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A STUDY ON SOCIAL MEDIA USE TENDENCIES: THE CASE OF
ERZINCAN BINALI YILDIRIM UNIVERSITY

[rfan ERTEKIN
Siirt University, FEAS
irfan.ertekin@siirt.edu.tr
https://orcid.org/0000-0003-2443-8528

ABSTRACT

Social media has an important place in the lives of university students as a new communication means.
In this context, it is possible to argue that social media is the most important component of the lives of
students. Social media is one of the most important elements of the new media. The tendencies of
social media usage have become one of the most important parameters that affect the social lives of
university students. The purpose of the present study was to determine whether gender, age, grades
and department variables affected the tendencies of university students in using social media with
data. The study was conducted face-to-face with 213 students, 142 of whom were female and 71 of
whom were male. As a result of the study, it was determined that gender, age, and grade variables
were effective on the tendencies of students in using social media; and the department they studied
was not effective. The study is important in terms of determining the social media usage awareness of
university students. Because it addresses the tendencies of university students in using social media
from a different viewpoint. In this study, the extent to which demographic variables affected the social
media use tendencies of university students was determined. The study is important in this respect.

Keywords: Social Media Use Tendencies, Communication, University Student, Variables.

SOSYAL MEDYA KULLANIM EGIiLiMLERI I':JZERiNE BIiR
ARASTIRMA: ERZINCAN BINALI YILDIRIM UNIVERSITESI
ORNEGI

0Z

Sosyal medya, yeni bir iletisim ortami olarak iiniversite 6grencilerinin yasamlarinda 6nemli yer
tutmaktadir. Bu baglamda, sosyal medyanin 6grencilerin yasamlarinin en 6nemli bileseni oldugu ifade
edilebilir. Sosyal medya, yeni medyanin en 6nemli unsurlarindan birisidir. Sosyal medya kullanim
egilimleri, {iniversite 6grencilerinin sosyal yasamlarini etkileyen en onemli parametrelerden birisi
haline gelmistir. Arastirma, tiniversite 6grencilerinin sosyal medyay1 kullanim egilimlerinde cinsiyet,
yas, 0grenim gordiikleri sinif diizeyleri ve boliim degiskenlerinin etkili olup olmadigini verilerle
ortaya koymak amaci ile yapilmistir. Arastirma, 142’si kiz ve 71’1 erkek 6grenci olmak iizere toplam
213 dgrenci ile yliz ylize gerceklestirilmistir. Arastirma sonucunda, cinsiyet, yas, sinif diizeyi
degiskenlerinin, 6grencilerin sosyal medya kullanim egilimlerinde etkili oldugu, 6grenim gordiikleri
boliim degiskeninin ise etkili olmadig1 saptanmistir. Arastirma, {iniversite 6grencilerinin sosyal medya
kullanim farkindaliklarinin ortaya konulmasi agisindan onemlidir. Ciinkii, arastirma {iniversite
ogrencilerinin sosyal medya kullanim egilimlerini farkli bir bakis agisiyla ele almaktadir. Arastirmada,
demografik degiskenlerin hangi 6l¢ilide iiniversite d6grencilerinin sosyal medya kullanim egilimlerini
etkiledigi elde edilen verilerle ortaya konulmustur. Arastirma, bu yoniiyle dnem arz etmektedir.

Anahtar Kelimeler: Sosyal Medya Kullanim Egilimleri, [letisim, Universite Ogrencisi, Degiskenler.
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INTRODUCTION

In the first quarter of the 21% Century we live, which is also called as the Digital Age and Design Age,
new communication media developing at a fast pace. In other words, communication media are re-
designed with the developing and renewing technological infrastructure, and serve millions of users.
With the transition to internet technology, which was also called world wide web (www) towards
1990s, as McLuhan (Tutar and Yilmaz, 2005: 309) stated, the world has became a global village. The
globalization discourse came to the forefront depending on the accelerated neoliberal developments
and the transition to free market economy, the emergence of new communication means all
contributed to the emergence of technological communication means, which we may also call as “the
new media”. The “global village”, which was first mentioned by McLuhan in 1964 in his book
“Understanding the Media”, was defined by McLuhan as “the term that tells us about the change and
development undergone by the radio, television, and cinema as a result of irresistible cultural
dissemination” (Yengin and Bayrak, 2018: 59). It is possible to claim that the above-mentioned new
trends affected important paradigms like education, health, economy, finance etc. Aktan (2007) stated
that the trends like population increase, globalization, information society, new basic technologies,
state reforms, good management, increasing competition brought with them the new changes in
underdeveloped and developing countries. In other words, the media discourse, which is extremely
important in communication studies, in one sense, “evolved” and gained a new and massive
dimension.

The new media has made significant progress under the leadership of social media. After 2004, social
media applications began to increase. Therefore, social media and networking applications attracted
the attention of the young population. The first quarter of the 21st century was a period of other digital
developments. Social media is still popular as a new and digital communication means that emerged in
the first quarter of the 21st Century, which is also defined as the electronic, digital and design age,
with Artificial Intelligence, automation, robot and robotic systems, etc. In this context, it is possible to
argue that the “Usage and Satisfaction Model”, which is one of the basic approaches of the traditional
media research, is also a valid hypothetical model for social media research. Because when studies
conducted on social media were reviewed, it was determined that mostly the "Usage and Satisfaction
Model" of Katz was employed in studies (Ertekin, 2019: 388-389). Social media has an important
place in the lives of university students as a new communication an media. Social media use
tendencies have become one of the most important parameters affecting the lives of university
students.

The communication process continued with mass communication means like radio, television, and
newspaper, which we call the traditional media, and the social media tools (like Facebook, Twitter,
Instagram, etc.) has begun to emerge as of 2004 as a result of the geopolitics, economic and
technological developments, which are also called as the new media, established communication with
the public opinion. Individuals act to be happy and successful. One of the most important factors
making individuals happy is to exist in the society, and think as “/ am a member of this society and a
part of them”. For this reason, they establish communicate to covey this perception to the other party.
In the communication process, every feedback with positive and praising messages received by the
receiver is one of the most important tools to be happy. As a matter of fact, social media keeps its up-
to-date position as a very popular communication tool with which individuals, namely users, tell
themselves and give the message that they are present in society. According Smith and Zook (2011),
individuals are able to get to know each other, express their needs develop relationships and
cooperation through social media (Cetintas, 2014: 2). According Hinton and Hjorth (2013), social
media impacts on the way in which we think, experience and practice with online media. Social media
keeps its popularity not only in the world but also in our country. In the “Digital in 2018 in Western
Asia” Report that was prepared by “We Are Social and Hootsuite”, it was stated about Turkey whose
population was 81 million people that there were; 54.3 million Internet users that constitute 67% of the
population, 51 million active social media users that constitute 51% of the population, 44 million
active mobile social media users that constitute 54% of the population (Dijilopedi, 2018).
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SOCIAL MEDIA

Year ago, aphorism was mentioned by Nicola Tesla (2015), and tells best the social media in which
millions of users are in constant interaction with each other in a synchronous or nonsynchronous
manner by singing up an account in the social media which hosts web 1.0, web 2.0, web 3.0, blog,
wiki, wiki network, Facebook network, twitter network, which was also mentioned by McLuhan as a
global village (2001). Social media is not only a communication medium in which individuals share
their feelings, thoughts and comments, but it is a medium where new discourses are emerging today as
a wide range of online products, services, institutions, organizations, companies, businesses, etc., and
has become a communication means promoting marketing in economy where new discourses like
postmodern marketing, image and emotional marketing, relational marketing (Kotler, 2010) have
emerged. Accoding to Cetintag (2014), social media is an environment for communicating with and
maintaining customers. Social media is not just a channel where people can have knowledge and
experience about products, services end the organization. Social media also allows customers to reach
and influence them. This makes contributes positively to the interpretation and making sense of the
institution and its brand. It may be claimed that it is an important digital communication tool in
communicating with target masses for educational institutions, healthcare institutions, and tourism
businesses outside their establishments.

According to Cetintas (2014), social media is a broad term that is used to describe all types of contents
like blogs and forum messages, images, audio, video, links, profiles and status updates that exist in
social network sites, which constitute social networks. Therefore, social media has very rich content.
Therefore, social media attracts the attention and attention of the users. One of the most prominent
characteristics of these social media means is that nearly all provide us with high-level sharing
services because they include different, new and fast technologies. (Kahraman, 2013: 21). In
summary, social media is a new medium of communication. In this respect, social media is a platform
where people share their feelings and thoughts.

Social Media Means

According to Ackland (2013), Web 1.0 websites; two organization (A and B) each have a web site.
The webmaster for organization A creates a hyperlink from a webpage on his organization’s website to
a webpage on the website of organization B.

Hyperlink from A’s website

Website for Website for
organization A P | organization B

to B’s website

A > B
Figure 1. Web 1.0 Network (Ackland, 2013)

The definition of the blog can be made as follows. Blogs are online magazines where people add
content they want (Cetintag, 2014: 84). Blog can actually be described as weblog. Accorging to
Kahraman (2013), The weblog concept, which was derived by joining the web and log terms, and
which refers to a web diary, has become referred to as blog in time. Blog is a website where content is
uploaded in the same system. In other words, blogs provide a symmetrical process. Wikies are a type
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of online websites where many users share their content. Especially scientists and writers prefer
wikies. Because the wiki is a platform for them.

Social media can be defined as the use of a social network. Uses of social networking are quite varied.
Vural and Bat (2010) stated social networks as follows; Social networks generally include the
following elements; Social websites: myspace, facebook, twitter, photograph sharing website: flicker,
photo bucket, video sharing: youtube, professional network website: linkedin, ning, blogs:
blogger.com, wordpress, wikies: wet paint, pbwiki, content labeling: merlot, sloog, virtual word: s,
active worlds, there, whyville, club penguin, hipihi. In summary, digital content used under new media
can also be referred to as social networking.

Facebook has not only increased the skills of people in establishing communication with each other
but also collected in itself all categories of self communication, interpersonal communication, group
communication and massive communication, which were categorized by Dimbleby and Burton (Tufan
Yenigikti, 2016: 130). Facebook users may create profiles in which personal features like photographs,
age, gender, educational status, interest areas are included, send messages that are open for everyone
or that are private and join different friendship groups. Facebook has a feature that supports the
interaction of its users (Tiryaki, 2015: 74).

According to Ellison et al., Facebook plays an important role in shaping and sustaining the social
capitals especially of students (Kdseoglu, 2012: 62). Two people (A and B) have profiles on
Facebook. According to Ackland (2013), Person A requests person B to become a Facebook friend
and person B accepts the friendship request.

Person A requests friendship

Facebook —p | Facebook

profile  for profile for

person A person B
<7

Person B accepts friendship request
A B
Figure 2. Facebook Network (Ackland, 2013).

Reasons for using Twitter (Solmaz et al., 2013: 25); Chat and dialogue feature (like short talk on
telephone, but not dependent on one single man or on webpage interface), Enabling cooperation and
exchange (for certain users), Enabling self-expression and self-communication (like blogging),
Updating and checking status, Sharing information and news, Marketing and advertising (depending
on location, interest areas and links).
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Thus we can represent this example multiplex Twitter network as a directed and unweighted simplex
network with person A nominating person B, and person C nominating person B (Figure 3) (Ackland,
2013: 65).

Person A follow Person C mentions Person B
—— e
Person A Person B Person C
Person B in tweet
A —> g < C

Figure 3. Twitter Network (Ackland, 2013).

THE STUDY

The Purpose of the Study: The study makes scientific evaluations and interpretations on the use of
social media, which is hypothesized to be used and perceived most frequently by university students as
a new communication means with the data like age, gender, department and grades of students to
investigate whether there is a relation among these variables. The Importance of the Study: The study
is important in that it investigates the variables like age, gender, department studies, and grades of
university students are effective on determining the social media use tendencies and determines the
social media awareness levels.

The Limitations of the Study: The study was limited with the students of Erzincan Binali Yildirim
University, Education Faculty, Class Teachers Department, Computer and Teaching and Training
Technologies (BOTE), Psychological and Guidance (PDR) and Primary School Mathematics
Teaching. The study was conducted merely with questionnaires, and no face-to-face interviews were
made. The Universe and Sampling of the Study: The study was conducted with 233 students at
Erzincan Binali Yildirim University, Education Faculty. A total of 20 questionnaires were excluded
from the analyses because of being empty and not easy to analyze. The analyses and evaluations were
made with 213 students 142 of whom were female, and 71 of whom were male.

The Method of the Study: The data of the study were collected with questionnaire method. The study
was a quantitative study, and the screening model was employed in it. After the study data were
transferred to the computer medium, missing data and edge value analyses were made, and the
normality of the dataset was examined. For this purpose, the Kolmogorov-Smirnov test and Histogram
Graphics were made use of, and it was determined that the dataset had a parametric quality. Finally,
the Levene Homogeneity values were examined. After this stage, the t-test and the One-Way Variance
Analysis (ANOVA) were used for independent samplings in the analysis of the sub-problems for
which answers were sought. The SPSS 21.00 program was used in data analysis.

The Findings of the Study and Evaluation:
Whether the social media use tendencies of the students showed significant differences according to
some variables was analyzed, and the findings are reported below.

Sub-problem 1. Do social media use tendencies of the students differ at a significant level according to
their genders?
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To determine whether the social media use tendencies of the students differed according to the gender
variable, the independent samples t-test was applied. In this context, firstly, the Levene Homogeneity
Test was applied to test whether the dataset had parametric value or not, and the following was found
F=.438, p>.05. The finding was evaluated as the dataset ensured the homogeneity, which is one of the
parametric conditions of the dataset.

Table 1. Findings on the Gender Variable.

Gender N X SD t p
Social media use | Female 142 | 39,7762 | 4,50730
tendencies 2,84 .00
Male 71 38,0141 | 3,71288

When Table 1 is examined, it is seen that the social media use tendencies of the students differ at a
significant level according to the gender variable (F,,=2.84; p<.05). When the average scores are
considered, it is possible to claim that the social media use tendencies of female students were higher
at a significant level compared to those of male students; and in this respect, it is also possible to claim
that the gender variable is a factor that affects the social media use tendencies.

Sub-problem 2. Do social media use tendencies of the students differ at a significant level according to
their ages?

One-Way Variance Analysis was applied to determine whether the social media use tendencies of the
students differed according to the age variable. In this context, firstly, the Levene Homogeneity Test
was applied to test whether the dataset had parametric value or not, and the following was found
F=.213; p>.05. The finding was evaluated as the dataset ensured the homogeneity, which is one of the
parametric conditions of the dataset.

Table 2. Findings on the age Variable.

Age N X SD F p Source of the
Difference

Below 18 | 19 27,6316 41,90096 A<B, A<C,
Social media use | years of 10,90 | .00 D<B, D<C
tendencies age

19-22 121 | 63,3435 31,40058

23-26 55 61,0678 41,26611

Above 26 | 18 24,5000 40,85736

years of

age

A= Below 18 years of age, B=18-22 age, C=23-26 age, D= Above 26 years of age.

When Table 2 was examined, it was determined that the social media use tendencies of the students
differed at a significant level according to the age variable (F,00=10,90; p<.05). In this context, as a
result of the Tukey Test, which was made to determine the source of the difference between the
average values, it was determined that the average scores of the social media users below the age of 18
were lower compared to those between 19-22 years of age and 23-26 years of age; and that the average
scores of those above 26 years of age were lower at a significant level compared to those between 18-
22 years of age, and 23-26 years of age.

In the light of the finding, it may be concluded that the age variable was effective on social media use
of the participating students.
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Sub-problem 3. Do social media use tendencies of the students differ at a significant level according to
their departments they study?

To determine whether the social media use tendencies of the students differed according to the
department variable, the One-Way Variance Analysis was applied. In this context, firstly, the Levene
Homogeneity Test was applied to test whether the dataset had parametric value or not, and the
following was found F= .312, p>.05. The finding was evaluated as the dataset ensured the
homogeneity, which is one of the parametric conditions of the dataset.

Table 3. Findings on the Department Variable.

Department N X SD F p
Social media PDR 53 | 38,8868 | 4,93286
use BOTE 59 |39,5763 | 4,57581 | .320 | .86
tendencies MATHEMATICS | 50 | 39,2200 | 4,12207
GRADE 51 39,0980 | 3,63458

When Table 3 is examined, it is seen that the social media use tendencies of the students did not differ
according to their departments (F,0o=.320; p>.05). In the light of these findings, it may be claimed that
the departments of the students was not a variable that affected the social media use tendencies.

Sub-problem 4. Do social media use tendencies of the students differ at a significant level according to
their grades?

The One-Way Variance Analysis was applied to determine whether the social media use tendencies of
the students differed at a significant level according to the grades of the students. In this context to
determine whether the social media use tendencies of the students differed according to the gender
variable, the independent samples t-test was applied. In this context, firstly, the Levene Homogeneity
Test was applied to test whether the dataset had parametric value or not, and the following was found
F=.975, p>.05. The finding was evaluated as the dataset ensured the homogeneity, which is one of the
parametric conditions of the dataset.

Table 4. Findings on Grade Variable.

Grade N X SD F p Source of
Difference
Social media 1. Grade 53 17,45 4,16 A<B, A<C,
use tendencies 2. Grade 59 24,46 3,14 4,76 .00 | D<B, D<C
3. Grade 50 25,13 4,21
4. Grade 51 16,85 4,05

When Table 4 is examined it is seen that the social media use tendencies of the students differ at a
significant level according to the grade of the students (F,0= 4,76, p<.05). In this context, as a result
of the Tukey Test, which was made to determine the source of the difference between the averages of
the students, it was determined that the social media use tendencies of 1* grade students and 4™ grade
students were lower than those of the 2™ and 3™ graders. In the light of the findings obtained in the
study, it is possible to claim that the grade variable is a variable that affects the social media use
tendencies of the students.

Submit Date: 10.04.2019, Acceptance Date: 17.06.2019, DOI NO: 10.7456/10904100/001 470
Research Article - This article was checked by Turnitin
Copyright © The Turkish Online Journal of Design, Art and Communication



The Turkish Online Journal of Design, Art and Communication - TOJDAC
ISSN: 2146-5193, October 2019 Volume 9 Issue 4, p. 464-472

RESULTS

Towards the year 2000, global village, globalization, information society, internet technology, new
basic technologies, competition environment, etc. came into prominence. The first quarter of the 21*
century came to the fore as electronic and digital age. New media technologies are one of the most
important elements of the digital and electronic age. Social media is the most important element of the
new media. social media is a very large platform with millions of users. Social media has an important
place in the lives of university students as a new communication an media. Social media use
tendencies have become one of the most important parameters affecting the lives of university
students. Therefore, there is a need for research on trends in social media usage. In this study, the data
on the extent to which demographic variables affect university students' tendency to use social media
have been revealed. From this point, the research is important in this aspect.

After the analyses of the data obtained in the present study, the following results were obtained. In the
evaluations that were made in the context of the gender variable, it may be claimed that woman
students have significantly higher scores in social media use tendencies than male students; and
therefore, the gender variable is a factor that differentiates social media use tendencies of the students.
In the context of the age, it was determined that the average social media tendency scores of those who
were under 18 years of age were significantly lower than the users of the age group 19-22 and 23-26;
and the average scores of the users who were over the age of 26 were significantly lower than those of
the 18-22 and 23-26 age group, and that the age can be evaluated as a variable affecting social media
use tendencies. When the students are evaluated according to their department, social media use
tendencies did not show a significant difference according to this variable, and it may be evaluated
that the department is not a that affected social media use tendencies. In the evaluation that was made
according to the Grades of the students, it may be evaluated that the 1* Graders and 4" Graders had
lower scores than the social media use tendencies of the 2™ and 3™ Grade students; and therefore, it
may be claimed that the Gradevariable is a variable affecting social media use tendencies.
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ABSTRACT

The shifting position of the artist in the field of cultural inquiry in parallel with the emphasis on
subjective truth replacing the objective basis in ethnographic research opens a shared ground for
discussions between ethnography and art. Focusing on representations of displacement in
contemporary art practice, the paper aims to understand different modalities of representing experience
through studying the subjective responses of selected artists in the framework of ethnographic turn in
art. The paper traces the figures of displacement within contemporary art criticism in parallel with the
figurative language of contemporary social thought that manifests a thinking through spatial
metaphors. In this regard, the cross field between ethnography and autoethnography in particular in
relation to art practice is analyzed through case studies, in order to expand the interdisciplinary
dialogue between these two distinctive forms of cultural inquiry. Instead of seeking methodological
analogies between ethnography and art practice, the study focuses on this particular motivation of
ethnographic work to capture reality and express experience. Beyond the mere replication of
ethnographic methods that risks producing meagre ethnographies and restricting the emergence of
possibilities across the distinctive practices of inquiry, the paper aims to locate the conversation
between art and autoethnography on a transdisciplinary ground. In this way, the research strives to
shift the focus from methodological disparities and mimicries towards the shared concerns of art and
ethnography.

Keywords: Ethnographic Turn in Art, Autoethnography, Displacement, Home.

OTOETNpGRAFi VE SANAT PRATIGININ YAKIN TEMASINDA
CAGDAS SANATTA YERINDEN EDILME FiGURLERI

oz

Sanat ve etnografi arasindaki ara alan, kiiltiirel arastirmanin alanina kayan giiniimiiz sanatgisinin
pozisyonu ve etnografik arastirmada nesnel yaklasimlarin yerini hakikatin 6znelligine yapilan
vurguyla ortak bir zemine agilir. Yerinden edilme figiirlerinin glinlimiiz sanatindaki temsillerine
odaklanan bu makale, deneyimin farkli temsil bi¢imlerini se¢ilen sanat¢ilarin 6znel yaklasimlarini
inceleyerek anlamay1 amagclar. Cagdas sanat elestirisinde siklikla karsimiza ¢ikan yerinden edilme
figtirlerini ¢agdas sosyal teorinin mekansal metaforlarla diisiinen yaklagimina parallel bir sekilde izler.
Bu anlamda, etnografinin ve 6zellikle otoetnografinin sanat pratigi ile olan iligkisi disiplinlerarasi
diyalogu genisletmek i¢in orneklerle analiz edilerek genisletilmeye caligilmistir. Calisma, sanat pratigi
ve etnografi arasinda metoolojik yakinliklar aramaktansa etnografik yontemin gercekligi yakalama ve
deneyimi ifade etme 6devi iizerine kurulur. Vasat etnografiler iireten ve farkli diisinme bigimleri
arasinda olusabilecek olasiliklart sinirlayan etnografik metotlarin taklidi iizerine kurulu bir

Submit Date: 15.04.2019, Acceptance Date: 20.06.2019, DOI NO: 10.7456/10904100/002 473
Research Article - This article was checked by Turnitin
Copyright © The Turkish Online Journal of Design, Art and Communication



The Turkish Online Journal of Design, Art and Communication - TOJDAC
ISSN: 2146-5193, October 2019 Volume 9 Issue 4, p. 473-490

yontemdense, makale etnografi ve sanat arasindaki diyalogu transdisipliner bir zeminde tartisir.
Boylece metodolojik ayrimlari ve taklitleri bir kenara birakarak sanat ve etnografi arasindaki ortak
kaygilara odaklanir.

Anahtar Kelimeler: Sanatta Etnografik Doniim, Otoetnografi, Yerinden Edilme, Ev.

INTRODUCTION

While the position of the researcher as a representative of objective truth becomes challenged as a
consequence of epistemological shifts in humanities, so does the engaged artist’s location and his/her
role as a cultural producer. The subjective voices in the study of culture becomes a valid means of
research, hence the researcher’s self becomes a medium of inquiry and consequently bringing the
endeavor of the artist’s work closer to the researcher. This paper focuses on representations of
displacement, a common research interest artists share with other researchers from the field of cultural
studies. The figures of displacement within contemporary art criticism is analysed in parallel with the
figurative language of contemporary social thought that manifests a thinking through spatial
metaphors. As the paper proceeds towards understanding the cross field between art and social
inquiry, the aim is to trace the art historical motivations behind this shift in art practice towards the
non-art realms and inquires into the geneaology of ethnographic turn in relation to shifting meaning of
space. Upon this ground the paper draws upon its main focus, the representations of displacement in
art practice through case studies, and analyses individual voices reflecting on displacement in an
autoethnographic manner. To this end, a close look into the artistic strategies in the works of Jonas
Mekas, Marcel Duchamp, Mona Hatoum and Zarina Hashmi becomes a means to explore how the
effects of displacement are represented in art practice, how the individual voices of the artists renders
the experience of displacement. Through this method of case studies, the paper operates through the
particularities of subjective voices characteristics of autoethnography instead of theory generating
generalizations that renders individualities as representative of a wider order.

THE FIGURES OF DISPLACEMENT IN CONTEMPORARY ART

In his study The Ends of Exile art critic T.J. Demos analyses the variety of responses artists have given
to the phenomenon of displacement across different periods (2009). Demos discusses figures of
displacement as a state of mind, an ethical stance, a premise for “a politics of equality” in a world
marked by uneven border traffic, by different orders of movement (2009: 87). In outlining the
aesthetics of negotiating with the experience of movement, he identifies different ethical positions,
different ways of dwelling in the world within the figures of diasporic, the nomad and the refugee.
Each of these three figures mark a distinctive position taken against the reality of an increasingly
precarious world defined by, “the diverse mobilities of peoples, objects, images, information and
wastes; and of the complex interdependencies between, and social consequences of, these diverse
mobilities” (Urry, 2000: 1). Thus, the flux of people and their material world infiltrates into the
language of how we perceive the world. In this regard, Demos’ delineation of the figures of exile
diasporic, refugee, flaneur etc. echoes the figurative language of contemporary social thought that is
inclined to think with spatial metaphors, with different modalities of inhabiting space defined by
movement. The field of displacement is measured in the footsteps of the figures of displacement.

A related vocabulary also appears in the analyses of other art critics such as Saloni Mathur. Marsha
Meskimmon, and Nikos Papastergiadis. Mathur announces the coming of the time of the migrant, in
The Migrant’s Time: Rethinking Art History and Diaspora (2011), and Papastergiadis foresees the
emergence of a “cosmopolitan disposition” (2011). Likewise, Meskimmon, in Contemporary Art and
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the Cosmopolitan Imagination sets out to survey, “the role of art in conceiving and reconfiguring the
political, ethical and social landscape of our time” (2011: 6). She forecasts the emergence of a
cosmopolitan identity: a “be(long)ing at home everywhere” (2011: 6). In this regard, art not only
represents and interprets this unsteady state determined by diverse mobilities unsettling the secure
boundaries of our abodes now but, as Meskimmon argues, art has an agency that, “enable[s] us to
participate in, and potentially change, the parameters through which we negotiate that world” (2011:
9). Thus, the role of the art practice is to imagine a future state that we cannot anticipate within the
restrictions of our world.

Assigning the artist the role to envision another world emphasises the, “ethical and political
responsibility” (Meskimmon, 2011: 7) of the artist and brings back the old debates about the artists as
the committed figure within the realm of politics. With these discussions at the forefront, Hal Foster
opens his 1996 dated essay, “Artist as Ethnographer”. Building upon Walter Benjamin’s arguments
about artist as producer, Foster questions the tumultuous liaison between art and politics, and
consequently the role and work of the artists within society.

Okwui Enwezor marks as the center of Benjamin’s essay the “question of the artist’s or writer’s
commitment under certain social conditions” (Enwezor, 2004: 1). A question that is very much
relevant today, nevertheless, the current shift in the scope of politics affects the parameters we analyse
the relationship between art and politics, the conditions determining artist’s commitment. “[A]rt and
politics are now much more broadly concerned with conditions of social life”, as we can see in artists
engagement with issues concerning “the environment, human rights, globalization, racism, nationalism
and social justice” becoming the focus of politics and art (Enwezor, 2008: 76). This changing field of
politics also results in the shifting subject of association in politically engaged art. While Hal Foster
locates the artist within the field of culture, as a cultural actor dealing with the, “cultural and/or ethnic
other”, Benjamin had the artist who, “side[s] with the proletariat” in mind (Benjamin in Foster, 1996:
302). Now it is the cultural, ethnic Other that artists identify with, which structurally follows, “the old
‘author as producer’ model” and marks a paradigmatic shift, which Foster calls, “the ethnographic
turn” in art (1996: 172).

A BRIEF HISTORY OF PERCEPTION OF SPACE IN ART, TOWARDS THE
ETHNOGRAPHIC TURN

As the world we inhabit increasingly is “marked by movement, change and multiplicity”
(Meskimmon, 2011: 5), the subject the artist becomes concerned with is the exile, refugee, nomad, the
diasporic and the migrant. These voluntary and involuntary characters of displacement are the figures
of a world where geographies of home are disrupted; a world in which the meaning of place, the
practices we employ to remain in place, are challenged. This is a field of inquiry that artists share with
the practitioners of ethnography, since they both show an interest in, “understanding...the one world
we all inhabit” (Ingold, 2011: 229) in their own distinctive ways. A key methodology in anthropology
(as well as in other social sciences e.g. cultural geography), ethnography entails, set of methods
through which the researcher engages in people’s everyday lives: observing, participating, recording
and collecting as much data as possible to tease out the research subject studied (Hammersley &
Atkinson, 1983: 1). Ethnographic study employs research techniques that range from participant
observation to surveys, censuses, interviews and life histories that facilitate the gathering of
information (Llobera, 2003). The empirical data collected through this research is then translated into
the final monograph into a written analysis of the field.

In its traditional sense, ethnographic inquiry requires a direct engagement with the field of study. The
quintessential method of ethnography, fieldwork, epitomises this emphasis on firsthand experience
and demands spending a lengthy period of time on a particular site, familiarising oneself with the
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everyday practices of the others. As Nigel Rapport indicates, the outcome of this study takes the form
of, “final writing of coherent reflections and analyses, facilitating a later retrieval of overall sense and
order” (1997: 94). The process of writing up entails interpretation of the experience of the fieldworker
at the field in the form of written text within ethnographic monograph that provides a realistic
narrative of the field.

As the founding principles and the conventions of discipline of anthropology were disputed and
subverted, the limits of ethnography and the role of its practitioners also become the centre of some
heated debates. Anthropologist George E. Marcus states that around the time the disciplinary
boundaries and responsibilities of anthropology were questioned while the postcolonial discourse cast
a critical eye upon the conventions of the anthropological mind, the art world also began to show an
increasing interest in the realm of the social, as evidenced by the soaring number of socially conscious
artworks being produced (Marcus, 2008: 36). Thus, anthropologists’ concern with the study of social
culture overlapped with a moment in art, when artists put particular focus on exploring this very same
field. The unique manners of artistic and ethnographic inquiries work on this mutual field of interest,
hence the practices, tropes and disciplinary presumptions that define the conventions of the
ethnographic method are reinterpreted to the extent that novel forms of inquiry have emerged across
the dialogue between art and ethnography.

Miwon Kwon defined the shift that led to the emergence of the “socially conscious artwork” (Marcus,
2008: 36) as a “discursive” moment in art, the genealogy of which she traces back to the minimalism.
Kwon emphasises the “phenomenological and experiential” character of the minimalist space, which
focuses on, “the actual physical attributes of a location” (2004: 3). This particular understanding of
space continued in the notion of site-specific work, which was concerned with the institutions of art
and its impacts on the presentation, perception and, inevitably, the production of art. While in its early
stages the focal point of site-specificity was art institutions, later this scope has broadened when the
meaning of “site” was expanded to include non-art realms. The presence of a work of art was no
longer considered to be limited within the physical constraints of the exhibition space (Bois et al.,
2005: 624). The institutional framework of art was actually formed by a network of other discourses
determined by social and political agendas.

Soon, as Foster succinctly indicated, “the institution of art could no longer be described only in spatial
terms (studio, gallery, museum, and so on); it was also a discursive network of different practices and
institutions, other subjectivities and communities” (1996: 184). This analysis in itself can be
considered within the “mobility turn” in contemporary social thought that marks a shift in the way we
think about space. Within this perspective, space is defined as the network of relations and the flows in
interaction, rather than suggesting a fixed, static location. Similarly, the discursive understanding of
art marked the perception of site as contingent to, “much broader cultural, social and discursive fields,
and organized intertextually”, as Miwon Kwon argues (2004: 3). Site-specific art was considered the
prominent form in institutional critique, marking a shift of focus from the work towards its
surrounding site, and the acknowledgement of what Kwon called the “discursive turn”: the
dependency of artwork on wider social, economic and cultural parameters.

In this lineage, the site slipped away, “from the surface of the medium to the space of the museum,
from institutional frames to discursive networks” (Foster, 1996: 184). Thus, the site of art extends,
“across much broader cultural, social, and discursive fields” (Kwon, 2004: 3) and progresses beyond
familiar art contexts. The axis of art practice has shifted from a medium specific practice into a
discourse specific one (Foster, 1996: 184). Instead of the problems intrinsic to the art discipline, an un-
disciplined movement, “from social issue to issue, from political debate to debate” began to dominate
contemporary art production, which marks the so-called “ethnographic turn” in art (Foster, 1996: 199).
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As the site of art began to converge with that of ethnography, artists and ethnographers began to show
a deeper curiosity about one another’s endeavors. Considered as a “science of alterity” (Foster, 1996:
182), anthropology seemed to offer the means to access the field of cultural inquiry. Consequently, its
methods began to be widely appropriated by artists who worked within the expanded site of art. The
shape of artistic production was again changing, and accordingly, questions about the work and role of
the artist became the subject of discussion, this time in relation to the ‘artist-ethnographer’ paradigm.

Nonetheless, Hal Foster indicated his concerns about the use of ethnographic methods of anthropology
as a magical formula in the study of culture. The, “Artist as ethnographer...draw[s] indirectly on basic
principles of the participant-observer tradition” or other seemingly ethnographic methods like
inventories, questionnaires and some documentary strategies (Foster, 1996: 181). Its methods can,
however, be appropriated without questioning the problems inherent in ethnographic work, which may
result in, “pseudo-ethnographies” or, “testimonies of the new empathetic intellectual” or, “traumatic,
confessional” accounts (Foster, 1996: 180). The mere replication of ethnographic methods not only
risks producing meagre ethnographies but it also restricts the emergence of possibilities across the
distinctive practices of inquiry. Instead, this limited model of artist as ethnographer should be explored
and expanded further. For that very purpose, the conversation between art and ethnography should be
located on a transdisciplinary ground, beyond the restrictions of disciplinary boundaries. This will
shift the focus from methodological disparities and mimicries towards the shared concerns of art and
ethnography.

THE DECLINE OF DOCUMENTARY LANGUAGE IN ETHNOGRAPHY AND THE
EMERGENCE OF SUBJECTIVE VOICES IN THE STUDY OF CULTURE

A reconceptualisation of ethnography that challenges the conventions of documentary procedures and
the realistic paradigm at the heart of ethnographic research proved to be necessary for expanding the
conversation between art and ethnography. In Tim Ingold’s definition of graphy as the primary
activity defining ethnographic research, the purpose of ethnography as writing about people and
culture is given a new turn. Ingold indicates that the act of graphy is not constrained to writing and
“finding the right words to record or convey what has been observed” (2007: 128). Similarly,
anthropologist Edward Bruner recognises the limitations of anthropological work and considers it as a
mode of representation of reality (1986: 16). Bruner establishes his argument upon the
incommensurable, “gaps between reality, experience, and expressions” (1986: 7). There is no form of
representation that could capture the lived experience unproblematically (Denzin, 1997: 3), validating
the ‘unruly’ manners of artistic expression as relevant in the study of lived experience, a field of
interest both ethnographers and artists share (see Oskay, 2014: 48).

With the decline in the, “distinctive documentary function” of ethnography (Marcus, 2010: 86), the
documentary language that overwhelms the ethnographic work also obliterates. The methods of
traditional documentary that manifest in the, “gathering of ‘facts’, the careful preservation of
imperilled folkways, the construction of arguments through demonstrative proofs” (Renov, 2004: 171)
lose their unshaken authority in ethnographic work. As the objectivist basis behind the documentary
modality becomes undermined, the neutral, impartial observer in the field is dethroned and the
distinctions between subject and object of study are blurred. Within the field of anthropology, this
shift corresponds to the reflexive turn, which openly questions the claims for objective truth and
unbiased representations of the field. Instead of claiming to reveal the truth, the emphasis on the
subjectivity of the experience focuses on, “detailing concrete experience and multiple perspectives that
include participant’s voices and interpretations”, as Carolyn Ellis argues (2004: 29). The singular,
subjective voices defy the epistemology of ethnographic inquiry that risks characterizing individual
subjects as, “representative of cultural practices and even ‘human’ principles” (Russel, 1999: 5), thus
diminishing the complexity of reality into abstract generalizations.
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In contemporary art practices, T.J. Demos marks a similar tendency in, “subjectively reflexive
narratives” (2009: 84), concerned with expressing experience without the risk of objectifying the
studied subjects. In this regard, autoethnography as a means to study the cultural through the personal,
as “a particular perspective on knowledge and scholarship” (Denzin, 2008: 374) which values the
knowledge and experience of the self in inquiry becomes a subfield to analyse the common ground
between the “subjectively reflexive” art practices. Autoethnography emerged as one of the means of
studying culture that came with the recognition of researcher’s presence in the scene of research. As a
result, personal stories and knowledge have begun to be considered as a possible means to study the
culture and human behavior as well. Self-knowledge become “a central source of data... becoming
another acceptable scholarly basis for understanding social life and human behavior” for social
research Rosanne Hertz suggests (1997: ix- xii). The personal becomes the base for theoretical, Nancy
Miller argues, a valid “cultural material”, in the inquiry of the social (1997: 21). This idea of “personal
as theoretical” resonates with the feminist coda of “personal is political” that has been embraced in the
art of 70s, where artists from the margins of society take the stages of cultural production. The
presence of these marginalized selves become “crucial medium for resistance and counter discourse”
that cast “doubt on the coherence and power of an exclusive historiography” (Renov, 2004: vi). As
visual anthropologist David MacDougal suggests succinctly, in the discipline of anthropology “a
single ethnographic reality, only waiting for anthropology to describe it” (in Russell, 1999: 12) has
lost its ground and the discipline opened itself to “different histories” (Clifford in Russell, 1999: 5).
The once erratic personal source becomes the source for knowledge, where theory and knowledge has
gone through substantial change of status, where the limits of social research has broadly expanded
thanks to the postcolonial and feminist epistemologies.

This insight, through “detailing concrete experience and multiple perspectives that include
participant’s voices and interpretations” can be an alternative to privileging “theory generation,
typicality, and generalization” Carolyn Ellis argues (2004: 29). The singular voices can disrupt the
conventional course of knowledge production in conventional ethnography which Catherine Russell
describes as a process “by which individuals are abstracted into general social patterns; individual
subjects become representative of cultural practices and even ‘human’ principles” (1999: 5). In the
following section, selected works addressing the complex feel of displacement from a personal
perspective will be analysed, in order to expand the discussions on the crossover between
ethnographic practices in the field of art. To this end, a close look into the artistic strategies will allow
us to explore how the effects of displacement are reflected in the works of Jonas Mekas, Marcel
Duchamp, Mona Hatoum and Zarina Hashmi.

CASE STUDIES: THE SUBJECTIVE VOICES OF DISPLACEMENT IN ART:
Jonas Mekas: The Order of Life in Dispossession

Jonas Mekas’ filming career starts with a borrowed camera in the United States, after he left his home
in Lithuania. Having been an avid diary keeper before his forced leave from his homeland, he
developed a habit of recording his life on the medium of film. For Mekas his films are a continuation
of his diary-keeping habit. He would carry his camera everywhere, just as he would his diary, a habit
that has become a central practice in his work: “All my personal work became like notes...I thought
what I was actually doing was practicing. I was preparing myself, or trying to keep in touch with my
camera, so that when the day would come when I’ll have time, then I would make a “real” film”
(Mekas in James, 1992: 149).
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As David James argues, “photographing the fragments of his own life was his practice of film” (1992:
149). Mekas films for keeping a record of his life, as a way of responding and relating to his
immediate surroundings as well as a means of proving his existence, here and now. Yet, beyond these
more personal motivations in his works, Mekas accomplishes to give his audience a detailed insight on
the reality of the exilic experience. In that sense, Catherine Russell categorises his work as
prototypical autoethnographic film, where the, “the film medium mediates between individual and
social histories” (1999: 281). Mekas’ response to his personal dilemma contributes into unravelling the
conditions of the exilic state in a wider context besides fulfilling a personal exigency.

Film diaries and diary films constitute two main stages of Mekas’ working process. As David James
states, “the former is Jonas Mekas’ personal record of his life, begun only months after his arrival in
the United States and continuing up to the present...left unedited for longer or shorter periods of time”
(James in Horak, 2010). Lost Lost Lost (1976), one of the very first diary films, fourteen years of his
life after his arrival in the States, after he had flown from his homeland, Lithuania is recorded. The
diverse moments of Mekas’ life recorded on the film reels (following many unexpected trajectories as
it entangled with the lives of others) lay untouched until 1976, when Mekas eventually edited them.
The challenge for Mekas was to give an order to his life collected on these reels. In one of his diary
films, As I was moving ahead, occasionally I saw brief glimpses of beauty, Jonas Mekas expresses the
challenge of ordering and narrating this autobiographical material:

I have never been able really to figure out where my life begins and where it
ends...when I begin now to put all this tolls of film together to string them together...the
first idea was to keep them chronologically...but then I gave up ...then I begun splicing
them together by chance...the way I found them on the shelf...because I really don’t
know where any piece of my life really belongs. So let it be, let it go...by pure
chance...disorder...there is some kind of order ...order of its own...which I do not really
understand same as I never understood life...and I do not want to understand them (in
As I was moving ahead, occasionally I saw brief glimpses of beauty, 2000).

Perhaps due to a need to reorient himself within the unfamiliarity of his new dwelling, the urgent need
to grasp what is happening around his immediate surrounding has revealed itself as a desire to capture
what is happening ‘here and now’. As a result, he is left with an excessive amount of filmed material,
which brings a question of how to translate all these, “disparate images into an autobiographical
narrative” (Horak, 2010: 57). David James highlights the different temporalities inherent in these two
distinctive moments at work in Mekas’ practice. He writes: “Where the film diary was constrained
within the present of immediate perception...the diary film confronts its own present with the
assembled fragments of a time now lost, of loss itself, of a past that can neither ontologically nor
filmically be ‘presented’” (in Horak, 2010: 57). This is an attempt to negotiate these two distinctive
moments in his practice that reflects the realities of his life as an exile, as a displaced person who has
lost the familiarity of home and lives with the fear of losing everything once again. In between these
two temporalities, we see glimpses of a displaced life torn between a desire to hold onto now and the
past that sticks onto the present.

We hear Mekas speaking over the images we see on the screen, reflecting on the scenes from his
collections, yet not necessarily describing or explaining to us what we see. Like home videos, which
we shoot and only watch at a much later stage, Mekas was perhaps seeing what he recorded for the
first time when he began editing. We hear him thinking about his life retrospectively. The act of
editing triggers the question of how the different moments of his life are tied to one another, how the
past relates to the present, how exactly contrapuntal temporalities exist on the horizon of an exile. The
excessively fragmented imagery gathered in these films parallels the sense of loss he found himself
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amidst. Mekas aspires to pack all the bits and pieces of a life in the limited time the film allows. His
films appear as a massive collection of images that collapse in upon each other. In this sense, his
practice becomes a way of wresting his life back from the curse of dispossession through continuously
collecting his present time.

o ‘ﬁ*'.m: S " G, A
Figure 1. Mekas with his camera while filming, 1971 (Mekas, 1971).

His filming technique, similarly addresses this overwhelming feeling of dispossession. While filming,
Mekas does not necessarily look through the camera’s viewfinder. He rather moves with his camera,
never knowing what he has filmed until he watches the recordings. His bodily movements are
imprinted on the images we are seeing. In this sense the recordings are closer to the materiality of trace
carrying the mark of Mekas’ presence. As we see in the Figure 3, he is more like collecting the flowers
from the field rather than capturing their images on film. Mekas does not seem to be too much
concerned with capturing a legible recording; the information collected on the film is secondary.
Rather than the camera slowing down the movements of Mekas, it is the camera that is subject to
Mekas’ movements, Mekas’ presence. Thus, the recorded material, the temporality of recording
becomes subservient to the experience.

Owing to this approach to filming, the unruly transitions from one point to another create restless
movements on the screen. Sometimes the images in a Mekas’ movie pass at such a speed that all the
images dissolve into one another, creating a difficult viewing experience. The pace of the appearance
and disappearance of the images on the screen is so fast, the scenes replace one another at such a
speed, the audience is left with a feeling of motion sickness. The images on the screen replace one
another so swiftly that the limits of the figures on the screen blur. The movement renders the images,
the fragments of his life unidentifiable and poses a question about identity in movement. A sequence
of colours, constantly shifting patches of colour, a flickering light rather than any identifiable narrative
or any recognisable reference points, any place of rest fills the screen. The experience of watching the
material was an uncomfortable one. This refusal to stop on any image is expressed in his filmic
technique, which Catherine Russell calls a, “technique of homelessness”, which corresponds to
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Mekas’ personal experience of homelessness (Russell, 1999: 282). The resulting disrupted narratives
in Mekas’ works reify the hesitant, indeterminate feeling of dwelling in-between.

Marcel Duchamp: Box in a Valise

In Marcel Duchamp’s Box in a Valise (1935-41), it is the threat of dispersion in the face of
displacement that led him to collect his life work in order. T.J. Demos’ (2007) reading of Box in a
Valise uncovers the links between the tentative form of Duchamp’s box, the alternative order
employed in the organization of the works that defies any logic of categorization and his expatriation.
The work stands as a response to the rigid, patriotic notion of identity engulfing during the two World
Wars, by proposing a subject, a body (of work) under continuous construction that subverts any static
forms of representation. The exigency of escaping from the clearly demarcated borders of identity
manifests itself once again in the shared authorship of the Valise with his female alter ego, Rrose
Selavy, which accentuates Duchamp’s determination to break away from any prescribed categories.

Figure 2. Box in a Valise, 1935-1941 (Duchamp, 1935-1941a).

Duchamp’s Box contains photographic images of his work cut out from the magazines, black and
white reproductions of his works hand-coloured using a pochoir technique, and three-dimensional
miniature replicas of his readymades in a peculiar order. Jerrold Seigel remarks this chaotic order that
defies any logic of classification: “Putting so many works and objects inside such a casing called
attention to the question of how they were all related to one another” (Seigel, 1995: 232). Duchamp
offers an unstable, tentative collection in his portable museum to be continuously rewritten,
reconstructed and circulated.
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Figure 3. Box in a Valise (From or by Marcel Duchamp or Rrose Sélavy) (Duchamp, 1935-1941b).

When Duchamp began the preliminary sketches of the box in 1935, he was preparing to leave war-torn
Europe, the foundation of, “the entire ‘homeland’ of Europe, as the secure house of western
civilization” was shattering (Vidler, 1992: 4). This was a time when the achievement of the western
culture was cast in doubt with the violence spreading across the continent. The conditions of war
consequently led to, “a powerful disillusionment with the universal ‘museum’ of the European
‘fatherland’” (Vidler, 1992: 4). The mobile structure of Duchamp’s collection suggests the desire to
escape from the rigid structures, of not only the institutional frameworks of museums (that fixed his
oeuvre under certain categories), but also from the suffocating borders of Europe that left no room for
the Other. Against the backdrop of the time where an oppressive sense of, “essentialised communal
identity” reigned, this project could also be considered as a reaction to a xenophobic notion of identity
(Demos, 2007: 42). Duchamp was seeking to, “reconstitut[e] a sense of self” (Demos, 2007: 42), an
itinerant, unstable, provisional self that is open to the Other, by inviting this Other into its making,
while all across the world strict boundaries were demarcated hostile to the ones who do not belong to

3 b

us-.

Box in a Valise also goes under the name From or by Marcel Duchamp or Rrose Selavy. This
collaboration not only unsettles the authority of the single author but it also contributes to undoing the
clearly drawn boundaries of the subject. Duchamp donned Rrose Selavy (once again) to decentre the
conception of essentialised identity. By embracing his ‘Other’, Rrose Selavy, as the co-author of this
Box in a Valise he unsettles the body of Duchamp. Against the suffocatingly rigid notion of identity he
assumes a female alter ego, and thus, erodes, “the stability and coherence of his own identity” (Seigel,
1995: 119). Demos observes that, with an aspiration to escape from the patriotic notions of identity of
the time, in this way, Duchamp proposed a different notion of subjectivity, “that freed itself from the
strictures of an increasingly claustrophobic national identity” (2007: 21).

In this regard, the Valise manifests the exigencies of an exilic identity, a life, “between a dispersion
that placed the very coherence of the self in jeopardy and a compensatory urge that tempted a suicidal
self-embalming” (Demos, 2007: 20). As if in preparation for Duchamp’s escape from Europe, the
reproductions of his life works sit in a valise, ready to travel with him. In the compact form of the
suitcase, Duchamp gathers his body (of work). He poses the multiple and itinerant nature of the self
against a divided world that grows more and more hostile to its others. Thus, he turns the work of self-
representation into a relentless self-construction.
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Mona Hatoum: The Interior Landscape of Displacement

In Mona Hatoum’s work the disorienting impact of displacement is expressed through the everyday
objects that surrounds, furnishes and supports the body. Hatoum’s strategy of transforming the
everyday objects into their threatening, unhomely counterparts reflects the state of an in-between
dwelling that shakes the foundations of the taken for granted everyday reality.

The duality between familiar and unfamiliar, the homely and strange implies an uneasy encounter, a
coexistence that characterises the experience of the displaced, for whom home is a problematic site.
The double nature of Hatoum’s works arises an uncanny feeling, which reveals a presence caught in-
between, amidst a contrapuntal state.

In the transformation of the mundane facade of everyday world Hatoum’s displacement expresses
itself materially. “We usually expect furniture to be about giving support and comfort to the body”,
she remarks, and turns this comforting feeling into an uncomfortable, disorienting experience (1998:
7). By rendering these objects of support as “either unstable or threatening” (Hatoum in conversation
with Antoni & Hatoum, 1998: 7), Hatoum disturbs the notion of home as a place of peace and
stability, as a safe haven. The outlandish feeling of displacement distils strangeness into these objects.
In Hatoum’s works Edward Said finds an unbearable scene, “full of grotesque structures that bespeak
excess as well as paucity” that characterize the world of a refugee (in Miifti, 2011: 174-175). Between
this “excess and paucity” Hatoum’s work manifests an inability to settle down, in contrast to a feeling
of home that defines a moment when everything seems to be in their right place, where nothing strikes
as neither superfluous nor scarcity, but just in right order. Hatoum unsettles the mundane objects
furnishing the comfort of home through making these objects unidentifiable and inappropriate. These
everyday objects retain the character of the irresolute ground they rise on now. The, “sense of
instability and restlessness” dominating her works carries the traces of her background (Antoni &
Hatoum, 1998: 4). A study of Mona Hatoum’s work inevitably delves into detailing the embattled
background, the geography she is coming from. Nonetheless, she expresses her frustration over the
generic autobiographical information becoming the sole reference in the analysis of her works:

I’m often asked the same question: What in your work comes from your own culture? As if
I have a recipe and I can actually isolate the Arab ingredient, the woman ingredient, the
Palestinian ingredient. People often expect tidy definitions of otherness, as if identity is
something fixed and easily definable (Hatoum in Antoni & Hatoum, 1998: 1).

Figure 4. Doormat I, 1996 (Hatoum, 1996).
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Hatoum openly displays her discomfort about being confined into the fixed categories of identity and
into a fixed geography. This is a common perspective in art criticism that Nicholas Bourriaud calls a
“symbolic house arrest”, by which, “everyone is located, registered, nailed to a locus of enunciation,
locked into the tradition in which he or she was born” (Bourriaud, 2009: 34). On the other hand,
Hatoum’s work is a question cast on these lines of segregation, on the unjust certainty of borders. She
rejects this house arrest that incarcerates her into the stereotypical categories of Otherness, ossifies the
frontiers and borders and accordingly increases the gap between self and the other, between ‘here’ and
‘there’. “I find myself often wanting to contradict those expectations”, Hatoum states (in Antoni &
Hatoum, 1998: 2). Even though the objective behind such an approach is to give a voice to the minor
positions, to better represent the troubled geographies of displacement, it risks ending up in the,
“fetishisation of the alterity of the artist from the margin” (Papastergiadis, 2005: 341). In Hatoum’s
work, the suffocatingly rigid notion of identity that sustains itself through securing cultural, ethnic,
gender differences is problematized through continuously revisiting its prescribed boundaries.

Figure 5. Detail from Interior Landscape, 2008 (Hatoum, 2008).

In her installation /nner Landscape, a detail on the wall particularly manifests this desire to escape
from the strictly drawn limits of identity. We see a map of Palestine made by a wire coat hanger on the
right and on the left; a disfigured map in the shape of a shopping bag is hung next to it. Both maps are
hung on a coat hanger next to the door; suspended in a limbo state at the entrance/exit of a place. Just
before entering/leaving one place for another, Hatoum leaves aside the maps that signify a place-
bound identity, by leaving the borders drawn between ‘us’ and ‘them’ at the threshold.

The repeating motive of maps redrawn, cut, disoriented in Hatoum’s work underscores her troubled
relationship with the geographical location assigned to her identity. Jaleh Mansoor suggests that it is
the diasporic character of Hatoum’s dwelling that tears apart, “the concreteness of location, of place”
(2010: 60). Hatoum dismembers the maps that fix her identity within their rigid clusters. The abstract
lines of maps are far from capturing the complex reality of a dwelling in-between that defies borders.
At odds with the clearly defined boundaries of identity, this is a state of being that, “dismantle[s]
categories” (Mansoor, 2010: 61) and overrules the possibility of solid, stable ground.

“Can we assign stable attributes to experience that imply the falling away of any permanent ground of
signification and representation?” asks Aamir Mufti (2011: 175). His question concerns
representations of homelessness, of displacement; an experience that uproots the belief in a solid

Submit Date: 15.04.2019, Acceptance Date: 20.06.2019, DOI NO: 10.7456/10904100/002 484
Research Article - This article was checked by Turnitin
Copyright © The Turkish Online Journal of Design, Art and Communication



The Turkish Online Journal of Design, Art and Communication - TOJDAC
ISSN: 2146-5193, October 2019 Volume 9 Issue 4, p. 473-490

ground established by the obvious, habitual order of home. Hatoum responds to this slowly
disintegrating ground of home by dissolving the familiar fagade of the everyday world that we take for
granted. She responds to this crisis of representation and signification in the falling apart of stable
anchor points to hold onto in her work.

Zarina Hashmi: Revisiting Home

In Zarina Hashmi’s work the boundaries of home are similarly revisited in order to locate the
disorienting feeling that comes with arrival in a new, unfamiliar place. In her print series that dates
back to 1999, entitled Home is a Foreign Place, she imprints her childhood home in India in
fragments, in an abstract and formal language. Runa Samantrai suggests that Hashmi finds a solace
against the unsettling forces of movement, “a life that has moved in many directions... a world so
complicated that it borders on chaos” (2004: 174) in her formal, overwhelmingly symmetrical
compositions. In symmetry she finds an order that consoles her need to, “keep a centre” (in Samantrai,
2004: 174). The demand for stability against the pre-eminent feeling of disorientation manifests itself
in the perfectly balanced plans of her prints.

@ m[]]

Figure 6. Home is a Foreign Place, 1999 (Hashmi, 1999).

The introduction of the house motif into Zarina Hashmi’s works emerges when this feeling of
disorientation intensifies. “I started to wonder where I was, where I had come from, how I came to be
standing by myself in that desert, encircled by horizons” (Hashmi in Samantrai, 2004: 174). Recalling
a moment when she found herself in the middle of a desert that demands fundamentally distinctive
means of navigation, Hashmi felt at a loss. Without any familiar reference points to orientate herself,
she was surrendered by the vastness of the unknown, by the unruly possibilities of new horizons. Her
preoccupation with the house motif comes at this point, as the feeling at a loss brought an urgent need
to relocate herself within this outlandish space. “I came to it [the house motif] when I needed to put
my life in order”, Hashmi says. “It allowed me to situate myself after I had left the known path laid out
for my life and struck out on my own” (in Samantrai, 2004: 177). Hashmi deals with the unsettling
impact of dwelling within this completely different spatial order, through reinscribing her home on the
blank, deserted surface of the paper. Home is a Foreign Place contains 36 prints that depict the
physical structures of the house she grew up in, as well as the immaterial qualities of the home. The
titles of the prints in the series give us clues about different aspects of her childhood home as it is
contemplated in close up in these fragments. The concrete materiality of Threshold, Border, Entrance,
Courtyard, Wall joins into the immaterial states that is less inclined to give themselves to
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representation, like Distance, Time, Country, Despair, Journey, Language etc. These are the
multifarious details that inhabit her memories, when she imagines her home she left behind in India, in
her childhood.

In another series of prints, Homes I made/A Life in Nine Lines (1997), she draws the floor plans of the
interior spaces of the homes she stayed in different cities, in the abstract, impersonal language of
architectural plan drawings. She imagines her place within the many places she trespassed, crossed
and left behind, the many horizons that she was surrounded by. Aamir Miifti defines Hashmi’s work
as, “place-images...images of places”, as much as, “images about the imaging of these places” (2011:
188). The detailed look in Home is a Foreign Place is lost this time with the elevated view from
above, which evokes a sense of distance. The distinctive perspectives in these prints manifest the
different manners of dwelling that mark Hashmi’s life story. While in her previous prints she imagines
her home in India with a sense of intimacy, in her later works she strives to capture the concrete
essence of the idea of home, and shifts her focus from her unsettled, disoriented life.
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Figure 7. Homes I made/A Life in Nine Lines, 1997 (Hashmi, 1997).

CONCLUSION: THE AESTHETICS OF DISPLACEMENT

In the figures of the exile, diasporic, expatriate, newcomer, latecomer and stranger, we observe a
journey that leaves the familiarity of home. It is an experience disrupting the routine ways we dwell in
the world. The coexistence of different stories, different orders and temporalities unsettles the
familiarity of home through distinctive personal accounts of displacement in the selected case studies.
The singular voices in these case studies offer experimental forms of working in the field of culture,
which has the potential for, “push[ing] the boundaries of prescribed ways of conducting social
science”, as Rosanna Hertz suggests in relation to the reflexive methods in ethnography (1997: xii). In
that sense, the conversation between art and ethnography offers an area to explore this possibility, to
transform the conventional course of knowledge production in traditional ethnography. Artistic forms

Submit Date: 15.04.2019, Acceptance Date: 20.06.2019, DOI NO: 10.7456/10904100/002 486

Research Article - This article was checked by Turnitin
Copyright © The Turkish Online Journal of Design, Art and Communication



The Turkish Online Journal of Design, Art and Communication - TOJDAC
ISSN: 2146-5193, October 2019 Volume 9 Issue 4, p. 473-490

of inquiry reminds us the imaginative aspects of the research, which Michael Taussig argues to be
muted by the hard science of collecting data (2009), by the strategies of documenting, recording and
describing. With the language of “imaginative speculation” (that Amanda Ravetz argues to be
distinguishing art from the ethnographic practice) these works revive the long neglected aspect of the
inquiry, that of “imaginative discovery” (Taussig, 2009).

Although the working methods of each artist vary, what is common is the taking off from the personal
experience and rendering their individual concerns into a form of expression not necessarily textual,
descriptive, documentary, as it is with the conventional ethnography. In the expanded field across
ethnography and art, these works move beyond the methodological conventions and employ,
“imaginative techniques” of art (Ravetz, 2009).

In the relentless acts of recording, collecting and ordering his life story imprinted on film, we
encounter the exigency of dispossession that comes with an exile in Mekas’ practice. The mobile
structure of Duchamp’s valise calls its audience to reorder his body of work, construct a different body
of Duchamp that consequently defies strict limits of identity within a xenophobic war-torn world. The
disoriented everyday objects within the domestic spaces of Hatoum show us the unsettled, uncanny
boundaries of home in displacement. In the strictly balanced compositions of Zarina Hashmi’s images
of home, we witness how a desire to centre, balance oneself amidst the disorientation in the unknown
is expressed. The examples discussed here give insights about the everyday reality of displacement,
how our dwelling is infected by different orders of movement that collapse here and there, home and
away, familiar and unfamiliar, then and now, self and other upon each other.

Jonas Mekas' response to a life in exile, in utter loss away from his home country appears as a
relentless desire for collecting, documenting and reordering his life recorded on film wheels. The
ordering and reordering process at work in Duchamp's collection of the replicas of his works manifests
a reaction against a static, stagnant notion of identity. We find a related suspicion with the clearly
drawn borders of identity in Mona Hatoum's discontent with the “symbolic house arrest” (Bourriaud,
2009c: 34). Hatoum's undone, unidentifiable maps left at suspension are similarly a reaction to this
confining sense of home. Likewise, the dismantling and dispersion of the familiar universe of home in
unsettling arrangements of the familiar household items and rendering them unidentifiable through
symmetrical abstractions manifests similar concerns. A desire to keep a centre in Zarina Hashmi's
prints depict different aspects of a home now left behind in Home is a Foreign Place.

The way the works are processed display the diversity of responses to the study of the cultural through
personal; to the basic definition of autoethnography. The artists’ study of the field of displacement that
surround, surrender their existence bring us closer to the actualities of that state of being unsettled by
displacement. In contrast to a theorization of the field that provides a general view of the subject by
excluding details that cannot be assimilated into a coherent narrative; these individual details provide
us other perspectives. In comparison to a view from a distance, the works manifest what an
autoethnographic approach to inquiry aspires to do: to capture the particularities, multiplicities and
conflicts in the field. We are provided multiple access points to enter into the realm of displacement.
These personal expressions have the power to refract the experiences of others, in a similar line with
an autoethnographic approach that takes the self as a source of knowledge, as a tool of inquiry and as a
medium of expression.
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ABSTRACT

The image shifts from industrial identity to cultural identity since 1980s in Golden Horn, one of
Istanbul’s former industrial areas, encompassed cultural policies and urban regeneration processes in
the area. This study discusses the positions of public and private sector investments in the region
during the process of creating "The Golden Horn Cultural Valley" and reveals the policies that
managed this regeneration. The research uses a multi-dimensional method considering both qualitative
and quantitative data throughout economics, politics/urban cultural policies, society, culture and space.
With respect to the projects, the authors highlight three main outcomes: (1) processes vary according
to the actors, (2) lack of integrated vision and (3) disconnected cultural visibility.

Keywords: post-industrial space, entrepreneurialism, Golden Horn, culture-led regeneration, urban
policies, arts.

SANAYIDEN KULTURE: o
HALIC’IN “KULTUR VADISI”NE DONUSUMU

0Z

1980'lerden bu yana sanayi kimliginden kiiltiirel kimlige gegis, Istanbul'un eski sanayi bdlgelerinden
biri olan Halig'te, bolgedeki kiiltiirel politikalart ve kentsel doniisiim siireglerini kapsamistir. Bu
caligma “Hali¢ Kiiltiiri Vadisi” olusturma siirecinde bolgedeki kamu ve 6zel sektér yatirimlarinin
konumlarini tartismakta ve bu yenilenmeyi yoneten politikalar1 ortaya koymaktadir. Arastirmada,
ekonomi, siyaset/kentsel kiiltiir politikalari, toplum, kiiltiir ve mekan iizerine hem nitel hem de nicel
verileri dikkate alan ¢ok boyutlu bir metodoloji kullanilmaktadir. Projelerle ilgili olarak, yazarlar ii¢
ana ¢iktinin altini ¢izmektedir: (1) siiregler aktorlere gore degismektedir, (2) entegre vizyon eksikligi
s0z konusudur ve (3) kiiltiirel goriiniirliikte kopukluklar belirlenmistir.

Anahtar Kelimeler: post-endiistriyel sanayi mekanlari, girisimcilik, Hali¢, kiiltiir-eksenli doniisiim,
kentsel politikalar, sanat.
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INTRODUCTION

During the deindustrialisation period that followed the structural crisis of 1970, the loss of dominant
economic functions in cities triggered social and spatial collapse, particularly in urban centres. This
period affected old industrial cities, notably those in North America and Western Europe, and lasted
until the 1980s. Therefore, the 1980s witnessed changes in the production model, in terms of the
service sector and trends of capital flow to certain cities. Consequently, such cities attempted to attract
service sector investments. The first effective measures that were able to diminish these effects began
to be enacted through urban regeneration projects that were shaped through public and private sector
partnerships. These projects were initially conducted in the field of real estate. An important body of
literature details the failures of this regeneration mentality, which aimed to attract new economic
investments through an “improved” city image using real estate projects, such as housing, office
buildings and shopping centres by regenerating former industrial areas and docs.

The emergence of culture in regeneration projects became possible with the launch of tourism-led
urban regeneration projects. New tendencies in competitiveness, of cities place marketing efforts allow
culture to locate in the centre of urban regeneration projects in the 1990s. From then on, culture has
become an embodied instrument that brings economic yield rather than being a field that is subsidised
by the state. The concern of creating an urban brand in cultural regeneration projects gained strength,
and culture became an element of marketing and investment within private sector initiatives that were
triggered during the neo-liberalisation period. During this period, an approach was established in
which culture was addressed through beautification efforts and improvements to the image of the city
through spatial regeneration over time (Evans and Shawn, 2004; Evans, 2005a, b). Culture-led
regeneration has been observed in three ways: flagship projects, events and cultural quarters
(Hetherington, 2008; Teske, 2006; Garcia, 2004; 2005; Landry, 2006; Kunzmann, 2004). Flagship
projects, including the large showy structures of famous architects, can be considered to initiate
regenerations of the region. Urban icons such as the Guggenheim Museum (Bilbao), the Golden Gate
Bridge (San Francisco) and the Cloud Gate (Chicago) are examples of flagship projects. Events
include activities such as the Barcelona Olympics of 1992, the Glasgow ECOC of 1990 and the Expo
(Seville) and play an important role in a city’s culture-led regeneration. Cultural quarters can be
described as complexes where production, exhibition and consumption take place alongside support
sectors. In this context, Birmingham’s Lace Market and Dublin’s Temple Bar (DCMS, 2004;
UNCTAD, 2008, 2010; KEA, 2006; Garcia, 2004, 2005; Landry, 2006) are examples of cultural
quarters that play important roles in new competitive environments.

Although the story of deindustrialization is different, the shores of the Golden Horn have undergone a
culture-oriented transformation since the 1980s in parallel with the examples mentioned above.
Among the most prominent elements of this transformation are; the Ko¢ Museum, one of the first
flagships of the region initiated by a famous industrial company, Santrallstanbul which is the first
multi-dimentional complex in Turkey that functions as a university-museum-artist workshops in-one,
Miniaturk, which is a public-based flagship, Feshane, which is another public initiative and Fener-
Balat, a culture-tourism project that can be considered as a part of the culture-based transformation.
This study discusses the positions of public and private sector investments in the region during the
process of creating a cultural valley in the Golden Horn, which seems partitive, discontinuous and, in a
sense, isolated. In this context, our aim is to examine the regeneration process of the Golden Horn
through key actors in cultural policies regarding spatial reflections and implementation processes. In
this manner, this study differs from previous studies that have addressed topics such as migration,
regeneration of industrial structures and transportation in the Golden Horn region.

The research contains the period of 1980-2012 with important breaks. Two factors played a role in
excluding the developments after 2012 from the scope of the study. First, discussions on the cultural
valley and the items that make up the valley have become ripe and measurable between the years
1980-2012. The second reason is that many of the changes in the Golden Horn and the surrounding
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area since 2013, the regeneration projects on various scales and the socio-political awareness have
brought a different perspective from the period until 2012. This new perspective entails the debate on
"the right of the city and the cultural politics" instead of “culture, space and investment", therefore it is
incompatible with the theme and the method of this article.

Methodology

This study uses a multi-dimensional method that strives to understand processes as outcomes of both
qualitative and quantitative data on economics, politics/urban cultural policies, society, culture and
space. In addition to local and upper-scale projects conducted in the Golden Horn, 20 in-depth
interviews are realized about site-selection decisions of the region’s important cultural investors.

The profile of actors for interviews is classified according to their role and characteristic in the process
of transformation of Golden Horn. Within this framework, we have identified 4 different profiles
having a fundamental role.

(1) Public Actors: Public actors involved in the process are divided into two categories, including
the public actors at the local level and the national level. The aim of interviews with these two
categories is to understand their role defined by themselves along the transformation of
Golden Horn and their action for the implementation of cultural regeneration projects. These
interviews allowed us to see whether there is a global vision of public actors and how
intergovernmental coordination between these categories have worked out during the
transformation process.

(2) Private actors: Interviews with private actors were held with managers of cultural facilities of
Santralistanbul, the Rahmi Ko¢ Museum and other private investments located in the areca. We
tried to understand the reason behind their choice of location in Golden Horn and their
interaction with the valley.

(3) Inhabitants and visitors: The different socio-economic situation of inhabitants in Eyup,
Gaziosmanpasa, Beyoglu and Fatih, where the transformation project is located, was
determinant for the interviews. They showed us how inhabitants have perceived the
regeneration process in Golden Horn and what these cultural projects implemented their
neighborhood means to them.

(4) NGOs and others: This profile contains independent and multi-stakeholder actors who are not
directly linked to the implementation of regeneration projects in the valley but who
nevertheless are in the process of transformation. The purpose of these interviews is to
determine how these independent and multi-stakeholder actors participate in the decision-
making process.

The Golden Horn Cultural Valley

The Golden Horn (Hali¢) is a natural internal port approximately 8 km in length. It is surrounded by
the neighbourhoods of Beyoglu, Fatih, Eyiip and Kagithane (Yiicetiirk, 2001) and covers an area of 25
million square metres (Bastiirk et al., 2001) (Figure 1, Photo 1).

It is important to evaluate the Golden Horn’s regeneration process through key points at different
historical moments. the Golden Horn served as an administrative centre and harbour during the
Byzantine period and then became an intense trade centre during the Ottoman period. These
developments can be considered key components of the region’s identity.
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At another key moment, the Golden Horn developed an industrial identity during the larger global
industrialisation process. Thus, from the 19" century onwards, the Golden Horn developed as an
industrial zone. Buildings such as the Feshane (1833), where textiles and fezzes were produced for the
ottoman army (Miiller-Wiener, 1992), and the Silahtaraga (1911), the electrical plant (Cengizkan,
20006), are fragments of this industrial heritage that still exist today.

The period between 1929 and 1939, followed by the establishment of the Republic, can be considered
a central period that witnessed the growing prominence of national identity and the development of
industrialisation policies. During this period, integrated policies that aimed to develop the country
were implemented with the objective of creating a city with the hallmarks of the new republic. In this
context, the Golden Horn became the industrial zone of the city, specifically through Henri Prost’s
plan (1937) (Suhen, 2004; Bilsel, 2007, Bilsel, 2011; Eyice, 2002; Aydemir, 2008). The
slaughterhouse of Siitliice (1923) is one example of an important structure of the period.

Figure 1. The Golden Horn (photo: The archive of Eyilip Municipality, 2011, map: made by the
authors)

In the 1950s, due to the changed political environment after the Second World War, the city entered a
period of restructuring. More than 700 manufacturing plants and 2,000 related businesses were
established specifically in the Golden Horn region during this period (Eroglu et al.,, 2004).
Industrialisation-related migration led to the first seeds of gecekondus, particularly in the Kagithane
and Zeytinburnu districts, causing rapid urbanisation and visible pollution in the Golden Horn during
the period (Yiicetiirk, 2001). Opening the banks of the Golden Horn to industrial activities resulted in
destruction of both natural resources and the fabric of the old city. The large-scale reconstruction
operations, known as the Menderes Operations, that took place during this period also supported
industrial developments in the Golden Horn (Kili¢ and Yenen, 2001).

During the first period of the Republic (1933), the first steps toward culture-led development of the
Golden Horn were taken with Elgotz’s plan. In addition, the Piccinato report suggested
deindustrialisation and reconstruction of the Golden Horn in a way that would encourage tourism and
the cultural potential of Istanbul (1958). As part of the following period’s industry plan (1966),
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industrial sites on the banks of the Golden Horn were cancelled. Although this decision failed to
prevent the destruction of the fabric of the Golden Horn, it may be viewed as an effective breaking
point in the regeneration process. As observed in the 1/5000 Scale Istanbul Walled City Master Plan
approved in 1964, the Piccinato plan was adopted. To benefit from tourism opportunities, the banks of
the Golden Horn on the Historic Peninsula were considered to be in need of improvement.

In the 1980s, the Golden Horn moved rapidly away from its industrial nature. Municipalities gained
authorisation for development plans through the Law on Metropolitan Municipalities (No. 3030) and
the Law on Development Plan (No. 3194), which came into force in 1984 and 1985, respectively
(Kilig and Yenen, 2001; Suhen, 1994). The following statement made by Bedrettin Dalan, former
mayor of the Istanbul Metropolitan Municipality (IMM) between 1984 and 1989, served as the
primary intervention in the process of regeneration and in the initiative to decontaminate the waters of
the Golden Horn: “I will make the waters of the Golden Horn as blue as my eyes!” (Karaman, 2012).
During this period, many industrial and residential buildings were razed, and new recreational areas
were created in the Golden Horn. The Dalan administration is criticised for eliminating structures that
had comprised the industrial identity of the Golden Horn (Kili¢ and Yenen, 2001), which caused the
collapse of historical areas (Keles, 2003), and for not evaluating the process; therefore, these
interventions are considered an important breaking point for Istanbul (Keyder and Oncii, 1993; Keles,
2003; Tekeli, 2001; Erden, 2003). Although the Dalan administration was not entirely successful in
decontaminating the waters of the Golden Horn, it initiated an important period that would make
progress towards that goal.

The vision of a global city during the Dalan period (Oktem, 2006; Keyder, 2000) was changed with
local policies of Mayor Nurettin S6zen (Ekinci, 1994), who was the mayor of Istanbul between 1989
and 1994 from Social Democrat Party. His vision for Istanbul was different from the previous mayor
Bedrettin Dalan. Instead of pointing out Istanbul as a global city, he mentioned the need of social
development not the five stars hotel. The following municipal period was of Erdogan’s, who
governed Istanbul between 1994 and 1998 from Welfare Party (Refah Partisi). He indicated the
continuation of the process through neoliberal policies (Oktem, 2011). His vision was similar to
Dalan’s, but the Islamic values were present in a lot of project proposed for Istanbul. Besides, the
participation of private sector in urban transformation and a brand developed under the tourism,
cultural and financial opportunities of Istanbul were the important solutions for Istanbul’s image.
Therefore, the master plan 1995 reflects the presence of cultural and tourism strategies for the
development of Istanbul.

Ali Miifit Glirtuna, the next mayor in between 1998 and 2004 was from Virtue Party which is the
continuity of Welfare Party. Along with the similarity of two political parties, the vision of Giirtuna
was the continuity of Erdogan's vision. Golden Horn Cultural Valley was one of the projects of
Girtuna. Although the notion of the Golden Horn as “the valley of culture” was evoked by him, it
must be evaluated as a process shaped since the Dalan administration.

Another turning point for the Golden Horn was the Environmental Master Plan of Istanbul (2009),
which promoted the protection of the landscape, skyline and historical and cultural fabric of the region
while also promoting “the Golden Horn Cultural Districts”. The plan brought about the use of
industrial structures and shipyards of the Golden Horn in cultural and educational activities and
provided clues for involving the private sector. Thus, the Golden Horn obtained a cultural identity
through the vision and scope of a larger scale plan. After 2012, many infrastructural and tourism-
oriented projects were planned and realized in Golden Horn. We prefer to consider these projects as a
part of the rectification process of Istanbul to a global city rather than the regeneration of Golden Horn
into a cultural valley.

Many flagship projects addressed in the Golden Horn’s regeneration process can be found in Figure 2.
These projects are classified as private sector investments, local government initiatives and urban
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renewal projects, depending on those involved in the projects.

Private Sector Investments

Private sector initiatives are one of the important actors in cultural investment and urban regeneration
in Turkey. Along with the neoliberal policies starting the 1980s, the approval of the Law on
Encouragement of Tourism in 1980 and the Law on Improvement of Cultural Investment and Initiative
in 2004 procured the strong participation of private sector in cultural policies in Turkey, especially in
Istanbul. Kog, Sabanci and Eczacibasi Families are the leaders in cultural investment and events.

Private sector investments in the Golden Horn are one of the important initiators in the region’s
culture-led regeneration process. Most of these projects were designed to rehabilitate the industrial
heritage of the Golden Horn, and public figures were partially involved in the process. However, it is
important to note here that the public’s involvement depends on the nature of the project and on the
nature of the area. For example, the role of local governments was quite different for the Rahmi Kog
Museum and Santralistanbul projects because the industrial structures of these two regions were
owned by central government bodies, as will be discussed below.

Istanbul Modern Museum
» Tarlabasi Renovation Project
KAGITHANE Beyoglu Outskirts Renovation Project
9 4~ Rahmi Kogc Museum
Satliice Culture and Congress Center
Miniattirk Cultural Center
Sadabad Environmental Design
Project
11 8 Kagithane Urban Design Project
ieri 9 Cendere Urban Design Project
12 S ‘ 54 10 Santrallstanbul
BESIKTAS 11 Yunus Waterfront Regeneration
Project
12 Haliclslands Waterfront
S Regeneration Project
%00 13 Feshane Cultural Center
14 Ayvansaray Restoration Project
15 Nesligah and Hatice Sultan Quarters
(Sulukule) Renovation Projects
16 Hisambey, Kirkcegsme and
Seyhresmi Quarters Renovation
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USKUDAR area) and Davutpagsa Quarters
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19\ Yedikule Yenikapi Renovation
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20 ArcheEdlogical Park Project
17 21 Grandbazaar Renovation Project
Siileymaniye Mosque and
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25 Kadir Has University Campus
26 Kacuk Mustafapasa and Haracci
Karamehmet Quarters Renovation
Projects
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Figure 2. Main Projects in and around the Golden Horn region (compiled by the authors)

The private sector’s interest in the Golden Horn parallels Dalan operations dating back to the 1980s.
Large-scale private sector investments in Golden Horn focus primarily on culture and they occupy also
an important place in Istanbul’s cultural infrastructure and milieu. Significant private sector
investments that demonstrate current-day existence of culture in the valley include the Rahmi Kog
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Museum (1994) established by the Rahmi Kog¢ Foundation, the Cibali Tobacco Factory (1997), which
was transferred to Kadir Has University by the Kadir Has Foundation, Santralistanbul, which was
created by transforming the Silahtaraga power plant, and the Istanbul Bilgi University campus (2007).
To analyse the place of these private sector investments in discourse around the Golden Horn Cultural
Valley, the Santralistanbul project, which aimed to create an international image and dialog, and the
Rahmi Ko¢ Museum, which was one of the first private sector investments in the valley and provided
cultural expansion on a local scale, will be discussed.

(1) The Rahmi Ko¢c Museum

The Rahmi Ko¢ Museum, one of the first and most important examples of private sector investments
to use the industrial heritage of the Golden Horn as cultural infrastructure, emerged with the
regeneration of the Haskoy Shipyard and the Lengerhane built during the reign of Ahmet III (1703 —
1730) for the production of chains and anchors for ships (Kdksal, 2004). The Lengerhane was used as
the depot for the Turkish State Liquor and Tobacco Monopoly during the Republican era; it became
useless after the 1984 fire and was in constant regeneration from May 1991 onward (Ibisoglu, 1991;
Giinay and Dokmeci, 2011). After seeing the Henry Ford Museum, Rahmi Kog, an important figure in
Turkish business, decided to establish a similar museum, which led to the establishment of the Rahmi
Ko¢ Museum (interview, Selguk Kolay, February 1st, 2011). Because an industrial museum was the
aim, the Ko¢ Foundation preferred the Lengerhane, characterised by its industrial identity. The Haskoy
Shipyard was also included in the Rahmi Ko¢g Museum complex in 2001.

The museum attracted up to 2,000 visitors during the first few years after it was opened (interview,
Selguk Kolay, February 1st 2011); currently, 200,000 individuals, primarily composed of student
groups, visit the museum per year (interview, Yesim Anadol Zengin, February 3rd 2011; interview,
Selen Isyar, February 3rd 2011). The museum attracts few foreign visitors, and they constituted only
2% of 2008’s private museum visitors in Istanbul (Bakbaga, 2010). As observed by the number of
people visiting the museum and the organisation’s goals, the Rahmi Ko¢g Museum was developed out
of a personal initiative rather than an aim to strengthen the cultural image of Istanbul on an
international scale (Bezmez, 2008). The target audience was, hence, shaped accordingly.

The Rahmi Ko¢ Museum’s place in the culture-led regeneration of the Golden Horn can be examined
in the following three ways: (1) the efficiency of the actors in the museum’s founding process, (2)
attitudes of the region’s inhabitants towards the project and (3) the private sector’s increasing interest
in the region since 2007.

The central government and the private sector are viewed as the key actors in the development of this
project (Bezmez, 2008). Prior to acquisition by the Rahmi Kog¢ Foundation, the location of the
museum was a former protected areca and was owned by the Ministry of Transport and the Cibali
Tobacco Factory (Ibisoglu, 1991), which clearly indicates the effectiveness of the central government
in the process. However, the IMM and the district municipality were not involved in the project as
much as the central government was (Bezmez, 2008). The district municipality and the IMM were not
described as key actors during the museum’s founding (interview, Yesim Anadol Zengin, February
Ist, 2011; interview, Selen Isyar, February 3rd, 2011; interview, Selguk Kolay, February st 2011),
which is reflected in the plans. There was no clear decision that overlapped with the vision of the
Golden Horn Cultural Valley in the 1/5000 scale Master Plan of Haskdy, Siitliice, and Halicioglu
neighbourhoods. Therefore, the local governments were involved in the process for the sake of
formality rather than complementarity.

When the views of local residents were evaluated, they generally considered the Rahmi Ko¢ Museum
to be an important landmark that strengthens the image of the region. However, this feature did not go
beyond merely describing the space in which they work (interview, Ibrahim Sayfi, February 4th, 2011;
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interview, Stileyman Kul, February 4th, 2011). Therefore, the museum was effective on a local scale
but is in an isolated location. The second point highlighted regarding the museum’s impact on the
region argues that the museum did not trigger a large change in the cultural sense (interview, Ferhan
Yeltirak, February 4th 2011; interview, Murat Karakaya, February 4th 2011) but caused an increase of
approximately 1,000% in real estate prices, particularly after the acquisition of the Haskdy Shipyard in
2001 (Beyoglu Municipality, 1990-2010). While the square metre value was 279 TL in 2008 on
Imrahor Avenue where the museum is located, it rose to 3.400 TL in 2010 (Beyoglu Municipality,
1990-2010).

However, these changes cannot be limited to the Rahmi Kog¢ Museum. Thus, the Siitliice and Haskoy
neighbourhoods began to attract the private sector beginning in 2007 (Giimiis, 2011; Sentiirk, 2010).
Public expectations were constituted by a number of factors, including the founding of the ddF fair in
2009, the provincial headquarters of the Justice and Development Party (JDP- Ak Parti) and the head
office of MUSIAD (Miistakil Sanayici ve isadamlar1 Dernegi — Institution of Individual Industrial and
Businessman) in 2007, the Hilton Garden Inn Hotel in 2011, rumours of future local investments by
the Sabanci group (interview, Sinan Atabey, February 4th 2011), the acquisition of a portion of the
neighbourhood by the Calik group (Giimiig, 2011) and the regeneration of the Haskdy Wool Yarn
Factory into a shopping centre (interview, Sinan Atabey, February 4th 2011).

The interviews state that the Museum caused a change in real estate prices, but the actual increase
occurred when a site for the JDP’s provincial headquarters was selected in the district. Although it is
difficult to estimate the effect of the district municipality or the IMM on this change, it is certain that
they supported the change in Haskoy in line with the private sector’s interests. For example, the
requirement that new planning studies utilise additional investments was argued after the Holiday Inn
was constructed (interview, Suayip Korkmaz, September 14th, 2011). However, similar initiatives
were not undertaken for the Rahmi Ko¢ Museum. Therefore, discourse about the Golden Horn
Cultural Valley planned by many local governments in the last 30 years and reflected in the upper-
scale plans failed to affect lower-scale plans and was not addressed in an integrated way.

(2) Santralistanbul

Another private sector initiative in the Golden Horn Cultural Valley was the regeneration of the
Silahtaraga Power Plant into Santralistanbul and the Istanbul Bilgi University Campus. Established in
1911 and beginning production in 1913 in an area of 118,000 square metres, the Silahtaraga Power
Plant was established to generate electricity for Istanbulites (Kayserilioglu, 1999; Kara, 1994;
Cengizkan and Koksal, 2004). In addition to producing electricity, the plant was seen as an instrument
of modernisation (Kayserilioglu, 1999) and ceased operations in 1983 (Kara, 1994). The plant was
then abandoned and put under conservation according to decision no. 2532 in 1991 (Kara, 1994).
From 2002, the project was on the Bilgi Foundation’s agenda (interview, Serhan Ada, November 16",
2011) and was transferred to the Ministry of Energy and Natural Resources on May 1, 2004, with a
20-year renewable contract (Aksoy, 2007; Ethem, 2009). The aim was to put the former power plant
into action with the culture- and education-oriented Santralistanbul project (Pasaoglu, 2007; Arolat et
all., 2007; Koksal and Ahunbay, 2006) (Photo 1).

The Santralistanbul project aimed to create multi-dimensional and interdisciplinary dialog and to
achieve international cultural production (interview, Serhan Ada, November 16th, 2011). Unlike the
Rahmi Ko¢ Museum, the Santralistanbul project also aimed to establish a presence in the international
cultural platform (interview, Serhan Ada, November 16th, 2011). References to the Tate Modern
Museum and the Centre Pompidou in the Santralistanbul project promotional leaflet confirm this
approach (Grouiller, 2005).
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Photo 1. Santralistanbul (URL-1, 2012)

This study will examine two aspects of the Santralistanbul project in discourse around the Halig¢
Cultural Valley: (1) the effectiveness of the central government and incompetence of the local
government, which is similar to other private sector investments, and (2) the importance of the project
in Istanbul’s cultural platform.

The Silahtaraga power plant was formerly owned by the Ministry of Energy and Natural Resources,
and this ownership determined the effectiveness of the key actors in the process. The plant came under
protection in 1991, indicating that the regeneration process would be governed from the centre. The
discourse of “marketing Istanbul” started during the Dalan period (Bezmez, 2008) and was advanced
in the Erdogan period after the 1994 elections in terms of economic development, globalisation and
competition (Oktem, 2006), was shaped with the project of creating the World City in the Ali Miifit
Giirtiina period (Yapici, 2005) and finally continued with discourse of international capital (Oktem,
2006) and financial and cultural capital in the Kadir Topbas period. In this context, the Santralistanbul
project, which already aimed at creating international dialogue, overlaps with the vision of Istanbul.
The opening ceremony of Santralistanbul was delayed for six months so that Recep Tayyip Erdogan
could attend and so that the ceremony could be held one day before the meeting about Turkey’s
cohesion into the European Union (Seni, 2009). These factors indicate that the central government
supported and attached importance to the project. However, it is difficult to say that local authorities
were equally interested. The Fil Bridge Avenue Artists Street project that is located in the Fil Bridge,
closed to the Santralistanbul aimed at localisation of art and culture and adoption by the public, was
planned to be designed with the cooperation of the Eyilip Municipality and Santralistanbul (Grouiller,
2005), but the project could not be realised and was not included in the strategic plans of the Eyiip
Municipality. Besides, the Fil Bridge Avenue is now an auto park area for students of Bilgi and there
is no sign of transformation.
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According to the protection-oriented master plan of 2003, the Silahtaraga Power Plant covers an area
of 11.83 hectares out of the total 15.44 hectares allocated for cultural facility areas (Eyiip Land Use
Plan, 2003). The complete Eyiip Land Use Plan lacks a strategy that can support the Santraistanbul
project and direct its possible impact in the district. Today, although the Eyiip Municipality conducts
few restoration and cultural infrastructure facilities projects, it is difficult to say if these projects are
addressed through upper-scale decisions. This process can be explained by the fact that Santralistanbul
is different from the religious and cultural nature of the district (interview, Anil Sarican Delibay,
October 17", 2011) and also by the conservative attitude of the municipality towards continued
improvement. In a cultural sense, Santralistanbul is the only museum in the Eylip district and hosts
five out of seven continuously organised international events (compiled through URL-2). According to
Roche (1994), international events must be addressed together with tourism objectives and urban
planning. However, the major music festivals organised in Santralistanbul, such as Sunday Sky and
Efes One Love, failed to break the isolated nature of the area due to a lack of integrated perspective.

The importance of the project on the international platform was accepted by the public, but its role in
the Golden Horn Cultural Valley was not sufficiently emphasised. The blue cultural legend in the
plans indicates that Santralistanbul is open to the public (Grouiller, 2005; Behar, 2002; Seni, 2009),
but only people who enter with special transport vehicles are familiar with the area. This situation
could be an exemple of Bourdieu’s symbolic violence theory. According to Bourdieu, if the violence
was hiding behind the emotional values and carisme of the capital owner who develop manipulation
strategies for repruduce his environment, this is the symbolic violence (Bourdieu, 1994; Bourdieu and
Wacquant, 1992).

In summary, the central government was effective, while the local governments were uninvolved
during the process of private sector investments developed in the Golden Horn Cultural Valley.
Santralistanbul can be defined as active on an international scale (Demir and Gamm, 2007; Grouiller,
2005; Candelier and Mantabone, 2009), while the Rahmi Ko¢ Museum was a cultural actor on a local
scale (Bezmez, 2008). Although these two flagship projects are important focal points for the city’s
image, they are disconnected from the discourse of the Golden Horn Cultural Valley.

Local Governments’ Large-Scale Investments

In addition to private sector investments, the Golden Horn Cultural Valley has been the scene of local
governments’ large-scale investments. The Feshane (interview, Levent Calikoglu, July 16th, 2010),
which initially attracted the interest of the Turkish Clothing Manufacturers Association (Munyar,
1990), was planned to be transformed into the Istanbul Museum of Modern Art by the Eczacibasi
group. Miniatiirk, which represents national culture and was established by IMM (Tureli, 2006) as a
huge cultural centre, and the Siitliice Congress Centre, which was completed after over 10 years of
restoration and re-construction by IMM (Giimiis, 2002), are examples of isolated and large-scale local
government projects in Golden Horn. The dominant role of the IMM and the nature of the project
determine the possible involvement of private sector actors. Therefore, while questioning the role of
local government projects in the Golden Horn Cultural Valley, we will also consider the relevant
actors and the cultural effectiveness of the projects.

(1) Miniatiirk

Using the build-operate-transfer model (interview, Hasan Isin, May 28th, 2010) and a budget
approximately 50 million dollars, Miniatiirk was established in 2003 on the Siitliice coast of the
Golden Horn. The project covers an area of 60,000 square metres (URL-3), operated by Kiiltiir A.S., a
subsidiary of the IMM (Bastiirk et al., 2001). The museum is composed of three different sections
displaying Anatolia, Istanbul and Ottoman works of art. The museum has alternatively been said to
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resemble a heritage park because of its symbolic references (Tiireli, 2006) and a fairy tale because of
its disconnectedness with the existing historical fabric (Yilmaz and Uysal, 2007), a showcase of
Turkey with the image of multiculturalism and coexistence where Islamic and Turkish identity are
dominant (Yilmaz and Uysal, 2007). By reflecting the multicultural structure of Istanbul and
supporting this image in the process of accession to the EU and by reviving Ottoman cosmopolitan
nostalgia and reflecting on national identity in the global city, Miniatiirk acted in accordance with the
discourses of both central and local governments (Tureli, 2006). Miniatiirk can be considered an
Ottoman and Turkish image in the Golden Horn Cultural Valley with a narrative that does not reflect
the cultural and social conflicts during transition periods and has become one of the most important
cultural centres of the valley. By attracting an average of 490,000 visitors annually since its opening
(Bakbasa, 2010), it is more crowd-pulling than other cultural institutions. Miniatiirk increases the
Golden Horn tourism; however, this fact does not mean that these visitors travel to the opposite coast
of the Golden Horn (Erden, 2009).

(2) The Feshane

The Feshane, one example of industrialisation initiatives that gradually increased since the 19"
century, was established in Kadirga in 1826 and moved to the Golden Horn in 1833 (Ddélen, 1994).
Feshane was established to manufacture fezzes for the soldiers of the Ottoman army (Kii¢likerman,
1988). To create a facility that uses European methods of industrial production (Clark, 1974), it
expanded in 1843 with spinning and weaving machinery (Ddlen, 1994). The Feshane was almost
entirely destroyed by a fire in 1866 (Giiler, 1999) but was improved in various ways in subsequent
years and then served as a major textile factory during the Republican period.

During the Dalan operations, the Feshane was intended to be demolished on the grounds that it was the
most polluting facility on the waters of the Golden Horn (Bastiirk et al., 2001). This decision regarding
one of the important symbols of industrialisation in the Ottoman and Republican periods brought
together many art historians, architects and academics advocating the continued existence of the
factory with changing functions, which would be appropriate to the Golden Horn’s transforming
image and would bring more value to the Feshane, an argument that managed to convince Dalan
(Bezmez, 2008).

With this decision, the Feshane first attracted the interest of the Turkish Clothing Manufacturers
Association (interview, Levent Calikoglu, July 16th, 2010). The Feshane Culture and Art Fair Centre
Regeneration Project (Munyar, 1990) was initiated by the association with a tender in 1988; then, like
many other projects initiated in the Dalan period, this project was also suspended during the Sozen
period. In addition to conflicts over the execution and operation of the project, the Turkish Clothing
Manufacturers Association gave up the project in 1990 (Bezmez, 2008) after a request for an
additional building that would be owned by IMM (Munyar, 1990).

Following this period, the Istanbul Biennial was held in 1991, which prompted ideas of establishing
the Istanbul Modern Art Museum (interview, Levent Calikoglu, July 16th, 2010) in the Feshane. The
Feshane was restored in cooperation with the local government, and, again, despite investments, the
project was suspended due to disputes with the management. After the death of Nejat Eczacibasi, his
daughter-in-law, Oya Eczacibasi, took on the project of establishing the Istanbul Modern Art Museum
(interview, Levent Calikoglu, July 16th, 2010). Following the 8th Istanbul Biennial in Antrepo, this
venue was selected as the location of the Istanbul Modern Art Museum (interview, Levent Calikoglu,
July 16th, 2010) meaning that it was founded in Antrepo instead of the Feshane.

The art fair of ArtBosphorus, which began in the Feshane in 2007, moved to the Harbiye Military
Museum and Cultural Centre in the following years for reasons of access to and social structure of the
district. Although various fair activities currently take place in the Feshane under the operation of
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BELTUR (the enterprise of Istanbul Municipality), this venue attracts neither Istanbulites nor the
private sector except during Ramadan festivities and a few local events.

(3) Siitliice Congress Centre

Established in 1923 by Ahmad Burhaneddin, Osman Fitr and Markos Logos according to the Ist
National Order, the Siitliice Slaughterhouse was used as the largest slaughterhouse of Istanbul until
1991, after which it became a distribution centre (Salman, 1994). During the Dalan period, several
projects were proposed for the slaughterhouse, and it was planned to be regenerated into a cultural
centre due to pollution caused by the facility in the Golden Horn’s waters (interview, Selguk Kolay,
February 1%, 2011). The project was suspended during the period of Sézen but was again initiated in
1994, and with its demolition in 1998, the Siitliice Congress and Culture Centre regeneration process
began (Koksal and Kargin, 2003). With the aim of creating the largest cultural centre in Europe, the
construction of the congress centre took 11 years. Because the European Water Forum 2009 was to
take place in this congress centre, construction was finally speeded up and it opened for service in
early 2009 (Photo 2).

Photo 2. Siitliice Congress Centre (The archive of Eyiip Municipality, 2011)

As can be observed, the local government projects of the Golden Horn Cultural Valley were shaped
over time according to the visions of different political parties because the private sector and civil
society organisations were excluded from the process. Because the realisation of the projects took an
extended amount of time, these cultural infrastructures remained disconnected from one other, and
their visibility increased according to their role and the nature of the events organised. Confirming this
idea is the fact that the Feshane, which had attracted the private sector and civil initiatives, was left to
its fate; the Siitliice Congress Centre was once launched as the largest cultural centre of Europe but
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became a ghost in the valley. Miniatiirk maintains a higher cultural visibility than the other projects
and attracts mostly local visitors, but the fact that it has never been anything more than a tourism
destination confirm this opinion.

Urban Regeneration Projects

Despite regeneration efforts in 1980s in Golden Horn, changes in legislative structure that let the
process begin was conceived after 2005, especially with Law on Preservation by Renovation and
Utilisation by Revitalising of Deteriorated Immovable Historical and Cultural Properties (Law No.
5366) (also known as Law on Renovation). This law is the main tool for regeneration projects to be
implemented at the historical areas. The process began with the classification of Beyoglu as a
renovation zone on February 20th, 2006. Even more, five renovation zones were classified the same
year. The municipality of Fatih presented 12 districts for their classification in the renovation zone.
The neighborhoods of Fener and Balat were registered as renovation areas on September 13, 2006.
However, changes in neighbourhood of Fener and Balat have started before its registration as a
renovation area. In the 1990s, the rehabilitation of this historial neighbourhood has begun with the
participation of international actors such as UNESCO, the European Union, IFEA, national and local
actors. This Fener and Balat Neighborhood Rehabilitation Project is an example of progressive
strategies that attempt to implement the socio-economic development of neighborhoods by conserving
its historical heritage, which is completely different of the renovation vision in 2006. Subsequently,
this project was abandoned and set up with the renovation project developed by the municipality of
Fatih and public actors at the national level. This new project plays down conservation of the
neighbourhood and its socio-economical structure of inhabitants, and prioritises touristic/commercial
“image” of the neighbourhood. These two projects carried out in the same neighborhoods show us
how the conservation and regeneration vision could change in Golden Horn and allow us to
understand the difference in terms of stakeholder participation in the decision-making process. In this
regard, the regeneration process of the case of Fener Balat neigborhood is different from the other
renewal areas of Golden Horn.

Fener-Balat as a Rehabilitation Project

The first study to be conducted in the region was the Fener-Balat rehabilitation project, which began in
partnership with UNESCO, the Fatih Municipality and the European Commission in 1997. The
rehabilitation area was 16.2 hectares, including 1.401 parcels, 71 city blocks and 1.219 buildings, and
the number of residents approximately totalled 18.000 (Stoquart and Yerasimos, 1998). The
neighbourhood of Fener, where the Greek Orthodox Patriarchate is located, and the neighbourhood of
Balat, which was known as the Jewish quarter, have undergone social change, with increases in the
industrial activities of the Golden Horn in the 1960s; today, they primarily host immigrants from the
Black Sea region (Stoquart and Yerasimos, 1998). As observed from the feasibility report completed
by IFEA (Institut Francais d’Etudes Anatoliennes), the European Commission and the Fatih
Municipality in 1998, the inhabitants of the region are living below the poverty line (FSWW, 2004;
Stoquart and Yerasimos, 1998). For instance, the study conducted within the scope of the feasibility
study determined the amount that was required to meet the rent and food costs of four people as $500.
In total, 70% of the inhabitants of the Fener and Balat districts live on less than $300 (Stoquart and
Yerasimos,1998).

The main objective of the project is to improve the quality of life in the region and to show that a
historical centre such as Istanbul is not trapped between the alternatives of simple renovation work and
tourism-oriented restoration (Stoquart and Yerasimos, 1998). The project concentrated on four targets:
improving the housing stock, which was completely destroyed and required intensive intervention in
the region; increasing the rate of job creation and education; creating a revitalisation process by
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protecting the inhabitants of the region; and improving the physical and social infrastructure of the
region (Stoquart and Yerasimos, 1998). The content of the program includes the titles of restoration,
social centre, the Balat Market and waste management (URL-4) (Photo 3). One important aspect of the
project is coordinating the process with the public’s participation. To minimise the possible effects of
gentrification, the owners of the restored houses have been forbidden from selling their homes or
increasing rents for five years (Ercan, 2010). The project was selected as a sample project by
UNESCO and ICOMOS due to the strong participant pool (Ercan, 2010).

For Sadettin Tantan, the mayor of Fatih District at the time, the rehabilitation project was important in
the sense of manifesting the potential importance of the Fener and Balat neighborhoods (interview,
Ersin Alkan, December 20th, 2011). However, the project slowed due to a number of problems,
including the following: the requirement of longer than predicted technical studies on the existing
building materials for transforming the buildings into multi-family housing due to immigration; the
inhabitants protesting the project and its staff because they believed its true goal was to create a
second Vatican in the region (interview, Ersin Alkan, December 20th 2011); and the inability to make
five-year projections (Bezmez, 2008). The public’s discontent with these problems was also reflected
in the elections, and Mustafa Demir took the place of Sadettin Tantan (Bezmez, 2008). Following the
contract between the homeowners and the Fatih District Municipality, the Pekerler Construction
Company won the tender and began restoration work in 2005.

Before the restoration After the restoration

Photo 3. Fener Balat Rehabilitation Project (URL-4, 2011)
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Fener-Balat as a Renewal Area

Another important development that brings urban regeneration of the region to the agenda is related to
legislation. As soon as the Law on Renovation (No. 5366) was enacted in 2005, the declaration of
historical sites as renewal areas and the implementation of the processes began to be discussed.

The objective of this law was to ensure that conservation areas registered and declared conservation
sites by the councils for conservation of cultural and natural property and that conservation zones that
are run-down and on the verge of losing their specificity are reconstructed and restored and, hence, to
develop housing, trade, culture, tourism and social facilities in these areas, to take precautions against
natural disaster risks and to protect by renovation and by revitalisation use real historical and cultural
property. The law gives the authority to determine renovation areas to the special provincial
administrations and municipalities, and these authorised administrations become the sole judge of the
region. In addition to the authorised administrations, the law also authorises the Housing Development
Administration and other public institutions or individuals and legal entities to implement renovation
projects.

Regarding the law, the conflict of planning discipline, the relationship between conservation and
renovation, the proposed structure of participants, the actors involved in the process and, in particular,
the implementation of renovation projects were added to the urban planning agenda. The law was
mainly based on renovating run-down sites against the risk of earthquake. Today, the law raises
concerns regarding the destruction of historical heritage sites. As identified in the implementation of
the law’s regulations (Date of enactment: 11/17/2005; Issue No. of the Official Gazette: 26023; Date
of the Official Gazette:12/14/2005), addressing the renovation areas as preliminary projects that were
evaluated independent from other plans developed for the region contradicts the discipline of planning
and results in a non-integrated approach; hence, the preliminary project defined in the IMM Building
bylaws refers to the plan and legislation that is in effect (Dinger, 2009).

Another dilemma posed by the law involved addressing renovation projects as physical
implementation projects, thereby ignoring the development of the region’s socio-economic structures.
This case provided the basis for configuring renovation projects in a centralised manner, which
excluded locals from the decision-making process. Finally, the victimisation of property owners
during the expropriation process is another point that must be addressed by the law. For a case in
which a property owner does not approve of renovating a building that will serve tourism and housing
functions, the law gives the authority of expropriation to public institutions and the authority of
transfer of public properties to third parties (Dinger, 2009).

The speed of regeneration projects that take place in historic neighbourhoods, such as Fatih and
Beyoglu, and the role attributed to the projects also attracted the attention of the international press.
For example, the daily Guardian covered the regeneration process in Istanbul with the headline
“Istanbul sees history razed in the name of regeneration” (see URL-5). With Law No. 5366, the
paradox of protection and renovation emerged; the implementations that stand apart from international
norms violate the relationship of human-cultural heritage and draw reactions from residents in areas of
renovation (Ahunbay, 2011: 82).

Renewal areas have become one of the primary concerns of the Fatih District Municipality, and the
Fener-Balat neighborhoods were declared renewal areas on April 22, 2006 (Fatih District Municipality
Annual Report, 2009). Renovation projects were approved before the termination of rehabilitation
projects. “The earthquake risk and the possibility of collapsing” were emphasised as the main reasons
for this situation (interview, Mustafa Cift¢i, November 15th, 2011; interview, Ferda Karakaya,
November 15th, 2011; interview, Davut Akdeniz, November 15th 2011). The project, which includes
195 civil architecture samples and 34 monuments in an area of 279,345 square metres (Fatih District
Municipality Annual Report, 2009), was transferred to GAP construction Company in 2007
(interview, Ibrahim Giintekin, December 20th, 2011). In total, 69% of this area is planned as
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residential space, 12% as commercial space, 8% as office space and 2% as culture space (URL-6).
Additionally, 58% of the property ownership was distributed to the private sector and 42% to property
owners; the Fatih District Municipality did not play an active role in the process (Dinger, 2010). Real
estate prices that increased during the rehabilitation project showed a significant augmentation after
the announcement of the renovation project. For example, while the price of a square metre on Fethiye
Avenue was 625 TL in 2008, it rose to 1920 TL in 2010 (Fatih District Municipality, 1990 — 2010).

Urban regeneration projects of the Golden Horn Cultural Valley are one of the main instruments used
for regenerating the region into a tourism and cultural centre. While the Fener-Balat rehabilitation
project is considered a building-scale restoration project by the local authorities (interview, Ferda
Karakaya, November 15th 2011), in contrast to the renewal project, this project won the public’s
approval (interview, ibrahim Giintekin, December 20th 2011; interview, Ersin Alkan, December 20th
2011; interview, Recep Savas, December 21st 2011; interview, irfan Pulcu, December 21st 2011).
The neighbourhood of Fener Balat, which did not attract the attention of the private sector and
potential gentrifiers, was once again brought to the agenda with the renovation project. It would not be
wrong to say that these projects conducted in the Golden Horn Cultural Valley were used by local
governments to accelerate a regeneration process that was progressing slowly.

CONCLUSION

The Golden Horn achieved its industrial identity in the late Ottoman period and preserved this identity
during the Republican period while changing socially and economically with the planned industrial
areas. The 1980s stand as an important turning point when the industrial identity of the region began to
disappear with the Dalan operations. This process slowed down during the S6zen period and revived
with the discourse of a “cultural valley” during the period of Ali Miifit Giirtuna, which has continued
to the present day. This discourse dating back to the 1980s has been seen in various projects since. In
this article, we categorised these projects in terms of the involvement of the actors, the type of the
promoter and the content of the project. Even if their content as well as their target is different, the
problems in the organisazion between actors possess many similitudes and influence the
implementation of these projects in Golden horn. This similitude between projects allows us to see
why the regeneration process in Golden Horn stayed still for many years, which can be categorised
under three headings.

Processes vary according to the actors:

The projects are shaped according to the positions and power of the actors involved. The effective
presence of the Ministry of Culture and Tourism in private sector projects accelerates the process and,
in a way, excludes the local actors. In the public shaped IMM projects, the actors involved changed
due to different governments’ policies, and the planned projects were evaluated with different
priorities. This situation has slowed projects’ physical and contextual processes. The urban
regeneration projects gained momentum in 2005 with the urban renewal law and emerged as private
sector-led projects that aim to increase the tourism potential of the region. Therefore, the position of
the projects in the Golden Horn Valley was shaped according to the overall purpose and goal of the
project, degree of involvement and power of public actors. For instance, Feshane was one of the
potential flagship project for many local governor. However, the interruption of a continuous vision
and different cultural context that actors want to build in Feshane decreases the importance of the
place and create an infrastructure that host various cultural events rather than a flagship project that
strengthen cultural image of Golden Horn. Similar situation showed up in Fener Balat neighbourhood.
First of all, international and local actors have established rehabilitation project with a protection of
historical build environment vision. Later on, with the change of public actors, this protectionist vision
has been ignored and a brand new vision that put forward new tourism and commercial infrastructure
has adopted.
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Lack of integrated vision:

Various projects have been produced to transform the Golden Horn into a cultural valley since the
1980s. However, it is difficult to accept the presence of an upper-scale plan and a complete vision of
the plan that covers the entire Golden Horn region and directs sub-scale projects. Due to the lack of a
master plan explicitly defining the cultural axis of the region (save the Istanbul Environmental Master
Plan), the cultural valley discourse was developed through isolated projects and failed to create a
regional cultural brand.

Disconnected cultural visibility:

The visibility of the projects in Istanbul’s cultural platform depends on the actors and the contents of
the projects. Private sector projects with an international cultural vision organised major events and
strengthened the brand value of Istanbul’s cultural infrastructure but remained as symbolic powers
behind closed doors. The cultural visibility of public investments was determined by the content of the
project and the vision of the existing local government regarding the project. As observed in the
Feshane and Siitliice Congress Centre projects, due to various actors being involved at different phases
of the projects, the process was prolonged, which affected their status in the cultural platform. Local
governments were in substantial agreement with the vision of Miniatiirk, which became the cultural
focal point for local visitors. Therefore, it can be argued that in general, the projects possessed
significant cultural identities, but the valley was far from creating a cultural brand.

The regeneration process of the Golden Horn Cultural Valley shares the same implementation
solutions as other examples of international cultural-oriented regenerations. However, the Golden
Horn differs from other international examples in terms of the rapid increase in land prices, the
process of gentrification and the private sector’s interest in the region. The ownership of the actors in
the process of implementing the projects, the local governments’ attitudes towards the concept of a
cultural valley, the roles ascribed to the projects and the overall goals and objectives of the projects are
among the factors that differentiate this process. The slow development of the Golden Horn during this
regeneration process has experienced a significant change with the Law on Renewal in 2005. Rising
property prices on both sides of the valley, private sector initiatives and frequent cultural events also
confirm this situation. Local governments in the Golden Horn region cannot be considered the most
active parties during the process of regeneration when the concepts of culture and regeneration became
significant to the identity of Istanbul. Renovation projects that aim to accelerate the regeneration of the
Golden Horn threaten the historical heritage of the region. Problems in the rapid development process
are similar to problems encountered during the 30-year regeneration process. Rapid-regeneration
problems include lack of an integrated approach to planning, lack of communication between actors
and disconnection between projects, which then creates isolated culture centres. Therefore, while the
Golden Horn was in an advantageous position during the slow regeneration period, it has begun to lose
that advantage today.
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oz

Tiirkiye’de 6360 sayili kanun ile 14 ilde Biiyiliksehir belediyesi kurulmus ve sinirlar1 yeniden ¢izilmis;
“koy” tlizel kisiligi kaldirilarak ilge belediyesine “mahalle” olarak katilmistir. Bu durumda kentin bir
parcast haline gelen kirsal yerlesmelerdeki dokularin korunmasi, belgelenmesi ve bu yerlesmelere 6zel
¢Oziimler tiretilmesi zorunlulugunu da giindeme getirmistir. Kanuna gore belirtilen sorunlarla bas basa
kalan yerlesimlerden biri de Kocaeli koyleridir. Calismanin amaci, “Avcikdy™in kirsal mimari ve
doku 6zelliklerini analiz etmek, sorunlarini ortaya koymak, kirsal yerlesmelere ait veri ¢aligmalarina
katk1 saglamak ve bu yolla kirsal mimarinin gelecegini tartismaktir. Calisma alani olan Kocaeli
Karamiirsel kirsal yerlesmeleri iizerine gilinlimiize kadar herhangi bir bilimsel c¢alisma yapilmamis
olmast, bu ¢alismanin énemini bir kez daha arttirmaktadir. Calisma kapsaminda alan ile ilgili literatiir
arastirmast ve alan caligmasi; kdylin doku karakteristiklerinin incelenmesi i¢in ise islev, kullanim
durumu ve kat adedi analizleri yapilmistir. Alanda koy halki ile yapilan yiliz ylize goriismeler
Avcikdy’de issizlik sorunu, 1sinma problemleri, su kesintileri, saglik ocagr ve kdy okulunun
olmamasinin koydeki gen¢ niifusun gd¢ etmesine neden oldugunu ve koy niifusunun giderek
yaslandigin1 ortaya koymustur. Alandaki problemlerle birlikte koy halki tarimdan giderek
uzaklasmakta, kirsal konutlar kdy halkmin ihtiyaclarin1 karsilamadigi i¢in terk edilmekte; bitisik
parsellerde yeni betonarme konutlar yapmaktadir. Analizler kirsal konut 6zelligini tasiyan konut
sayisiin da giderek azaldigini gostermistir. Mevcut kirsal konut analizleri Avcikdy’de tek bir konut
tipolojisinden bahsedilemeyecegini ortaya ¢ikarmistir. Yine de en ¢ok rastlanilan kirsal konutlara gore
bir sonuca varilabilmektedir. Ozgiin dokusunu koruyan konutlarin ¢ogunlugu sokaga dayali yerlesime
sahip, sokak ile herhangi bir elemanla ayrilmamistir. Komsu parselle ise bazen tas duvar bazen de
herhangi bir sinir elemant ile ayrilmamis konutlara rastlanmistir. Yerlesimde en ¢ok karsilasilan kirsal
konutlar “zemin + 1 kat “tan olugsmaktadir. En yogun olarak ahsap karkas + kerpi¢ dolgu teknigi
kullanilmistir. Yap1 malzemesi ise ahsap + kerpig tir. Cati tipleri kirma ve besik catidir. Calisma bir
kez daha gostermistir ki, kirsal konutlarin ve yasantisinin siirdiiriilebilirligi, kdydeki iiretimin ve
tarimin stirdiiriilebilirligine baghdir. Ayrica kdyiin mevcut potansiyellerinin kullanilmas: ile odak
noktast olmasi, koy kosullarina uygun, alanin sorunlarina 6zel yasal diizenlemelerin mutlaka
cikarilmasi ve bu c¢alismanin Kocaeli’nin diger ilgelerini kapsayacak sekilde genisletilmesi
onerilmektedir.

Anahtar Kelimeler: Kirsal Kéy Yerlesmesi, Kirsal K6y konutu, Mekdn analizi, Karamiirsel, Avcikoy.
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ANALYSIS ON RURAL SETTLEMENTS IN KOCAELI /
KARAMURSEL: THE CASE OF AVCIKOY

ABSTRACT

In Turkey with Law No. 6360 was established 14 metropolitan municipality and its borders have been
redrawn; The “village” legal entity was abolished and these villages joined the district municipality as
a “neighborhood. In this case, the necessity of preserving, documenting, producing for the rural
settlements, which became a part of the city, and produce special solutions for these settlements was
brought to the agenda. According to this law, one of the settlements that are left alone with these
problems mentioned is Kocaeli villages. The purpose of this study is to analyze the rural architectural
and pattern characteristics of Avcikdy, to identify the problems of the village, to contribute to data
studies about rural settlements and thereby to discuss the future of rural architecture. The fact that no
scientific studies have been conducted on Kocaeli/ Karamiirsel rural settlements once again, which is
the study area, has increased the importance of this study. Within the scope of the study, literature
research and field study related to the field; to examine the pattern characteristics of the village,
function, usage status and the number of the floor were analyzed. Face-to-face interviews with the
villagers in the area revealed that the unemployment problem, heating problems, water shortages, lack
of health centers and village schools in Avcikdy caused the young population to migrate and the
village population is getting older. With these problems in the area, the village people are gradually
getting away from agriculture. Rural houses are being abandoned because they do not meet the needs
of the village people and new concrete houses are being built in the adjacent parcels. Analyzes have
shown that the number of rural housing properties is decreasing gradually. As a result of the field
research, it was made clear that there is no single house typology in the village. Nevertheless, a
conclusion can be reached according to the most common rural houses. The majority of the houses
that retain their original texture have a street-adjacent layout and are not separated from the street by
any elements. With Neighboring parcels were found in houses that were not separated by stone walls
and sometimes by any border elements. The most common rural houses in the settlement are “ground
+ first floor. Adobe filled timber structural system was used most intensively. The building material is
wood + adobe. Roof types are gable roof and hipped roof. This study once again has shown that the
sustainability of village houses and lifestyles depends on the sustainability of agriculture and
production in villages. This study suggests that the present potentials of the village should be used,
legal regulations specific and suitable to the problems and conditions of the village should be
introduced. it is recommended that this study be extended to other districts of Kocaeli.

Keywords: Rural Village Settlement, Rural Village House, Space Anaysis, Karamiirsel, Avcikoy.

GIRIS

Geleneksel kdy yerlesimleri, tarimsal iiretimin yerel ekonomiye hakim oldugu kirsal yerlesimlerin bir
parcast (Urry, 2015: 123); mimarlik kiiltiiriiniin 6nemli bir bileseni (Eres, 2016: 8); geleneksel bilgi ve
beceri iirlinii kir yapilarindan olusan (Basoglan Avsar, 2016:14); “konutlar1 ve diger yapilar ile
geleneksel yasantiy1 yansitan yerlesimler” (Keles, 1998: 93) olarak tanimlanmaktadir. Avrupa’da koy
yerlesimlerinin farkina varilmas: ve korunmasi gerekliligi, 18. Yiizyil sonunda endiistri devrimi
siirecinde kirsal niifusun kente gocii ve ziraat tekniklerindeki gelismelerle kir ve kent yasamindaki
degisimler sonucu olugmustur. Tiirkiye’de ise “kirsal mimari miras” lizerine, 1989°da imzalanan
Avrupa mimari mirasinin korunmasi sézlesmesi (3 Ekim 1985) ile diisiiniilmeye baslanmistir (Eres,
2013). Ancak, bu kadar zengin bilgi birikimine sahip ve “kirsal mimari miras” olarak adlandirilan
koyler ¢esitli sebeplerle giderek yok olmaktadir. Tarimda makinelesme; miras nedeni ile tarim
arazilerinin boliinmesi, sehirlerin is, egitim ve saglik acilarindan daha gelismis olmasi, ozellikle
1950°den sonra kirdan kente gdcii arttirmistir (Yilmaz, 2015). ikinci diinya savasi sonrasinda koye
traktoriin girmesi; 1980 sonrasindaki ekonomik gelismeler, yap1 malzemelerine kolay ulagim kdylerde
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toplumsal, ekonomik (1980 sonrasi tarim ve hayvancilik sorunlar1 nedeni ile kdylerdeki iiretimin
azalmasi1 ve niifusun yaslanmasi), mimari ¢evreye yonelik sorunlar ile (kdye giren traktor ve otomobile
dolasim igin genis ve dogrusal yollarin gerekmesi, kdyde cekirdek aile i¢in tasarlanmis mekan
istekleri), teknik uygulama sorunlarinit (geleneksel kdy evi icin tas, ahsap, kerpi¢ gibi yap:
malzemelerinin bulunmasinin kolay olmamasi, insaat ustalarinin yetismemesi) beraberinde getirmistir.
Bunlarin yani sira kdy kosullarina uygun ve bu alanlarin sorunlarmma gore o6zellesmis yasal
diizenlemelerin olmamasi da ayri bir sorun olusturmaktadir (Eres, 2016: 239-243). Biitiin bunlara ek
olarak 12.11.2012 tarihinde kabul edilen ve 6 Aralik 2012 tarihli resmi gazetede yayinlanan 6360
sayili kanun (Ondort ilde Biiyiiksehir Belediyesi, 2012) ile 14 ilde Biiyiiksehir belediyesi kurulmus ve
sinirlart yeniden ¢izilmis; “koy” tiizel kisiligi kaldirilarak ilge belediyesine