gergekligin kurucu dokusudur; aligilmadik, olagandig: diye nitele-
digimiz olaylar, kirilmalar veya ¢atigmalar aslinda bu dokunun bir parc¢asidir. Onlar1
bu dokudan hiyerarsik bir deger yargisiyla ayirip anlam ve 6nem olarak daha imtiyaz-
L1 bir konuma yerlestirmek, modern aklin mitsel igleyisine ve popiiler kiiltiiriin manti-
gina mahsustur. Elbette, insan zihni giindelik hayatin siradanlig i¢cinden bazi1 6geleri
se¢ip 6ne ¢ikarmayi ve dramatik bir kurguya oturtarak hikéyelestirmeyi seviyor. Belki
de diinyay:1 bu sekilde kavrayabiliyor. Fakat sunu unutmamali: Sansasyon pesindeki
kitlesel medyanin ve yeni hikayeler pesindeki kiiltiir endiistrisinin igleyisi de boyledir.
Perec ise, tiim bu hengidmenin kargisina su temel, varolugsal tespitle ¢ikar; eger onlara
bakabilir ve kulak verebilirsek giindelik hayatin “alelade seyleri”, “bizim kim oldugu-
muzdan” s6z agar, hakikatimizi bir nebze a¢iga vurur. (3)

Antropolojiden ilerleyelim. Birkag yiizyil 6nce “ilkel” topluluklarin kegfi ve bilim-
sel bir bakig altinda incelenmesi, kesifleri yapan toplulugun bilgi haznesini genislet-
mekle kalmamus, ayrica onlar1 zenginlestirmis ve o toplumun bundan béyle “modern,
gelismis, Batili, rasyonel” gibi sifatlarla tanimlanan, evrensel referans haline gelen, ko-
layca sorgulanamaz bir kimlik edinmesini de saglamistir. Benzer seyleri somiirgecilik
ve oryantalizm i¢in de s6yleyebiliriz. Yakin zamanlara dek antropoloji, uzakta, 6tede,
disarida -bizim disgimizda- olan hayatlara, 6tekine, egzotik olana yonelen bilimsel
bakisin adiydi. Bakigin sahibinin, baktigina bictigi kimlik araciligiyla kendi kimligini
mutlaklagtirmasi gibi bir yan etkiye de yol agiyordu. Perec ise, bu miras1 siirdiirmek
yerine, yani bagimizda, i¢imizde olanin, giindelik hayatimizin, 6tenin degil berinin,
yani “buralarin” antropolojisine girismemizi salik verir. Anlasilacag: gibi, béyle bir
antropoloji programinin girig béliimiinii olagan-i¢inin tasviri ve envanteri olustura-
caktir. S6zii yine Perec alsin burada:

“Yoksa nihayetinde s6z konusu olan kendi antropolojimizi kurmak mi, bizden bah-
sedecek, uzun zamandir bagkalarindan yagmaladiklarimizi bizim i¢imizde araya-
cak olan1 —yabancil degil ama igsel olani— saptamak mi1?” (4)

Boylesine bir antropolojik miifredatin geregi olarak, siradan geylerin izini siirme-
nin, dékiimiinii ¢ikarmanin yéntemini ise iste bu minik kitapta buluyoruz. Yanlis anla-
silmasin; kitapta giindelik hayatin siradanligini nasil desifre edecegimizin tarifi yok.
Kisacik takdim béliimii harig, kitap merami konusunda son derece ketum. Sorumuzun
cevabini kitabin “iginde” degil “kendisinde” buluyoruz. Perec, bu kitap vasitasiyla ola-
gan-i¢ini yazma, onu kayda gecirme eylemini adeta icra ediyor; tistelik, bu bunaltic
envanter igerisinde bazi ¢ikarsamalar yapmaya imkén verecek isaret levhalar1 da bira-
karak. Bu konuda en 6nemli yéntemsel tercihi, nesnesine yonelttigi bakis i¢in sectigi
konumda yatiyor. Buna “yamuk” bir bakis diyebiliriz. Eger giindelik hayati ve onun

“What’s really going on, what we’re experiencing, the rest, all the rest, where is it?
How should we take account of, question, describe what happens every day and
recurs every day: the banal, the quotidian, the obvious, the common, the ordinary,
the infra-ordinary, the background noise, the habitual?” (2)

What were the motives leading Perec to work in this way for a large part of his ca-
reer? The notion of everyday life we mentioned so far makes it evident that Perec is not
interested in adorning the mundane and the reality of lay people’s lives. Either ordi-
nary persons or the extraordinary and great ones, everyone has a “plain” life, more or
less. Bearing this point in mind, we can define Perec’s theoretical/critical stance. The
mundaneness of everyday life is the constitutive fabric of reality; thus, what we call
unusual and extraordinary issues alongside ruptures and clashes are, in fact, the parts
of the fabric. It is unique to the mythical modus operandi of the modern mind and the
rationale of the popular culture to sever them hierarchically from this fabric and grant
a privileged position in terms of meaning and importance. Undoubtedly, the human
mind enjoys singling out some elements from the mundaneness of everyday life and
narrating them in a dramatic structure. Perhaps, this is the way people can compre-
hend the world. Keep this in mind: This is how mass media adopting sensationalism
and the culture industry in search of new stories operate. Perec, however, faces all this
turmoil with a primary and existential statement: If we can see them and hear them,
everyday life’s “mundane things” talk about “who we are” and unveil our reality to a
certain extent. (3)

Let’s take a glance at anthropology. A few centuries ago, following the discovery of
“primitive” communities and the study of these people with a scientific gaze, not only
the knowledge base of the explorers has been broadened out, but also they became
prosperous and acquired an almost unquestionable identity, a universal reference
point identified with the adjectives such as “modern, developed, Western and ratio-
nalistic” We can make similar statements for colonialism and orientalism, too. Until
recently, anthropology was the name of the scientific gaze gravitated towards the lives
that are far, outside and beyond - beyond us, and towards what is different and exotic.
By imposing an identity to what it looks at, the glance solidifies the identity of its pos-
sessor as a side effect. Rather than capitalizing on this heritage, Perec suggests us initi-
ating the anthropology of “here,” which is about our everyday lives and what is inside
and nearby instead of what is far, outside, and beyond. It is evident that such an an-
thropological program’s introductory session will include the depiction and inventory
of the infra-ordinary. Let’s give the floor to Perec again:

“What’s needed perhaps is finally to found our own anthropology, one that will
speak about us, will look in ourselves for what for so long we’ve been pillaging from
others. Not the exotic any more, but the endotic” (4)

As a requirement of this anthropological program, we find the methods of follow-
ing and cataloging ordinary things in this tiny book. Please do not take me wrong; the
book does not offer any recipe on how to unravel the ordinariness of everyday life. It is
utterly secretive except for a concise introduction. The answer to our question is not
“in the book” but “the book-in-itself.” By virtue of this book, Perec literally performs
the act of writing and documenting the infra-ordinary. Moreover, through this over-
whelming inventory, he leaves behind some clues enabling us to make various assump-
tions. In this respect, his primary methodological choice resides in his preference to
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olagan-igi olgularini kus bakisi, yani tepeden izlemeyi segseydik, bu bize sadece bityiik
resmi gosterirdi. Biiyiik resim dedigimiz sey de giiniin sonunda, tek tek olgularin uzagin-
da, ister istemez indirgemeci bir genellemeden ibaret (buna demografik veriler diyebili-
riz mesela); yani, glindelik hayati bityiik oranda iskalayan bir bakig. Bunun tersine, ayak-
larimiz1 zemine basip, yasayan, deneyimleyen bir 6znenin bakisini benimsemis olsak, o
zaman da “6zne” kavraminin bagimiza agacagi tiium dertler bizi bekliyor demektir (bu da
gereginden fazla epik ve artistik olurdu). Zira her 6zne egsizdir, 6zeldir ve kendine ait
miistakil ve siradigi hikayesini talep edecektir. Bu da bizi yine olagan-i¢inin digina itecek-
tir. Sonugta, ne iistenci ne de 6znelci bir bakis agisi bize o aleladeligi sunabilir. Thtiyaci-
miz olan gey, s6zgelimi, bir mimari makete egilip soyle yandan yandan bakarak kesitleri
—hayat kesitlerini— algilayabilmektir. Yani, plan goriintigii degil, tekil bir kullanicinin
Oznel goriisii de degil. Bedenleri ve mekénlari bir arada gosteren kesitlerde olan bitenleri
izleyebilmek. Kanimca Perec’in kitabinin bagariyla hayata gegirdigi sey budur.

Uzun siiredir s6zii tasarima getirmemi beklediginizi biliyorum. Haklisiniz. Giinde-
lik hayatin ¢amuruna bir kez battiysaniz, oradan tasarimin 1giltili katlarina ¢ikmak
biraz zor olabiliyor (son olarak, bunu da bir késeye not edelim derim). Tasarim etkin-
liginin giindelik hayat ile iligkisine dair iki tane tespitte bulunabilirim; bunlarin ilki,
tasarimin hesabina yazilacak olumlu bir tespit olacak. Digeri ise, st katlarda gezinen
tasarimcilara bir ¢agri olacak.

Tasarimin hesabina art1 deger olarak sunu yazabiliriz: Tasarimin tizerine egildigi
nesneler ve ¢6zmeye galistig1 problemler ile, yani genel olarak design thinking ile giin-
delik hayatin olus bi¢imi arasinda ontolojik bir 6rtiisme vardir. Giindelik hayat1 ku-
ramsal olarak ¢6ziimlemeye niyetlenen tiim ¢aligmalar su tespit ile yola ¢ikar: Giinde-
lik hayatin tizerindeki 6rtiiyti kaldirmak en zor istir, ¢iinkii giindelik hayat her zaman
ve zaten bir “belirlenemezlik” (indeterminacy) hali icindedir. (5) Dokusunda yer alan
miiphemlik, glindelik hayat1 bir dizi temel ilkeye, kati gergekliklere veya sinirlar1 be-
lirli bir gergeveye oturtacak bigimde ¢6ziimlememize engel olur. Richard Buchanan’a
kulak verirsek, tasarim problemleri de tam olarak boyledir. Wicked problems (koti
huylu problemler) olarak karakterize edilen, tasarimin, tasarimcilarin ugrastigi bu
problemler, temelde “belirlenemezlik” ilkesi ile maluldiir. (6) Nihai bir problem tani-
m1 yapmak imkénsizdir; aksine, problemin her farkli tanimy, bir bagka ¢6ziim kiimesi-
ne yoneltir tasarimciy1. Bir problem karsisinda 6nerilen higbir tasarim ¢6ziimii dogru
veya yanlis olamaz; sadece iyi veya kotii ¢éziimler vardir. Her tasarim problemi, daha
iist seviyede bulunan bagka bir problemin semptomudur sadece; dolayisiyla, bir prob-
lemin ne kadar derinine inerseniz inin, dip noktasina ulagamazsiniz. Daha kotiisii, bir
tasarim problemine yanit olarak sunulan bir ¢6ziimiin gegerliligini kesin olarak tayin
edebilecek higbir test bulunmamaktadir. Ve elbette, tasarimcilarin kargilagtigi, ¢ézme-
ye giristigi her problem essizdir. Genellemeler yoluyla ¢6ziime gitmek imkansizdir.
Goriilecegi gibi, tasarim problemlerinin tiim bu kétii huylari, giindelik hayatin da ol-
mazsa olmaz 6zellikleri, adeta tuzu biberidir. Tam da bu nedenle, aldiklar1 egitim ve
sahip olduklar: digiinme tarzlari ile tasarimcilar giindelik hayat eksperi sayilabilirler.
Bir sanatcinin, bir sosyologun, hatta bir mithendis ile bir politikacinin bakisindan sik
sik kagan olagan-i¢ini yakalamakta tasarimcinin “yamuk” bakigi mahirdir.

Ikinci tespit ise, tasarimci ziimresine zaman zaman musallat olan kétii huylarla ilgi-
li. Bir taraftan yaratici enddistrilerin segkinci dalgasi, diger taraftan mesleki egonun
kigkirtmalari, tasarimcilar: siradigi olani, egsiz tiriinleri yaratma hevesi ile sarhog eder.
Isim ve imza sahibi, limited edition eserler veren bir tasarimci olmanin cazibesi daya-
nilmazdir. Fakat bu tiir iiriinleri ve tasarimlari, diinyadaki tiim tasarim eylemliliginin
yiksek goriiniirliige sahip fakat minicik bir pargasi, buzdaginin gériinen kismi saymak
icap eder. Tasarim ise giindelik hayatin ickin bir 6gesidir ve giindelik problemlerden
dogmustur. Tasarimcilar yiizlerini giindelik hayata ¢evirdiklerinde topluma miitevazi,
go6ze goriinmeyen ama anlamli katkilar sunabilecektir.

(1) Perec, Georges. Olagan-Igi: Giindelik Hayatin Envanteri. Gev. Zeynep Bengii. Istanbul: Eve-

rest Yayinlari, 2009

(2) A.ge,s.2.

(3) A.ge,s.3.

(4) Sheringham, Michael. Everyday Life: Theories and Practices from Surrealism to the Present.
NewYork: Oxford University Press, 2006. s. 16-58.

(5) Buchanan, Richard. “Wicked Problems in Design Thinking”, Design Issues, Vol. 8, No. 2
ilkbahar, 1992), s. 5-21

position his gaze towards the object. We may call this one an “oblique glance”. If we
preferred to observe everyday life and its infra-ordinary phenomena through a bird’s
eye view, we would solely see the big picture. After all, what we name the big picture is
located far from these phenomena, and nothing more than a reductionist generaliza-
tion (e.g., demographic data). Thus, it overlooks everyday life to a considerable extent.
On the other hand, suppose we keep our feet on the ground and adopt the glance of a
living and experiencing subject. In that case, we must face all the problems about the
concept of “subject” (this would be unnecessarily epic and artistic), since every single
subject is unique and particular. They demand their self-contained and extraordinary
narrative. Such an act would push us outside the infra-ordinary. In short, neither top-
down nor subjective views can represent ordinariness. What we need, so to say, is to
lean over an architectural model and to discern the sections - sections of life. This does
not refer to the plan view or the subjective view of a single user. This is, indeed, to ob-
serve what is happening in the sections demonstrating bodies and spaces in tandem. I
believe that this is the achievement of Perec’s book.

Long have you waited for me to talk about design, I know. You are right. Once you
dip your toes into the muddy waters of everyday life, it can be arduous to climb up to
the glittering floors of design (for one last time, let’s note this down). I can make two
statements about the relationship between everyday life and the activity of design. The
first one is in favor of design. The other one is a call to the designers wandering those
glittering upper floors.

The added value of the design is the following: There is an ontological congruity
between design thinking, which refers to the objects approached, and problems ad-
dressed by design, and the occurrence of everyday life. All studies planning to analyze
everyday life theoretically hit the road with the same statement: The most challenging
task is to uncover the everyday life since it is always already in a state of indeterminacy.
(5) The ambivalence ingrained in its fabric prevents us from examining everyday life
through a series of principles, absolute truths, or a well-defined framework. According
to Richard Buchanan, design problems are precisely the same. Characterized as wick-
ed problems, the issues that design and designers deal with are also subject to the prin-
ciple of indeterminacy. (6) It is impossible to define any problem ultimately. On the
contrary, every other problem definition leads the designer to a new set of solutions.
No design solution can be true or false. There are only good and bad ones. Every single
design problem is the symptom of a different problem from a higher level. Therefore,
it does not matter how deep you dig; you will never be able to hit the bottom. Even
worse, there is not any litmus test to check the validity of the solution presented by the
designers against a certain design problem. Indeed, each problem, which designers
face and attempt to solve is unique. It is impossible to find a solution through general-
izations. All these wicked characteristics of design problems are also indispensable
aspects of everyday life. This is why designers can be considered as everyday life ex-
perts with their formation and way of thinking. The “oblique glance” of the designer is
exceptionally skilled at getting hold of infra-ordinary that often slips the attention of
an artist, a sociologist, and even an engineer and a politician.

My second statement is about the bad habits haunting the designers now and then.
With the elitist wave of the creative industries alongside the temptations of occupation-
al egoism, designers get intoxicated with the ardor of creating unique and extraordinary
products. The attractiveness of being a designer with a well-known name and signature
who creates limited edition products is irresistible. However, these products and designs
constitute merely a tiny but a highly-visible part of all the designing activities in the
world — just the tip of the iceberg. Design is an inherent part of everyday life, and it grows
out of daily problems. When designers turn their face to everyday life, they will be able
to make modest, unobtrusive, but meaningful contributions to society.

(1) Perec, Georges. Ben Highmore (ed). The Everyday Life Reader. London: Routledge, 2002.

(2) 1Ibid, pg. 177.

(3) Ibid, pg. 177-178.

(4) Sheringham, Michael. Everyday Life: Theories and Practices from Surrealism to the Present.
NewYork: Oxford University Press, 2006. pp. 16-58.

(5) Buchanan, Richard. “Wicked Problems in Design Thinking”, Design Issues, Vol. 8, No. 2
(Spring, 1992), pp. 5-21

This is why designers can be considered as everyday
life experts with their formation and way of thinking.
The “oblique glance” of the designer is exceptionally
skilled at getting hold of infra-ordinary that often
slips the attention of an artist, a sociologist,
and even an engineer and a politician.

... aldiklar1 egitim ve sahip olduklar1 diigiinme tarzlari
ile tasarimcilar giindelik hayat eksperi sayilabilirler.
Bir sanat¢inin, bir sosyologun, hatta bir miithendis ile
bir politikacinin bakisindan sik sik kacan olagan-icini
yakalamakta tasarimcinin “yamuk” bakig1 mahirdir.
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Hollanda’daki Ulusal Diinya Kiiltiirleri Miizesi’'nin 450 bin kadar nesneyi ice-
ren ¢evrimici koleksiyonuna(1) goz atarken bir kategori goziime carpryor: twe-
ede gebruik van materialen en voorwerpen yani “malzemelerin ve nesnelerin
ikinci yagami”, Turkiye’den suluga donugtiriilen bir zeytinyag: tenekesi; Ken-
ya'dan tiitiin tabakasina doniistiiriilen artik bir krom boru ve gazoz kapakla-
rindan bir araya getirilmis bir dama seti; Tunus’tan gaz lambasina d6niigtiirii-
len bir limonata sigesi.. Kendi ¢evremizde de benzerlerini kolayca
bulabilecegimiz bu nesneler halihazirda var olan bir dizi “sey”in birlestirmele-
ri ve yeniden yorumlamalari. Gostermek veya satilmak tizere degil, giindelik
ihtiyaglar1 kargilamak Gizere iiretilmigler. Bir bakima idealler; onlari iireten ya
da kullanan kisilere 6zel olarak tasarlanmuglar.

Bambagka cografyalardan ve kiiltiirlerden insanlarin(2) ¢ok benzer taktik-
lerle tirettigi bu nesneler, 6zgiin bir iiretme bi¢imini ortaya koyuyor; mevcut
malzemelerin ve nesnelerin tanimlanan iglevlerinin, ait oldugu baglamlarinin
Otesini gérebilmek, onlar1 anin gerekliliklerine gore dontistiirebilmek ve yeni-
den tanimlayabilmek.

Antropolog Claude Lévi-Strauss’un bricolage olarak anlattig1 bu eylemi Tah-
sin Yiicel —Berke Vardar’in esinlenmesiyle— “yaptakc¢ilik” olarak Tiirk¢eye ¢e-
viriyor. Bricoleur yani “yaptake1”, “karisik 6gelerden olusan, genis olmakla birlik-
te sinurhi bir repertuar” araciligiyla tiretir. Mesele ne olursa olsun, elinde
olanlarla ¢6zmeye caligir. Lévi-Strauss’un tabiriyle “ara¢ evreni kapalidir” Yap-
tak¢inin repertuari belirli bir tasariyla olugturulmamigtir. Onun repertuari “nasil
olsa bir ise yarar” diyerek toplayip sakladiklari ya da 6nceki yapma bozmalarin-
dan kalanlardan olugur.(3)

Yaptakgi, repertuarindaki mevcut araglar ile ele aldig1 sorunun gereklilikleri
arasinda bir orta yol bulmalidir. Uretim aninda elinde olanlar i¢inden bir se-
¢im yapmadan 6nce, ¢6zmeye ¢aligtig1 soruna verebilecekleri yanitlar: sapta-
mak i¢in onlarla bir tiir diyaloga girer. Ne ise yarayabileceklerini anlamak i¢in
hazinesini olusturan bu karigik nesnelerin her birini sorguya ¢eker.(4) Nesne-
lerin ona verdigi isaretleri kullanir ve olasi secenekler arasindan bir se¢im ya-
par. Biitiin bunlar neredeyse bir refleks kadar hizli gerceklesir. Yaptakei, “nes-
nelerle konugmakla kalma yalmiz, nesneler araciligiyla da konusur: Sinirh
olanaklar arasinda yaptig1 segimle, kisiligini ve yasamini anlatir. (...) Ona ken-
dinden bir seyler katar her zaman.”(5)

Yaptakgi, nesnelere ve malzemelere karsi empatiktir. Belki de farkinda ol-
madan kurdugu bu bag onu eline gecenleri atmayip saklamaya, nesnelere —
hi¢ degilse baz1 parcalarina— ikinci bir yagam saglamaya iter. O elindekileri
ikinci defa kullanmay1 denemeden atmaz. Kendi anlatimiyla bir seyi “cani ¢1-
kana kadar” degerlendirir. Diinya iizerinde onca kullanilabilir ve degerlendiri-
lebilir nesne varken neden bu kadar ¢ok yeni seyin iiretiliyor oldugu da bir
tiirlii anlamlandiramaz.(6)

Browsing through the collection of the National Museum of World Cultures in
the Netherlands, containing nearly 450,000 objects (1), one category attracted
my attention: tweede gebruik van materialen en voorwerpen which translates as
“the second life of materials and objects” An olive oil tin repurposed as a wa-
tering can from Turkey; crown corks and a piece of hardboard used as a check-
ers set, and a leftover chrome tube turned into a tobacco case from Kenya; a
lemonade bottle repurposed as an oil lamp from Tunisia... These objects, which
anyone can spot similar examples in their own environment, are assemblies
and reinterpretations of a series of already existing ‘things.’ They were not pro-
duced to display or sell, but to meet everyday needs. In a way, they are ideal;
specifically designed for the people who produced or used them.

These objects, produced by people from different places and cultures (2)
with very similar tactics, seem to reveal a unifying characteristic mode of cre-
ation: seeing beyond the defined functions and contexts of existing materials
and objects, then transforming and redefining them to meet the needs of the
moment.

Anthropologist Claude Lévi-Strauss describes this practice as bricolage. The
practitioner, bricoleur, produces by “means of a heterogeneous repertoire
which, even if extensive, is nevertheless limited.” Whatever the task at hand,
the bricoleur uses what is at their disposal. In Lévi-Strauss’s own terms, their
“universe of instruments is closed.” The repertoire of the bricoleur is not built
with a particular strategy. Their repertoire consists of what they have collected
based on the principle that “it may always come in handy” and what is left of
their previous constructions and destructions.(3)

The bricoleur must find a middle ground between things available in their
repertoire and the requirements of the task in front of them. In the moment of
production, before making a choice, the bricoleur engages in a sort of dialogue
with the tools and materials which make up their treasury. By interrogating
each item, they index the possible answers that their means can offer to the
problem.(4) They use the signs given by things and choose from the possible
alternatives. All this happens almost instantaneously. The bricoleur, “speaks
not only with things, but also through the medium of things: giving an ac-
count of his personality and life by the choices he makes between the limited
possibilities. (...) He always puts something of himself into it.”(5)

The bricoleur is empathetic to objects and materials. Perhaps this connec-
tion they unknowingly form with objects pushes them not to throw away but
to hold onto objects and give them —or at least some of its parts— a second
life. The bricoleur does not discard any item before trying to find a second use
for it. In their own words, they make use of something “until there’s nothing
left of it.” The fact that so many new goods are being produced while there is a
wealth of useful items in the world seems absurd to them.(6)
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Yaptak¢inin bilgi birikimi sezgilerinden beslenir. Bir sorunu ¢ézmesi isten-
diginde onu ¢6zer; ancak neden o sekilde ¢6zdugiinii her zaman gerekg¢elendi-
remeyebilir. Ne kadar ¢ok fazla malzeme tanirsa, o kadar genis diigiiniir. Neyi
yapip neyi yapamayacagini az ¢ok tahayyiil edebilir. Yaptak¢1 deneyimlerin-
den 6grendiklerini —repertuari yalnizca biriktirdigi malzemelerden olusmaz,
bilgi ve yéntem de biriktirir— anin gereklilikleri ve elindeki malzemelerle gir-
digi diyaloglardan edindiklerince kullanir ve 6zgiin sonuglara ulagir. Dolay:-
styla iiretim aninda hazirliksiz degildir. Uretimi rastlantisal gergeklesiyormus
gibi géziikse de kararlar: bir o kadar bilinglidir.

En azindan Tag Devrinden beri insanlar ellerinin altindaki malzemeleri bir-
lestirip doniistiiriiyorlar; deyim yerindeyse yaptakcilik yapiyorlar. Ates yak-
mak ve sert gidalar1 ezmek i¢in etraftaki taglar1 kullandilar; kemik, kabuk, sac,
odun gibi en yakindaki malzemelerden maske, giysi, silah ve barinak yaptilar.
Belki de elimizin altinda olanlari bir araya getirmek, yaratmanin en eski ve
basit yontemi.(7) Lévi-Strauss’a gore yaptakeilik, diisiinsel diizlemde de pratik
diizlemde isledigi sekilde isliyor. Insan malzeme biriktirdigi gibi imge de bi-
riktirir ve bu unsurlar birlestirerek anlam kurar. “Fazla dikkat gostermedigi-
miz, daha dogrusu bize yararsiz ya da tali geldigi i¢in kaale almadigimiz” bir
yapma-diigiinme bi¢imi olan yaptak¢ilik aslinda 6zsel mekanizmalarimizin
bazilarini agiga vuruyor.(8)

Eger elde olanla ¢6zmek bir tiir sagduyu ise modernlesmenin hangi satha-
sinda bu sagduyu kayboldu? “Tasarlamak” ne zaman profesyonel bir meslege
déniistii? Insanlar ne zaman ihtiyaglarinin kargilanmasi igin endiistrinin ta-
nimladigi ¢éziimlere bel baglar oldu?

Filozof ve toplum bilimci Ivan Illich’e gore seri iiretimin yayginlagmasi be-
raberinde uzmanlagmay: da gesitlendiriyor. Kimin neyi yapmaya ehliyeti olup
kimin olmadiginin sinirlar1 keskinlesiyor. $imdilerde hastalar1 yalnizca dok-
torlar iyilestirebiliyor, kisileri yalnizca 6gretmenler egitebiliyor, evleri mimar-
lar ve mithendisler inga edebiliyor, kullanilacak nesneleri ise tasarimcilar mey-
dana koyabiliyor. Endiistriyel ilerleme siiphesiz bireylerin yasamlarina katkilar
sagliyor; ancak tiretim bicimleri tekellestiginde beraberinde geleneksel bilge-
ligi ve sagduyuyu yok ediyor.(9) Illich’in tabiriyle “toplum iiyelerinin dogal
yeteneklerini 6zgiirce kullanmalarinin” 6niine gegiyor.(10)

Bana kalirsa yaptakeilar bu sagduyuyu koruyabilenler ve endiistrinin tanim-
ladig: sinirlara pek de aldiris etmeyenler. Bugiin dahi profesyonel bir destek
aramadan meseleleri kendi ellerine alan, elinde olanlarla iiretim ve onarim ak-
tivitelerini giindelik hayatlarinin bir pargasi olarak siirdiirebilenlere hayranim.
Hatta elde var olanla ¢6zmeyi ve nesnelere ikinci bir yagam vermeyi, bugiiniin
tretim-titketim modellerine ve tek bigimlilige kars: bir tiir bagkaldir: olarak
degerlendiriyorum — her ne kadar yaptake¢ilarin ¢evrelerini bicimlendirme
yontemleri plansiz ve i¢giidiisel gelisiyor olsa da. Bana gére bu kisiler “kendi
kendilerine yapmalari gereken seylerle, hazir yapilmis olarak edinmeleri gere-
ken seyler arasindaki denge”yi kurabilen kisiler.(11)

Herhangi bir zorunluluk aninda bahsettigim sagduyu hemen hemen hepi-
mizde beliriveriyor. Olaganiistii durumlarda, savas ve kriz anlarinda daima
elde olanlar icerisinden ¢éziimler doguyor, ¢esitli nesneler ve malzemelere al-

TUTUN TABAKASINA DONUSTURULEN KROM KAPLI CELIK BORU,
YAKLASIK 16,7 X 3,3 CM. KENYA, 1976 ONCESI. NATIONAAL MUSEUM
VAN WERELDCULTUREN KOLEKSIYONU, ENVANTER NO: TM-4261-1704
CHROME PLATED STEEL TUBE REPURPOSED AS A TOBACCO CASE,
APPROX 16,7 X 3,3 CM. KENYA, BEFORE 1976. NATIONAAL MUSEUM
VAN WERELDCULTUREN COLLECTION, INVENTORY NO: TM-4261-1704

GAZ LAMBASINA DONUSTURULEN BIR LIMONATA $ISESI,

YAKLASIK 16 CM. TUNUS, 1966 ONCESL. NATIONAAL MUSEUM VAN
WERELDCULTUREN KOLEKSIYONU, ENVANTER NO: TM-3612-1
LEMONADE BOTTLE REPURPOSED AS AN OIL LAMP, APPROX. 16 CM.
TUNISIA, BEFORE 1966. NATIONAAL MUSEUM VAN WERELD CULTUREN
COLLECTION, INVENTORY NO: TM-3612-1

Bricoleur’s know-how is nurtured by their intuition. They are adept at solv-
ing any given problem, yet they may not be able to justify their methods. The
more material they encounter, the broader they think. They more or less rec-
ognize their own capabilities and limits. The bricoleur combines what they
have learned from their experiences —their repertoire consists not only of the
materials they have accumulated, but also of knowledge and methods— and
the dialogue they have had with those in their repertoire to reach novel results.
Therefore, they are not unprepared in the moment of production. No matter
how spontaneous their production seems to occur, their decisions are just as
conscious.

Since the Stone Age, if not earlier, humans have been combining and trans-
forming the materials surrounding them. In other words, they are practicing
bricolage. Like using stones to make fire and to grind down hard food; or cre-
ating masks, clothing, weapons and shelter from the most common materials
available such as bone, shell, hair, wood... Perhaps the oldest and simplest
method of creation is to combine readily available means ad hoc.(7) According
to Lévi-Strauss, bricolage occurs on an intellectual level in the same way as on
a practical level. Just as humans accumulate materials, they also accumulate
and combine signs and imagery to make sense of things. To him, bricolage as a
form of making and thinking that we do not pay much attention to, or rather
ignore as it is valueless or secondary to us, provides insights into essential
mechanisms of human actions.(8)

If solving problems with what is at hand is a kind of common sense, at what
stage of modernization did this common sense disappear? When did “design-
ing” become a professional activity? When did people begin to rely on indus-
try-defined solutions to meet their needs?

According to philosopher Ivan Illich, the spread of mass production creates
new specialization. Limits on who is eligible to do something and who is not
are more strictly enforced. Today, only doctors heal patients, teachers educate
people, architects and engineers build houses, and designers put forward prod-
ucts to be used. Industrialization certainly contributes to the lives of individu-
als, but when modes of production become monopolized, it obliterates tradi-
tional wisdom and common sense.(9) In Illich’s words, “it extinguishes the
free use of the natural abilities of society’s members.”’(10)

As I see it, bricoleurs manage to preserve that common sense and are not
much concerned about the industry-defined standards and limits. I admire
those who take matters into their own hands without seeking professional
support, and who carry on with their activities of production and repair as
part of their daily lives, even today. In fact, I consider making do with what is
at hand and giving objects a second life as kind of a rebellion against current
production-consumption models and uniformity—even though the brico-
leur’s mode of production is instinctive and unplanned. In my opinion, the
bricoleur maintains a good balance between “what they need to do by them-
selves and what they need to obtain ready-made.”(11)

Where necessary, the common sense that I mentioned appears within us all.
In extraordinary situations, such as wars and crises, solutions to problems, and

TABURE SEKLINDE BIR MEMBRANOFON.
TASIMAK UZERE BIR BAVUL SAPI EKLENMIS,

KOLEKSIYONU, ENVANTER NO: TM-4851-4

A MEMBRANOPHONE IN THE SHAPE OF 4
STOOL, INCLUDING A SUITCASE HANDLE,
APPROX. 42 X 32 X 32 CM. SIERRA LEONE, 1983.

COLLECTION, INVENTORY NO: TM-4851-4

UZERINDEKI KARELER ELLE BOYANMIS,
YAKLASIK 26,7 X 32,3 CM. KENYA, 1975.

KOLEKSIYONU, ENVANTER NO: TM-4261-1114
CROWN CORKS USED AS CHECKERS. THE
CHECKERBOARD IS MADE OF A HARDBOARD

YAKLASIK 42 X 32 X 32 CM. SIERRA LEONE, 1983.

NATIONAAL MUSEUM VAN WERELDCULTUREN

NATIONAAL MUSEUM VAN WERELDCULTUREN

GAZOZ KAPAKLARINDAN BIR ARAYA GETIRILEN
BIR DAMA SETI. SUNTA LEVHA DAMA TAHTASI

NATIONAAL MUSEUM VAN WERELDCULTUREN

SHEET AND SQUARES ARE PAINTED BY HAND,
APPROX. 26,7 X 32,3 CM. KENYA, 1975. NATIONAAL
MUSEUM VAN WERELDCULTUREN COLLECTION,
INVENTORY NO: TM-4261-1114
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HAZNESI BOCEK ILACI SPREY KUTUSUNDAN
YAPILMIS BIR NARGILE. MISIR, 1978 ONCESI.
NATIONAAL MUSEUM VAN WERELDCULTUREN
KOLEKSIYONU, ENVANTER NO: TM-4417-14
WATER PIPE WITH A RESERVOIR MADE FROM AN
INSECTICIDE SPRAY CAN. EGYPT, BEFORE 1978.
NATIONAAL MUSEUM VAN WERELDCULTUREN
COLLECTION, INVENTORY NO: TM-4417-14

COCUKLARIN OYUNCAK OLARAK KULLANDIKLARI,
TENEKE VE ALUMINYUMDAN YAPILMIS VE CIVILENMIS
KUGQUK FIRIN, YAKLASIK 12,5 X 15,5 CM. KENYA, 1976
ONCESI. NATIONAAL MUSEUM VAN WERELDCULTUREN
KOLEKSIYONU, ENVANTER NO: TM-4261-66

SMALL OVEN USED BY CHILDREN AS A TOY,

MADE OF TIN AND ALUMINUM THAT ARE NAILED
TOGETHER, APPROX. 12,5 X 15,5 CM. KENYA, BEFORE
1976. NATIONAAL MUSEUM VAN WERELDCULTUREN
COLLECTION, INVENTORY NO: TM-4261-66

PLASTIKTEN KESILMIS VE DIKILMIS SAPKA,
YAKLASIK 13 X 26 CM. KENYA, 1976 ONCESL.
NATIONAAL MUSEUM VAN WERELDCULTUREN
KOLEKSIYONU, ENVANTER NO: TM-4261-117

HAT CUT FROM A PIECE OF PLASTIC AND SEWN
TOGETHER, APPROX. 13 X 26 CM. KENYA, BEFORE
1976. NATIONAAL MUSEUM VAN WERELDCULTUREN
COLLECTION, INVENTORY NO: TM-4261-117

BIRA KUTULARINDAN URETILEN BIR BAHARATLIK,
YAKLASIK 15X 26 X 7 CM. SUDAN, 1982 ONCESI.
NATIONAAL MUSEUM VAN WERELDCULTUREN
KOLEKSIYONU, ENVANTER NO: TM-4788-1

SPICE BOX MADE FROM BEER CANS, APPROX.

15X 26 X7 CM. SUDAN, BEFORE 1982. NATIONAAL
MUSEUM VAN WERELDCULTUREN COLLECTION,
INVENTORY NO: TM-4788-1
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ternatifler bulunuyor. Ne de olsa “zorunluluk buluslarin anasidir” Ancak ortada
bir zorunluluk yokken, her ¢esit iiriine ucuz ve kolay erisimin miimkiin oldugu
bir dénemde, giliniimiiz yaptak¢ilarinin nasil bir motivasyonla iiretimlerini siir-
diirdiiklerini merak ediyorum. Kendisi plastik tabure satan bir esnafin hasar
goren taburesini yillardir koli bandiyla onariyor olmasinin altinda ne yatiyor
olabilir? Bu ¢ogunlukla 1970 ekonomik krizlerini yagsamuis ailelerin nesilden ne-
sile aktardig bir 6greti gibi goriiniiyor. Ulusal Diinya Kiiltiirleri Miizesi koleksi-
yonundaki nesnelerin hatir1 sayilir bir béliimiiniin 1970’lerden olmasi da tesadiif
olmasa gerek. Kimi yaptakciya gore ise elde olani degerlendirmek ne aileden
ogreniliyor ne de ekonomik kaygilardan besleniyor; icten geliyor.

Giuindelik tretimlere, iistelik de bir “tasarim profesyoneli” olarak, neden bu
denli hayranlik besledigimi siklikla sorguluyorum. Illich’e gére “neyin miimkiin
ve uygulanabilir oldugunu gérme giiciimiiz, endiistriye yonelik beklentilerle 6y-
lesine kisitlanmug ki” seri tiretime kars: var olabilen her alternatif bizi sagirtiyor.
(12) Eldekilerle ¢c6zmek, nesnelere ikinci bir yagam vermek sanki bugiin hakki-
miz olmayan, aykir1 bir seymiscesine etrafimda bunun varligina tanik oldugum-
da afalliyorum. Oysa hepimiz biraz daha yaptake: olabilsek, yaptake1 gibi diisii-
nebilsek, tiretim ve titketim dongiileri nasil etkilenirdi? Yaptakgcilarin giindelik
¢oziimlerinden, profesyonel tasarim 6gretilerine kiyasla farkli seyler 6greniyo-
rum. Yeni fikirler, illa belirli ilkelere uyan ve planli faaliyetlerin sonucu olarak
degil, anlik ve giindelik eylemlerin sonucu olarak da gelisebilir. (13)

SULUGA DONUSTURULEN ZEY TINYAGI TENEKESI, YAKLASIK
40 CM. TURKIYE, 1976 ONCESI. NATIONAAL MUSEUM VAN
WERELDCULTUREN KOLEKSIYONU, ENVANTER NO: TM-4276-2
OLIVE OIL TIN REPURPOSED AS A WATERING CAN, APPROX.
40 CM. TURKEY, BEFORE 1976. NATIONAAL MUSEUM VAN
WERELDCULTUREN COLLECTION, INVENTORY NO: TM-4276-2

alternatives to objects and materials are generated from whatever is available.
After all, “necessity is the mother of invention.” Yet I wonder what motivates
people to practice bricolage when there is no necessity, and when surrounded
by an abundance of readily available and inexpensive products. What could be
a tradesman’s reasoning for repairing his damaged stool with duct tape for
years, while he sells plastic stools himself? At first glance, this seems to be a
teaching passed down from previous generations who experienced the eco-
nomic crises of the 1970s. It cannot be a coincidence that a considerable num-
ber of objects in the collection of the National Museum of World Cultures are
also from the 1970s. Yet according to some bricoleurs, making do is neither
learned from family nor rooted in economic worries; it comes from within.

I often question why I have such admiration for everyday solutions, especially
as a design professional. Illich suggests that “our vision of the possible and fea-
sible is so restricted by industry expectations” that any alternative to mass pro-
duction surprises us.(12) I am astonished when I encounter bricolage around
me, as if it is something anomalous, as if we have no right to make do and mend,
and give things a second life. If only we could all think a bit more like a bricoleur,
how would production and consumption cycles be affected? I learn different
things from bricolage and the everyday solutions compared to the teachings of
design. Novel ideas can also emerge as a result of everyday activities and user-
ship, and not necessarily as a result of planned activities and guidelines.(13)

(1) Nationaal Museum van Wereldculturen (Tropenmuseum, Afrika Museum ve Museum
Volkenkunde) ile Wereldmuseum Rotterdam koleksiyonlarindan nesneleri ieren arsiv i¢in bkz.
https://collectie.wereldculturen.nl

(2) Koleksiyonda Kiiresel Kuzey’den benzer nesnelere neden rastlanmadig: ayrica sorgulanabilir.
(3) Lévi-Strauss, Claude. Yaban Diisiince. Yap1 Kredi Yayinlari, 1994, ss. 42-43.

(4) A.g.e.,s. 44.

(5) A.g.e.,s. 46.

(6) Arkadagim Tuba Keseci’ye ve onun her daim elinde olanlarla iireten halasi Tulay Keseci
Donmaz ve babasi Biilent Keseci'ye bu yaziy1 yazarken bana rehberlik eden, yaptak¢i olmaya dair
iggoriiler edindigim sohbetimiz i¢in tesekkiir ederim.

(7) Jencks, Charles, ve Nathan Silver. Adhocism: The Case for Improvisation. MIT Press, 2013, s.
16.

(8) Lévi-Strauss, Claude, Uzaktan Yakindan. Metis Yayinlari, 2018, s. 147.

(9) lich, Ivan. Senlikli Toplum. Ayrint1 Yayinlari, 2018.

(10) A.g.e., ss. 9-10.

(11) A.g.e.,s.72.

(12) A.g.e.,s. 10.

(13) Horsanali, Nur, Altay, Can ve Oz, Gizem. Situated Products: Making Do in the Public Spaces
of Istanbul Design and Culture 13(2), 2021.

(1) Collections of the Nationaal Museum van Wereldculturen (Tropenmuseum, Afrika Museum
ve Museum Volkenkunde) and the Wereldmuseum Rotterdam are accessible online https://col-
lectie.wereldculturen.nl
(2) It can be questioned why similar objects from the Global North are not found in the collection.
(3) Lévi-Strauss, Claude. The Savage Mind. The University of Chicago Press, 1966, pp. 17-18.
(4) Ibid., p. 18.
(5) Ibid., p. 21.
(6) Iwould like to thank my friend Tuba Keseci, her aunt Tiilay Keseci Donmaz and her
father Biilent Keseci, who invariably make do with what they have at hand, for our conversation
which gave me insights into how bricoleurs think and guided me while writing this piece.
(7) Jencks, Charles, and Nathan Silver. Adhocism: The Case for Improvisation. MIT Press, 2013, p.
16.
(8) Lévi-Strauss, Claude, Uzaktan Yakindan [De pres et de loin]. Metis Yayinlari, 2018, p. 147.
(9) Wich, Ivan. Tools for Conviviality. Fontana/Collins, 1975.
(10) Ibid., p. 11.
(11) Ibid., p. 65.
(12) Ibid., p. 12.

(13) Horsanali, Nur, Altay, Can ve Oz, Gizem, Situated Products: Making Do in the Public Spac-
es of Istanbul Design and Culture 13(2), 2021.

Eger elde olanla ¢6zmek bir tiir sagduyu ise modernlesmenin
hangi sathasinda bu sagduyu kayboldu? “Tasarlamak” ne
zaman profesyonel bir meslege doniistii? Insanlar ne zaman
ihtiyaclarinin karsilanmasi i¢in endistrinin tanimladig:

¢oziimlere bel baglar oldu?

If solving problems with what is at hand is a kind of common
sense, at what stage of modernization did this common sense
disappear? When did “designing” become a professional
activity? When did people begin to rely on industry-defined

solutions to meet their needs?



Yaz1 Text: Ginevra Petrozzi

Tasarimci1 ve “dijital cad1”
Ginevra Petrozzi yerlesmis
inanclarin ve seremonilerin
tasarim pratigini nasil
sekillendirdigini ve ritiiellerin
modern ve agir1 dijitallesmis
diinyada nasil bir ara¢ haline
gelebilecegini yazdi

Designer and “digital

witch” Ginevra Petrozzi wrote
about how set of beliefs and
ceremonies shaped her design
practice, and how rituals can
become a tool in this modern
and hyper-digitalized era
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Okumaya baglamadan énce, kim oldugumu ve durusumu bilmenizi isterim: Uriin Tasari-
mu arka planina sahip, sonrasinda daha elestirel ve arastirma odakl1 bir yaklagimi benim-
seyen, 20’li yaglarinin ortasinda beyaz Italyan bir kadinim. Ailemde her zaman igin nesne-
lere, dinle veya herhangi bir doktrinle hemen hemen alakasiz sekilde, ¢evrelerinde bir dizi
inanci ve seremoniyi yaratmaya muktedir sihirli miittefikler olarak davranma egilimi var
olagelmistir. Neredeyse animist olarak adlandirilabilecek bu yaklasim beni, kendi tasarim
pratigimi sorgulamaya ve tasarimcinin rolii kavramini yeniden tanimlamaya y6neltti. Bu
metindeki maksadim kendi yolumu kendim &vmek degil, ritiielligin kalbinde yatan de-
gerli 6gretileri kendi kegiflerim tizerinden 6zetlemek.

Tasarimda ritiiellerin yeniden ortaya ¢ikmasi, nesneleri nasil kullandigimiz ve onlarla P ; '

= oA -

kurdugumuz baglar konusunda hatir1 sayilir bir iligkilenme eksigimiz oldugunu gosteri- e LA N
f 2

yor. Eylemlerimize dair bir tiir bityiileyiciligi ve térenselligi kaybediyoruz. Bu durum nes-
nelerimizi, anlam yaratmaktan ote, bize islevsel olarak hizmet eden ikincil karakterlere
doniistiiriiyor. Yogun kapitalist yapinin gergekligi yikip yeniden iirettigi durumda, ritiiel-
ligin yeniden talep edilmesi bir pratik olarak tasarimin standartlagmasina karsi radikal bir
¢ikis anlamina geliyor.

Ritiiel, kitabi olarak “kabul gérmiis bir seremoni bi¢imi veya yerlesmis, belirli ve dii-
zenli sekilde tekrar eden eylem veya eylem dizisi” olarak tanimlanabilir. Biz ritiielligi, mo-
dernite ve agir1 dijitallesme nesnelerin gergekligi sekillendirme bigimini kokten degistir-
meden Onceki tanimlanmayan bir zamana sikistirmaya aligkiniz. Buna ragmen tasarim
diinyasi, hitkmii kalmamuis ve ilkel goriinene dogru geri dénmeye ¢aligiyor. Bu gizil arzu,
nesneleri ve onlarin islevlerini tasarlamayi birakmus; insanlarin, bireyin, ve diinyanin ken-
di i¢inde birbirine baglanmig ve bityillenmis olarak yerlesebilecek iligkileriyle torensel ey-
lemleri yaratmaya baglamis goriiniiyor.

Aragtirmama bagladigimda “rititeller” yaratmaya ¢aligtigimi bilmiyordum. Zaten, on-
lar1 asla biitiin olarak yaratamazsiniz. Denk gelir ve kendinizi siiriiklenmeye birakirsiniz.
Ritiiellere katilirsiniz. Italya’dan gelen biri olarak, kendimi bu sekilde iginde bulundugum
ilk baglam kiliseydi. Mimari olarak, bir takim araglar olarak, bir tapinak olarak, ama bir

kurum olarak degil... Yanitlamam gereken soru suydu: Ritiieller ait olduklar: yerlerden
sokiiliip atilabilir mi? Ya da ait olduklar1 6gretiden? Yeryiiziiniin ilk kilisesi olarak adlan-
dirdigim projede kurumsallagmamus, kutsallagtirilmamis bir mekédn yaratmak istedim.
Projede temel degerler tek bir gereklilikle devam ettirildi - ritiielleri, onlar1 yaratan kont-
rol yapilari iizerinden anlamak.

Yeryiiziiniin ilk kilisesi ii¢ farkli yaklasim i¢inde etkinlestirildi: Giinah ¢ikarmaya benzer
sekilde, istenmeyen seylerin ve diigiincelerin bir pazari; evsiz insanlarin kamusal alani kulla-
namadig1 Hollanda’da 6zellikle ihtiya¢ duyuldugu sekilde siyasi siginmacilar i¢in barinak ve
koruma; ve bir meditasyon mekani ile kullanima acik bir DJ-seti haline gelen diistince alani.
Inga ettigim bu yapu ile kentte dolagmak diizenlemelerdeki ve otonomideki birgok boglugu

GINEVRA PETROZZI, DUNYA
UZERINDEKI ILK KILISE, 2019,
VIDEO GORUNTULERI

GINEVRA PETROZZI, THE FIRST
CHURCH ON EARTH, 2019, STILLS
FROM THE VIDEO

Before reading, I would like you to know who I am, and state my position: I am an
Italian white woman in her mid 20’s, coming from a Product Design background,
who then decided to switch to a more critical, research-based approach. Within
my family, there has always been a certain predisposition to treat objects as magic
allies, able to create around themselves a set of beliefs and ceremonies that had
little to do with religion or doctrine. This almost animistic approach made me
question my design practice, redefining my conception of the designer’s role.
With this text, my aim is not to auto-celebrate my path, but merely to outline the
precious teachings at the heart of rituality through my discoveries.

The resurgence of rituals in design has unveiled a significant lack of involve-
ment in how we use objects and what relationships we establish with them; we are
missing a sort of enchantment and solemnity to actions. This transforms our ob-
jects into mere second-hand characters that serve us a function but not meaning.
When reality is constructed and destroyed by the thick Capitalist structure, re-
claiming rituality means radically objecting to standardize design as a practice.

A ritual could be formally defined as “an established form for a ceremony, or an
act, or series of acts regularly repeated in a set precise manner.” We are used to
position rituality in a sort of non-defined past before modernization and hyper-
digitalization completely revolutionized how objects shape our reality. Neverthe-
less, the design world is trying to dive back into what seems to be an obsolete and
primitive condition. The latent desire appears to stop designing objects and their
functions, and start creating ceremonial actions and the relationship they can es-
tablish within people, with oneself and the world as something enchanted and
connected.

When I started my research, I didn’t know I was trying to create “rituals™ First,
you never wholly create them; you bump into them and let yourself be dragged.
You enter rituals. Coming from Italy, the first context in which I found myself im-
mersed was the church. The church as architecture, as a set of tools, and as a tem-
ple, but not an institution. The question I needed to answer was: Can rituals be
eradicated from the place in which they belong? And from the doctrine to which
they pertain? I wanted to create a church that could have been named 7be first
church on Earth, a de-institutionalized, de-sacralized space. Core values were
maintained as the only requisite—extrapolating rituals from the controlling
structures that generated them.

The first church on Earth was activated in three different modalities: A market
of unwanted things and thoughts, as a confessional would work; a shelter for po-
litical asylum and protection - especially needed in the Netherlands where people
in a condition of homelessness cannot occupy public space; and a place for con-




GINEVRA PETROZZI, DIGITAL ESOTERISM, 2021, ALUMINIUM, TEXTILE, ROSEMARY BRANCH

Tasarimda ritiiellerin yeniden ortaya ¢ikmasi, nesneleri nasil
kullandigimiz, ve onlarla kurdugumuz baglar konusunda hatir1
say1lir bir iligkilenme eksigimiz oldugunu gosteriyor. Eylemlerimize
dair bir tiir bityiileyiciligi ve torenselligi kaybediyoruz.

The resurgence of rituals in design has unveiled
a significant lack of involvement in how we use objects
and what relationships we establish with them; we are
missing a sort of enchantment and solemnity to actions.
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ortaya doktii; bir barinak olarak kilise, evsizlerin sokaklarda ceza almadan uyumasina ola-
nak sagladi ve politik bir arag olarak ritiiellerin kullanim imkanini agiga ¢ikardi.

Her ne kadar eylemler ritiiel olabilecek sekilde tasarlanabilirse de, nesneler ayni1 zamanda
pratiklerin yeniden kesfedilmesini 6ne siiriip yol gosterebilir. Modernite=verimlilik seklin-
de tanimlanan mevcut sistemde nesneler; gereginden fazla karisik, zaman alan veya yalnizca
gereksiz tslupguluklar halindeki etkilesimleri basitlestirmek ve otomatiklestirmek icin ya-
piliyor. Bu eylemlerin sonucu olan tiim bu beklenmedik olaylar ise tam anlamiyla terciime
edilemez hale geliyor. Nostalji ya da kendi modernist anlami i¢inde bir “geri doniig” degil
bahsettigim. Yine de topluluklar ve baglantilar kendilerini, nesnelerin etkilesiminden orta-
ya ¢ikan raslantisalliklarin gevresinde olan bu pratiklerin 6ziinde olumlayabilirler. Bu sekil-
de bakildiginda tasarimin i¢kin degeri bir seyi tamamlamakta en hizl1 yolu bulmay1 gerekeir-
memektedir. Aksine bu deger, bir seyin yapilmasi sirasinda insanlari bir araya getiren ve bir
soyleme olanak saglayan ikincil faaliyetlerin i¢inde kesfedilebilir.

Bu digiinceyi takip ederken, camagir yikama rititeline dair gézlemlerim baglamig oldu.
Camagir makinesi ev i¢indeki kadin emegi adina bir devrimdi. Ondan 6nce ¢amasgir giini,
insanlarin ¢ogunlukla dizlerinin tstiinde, ¢amagirlari bir tagin iistiine koyarak ¢itiledikle-
ri ve bazen de bir ritim yakalamak i¢in birlikte sark: s6yledikleri oldukga zorlu bir is glinii
anlamina geliyordu. Ayni zamanda bu eylem, kadinlarin evlerinden uzaklagip birbirleri ile
iletisim kurmalarina izin veren bir duruma tekabiil ediyordu. Bir agidan baskici olan bu
eylem diger taraftan aile baglaminda izin verilmeyen konularin konusulabildigi, fikirlerin
degis tokus edilebildigi ikincil bir imkan: yaratiyordu. Lisciva isimli projemde, digarida
camagir yikama eyleminin miisterek etkilesimini miimkiin kilarken, fiziksel anlamda yip-
ratic1 hareketleri gerektirmeyen bir agik mekan yapisini tasarlamay1 denedim.

Sonug, yagmur suyunu toplamak igin merkezde bir kumagin kullanildig: ve en az sekiz
kisinin kullanabilecegi gibi hazirlanan, oturulabilir modiiler bir yapi1 oldu. Ritiiellerden
dogan nesneleri incelemek ve nesnelerin arkasinda yatan ritiielligi kesfedebilmek i¢in her
daim kadinlarin bilgisine bagvurdum. Camasgir yikama ritiieli, eve 6zen gostermesi bekle-
nen kadinlara zorla yiiklenen bir roliin nasil kadinlarin birbirine 6zen gésterdigi ortak bir
deneyime doniistiigiinii gosteren sembolik bir 6rnek. Gergekten de ritiieller hareketin ke-
sinliginin Gtesinde ait olmanin yarattig1 giiveni de sagliyor. Ait olmak da bir 6zen goster-
me sistemine, ¢amagir makinalarinin zamanimizda saglayamadigi bir olguya isaret ediyor.
Her ne kadar makineler ile kadinlarin bu yiikii ortadan kalkmug gibi dursa da, 6zen goster-
me rolii de verimliligin sihri arkasinda kaybolup gidiyor.

Benim temel amacim da ritiielleri hem agir1 derecede diizenlenmis eylemler hem de bir
araya gelme imkanlar1 olarak ortaya koymak. Lisciva projesi kadinlarin ev i¢i emegi ile
alakali sorunlar1 ¢é6zmiiyor. Yine de proje, camagir yikama “gérevi” etrafinda farkli etkile-
simlerin ortaya ¢ikabilecegi bir alan yaratarak, giinimiizdeki ¢amasir yikama ritiielinin
i¢ine yedirilebilecek yeni bir 6zen sisteminin ne olabilecegini sorguluyor.

templation, which became a vacant Dj-set and meditation space. Going around
the city with the structure I built eventually revealed many loopholes in regula-
tions and autonomy; the church-as-shelter would allow those in a condition of
homelessness to sleep in the streets without getting fined, opening the possibility
of using rituals as political tools.

Although actions can be designed to become ritualistic, objects can also sug-
gest and guide a re-discovery of practices. In the current “modernity = efficiency”
system, objects are made to simplify and automize interactions that were either
too complicated, too time-consuming, or just unneeded mannerisms. What got
lost in translation were all those unforeseen events that were consequences of
those actions. My point is not nostalgic, nor it proposes “regression” in its more
Modernistic sense. Yet, community and connections would affirm themselves at
the core of these practices around the contingencies generated by object interac-
tions. Considering this, the intrinsic value of design doesn’t necessarily need to be
the quickest way to get something done. However, it could be discovered within
the collateral events of doing something; the people it ties together, the discourse
it facilitates.

Following this reflection, my observation on the laundry ritual itself started. The
washing machine was a revolution for women’s labour in the house. Before that,
laundry day consisted of an intense day of work, usually on one’s knees, scrubbing
clothes on a stone, sometimes singing together to follow a rhythm. At the same
time, this established situation would allow women to step away from their own
houses and communicate finally. What may have been oppressive on one side was
creating the collateral possibility of exchange, and exploring topics of conversation
not allowed inside the family context. In my project Lisciva, I was trying to design
an outer structure that wouldn’t require physically consuming movements, but
would still allow the communal interaction of washing clothes outside.

The result was a livable modular structure meant to be used in a composition of
atleast eight, using a central textile to harvest rainwater. I've always looked at female
knowledge to discover the rituality behind objects and analyze the objects born
from rituals. The laundry ritual is the emblematic example of turning an obligated
role -woman as the carer of the house- into a shared experience - caring for each
other. Indeed, rituals not only provide the certainty of movement, but the safety of
belonging as well. Belonging implies a system of care, something that washing ma-
chines are not providing for at the moment. Although the burdening part has been
erased, the caring role also disappeared behind the charm of efficiency.

My main aim was to acknowledge rituals as both highly protocolled actions
and possibilities for communing. The project Lisciva doesn’t tackle the problems

GINEVRA PETROZZI, KUL SUYU,
2020, KIL, AHSAP, KUMAS, KUL
GINEVRA PETROZZI, LISCIVA, 2020,
CLAY, WOOD, TEXTILE, ASHES
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Ozen, ritiiellerin olmazsa olmaz bir parcasi ama sadece insanlar1 igermiyor. Ozen bir bag-
lama y6nelebilir; belli bir alani, farkli bir dizi pratikleri iiretmeyi, ortaklaga bir anlama ¢aba-
sin1 ve ¢evre ile iligkilenmeyi kapsayabilir. Ritiieller hakkindaki aragtirmam Venedik kentini
ve Venedikli insanlar1 incelemem ile devam etti. Camagir yikama ritiielindeki kadinlarin
aksine, bu sefer belli bir grubu baglangi¢ noktasi olarak almak yerine, eylemin kendisinin
gerisinde yatan baglami anlamaya calistim. Venedik’te su, insanlar ve rutinleri diizenleyen
basat aktor konumunda. Venedikliler tamamen uyum saglamug bir bigimde kendi yagamla-
rin siirekli var olan sularin yiikselme tehdidine gére tasarlamuglar. Sonug ise her seyi bir ri-
tiiel haline getiren standart bir kuralin benimsenmesi olmus: Su, degisken ve belirsiz dogas:
ile kabul edilmeli ve giindelik hayatin par¢asi olmali. Venediklilerin sudaki seyirleri, tasarim
pratigine birbirinden bagimsiz ¢6ziimleri zorlamama kabiliyetini 6gretebilir; ritiielligi pra-
tige doken sey bedenin — ve bedenlerin — nasil zemin ile bir oldugu, birbirlerini karsilikli
olarak anlayip birbirlerine nasil uyum sagladiklar1. Venedik 6rneginde, projem External Wa-
ters, yiikselen sular tehlikesi karsisinda Venediklilerin direngliligini ayni sorunun ciddi se-
kilde kendini dayattig1 Hollanda’da yagayanlara aktarmay1 amagliyor. Maalesef, bu duruma
¢oziilmesi gereken bir sorun olarak yaklagildi ve gézden ¢ikarildi.

Aragtirmam, bedeni ¢evresi ile baglanti1 kurmakta uyum saglayabilen birincil arag ola-
rak ele aliyordu. Sonug olarak ise ortaya; tiyatro, dans ve performans sanatlarindan alin-
mus, bedene yiikselen sularla birlikte yasamanin ne demek oldugunu yavasca 6greten bazi
tekniklerin yer aldig: bir egitim kitapgig1 cikti. External Waters projesi ile ¢evreyle daha
derin baglantilar kurmak ve yenilerine uyum saglamak i¢in ritiiellerin bilgisinin bedende
saklanip onun aracilig1 ile 6gretilip 6gretilemeyecegini kesfetmeye ¢alistim.

Bir metodoloji olarak ritiielligin arastirilmasi, imkanlarin sonsuza uzanmas: demek.
Kiiltiirel arka planim benim yoluma sirayet etti; nesnelerin yasayan ama kendi varliklarin-
da kigisel ve biricik olduklar1 anlayisina dayanan sihir gelenegi ailemden devralindi.

Burada mesele yeni ritiieller yaratmak degil ama onlara hunharca koklerini kazimadan
uyum saglayabilmek.

Devam etmekte olan Digital Esoterism ismindeki projem, gozlemlerim ve dinledikle-
rim sonucu 6grendiklerim ile yavas yavas ortaya ¢ikt1. Dijital diinyanin ve cihazlarin, ¢ag-
das kiiltiiriin en ritiiellestirilmis ama ayn1 zamanda en baglantisiz unsurlar1 oldugunu fark
ettim. Eglenmek, takip etmek, uyanmak ve paylagmak i¢in akilli telefon, rutinlerimizin
bag aktérii haline geldi. Bu ylizden projenin merkezinde ¢ok temel bir ritiiel yatiyor: Kay-
dirmak. Herhangi birisi kaydirirken, maruz kaldig1 muazzam ¢okluktaki bilginin farkina
varmiyor. Bunun da 6tesinde, gordiiklerimizin — dijital diinyada tirettiklerimizin bizi ne
kadar yansittig1 fark edilmiyor. Carpitilmus ritiiellerin sahnesi haline gelen dijital plat-
formlarin tektiplestiriciligi tizerine digiiniirken, bir karigimi en yogun sekilde gorsel ve
6z-diigiiniimsel bir aragla yaratmaya karar verdim: Tarot. Tasarimci olarak roliim yeniden
degisti. Bitmeyen kaydirmalar sirasinda hepimizin rast geldigi hedeflenmis reklamlar tize-

around women’s domestic labour. However, it creates a stage for different interac-
tions around the laundry “task”, asking what could be re-inserted into the con-
temporary washing ritual to establish a new care system.

Caring is an essential part of rituals, and it doesn’t only include people. It can
be directed towards a context, a specific place, generating a different set of prac-
tices, a common way of understanding and relating to the surrounding. My re-
search on rituals continued with the observation of Venice and Venetian people.
Instead of taking a particular group of people as a starting point -as women for
the laundry ritual- I tried to understand the context before the action itself. In
Venice, water is the main protagonist that regulates routines and people. Vene-
tians have designed their way of living around the constant threat of high water,
completely adapting to it. The result is a standard rule that transforms everything
into a ritual; water needs to be accepted and integrated into everyday life in all its
changing and uncertain nature. How Venetians navigate water can teach design
the ability to not push for disconnected solutions; what brings rituality into prac-
tice is how the body -and bodies- become one with the land, mutually under-
standing and adapting to each other. In the framework of Venice, my project Ex-
ternal Waters was meant to translate the resilience of Venice and its inhabitants to
the Netherlands, where the threat of high water is also very pressing. However, it
is approached as a problem to solve and discard.

The research took the body as the primary adaptive tool to connect with the
surroundings. The result was a training manual that used several techniques taken
from theatre, dance and performance art to slowly teach the body what it could
mean to co-exist with high water. With External Waters, I tried to explore if the
knowledge of rituals could be stored in the body and taught through it, to connect
even more deeply to its surroundings and adapt to new ones.

In the quest of rituality as a methodology, the possibilities span to infinite. My
cultural background has pervaded my path; the magic tradition passed on in my
family, an understanding of objects as live matter, but it is indeed personal and
unique in its being.

The challenge is not creating new rituals, but adapting them without extracting
them brutally.

My current project, called Digital Esoterism, has been instilled the lessons
learned from observation and listening. I recognize the digital realm and devices
as the most ritualized yet disconnected elements of contemporary culture. The
smartphone has become the main protagonist of our routines; to track, to enter-
tain, to wake up, to share. At the core of this project there is one essential ritual;
scrolling. Whilst scrolling, one doesn’t realize the massive amount of information

rinden kigisel yansimalara yol gésteren oldukga farkli bir, “dijital cad1” pozisyonu edin-
dim. Digital Esoterism projesinde ritiieller, yerlesmis tahakkiim sistemlerine ve bizim on-
lara yaklagim bi¢imlerimize karsi ¢ikan araglar oldu; bize pasif sekilde onlar1 kabullenmek
yerine angaje olmayi 6gretti.

Sonug olarak, ritiielligi yeniden talep etmek iyilesmek demek, ge¢misten 6diing almak
degil ama seylere olan hayranlig1 ve onlarla baglantilili§1 yeniden inga etmek, nesnelere ve
onlarin diinyay: var eden igkin niteliklerine olan giiveni yeniden ortaya koymak demek.
Iste bu, ritiiellerin benim pratiklerime kattig1 yeni bilgi ve anlayis. Calijmamun bir kutla-
ma, diisiincemin ise bir dua olmasini, ama bir tasarimci — en azindan tamamen bir tasa-
rimc1 — olmamayi istiyorum.

digested, but above all, it stays unnoticed how much what we see reflects who we
are - and what we produce in the digital realm. Reflecting on the totalizing way
digital platforms became a stage for distorted rituals, I decided to create a hybrid
with the most intensely visual and self-reflective ritual tool: the Tarot. Again, my
role as a designer changed. I took up a very different position, the “digital witch”
position, guiding personal reflections through the Targeted advertising one
bumps into during endless scrollings. In Digital Esoterism, rituals become tools to
rebel against established systems of control and how we approach them; they
teach us to engage instead of passively accepting them.

Concluding, reclaiming rituality means recovering, not as in borrowing from
the past, but as restoring a sense of awe and interconnectedness with things, re-
establishing trust in objects, in their intrinsic world-making quality. This is the
new knowledge and understanding that rituals brought to my practice: I want my
work to be a celebration, my thinking a prayer, and to not be a designer - at least
not fully.
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Yogun kapitalist yapinin gercekligi

yikip yeniden uirettigi durumda, ritiielligin
yeniden talep edilmesi bir pratik olarak
tasarimin standartlagmasina kargi radikal

bir kargi ¢cikis anlamina geliyor.

When reality is constructed and

destroyed by the thick Capitalist structure,

to standardize design as a practice.

- ' reclaiming rituality means radically objecting
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Yazi Text: Adi Ticho

Tasarimci Adi Ticho
Israil’in Kudiis sehrinde
“muhafazakarlik” kavraminin
farkli algilari, kamusal alanda
nasil tezahiir ettigi ve giindelik
yasamda tasarimin roliiyle ilgili
sorular1 giindeme getiriyor

Space designer Adi Ticho
brings up questions regarding
the diverse perceptions of the

notion of modesty, how it
manifests in public space and
the role of design in everyday
life in Jerusalem, Israel
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Kudiis sokaklarinda, digar1 kapali bir yagam siiren Ortodoks Yahudiler ile se-
kiiler toplum arasinda, son yirmi yildir toplumsal cinsiyet perspektifinden tir-
manan mekansal ¢atigma biiyiiyor. Ortodoks feminizmin ilk isaretlerinin gé-
rildigii donemde cinsiyet ayrimciligi meselesinin de ortaya ¢ikmasi tesadiif
degil. Bu durum Israil’de “muhafazakar” (giyinme, yasama) kavraminin farkli
algilari, kavramin kamusal alanda nasil tezahiir ettigi ve giindelik yagsamda ta-
sarimin rolityle ilgili sorular1 giindeme getiriyor.

Israil’de kamusal alanda cinsiyet ayrimcilig1 farkli formlarda bag gosteriyor.
Tutuculuk tirmanigta ve uzun zamandir 6zerk olan Ortodoks cemaat, bugiin
kapilarini disariya agtigindan beri artik kamusal alana da miidahale ediyor. Te-
orisyen Michel de Certeau (1), organize mekana, onun sekillenme bi¢imine
meydan okur ve siradan eylemler yoluyla meké4n1 manipiile etmek i¢in bireyle-
rin pasif olmayan dogasina odaklanir. Mevcut sistemin degismez bir manevrasi
olan giindelik hayatin eylemleri araciligiyla mekéana yerlestirilen idealleri sor-
gular. Bu catigma, ayn: zamanda giindelik yasamda tirmanan bu ayrimcilig:
atesleyen geleneksel topluluktaki degisikliklerin arka planindaki hik4yeyi de su
yuziine ¢ikarryor.

Dini cemaatin son yirmi yilda yasadig1 degisim (2), kadinlarin ekonomik
sikintilar nedeniyle kendi topluluklarinin digina entegre oluglariyla ilgili. Orto-
doks kadinlar okuyarak ve ¢alisarak Israil ekonomisinin énemli bir pargasi ha-
line gelirken, erkekler evde kalip, dini alandaki hiikiimlerini muhafaza edebil-
mek i¢in derslerini ¢alisir oldu. Degisime tepki olarak, topluluk disinda tutucu
ayrimcilik kurallari dayatildi.

Kadinlarin kamusal alanda ugradigi ayrimcilik sadece tutucu kurallarla
dayatilmiyor; zayif aydinlatma sistemlerinin kullanimi, dar kaldirimlar ve
yanlis tasarimsal yorumlamalar kadinlar1 giin be giin diglayan sehirdeki gii-
venlik eksikligine de katkida bulunuyor. Disariya kapali bu topluluktaki apa-
¢ik diglama yoéntemleri ve etkilerinin toplumumuzda nasil giiglii kok saldigi-
na hal4 sagiriyorum.

Artirilmig yaptirim 6nlemlerine ragmen, diglanmanin siiregiden tirmanigi
sehir kaldirnimlarinda, kuyruklarda ve bekleme alanlarinda, erkeklere ve kadin-
lara tatil ve is giinlerine gore ayrilan alanlarda, 6zel igletmelerde, siipermarket
girislerinde ve bazi kamusal etkinliklerde dahi gorilebiliyor.

Kudiis’te dolagirken, mekanin dinamikleri ve kiiltiiriimiize yansimalariyla -
ya da tersinden, kiiltiiriin kamusal alan1 degistirme giiciiyle ilgileniyorum. “Bir
mekéanin hitkmedildigi an, doniigiim anidir, dolayisiyla kentin yiizii her daim
doniustiirilmelidir ve béylece giig iliskileri mekana yerlesir” (3)

Weizman mekani doniistirme eylemini ifade ederken, ¢atigmanin kentsel
mekéni nasil etkiledigini gérmek beni sagkina ¢evirdi. Aragtirmamun bir kismi
bir haritalama siirecinden olusuyor. Mekan: olugturan ana etmenlerin altinda
yatan mesaj1 ortaya ¢ikarmak i¢in Sriintiileri, sekilleri, renkleri, metinleri, gor-
selleri, hareketleri, fikirleri, ideolojiyi ve duygular1 haritaladim.

In the streets of Jerusalem grows a spatial conflict between the closed
ultra-Orthodox community and secular society that has escalated over
the past two decades from a gender perspective. It is not by coincidence
that gender segregation appeared when Orthodox feminism showed its
first signs. It brought up questions regarding the diverse perceptions of
the notion of modesty, how it manifests in public space and the role of
design in everyday life in Israel.

Gender segregation in Israel appears repetitively in the urban space
in many forms. Conservatism has escalated and is now occupying the
public space since the long-time autonomous ultra-Orthodox commu-
nity is now opening its gates. The theorist Michel de Certeau (1) chal-
lenges the organized space and the way it is shaped, focuses on the non-
passive nature of individuals to manipulate the space through mundane
actions. Questioning ideals set to space through actions of everyday life,
which is a constant manoeuvring of existing frameworks. The conflict
reveals the story behind the many changes in the traditional community
that awakened the escalation of segregation in our daily life.

The change that the religious community has been going through
over the past two decades (2) where women , due to economic issues,
integrated outside their community. By working and studying, ultra-
Orthodox women became an essential part of the Israeli economy while
men stayed at home and studied to preserve their rule in the religion. As
a reaction to the change, conservative segregation rules were imposed
outside the community.

Discrimination of women in the public sphere is not only carried out
by conservative rules; architecture of poor lighting systems, narrow
sidewalks and misrepresentation all contribute to a lack of security that
is excluding women in the city daily. My fascination was with the blunt
means of exclusion in the closed community and how their effects are
growing strong roots in our society.

Despite enhanced enforcement measures, the ongoing escalation of
the exclusion could be seen on urban sidewalks, queues and waiting ar-
eas, sidewalks that are divided by holidays and normal days to men and
women, in private businesses, supermarket entrances as well as at some
public events.

While walking around Jerusalem I was interested in the dynamics
of space and the way it reflects on our culture, or the opposite, the
ability of culture to change the public space.“The moment a space is
governed is the moment of transformation, therefore the face of the
city has to be continuously transformed and the relation of power in-
habits the space.” (3)

As Weizman described the act of transforming the space, I was fasci-
nated to see how the conflict is translated into the urban space. Part of
my research is a process of mapping. I mapped patterns, shapes, colors,
texts, visual texts, movements, ideas, ideology and emotions in order to
reveal the underlying message of the space.

As a research tool I used Google Maps as my database in order to fil-
ter the space by its variables, then created a collection of images to re-
veal the system behind the way women are perceived in the public space.
On one hand, to explore the effects of visual texts on spectators, and on
the other, in parallel, to understand the influence of gender representa-
tions in the public space.

Daha az liberal bir gehir olan
Kudiiste balkonlarin ve goriis
alaninin kapatilmasi, kadinlarin
baslarini 6rtmeden dolagmalarina
miisaade ediyor olabilir. Balkonlara
asilan mugsamba oOrtiilerin, kadinlarin
erkek bakiglarindan korunmalarina,
saclar1 agik bir sekilde ancak yine

de “muhafazakarlik” kurallarina
uyarak dolagabilmelerine izin verdigi
sonucuna vardim. Ancak bu
alan engellenirken, toplum i¢in
potansiyel biiylime ve a¢ilma
olanagi da engelleniyor.

In Jerusalem, a less liberal city,
the enclosing of the balconies
and block of sight can only mean
it is allowing women to walk around
without their head cover. That is how
I came to the conclusion that the
fabric allowed women to have safety
from the male gaze, allowing them
to walk around with natural hair
but still obey the rules of modesty.
While this space is blocked any
possibility of growth and openness
as a society is blocked as well.
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Bir aragtirma araci olarak, mekan: degiskenlerine gore filtrelemek i¢in veri-
tabani olarak Google Haritalar’1 kullandim. Ardindan kadinlarin kamusal
alanda algilanma bi¢imlerinin arkasindaki sistemi agiga ¢ikarmak icin bir go-
rintii koleksiyonu olusturdum. Amag bir yandan gorsel malzemelerin izleyici-
ler tizerindeki etkilerini arastirmak, diger yandan buna paralel olarak toplum-
sal cinsiyet temsillerinin kamusal alandaki etkisini anlamakt1.

Google Haritalar’da dolasirken gesitli 6rintiileri gézlemleme sansim oldu.
Bunlardan biri iist iiste gordigiim “Muhafazakar ve Sakin” yazili parlak renkli
afislerdi. Bir digeri, cogu balkonun mavi, yesil ve beyaz gibi baskin renklerden
olusan mugambalarla ortiilii olmasiydi. Bu ucuz malzeme balkonlarin ¢ogunu
bastan agag1 Ortityordu. Ben de olabildigince fazla sayida 6rnek bulmak icin
can atiyordum. Malzeme ¢esitli sekillerde mimariye uyum sagliyordu.

Bu 6rtii yalnizca yagmurdan korunma araci olabilirdi ve diger yandan, bal-
konlarin tamamen ortiilmesi bu {ilkede olagan digiydi. Kudiis bir daglik bir
bolgede yer almasina ragmen, Israil iklimi gogunlukla sicak ve giineslidir ve
balkon mimarinin 6nemli bir pargasi.

Mimari bir unsur olarak balkon, Ispanya, Italya gibi iilkelerdeki popiilaritesi
nedeniyle Israil’e de geldi. Devletin kurulmasindan bile nce, Tel Aviv sehrinde
bir¢ok evin balkonu vardi. Dijitallesme ¢agindan énce balkonlar, ev ve sokak
arasindaki temel iletigsimi sagliyordu. Bu tiir bir iletigim, sahne benzeri tasarimi
ile neredeyse performatif bir unsur.

Balkon, kamusal ya da 6zel degil, aradakilerin semboliidiir. Psikolog Donald
Winnicott, bu alani tanimlamak i¢in “gecis alan1” (4) terimini kullanmigtir. Te-
rapotik bir durumla kargilagtirildiginda, Winnicott bu tiglincii alani fantazi ve
gergekligin ortiistiigii, yaraticiligin kiiltiiriin temelini tanimladig: bir yer ola-
rak yorumlar. Balkon, sadece nemli havalarda temiz hava solunumunu degil,
ayni1 zamanda sokak ve ev arasindaki iletisimi de saglar; balkon kiltiiriimiiziin
olmazsa olmazidur.

Daha az liberal bir gehir olan Kudiis’te balkonlardan goriis alaninin kapatil-
masi, kadinlarin baglarini 6rtmeden dolagmalarina miisaade ediyor olabilir.
Balkonlara asilan mugamba ortiilerin, kadinlarin erkek bakiglarindan korun-
malarina, saglari agik bir sekilde ancak yine de “muhafazakar” yagam kurallari-
na uyarak dolagabilmelerine izin verdigi sonucuna vardim. Ancak bu alan en-
gellenirken, toplum i¢in potansiyel bitylime ve agilma olanag: da engellenir.

Strolling by Google Maps I noticed many patterns of action, one was
the repeated “Modesty, Calm” bright orange sticker. Also, the fact that
most balconies are covered by tarpaulin, with dominant colors such as:
blue, green and white. This cheap material drapes most of the balconies
in the street head to toe, I was eager to find as many as I could. In various
shapes the material adapts to the architecture.

While the cover could be merely a rain protection device and on the
other hand, the act of covering a balcony completely is unusual in the
country. Although Jerusalem is located on a mountain, the Israeli cli-
mate is mostly hot and sunny and the balcony is an essential part of the
architecture.

As an architectural element, The balcony was brought to Israel due to
its popularity in Spain, Italy, etc. Even before the establishment of the
state, in the city of Tel Aviv, the life of the balconies flourished. Before
the technological age, the balconies held the key to basic communica-
tion between the home and the street. This type of communication is
almost a performative element because of its stage-like design.

The balcony is a symbol of the in-between, not public or private. The
psychologist Donald Winnicott used the term Transitional Space (4) to
describe this area. Compared with a therapeutic situation, Winnicott
comments on the third area as a place where fantasy and reality overlap,
where creativity defines the basis of culture. The balcony is not only a
breath of fresh air in rather humid weather but it also generates com-
munication between the street and the home; the balcony is essential
for our culture.

In Jerusalem, a less liberal city, the enclosing of the balconies and
block of sight can only mean it is allowing women to walk around with-
out their head cover. That is how I came to the conclusion that the fabric
allowed women to have safety from the male gaze, allowing them to
walk around with natural hair but still obey the rules of modesty. While
this space is blocked any possibility of growth and openness as a society
is blocked as well.

i Women pass here

Men pass here
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Tasarimin, yavag yavas
alg1 degisikligine yol acacak
bir eylem olarak topluma
geri yansima guicune
inaniyorum.

I believe in the power
of design to reflect back
to society, an action that
will gradually lead to the

change of perception.

Google

Benim goziimde balkon 6rtiisii kadinlarin bagértiisiiniin bir metaforu, sos-
yal ve kiltiirel bir dislanma araci. Sanat¢1 Nechama Golan (5), ataerkil Orto-
doks cemaatindeki kadinlar1 heykellestirir. Caligmalarindan birinde bir kadin,
yuziinii tizerinde bir metin yazil seffaf bir sayfayla tamamen kapar, agz1 tama-
men agiktir, ancak bogulmaktadir. K4g1din tizerindeki yazilar kutsal metinler-
den ibarettir ancak Golan bunlar1 huzur bozucu bir sekilde kullanir ve Orto-
doks toplumdaki kadinlar i¢in baskici yonlerini ima eder.

Beden iizerindeki kisitlamarla zihinleri de sinirlayan, cinsiyet ayriminin ar-
dindaki bir deger olarak “muhafazakarlik”, esitligin tersidir. Korku ve nostalji
eylemleri “muhafazakar” yasam kurallarini orantisiz hale getirmigtir. Bu du-
rum bana kurallarin 6ziinii merak ettirdi. G6érdiim ki, onlar1 var eden erkek
bakisiyla sehri tasarlayan erkek ayni. Bu kurallar simdi kamusal alani formiile
etmekle tehdit ediyor.

Israil’deki gibi bir atmosferde, bu olgu, bir tasarimci ve bir kadin olarak asla
tarafsiz kalmadigim bir alanda fark ettigim birlikte yagamanin bitmeyen ¢atig-
malarindan biri. Bu yolculukta gézlemlediklerimi veya hissettiklerimi harita-
larken, yeniden kullanip, yeniden yorumlarken amacim ¢atigmanin karanlikta
kalan tarafina 1g1k tutmak. Tasarimin, yavag yavas alg1 degisikligine yol agacak
bir eylem olarak topluma geri yansima giiciine inantyorum.

“Muhafazakar” olmanin bizim i¢in 6rdigii tutucu duvarlar: yeniden diigii-
nebilir miyiz? Bugiin “muhafazakarlik” toplumsal cinsiyetleri hor gérmekle
kalmiyor, ama ayn1 zamanda istismarci hikéyeleri siirdiirmek icin bir arag
olarak kullaniliyor. Kadinlarin toplumda temsil edilmemeleri, onlar: bir ek-
ran aracilifiyla ihtiyaglarini ve arzularini paylastiklar: sosyal medya grupla-
rinda, onlar1 gériinmez kilan “muhafazakérlik” algisinin olmadig: siginaklar-
da, yiizeyin altinda seslerini bulmaya itiyor.

The balcony cover in my eyes is a metaphor for women’s headcovers,
a social and cultural exclusion tool. The artist Nechama Golan (5) ad-
dresses the statues of women in her patriarchal ultra-Orthodox society.
In her work a woman holds a transparent page against her mouth with
text printed, the page is smothering her open mouth, almost suffocat-
ing. The texts are the traditional scriptures as Golan uses them subver-
sively, alluding that these scriptures hold a range of oppressive forms for
women in ultra-Orthodox society.

Modesty, the value behind gender separation is the opposite to equal-
ity, where restriction on the body also limits the mind. An act of fear
and nostalgia took the rules of modesty out of proportion and led me to
wonder about their essence, the male gaze that formed them is the same
male that designed the city. Therefore how these rules are now threaten-
ing to formulate the public space.

In an atmosphere like the one in Israel, this is one of an endless list of
conflicts of cohabiting a space where as a designer and a woman I'm
never on the fence. By mapping, reusing, reinterpreting what I observe
or feel in this journey, my aim is to shed light on the dimmed side of the
conflict. I believe in the power of design to reflect back to society, an
action that will gradually lead to the change of perception.

Can we rethink the conservative walls that “modesty” has built for us?
Modesty is not only degrading to both genders but it is used as a tool to
perpetuate the abusive gender story. The lack of representation for wom-
en in the community which led them to find a voice under the surface, in
social media groups where women share needs and desires through a
screen, a sanctuary without the restricted perception of modesty.

(1) De Certeau, M., (1984) The practice of everyday life. Berkeley, Los Angeles, London:
University of California Press (ss. -6-8)

(2) Amir, T., (2017 ) Tamrurot: Feminism and space in Israel. “Pink is the new black” (ss.
166-176) Israel: Xargle books. (Ibranice)

(3) Mimar Eyal Weizman, Forensic Architecture Direktorii

(4) Winnicott, D. Transitional objects and transitional phenomena. International Journal
of Psycho-Analysis, (ss. 34,89-97); and in Collected papers, through paediatrics to psy-
choanalysis ss. 229-242). London: Tavistock, 1958.

(5) “Incil'den” Nechama golan. 1998.
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(1) De Certeau, M., (1984) The practice of everyday life. Berkeley, Los Angeles, London:
University of California Press (Pp. -6-8)

(2) Amir, T., (2017 ) Tamrurot: Feminism and space in Israel. ‘Pink is the new black’ (Pp.
166-176) Israel: Xargle books. (Hebrew)

(3) The architect Eyal Weizman, director of Forensic Architecture

(4) Winnicott, D. Transitional objects and transitional phenomena. International Journal
of Psycho-Analysis, (Pp 34,89-97); and in Collected papers, through paediatrics to psy-
choanalysis (p. 229-242). London: Tavistock, 1958.

(5) “From the bible” by Nechama golan. 1998.
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“Kime inanacagiz,
\ ) neye glivenecegiz?'"*
“Whom to believe,
- whatto trust?”'*

—
WOHNE N

Tiurkiye'de mimarliga dair

bir konunun ya da binanin

giindelik hayatin icine sizmasi

ender olarak kentli hakkina ve

yasalara dair tartismalardan

4 ‘ bagimsiz gerceklesiyor.
Mimarlik ve mimarliga

dair konularin kiiltiire nasil
dokundugu iizerine diigiinmek
icin Mimar Dr. H. Cenk Dereli,
Y bugiiniin giindelik hayatina eski
Tirk filmlerinden bakiyor

' » In Turkey, infiltration of an

issue about architecture or a
building into daily life rarely
takes place regardless of the
discussions about citizen rights
and legislation. Architect and

— ‘ Prof. H. Cenk Dereli reviews

the daily life of our time
through the Turkish movies
of the past to consider how
architecture and related issues
touch upon the culture

ACI HAYAT (1962) FILMINDEN. CIZEN: H. CENK DERELI
FROM THE MOVIE CALLED ACI HAYAT (1962) ILLUSTRATION: H. CENK DERELI
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Tiirkiye’'de mimarliga dair bir konunun ya da binanin giindelik hayatin igi-
ne sizmasi ender olarak kentli hakkina ve yasalara dair tartigmalardan ba-
gimsiz gergeklesiyor. Politika ile harmanlanmis giindelik estetige dair tar-
tismalar kamusal alanlara, kamusal binalara sekil verirken, reklamlarla
sunulan konut projeleri, gosterisli etkinliklerle agilan aligveris merkezleri
hayatimiza dev santiyelerle ve tamamlandiklarinda da yeniden diizenlen-
mis yollar ve yogunlagan trafikle dahil oluyor.

Bu yiizden, bugiine dair zihin agic1 olur diye ge¢miste mimarliga dair ko-
nularin i¢ine s1zdig, séhretli oyuncularinin kalabalik kitleleri sinema salon-
larina ¢ektigi filmleri hatirlayalim istiyorum. Mimarlik ve mimarliga dair
konular giindelik hayat kiiltiiriine nasil dokunmus tizerine digiinmek igin...

Y1l 1961. Tiirkan $oray ve Ayhan Isik Ertem Goéreg’in yonettigi Otobiis Yol-
cular: filminde bulugur. Filmin bir sahnesinde gecekondu mahallesine kom-
su alanda yapilan konut projesinin mimari santiyede dolanmakta ve imalat-
lar1 kontrol etmektedir. O arkasini dondiigiinde iscilerden biri “miihendis
gitti cekin demirleri” der demez diger isciler kiriglerden demir eksiltir. Bir
aksam ingaat firmasinin sahibinin evinde diger yetkililerle bulusan mimar
“sartnamenin bir maddesine olsun riayet edelim yahu” dedikten sonra bina-
larin nasil ayakta durduguna sagirdigini belirtir. Sirket yetkililerinden biri
dalga gecermiscesine “dua kuvvetiyle” diyerek espri yapar. Mimarin yapilarin
saglamligi konusundaki endiseleri kibirli giiliismelerle gegistirilir.

Mimarin sikayetlerine “Endiselerinizi anliyorum ama merak etmeyin
kimse bizim bagimizi belaya sokamaz” diyerek cevap veren ingaat miiteah-
hiti, tapu dagitma torenine, bir devlet yetkilisi ile beraber gelir. Yetkili “Bu-
giin gériilmemis bir kalkinma i¢cindeki memleketimizde bir imar hamlesi-
nin gozlerimizi kamagtiran goniillerimizde ferahlik uyandiran yeni bir
saheseri ile kargilasmig bulunuyoruz.” diyerek s6zlerine baglar. Térenden
sonra ellerine verilen numaralar ile evlerini bulan vatandaglar, evlerinin
kendilerinin oldugunu iddia eden ve ayni numaraya sahip olan baska kisi-
lerle karsilaginca isin i¢inde bir sahtekarlik oldugunu anlar.

Bir bagka sahne, “Sizin daire bu, kimse yapamiyor vallahi bugiin bizim
yaptigimizi , bizim kullandigimiz malzeme bugiin Avrupa’da yok” diyerek
miisteriye dairelerini binanin maketi izerinde gdsteren satig sorumlusunun
sOzleriyle baglar. Miteahhittin sahtekarligini sorgulan Ayhan Isik kendisi-
ne satagan satig gorevleri ile kavga edip disar1 ¢ciktiginda kendisini bir kah-
raman gibi bekleyen kalabaliga “Goéziiniizii dort agin, bu sadece bir yanls-
lik degil. Tapularinizi almaya bakin, sirket sizleri uyutuyor!” der. Miiteahhit
-politikaci iligkisi ve konut rantinin yarattig1 yozlagsmanin sonucu tezgahla-
nan sahtekarlifin ortasinda kalan mimarin hali filmin senaryosundaki agk
hikayesi ile harmanlanir.

1962 yilinda Isik ve Soray, bu defa Metin Erksan’in yonettigi Ac: Hayat
filminde bulugur. Filmde bir ara izleyici, Soray ve Isik’a agklarinin kok sala-
cagi evi ararken eslik eder. Gecekondular ve apartman daireleri agiklarla
beraber gezilir. Biraz goniilsiizce agklarinin saraya ¢evirmesini umdugu bu
evleri geziglerine taniklik edilir.

Soray, calistig: giizellik salonunda ise zenginliklerini vurgulamak ister-
cesine yiiksek sesle konusan miisterilerinin sohbetini dinler. Saglarinin se-
kil almasini beklerken kamera agisinin uzaklagarak vurgu yaptig1 Almanca
mimarlik dergisindeki evleri inceleyen kadina digeri “Nasil, giizel seyler
var m1?” diye sorar. “Bizim yaptirdigimiz villalar bundan daha giizel” diye
cevap verir kadin. “Belki ama ben simdiye kadar plani bundan daha giizel
¢izilmis bir villa gérmedim” dediginde soruyu soran kadinin o projelere
6ykiinen ve muhtemelen de erismesi miimkiin olmayan birisi oldugunu ve
kendi ekonomik durumunun kadindan iistiinliigiinii anlayan digeri yakala-
dig1 bu firsata sevinmiggesine “Siz bir de bizimkini gériin. Eminim ¢ok be-
geneceksiniz. Tek katta salon hari¢ tam sekiz oda var. Dam boylu boyunca
yizme havuzu” diyerek yaptirdiklari evi anlatir. Bu sirada kamera Soray’a
odaklanir. Kendi ev hayalleri apartmanlarin kiigiik karanlik zemin kat dai-
releri ile gecekondular arasinda sikigmigtir. Yiiziinde hiiziin ve sagkinlikla
karigik bir ifade belirir.

Kadinlardan birisi “Ne diyorsunuz! Yiizme havuzunu dama ¢ikartmak
korkung bir fikir” diye saskinlikla sézlerine devam edince diger kadin gurur-
la “Ustelik havuzun bir kenari tamamen kalin cam, suya dalinca insan etrafi-
n1 mitkemmel seyredebiliyor. Yiizmiiyor uguyor sanki. Diisiiniin siz yiizerken
insanlar agagida yiiriiyor.” diyerek yiiziinde kii¢iimseyen bir tavirla evi anlat-
mayi bitirir. Ilk bagta evi sagkinlikla dinleyen kadin etkilendigini gizlemeden
“Ah! Nefis harikulade bir sey bu. Kaca cikiyor bu villa?” diye sordugunda
digeri “Ilk tahmin iki milyon liraydi ama mimar simdi ii¢ milyon liradan aga-
g1 ¢cikmaz diyor.” diyerek cevap verir. Arzular bulanir. Yere ¢omelmis gibi otu-
rarak hizmet veren hem hayalleri hem de varlig1 kadinlarin ayaklarinin di-
binde ezilen Soray’in yiiziindeki sagkinliga kamera odaklanir ve sahne
degisir. Bir evin mimari tasarimi tizerinden sinifsal farkliliklar kapagir.

1978 yilinda, Tiirkiye’nin iginden gegtigi dSnemin ruh halini, zenginles-
me arzusunu, ekonominin kendinde birakti§1 yaralar1 gazetelerin dagitta
kuponlardan ¢ikacak iiriinlerle, arabalarla sarma arzusundaki vatandasi,
Kemal Sunal Koseyi Donen Adam filminde yansitir. Atif Yilmaz’'in yonettigi
filmde Sunal’a Meral Orhonsay eslik eder. Filmde mimarligin konular: ev-
lerden, agklardan siyrilmis, sokaga tasip, kamusal alana bulanmuigtur.

“Kat, otomobil, Sitkran, amca, haci baba, kdseyi...” diyerek sayiklayan
Kemal Sunal parkta kaydirak tistiinde uyanir. Arka planda duvara siyasi

In Turkey, infiltration of an issue about architecture or a building into daily
life rarely occurs regardless of citizen rights and legal discussions. While
the politically motivated discussions about everyday aesthetics are shaping
the public buildings and spaces, housing projects boosted by advertisement
campaigns and shopping malls launched with splendid events break into
our lives with monstrous construction sites, and when they are completed,
with rearranged roads and increasing traffic congestion.

Hoping that it will be eye-opening to understand today, I want us to re-
member the movies that have been infiltrated by the issues about architec-
ture whose famous actors and actresses pulled the crowds into movie the-
aters. To contemplate on how architecture and related issues touched upon
the culture of everyday life...

In 1961, Tirkan Soray and Ayhan Isik came together for the movie
called The Bus Passengers directed by Ertem Goreg. In a scene, the architect
of the housing project adjacent to the gecekondu neighborhood walks
around the construction site for production control. The moment he turns
his back, a worker says, “The engineer is gone; remove the reinforcing
bars,” and the other workers start to pull out some of the iron bars. One
night, the architect meets his colleagues in the company owner’s house. He
cannot hide his confusion on how the building remains standing by saying,
“Let’s comply at least with one of the rules stipulated in the building code
for God’s sake.” One of the company executives replies to him mockingly,
“With prayers.” Then, the architect’s concerns about structural integrity
have been ignored in a smirking way.

“We understand your concerns but don’t worry, nobody can get us into
trouble,” says the contractor who came to the ceremony to hand over the
certificates of ownership together with a state official. The official states,
“Today, we witness a new, heart-warming and dazzling masterpiece of the
construction boom in our unprecedentedly developing country.” After the
ceremony, citizens try to find out their houses with the numbers given to
them and realize that there is a fraud when they encounter others with the
same numbers.

Another scene starts with a salesman’s words showing the apartments
on an architectural model to a client, “This is your apartment, and in
truth, nobody can do what we do today. The materials we use do not exist
even in Europe” Ayhan Isik questions the fraudulence of the contractor,
quarrels with the salesmen annoying him. When he goes out like a hero,
he says, “Open your eyes; this is not an innocent mistake. Take your cer-
tificates; the company fools you!” The architect finds himself in the mid-
dle of the corruption linked with rent-seeking construction projects and
contractor-politician relationships. His situation blends into the love
story of the plot.

In 1962, Isik and Soray came together again for the movie Bitter Life di-
rected by Metin Erksan. The audience accompanies Soray and Isik while
looking for an apartment where their love will take root. They visit gecekon-
dus and apartments together with the lovers. They witness lovers’ search
for a house, which they hope to turn into a palace with their love.

In the beauty parlor she works at, Soray overhears the customers’ con-
versation who talk as if they want to show off their wealthiness. A woman
asks, “How is it, anything beautiful?” to another woman emphasized by a
dolly-out camera move that looks through a German architecture maga-
zine while waiting for her hair model to get done. “Our villas are more
beautiful,” she replies. When the woman who asked the question responds,
“Perhaps, but I have never seen a villa whose plan is so beautifully sketched,”
the other woman realizes that her economic status is higher than the an-
swerer, who probably desires to have a villa but is unable to afford one.
Enjoying the opportunity to show off, she keeps talking about her house,
“You should see the one we have. I am sure you will love it. Just one floor has
eight rooms except for the living room. We also have a full-length rooftop
pool” This is the moment the camera focuses on Soray. Her own dreams
about having a house were stuck between gecekondus and the dark and
tiny ground-floor apartments. She looks gloomy and puzzled.

When another woman perplexedly expresses, “What on earth! It is a ter-
rible idea to have a rooftop pool,” the wealthy woman replies with a sneer-
ing facial expression, “And what is even more, is the full-length thick glass
wall on one side of the pool; when you dive, you can perfectly watch what
is around. It is almost like flying. Just imagine people walk down there
while you swim,” and ends the conversation about her villa. The woman
who has been captivated by the conversation cannot hide her astonishment
and asks, “Oh, wow! Superb, this is something wonderful. How much did it
cost?” and the other one responds, “At first, the estimation was two million
Liras, but now the architect says, ‘not possible below three million.” A
cloud now hangs over the desires. The camera focuses on the clueless face
of Soray, who serves the customers in a crouched-down position; her
dreams and existence have been trampled under the women’s heels. The
architectural design of a house reveals class differences.

In 1978, Kemal Sunal, in the movie The Man Striking It Rich, represents
the psychology of the era in Turkey, the desire for wealth, and the citizen
who wants to relieve the pains inflicted by the economy with newspaper
coupons for products and cars. Together with Sunal, Meral Orhonsay stars

Oykiiniilecek evler artik sadece yabanci dergilere ulasabilenlerin
konusu degil. Sosyal medya kanallarinda 6zendirme-bobiirlenme
yatagina yatirilip ayar verme-yola getirme presiyle sikistiriliyor,
suyu son damlasina kadar sikiliyor. Mimarligin giindelik hayatin
popiiler aynalarina yansiyan goriintiisii pek degismiyor.

Desirable houses are not only an issue for those who have access to
architecture magazines. In social media channels, they are placed
on the assembly line of consumerism-self-aggrandizement and
hammered in the press machine of regulation-discipline squeezing
every last drop out of them. The image of the architecture reflected
in the popular mirrors of daily life does not change quite a lot.
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OTOBUS YOLCULARI (1961) FILMINDEN. CIZEN: H. CENK DERELI
FROM THE MOVIE CALLED OTOBUS YOLCULARI (1961) ILLUSTRATION: H. CENK DERELI
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igerikli slogan yazan iki adam goriiliir. Sunal, yattig1 yerden dogrulur, sag:-
na soluna bakarken onlar1 gériir ve tasvip etmeyen bir mimik ile bagini sal-
lar. “Tévbe, tovbe” der. Gazetelerden topladig: kuponlarla bir giin kendisi-
ne vaat edilen tir, araba, daire gibi dev ikramiyelerle késeyi donmeyi uman
karakter icin duvara sloganlar yazmak anlasilmaz bir davranigtir. Yasaktir,
yanlistir, belki de “t6vbe, tévbe” dedigine gore giinahtr.

Yerinden kalkar, bir simit¢i yaninda durur. Kamera simitgi ile arkalarin-
daki apartmanin sagir cephesini kaplayan duvar reklamini bir arada goste-
rir. Sunal, arkasina déndiigiinde, kamera agis1 yine yiiziine odaklanir. Bu
sefer diger yonde arkasinda kalan apartmanin sagir cephesindeki bir bagka
duvar reklami gorintiiye girer. Her iki duvar reklamina da uzun uzun ba-
kan karakter sonunda gozlerini aklinda bir soru uyanmiggasina baktig: yer-
den kagirir. Suratinda olan bitene tam anlam veremeyen bir ifade vardur.

Yiiriimeye baglar. Duvarlar yarim kalmis ya da tamamlanmig dénemin si-
yasi-ekonomik ortamini yansitan sloganlarla kaplidir. Bir yanda apartmanin
tiim cephesini kaplayan cesitli markalara ait reklamlar, diger yanda politik
icerikli goriiglerin ifade edildigi duvar yazilari. Sunal’in duvar yazilari ile kar-
silastig1 bu uzun yiirtiyls, hangi yazinin yasal, hangisinin yasadis1 oldugunu
diisiindiigii bir an olarak yansitilir. Bu yiiriiyiis sahnesinden hemen sonra
sanki bir karara varmig¢asina biriktirdigi kuponlari cebinden ¢ikartacak, yir-
tacak ve sunu soracaktir: “Kime inanacagiz, neye giivenecegiz?”

Kemal Sunal seksenli yillarin sonunda Kartal Tibet’in yonettigi Giilen
Adam filminde kentsel dontgiim projeleri ve yikimlar ile ekonomik sikinti-
lar arasinda kalmig ama her seye ragmen aile kurmak, mutlu olmak ve yasa-
mak isteyen bir adam olarak kargimiza ¢ikar. Ama bu defa Sunal’in karak-
terinin toplumun normalleri ile ¢elisen gizemli bir uyumsuzlugu vardar.
Dogdugu anda bile aglamamus, hep giilmiis bir adamdir Sunal. Basit iglerde
calisan bu fakir karakter hayatinda ne zorluk yasamis olursa olsun hep giil-
miis, uygunsuz anlardaki bu tepkisi onu hep zor duruma sokmustur. Evlen-
digi kadin, gecekondu yikimlarinda gérev yapan bir polis memurunun ki-
z1dir. Polis, onaylamadigi bu evlilik yiiziinden kizini evlatliktan reddeder.
Cift gecekonduda yagsamaya baslar ancak kizgin polis baba, yikim ekipleri
ile giderek onlar1 yerlestikleri her gecekonduda bulur. Evlerini yikar.

Dar gelirlinin yasam miicadelesi ciftin hayatlariyla, kanun koyucu ve y6-
netenin giicii de polis baba karakteri ile anlatilir. Cift yeni bir yere tagindik-
ca baba peslerinden gelir. Bu tekrardan ¢ikmak icin ¢ift tekerlekler iizerin-
de hareket edebilen bir ev insa eder. Ekip geldiginde onlara direnmek
yerine evlerini gekerek yer degistirirler. Bu taktik onlara gehirde nerede is-
terlerse konaklama esnekligi de getirir. Kentte var olma miicadelesi onlar1
Istanbul’daki Kiz Kulesi manzarali bir ev sahibi yapar.

Film siirdiikge tekerlekler iizerindeki ev de siirekli yer degistirir. Bu yer-
lerden birinde esi dogum yapar. Aglayan oglunu goriince Sunal da ilk defa
aglamaya baglar. “Ben her seye giildiim gectim ama oglum agliyor, hep ag-
layacak m1? Hakkim yok. Onu diinyaya getirmeye hakkimiz yok.” der, disa-
r1 ¢ikar. Kepgeler ve yikim ekipleri polis sirenleri esliginde gériintiiye girer.
Evini yine ¢ekmeye baglar. Doktor arkadas: “Nereye?” diye sorar. “Oglu-
mun aglamadan biiyiiyebilecegi bir yere” diyerek cevap verir. Doktor “Oyle
bir yer var m1?” diye sorunca séyle diyecek ve film bitecektir: “Arayacagim,
belki vardir. Giiniin birinde bulurum elbet.”

O yeri bulmus mudur, oglu orada gilmiis miidiir bilemeyecegiz. Ama
pek cogumuzun arayisinin devam ettigi ortada. Pandemi kosullarinda, se-
hirden uzaklasip tekerlekli seyyar evlerinde yasamaya baglayanlar evlerini
kendileri ¢ekmeseler de Sunal ile benzer umutlar1 paylasiyor. Sokaklarda
makbul olan sloganlar panolarda, na-makbul olanlarin iistleri hala farkli
renklere boyaniyor. Hatta bu yer kapma miicadeles1 sokaklardan, telefon
ekranlarina bulagmig durumda. Ceplerimizdeki mecranin oturma odasinda
bile bu kapigma siiriiyor. Kuralina uygun yapilmamus, kuralina uydurulmus
yapilar depremlerde yikiliyor, milyonlarcasi da eli kulagindaki depremler-
de yikilmay1 bekliyor. Oykiiniilecek evler artik sadece yabanci dergilere
ulagabilenlerin konusu degil. Sosyal medya kanallarinda 6zendirme-bg-
biirlenme yatagina yatirilip ayar verme-yola getirme presiyle sikistiriliyor,
suyu son damlasina kadar sikiliyor. Mimarligin giindelik hayatin popiiler
aynalarina yansiyan goriintiisii pek degismiyor.

*Koseyi Donen Adam filminden replik.

Iletisim igin: cenk@nobon.net

in the movie directed by Atif Yilmaz. In the film, the architectural issues get
disconnected from the houses and love stories; they overflow the streets,
and blend with the public space.

“Apartment, car, Siikran, uncle, hadji father, strike..” mumbling Kemal
Sunal wakes up on a slider in a park. In the background, we see two guy
writing political slogans on a wall. He gets up, looks around, realizes the
guys, and nods his head with an unapproving gesture. “God forbid,” he says.
Writing slogans on a wall is an action that does not make sense for a char-
acter expecting to strike it rich with huge prizes such as trailer trucks, cars,
apartments from the newspaper coupons he collects. It is forbidden, wrong,
and even sinful since he says, “God forbid.”

He gets up and stands just next to a simit seller. Together with the seller, the
camera records the blind wall of the building behind, covered by an advertise-
ment. When Sunal turns his back, the camera focuses on his face once again.
This time, we see another ad on the blind wall of the building across. The char-
acter stares at both wallcoverings and turns his eyes away as if a question has
come to his mind suddenly. He has a bewildered expression on his face.

He starts walking. The walls are covered with either complete or unfin-
ished slogans reflecting the political and economic atmosphere of the era. On
the one hand, there are buildings with wallcovering advertisements of vari-
ous brands and graffiti expressing political opinions, on the other. Sunal’s
long walk during which he encounters the writings on the wall reveals his
thought process on which writing is legal or illegal. Immediately after this
scene, he takes the coupons he has collected out of his pocket as if a decision
is made and rips them up. Then, he asks, “Whom to believe, what to trust?”

Directed by Kartal Tibet at the end of the 1980s, Kemal Sunal starred in
amovie called The Laughing Man. In the movie, he portrays a man who tries
to have a family and live happily even though he is overwhelmed with ur-
ban transformation projects, demolitions, and economic struggles. This
time, Sunal’s character has a mysterious incongruity challenging the social
norms. Sunal was not crying but laughing even when he was born. As an
unskilled worker employed here and there, Sunal laughs no matter what
kind of difficulty he is in, and this reaction, especially in inconvenient
times, always puts him in trouble. The woman he married is the daughter of
a policeman in charge of the demolition of gecekondus. The policeman dis-
owns her daughter due to this marriage he disapproves of. The couple starts
to live in gecekondus, but the resentful father locates them every single
time together with demolition workers. He brings their houses down.

e couple’s life represents the low-income families’ struggle to live,
the character of the father/policeman portrays the lawmakers and
lers. The father goes after them every time they move to a new place.
gfbreak this cycle, the couple builds a mobile home on four wheels. Rather
an resisting the demolition workers, they simply move elsewhere by
hauling their home. This is an intelligent tactic granting them the flexibil-
ity to stop over wherever they want in the city. Their struggle to live in the
city turns them inggfhomeowners with the scenery of Maiden’s Tower.

During the le, the mobile home moves from one place to the other.

home once again. The doctor, his friend, asks, “Where?” He repliesff Some-
where, my son can grow up without crying” When the doctorfdds, “Is
there really a place like that?” he says, “I will look for it. One dagl will find
it somehow,” and the movie ends.

We will never know whether he found that place or his so
or not. Most of us, however, keep looking for it. During th
ple living in their mobile homes far from the cities shar
Sunal even though they do not haul their homes t
slogans take their place on billboards in the street
ones are covered with different colors. The stryble to claim a spot reveals
itself even in our mobile phones. It goes onjgfthe living rooms in our pock-
ets. Rule-breaking but covered-up builgfhgs topple down in earthquakes
while the others are just waiting fog#®imminently. Desirable houses are not
only an issue for those who access to architecture magazines. In social
media channels, they aced on the assembly line of consumerism-self-
aggrandizem hammered in the press machine of regulation-disci-
pline squeezing every last drop out of them. The image of the architecture
reflected in the popular mirrors of daily life does not change quite a lot.

aughed there
andemic, peo-
milar hopes with
selves. Acceptable
hile the unacceptable

*Actor’s line from the movie The Man Striking It Rich

Contact: cenk@nobon.net

GULEN ADAM (1990) FILMINDEN. CIZEN: H. CENK DERELI
FROM THE MOVIE CALLED GULEN ADAM (1990) ILLUSTRATION: H. CENK DERELI
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Gundelik hayat,
Istanbul kent parklan
ve pandemi

Kadir Has Universitesi Mimarlik Béliimii, Mimarlik ve Kent Calismalari

Yiiksek Lisans Programi Direktorii Dog. Dr. Ezgi Tuncer ve Washington
Universitesi Doktora Sonrasi Arastirma Gérevlisi Dr. Giirbey Hiz; Kadir Has
Universitesi Mimarlik ve Kent Calismalar: (Ingilizce-tezli) Yiiksek Lisans
Program1 dahilindeki Arastirma Yontemleri ve Disiplinleraras: Yaklasimlar
dersinde, normatif kamusal mekan ve yesil alan anlayisina elestirel bir bakisla,
Istanbul kent parklarina, korularina ve giindelik hayat pratiklerine odaklandilar.
Dersin katilimcilarindan bes kisinin makalesine, bu alanlarin giindelik hayatin
ongoriilemeyen pratiklerine nasil ev sahipligi yaptigini tartigmak icin yer veriyoruz

Dosya Dossier: Ezgi Tuncer & Giirbey Hiz

The director of Kadir Has University Architecture and Urban Studies Graduate
Program Ezgi Tuncer, and Washington University Post-Doctoral Research Fellow
Giirbey Hiz focused on urban parks, groves, and everyday practices in Istanbul
with a critical approach towards the normative public space, and green areas
understanding in Research Methods and Interdisciplinary Approaches class of Kadir
Has University’s Architecture and Urban Studies Graduate Program (In English -
with thesis). Five articles from the class participants have been included to discuss
how these spaces contain the unpredictable practices of everyday life

Dalily life, urban parks

In Istanbul and
the pandemic

Tasarimin giindelik hayat1 yénetme giicii var midir? Bu soruya kestirme-
den “evet” yanitin1 vermek miimkiin ¢linkii tarih boyunca ¢esitli iktidar
bicimleri, giindelik hayat pratiklerini, toplumsal egilimleri ve akiglar1 dii-
zenleme, yonlendirme, kontrol altina alma, baskilama ve hatta disipline
etme amaciyla mekini ve mekénsal tasarimi kullandilar. Ancak, egemen
iktidarlarin uyguladig: kontrol ve disiplin stratejilerine kars1 giindelik ha-
yatin taktikleri, bu arzuyu ¢ogu zaman bosa ¢ikartti. Bir bagka deyisle giin-
delik pratikler, kendiliginden, beklenmedik, ansizin bi¢imlenmelerle ek-
siklikler, aksakliklar ve kesintiler yaratt1 ve durmaksizin yaratmaya devam
ediyor. Hesaplanan, tasarlanan, planlanan tasarimlar ve stratejiler, giinde-
lik hayatin tahmin edilemez olugsumlariyla sinaniyor ve ¢ogu zaman tasa-
rimci1y1 ya da tasarimin giiciinii kullanma niyetinde olan iktidarlar siiphe
icerisinde birakiyor.

Bu meseleyi irdelemek tizere, Kadir Has Universitesi Mimarlik ve Kent
Galigmalar (Ingilizce-Tezli) Yitksek Lisans Programi dahilindeki Aragtir-
ma Yontemleri ve Disiplinleraras: Yaklasimlar dersinde, normatif kamusal
mekan ve yesil alan anlayigina elestirel bir bakisla, Istanbul kent parklarina,
korularina ve giindelik hayat pratiklerine odaklandik. Pandemi giindemiy-
le degeri, anlami ve kullanimi artan Istanbul kent parklarini iktidar, mekan
{iretimi, giindelik hayat ve pratikleri iizerinden incelemeye koyulduk. Is-
tanbul kent parklari, tasarlanan, planlanan kentsel bosluklar, agik yesil
alanlar olmalarinin 6tesinde nasil bir toplumsalliga ev sahibi olurlar? Bu
soruya cevap arayan arastirmalar, kent parklarinin sadece dinlenme, spor,
eglenme, yeme-igme gibi serbest zaman aktivitelerinin yapilabilecegi acik,
kamusal yesil alanlar olmadigini, bunlarin yani sira, giindelik hayatin 6n-
goriilemeyen pratiklerine, s6zgelimi, protesto gosterilerine, eylemlere, da-
yanigsma ve Orgiitlenmelere, marjinallestirilen gruplarin bulugmalarina da
imkan saglayan, 6nceden 6ngorillmeyen muhtelif yasantiya sahip mekan-
lar olduklarini ortaya koyuyor.

Dersin her bir katilimcisi, kendi ¢aligma sahasini secerek ders kapsamin-
da etiit edilen disiplinlerarasi yaklasimlar ile alanlarina yaklagtilar. Bazi ka-
tilimcilar, belli bir rutinle deneyimledikleri kent parklarini tercih ettiler,
bazilari ise 6zellikle merak ettikleri ve bu arastirma sayesinde vakit gegire-
bilecekleri uzak korulari segtiler. Arastirmalarin bir kismi, park killtiiriiniin
tarihine ve doniisiimiine odaklanirken, bazilari ise tam bugiin pandemi sii-
recinde parklar nasil bir yagsantiyr miimkiin kiliyor sorusunun pesinde oldu.
Istanbul’un muhtelif bélgelerinden derse dahil olan park aragtirmalari sa-
yesinde birbirinden farkli dinamiklerle kurulan ve bozulan ve tekrar kuru-
lan Istanbul’un park kiiltiirii hakkinda tartisma imkani bulduk.

Cemile Nihan Turan, tarihsel arsivlerde yaptigi yolculukta kargilastig:
kaynak ve haber taramalar: tizerinden Magka Demokrasi Parkinin korku,
tekinsizlik ve 6zgiirlitk sdylemleri arasinda gidip gelen temsil seriivenine
odaklanirken, Rengin Aytan Validebag Korusunun politik atmosferine ve
iktidarlara karg1 goniillillerin verdigi miicadeleye dikkatimizi ¢cekiyor. Yesim
Alpaydin ise, tarih boyunca gosterinin mekéni olan Yogurt¢u Parkinin top-
lumsal-tarihsel konumunu ve izleyicilerin degisen rollerini sorguluyor. Sezgi
Uygur, Roma Bostanina ve Sanatkarlar Parkina yaptig ritmik ziyaretlerde
topladigy, fotografladig: atiklarin anlamlarini “Perecvari” bir dille yorum-
larken parkin giindelik ritmini kesfediyor. Gizem Inalbars ise, 6zellikle de
pandeminin daralttig1 kent hayatinda, kenti ¢ogaltmanin bir yolu ve yeni bir
yesil alan kullanim bi¢imi olarak gida toplayicilig: aktivitesini anlatiyor.

Does design have any authority over daily life? It is possible to simply answer “yes” since
various types of authority and power have always employed space and spatial design to or-
ganize, channel, control, suppress, and even to discipline daily practices and social tenden-
cies and currents throughout history. However, tactics of everyday life against the hegemo-
nic powers’ strategies to control and discipline have annulled this desire most of the time. In
other words, everyday practices unceasingly create and have created deficiencies, inconve-
niences, and interruptions in autochthonous, unexpected, and instantaneous ways. Calcula-
ted, planned designs and strategies stand the test of the unpredictable phenomena of daily
life. They mostly render both the designer and the authorities who intend to use the power
of design suspicious.

To elaborate on this issue, we focused on urban parks, groves, and everyday practices in
Istanbul with a critical approach towards the understanding of normative public space and
green areas in Research Methods and Interdisciplinary Approaches class of Kadir Has Univer-
sity’s Architecture and Urban Studies Graduate Program (In English - with Thesis). By taking
power, place-making, everyday life, and everyday practices into consideration, we began to
study urban parks in Istanbul whose use, meaning, and value have increased, especially du-
ring the pandemic. How can the urban parks of Istanbul harbor a sense of community be-
yond simply being designed and planned urban spaces and open green areas? Rather than
merely being open and public green areas for pastime activities such as recreation, sports,
entertainment, and consumption, researchers seeking an answer to this question assert that
urban parks encompass unpredictable varieties of experiences enabling unforeseen activi-
ties of daily life such as protests, demonstrations, solidarity, organizations and meetings of
marginalized groups.

All class participants picked their research areas and approached them according to the
interdisciplinary perspectives covered as a part of the curriculum. Some participants preferred
the urban parks they experience routinely, and others picked the groves they are particular-
ly curious about, and they can spend time in thanks to this assignment. Some researchers
have focused on the history and transformation of the urban park culture. In contrast, the
others studied the kind of lifestyles urban parks enable during the pandemic. Thanks to the
variety of researchers who attended the class from different parts of Istanbul, we had the
opportunity to discuss Istanbul’s urban park culture produced, perished, and reproduced
with multiple dynamics.

Relying on the sources and news search she experienced during her journey in historical
archives, Cemile Nihan Turan focuses on the issues of representation vacillating between dis-
courses on fear, dubiousness, and freedom. At the same time, Rengin Aytan draws our attenti-
on to the political atmosphere of the Validebag Grove and the struggle of the volunteers aga-
inst the government. Yesim Alpaydin, on the other hand, questions the changing roles of the
users and the social-historical position of the Yogurt¢u Park that has always been a place for
demonstrations throughout history. Sezgi Uygur discovers the daily rhythm of the park with
a “Perec-esque” tone by interpreting the meanings of the garbage they photographed in their
rhythmic visits to Roma Urban Garden and Sanatkarlar Park. Gizem Inalbars tells us about
the food-gathering activity as a method of multiplying the urban, and a novel way of using
green areas in the urban life that has been highly constrained by the pandemic.
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Ozgiiriik ve tekinsizlik arasinda:
Macka “korku” Parki
“The park of horror":
Macka Park between liberty
and the uncanny

Yaz1 Text: Cemile Nihan Turhan

Medya arsivlerinde 2004 tarihli bir haber... Sehrin en merkezi konumlarindan birinde
bulunan Magka Parkr’nda vuku bulan korkutucu olaylara yer verilen bu haberde park,
“Magka ‘Korku’ Parki” olarak anilmakta (1). Son dénemde popiilaritesi bir hayli artan
Magka Parki ile ilgili bu tiir haberler akillara su soruyu getiriyor: “Insanlar ne zaman-
dan beri Magka Parkina korkmadan girebiliyor ve bu mekanla iligkilenebiliyor?” Bu
sorunun cevabini ararken parkin “6zgiirlik” ve “tekinsizlik” arasindaki yolculuguna
odaklanmak yararl olabilir.

Bugiin Kabatag (Dolmabahge), Nisantag1 (Magka), Taksim ve Harbiye arasinda
Kongre Vadisi olarak adlandirilan bélgede bulunan Magka Parki, 110.000 metrekare-
lik alani ile Istanbul’un en biiyiik sehir parklarindan biri. Ayrica sehrin ana arterlerinin
kesisim noktasinda yer almasi sebebiyle sehirdeki diger bir¢ok yesil alana gére ulagimi
hem daha kolay hem de daha ucuz. Giiniimiizde parkta ge¢ Osmanli déneminden
kalma Dolmabahge Gazometresi, eski Gazino patronlarindan Kavran ailesine ait bir
festival alani olan Kiigiikgiftlik Park ve G-Mall adinda 6zel bir spor salonu bulunuyor.
Bunun yani sira parkin i¢inde herkesin kullanimina agik ¢ocuk oyun alanlari, kafeler,
restoranlar, prefabrik tuvaletler ve ilk sehir ici teleferik hatt1 da mevcut.

Elbette 20. yiizyilin baglarinda Park ¢ok daha farkli bir diizen ve igerige sahipti. O
dénemde Nisantast Vadisi'nde bulunan genis bir yesil aland1 (2). 1950'deki iktidar de-
gisikligi sonrasi Istanbul’un iinlii sehir planlamacisi Henri Prost gorevden alind1 ve
bolge yabanci yatirimcilar icin yeniden pazara agildi. 1954 yilinda Hilton Oteli'nin
ingaatiyla baglayan siireg, giiniimiize kadar devam etti. Bu noktada Magka Parki’'nin
calkantili tarihinde kirilma noktasi sayilabilecek iki kritik donemden s6z edilebilir.

ik kirllma noktasi, parkin uzun bir aradan sonra sehre kazandirilmasi igin 152
milyar liralik yatirimla diizenlendigi ve adina “Demokrasi” eklenerek yeniden agildig:
1993 yilina denk gelir. Ciinkii bu tarihten evvel Magka, 70’li ve 80’li yillarda hiikiimet
ve cunta rejimleri tarafindan ¢ogu zaman gérmezden gelinmis, o dénem bu muhitte
yasayanlarin pek de tercih etmedigi bir yer haline gelmistir. Bu yillardaki haberlerde
Nurettin S6zen’in Belediye Bagkanligrnda Sosyaldemokrat Halkg1 Parti (SHP) hitkii-
metinin Magka Parkrna yapacag: yaklagik 152 milyar liralik devasa bir yatirnmdan
cokea bahsedilmektedir (3). Bu haberin sehri nasil etkiledigi bilinmese de SHP’nin bu
mega yatirimi tam da bir yolsuzluk davasiyla bas ederken yapma karar1 almasi done-
min gazetecilerinin géztinden kagmamugtir.

Yaklagik iki yilda biiyiik vaatlerle diizenlenen Park, Eylil 1993’te yeniden agilir.
Hiikiimetin de katilimiyla gérkemli bir agilisa sahne olan parkin, o giinlerde siyasi
giindemi degistirme girisimlerinden biri oldugunu diisiinmemek elde degil (4). Nite-
kim tiim bu ¢abalara ragmen Nurettin S6zen, alt1 ay sonra yapilacak belediye se¢imle-
rinde Recep Tayyip Erdogan’in karsisinda konumunu kaybedecektir. Bununla birlikte
Sisli Belediyesi de cogunluk oyla Anavatan Partisi’ne gecer ve kimi kdse yazarlar1 bu
degisimin altinda da tamamen S6zen’in bagarilar1 ve bagarisizliklarinin yattigini iddia
eder. Ancak bu gegis ne Sislililer i¢in ne de Magka Parki i¢in iyi bir gelisme sayilamaz.
Kisa bir siire sonra $isli Belediye Bagkani segilen Giilay Aslitiirk’iin gorev siiresi bo-
yunca yolsuzluk yaptig1 iddialar1 giindeme gelir ve Aslitiirk bu haberlerden sonra yurt
disina kagar. Béylece Sarigiil, 1999°'da daha sonra {i¢ dSnem tekrarlayacag: belediye
bagkanlig1 gérevine segilir. Bu durum park tarihindeki ikinci kirilma noktasini olug-
turmaketadir.

Sarigiil’iin ddnemi baglayinca parkla ilgili planlar degismeye baglar. Siglinin refah
diizeyini yiikseltmeyi kafasina koyan Sarigiil’iin 6zellikle 2001-2007 yillar1 arasinda
Magka Parkr’nda sayisiz etkinlik diizenlemeye ¢alistigini medya arsivlerinde gézlem-
lemek miimkiin. Bunlara bahar senlikleri, hayvan yiiriiytisleri, kosular ve hatta paten
yarismalari da dahil edilebilir (5). Bu refah dénemi, Istanbul’un ve 6zellikle Sisli sa-

News from 2004 in the media archives about Magka under the title, Magka “Horror”
Park, mentioned the frightening events in this park, which is in one of the most cen-
tral places of the city (1). This kind of news about Magka Park, whose popularity has
increased recently, always brings the following question to mind: “When did people
stop being afraid of entering and using Magka Park?” In the light of this question, it
is helpful to focus on the park’s journey between “liberty” and “uncanny”

Magka Park is in a large area called Congresses Valley between Kabatas (Dol-
mabahge), Nisantag1 (Magka), Taksim and Harbiye today. It is one of the largest
city parks in Istanbul, with an area of 110,000 square meters. In addition, since it
is located at the intersection of the city’s main arteries, transportation is easier
and cheaper than many other green areas in the city. In this park, there is Dol-
mabahg¢e Gasometer from the late Ottoman period, Kiigiikgiftlik Park, a festival
area, which belongs to the Kavran family, one of the former Casino bosses, and a
private gym called G-Mall. Inside the park, there are children’s playgrounds, ca-
fes, restaurants, prefabricated toilets, and the first urban cable car line, which are
open to everyone’s use.

The Park had a different layout and content at the beginning of the 20th centu-
ry. It was an extensive green area in the Nisantag1 Valley (2). With the change of
power in 1950, Henri Prost was dismissed, and the region was designed for foreign
investors. This process began in 1954 with the construction of the Hilton Hotel
and has continued until today. There are two critical periods in this tumultuous
history of Magka Park that can be considered as breaking points.

The first breaking point was 1993 when the park was organized with an invest-
ment of 152 billion liras to bring it to the city after a long time and reopened by add-
ing “Democracy” to its name. The significance of this history comes a little from
here. Before this date, Macka was ignored by the government and junta regimes in
the 70s and 80s. This large green area looks like a place that the city dwellers do not
prefer. It was reported that the government would make a massive investment of ap-
proximately 152 billion Turkish Liras in Magka Park under the mayor of Nurettin
S6zen and the Social Democratic People’s (SHP) Party (3). It is unknown how this
news impacted the city, but SHP made this mega-investment while dealing with a
corruption case that did not go unnoticed by the journalists of the period.

The Park, organized in about two years with great promises, was opened in Sep-
tember 1993. It is impossible not to think that the park, which witnessed a flam-
boyant opening with the participation of the government, was an attempt to
change the political agenda used by the government (4). As a matter of fact, despite
all these efforts, Nurettin S6zen would lose its place against Recep Tayyip Erdogan
in the municipal elections six months later. Although some columnists claimed
that S6zen’s successes and failures underlie this change, Sisli Municipality mostly
passed to the Anavatan Party. However, this transition did not bring excellent
news for both $isli residents and Magka Park. The allegations that Giilay Aslitirk,
elected mayor of $isli, committed corruption during her tenure came to the fore,
and she fled abroad after a short while. In this way, Sarigiil was elected mayor in
1999, which he would repeat for three terms. This situation constitutes the second
breaking point in the history of the park.

When Sarigiil’s period began, the plans against the park started to change. It is
possible to see that Sarigiil, who set his mind to increase the welfare level of Sisli,
tried to organize numerous events in Magka Park, especially between 2001-2007.
These include spring festivals, animal walks, runs, and even skating competitions
(5). This period of prosperity probably enabled the residents of $isli, all of Istanbul,
to undermine their prejudices against the park. Then, in 2013, the Gezi Park Resis-
tance happened. This resistance did not only affect Gezi Park. It was the beginning

kinlerinin parka kars1 o zamana dek tirettikleri 6nyargilarini yikmalarini saglamis ola-
bilir. Bu siirecin ardindan 2013 yilinda Gezi Parki Direnisi gergeklesir. Bu direnis sa-
dece Gezi Park’mi etkilemekle kalmaz, ayni zamanda insanlarin parklari gérme
bi¢iminde bir degisimin de baglangicidir (6).

O dénemden 6nce Magka Parki, 90’11 yillarin sonlarinda inga edilmesi planlanan
Siileyman Demirel K6priisiine kars: savunulduysa da bolgede bir dayanigma aginin
kurulmasi ancak 2017 yilint bulur (7). Dolmabahge-Levazim Tiineli’nin ingasi i¢in
kesilecek 200 agag¢ i¢in halk forumlar olusturmus, dayanigma aglariyla is birlikleri ya-
pip bu kararin iptal edilmesini saglamislardir. Ancak Parkta gériilen sivil aktivizm
ornekleri yalnizca parki korumaya yonelik siyasi hareketlerle sinirli kalmamuistur.

CHP’nin 2017'de Magka Parkr’ndaki Adalet Nobetini tamamlamasi, bu bolgeyi
cok daha siyasi bir yer haline getirmigtir (8). Daha sonra kadin dayanigmasi ve sendi-
kalar1 da buray1 toplanma alani olarak kullanmaya baglamigtir (9). Bunlarin yani sira
acik olan kamusal alanlarin degerinin pandemi nedeniyle artmasi1 Magka Parkr’ni za-
man iginde oldukga kalabalik ve heterojen bir yer haline getirir. Tiim bu siirecin sonu-
cunda Magka Parkr’nin imaj1 6nemli 6l¢iide degismis gibi gériinse de Parkin bir bagka
yonii bu ¢ikarimu celigkili kilmaktadar.

Parkin bu alternatif anlatilar1 digerine gére ¢ok daha zamanin igine yayilmis ve
buranin soylulagtirilma siirecinden daha 6rtitk bir halde durmaktadir. Freud’un “te-
kinsiz” kavrami kullanilarak parkin bu y6nii hakkinda tamamen farkli bir sdylem
olugturulabilir. Parkin 50’li yillarda baglayan terk edilme siireglerine odaklanmak bu-
rast hakkinda farkli bakig agilarinin iiretilmesine olanak saglar. Haberlere de yansidi-
&1 izere Magka Parki bir¢ok sugun islendigi ve insanlarin vakit gegirmekten hoslan-
madig1 kontrolsiiz bir yerdir (10). Ozellikle 70li yillarda gikan haberler, bolgedeki
Artigiana Diigkiinler Evilnden kagan ¢ocuklarin burada yagamaya basladigini, hirsiz-
lik yaptigini ve yoldan gegenleri korkuttugunu gostermekeedir. Ne yazik ki bu konuda
daha detayl: bir arsiv bilgisi bulunmamakla birlikte yine de sug oranlar1 ve parktaki
evsizlik “sorunu”, bu alani bolgedeki orta-iist siniftan ayiran baglica nedenlerdendir.
On yillardir bu terk edilme siirecini kontrol etmek veya sona erdirmek i¢in yapilan
bir¢ok ugrasiya ragmen, park bir sekilde kendi tekinsiz formuna geri donmeyi basarir,
taki 1993 yilinda parkin yeniden diizenlenmesine kadar. Bu 6nemli adim, parkin kor-
kutucu goériintiisiinii yerinden ediyor gibi goriinmektedir, oysa 1995 yilina ait haberler
belediyenin vaatlerinin gogunu yerine getirmedigini ve parkin yeniden terk edildigini
gostermekreedir (11).

Mustafa Sarigiil doneminin ardindan da belediye ekipleri, park: “temizlemek” igin
bu bolgede yasayan evsizlerle ilgili her seyi yikmig ve yonetim evsizleri zaman igerisin-
de bir sekilde parktan ¢ikarmayi bagarmigtir (12). Belediyenin parka yapisan “korku”
imajin1 yok etmek i¢in yaptig1 bu hamleler ne yazik ki bolgede yasanan sug olaylarini
engellemis gibi gérilnmemektedir. Son on bes yilda parkta ¢ikan ve medyaya yansiyan
haberlere bakildiginda hala korkutucu suglarla kargilasmak miimkiin. (13). Ancak asil
ilgi ¢ekici olan Sarigiil doneminde yapilan bu temizlik operasyonlarinin parkin de-
mografisi tizerindeki etkisidir. Uzun siiredir ihbar edilen suglarin higbirinde evsizlere,
tinercilere ve seks iscilerine rastlanmamakta. Aksine ¢ogu haber park kullanicilarinin
birbirlerine yagattig tirkiitiicii durumlardan bahsetmektedir. Evsizlerin parklardan
atilmas parktaki sug oranlarini diigiirmese de son zamanlarda yasanan korkung saldi-
rilara ragmen insanlarin Magka Parkr’na korkusuzca girmeye devam etmesi, muhte-
melen {izerine yapisan “tekinsiz” imajinin 6nemli 6l¢lide azalmasiyla alakali. Yazinin
bu noktasinda bagta akla gelen soruya geri ddnmek miimkiin. On yillardir sahip ¢iki-
lip her seferinde yeniden terk edilen bu kamusal alana bakigi tam olarak degistiren
nedir? Farkli bir ifadeyle, insanlarin korkularindan arinmasi Park’: tizerine yapigmig
stigmalardan kurtarmak i¢in d6nemin iktidarlarinin yaptig1 “temizlik” ¢aligmalarinin
bir sonucu mu yoksa bunu sadece mevcut pandeminin sosyal hayatin ¢ogunu yok edip
insanlar1 parklarla bag baga birakmasina mi1 baglamali?

Cevap ne olursa olsun, bu mekén i¢inde yogun bir hafiza barindirmakta. Ve bu
hafizadaki anlat1 sadece park kullanicilarinin degil, burada yasayan evsizlerin, ¢arka
cikan seks iscilerinin ve bu parka siginan tinercilerin hikéyesi; hatta belki de burada
yasamasina ragmen uzun siire korkudan buradan gegemeyenlerin ve gii¢ elde etmek
icin buranin iizerinden gesitli politik menfaatler iiretenlerin de. Oniimiizdeki siirecin
neyi gosterecegi belli olmasa da bu sorularin tek ve kesin bir cevab1 olmadig gergegiy-
le ytizlesmek gerekiyor. Ancak bu sorularin hangi yeni sorulara yer agacaginin izini
sirmek hél4 miimkiin.
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of a change in the way people used to see parks (6).

Before that period, Magka Park was protected against the Siileyman Demirel
bridge, built in the late 90s but establishing a solidarity network in the area coincided
solely with 2017 (7). People set up forums for the 200 trees to be cut down to con-
struct the Dolmabahce-Levazim Tunnel, cooperate with solidarity networks, and
ensure that this decision would be terminated. At this point, the examples of civic
activism seen in the park are not only political movements to protect the park.

Significantly, the CHP’s conclusion of its Justice Watch in 2017 in Magka Park
made this area a much more political place (8). Later, women’s solidarities and
unions began to use this place as a gathering area (9). In addition to these, the in-
crease in the value of open public spaces resulting from the pandemic has made
Macgka Park a very crowded and heterogeneous place over time. As a result of this
whole process, the image of Magka Park seems to have changed significantly, but
another aspect of Magka Park makes this inference a bit contradictory.

These alternative narratives of the park spread over time and are more implicit
than the gentrification of the park. A completely different discourse can be created
about this aspect of the park using Freud’s concept of the uncanny. It focuses on
the abandonment processes of the park that started in the 50s, allowing different
perspectives to be produced about this place. As reflected in the news, Magka Park
was an uncontrolled place where many crimes occurred, and people did not like to
spend their time there (10). Especially in the 70s, the news showed that the chil-
dren who fled the Artigiana Workers’ House in the region slept here, robbed, and
scared the passing people. Unfortunately, there is no more detailed archive infor-
mation on this subject. Still, crime rates and the “problem” of homelessness in the
park are major reasons separating this area from the middle-upper class in the re-
gion. Despite many repeated efforts to own and control this abandonment process
for decades, the park somehow manages to return to its uncanny form until the
reorganization of the park in 1993. This significant step seems to displace this hor-
ror image of the park, but 1995 columns demonstrate that the municipality did not
do most of the promised things, and the park was abandoned again (11).

In the ensuing period of Mustafa Sarigiil, the municipal teams destroyed every-
thing about the homeless people in this region to “clean” the park, and management
of the park somehow excluded the homeless people from the park in time (12). Un-
fortunately, these moves the municipality made to destroy the image of fear stuck on
the park do not seem to have prevented the crime events in the region. Looking at the
news in the park and reflected in the media in the last fifteen years, it is still possible
to encounter horrific crimes. (13). However, the exciting part of the matter will be
the effect of the cleaning operations carried out during Sarigiil’s period. Homeless
people, thinners, and sex workers are not found in any of the crimes that have been
reported for a long time. On the contrary, most news continues to reflect the fright-
ening conditions experienced by park users. Although the expulsion of the homeless
from the parks did not reduce the crime rates in the park, the fact that people con-
tinue to enter Magka Park without fear despite the recent horrific attacks is probably
related to the fact that the image of uncanny has been significantly reduced. It is
crucial to return to the question asked at the beginning of the article. What exactly
has changed the view of this public space, which has been owned and abandoned for
decades? Is it a result of the “cleaning” works carried out by the powers of the period
to get rid of the stigmas attached to Park, which frees people from their fears? Or
should it simply be attributed to the fact that the current pandemic has taken most of
the social life and left people alone with the parks?

Regardless of the answer, it contains a very intense memory. And the narrative
in this memory is not only park users but also the story of the homeless people liv-
ing here, the sex workers who turn a trick, and the thinners who took shelter in this
park. And maybe even the story of those who couldn’t get through here out of fear
for a long time despite living here, and those who set up various policies to gain
power from here. Although it is unclear what the upcoming process will reveal, it is
necessary to face the fact that there is no single and definitive answer to these ques-
tions. But it is possible to continue to trace what new questions these questions will
open space for.
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Yesilin otesinde:
Validebag Korusu
Beyond the green:
Validebag Grove

Yazi Text: Rengin Aytan

Validebag Korusu, Istanbul metropoliiniin ortasinda, peyzaj diizenlemesi olmayan
en biiyiik yesil alan olma niteligini tagiyor. Bununla beraber, zaman i¢inde farkl1 gii¢
odaklar: birtakim peyzaj miidahaleleri ile korunun dogal ¢evresine hitkmetmeye ve
béoylece koruyu kontrol edilebilir bir alana déniistiirmeye galisiyorlar. Validebag G6-
niilliileri ise bu girisimlere kars1 yirmi yil1 agkin bir siiredir bolgeyi savunmaktalar.
Netice itibariyle koru kent i¢inde 6nemli bir sosyal alan haline gelmis durumda.

Bu baglamda Lefebvre (1), “(Toplumsal) mekén (toplumsal) bir iiriindiir” der
ve toplumsal tiretim siirecini algilanan, tasarlanan ve yasanan boyutlari i¢cinde kav-
ramsallagtirir. O halde koru iktidar stratejilerinde, goniillillerin direniginde ve
giindelik yasam i¢inde nasil iiretilmektedir? Bu soruyu cevaplamak i¢in Lefebv-
re’nin mekan {iretimine dair ortaya koydugu momentler bir arag olarak kullanila-
bilir. Bu ¢aligma, Validebag Korusu'nun toplumsal iiretim siireglerini aragtirmakta
ve korunun temsili, mekansal ve yasamsal nitelikleri arasindaki iligkilerin altini
cizmektedir. Kentliler tarafindan algilanan, belediye tarafindan tasarlanan ve go-
niilliller tarafindan yaganan korunun mekéansal anlamlar: arasinda kargilikli bag-
lantilar ve ihtilaflar s6z konusudur.

Algilanan mekan olarak Validebag Korusu

bir ziyaret¢inin neden bu koruyu tercih ettigi sorusuna verdigi cevap:
“sebrin iginde ama ayni zamanda kentsel iklimin disinda.”

“Koru”nun ne anlama geldigini anlamak i¢in, 6ncelikle giindelik pratiklere bakmak
gerekir. Lefebvre’ye (1991) gore,”mekan, giindelik ve kentsel rutinlerle es zamanli ola-
rak tiretilir” Bu baglamda, 17 May1s 2021 tarihinde koruya yaptigim ziyaret esnasinda
cesitli giinliik pratikler gozlemleme firsat1 buldum. Bir tarafta goniilliiler eylem hazirli-
gindayken, ayni zamanda bir bagka tarafta birileri piknik yapiyor, kitap okuyor, ¢ocuk-
lar oyun oynuyor ve diger bir grup bir yerde eskrim dersi alirken bir bagkasi spor yapi-
yordu. Tasarlanmamus dogal bir mekan olarak koru, giindelik yasam igerisindeki tiim
bu farkl: etkinlikleri ve daha nice potansiyeli ayn1 anda i¢inde barindirtyordu.

Bu esnada yagslar1 25 ile 65 arasinda degisen rastgele bes kisiyle birebir goriigme-
ler yaptim. Oncelikle neden herhangi bir park yerine bu koruyu ziyaret ettiklerini
sordugumda, korunun “dogal yapisinin yeni kesiflere izin vermesi” ve “farkli akti-
viteler i¢in uygunlugu” dikkatimi ¢eken ortak cevaplardan oldu..

Bir iiniversite 6grencisi, “Buraya her geldigimde farkli patikalar kesfediyorum.
Farkl1 bitki ve hayvanlari gérme sansim oluyor. Ornegin, burada yiiriiyiis yaptiktan
sonra arkadaslarim korudan topladiklari otlarla omlet yapiyorlar. Eger buras: bir
park, tasarlanmis bir peyzaj alani olsaydi, her yer aym tiirden ¢im olurdu bunun
gibi siirprizlere tamamen kapali olurdu” diye ekledi. Koru, bu anlamda tasarlanmig

Validebag Grove is the largest green area without a designed landscape in
the middle of the Istanbul metropolis. At the same time, different authori-
ties have tried to transform the grove into a controllable space by dominat-
ing the landscape. Against these intentions, Validebag Volunteers have
been defending the area for over twenty years. Consequently, the grove be-
came a significant social space in the city.

In this context, Lefebvre (1) states, “(Social) space is a (social) product,”
and he conceptualizes the social production process within perceived, con-
ceived, and lived dimensions. So, how is the grove producing in strategies,
protests, and everyday life? It is possible to use Lefebvre’s moments as a tool
to answer this question. This study explores Validebag Grove’s social pro-
duction processes and highlights relations between the grove’s representa-
tional and spatial qualities. There are interconnections and conflicts be-
tween the spaces perceived by citizens, conceived by the municipality, and
lived by the Volunteers.

Validebag Grove as a perceived space

“inside the city but also outside the urban climate.”
a woman’s answer to the question of why she prefers the grove.

To understand what “the grove” means, it is necessary to look at everyday
practices. According to Lefebvre (1991), “space is perceived simultaneously
with daily and urban routines.” During my visit on 17th May 2021, I ob-
served various daily practices. While Volunteers were organizing a protest,
some scattered people were having a picnic, reading books, children were
playing games, and a group was taking fencing lessons and sports else-
where. As an undesigned natural space, the grove simultaneously contains
all these different activities and numerous potentials in everyday life.

To this extent, I conducted one-to-one interviews with five random peo-
ple aged 25 to 65. Initially, I asked why they visit the grove instead of any
park, and their typical answer was that the grove’s “natural qualities allow
discovery” and “suitable for different activities.”

A university student said, “I discover different paths every time I come
here. I have the chance to see various plants and animals. My friends gather
herbs to put into the omelet. If it were a park, an organized landscape, they
would all be the same type of grass, and it would be closed to such surpris-
es.” The grove has a natural heterogeneity compared to designed parks, and
it allows spontaneity.
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parklara gére dogal bir heterojenlige sahip ve boylece kendiligindenlige izin veriyor.
O halde koru, dogal ¢esitliligi ve yapisi ile diferansiyel mekdn niteligi tagiyor. Le-
febvre, diferansiyel mekdn: akearirken, farkliliklari asgari (neden olunan) ve azami
(tretilen) olarak inceler. Asgari farkliliklar, tekrarlar ile olugan ve sistem tarafindan
sinirlandirilan farkliliklardir. Buna kargin, azami farkliliklar, sisteme karg1 ortaya ¢i1-
kan ve “sinirlarin 6tesinde tamamen farkli bir bagka kiime doguran” farkliliklardur.
Bu baglamda Validebag Korusu olas1 azami farkliliklari tetikleyen ve 6zgiirlestiren
bir diferansiyel mekdn gibi gériinmekeedir.

Ancak iiretici gligler, homojenlestirme yoluyla bu farkliliklar: azaltmay1 ve homo-
jenlestirmeyi amaglamaktadir. Buna bir 6rnek olarak Lefebvre, dogal mekénlarin
karsit1 olarak tasarlanmig bir mekén olarak milli parklara dikkat ¢eker ve “Doga,
‘anti-doga’ -soyutlama, isaretler ve imgeler, séylem, ayn1 zamanda emek ve iiriinleri-
araciligiyla katledilir” der. Bu, bizi ikinci boliime gotiirmektedir.

Tasarlanan mekéan olarak Validebag Korusu

“politik mekdnin goriinmez dolulugu, doganin elinden alinmas dogal
bir mekdnin boslugunda insa olur”

Lefebvre, 1991

Lefebvre (1991), tasarlanan mekanin, mimarlar ve plancilar tarafindan tasarlanan,
cesitli temsillerle gevrili mekan ifade ettigini belirtir. 2012 yerel segimlerinde Uskii-
dar belediye bagkanligina aday olan Hilmi Tiirkmen, Validebag Korusu'nun Hyde
Park’a doniigtiiriilecegini ilan eder. O zamandan beri bu projesini her defasinda fark-
11 konseptlerle halka sunmugtur. Bu projeler belediyenin kendi politik mekédnini do-
gal mekana dayatma cabasini gostermektedir.

2014 yilinda Tirkmen, seyir teraslari, agik hava tiyatrolari, hidrolik koruma
alanlar, bisiklet yollar1 yapay golet gibi yapilagmanin 6niinii agacak bilesenler ige-
ren Hyde Park projesini duyurur. Bu projeye kars1 Validebag Géniilliileri, korunun
zaten giincel haliyle bu etkinliklere alan/imkén agtigini ve aslinda korunun sadece
bakima ihtiyaci oldugunu savunur. Belediye, projeyi hayata geciremeyince, ceza-
landirir gibi korunun bakimini tamamiyla ihmal etmeyi secer.

Validebag Goniilliileri ile belediye arasindaki miicadele halen devam etmekte-
dir. Yakin zamanda Tiirkmen, Millet Bahgesi projesini duyurmugtur. Bu yeni proje,
koruya yeni belirgin islevler iceren mekanlar tahsis etmekte, bu mekanlar ise yoga
ve pilates alanlari, kafeteryalar, ¢ocuk oyun alanlari, kosu ve bisiklet yollarini iger-
mektedir. Buna kargin goniillilerin verdigi cevap degismemektedir: Koru bu ha-
liyle zaten s6z konusu iglevleri saglayabilmektedir.

Its natural diversity also provides the characteristic of differential
space. While conveying the differential space, Lefebvre examines the dif-
ferences as minimal (induced) and maximal (produced). The minimal
differences are the differences that occur with repetition and are limited
by the system. In contrast, the maximal differences are the differences
that emerged against the system and “generates another, completely dif-
ferent set beyond its boundaries.” In this context, Validebag Grove seems
to be a differential space that triggers and liberates possible maximal dif-
ferences.

However, the productive forces aim to reduce and absorb these differ-
ences through homogenization. As an example of this, Lefebvre points out
national parks as opposed to natural space and states that “Nature is being
murdered by ‘anti nature’ -by abstraction, by signs and images, by discourse,
as also by labor and its products.” It takes us to the second chapter.

Validebag Grove as a conceived space

“the invisible fullness of political space set up its rule
in the emptiness of a natural space confiscated from nature.”

Lefebvre, 1991

Lefebvre (1991) mentioned the conceived space refers to the space designed
by architects and planners, surrounded by various representations. In the
2012 local election, Hilmi Turkmen, who was running to become the mayor
of Uskudar, announced the transformation of Validebag Grove into Hyde
Park. Since then, he has repeatedly presented this project with different con-
cepts. These projects indicate the municipality’s effort to impose its own po-
litical space on the natural space.

In 2014, Turkmen announced the Hyde Park project with components
that will pave the way for construction, such as observation terraces,
open-air theaters, hydraulic protection areas, bicycle paths, and a pond.
Against this project, Validebag Volunteers argue that the grove already
contains these activities, and the only maintenance is required. In return
for implementing the project, the municipality neglected the grove as a
punishment.

The struggle between the “Validebag Volunteers” and the municipality
continues. Nowadays, Turkmen announced the National Garden project.
This new project assigns new specific points and areas. It contains yoga
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Peki, bu projeler ana islevlerinin 6tesinde ne ifade etmektedirler? Her iki projeyi
karsilagtirinca, ikincisinin dogal niteliklerinin kayda deger 6lgiide azalmug oldugunu
fark ediyoruz. Ayrica hitkiimetin giderek artan otoriter tutumuna paralel olarak be-
lediyenin miidahalelerinin siddetlendigini g6zlemlemek miimkiin. Tiirkmen koruyu
koruyacaklarini iddia etmeye devam etse de projenin render gorsellerinde agik¢a ak-
sini iddia edecek kat1 diizenlemeleri sunmaktan geri durmamaketadir.

Bu projelerle belediye, Lefebvre’nin (1991) bahsettigi sekliyle matematik, man-
tik ve strateji yoluyla koru mekénini pargalamaktadir. Koruyu bir isaretler sistemi
olarak yeniden iiretip, birtakim stratejilerle belirgin akslar dayatirken, farkliliklari
belirli kiimelerle renklendirilmis agaclara ve islevsel niteliklere indirgemektedir.
Bu mekansal stratejilerle belediye, fiziki alan iizerinde hegemonyasini kurmay1 ve
temsil alanini din, kiiltiir ve ideolojiler araciligiyla ele gecirmeyi amaglamaktadir.

Bu baglamda projelerin bagliklari belirli niyetleri ifade etmektedir. Hyde Park
kalkinmay:1 ve batililagmay1 sembolize ederken, Millet Bahgesi milliyetgiligi ve
mevcut otoriter rejimi sembolize etmektedir. Sonug olarak, toplumsal hayata nii-
fuz edecek mekén iiretiminde farkli ideolojiler devreye girmektedir. Netice itiba-
riyle, koruyu algilayanlar ve orada yasanan mekani savunan Goéniilliiler, belediye-
nin tasarisini sahiplenmemekte ve dahasi reddetmektedir. Bu reddedisle, direnis
kendi temsil mekéanini tiretmektedir.

Temsil mekani olarak Validebag Korusu

“Karacaabmet Anadolu yakasinin en biiyiik yesil alani ama 6liimii temsil ediyor.
Birakin Validebag Korusu yasami temsil etsin.”

Validebag Goniillillerinden Arif Bilgin, 2014

Lefebvre’ye (1991) gore iiretimin tiglincii momenti mekanin yasanan boyutudur ve
ideolojiler, sanat, tahayyiil, mitler, hikdyeler, duygular gibi siirsel boyutlarla iglenir
(2). Ayrica temsili boyut, karsi-mekdn tiretimini destekleyebilir. Lefebvre (1991),
siyasal ve ekonomik olarak tasarlanmis mekéana karg1 karsi-mekdn arayisinin ge-
rekli oldugunu savunur. Karsi-mekdn kavrami, toplumsal mekdnla, “6zgiirlesme va-
adini tagtyan mekénla” bagdasir (3). Bu baglamda, “toplumsal mekanin (mekénsal
pratigin) ... soyut mekan kargisinda belli bir 6zgiirliik derecesini potansiyel olarak
elde ettigini” soyler (4).

Korunun sorumlulugunu iistlenen Goniilliler adeta birer korucu/koruyucu vazi-
fesi gormektedirler. Iclerinden bir géniillii: “Koru’yu iktidardan koruyoruz, oysa on-
larin bizden korumalar: gerekirdi.” dedi. Nitekim koruda tuttuklari nébetler esnasin-
da koruda yangin ¢ikarmaya calisan birilerini yakaladiklarini ve belediyenin temizlik
bahanesiyle hayvanlarin yagam alanlarini yagmaladigini gérdiiklerini belirtti. G6-
niillilerin a¢tig1 davalari her seferinde kaybeden belediye, koruyu daha da ihmal
edip, bunun sorumlusu olarak da goniillilleri su¢lamakta. Bu arada goniilliller koru-
nun farkli noktalarinda nébet tutmaya ve imza toplamaya devam etmekeeler. Goniil-
liler i¢in korunun en 6nemli temsil boyutu korumak, savunmak ve direnmektir. Di-
renis bir “habitat1” savunarak baglamug ve koru bir “direnis habitat1” haline gelmistir.

Oyleyse bir direnis mekan1 olarak Validebag, korunun dtesinde sembolik an-
lamlar tagimaktadir. Ornek vermek gerekirse, son protestoda géniilliiler direnisle-
rini Ikizdere ve Bogazici Direnisi ile ayn1 yerde tutarak, aggézliiliige dayali egemen
ideolojiye dikkat ¢ekmiglerdir. Sonunda Nazim Hikmet’ten alint1 yaparak “bir
agag gibi tek ve hiir, ve Validebag Korusu gibi kardesgesine” yasamak istediklerini
ilan etmiglerdir (5). BSylece korunun temsili boyutu kendini agmigtir.

Bir bagka protesto slogani da “Biz, biz, biz bir aradayiz, bir arada Koru’yu koru-
yacagiz” olmustur. Bu baglamda koru, birligi, beraberligi temsil etmektedir. G6-
riigmeler esnasinda direnisi gerceklestiren bazi kigilerin Validebag’a direnis digin-
da giindelik olarak ¢ok sik ugramadigini 6grendim. Bu durum, bazilari igin
korunun temsil boyutunun giindelik boyutundan ¢ok daha 6nemli oldugunu gés-
termektedir. Ama ayni zamanda direnis, Goniilliiler i¢in giinliik bir pratige doniis-
miis durumdadir. Bylece korunun temsili ve giindelik vecheleri i¢ i¢e ge¢mis ve
koru mekani bir temsile déniigmiigtiir.

Bir soyutlama olarak Validebag Korusu

Mekanin algilanan, tasarlanan ve yaganan boyutlar arasindaki iliskinin tarihsel
stirecine bakalim. Asagidaki grafiklerde Validebag bu boyutlariyla bir soyutlama
olarak sunulmugtur. 1916-1924 yillar1 arasinda, bélge birka¢ tanimlanmig yerden
olusur (Sekil 12). Bu dénemde, kullanicilar ve iglevler iyi tanimlandigindan, algila-
nan ve tasarlanan alan tutarlidir ve birlikte uyumlu bir mekini olustururlar.
1924’ten sonra koru kamusal alan haline geldiginde, algilanan mekan farkli etkin-
liklerle ¢ogullasir (Sekil 13). O yillarda kamu binalar1 kamu ¢aliganlar: tarafindan
koruda yapilan tarim ve hayvancilikla isletilmektedir. Daha sonra 1980’lerde bu
faaliyetler yasaklanir ve koru ihmal edilmeye baglanir. Bu sinirlamalar ile belediye-
nin ve halkin koruya yaklasimlar: giderek farklilagmaya baglar. 1980 yilindan son-
ra kamu binalarinin sayis1 artmaya baglar ve bunlar dogal alanlara zarar verir (Sekil
14). Her ne kadar yapilar kamu yapilar: olsa da dogadan alinanlar toplumdan da
alinmig sayilmaktadir. Buna kars1 géniilliller birlesir ve miicadele baglar. Béylece
1998de direnigin baglamasiyla koruda algilanan mekénlar farklilagmaya baglar.
Vatandaslar direnis yoluyla yeni temsil alanlar1 yaratmaya baglamiglardir (Sekil
15). Sekil 16'da direnisin yarattig1 temsil alaninin bitytidiigii ve belediyenin yarat-
maya calisti1 temsillerin diglandig: gériilmektedir. Bu, korunun temsil ettikleriy-
le, yesil alan olmasinin 6tesine gegtigini géstermektedir.

and pilates areas, cafeterias, children’s playgrounds, and jogging and bi-
cycle roads. Nevertheless, the answer given by the volunteers is the same:
The grove can provide these functions already.

So, what do these projects imply beyond the main functions? If we com-
pare both projects, the latter’s natural essence has dramatically decreased.
Parallel to the increasingly authoritarian attitude of the government, we see
that the municipality’s interventions are getting brutal. Although Turkmen
continues to claim that they will protect the grove, he does not hesitate to
present more distinct operations in the render images of the projects.

With these projects, the municipality fragments the grove through
mathematics, logic, and strategy that Lefebvre (1991) mentioned. It repro-
duces the grove as a system of signs and reduces its differences to particu-
lar-colored trees and properties while imposing certain axes with specific
strategies. With these strategies, the municipality intends to establish its
hegemony over the physical space and capture the representational space
through religion, culture, and ideologies.

In this context, the titles of the projects indicate specific intentions.
While Hyde Park symbolizes development and westernization, the Nation-
al Garden symbolizes nationalism and the current authoritarian regime. As
a result, different ideologies are involved in the production of space to in-
terpenetrate to social life.

Consequently, the Volunteers, who perceived and lived in the grove, do
not appropriate and reject what is to be conceived by the municipality.
With this rejection, the resistance produces its own representational space.

Validebag Grove as a representational space

“Karacaahmet is the largest green area on the Anatolian side,
but it represents death. Let the Validebag Grove represent life.”

Arif Bilgin from Validebag Volunteers, 2014

According to Lefebvre (1991), the third moment of the production is the
lived dimension. It is processed through poetic dimensions: ideologies, art,
imaginations, myths, stories, emotions (2). Also, the representational dimen-
sion can support the production of counter-space. Lefebvre (1991) argues
that the quest for counter-space is necessary against the politically and eco-
nomically conceived space. The concept of counter-space is compatible with
social space, “space that carries the promise of liberation” (3). In this con-
text, he states that “social space (spatial practice) has by now achieved - po-
tentially - a measure of freedom from the abstract space.” (4)

The Volunteers, who took over the grove’s responsibilities, became the
guardians of the grove. A volunteer said, “We are protecting the Grove from
the powerholders, while they should have protected it from us.” Indeed, dur-
ing this watch, they caught someone trying to start a fire in the grove and re-
corded the municipality’s looting of the animals’ habitats under the pretext
of cleaning. Losing the lawsuits filed by the volunteers, the municipality
leaves the grove much more neglected and blames volunteers for this. Mean-
while, volunteers continue to stand guard and collect the signatures at differ-
ent points of the grove. For Volunteers, the most significant representational
dimension is protecting, defending, and resisting the grove. When resistance
defends the “habitat,” the grove becomes a “habitat of resistance.”

As a space of resistance, Validebag carries symbolic means beyond the
grove. To illustrate, in the last protest, the volunteers aligned their resis-
tance with the Ikizdere and the Bogazi¢i and pointed out the ruling ideol-
ogy based on greed. In the end, through quoting Nazim Hikmet’s poem (5),
they announced that they wanted “to live like a tree alone and free and in
brotherhood/sisterhood like the Validebag Grove.” Thus, the representa-
tional dimension of the grove has exceeded itself.

Another protest slogan was, “We, we, we, we are together. Altogether we
will protect the grove.” In this context, the grove represents unity, together-
ness. During the interviews, I learned that some people who carried out this
resistance do not frequently visit Validebag. This example shows that for
some, the representational dimension is much more important than the
everyday dimension. But at the same time, the resistance has turned into a
daily practice for the Volunteers. Thus, the representational and daily as-
pects of the grove are intertwined, and the grove becomes a representation.

Validebag Grove as an abstraction

Let us look at the historical process of the relationship between the per-
ceived, conceived, and lived dimensions of space. In the following graphs,
Validebag is presented as an abstraction with these dimensions. Between
1916-1924, it consisted of several defined places (Figure 12). In this period,
since users and functions were well defined, the perceived and the con-
ceived space were consistent, and together they created a single coherent
representational space. After 1924, when it became a public space, per-
ceived space became plural with different activities (Figure 13). In those
years, public buildings were operated with agriculture and animal husbandry
by public workers. Later in the 1980s, these activities were banned, and the

Buna kargilik, millet bahgesi projesi soyutlamasi ($ekil 17), koruyu tek bir ‘ya-
sanan’ sembol iginde ve algilanan alani tasarlanmis alan i¢inde tanimlanan bir alan
olarak gostermektedir. Bu gérsel, yetkililerin gittikce sertlesen, kisitlayic: kentsel
yaklagimini 6zetlemektedir. Bu soyutlamalarla “Millet Bahgesi” projesinin ¢arpici
etkisi gozler oniine seriliyor.

Sonug

Koru'nun sézlitkteki anlami; “birbirine yakin dikilmig bir grup aga¢” olarak
gegmektedir. Ancak, korunun anlami bundan ¢ok daha Gtesini igeriyor gibi dur-
makta, 6yle ki koru, dogal yesilliginin 6tesinde, ayn1 zamanda ¢gesitli sosyal-mekan-
sal pratikleri ve siirecleri icermektedir. Bu sosyal-mekénsal siirecler, heterojenlik,
kendiligindenlik ve cesitlilik gibi ¢esitli fikir ve kavramlari ima etmektedir. Bu
kavramlar dogrudan korunun temsil mek4nina katkida bulunmakta ve korunun
mekansal anlamini genisletmektedir. Bu temsili meké4nda kentliler koruda bir kar-
si-mekan, bir direnig meké4ni iiretmektedirler. Nihayetinde, koru “bir grup kentli-
nin birbirine yakin direndigi” bir toplumsal meké4na doniigmiistiir. Validebag Ko-
rusu, mekéansal, toplumsal ve hayali tiretim siiregleriyle sadece yesil degil, ayn
zamanda sosyal, toplumsal, diferansiyel, istisnai, politik ve bir kars1 mekandir.

Buna karsin, belediyenin tirettigi projeler koru farkliliklarini banal temsillere
indirgemekrtedir. Belediyenin korunun farklilagan niteliklerini géz ard1 eden yak-
lagimi, kentlilerle uzlagmaktan ¢ok uzak gibi goriinmektedir. Korunun anlamini
kavramak i¢in yesilin 6tesine bakmak gerekmektedir.

(1) Lefebvre, H. 1991. Mekdnin Uretimi. Oxford: Blackwell, 1991
(2) Lefebvre, H. 1991. Mekdnin Uretimi. Oxford: Blackwell, 1991
(3) Lefebvre, H. 2003. The Urban Revolution. Minneapolis : University of Minnesota Press, 2003
(4) Lefebvre, H. 1991. Mekdnin Uretimi. Oxford: Blackwell, 1991
(5) Siirlerinden bir segki. nazimhbikmet.org. (Cevrimici) (Erisim tarihi: 13 Haziran 2021)
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grove began to be neglected. With these limitations, the municipality and
the public’s approaches to the grove become increasingly different. Then,
the number of public buildings began to increase after 1980, damaging the
natural space (Figure 14). Although the constructions are public buildings,
what is taken away from nature is also taken away from society. Against
this, the volunteers unite, and the struggle begins. Thus, the perceived spac-
es in the grove started to differentiate as the resistance began in 1998. The
citizens started to create new representational spaces through the resis-
tance (Figure 15). In Figure 16, the representational space created by the
resistance grows, and it begins to exclude the representations that the mu-
nicipality tries to create. It shows that the representational dimension of
the grove goes beyond the sense of green space.

In comparison, the national garden project abstraction (Figure 17)
shows the grove as a space defined within a single ‘lived’ symbol and its
perceived space within its conceived space. This image summarizes the im-
posing and restrictive urban approach of the authorities. With these ab-
stractions, I illustrate the striking effect of the “National Garden” project.

Conclusion

The grove’s meaning in the dictionary; “a group of trees planted close
together.” However, it seems that the grove contains much more than that.
It also contains various social-spatial practices and processes. These social-
spatial processes imply various ideas and concepts such as heterogeneity,
spontaneity, and diversity. Moreover, these concepts directly contribute to
the representational space. In this representative space, citizens produce a
counter space in the grove, a space to be resisted. Eventually, it is trans-
formed into a social space where “a group of citizens resisted close togeth-
er” With its spatial, social, and imaginary production processes, Validebag
Grove is not just a green but also a social, differential, exceptional, politi-
cal, and counter space.

On the other hand, the projects produced by the municipality reduce the
differences of the grove to banal representations. The municipality’s ap-
proach, which ignores the different aspects of the grove, is moving away
from reconciliation with the citizens. For the meaning of grove, it is neces-
sary to look beyond the green.

(1) Lefebvre, H. 1991. The Production of Space. Oxford: Blackwell, 1991
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Kamusal alan kavrami her daim kendi i¢inde farklilagmis ve doniigmiistiir. Dina-
mizmi dolayisiyla bu olgu tizerine yapilan tartismalarda heniiz bir fikir birligine
varilamadig) soylenebilir. Habermas’a gére kamusal alan, iletisime dayali demok-
ratik bir ortamdir; kamusallik normatif bir kategori oldugu i¢in, buras elestiri ya-
pilabilen bir yer olmalidir (1). Arendt ise “kamusal” ve “6zel” kavramlari arasinda-
ki ayrima dikkat ¢eker ve kamusal alani tarif ederken “kendimize ait olandan ayri,
hepimiz i¢in ortak olan bir diinya” ifadesini kullanir (2). Kamusal alanda bir araya
gelen bireyler i¢in burasi, yabancilarla iletisimin kesintisiz bir bi¢imde siirdiiriile-
bildigi, “6zel alanin tam tersi” olan o yerdir.

Yiizyillardir devam eden yapilagma neticesinde kamusal alanlarin aslen hangi
gigler tarafindan inga edildigi ayrica bir tartisma konusudur. Guy Debord’a
gore, kapitalizm kentsel mekéni, yani dogal ve insani gevreyi ele gecirmekte ve
giniimiiziin gosteri toplumunda bu ¢evreyi kendi dekoru olarak sekillendirmek-
tedir (3). Imgelerle donanmis modern kentlerde insanlar kendilerine, emekleri-
ne, ¢evrelerine ve arzularina yabancilagsmigtir. Gosterilerse modern kentlerin
merkezi 6rgiitlenme ilkesi haline gelmistir. 18. yiizyilda gosteri kavramini ele
alan Jean-Jacques Rousseau benzer bir yabancilagsmaya dikkat ¢eker. Rousseau,
tiyatro gibi gosterilerin halkin aktif katilimini ve birbirleriyle etkilesim olanak-
larini kisitladiklari i¢in depolitize edici oldugundan bahseder (4). Kamusal alani,
insanlarin toplanma alani olmaktan ¢ok daha genis bir kavram olarak, ayni za-
manda bir araya geliglerin miimkiin kild1g: etkilesim ve kimlik tiirleriyle birlikte
izah eder.

Bu tartigmada agina oldugumuz cografya géz oniine alindiginda, Istanbul’'un
kamusal alanlarinin ¢ok katmanli bir analize ihtiya¢ duydugunu séylemek yanlig
olmaz. Bu makalenin odak noktast, Istanbul’un en eski kamusal yesil alanlarindan
biri olan Yogurtcu Parkr’dir. Burasi yaklasik bir asirdir kent parki statiistinii koru-
yan ender alanlardan biridir. Bununla beraber bahsi gecen bolge hem bu yiizyilda
hem de daha 6ncesinde pek ¢ok halka agik gosteriye ev sahipligi yapmigtir. 19.
yiizyilin sonlarina dogru Istanbul’'un Anadolu yakasinda siklikla ziyaret edilen
Kusdili ve Yogurtgu ¢ayirlar dogaglama tiyatro, film gosterimleri, dans gosterileri
gibi farkli performanslara sahne olmugtur. O zamanlar Cuma ve Pazar giinleri va-
purla Kadikdy’e gelinip, Yogurtcu ¢ayirindaki Abdiirrezzak Abdi Efendi tiyatrosu-
na veya Kusdili ayirindaki Minakyan tiyatrosuna gidilmektedir (5). Ozellikle
Abdiirrezzak Abdi Efendi’nin gosterileri 20. yiizyilin baglarinda Yogurtgu ¢ayirin-
da yapilan 6nemli agik hava etkinliklerinden biridir. Ancak bu gésterilerin bir nevi
sansiire tabi tutuldugu da bilinmektedir. Daha sonralari genel 6rf ve 4det kurallari-
na aykir1 oyunlar oynamayacagina s6z veren Abdiirrezzak Abdi Efendi’nin, Cuma
giinleri Yogurtqu Cesmesi'nde erkekler icin, Pazar giinleri de kadinlar i¢in sahne
almasina izin verilmigtir (6).

The concept of the public sphere has always been constantly differentiated
and transformed. It can be argued that no consensus has yet been reached
in the discussions on this phenomenon due to its dynamism. According to
Habermas, the public sphere is a democratic environment based on com-
munication and since publicity is a normative category, it should be a place
where criticism can also be made (1). Arendt, on the other hand, draws at-
tention to the distinction between the concepts of “public” and “private”
and uses the expression “a world that is common to all of us, separate from
what belongs to us” when describing the public sphere (2). For individuals
coming together in the public sphere, this place is “the opposite of the pri-
vate sphere” where a connection with strangers continues uninterruptedly.

It is a matter of debate by which powers the public spheres have been
built as a result of the construction that has been going on for centuries.
According to Guy Debord, capitalism takes over the urban space, that is,
the natural and human environment, and shapes this environment as its
décor in today’s society of spectacle (3). In modern cities equipped with
images, people are alienated from themselves, their labor, their environ-
ment, and their desires. Spectacles have become the central organizing
principle of modern cities. Jean-Jacques Rousseau, who dealt with the spec-
tacle in the 18th century, draws attention to a similar alienation. Rousseau
mentions that spectacles such as the theater are depoliticizing because they
limit citizens’ opportunities for active participation and interaction with
one another (4). He explains public space as a much broader concept than
just a space for people’s meetings; it concerns the types of interactions and
identifications that such meetings enable.

When the geography we are familiar with is taken into consideration
within this debate, it would be fair to say that the public spaces of Istanbul
need a multilayered analysis. The central point of this article is Yogurtcu
Park, one of the oldest public green spaces in Istanbul. It is one of the rare
areas that has preserved the status of an urban park for nearly a century.
Moreover, the Yogurtcu region has hosted many common spectacles both
in this century and the ones before. Towards the end of the 19th century,
Kusdili and Yogurt¢u meadows, which were frequently visited on the Ana-
tolian side of the capital Istanbul, witnessed different performances like
improvisational theatre, movie screenings, and dance shows. At that time,
people would come to Kadikdy by ferry on Fridays and Sundays, and go to
Abdiirrezzak Efendi theater on Yogurtcu meadow and to Minakyan theater
on Kusdili meadow (5). Especially the performances of Abdiirrezzak Efen-
di were one of the important outdoor events in the Yogurtcu meadow at the
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DAYAGA KARSI DAYANISMA YURUYUSU, 17 MAYIS 1987, ARSIV: MURAT CELIKKAN
THE MARCH OF SOLIDARITY AGAINST BEATING

Bu tiir performanslar sirasinda kentli sessiz seyirci konumundadir ¢linkii tepki-
sini abartilarla degil, pasif ifadelerle gostermektedir. O dénemde bu durum, kamu-
sal alanin heniiz tam anlamiyla bir “ifade” alan1 olmamasi ve 6zel alan kargisinda
ancak “ev gibi olmayan bir yer” islevi gormesinden dolay1 gergeklesmis olabilir.
Richard Sennett, kamusal alandaki bu pasif sessizligi bilingli bir inziva arac1 olarak
yorumlamaktadir. Insanlarin kamusal alandaki yabancilarin duygusal yasamini
anlamak i¢in tiyatroda uygulanan pasif etki kurallarini kullandigini savunmakta-
dir (7). Cinkii edilgen bir izleyici olarak kamusal kisi, 6zel alanda tagidig: tiim
haysiyet yiiklerinden kurtulmustur. Ote yandan birey hem mekan1 aktif olarak de-
neyimlemekte hem de giindelik kamusal yesil alan deneyiminde doga ve insanlarla
iletisim kurmaktaydi. Ancak hem mekan kullanim: hem de etkilesim sinif, irk ve
cinsiyet agisindan filtrelenmistir. Kamusal alan 6zgiirliik alani olarak kabul edildi-
ginde; Yogurtgu Park’nin Osmanli gibi ¢ok kiiltiirlii bir toplum i¢in ¢ogulculugu
temsil etmedigi sdylenebilir. Kentsel yesil alan1 deneyimleyen kamusal figiir, per-
formanslarin 6znesi olmaktan ¢ok hayalet izleyicidir.

Hikiimetlerin tahakkiim yoluyla kentsel alani bir “sahne” gibi sekillendirmesi,
¢aglar boyunca tekrar eden bir durum olmustur. Debord’a gore bir gésteride, imge-
ler degil, imgeler araciliiyla toplumsal iktidar iligkileri bir araya gelmektedir (8).
Ne var ki kentsel mekan, Engels’in 6ngérdugii gibi, tarih boyunca birgok kez kapi-
talizmin gosterisciligine karsi ezilen siniflarin ve muhaliflerin yasam alanlarini sa-
vundugu bir sahneye déniigmiistiir (9). “Sahne” genellikle bir kent meydanini ifade
etse de bu aragtirmada Yogurtqu Parkr’na isaret etmektedir. 17 Mayis 1987°de Tiir-
kiye’de kadinlar ilk kez “Dayaga Kars1 Dayanigma Yiriiyiisii” adini verdikleri kitle-
sel bir ylirtiylis gergeklestirdi. Bu eylemin adresi ise Yogurt¢u Parkr’yd1. Yiirtiyiise
¢agrida bulunan kadinlar, “Kadinlarin doviilmesine kars1 miicadeleyi, toplumsal
baskiya karsi miicadelenin baglangici olarak goriiyoruz ve dayaga karsi kampanya-
miz1 somut taleplerle siirdiirmeye kararliy1z” ifadesini kullandi (10). Gosteri kent-
sel alani sekillendirerek zapt etse de, karsit performanslar her zaman kentsel
mekani ideal ¢esitlilifine tasimak igin firsat kollamaktadir.

Yogurtgu Parkr’ndaki gésteri tarihinin 6nemli kirilma noktalarindan biri olan
bu protesto, sadece kamusal figiiriin déniigiimiinii géstermekle kalmaz, ayni za-
manda kadinin kamusal alandaki yerine iligkin 6nemli isaretler icerir. Perfor-
mansi gerceklestiren kamusal figiir, bir an icin depolitize ya da hayalet seyirciler-
den siyrilmayr basarmigtir. 1987 yilina gelindiginde, Abdiirrezzak Abdi
Efendi’nin sansiir dolayisiyla iistii kapali bir hicivle oynadig1 oyunlarin aksine,
kamusal alanin sadece bir eglence yeri olarak degerlendirilemeyecegi sonucu or-
taya ¢ikmugtir . Filtrelenmis bir kamusal kitle yerine farklilagsan ve aktif katilim
gosteren halk, performansi kendisi tiretecek konuma gelmistir. Bugiinlerde kent-
sel alan hal4, sanayi devriminden bu yana ivme kazanmaya devam eden kapita-

beginning of the 20th century. However, it is also known that these shows
were subjected to some kind of censorship. Abdiirrezzak, who promised
that he would not perform plays contrary to the rules of general customs
and morals, was allowed to perform plays for men on Fridays and women
on Sundays at the Yogurtcu Fountain (6).

During such performances, the urbanite was a silent audience and expe-
rienced what was presented to them by expressing their reactions passively
rather than by exaggeratirating. At that time, this situation might have hap-
pened because the public sphere was not yet a fully “expression” space and
only functioned as a “place, not like home” against the private sphere.
Richard Sennett considered passive silence in the public sphere as a means
of conscious retreat. He argued that people used the passive effect rules ap-
plied in the theater to understand the emotional life of strangers outside
the theater (7). Because, as a passive spectator, the public person was freed
from all the burdens of dignity carried in the private sphere. On the other
side, the individual was actively experiencing the space and communicat-
ing with both nature and people in the daily public green space experience.
However, both the use of space and the interaction are filtered in terms of
class, race, and gender. When the public sphere is assumed to be the sphere
of freedom; it can be claimed that Yogurtcu Park does not represent plural-
ity for a multicultural society like the Ottoman Empire. The public figure
experiencing the urban green space was the ghost spectator rather than the
subject of the performances.

The way governments shape the urban space like a “stage” through dom-
ination has been an ongoing situation for ages. In Debord’s view, a specta-
cle not images are collected, but social relations of power through images
(8). However, the urban space also, as Engels predicted, has turned into a
stage where classes and opponents oppressed against the spectacularity of
capitalism many times throughout history defend their living spaces (9).
Although “the stage” often refers to an urban square, it points to Yogurtcu
Park in this research. Women held a mass march for the first time in Turkey
on May 17, 1987: Solidarity March Against Beating. The address of this ac-
tion was Yogurtcu Park. In the call for the march, the women used the ex-
pression “We consider the struggle against the beating of women as the
beginning of the struggle against social oppression, we are planning to con-
tinue our campaign against beating in line with concrete demands” (10).
Even though the spectacle captures the urban space by shaping it, opposing
performances always look for opportunities to carry the urban space to its
ideal diversity.
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“TOMECHMESST

lizmin ve burjuvazinin yararina yeniden tretilmektedir. Ancak kitle kiiltiiriiyle
zaman zaman pasiflestirilmeye ¢alisilan bireyler, kaginilmaz olarak dongiiniin
disina ¢ikmanin yollarini aramaktadir..

Haziran 2013’te Gezi Parki’'nda kamusal bir alan1 korumak i¢in baslayan ¢evreci
eylemler, 21. yiizyil Tirkiye’sinin en 6nemli kitlesel protestosuna déniistii. Aslin-
da, hitkkiimetin kentsel mek4ni sekillendirme arzusuna karsi halk, s6z sahibi olabil-
digi kamusal bir mekan tasavvur ediyordu . O giinlerde Istanbul’da uzun siiredir
politize edilen kent meydanlar1 demokratik ¢ok seslilikten uzakken, kent parklar
ifade ozgirliigii gibi kamusal ihtiyaglara cevap vermeye bagladi. Direnis hareketi
diger parklara yonelince Yogurtcu Park: da bu durumdan nasibini alarak, baglan-
gigta yaklagik 5.000 kisinin katildig1 bir kentsel foruma ev sahipligi yapti. Forum
katilimci, demokratik ve tiretken kentsel mekanizmalar kurmak i¢in 6nemli bir
girisimdir. Aylarca parkea sergilenen gosterilerde kamusal birey akeif bir 6zne hali-
ne gelmigti. Bireyler protestolar, forumlar ve gesitli yerel festivaller sirasinda hem
seyirci roliinil iistleniyor hem de aktif bir performans sergiliyordu. Diger bir deyis-
le kentsel mekén, kullanicilarina ve yaraticilarina ayni anda yeni deneyimler sunan
bir mekédna doniistiyordu.

Ozetle kamusal rollerin aktiflestigi ve Yogurtgu Parkr’nin toplumsal iletisimin
gelismesine yonelik niteliklerinin yillar i¢inde arttig1 6ne siiriilebilir. Yine de ka-
musal iletigim bireyin inisiyatifinin 6tesinde toplumsal kogullara bagli oldugu i¢in,
grafigin dogrusal oldugunu iddia etmek zor gézitkmektedir. Bu sebeple, giiniimiiz
iletisim ¢aginda birey kendini ifade etmek i¢in yenilikgi yollar bulsa da kamusal
alan1 deneyimleme bigimleri pek ¢cok degiskene baglidir. Hi¢cbir dénem birbirini
tam olarak tekrarlamasa da kamusal alanin mutlak bir iletisim alani oldugu gerge-
&1, bireylerin rolleri degisse bile hi¢bir kosulda degismeyecektir.

(1) Habermas, J. (1964). The Public Sphere: An Encyclopedia Article. New German
Critique, No. 3. (Sonbahar, 1974), ss. 49-55.

(2) Arendt, H. (1998). The Human Condition. Chicago & London: The University of
Chicago Press.

(3) Debord, G. (2014). The Society of The Spectacle. Berkeley: Bureau of Public Secrets

(4) Rousseau, J. (1960). Politics and the Arts: Letter to M. dAlembert on the Theater. Ithaca,
NY: Cornell University Press

(5) Arseven, C. (1958). Kadikdy: 2650 Senelik Sebir. Salt Arastirma https://archives.
saltresearch.org/handle/123456789/28619

(6) Varol, M. (2016). Istanbul Sehrinin “Udhiike-Perddz1”: Meshur Komik Abdiirrezzak
(Abdi, 5. 1914)

(7) Sennett, R. (2003). The Fall of Public Man. Penguin Press.

(8) Debord, G. (2014). The Society of The Spectacle. Berkeley: Bureau of Public Secrets

(9) Celik, D.Z. (2019). Kent Mekdninin Politik Bir Meta Olarak Kegfi: Gosteriler ve Karsi-goste-
riler Galatasaray Universitesi, Iletisim Dergisi Ozel Say1, No.4. Temmuz 2019, 55.79-92

(10) Kadinlar Dayaga Kars: Dayanismaya Miting Cagris1 17 Mayis 1987 hitp://www.
sosyalistfeministkolektif.org/kampanyalar/tarihimizden-kampanyalar/kad-nlar-daya-
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This protest, which was one of the significant breaking points in the his-
tory of spectacle in Yogurtcu Park, not only demonstrated the transforma-
tion of the public figure but also contained important signals regarding the
place of women in the public sphere. The public figure performing this per-
formance managed to stand out for a moment from the depoliticized or
ghost audience. When it came to 1987, from the plays of Abdiirrezzak
Efendi, which was performed with an implicit satire under exposure to cen-
sorship, it was also revealed that the public sphere could not only be consid-
ered as a recreational place. As a result of the combination of the differ-
ences that replace the filtered public mass with active participation, the
public has come to a position to produce performance itself. Today, for the
benefit of capitalism and the bourgeoisie, the urban sphere is recreated that
has gained momentum since the industrial revolution. However, individu-
als who are trying to be passivated from time to time in this mass culture
are inevitably able to get out of the cycle.

The environmentalist actions that started in June 2013 in Gezi Park to pro-
tect public space, turned into the most important mass protest of the 21st
century in Turkey. In fact, instead of shaping the urban space by a govern-
ment, it was envisioned as a city where the people could design and shape
their own spaces. While the urban squares that have long been politicized in
Istanbul were far from the democratic polyphony, urban parks started to re-
spond to public needs like expression. When the resistance movement turned
towards parks, one of the biggest activities in Istanbul took place in Yogurtcu
Park. It also hosted the urban forum, which was initially attended by around
5,000 people. It was an important initiative to establish participatory, demo-
cratic, and productive urban mechanisms. The public individual became an
active subject in the spectacles performed in the park for months. During the
protests, forums, and various local festivals, there were individuals who both
performed and actively fulfilled their audience roles. In other words, the ur-
ban space was transforming into a place that offered new experiences to its
users and creators at the same time.

Finally, it can be said that public roles have become active and Yogurtcu
Park’s qualities for the development of social communication have in-
creased. Nevertheless, it is difficult to argue that it is a linear graph because
public and social communication depends on social conditions beyond the
initiative of the individual. For this reason, although the individual finds
innovative ways for expression in today’s communication age, it is known
that the way of experiencing the public space is affected by variables. Al-
though no period repeats each other exactly, the fact that the public sphere
is an absolute communication space does not change under any circum-
stances, even if the roles of the individual variables.

(1) Habermas,J. (1964). The Public Sphere: An Encyclopedia Article. New German Critique,
No. 3. (Autumn, 1974), pp. 49-SS.
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Istenmeyen:
Roma Bostani ve
Sanatkarlar Parkinda
bir ritim analizi
The unwanted:

A rhythmanalysis
at the Rome Garden
and Sanatkarlar Park

Yazi Text: Sezgi Uygur

25 Mart 2021. Yerde hal4 kar var. Sabah saat 10:30 ve mahalle sessiz. Roma Merdiven-
leri’ne yaklastigimda Bogaz’la karsilagiyorum. Merdivenler ¢6p dolu; sigara izmaritle-
ri, bira sigeleri, 6nceki gecelerden kalanlar zamanla birikmis ve hemen yandaki Roma
bostanina dogru dokiilmiig. Geride birakilanlarin fotograflarini ¢ekmeye bagliyorum
ama birikmis ¢6p y1ginindan bunalip bagimu ¢eviriyorum.

Roma Bostani, sokaktan Sanatkarlar Parkr’na ¢ikan ilisik merdivenler ve park, Is-
tanbul’'un merkezinde Taksim'den Tiinel'e uzanan bolgede geriye kalan nadir yesil
alanlardan. Bogaz manzarasinin vahsice 6zellestirilmis oldugu Istanbul'da, sokakta
i¢mek genelde hos kargilanmiyor. Mahallenin karma siyasi ve sinifsal kimligi, bu mer-
divenleri ve genel olarak parki, pandemi kisitlamalarina ragmen, sokakta oturup ig-
mek icin mitkemmel bir mekén haline getiriyor.

Bostaninin yanindaki merdivenlerden birka¢ metre uzaga basit citler yerlestiril-
mis. Siselerin cogu merdiven tarafinda kalmig. Diger tarafa atlayip kameramu bir sige-
ye dogrultuyorum. Artik goriintii benim kontroliimde.

Bira kapaklari, atigtirmaliklar ve cipsler, tatlilar, pembe bir balon, 1slak mendiller.
Uzay ve zamanda birbirine bagli siiregiden bir parti. Kavisli seffaf ve koyu renk cam
kiriklar1 yagli bir renkle parliyor. Birkag sise duvarin dibinde duruyor: yar saydam bir
cam su sisesi, bir kahverengi malt bira sisesi, bir yesil viski sisesi. Siyah bir plastik torba
bos duruyor; saglam ve karanlik. Seffaf beyaz torbalar yemek icin oysa siyah olanlar
eglencenin rengi. Yerde biiyiik bir hayvan kemigi duruyor; tertemiz ¢ignenmis. Asagi
kosede, bir biitiin somun ekmek ve biraz yufka gérityorum. Hayvanlar ellememis. En
uzak késede, pembe bir kutu kedi mamasi bos duruyor.

Fark edilmeyeni fark etmek

Yaz1 bi¢iminin yenilik¢ilerinden biri olan Perec, giindelik materyal varolusun sira-
dan diinyasina hitap ederken kesfedilecek bir igselligin oldugunu 6ne siirer. Onemsiz
olanin 6nemini tasdik etmek, inanglara ve degerlere, 6zdeslesmelere ve arzulara bir
bigim verir (1). Bakigimi anitsal olandan 6teye ¢eviriyorum ve “geri kalani tarif etmeye
caligiyorum: genellikle dikkate alinmayan, fark edilmeyen, 6nemi olmayani” (2).

Yiikseltilmis sebze yataklari arasinda kirmuzi deri bir tiitiin kesesi var. Neredeyse
hi¢ zarar gormemis. Muhtemelen bir bostan toplantisindan arda kalmig ve daha son-
radan i¢i bosaltilmig. Cimenlerin arasinda bir demet yegil plastik goriiyorum. Bir za-
manlar bostanda kullanilmig bir ag olabilir. Yere yar1 gomiilii, amacini uzun zaman
6nce kaybetmis. Bir ay sonra bostana déndiigiimde iizerinde kahve malzemeleri liste-
sinin yazili oldugu bir kagit parcasi, floresan bir lambanin kalan yarisy, kirik bir banyo
fayansi ve bir parca MDF levha buluyorum.

25th of March. The snow is still on the ground. It’s 10:30 in the morning, and the
neighborhood is silent. A view of the Bosphorus opens up as I approach the Rome
Stairs. The stairs are full of litter; cigarette butts, beer bottles, remains of the nights
before, accumulated over time, poured towards the community garden next to the
stairs. I intend to take pictures of what’s left behind, but 'm overwhelmed by the
amount of litter, so I turn my head.

The terrain made up of the Rome Community Garden, the annexed stairs leading
from the street to the Sanatkarlar Park and the park itself are one of the few green
patches from Taksim to Tiinel, the central neighborhood of Istanbul. In Istanbul, the
Bosphorus view is brutally privatized and drinking on the street can often be frowned
upon. The mixed political and class identity of the neighborhood is what makes the
stairs and the park the perfect place to sit and drink in public even with the pan-
demic restrictions. A simple fence is placed a few meters away from the stairs by the
community garden. The majority of bottles remain on the stair side. I hop on the
other side and point my camera to a bottle. Now I have control over the image.

Beer caps, bags of snacks and chips, sweets, a pink balloon, wet tissues. It’s a
continuous party tied together in space and time. Curved transparent and dark
glass shards shine an oily color. A few bottles lie near the wall: a translucent water
glass bottle, a brown malt beer bottle, a green whisky bottle. A black plastic bag lies
empty; sturdy and dark. Sheer white bags are for food and black is the color of
recreation. A big animal bone lays on the ground; it’s chewed clean. Further on the
lower corner, I spot a whole loaf of bread and some phyllo dough. It’s untouched by
the animals. On the farthest corner, a pink can of cat food lies empty.

Noticing the unnoticed

Perec, an innovator of the form of writing, suggests that there is an interiority to
be found through addressing the ordinary world of everyday material existence.
Acknowledging the significance of the insignificant gives a form to beliefs and val-
ues, identifications and desires. (1) I turn my gaze away from the monumental, and
try “to describe the rest instead: that which is generally not taken note of, that
which is not noticed, that which has no importance.” (2)

There is a red leather tobacco pouch between the raised vegetable beds. It’s almost
unharmed by the elements. It seems to have been forgotten during a garden meeting and
emptied afterward. I see a green plastic bundle between the green grass. It might have
been a net for gardening once. Half-buried in the ground, it lost its purpose long ago. A
month later I return to the garden to find a paper with a coffee supply list printed on it,
half a fluorescent lamp, a broken bathroom tile and a piece of an MDF board.
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Cop iizerinden mekan1 okumak

Giindelik yagam elegtirisinin 6nciisii Lefebvre, bizi tekrarlayani ve farklilig1 dinle-
meye, ritmin digina ¢ikmaya, ancak ritmin zamanina kendimizi birakmaya, zamanin
mekanla iligkisini siirdiirmeye davet ediyor (3). Coplere kars1 herhangi bir yargi ya da
olumsuz duygular beslemeden, mekanla ilgili farkli bir bakis acis1 benimsemeye ¢ali-
styorum. Copii mekénsal davraniglar: ve deneyimleri incelemek i¢in bir analiz araci
haline getiriyorum.

Cop, atik, hurda; kelime dagarcigimiza kazinmig damgalar. Cop yiginlarina baki-
yoruz, kendi torbamizi yanina birakiyoruz ve sabah uyandigimizda yok olmus olma-
sin1 diliyoruz. Shohat ve Stam, ¢6piin estetigi iizerine yazarken, “arkeoloji sadece so-
fistike bir garboloji (¢6p bilimi) bi¢imidir”, der (4). Cop gorintilerinin bir
envanterini yaparak reddetmenin Stesine ge¢mek ve gergekligi mercegim tizerinden
donistiirmek istiyorum. Mekani geride birakilan nesneler iizerinden okuyarak giin-
delik yasam deneyimlerini bir araya getirmek miimkiin mii?

Olasiliklara a¢ik manzaradaki gozetimler

Parkin ana girisi terk edilmis bir arazi gibi goriiniiyor. Zemin, gocuk oyun alanlar1
icin kullanilan, zamanla hurdaya ayrilan yumusak kaugukla kaplanmus; tarihi bir mer-
mer siitun parcasi ters bir sekilde duruyor. Biraz ileride yol ikiye ayriliyor; tepede bir
oyun alani ve ana yol boyunca dagilmus kiiciik yesil alanlar. Tkinci giris, bos bir araziye
irticalen yapilmus bir belediye otoparkinin orada. Yiiksek bir ¢it, ana yolu yemyesil bir
¢imenlikten ayiriyor. Cimenlik ve ait oldugu restoran bir kentsel koruma alaninin
iizerinde ytikseliyor. Belediye tarafindan igletilen bu restoran, yillar siiren protestola-
rin ardindan eskiden parka ait olan bu alana inga edilmisti.

Mart ayindaki ilk ziyaretim esnasinda temizlik ekibi bir sarmagig1 budamaya cali-
styor; icine koca bir yilin ¢6pii gizlenmis. Yanlarindan geciyorum ve fark edilmemeye
calisarak fotograf cekmeye caligtyorum: lastik eldivenler, kagit kahve bardag: ve tahta
bir kagik, tek bir orap. Ustiinde belediyeye ait Istanbul’un iinlii bir su kaynaginin ad1
yazili olan bir adet ikramlik su bardag: goriiyorum.

Yokusun agagisinda sol tarafta, ana yoldan uzakta toprak yollardan brandalarla
kapatilmig, derme ¢atma, tugla yapilara dogru iniliyor. I¢inde yasayan evsizlerin getir-
digi nesneler, ¢alilarin arasinda renk lekeleri olusturuyor. Ana yolun daha ilerisinde,
iki serit citle cevrili arazi tahakkiimsiiz ve neredeyse gériitnmez halde. Kafe ve apart-
manlar arasinda bityiiyen bel boyu otlar bu araziyi gézden kagiriyor. Mimar ve filozof
De Sola-Morales “terrain vague” (miiphem alan) terimini 6neriyor; vatandaglar ya da
sermaye tarafindan sekillendirilecek, kiiltiirel, sosyal ve ekonomik déngiiniin diginda
var olan potansiyel olarak sémiiriilebilir durumda muglak bir toprak pargasi.

Genellikle ingaatlarda kullanilan metal bir cubuk parcasy, iki kii¢iik bira kutusu,
bir kagit corba bardagy, siislii bir battaniye. Battaniye, temizlik gorevlilerinin temizle-

Reading space through trash

Lefebvre, the pioneer of the critique of everyday life, invites us to listen to the
repetitive and the differential, to get outside the rhythm, yet abandon ourselves to
the time that it rhythmed, to keep the relation of the time to the space. (3) I try to
adopt a different point of view towards the space, without judgement or negative
feelings toward trash. The trash becomes for me a tool of analysis to examine spa-
tial behaviors and experiences.

Rubbish, waste, refuse; there’s a stigma etched in our vocabularies. We look at
heaps of trash, leave our bag next to it and make a wish that it disappears at night.
Writing on the aesthetics of garbage, Shohat and Stam say: “Archeology, it has
been suggested, is simply a sophisticated form of garbology”. (4) By making an in-
ventory of images of trash, I want to go beyond the refusal and transform the real-
ity through my lens. Is it possible to gather experiences of daily life by reading the
space through its objects left behind?

Oversights in the landscape open to possibilities

The park’s main entrance looks like an abandoned property. The ground is cov-
ered with soft rubber, used for playgrounds, degraded into scraps; a historic marble
column piece lies awry. A bit further the path divides in two; a playground on the
hill, and small green patches scattered along the main path. The second entrance is
through a municipal parking lot, improvised on an empty lot. A high fence sepa-
rates the main path from a lush green lawn. The lawn and the restaurant it belongs
to, rise on a conservation zone. The restaurant managed by the municipality was
built after years of protests.

During my first visit in March, the cleaning crew is working on pruning the ivy;
a year’s worth of trash is ingrained in it. I pass by them and try to take pictures
wishing to be unnoticed: rubber gloves, a paper coffee cup, and a wooden spoon,
one single sock. I spot a single serving complimentary water cup, branded with the
name of a famous spring of Istanbul, which belongs to the municipality, too.

Down the slope on the left side, several dirt paths lead down the hill further
from the main road, leading to independent brick cells covered with tarps. Objects
carried by homeless people inhabiting them create spots of color between the
bushes. Further on the main path, two stripes of fenced land remain undominated
and almost invisible. The waist-long grass growing between the cafe and apartment
buildings erases this land from sight. Architect and philosopher Sola-Morales pro-
poses the term *terrain vague''; an ambiguous land to be shaped either by the
citizens or by the capital, a portion of land in its potentially exploitable state, exist-
ing outside the cultural, social and economic circuit.

Part of a metal rod usually used in construction, two small beer cans, a paper
soup cup, an ornate blanket. The blanket lies in the melting snow near the ivy-
covered wall where the crew is working. I attract their attention and they ask me
not to report the trash to the authorities. People try to stay warm, they say. What
they see in me is class privilege, the privilege to complain about homeless people’s
belongings lying in the park.

I take a step back and continue counting: a plastic straw that comes with a juice
carton near the playground, a single-use battery, a single-use mask and a paper
cup. I see a patch of burned wood next to a low wall, it turned into charcoal and a
metal piece is all that’s left. Was the fire to survive the snowy night? I take a step
back and continue counting: colorful pieces of plastic, mineral water caps, tonic
caps, a cocktail cap by a brand infamous for its cosmetic alcohol content, a beer cap
with a drawing of flip flops, embedded in the dirt from last summer. Point and
shoot, observe and acknowledge. How did Perec manage to leave his judgement
aside while writing?

“Environmental and social changes co-determine each other”(5), say, Nik Heynen,
Maria Kaika, ve Erik Swyngedouw, while writing on Urban Political Ecology. The
community garden initiative was founded in 2015. Together with other associations
of Beyoglu, they filed a lawsuit against a plan to turn the whole neighborhood into a
theme park. The plan was to tear down historical buildings from the last century to
build high-rise hotels and reconstruct long-gone mock-ups of Ottoman-era monu-
ments, but bigger and shinier than they ever were. There were three more recon-
structed buildings in the plan, including the School of Artists. “A fake historical
monument [...] without accurate scale nor relationship to its environment [...] it
would be a destroying process,” wrote in her report Prof. Dr. Zeynep Ahunbay, a lead-
ing Turkish scholar of antiquities. (6) In 2017 the court decided against the whole
plan except for the municipality cafe which finished in early 2018.

I return to take photos once more, right after the lockdown in mid-May. Take-
away food containers, a plastic cup, the hygiene cap of a beer can, sunflower seed
shells, lavag bread still in its packaging, crackers wrappers, a cold coffee can, a love
letter, a red and white warning tape, a children’s wristwatch, dog poop, melon
rinds, mussel shells, and lemon slices.

“When no heed is paid to the relations that are inherent in social facts, knowl-
edge misses its target; our understanding is reduced to a confirmation of the unde-
fined and indefinable multiplicity of things, and gets lost in classifications, descrip-
tions, and segmentations” (7) says Lefebvre. Without the understanding and a
willingness to work with inherent social structures, it’s impossible to create spaces
that are relevant to those who use them. The community garden with the adjacent
Rome stairs, lower slopes of the public park where homeless people inhabit the
cells, and upper parts where residents of the neighborhood lay picnic blankets and
wicker baskets: the purpose is created by or with the community. The pristine lawn
of the municipality cafe becomes the eyesore between the used green spaces. What
the analysis and “archeological work” of the trash is conveying to us is that the
trash comes from all social classes and is evidence that this is an area being utilised
by the whole community.
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meye galistig1 sarmagik kapli duvarin dibinde yerde eriyen karin tistiinde duruyor.
Battaniyeyi ¢ektigimi fark edip, ¢opleri belediyeye sikdyet etmememi istiyorlar. “Ne
yapsin insanlar, 1sinmaya ¢aligtyorlar” Onlarin bana baktiklarinda gordiikleri sinifsal
ayricalik: parktaki evsizlerin esyalarindan siké4yet edebilme ayricalig1.

Digiincelerimden kendimi uzaklagtirip, ¢ekmeye devam ediyorum: Oyun alani-
nin yaninda, meyve suyu kartonuyla gelen plastik bir pipet, tek kullanimlik pil, tek
kullanimlik maske ve kagit bardak. Algak bir duvarin yaninda yanmus bir odun parga-
s1goriiyorum, odun kémiire doniigmiis ve geriye sadece metal bir parga kalmus. Acaba
atesi bir 6nceki karli gecede donmamak i¢in mi yakmuglardir? Diisiincelerimden ken-
dimi uzaklagtirip, ¢ekmeye devam ediyorum: Renkli plastik pargalar, maden suyu
kapaklari, tonik sisesi kapaklari, kozmetik alkol icerigiyle gazetelere konu olmusg bir
markanin sige kapagy, tizerinde parmak arasi terlik ¢izimli bir bira kapagi, muhteme-
len gegtigimiz yazdan kalmus, simdi topraga gémiilmiis. Dogrult ve ek, gézlemle ve
kabul et. Perec yaz1 yazarken kendi yargilarini bir kenara birakmayi nasil bagarmugti?

“Cevresel ve toplumsal degisimler birbitlerini belirler” (5), der, Nik Heynen, Maria
Kaika, ve Erik Swyngedouw, Kentsel Politik Ekoloji iizerine yazarken. Kent bostani
inisiyatifi 2015 yilinda kuruldu. Inisiyatif, Beyoglu'nun diger dernekleri ile birlikte
tiim mahalleyi adeta bir tema parka d6niistiirme planina karg1 dava act1. Plan, gecen
yuzyildan kalma tarihi binalar1 yikip yiiksek oteller inga etmek ve Osmanli donemin-
den kalma eserlerin kopyalarini her zamankinden daha biiyiik ve parlak bir sekilde
ihya etmekti. Planda Sanatkéarlar Mektebi de dahil olmak tizere ihya edilecek ti¢ bina
daha vardi. Onde gelen bir restorasyon uzmani ve mimarlik tarihgisi olan Prof. Dr.
Zeynep Ahunbay konuya iligkin makalesinde, “Sahte tarihi eserin [...] 6l¢egi, iliskileri
degistirilerek, yesil alana déniismiis bir yerde yapilmasi hatali ve anlamsizdir, [ bu] yok
edici bir siireg olacakeir” diye yazar (6). 2017°"de mahkeme, 2018’in baginda biten be-
lediye restorani harig, tiim plana ret karar1 verdi.

Mayis ortasindaki kapanmalardan hemen sonra bir kez daha fotograf ¢ekmek i¢in
parka d6niiyorum. Paket yemek kaplari, plastik bardak, bira kutusunun hijyen kapagy,
cekirdek kabuklari, paketinde duran bir lavas ekmegi, kraker ambalajlari, soguk kah-
ve kutusu, bir agk mektubu, kirmizi beyaz uyar1 bandi, cocuk kol saati, kdpek kakasi,
kavun kabugu, midye kabugu ve limon dilimleri.

“Toplumsal seylere ickin bu iligkiler bir yana birakilirsa, bilgi yolunu sasirir; seyle-
rin tanimsiz ve tanimlanamaz ¢esitliligini saptamaktan bagka bir sey yapmaz; sinif-
landirmalar, tarifler, pargalanmalar i¢inde kaybolur” (7) der Lefebvre. I¢sel sosyal ya-
pilarla caligma anlayisi ve istegi olmaksizin, sosyal yapinin i¢inde var olan bireylerin
iliskilenecegi mekanlar olugturmak imkansizdir. Bitigigindeki Roma merdivenleri ile
kent bostani, evsizlerin yagadig1 yapilarin yer aldig parkin alt yamaglari ve mahalle
sakinlerinin piknik battaniyelerini, hasir sepetlerini serdigi tist taraflar: Amag toplu-
luk tarafindan veya toplulukla birlikte yaratiliyor. Belediye kafesinin iizerine basilma-
mus yemyesil ¢cimleri, kullanilan diger yesil alanlar arasinda g6z kamagtiriyor. Cop
analizinin ve “arkeolojik caligmasinin” bize aktardig sey, ¢6piin tiim sosyal siniflar-
dan geldigi ve buranin tiim toplum tarafindan kullanilan bir alan oldugu.

De Sola-Morales, “Mimarlik, saldirgan bir gii¢ ve soyut akil arac1 olmadan, ‘miip-
hem alana’ nasil miidahale edebilir?” (8) diye sorar. Bu park, ¢evrede denizi ve ufku
goren nadir yerlerden biri. Yokusun asagisinda, tramvay hattinin karsisindaki kiigitk
park her zaman oldugu gibi bos, mahallelinin kullanimindan kopuk. Deniz kiyisin
kapatan 6nceden de var olan 6zel miilklerin yan: sira, Galataport projesinin ingaat
caligmalar: tiim giirtilti kirliligi ve damperli kamyonlardan kaynaklanan toz duma-
niyla devam ediyor. Tramvay hatti, adeta parki bu kaostan ayiran bir vadi olusturuyor.
Kent95 kentsel veri aracinin Internet sitesinden bélgeye sokak sokak bakildiginda,
park cevresindeki biiyiik gelir esitsizligi de gozler 6niine seriliyor (9). Site tizerinde
Tophane’den ve Cihangir’e dogru gidildiginde ¢ocuk sayilar diisiiyor, egitim seviyele-
ri ylikseliyor ve konut fiyatlar1 yirmi kat artiyor. Ancak 2021 Baharinda, hizmet sek-
toriiniin beklemede oldugu ve hepimizin ortak sahip oldugu tek mekanin bu yerel
park oldugu bir anda, bu park her kesimi agirliyor. Parkin simdiki zaman ve uzamu,
bir olasilik mekani yaratarak muglak bir zemin tizerinde duruyor.

(1)Highmore, B. (2017). Georges Perec and the Significance of the Insignificant. s.105-119.
(2) Perec, G. An attempt at exhausting a place in Paris, s. 3.

(3) Lefebvre, H. (2004). Rhythmanalysis: Space, Time and Everyday Life. London&NY:
Continuum.

(4) Shohat, Ella, and Stam, Robert. 2002. Narrativizing visual culture: towards a polycentric
aesthetics. In The Visual Culture Reader, ed. Nicholas Mirzoeff, 53. New York: Routledge.
(5) Heynen, Nikolas C., Maria Kaika, and Erik Swyngedouw, eds. 2006.

In the nature of cities: urban political ecology and the politics of urban metabolism. s. 11.
London: Routledge.

(6) Ahunbay, Zeynep. 2012. Ahunbay, Karakoy-Findikl Aksinda Yeni Gelismeler, Mimar.ist,
46/51-54.

(7) Lefebvre, Henri. 1991. The Production of Space. N.p.: Oxford: Blackwell. s. 81.

(8) Sola-Morales, Ignasi. 1995. Terrain Vague. In Anyplace, edited by Cynthia Davidson, ss.
118-123. N.p.: Cambridge,.MA: MIT Press.

(9) Giiveng, Murat, Murat Tiilek, Funda D. Ferhanoglu, Gizem Fidan, and Arjin Tag. 2018.
Kent95: Veriye Dayals Politika Araci. https://harita.kent95.org/istanbul/ilce/beyoglu

De Sola-Morales asks: “How can architecture act in the “terrain vague” without
becoming an aggressive instrument of power and abstract reason?” (8) This park is
one of the few places in the neighborhood where people can look at the sea, and at
the horizon. Down the slope, the small park across the tram line is always empty.
Aside from the pre-existing private buildings blocking the sea shore, construction
work for the Galataport cruise ship destination project carries on with noise pollu-
tion and dust from the dump trucks. The tram line creates almost a valley separat-
ing the park from this chaos. The street view of the Kent95 urban data tool website
(9) shows huge income disparity around the park. Moving from the neighborhood
of Tophane to Cihangir, child numbers drop, education levels climb, and residen-
tial property prices rise twenty fold. Yet this park welcomes all, particularly during
the Spring of 2021, when the service industry is on hold and all that everyone has
is thelocal park. The present time and space of the park stands on uncertain ground
creating a space of possibility.

(1)Highmore, B. (2017). “Georges Perec and the Significance of the Insignificant.”
p105-119.

(2) Perec, G. An attempt at exhausting a place in Paris, p. 3.

(3) Lefebvre, H. (2004). Rhythmanalysis: Space, Time and Everyday Life. London

& NY: Continuum.

(4) Shohat, Ella, and Stam, Robert. 2002. “Narrativizing visual culture: towards a
polycentric aesthetics.” In The Visual Culture Reader, edited by Nicholas Mirzoeff, 53.
2nd ed. N.p.: New York: Routledge.

(5) Heynen, Nikolas C., Maria Kaika, and Erik Swyngedouw, eds. 2006.

In the nature of cities: urban political ecology and the politics of urban metabolism.
pll.N.p.: London: Routledge.
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~Sehrin tadina varmak:
Istanbul'da bir yesil alan

O\ O

pratigi olarak kent toplayicilig
Making the most of the city:

rban foraging as a “new-daily”

reen space practice in Istanbul

Yazi Text: Gizem Inalbars

Daha 6nce Istanbul’da bir parkta yiiriirken hardal otu bulup “Aksam yemegi icin
bundan lezzetli bir zeytinyagli yapayim” diye diisiindiiniiz mii? Istanbullular olarak
her daim yesil alanlarin “yetersizliginden” bahsederiz. Ancak bu can sikici gercege
ragmen, Istanbul’un herhangi bir yesil alanindan toplayacaginiz hardal otu, mantar
veya thlamur gibi kentsel odun dig1 bitkisel orman iiriinlerini (ODBU) aksam yeme-
ginizin, sabah ¢ayinizin veya duvar dekorunuzun bir pargasi haline getirebilirsiniz.
Bu yazida, tiim yetersizliklerine ragmen kentin yesil alanlariyla iligkinizi gelistirece-
gini umdugum gbzden kagan bir kentsel pratigi sizinle paylagmak istiyorum.

Baglamsallastirma: Kent toplayicilig1 nedir?

Her bitki, yaprak, tohum ve kokiin kendine has bir islevi vardir. Gaziantep’te
yasayan anneannemi ziyaret ettigim giinlerden birinde, burada kentsel ODBU’leri
anlamanin ve iglevlerini giinlitk hayata uyarlamanin ne kadar yaygin olduguna ya-
kindan tanik oldum. Anneannemin st kat komgusu Bedia Teyze, marketten do-
nerken yol kenarindan topladig1 ebegiimeci bitkisinden yaptig1 boregi getirmisti.
Sehir merkezinden yenilebilir bir bitki nasil toplanabilirdi, tistelik o bitkinin yeni-
lebilir oldugunu nereden biliyordu? Daha sonra ge¢miste “biiyti” yapan bir “cad1”
olarak tanimlanan ve “dogaiistii giilerini” anlamli amaglar i¢in kullanan bir “sifa-
c1” oldugunu 6grendim. Gengliginde kdyiiniin ovalarindan topladig: her bitkinin
farkl1 gii¢ ve potansiyelinden yararlanarak bir¢ok insanin acisini dindirmisti. Bu-
gun, evlendikten sonra tagindig: sehrin yol kenarindan topladig: bitkilerle leziz
yemekler yapmak i¢in kullaniyor sifa becerilerini.

Tipki Bedia Teyze gibi biz de kentliler olarak Istanbul’un kent florasini olugtu-
ran bitki tiirlerini taniyabilirsek yesil alanlarla iligkimizi gliclendirmemiz miimkiin
goriiniiyor. Bir anlamda yaptig1 sey son on yilda alternatif bir gida tedarik sistemi
olarak kentsel tarimin (6zellikle bostanlarin) yiikselisiyle goz ard1 edilen bir kent-
sel pratik olan “kent toplayiciligi”ndan bagka bir sey degil. Urban foraging diye de
adlandirilan bu uygulama bitkiler, bitki pargalar1 veya bitki benzeri tiirler gibi ham
biyolojik kaynaklarin kentsel veya gevredeki yesil alanlarda tiiketim, dekorasyon
veya bagka amaglar i¢in toplanmasindan ibaret (1). Yenilebilir bitkiler, kendiligin-
den yetisen, insan miidahalesi olmaksizin yayilan ve/veya peyzaj gibi maddi amag-
larla yetigtirilen yabani ve/veya evcillestirilmis tiirlerdir (2). Kent toplayiciligi pra-
tigiyle kentliler, kent florasindaki bitki ve bitki benzeri kaynaklardan elde edilen
odun dig1 bitkisel orman iiriinlerinden (ODBU’ler) yararlanmaktadir (3,4,2,5). Kent
toplayiciligs, bu kentsel ODBU’lerin bulundugu her yerde gergeklesebilir; parklar ve
ormanlar, terk edilmis araziler, yol kenarlari, dogal koruma alanlari vb. (5,1). Dolayi-
styla giindelik hayatimizda sehrin gesitli yesil alanlarinda kargilagtigimiz ve 6nemsiz
bir ot pargasi oldugunu diisiindiigiimiiz kentsel ODBU’ler, Istanbul’un kentsel flora-
st hakkinda bizi aydinlatabilecek kentin 6nemli bir parcasi haline gelebilir.

Have you ever stumbled across mustard greens while walking in a park in Istanbul
and said to yourself “Let me cook a delicious olive oil dish from these mustard
greens for dinner”? As urbanites of Istanbul, we often complain about “insuffi-
cient” green spaces. However, despite this annoying reality, urban non-timber for-
est products (NTFPs) such as mustard greens, mushroom or linden collected from
any green area of Istanbul may become a part of your dinner, your morning tea or
a decor hanging on the wall of your home. In this article, I will introduce you to an
overlooked urban practice that I hope will improve your relationship with the
green spaces of the city, despite all its insufficiency.

Contextualizing: What is urban foraging?

Each plant, leaf, seed and root has its own function. One of the days when I visited
my grandmother living in Gaziantep, I witnessed very closely the prevalence of un-
derstanding urban NTFP plants and adapting their functions to everyday life. Her
upstairs neighbor, Bedia Teyze, brought birek made from the mallow plant she had
collected from the roadside on her way back from the grocery store. I wondered how
to collect an edible plant from the city center, moreover, how did she know that the
plant was edible? Later, I learned that she was the “healer woman” described in his-
tory as the “witch” figure engaged in “spells” and uses her “supernatural powers” for
valuable purposes. She had relieved the pain of many people by taking advantage of
the different power and potential of each plant she collected from the plains of her
village during her youth. Today, she uses her healing skills to cook delicious meals
from roadside collected plants of the city where she settled after her marriage.

Just like Bedia Teyze, if we, as urbanities, can recognize each of the plant species that
make up the urban flora of Istanbul, it will be possible for us to strengthen our relation-
ship with the green spaces. What she does is, from a certain point of view, nothing more
than “urban foraging”, an urban practice that has been ignored by the rise of urban agri-
culture (including bostans) as an alternative food provisioning system in the last decade.
It is the practice of gathering raw biological resources such as plants, parts of plants, or
plant-like species in urban or peri-urban green spaces for consumption, decoration, or
other purposes (1). Forageable plants are wild and/or domesticated species that have
arisen spontaneously, those that spread without human intervention, and/or are brought
for material purposes such as landscaping (2). Through urban foraging practice, urban-
ites make use of the non-timber forest products (NTFPs) derived from plant and plant-
like sources in urban flora (3,4,2,5). Urban foraging can occur wherever these urban
NTFPs exist; parks and forests, abandoned lands, roadsides, and nature protection ar-
eas etc. (5,1). Therefore, in our everyday life, urban N'TFPs that we encounter in various
green spaces of the city and perceive as just insignificant grass can become the most
significant part of the city that can enlighten us about Istanbul’s urban flora.
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Nostalji: Britanya’da kugburnu toplama mevsimi

Kent toplayiciligy pratigi hakkinda daha fazla ayrinti vermeden ve 6rneklere
gecmeden Once tarihsel arka plandan bahsetmek istiyorum. Evrimsel olarak, ilkel
toplumlardaki insanlar, hayatta kalmak icin icgiidiisel olarak ¢evrelerindeki bitki-
leri topladilar. Ancak tarihte bu kadar geriye gitmeden, yiyecek aramanin siklikla
“kriz” zamanlarinda ortaya ¢ikan bir uygulama oldugunu da belirtmek isterim.
Ozellikle savaslar, primitif yiyecek arama pratiklerini hatirlamak i¢in uygun kogul-
lar sagladi. II. Diinya Savasi sirasinda, Britanya’da kitlik zirveye ulagtiginda, hikii-
met kit ve sinirli gida maddelerini karneye bagladi. Dahasi, halk, kitlik zamanla-
rinda tiketilen gida maddelerinin ¢esitliligini artirmak igin yiyecek aramayi
yeniden kesfetmeye tesvik edildi. 1943’te Gida Bakanlig1 tarafindan yayinlanan
The Hedgerow Harvest baglikl1 bir kitapcikta, Britanya bolgelerindeki ¢alilarda yay-
gin olarak bulunan cesitli yabani yiyeceklerin nasil toplanip pisirilecegi ayrintila-
riyla anlatilmakreadir (6). Bir diger 6nemli tartigma, dogada yetisen gidalarin sagli-
ga faydalarina yonelikti. Savas sirasinda portakal gibi meyvelerin ithalatinin
durma noktasina gelmesiyle birlikte Ingiltere’de yasayanlarin diyetinde C vitamini
eksikligi riski giindeme geldi. Sonug olarak, Ingiltere Saglik Bakanligi, halktan,
yabani veya ekili ¢alillarda dogal olarak yetisen kugburnu bitkilerini toplamalarini
istedi. Daha sonralar, halka fazladan C vitamini kaynag1 saglamak amaciyla okul-
lar, erkek ve kiz izci organizasyonlari Ingiliz ve Iskog kadin enstitiileri araciligiyla
kusburnu toplama organizasyonlar1 dizenlendi. 1960’11 yillarda yogun tarim faali-
yetlerinin baglangicina kadar devam eden kugburnu toplama uygulamasi sonucun-
da kugburnu surubu Ingiltere’de nemli bir endiistri haline geldi. II. Diinya Savasi
sirasinda yaganan bu biiyiik gida krizini, “Delrosa” adli kusburnu surubu girketi
firsata gevirdi. Delrosa kusburnu surubu, 6zellikle kadin dergilerinde yayinlanan
reklamlarla bebeklerin ve ¢ocuklarin C vitamini ihtiyacini kargilayacak bir tiriin
olarak pazarlandi.

Kent toplayiciliginin evrimi: diinyadan 6rnekler

Kent toplayiciliginin motivasyonlari -yiyecek tedariki, gelir araci olmasi, doga ile,
kiiltiirel geleneklerle bag kurulmasi veya “yerel ve yerli bitki popiilasyonlarini yerel
ekolojik bilgiyle yonetmek” gibi- yillar iginde gesitlenmistir (5). Ornegin Avustral-
ya’da bu, kokleri yerli halka dayanan bir kiiltiirel gelenektir. Avustralya yerlilerinin
uzun yillar boyunca, Kuzey Queensland’in ugsuz bucaksiz yesil alanlarindan topla-
nan ODBU’leri igeren bir diyetleri vardi. Kolonizasyondan sonra, ODBU’lere eri-
simleri yasakland1 ve yerli halk, rafine karbonhidratlar ve doymus yaglar acisindan
daha yiiksek bir diyete zorland1 (7). Yine de zaman i¢inde yerli halkin beslenme bigi-
mi popiiler kiiltiirde ilgi uyandirdig icin, Avustralya’da kentsel ODBU’leri aramak
6nemli bir pratik haline geldi (8). Trend belirleyiciler olarak diinyaca tinlii restoran-
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Nostalgia: Rosehip foraging season in Britain

Before providing more details about urban foraging practice and giving exam-
ples, I would like to mention its historical background. Evolutionarily, humans in
primitive societies instinctively gathered plants around them to survive. But with-
out going that far back in history, I want to point out that foraging is a practice that
often emerges in times of “crisis.” Wars, in particular, provided conditions for re-
membering primitive foraging practices. During the Second World War, when
food shortages reached its peak in Britain, the government rationed scarce and
limited variety of foodstuff. Moreover, the public was encouraged to reinvent for-
aging to increase the number of foodstuffs consumed during times of food short-
age. In a booklet titled The Hedgerow Harvest, published by the Ministry of Food in
1943, it details how to forage and cook a variety of wild foods commonly found on
shrubs in British regions (6). Another important discussion was towards the health
benefits of wild-grown foods. The risk of vitamin C deficiency in the British diet
became a current issue as the import of fruits, such as an orange, came to a halt
during the war. Consequently, the British Ministry of Health has asked the public
to forage rosehip plants in cities growing naturally in wild or cultivated shrubs.
Afterwards, rosehip foraging organizations were arranged through schools, boy
scouts, girl guides, British and Scottish women’s institutes to provide an extra
source of vitamin C for the public. As a result of the rosehip foraging practice,
which continued until the beginning of intensive agriculture in the 1960s, rosehip
syrup became an important industry in Britain. After the Second World War, the
rosehip syrup company named “Delrosa” was marketed as a product that would
meet the vitamin C needs of babies and children, especially with advertisements
published in women magazines.

The evolution of urban foraging: Examples around the world

Urban foraging motivations have diversified over the years, like food provision-
ing, a means of income, connection with nature, cultural traditions, or “managing
local and indigenous plant populations with local ecological knowledge” (5). In
Australia, for instance, it is a cultural tradition rooted in indigenous people. For
many years they had a diet containing NTFPs collected from the vast landscape of
North Queensland. After colonization, access to NTFPs was denied and indige-
nous people were forced to eat a diet higher in refined carbohydrates and saturated
fats. (7) However, as indigenous people’s diet arouses interests in popular culture,
foraging urban NTFPs became an important practice in Australia (8). The pres-
ence of world-renowned restaurants as trendsetters is a major reason for the grow-
ing popularity of foraging NTFPs in urban spaces. For example, Rene Redzepi, the
founder of the Noma, opened a pop-up restaurant in Sydney in 2016 and served
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larin varligy, kentsel alanlarda ODBU’leri aramanin popiilaritesini artiran en énemli
nedenlerden biri oldu. Ornegin, Noma’nin kurucusu Rene Redzepi, 2016 yilinda Sid-
ney’de bir pop-up restoran act1 ve kendisi ve ekibinin Blue Mountains'da ve sehrin
banliyé mahallelerinde topladigit ODBU’lerden hazirlanmus, iyi saraplarla eslestiri-
len yemekleri 1160 dolara servis etti (9).

Kent toplayicilig1 ve onun i¢ mantig1 ve ihtiyaci, zaman ve mekéan kogullarina
gore de degisebilir. ODBU’lerin titketimi ve kent toplayiciligi, Avustralya drnegin-
de oldugu gibi liiks tiiketim iiriin ve uygulamalari olarak algilanabilir. Ote yandan,
taze ve mikro besinli gidalar i¢in ticretsiz bir kaynak da vazifesi de gorebilir. Sehir
ve ¢evresindeki yesil alanlarin odak noktasi oldugu Giiney Afrika’da yapilan aras-
tirmada, 6zellikle yeni gé¢menler arasinda kent toplayiciliginin, kisisel titketim ve
ek gelir saglamak i¢in 6nemli bir kaynak oldugu belirtilmistir (10); ODBU’lerden
elde edilen nakdi ve gayri nakdi gelirlerin orani toplam hane gelirinin %60’1na ka-
dar ¢ikabilmektedir (11,12).

Pandemi ile basa ¢ikmak: istanbul’daki kent toplayiciliginin deneyimim

Pandemi, II. Diinya Savagi ile kiyaslanamaz olsa da diinya ¢apinda ciddi bir sosyal,
ekonomik ve psikolojik krize neden oldu. Ancak, pandemi krizinin etkilerinden kur-
tulmak i¢in yiyecek aramay1 son ¢are olarak diigiinmek tutarsiz olacakeir. Benim kent
toplayiciligi deneyimim ¢ok kisisel nedenlerden kaynaklandi. Hi¢ utanmadan yag-
malanan ve devasa binalarla ¢evrilen bu gehirde derin bir nefes alma gereksinimi his-
settim. Ancak pandemi esnasinda benim tanidigim sehir neredeyse yok olmugstu. Bu
sebeple, Istanbul ile iliskimi yeniden kurgulamam gerekiyordu.

Polonezkoy Tabiat Parkr’ni ziyaret etme fikri, nefes alabilecegim yemyesil agac-
larla kapli bir alana olan ihtiyacimdan dogdu. Zamanla bu ziyaretlerim bir aligkan-
lik haline geldi. Ilkbaharda orada yaptigim uzun yiiriiyiisler sirasinda, mantarlarin
minik kafalarini neredeyse her dalin ve yapragin altindan ¢ikardigini fark ettim.
Birgiin bu mantarlar1 toplamak i¢in agaglarin gokyiiziinii kapladigi, rahatlatic1 bir
serinlik verip ayni zamanda trkiitiicii bir karanliga neden oldugu parkta uzun siire
dolagtim. Ancak ne kadar toplamak istesem de hangi mantarlarin giivenli oldukla-
rindan emin degildim. Sonra zehirli olmalarindan korktugum igin onlara dokun-
mamaya karar verdim.

Mantar toplamak i¢in yanima aldigim sepeti ve bigagi bosuna yanimda tagidig-
mui digiinityordum ki doniis yolunda “Bekle! Neden sadece mantar toplamam gere-
kiyor?” diye diigiindiim. Mevsim bahard; parkta bir yerlerde ¢icekler agmis olma-
liyd1. Once bir gigek goziime garpti. Turuncu rengi parkin yesillikleriyle son derece
uyumluydu. Papatyaya benziyordu ama degildi. Bir kalendulaydi. Daha sonra erik
agacina benzer gigekleri olan bir agag gérdiim. Uzerinde erik yoktu ama minik be-
yaz gigekleri bana yesil erik agacini hatirlatti. Sehirde havali bir ¢igek¢iden alinmuig
gibi duran mor bir ¢icek buldum; ne var ki adin1 hala bulamadim (ama dekorasyon
objesi olarak kuruttum). Eve doniis yolunda Kandilli'den gegerken havanin giizel-
ligine kars1 koyamadim ve deniz kenarinda yiiriimeye karar verdim. Hemen kar-
simda duran dar ve dik Kandilli sokaklar1 beni kendine ¢ekti. O sokaklardan bi-
rinde thlamur kokusu aldim. Iste tam oradaydu: ii¢ katli bir evin bahge duvarindan
sarkan bir thlamur agac1. Hizlica iki dal kestim (kigin 1lik bir thlamur ¢ay1 demle-
mek i¢in de kuruttum).

Pandemiden 6nce Istanbul’daki hayatim siirekli hareket halindeydi. Ne var ki bu
hareketlilik, kentsel mekénin sakli florasini gormemi engellemisti. Umarim yakinda,
kentsel doga ve giindelik pratiklerin i¢ ice gegme sansina sahip oldugu bu sehirde
daha fazla ODBU’yii (sadece gérmekle kalmayip) daha dikkatli bakma ve yeme fir-
satina sahip olacagim. Kim bilir, belki de gelecekte Bedia Teyze’nin kent toplayicilig
hakkinda bildigi her seyi 6grettigi modern sehirli bir “cad1” olabilirim.
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wine-matched dishes that cost $1160; prepared from NTFPs that he and his team
foraged in the Blue Mountains, and suburban neighborhoods of the city. (9)

Urban foraging, and its inner logic and need, can vary according to the condi-
tions of time and space. The NTFPs consumption and urban foraging may serve as
luxury commodities and practices, as in the case of Australia. On the other hand,
it can also be a free resource for fresh and micronutrient food. In the research con-
ducted in South Africa, where the green areas in the city and its surroundings are
the focal point, urban foraging for personal consumption and providing addition-
al income was noted to be particularly important among new migrants (10); the
proportion of cash and non-cash income from NTFPs can be up to 60% of total
household income (11,12).

Coping with the Pandemic: My urban foraging experience in Istanbul

Although incomparable to the Second World War, the pandemic has caused a
serious social, economic and psychological crisis worldwide. However, it would be
inconsistent to consider foraging as a last resort to recover from the effects of the
pandemic crisis. My urban foraging experience stemmed from very personal rea-
sons. First, I realized that I needed a deep breath in this city that was shamelessly
plundered and surrounded by huge buildings. However, during the pandemic, the
city I knew had come to an end, it had disappeared. So, I re-established my rela-
tionship with Istanbul.

The idea to visit Polonezkdy Nature Park arose out of my need for an area cov-
ered with lush trees where I could take a breath. Over time, my visits became ha-
bitual. During my long walks there in the spring, I noticed mushrooms pulling
their tiny heads out from under almost every branch and leaf. To forage the mush-
rooms, I wandered for a long time in the park, where the trees covered the sky and
caused comforting coolness and eerie darkness. However, even if I wanted to col-
lect some mushrooms, I was not sure they were safe. Then, I decided not to touch
them, fearing their potential to be poisonous.

I thought I carried the basket and knife with me for mushrooms in vain. On the
way back, “Wait! Why do I have to forage only mushrooms?” I said. It was spring;
flowers must have bloomed somewhere in the park. First, a flower catches my eyes.
Its orange color was in very harmonious contrast with the greens of the park. It
looked like a daisy, but it was not. It was a calendula. Then, I saw a tree with green
plum-like flowers. It had no plums, but its tiny white flowers reminded me of the
green plum tree. Then, I found a purple flower that seemed to come out of the
fancy flower shop; but I still cannot find its name (I dried them for decoration).
While I was passing through Kandilli on the way back home, I could not resist the
beauty of the weather and decided to walk on the seaside. Then, I turned my way
to the narrow and steep Kandilli streets that stand right across from me. I got a
whiff of a linden on one of those streets. It was just there, a linden tree branch
hanging from the garden wall of a three-story house. I cut two branches quickly (I
also dried them to brew warm linden tea in the winter).

Before the pandemic, my life in Istanbul was in constant motion. However, this
mobility prevented me from seeing the hidden flora of the urban space. I hope
soon, I will have the opportunity to see more carefully —not just look— and forage
more NTFPs in this city where urban nature and everyday practices have the
chance to intertwine. Who knows, maybe I would be the modern urban “witch” in
the future whom Bedia Teyze teaches all she knows about urban foraging.
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