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Abstract

FROM URBAN POLITICS TO THE POLITICS OF REPRESENTATION:

REPRESENTING ISTANBUL’S URBAN TRANSFORMATION IN “URBAN

ACTIVISM DOCUMENTARIES” OF THE 2000s

Sonay Ban

Cultural Studies, MA Thesis, 2012

Prof. Dr. Asuman Suner

Keywords: urban transformation, documentary filmmaking, representation, resistance,

activism.

This study aims to trace the documentary representations of the process of urban
transformation conducted under the AKP government during the 2000s. It
examines how different modes of oppositional politics that engage in a critique
of neoliberal urban policies of the AKP government are articulated in “urban
activism documentaries”. The study entails textual analysis of films as well as
interviews with the directors involved in the process of filmmaking. The thesis
aims to contribute to the existing literature in urban studies by exploring the area
of intersection between urban politics and the politics of representation. It
investigates to what extent documentary films can serve as alternative channels
of opposition against dominant discourses and practices of urban transformation
in Turkey.



Ozet

KENT SiYASETINDEN TEMSIL SiYASETINE: iISTANBUL’DA 2000’LERDEKI
KENTSEL DONUSUM SURECININ “KENT AKTIViZMiI BELGESELLERI”NDE
TEMSILI

Sonay Ban

Kiiltiirel Calismalar, MA Tezi, 2012

Prof. Dr. Asuman Suner

Anahtar Kelimeler: kentsel doniigiim, belgesel film yapimi, temsil, direnis, aktivizm.

Bu caligma 2000 sonrast AKP hiikiimeti sirasinda yiiriitiilen kentsel doniisiim siirecinin
belgesellerdeki temsilinin izini slirmeyi amaclamaktadir. Calisma, AKP hiikiimetinin
neoliberal kent politikalarini elestiren muhalefet siyasetinin farkli bigcimlerinin “kent
aktivizmi belgeselleri’nde nasil dile getirildigini incelemektedir. Incelemede filmlerin
metinsel analizlerinin yanmisira film yapimi siirecine dahil olan ydnetmenlerle
gorismeler de yer almaktadir. Bu tez; mevcut kent calismalariyla ilgili akademik
yazina, kent siyasetiyle temsil siyaseti arasinda bir kesisim alani arastirarak katki
saglamay1 amaclamaktadir. Belgesel filmlerin, Tiirkiye’de siirdiiriilmekte olan kentsel
donilisiim uygulamalarina ve hakim soylemlere ne Olgiide alternatif muhalefet alanlar
acabilecegini aragtirmaktadir.
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INTRODUCTION

This thesis aims to trace the documentary representations of the process of urban
transformation conducted in Istanbul under the AKP government during the 2000s. It
examines how different modes of oppositional politics that engage in a critique of the

neoliberal urban policies are articulated in “urban activism documentaries”.

The process of urban transformation® in Istanbul involves the implementation of
neoliberal policies in the urban context since the 1980s. The recent urban transformation
of Istanbul has been enabled and legitimized through a set of legal changes wrapped in
neoliberal language.? This process includes the implementation and planning of mega
projects, major changes in real-estate investments, and a new visibility and domination
of the finance and service sectors in the city’s economy.® The passing of the
municipality law of 1984 was by followed the implementation of the first neoliberal

urban renewal projects that were initiated by the metropolitan municipality under

! Different terms are used to describe the divergent processes of urban restructuring in
academic literature such as “urban renewal”, “urban gentrification” and “urban
transformation”. In Turkey, the term “urban transformation” (kentsel déniisiim) has
often been employed by the AKP (Justice and Development Party) government to
describe its neoliberal urban policies. Another important term in this context is “urban
revitalization”.

? Bartu Candan, Ayfer and Biray Kolluoglu, “Emerging spaces of neoliberalism: A
gated town and a public housing project in Istanbul” in New Perspective on Turkey, no.
39 (2008), p. 12.

*Ibid, p. 12.



Bedrettin Dalan, the mayor of the liberal-conservative right-wing ANAP government
between 1984 and 1989. The ongoing empowerment of the municipal government
during the 1990s has been further consolidated by the AKP government since 2002
through the implementation of a series of projects under the disguise of the adjustment
policies of Turkey to the European Union membership; the selection of Istanbul as the
European capital of culture in 2010; and the strengthening of the building stock for the
forecasted Istanbul/Marmara earthquake.* Thus, several “urban transformation projects”
have been inaugurated in specific gecekondu® areas and historical neighborhoods of
Istanbul such as Sulukule, Tarlabasi, Ayazma, Ayvansaray, Balat, Basibiiyiik,
Bezirganbahge and so on. These projects are categorized as “gecekondu transformation
projects”, “prestige projects”, “history and culture projects” and “natural disaster
projects”.® These places have been instrumentalized for profit making through processes

of privatization and real-estate investments.

Documentary filmmaking has gained greater accessibility and visibility as a
result of recent advances in communication technologies in the world as well as in
Turkey over the past two decades. Filmmaking, relatively speaking, has become easier
and more accessible to people coming from diverse economic and cultural backgrounds
due to the advent of the techniques of digital filmmaking. Parallel to these
developments, documentary filmmaking has increasingly been seen in Turkey since the
2000s as a suitable political tool for creating public awareness on social, economic and

political issues.

Dwelling on the existing academic literature in the interdisciplinary area of
urban studies, this thesis examines the politics of audiovisual representation of the urban
transformation process in Istanbul during the 2000s in selected documentary films.
Parallel to the systematization of the urban restructuring during the AKP era, the
number of documentaries critically interrogating the issue of urban transformation in

Istanbul significantly increased. Hence, the thesis focuses on the extensive analysis of

* Kocabas, Arzu. Kentsel Doniigiim Yenilestirme: Ingiltere Deneyimi ve Tiirkiye'deki
Beklentiler, Istanbul: Literatiir Yayncilik, 2006.

> Gecekondu is the Turkish word for squatter housing. The literal meaning of the word
is “landed overnight”. Unsal, Ozlem and Tuna Kuyucu. “Challenging the Neoliberal
Urban Regime: Regeneration and Resistance in Bagibiiyiik and Tarlabas1”, in Orienting
Istanbul: Cultural Capital of Europe?”, ed. Deniz Géktiirk, Levent Soysal and Ipek
Tdreli, Oxfordshire: Routledge, 2010, p.67.

® Bartu Candan and Kolluoglu, 2008, p. 15.
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what might be called “urban activism documentaries” of the 2000s in Turkey. This
specific sub-genre is an interconnected part of the entire scene of documentary
filmmaking in Turkey during the last decade. To this end, in this thesis the following
“urban activism documentaries” will be examined: GO¢ (Migration, Ezgi Bakcay,
2008); two photo-interviews by Fatih Pinar: Tarlabast and Emek Sinemasi (2009-2010);
Selahattin'in Istanbul'u (Selahattin’s Istanbul, Aysim Turkmen, 2010); Canim Sulukule
(My Beloved Sulukule, Nejla Osseiran, 2010); Nerede Yasarsan Yasa! (Don’t Care
Where You Live!, Nejla Osseiran, 2011); and Ekiimenopolis: Ucu Olmayan Sehir
(Ecumenopolis: City without Limits, imre Azem, 2011). The reason for the selection of
these particular documentaries is simple: | chose to examine the documentaries made
after the 2000s that visualize the urban transformation in Istanbul and call for activism.
It was a deliberate attempt to have a limited yet comprehensive analysis of the effects of
neoliberal policies of the AKP government in the selected neighborhoods experiencing
the process of transformation. After an extensive research, | could get access only to
these seven films for there are not yet excessive numbers of documentaries dealing with
the process.” It is possible that we would come across with more films in this sub-genre
in the near future since the implementation of transformation projects seems to go on in

Istanbul in full speed.

John Grierson, the pioneer Scottish filmmaker and theorist, defines documentary
as the “creative treatment of actuality”.® It primarily aims to observe, present, and
interrogate “life as it is”.> Contending that documentary form is already creative

endeavor, Bill Nichols says that it draws on and refers to historical reality while

" What is crucial to say at that point is that | intentionally chose two films from Fatih
Pinar’s photo-interviews (even though there are twelve of them on his website) for two
reasons: first, the extensive analysis of twelve films is already a very loaded work
within the limits of this thesis. Besides, | attempted to have a fair distribution of space
for the works of these five directors since the other directors (except Fatih Pinar) have
produced only one or two films to be analyzed. And secondly, | chose to examine two
works from Fatih Pinar, namely Emek Sinemas: and Tarlabas: simply because there are
no other films in the list that focus on the Beyoglu district in particular. In this sense, his
films are chosen to create a sample of documentaries that involves as much diversity as
possible concerning the neighborhoods that go through urban restructuring.

SWinston, Brian. Claiming The Real: The Griersonian Documentary and Its
Legitimations, London: BFI, 1995, p.11.
%http://sheffdocfest.com/view/films_vertov (Date of access: 20/07/2012)
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representing it from a distinct perspective.'® Being neither exactly a fictional invention
nor a factual reproduction or a replica and exact “reproduction of the reality”,

documentary film corresponds to a specific form of “representing” the world.

This thesis investigates different representation strategies that “urban activism
documentaries” employ through the practice of mixing different modes and models in
documentary genre. It aims toquestionto what extent “urban activism documentaries”
can create alternative spaces ofopposition, and resistance against the systematic

implementation of neoliberal urban policies.

“Urban activism documentaries” examine the social, political, and economic
problems that the urban transformation projects have induced. Indicating resistant grass
root movements in the given neighborhoods where transformation projects have
conducted, “urban activism documentaries” take account of what David Harvey calls
the “right to the city.” This concept primarily refers to the “individual liberty to access

11
urban resources.”

Yet, Harvey insists that this should be understood as a “common”
rather than an individual right since it is based on an idea of a “collective power to
reshape the process of urbanization.”*? The “right to the city” is about the right of the
residents of the city to actively participate in the decision making process regarding the
restructuring of public spaces. Based on Harvey’s definition, the “urban activism
documentaries” take critical stands concerning the urban transformation process taken
place sincethe 2000s. The opposition and resistance that these films represent are two-
folded. On the one hand, “urban activism documentaries” function to give an
audiovisual record of the process of physical demolitions, destructions, and rebuilding
in Istanbul under the neoliberal policies of the government. In other words, they
visualize and chronicle the process of material transformation that has been taking place
in several districts of Istanbul since the 2000s. They also visualize and chronicle the
resistance, struggle, and protests of the dwellers of the neighborhoods that are going
through the process of transformation. In a way, these documentaries can be seen as
concrete documents that combine the physical deterioration of specific districts with the
reactions coming from the dwellers who are affected by the process. On the other hand,

1% Nichols, Bill. Introduction to Documentary, Indiana University Press, 2010 (Second
Edition), p.7-8.

"Harvey, David. “The Right to the City”, New Left Review 53 (2008): p.23.

1bid, p.23.



the “urban activism documentaries” express their directors’ subjective standpoint in
relation to the ongoing process of urban transformation in Istanbul. They define their
works as activism because they are individually involved in the process of

transformation as responsive dwellers of the city.

While the “right to the city” is a major thematic preoccupation of the “urban
activism documentaries”, it does not necessarily correspond to a common ground in
terms of technical and narrative structure. Hence, the “urban activism documentaries”
have differentnarrative style and cinematic characteristicsderived from what Bill
Nichols defines as the “practice of mixing different modes” and models of documentary
filmmaking. In light of Nichols’ statement, it is possible to say that “urban activism
documentaries” employ combination of various conventions and techniques of
documentary filmmaking to produce a distinct point of view on the process of urban
transformation in Istanbul. In addition to this, they seek to raise awareness on the
politics of representation by making different aspects of the process of filmmaking
visible. Moreover they differ from each other in terms of their technical aspects (such as

film length) and circulation mechanisms.

Through a close examination of “urban activism documentaries”, this thesis aims
to explore the following issues: To what extent the “urban activism documentaries”
create an alternative space of opposition and resistance to the dominant neo-liberal
discourses in Istanbul during the 2000s? What are the alternative strategies of resistance
and intervention that they offer against the dominant neoliberal discourses of the
government and the private sector? How do they represent people who suffer from the
demolition of the building and neighborhoods? Do they solely consist of the point of
view of the directors in the narration or are there instances and chances for the people
portrayed of self-expression? Are the directors actively involved in the counter

movements?

RESEARCH DESIGN

In this thesis, | attempt to conduct an interdisciplinary research involving the
textual analysis of films and interviews with the directors. The textual analysis involves
the critical examination of the narrative structure of the films. It interrogates whether

these documentaries build their narrative upon a macro perspective with a holistic and
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view of the whole process of urban transformation or they form a micro narrativity with
an emphasis on the personal accounts of the people who are exposed to a particular
form of dispossession and expulsion. Adopting the definitions of documentary modes
that Bill Nichols puts forward, the analysis also undertakes an extensive study of the use
of particular practices and modes of filmmaking. It aims to examine how the individuals
and the particular districts in the selected films are represented by the directors. It also
questions the relationship that the filmmakers establish with their subjects and the ways
in which they position themselves within the research field, in other words the spaces of

destruction and demolition.

As part of my research, | have conducted semi-structured, open-ended, and in-
depth interviews with the four of the directors of the selected documentaries. For this
purpose, | made initial contacts with the directors and sent the questions to all of them
before the interview process. One of the reasons for sending the questions was to
prevent any kind of discomfort or reluctance of the directors concerning the issues that
they want to talk about in the interviews. It was also a conscious choice for me to
communicate with them beforehand because that would give more time to think about
their opinions and what they were willing to express during the interview. Four of the
directors, namely Ezgi Bakcay, Aysim Tiirkmen, Nejla Osseiran, and Fatih Pinar,
immediately gave of their time to answer my questions and to explain their opinions
concerning the whole process. | had personal interviews with Aysim Turkmen, Fatih
Pmar, and Nejla Osseiran between the last week of January and the first week of
February 2012. Similarly, Ezgi Bakcay sent to me her answers by email as she was
abroad during my fieldwork study. However, my attempts to have a personal interview
with Imre Azem, the director of Ekiimenopolis, remained inconclusive: he was reluctant
to answer my questions. Yet he gave an artist talk during a documentary course in 2011-
2012 Spring Semester in Sabanci University where he answered some of my questions
about the process of filmmaking and his activism along with other questions coming
from the audience. Although some of the questions were content-specific and unique for
each documentary film, the majority of the questions that | had prepared dealt with a
common preoccupation of the selected films: how and when did the directors started to
work on this particular subject? What were their initial motivations for making
documentary films on the effects of urban transformation? To what extent do they think

their films are considered to be a form of activism? How do they perceive their works



within the context of documentary filmmaking? What do they think about the concept
of representation of the subjects and the whole process of transformation?

In addition to the personal interviews with the directors, | went to several
workshops organized by IMECE where I had informal conversations with academics
and activists about the process of transformation: IMECE is a non-profit independent
organization that deals with issues related to the urban restructuring, planning and
transformation processes going on in many cities around Turkey, including Istanbul.
The organization currently attempts to produce community-based policy-making on city
planning. It also aims to render visible all kinds of social, political, and economic
inequalities that urban and rural dwellers would expose.’® The Turkish title of the
organization is Toplumun Sehircilik Hareketi, which can roughly be translated into

English as “Urbanism Movement of the Society”.

The notions of ethics and consent were parts of my interview process. | tried to
be explicit in my conduct with my interviewees from the very beginning about the
nature of my research and the reasons for conducting these interviews. | tried to avoid
any kind of misunderstanding or discomfort that would possibly occur in my
interviewees. And finally, | received consent of the directors with whom | have
conducted personal interviews to integrate the related parts of the interviews to the

thesis, and include the full-text of the interviews in the appendix.

THESIS DESIGN

This thesis is an attempt to examine the audiovisual representation of the
mechanisms of opposition and resistance against the urban transformation process
conducted in Istanbul since the 2000s. Taking into account the role of documentary
filmmaking as an important audiovisual means to represent the forms of resistance, this
work argues that these documentaries also become the very tools of activism for the
intended purpose of their directors. Almost all the directors of “urban activism
documentaries” often mention that they do consider themselves as the mediators who
transmit the voices of the people who are displacedalthough their films employ different

narrative structures or methods of filmmaking. Moreover, they generally refer to

13htt|o://www.toplumunsehirciIikhareketi.orq/index.php?option:com content&view=cat
egory&layout=blog&id=4&Itemid=4 (Date of access: 12/07/2012)
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themselves as “activists with movie cameras” who express their personal opinions and
opposition against the ongoing projects through what they are doing best: filmmaking.
They believe that with the help of alternative channels of circulation such as internet-
based video sharing mechanisms and organizations including festivals, film screenings,
and public funding platforms, their films would reach a considerable number of
audiences to raise awareness as well as consciousness to create alternative spaces of

discussion and participation in urban politics.

One of the main arguments of the thesis is that the audiovisual documentations
of the oppositional movements in the selected documentaries are effective in two ways.
First, the “urban activism documentaries” create alternative channels for discussing and
defending the “right to the city”. Having circulated on the internet and in the social
media, “urban activism documentaries” can reach a considerable number of people;
more than an academic publication and study could have ever been read and shared in
everyday life. In so doing, they can serve as effective mechanisms for civil society to
create alternative spaces for discussion and for participation to urban planning.
Secondly, the “urban activism documentaries” express their directors’ perspectives and
subjective opinions about the ongoing process of urban transformation in Istanbul.
Defining their works as activism, all the directors are individually involved in the

process of transformation as the city dwellers.

Chapter 1 is devoted to the discussion of the urban transformation process in the
world as well as in Turkey. The chapter begins with the discussion of the dynamic
relationship between the capitalist modernity and the urban restructuring. It argues that
capitalist modernity, as David Harvey states, is constructed and restructured through
constant “creative destructions” involving ruptures with the past®, which ironically
requires its existence as a reference to sustain continuity. The first part of the chapter
refers to prominent examples of urban restructuring in the history of modernity, such as
Paris in the nineteenth century and New York in the 1960s onwards. The rest of the
chapter focuses on the history of urban transformation in Istanbul particularly since the
1980s and the emergence of the oppositional urban politics. Giving a comprehensive
historical background of the 1980s and 1990s, the chapter aims at examining the

consolidation of the AKP policies on urban restructuring during the 2000s.

YHarvey, David. “The Right to the City”, p.33.
8



Chapter 2 entails the descriptive analysis of what I call “urban activism
documentaries” of the 2000s in Istanbul. The first part of the chapter is primarily
devoted to the thematic and stylistic examination of the “urban activism documentaries”
of the 2000s. Drawing upon the prominent examples in the history of documentary
filmmaking that address issues concerning modern urban life and urban transformation,
the chapter then attempts to examine the debates around the relationship between
representation and reality in the documentary form. Taking into consideration the
important discussions in the history of documentary filmmaking, it discusses the
capacity of the documentary, as a genre, both to represent the reality and to become a
tools for activism. The rest of the chapter offers a brief overview of the historical
development of documentary filmmaking in Turkey in order to contextualize the
emergence of “urban activism documentaries” in the 2000s as a subgenre of political

documentaries in Turkey.

The last chapter of the thesis deals with the different strategies that “urban
activism documentaries” employ in their politics of representation. The first partis
devoted to the discussion of the thematic unity that “urban activism documentaries”
share on the basis of their common critical stand towards the detrimental effects of the
process of urban transformation in Istanbul in the 2000s. The second part of the chapter
concentrates on how “urban activism documentaries” employ different documentary
styles. These aesthetical and political engagements of the directors will be examined in

the light of important movements in the history of documentary filmmaking.



CHAPTER 1. AN OVERVIEW OF THE HISTORY OF URBAN
TRANSFORMATION IN MAJOR WORLD CITIES AND IN ISTANBUL

This chapter examines the discussion of the urban transformation process in the
world as well as in Turkey. It starts with drawing a dynamic relationship between the
capitalist modernity and the urban restructuring in the history of modernity. The first
part of the chapter specifies prominent examples of urban restructuring in the history of
modernity, such as Paris of the nineteenth century and New York of the 1960s onwards.
In line with the historical changes occurred, the rest of the chapter focuses on the
history of urban transformation in Istanbul since the 1980s and the emergence of grass
root movements as the result of ongoing processes, respectively. Giving a
comprehensive historical background of the 1980s and 1990s, the chapter aims at
examining the consolidation of the AKP policies on urban restructuring during the
2000s.

a. The History of Urban Transformation and Capitalist Modernity

The experience of modernity, as Marshall Berman states, requires a paradoxical
understanding: on the one hand it traverses the “boundaries of geography and ethnicity,

of class and nationality, of religion and ideology,” and attempts t0 unite everybody
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around the world as being part of a common universe.'®> On the other hand, it requires a
radical break with the past: The past is supposed to be overcome through its perpetual
destruction yet it flourishes again and again so that “everything solid melts into air” in
modernity in “ever more profitable forms”.*® Modernity, in this sense, entails both
continuity and rupture. It needs a break with the past through its “creative destruction”.
This “creative destruction”, according to David Harvey, is an integral component of
capitalist modernity.” Among other things, it requires constant geographic
displacement of the surplus accumulation without creating solutions for the imminent

contradictions and crises within the capitalist mode of production.*®

The concept of “urban transformation” dates back to the 19t century, the era of
the emergence of modern metropolises in Europe.'® According to Harvey, urbanization
(alongside military expenditures) has played a crucial role in the history of capitalist
modernity since the 19" century through the absorption of the surplus product that
capitalist system perpetually produces in its search for profits. What Harvey calls
“capitalist urbanization” refers to the regeneration of surplus value through a process of

perpetual urban re-structuring which involves construction as well as destruction:

“...[S]urpluses are extracted from somewhere and from somebody, while the
control over the disbursement typically lies in a few hands. This general
situation persists under capitalism, of course; but since urbanization depends on
the mobilization of a surplus product, an intimate connection emerges between
the development of capitalism and urbanization. Capitalists have to produce a
surplus product in order to produce surplus value; this in turn must be reinvested
in order to generate more surplus value. The result of continuous reinvestment is
the expansion of surplus production at a compound rate —hence the logistic
curves (money, output and population) attached to the history of capital

1> Berman, Marshall. All That Is Solid Melts into Air: The Experience of Modernity.
London: Verso, 1997, p.15.Berman borrows the phrase “all that is solid melts into air”
from Karl Marx. In Communist Manifesto, Marx writes: “All fixed, fast —frozen
relations, with their train of ancient and venerable prejudices and opinions, are swept
away, all new-formed ones become antiquated before they can ossify. All that is solid
melts into air, all that is holy is profaned, and men at last are forced to face... the real
conditions of their lives and their relations with their fellow men”. Quoted by Berman,
p.20.

% Ibid, p.99.

" Harvey, David. “The Right to the City”, New Left Review 53 (2008): p.33.

'8 Ibid, p.34.

¥ The emergence of the concept of the “city” dates back to the Ancient Greece. During
the medieval era cities were mostly seen as sites of “religious and manorial
administration” (Pirenne, An Economic and Social History of Medieval Europe. Oxon:
Routledge, 2006 [1936]).
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accumulation, paralleled by the growth path of urbanization under capitalism.”
(emphasis added.)®

In constant search for profit, capitalist system has to develop new means of production.
“If labor is scarce and wages are high”, Harvey states, “either existing labor has to be
disciplined or fresh labor forces must be found by immigration, export of capital or
proletarianization of hitherto independent elements of the population”.?* The coming of
new labor power to the city through immigration requires regulations in the economic
and social structure of the city. While the prime motive behind the process of the
restructuring of the city has been the regeneration of surplus capital, the social and

human consequences of this process are often overlooked.

The first major example of capitalist urbanization is the case of Second Empire
Paris, which constitutes one of the most well-known episodes of the history of
modernity in Europe. During the year 1848, Harvey explains, a major crisis stroke
Europe in general and Paris in particular that was grounded in both “unemployed and
surplus capital” and “surplus labor”.?? Louis-Napoléon Bonaparte, who ascended to
power by engineering a coup in 1851 and proclaimed himself Emperor the following
year, dealt with the economic situation by means of a vast program of infrastructure at
home and abroad.?® The major infrastructure that Louis-Napoléon Bonaparte
implemented in France was the reconfiguration of the urban structure of Paris under the
control of George-Eugéne Haussmann. Displaying a willingness to engage in “creative
destruction” on a scale hitherto unseen, Haussmann undertook an ambitious project of
urban restructuring involving both the transformation of urban infrastructure and the
construction of a “new way of life and urban persona”.24 Haussmann’s project of
rebuilding Paris solved the problem of unemployment as well as the surplus-capital by
absorbing vast quantities of labor and capital. Parallel to this, the capital of France

became “the city of light” through the creation and consolidation of areas for

20 Harvey, David. “The Right to the City”, p.24.

1 1bid, p. 24.

22 |bid, p. 25. The crisis gave rise to a revolutionary uprising by unemployed workers
and bourgeois utopians. The republican bourgeoisie violently repressed the
revolutionaries, but could not resolve the crisis (Harvey, 2008:25).

23 The major construction projects that Bonaparte initiated abroad involved construction
of railroads throughout Europe and into the Orient as well as grand works such as the
Suez Canal (Harvey, 25).

2 Harvey, David. Paris, Capital of Modernity, New York: Routledge, 2003, p.10.
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“consumption, tourism and pleasure; the cafés, department stores, fashion industry and
grand expositions which all changed urban living so that it could absorb vast surpluses

through consumerism.”?

The second historical episode of urban restructuring in the history of capitalist
modernity that Harvey discusses is the urban restructuring of the United States during
the 1940s and 1950s. During the aftermath of the Second World War, the period of Cold
War and McCarthyism, a vast process of suburbanization took place in North American
cities. Involving the construction of a large-scale system of highways, infrastructural
modifications and suburbanization, the project gave rise to the total re-engineering not
just of the city, but also the whole metropolitan site.?® During the post-war era, while
upper and middle classes were moving to the newly built suburbs, the city, which was
mainly left to the urban poor, was on a decline. It is the federal government itself during
the 1970s which allocated its resources mostly to new suburban infrastructures while
leaving the old urban infrastructures falling down.?” According to Marshall Berman, this
paved the way for the consolidation of the media cliché of “the disintegration of New
York”. This pattern of the abandonment of city centers to invest the suburbs, however,
was reversed during the 1980s with the implementation of a rigorous gentrification
process in several American cities. The process of urban restructuring in the United
States, in this sense, reached its peak during the 1980s with the dramatic process of
gentrification that the city of New York has gone through under the neo-liberal

economic policies of the Reagan era.?

Discussing the consequences of the urban re-structuring process in New York

during the same period, Neil Smith argues that the urban gentrification during the 1980s

2 Harvey, “The Right to the City”, p.26.

% |bid, p. 27.

2" Berman, Marshall. ‘Introduction: New York Calling’ in Marshall Berman and Brian
Berger ed. New York Calling: From Blackout to Bloomberg. London: Reaktion Books,
2007. p.18. Presenting an overview of the post-war transformation of the city of New
York, Berman suggests that the 1960s and 1970s in the recent history of New York are
mostly characterized by “a heroin epidemic, an explosion of personal violence, a
firestorm of arson —which almost ruined many poor neighborhoods in the New York
City and left many people homeless” (p.30-31).

28 According to Berman, Roger Starr’s 1976 proposal of “planned shrinkage” for New
York s exemplifies the mentality behind the gentrification process. Starr argued that
dividing the population in terms of their productivity would lead to the elimination of
“bad”, mostly poor and unproductive neighborhoods from the city, while the productive
majority can live in healthy and secure conditions. Ibid, p.22.
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“represents a geographical, economic, and cultural reversal of postwar urban decline
and abandonment”.?® The city regained its reputation and economic value as a site of
attraction during this process as upper and middle classes began to return to the city
center. This led to the transformation of urban lifestyle in the sense that the working
class habits and behaviors were quickly replaced by the middle and upper-middle class

practices of “revitalization”.*

Harvey argues that the global capitalist economy has stabilized during the 1980s
through the debt-financed urbanization that started in the United States and diffused all
around the world. The financial side of the urban transformation has been supported by
neo-liberal policies encouraging the mobilization of large-scale investments to the
construction sector. China, in this regard, presents the most powerful illustration of the
globalization of urban capitalism since the 1980s. The urbanization taking place in
China in this period had a heavy focus on infrastructural developments including the
construction of huge dams and highways which transformed the entire landscape of the
country.®* The benefits of constructing new sites for stabilizing the global market
economy have been embodied in the rising prominence of the construction sector in

newly globalizing cities such as Beijing, Rio de Janeiro, Sdo Paulo Johannesburg,

29 Smith, Neil. “New City, New Frontier: The Lower East Side as Wild, Wild West”, in
Variations on a Theme Park: The New American City and the End of Public Space, ed.
Michael Sorkin, Hill and Wang. New York: 1992, p.64.

%0 Rosalyn Deutsche and Cara Gendel Ryan point to the complicity of the art world with
the process of gentrification in New York during the 1980s. According to the authors,
“no matter how thoroughly obscured by the art world, the role that artists and galleries
play in the gentrification of the Lower East Side is clear to those who are threatened
with displacement, as well as to the community workers who are trying to save the
neighborhood for its residents.” (p.102) For more information see; Deutsche, Rosalyn
and Cara Gendel Ryan, “The Fine Art of Gentrification”, in October, Vol. 31 (Winter,
1984), pp.91-111.

31 According to Harvey, the stabilization of the capitalist economy by the US finance
market has been deepened by the urbanization in China. The Chinese market
mechanisms have significantly integrated into the global financial economy and become
the perfect tool to solve the dependence of “the construction of new financial
institutions and arrangements to organize the credit required to sustain it” Ibid. p.29- 30.
Similarly Peter Nolan draws attention to the economic reforms that were inaugurated in
the countryside in China during the late 1970s and early 1980s.These reforms gradually
shifted to the urban areas in the 1980s “with the widespread introduction of the contract
system for individual enterprises”. During this process, China became a central place
attracting foreign direct investment of the global firms around the world. For more
information see, Nolan, Peter. Transforming China: Globalization, Transition and
Development, London: Anthem Press, 2004, p. 1-2.
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Taipei, and Moscow,** as well as the already global world cities such as New York and
London.*®

The processes of urban transformation engender various repercussions and
changes in the economic, social and political realms. For one thing, this process brings
about a radical transformation of urban life. The city itself becomes a commodity and it
Is re-defined as a site of consumerism where culture and knowledge-based industries are
now major aspects of the urban economy.** New sites for the consolidation of
consumerism (which include concentrated centers of finance and industrial areas,
shopping malls, multiplexes, residences and, skyscrapers) extensively flourish. They
become prime vehicles of experiencing the city. In this world, the “neoliberal ethic of
intense, possessive individualism” which goes hand in hand with “political withdrawal

from collective forms of action” becomes the key aspect of human socialization.®

%2 The twentieth century has witnessed the emergence of new global cities in peripheral
countries that fulfilled the requirements of being an integral part of the international
economy. Both foreign and local economic investments enabled these cities to integrate
to the global market economy. For more information on emerging global cities, see
Oncii, Ayse and Petra Weyland. “Introduction: struggles over lebensraum and social
identity in globalizing cities”, Space, Culture and Power: New Identities in Globalizing
Cities., ed. Ayse Oncii and Petra Weyland, London: Zed Books, 1997, pp. 1-20.

% The Olymplc Games is one major occasion that is used to legitimize urban
transformation projects across the world. There have been extensive public discussions
about the Olympic Games to be held in London in the summer of 2012.The critics argue
that certain areas in the city will be restructured because of the Olympic Games while
their residents will be removed. As one critic puts it: “These mega-events in general are
bad for the communities where they take place, they do not provide long-term
employment, they are very exploitative of the area.”

Miéville, China. “Oh London, You Drama Queen”, International Herald Tribune,
(March 1, 2012) http://www.nytimes.com/2012/03/04/magazine/china-mieville-
london.html (Date of access: 15/05/2012)

Likewise, there have discussions about the 2014 World Cup and the 2016 Olympic
Games that will be held in Rio de Janeiro, Brazil. For some Brazilians, both events are
“perfect symbols” of Brazil’s newly found economic power and international standing.
On the other hand, many residents in favelas (squatter houses in Brazil) and slums have
been forcibly evicted from their homes for rendering the city ready for the Olympics.
The same process occurred in Beijing during the preparations for the 2008 Olympics,
where authorities easily removed hundreds of thousands of families from the city for the
Games.

Romero, Simon. “Slum Dwellers Are Defying Brazil’s Grand Design for Olympics”,
International Herald Tribune, (March 4, 2012)
http://www.nytimes.com/2012/03/05/world/americas/brazil-faces-obstacles-in-
preparations-for-rio-olympics.html?pagewanted=all (Date of access: 15/05/2012)

34 Harvey, “The Right to the City”, p.31.

% Ibid, p.32.
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According to Teresa Caldeira, in our contemporary global capitalist world,
individualism becomes a crucial means for self-salvation. The “fortified enclaves” in
cities, offering a “clean” physical and social environment, enable the upper and middle
classes to detach themselves from the polluted and chaotic atmosphere of the city. The
strategy of offering private solutions to public (urban) problems is divorced from the
idea of the common and public good. This process creates a divided and conflict-prone
environment in the urban area. The neoliberal ethic, in this sense, threatens the ideals of
urban identity, citizenship, and urban belonging.*® The spatial segregation of classes in
the city (the “dangerous outsiders” living in slums and the “real owners” of the city) is
sustained through instigation of fear and anxiety. Loic Wacquant argues that the fear
and anxiety that upper and upper-middle classes tend to have against working classes
create “advanced marginalities” within the city. This kind of marginality feeds
segregation and isolation among the dwellers of the city as though they are completely
alien to each other. Advanced marginality tends to concentrate in “isolated and bounded
territories increasingly perceived by both outsiders and insiders as social purgatories,
leprous badlands at the heart of the postindustrial metropolis where only the refuse of
society would accept to dwell.”®” The idea of boundedness and isolation of the socially
excluded class members from the rest of society would serve making them objects to be
feared. This is achieved through depriving them from their subjectivity. This process
can be sustained through consolidation of the idea of “territorial stigmatization” that is
based on the categorizations of race, nation and religion. As a result of “territorial
stigmatization,” certain parts of the city are labeled as insecure, dangerous, violent, and
unhealthy. These areas arouse fear and terror. This particular stigma, Wacquant argues,
is transmitted through lineages and contaminated all members of a family as well as the

members of a particular district or neighborhood.*

In this framework, processes of destruction and displacement are indispensible
components of capitalist urban transformation. Harvey describes the transformation of
urban landscape as “restructuring through creative destruction”. Urban restructuring has
always been a class phenomenon. As such, destruction as part of transformation strikes

first and foremost the poor, the underprivileged and the marginalized people deprived of

36 [
Ibid, p.32.

3 Wacquant, Loic. “Territorial Stigmatization in the Age of Advanced Marginality”,

Thesis Eleven, 91, 2007, p.67.

% Ibid, p.67.
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political power, people who do not have access to any social and economic means.*

3

Urban transformation requires systematic removal of the “violent and improper
newcomers” in the city since they are considered, by the privileged elite, to constitute
the expandable segment of the society. This “necessary displacement” of the poor is the

basis of what Harvey calls the process of “accumulation by dispossession”.*’

Having a class dimension, the process of “accumulation by dispossession” also
generates varying forms of urban struggle and resistance movements. One such example
has taken place in New York City during the 1980s. Neil Smith talks about the 1988
riots in Tompkins Square Park in the Lower East Side of New York. This was an area
where many homeless people had been cleaned out during the 1980s under the pretext
of gentrification. The slogan of the anti-gentrification protesters was simple yet
powerful: “gentrification means class war”.*" The growing protests in the next months
encountered strict government reaction that included the demolition of several buildings
where homeless people took shelter. For one thing, the process brought about the
construction of local squats. The installation of “reconstruction plans” without offering
solutions to the evictees for better means of housing comes after.*> Smith argues that
Tompkins Square Park has become the symbol of urban struggle and resistance
movements against the idea of “new urbanism” that threatens to reconstruct the whole

neighborhoods in cities throughout the developed capitalist world.*?

In this context, David Harvey’s concept of the “right to the city” has of critical
importance. Referring to the “individual liberty to access urban resources”, the concept,
in fact refers to a common rather than an individual right, since it is based on the idea of
a “collective power to reshape the process of urbanization”.** One of the most valuable
yet ignored human rights, the “right to the city” is about the right of the dwellers of the
city to actively take part in the decision making process concerning the restructuring of

public spaces. This entire process of restructuring should be handled by taking into

% Harvey, “The Right to the City”, p.33.

“0 1bid, p.34.

ji Smith, “New City, New Frontier: The Lower East Side as Wild, Wild West”, p.61.
Ibid, p.63.

*3 1bid, p. 67-68. Smith emphasizes the historical importance of the park “as being the

perfect place for struggle concerning problems of unemployment and homelessness

during the nineteenth century”.

44 Harvey, “The Right to the City”, p.23.
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consideration “social ties, relationship to nature, lifestyles, technologies and aesthetic

values they [we] desire”.*

b. Urban Transformation in Istanbul

Unlike some other contemporary global cities that appeared on the global stage
only recently, Istanbul has always been a world city throughout its long history. The late
nineteenth century Istanbul, the Ottoman capital, was disunited both geographically and
demographically.*® Featuring all the requirements of a port city in “an imperial center of
power”, the city had advantages as well as weaknesses. Having been located at a central
location at the intersection of commercial networks, Istanbul did not have a powerful
civil society and a bourgeois class. According to Keyder, the separation of ethnic and
religious groups was the main reason behind the absence of a powerful civil society in
the Empire. The millet system, as it was called at that time, had worked successfully in
the Ottoman system by keeping “ethnic groups separate, internally hierarchical, and
accountable to the palace.”’ Although the system worked well within the more static
balances of the empire, “in the much more globalized world of the late nineteenth
century, with a weakened central authority, Ottoman found it difficult to continue their
high-handed ethnic corporatism.”*® Along with the ideology of nationalism emerged as
the trademark of the century, the millet system began to give way to the idea of
citizenship. During the 19™ century, there was a striking difference between the center
of the city, which included the Beyoglu district (called Pera at that time) where modern
buildings and urban arrangements were made to meet bourgeois needs, and the rest of
the city. Pera was also the district where non-Muslim minorities lived and worked. The
transformation process in Istanbul during the 19" century was uneven and incomplete

since it was largely “confined and limited” to the most modernized Pera district.*

The Ottoman Empire has gone through a rapid process of dissolution after the

after the World War I. The Republic of Turkey was founded on the ruins of the Ottoman

* 1bid, p.23.
*® Keyder, Caglar. “The Setting”, in Istanbul: Between the Global and the Local, ed.
Caglar Keyder, Rowman and Littlefield Publishers, Inc. 1999, p.5.
47 1
Ibid, p.5.
*8 1bid, p.5.
* Ibid, p.6.
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land in Anatolia in 1923 following a war of independence. The early Republican period
between 1923 and 1950 witnessed the emergence of nationalist cultural projects
imposed from Ankara, the new capital. Meltem Ahiska talks about the different roles
ascribed to Istanbul and Ankara, the Ottoman capital and the capital of the Republic,
during this period. The foundation of the new Republic in Ankara was significant in the
sense that it illustrates “the performative character of nationalism and the feeling of
urgency accompanied it.” Ankara corresponded to the ‘ground zero’ of the nation, with
equal and necessary symbolic distance from both the West and the imperial past of the
new nation-state.”® In a similar vein, Sibel Bozdogan states that Ankara was seen during
this period as the “heart of the nation:” “It was the ‘dirt and dust’ of old Istanbul against
which the newness and cleanliness of Ankara were celebrated as a republican icon.”
“Istanbul, the city that had been the seat of imperial power and religious authority for
five centuries, was delegated to serve as Ankara’s ‘other’ in every respect.” Therefore,

(133

according to Bozdogan, “‘the purity, moral superiority, and idealism’ of the new capital

were contrasted with ‘the imperial and dynastic traditions, the cosmopolitan

contamination and decadence’ of Istanbul.”

One important dimension of the projects imposed from Ankara was the ethnic
purification of Istanbul which retained a multinational yet “unmixing” ethnic make-up
during the Ottoman era. “The process that led to the foundation of the Turkish nation-
state and national identity included traumatic events where religious minorities were
massacred, deported, or encouraged to migrate in the name of establishing a
homogeneous national identity.” As a result of such policies, religious minorities in
the country decreased dramatically. Whereas non-Muslims constituted 19.1 per cent of
the population at the beginning of the twentieth century, at the end of the century that

number had dropped to a mere 0.2 percent.*

Several radical steps were followed in the forceful nationalization of the Turkish
middle class during the first half of the twentieth century which include the deportation
and massacre of large numbers of Armenians in 1914-15, the exchange of population

%0 Ahiska, Meltem. Occidentalism in Turkey:Questions of Modernity and National
Identity in Turkish Radio Broadcasting, London: I. B. Tauris, 2010, p. 18.

> Bozdogan, Sibel. Modernism and Nation Building: Turkish Architectural Culture in
the Early Republic, Seattle: University of Washington Press, 2001, p. 67.

%2 Ozyiirek, Esra. The Politics of Public Memory in Turkey. New York: Syracuse
University Press, 2007, p. 11.

>3 Ibid, p. 11-12.
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with Greece between 1923-30, the imposition of a special wealth tax of up to 75 percent
on the properties of non-Muslim entrepreneurs in 1942. The whole process culminated
in the government instigated riots of September 6-7, 1955, when the business of Greeks

and other non-Muslims in Istanbul were ransacked by mobs.**

Keyder argues that the population exchange between Muslim Turks and
Orthodox Greeks in 1923 was one of the most fundamental events in the making of
Istanbul’s history.” For one thing, exchange of population caused a sharp decrease in
the number of artisans, businessmen, and merchants in the city. As non-Muslim were
eliminated and driven away from Istanbul (and from other places in Anatolia), their
property, as well as the positions they were forced out of, became part of the dowry of
the new state that could be distribute of the rest of the population. What this distribution
achieved was both to expedite the creation of a native bourgeoisie and to make it
beholden to the state.®® This new situation creates an elusiveness and uncertainty
concerning the property rights in the sense that the places where non-Muslim once had
been living were eventually occupied by the newcomers to the city through internal
migration.”” Banu Karaca states that Galata, Tiinel, Tarlabasi and Cihangir were among
the most affected area by the process of gentrification.*® Moreover, these neighborhoods
are “geographies of dispossession” since they were first exposed to the exodus of the
non-Muslim minorities and then became “a refuge for Kurds fleeing violence in the

south-east as well as immigrants from Africa and other parts of the world”.*®

Nationalist developmentalism in Turkey started in the 1930s under conditions of
relative isolation from the world economy due to the Great Depression and it continued

after World War 1I. During the postwar period, “productive capital originating in the

> Kasaba, Resat. “Kemalist Certainties and Modern Ambiguities”, Rethinking
Modernity and National Identity in Turkey, ed. Sibel Bozdogan and Resat Kasaba,
Washington: Washington University Press, 1997, p. 28.

> Keyder, Caglar. “The Setting”, p.11.

*® Keyder, Caglar. “Whither the Project of Modernity? Turkey in the 1990s”, Rethinking
Modernity and National Identity in Turkey, ed. Sibel Bozdogan and Resat Kasaba,
Washington: Washington University Press, 1997, p. 40.

°" Keyder, Caglar. “The Setting”, p.11.

*8 Karaca, Banu. “The Politics of Urban Arts Events: Comparing Istanbul and Berlin”,
in Orienting Istanbul: Cultural Capital of Europe?”, ed. Deniz Goktiirk, Levent Soysal
and Ipek Tiireli, Oxfordshire: Routledge, 2010, p. 246.

> Ibid, p. 246.
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core economies of global capitalism began to make direct industrial investments in the
underdeveloped countries. Thus, Turkey was reintegrated into the networks of global
capitalism through the international circulation of productive capital. There began a
process of ‘import-substituting industrialization’ in which technology, capital goods,
and inputs were imported and the final product was produced domestically to cater to
the protected domestic market.”® Merging the interests of different classes on the basis
of inward-oriented national development at the beginning, this mechanism, in the
1960s, enabled a “populist set of class alliances and supported the conditions for a

democratic regime.”®

Turkey moved to the multiparty political system with the Democratic Party’s
coming to power in 1950. In this way, the single party regime that marked the early
period of the Republic between 1923 and 1950 and characterized by the imposition of
the project of modernization from above by the state elite, has ended. Known for its
populist political discourse and liberal economic policies, the Democrat Party regime
paved the way for Turkey’s integration to the capitalist world economy. Structural
interventions in agriculture supported by Marshall Plans in the 1950s — introduction of
tractors, fertilizers and new agricultural products-, led a large number of peasants
migrating from the villages to the cities. Rapid urbanization of society is attached to the

growing industrialization in the cities.®

Istanbul, under the national developmentalist policies, turned into a favorable
location for “large-scale, private manufacturing enterprises, encouraged through
financial incentives and protected from world competition”.®® Incessant flow of
migration from rural areas met the need for the labor-intensive industry although the
rapid expansion of industrial as well as service sector propelled the deterioration of the
city’s landscape concerning deficiencies in infrastructure. Yet it also induced the

consolidation of the squatter housing construction that was seen at that time as a

60 Giilalp, Haldun. “Modernization Policies and Islamist Politics in Turkey”, Rethinking
Modernity and National Identity in Turkey, ed. Sibel Bozdogan and Resat Kasaba,
Washington: Washington University Press, 1997, p. 55.

*! Ibid, p. 55.

%2 Erman, Tahire. “The Politics of Squatter (Gecekondu) Studies in Turkey: The
Changing Representations of Rural Migrants in the Academic Discourse”, Urban
Studies, Vol. 38, No. 7, 2001, p. 985.

63 Keyder, Caglar. “The Setting”, p.12.
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temporary solution for the rapid urbanization.* In the late 1940s and early 1950s,
newcomers of the city built shanties in and around undesirable places of the city, near to

the workplaces.

During the period between 1960 and 1980, the drastic increase in the rate of
migration to Istanbul was materialized through “informal mechanisms of land
occupation and housing construction.”®® While the mechanization of agriculture in rural
areas through introduction of tractors brought about increase in productivity, it left
majority of the peasants unemployed in the countryside. Having been pulled by the
prospect of employment, a significant number of people from the rural areas began to
immigrate to the cities; Istanbul being the most attractive one. The implicit amnesties
granted for illegal housing made internal immigration further attractive. During this
period, immigration from rural areas to big cities offer benefits for several parties
involved in the process. For the poor newcomers to the city, it granted the possibility of
constructing affordable housing in the city, a type of squatter housing which is
commonly called gecekondu (literally meaning “landed overnight®®) in Turkish.
Political parties implicitly tolerated the consolidation of the squatter housing areas to
get votes from these impoverished and densely populated places in the city. The first
“Gecekondu Act” which recognized existence of the gecekondus was passed in 1966
which resulted in expansion of the gecekondu neighborhoods in the periphery of the
city.®” As for the private companies these neighborhoods provided a reservoir of cheap

labor power.®®

Influenced by the civil right movements in the West during the 1960s, Turkish
society witnessed opposition and radicalism. Political groups involving supporters of
the Marxist ideology, initiated criticism of the Turkish system for its class inequalities
along with the interrogation of the Western dominance. These group of people felt

* Ibid, p.12.

% Keyder, Caglar. “Istanbul into the Twenty-First Century”, in Orienting Istanbul:
Cultural Capital of Europe?”, ed. Deniz Goktiirk, Levent Soysal and Ipek Tiireli,
Oxfordshire: Routledge, 2010, p.25.

% Unsal, Ozlem and Tuna Kuyucu. “Challenging the Neoliberal Urban Regime:
Regeneration and Resistance in Bagibiiyiik and Tarlabas1”, in Orienting Istanbul:
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Oxfordshire: Routledge, 2010, p.67.
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empathy to the poor and dispossessed people living in gecekondus.®® Political
polarization and conflict in the 1960s laid the ground for economic deteriorization in the
1970s. The oil crisis in 1973 on the world scale has affected Turkey’s political and
economic structures in the sense of intensification of the problems in both domains. The
radical leftist groups were organized in society, especially in the universities and
gecekondu settlements.” Thus, the gecekondus became sites of political activities.

The intensification of political violence during the second half of the 1970s was
the perfect tool for legitimizing a military intervention in September 12, 1980 which
would supposedly pacify the tense environment in the country. After a period of three
years following the military coup, the general elections were held and “democratic”
political life was re-established on 6 November 1983. The military allowed only three
parties to take part in the elections (the politicians of the previous period who had been
“banned” from politics by the military could not participate the elections). By polling
over 45 percent of the votes, the ANAP gained an overwhelming victory and became
the governing party. Turgut Ozal, who had been the ‘super minister’ of the military
regime in charge of economy, was the leader of the ANAP.”* Under the strong
leadership of Ozal, Turkey’s full-integration into the global neoliberal capitalist system

has launched.

In this period, “Turkey embarks on a radical shift in developmental track from a
“statist-nationalist strategy to a market-oriented transnationalist one”. The new
positioning involved the expansion of market forces in the economy along with the
expansion of competitive, individualist ideologies in the cultural domain. In the past, the
nation-state had a display on progress and often employed a politically populist and
socially redistributionist model. By contrast, “the restructuring in the 1980s entailed an
economic model in which benefits accrued to a limited segment of society, a political
model that was authoritarian and exclusionary, and an ideological outlook that
emphasized competitive individualism. The dominant sentiment was no longer one of

trust in, and reliance on, the nation-state. Now the so-called ‘rising values’ included

% Erman, Tahire. “The Politics of Squatter (Gecekondu) Studies in Turkey”, p. 986.
" Ibid, p. 986 and Ocal, Devran Koray. “The 1980 Military Intervention and the
Reconstruction of Turkish Social and Political Life”, (forthcoming master thesis),
Istanbul Technical University, 2012.

™ Quoted from Ziircher, E. J. Turkey A Modern History. (3 ed.). I.B. Tauris, 2003, p.
282.
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belief in the supremacy of the global market and in the virtues of individual

entrepreneurship.”’?

Liberalism in the 1980s had social, political and cultural consequences for
Istanbul. During this period, Istanbul has become “a city designed for cultural
consumption, easier to visit, with a well-defined tourist area containing monuments and
heritage in the form of restored neighborhoods, readily accessible from the newly built

9973

hotels.”"” It emerged as “the showcase and gateway for Turkey’s new era of integration

into the world scene.”’

Between 1984 and 1989, Bedrettin Dalan, the popular politician from the
Motherland Party, was the mayor of Istanbul. During this period, there has been a
radical shift in the management and control over urban land in Istanbul “from a populist
to neoliberal mode” that leads to the commodification of land.”® The emphasis is on the
perpetual gating of the city through residential sites and enclaves which produce new
ways of living in luxury and prosperity while deepening the segregation between
different economic classes living nearby to each other in their closed community. The
rebuilding of the city under Dalan’s mayorship paved the way for the subsequent
implementations of the commodification of land. Three large-scale urban projects
during Dalan’s mayorship had a profound influence on the subsequent structural
transformation of the city: the opening of the Tarlabasi Boulevard, the demolition of
industrial complexes along the shore of the Golden Horn, and finally the relocation of

various industries from within the city to its periphery.”

What Bartu Candan and Kolluoglu call “neoliberal urbanism” has been
consolidated through financial and administrative changes in Istanbul’s governance
throughout the 1980s. The passing of municipality law in 1984 was accompanied by the
foundation of the TOKI (Mass Housing Development Administration) at the same year.
It brought about various changes in the role of local government shifting to act as a

market facilitator and the privatization of several municipal services such as

"2 Giilalp, Haldun. “Modernization Policies and Islamist Politics in Turkey”, p. 56.
® Keyder, Caglar. “The Setting”, p.16.

* Ibid, p.17.

’> Unsal and Kuyucu, “Challenging the Neoliberal Urban Regime”, p. 52.

6 Keyder, Caglar. “The Setting”, p.13.
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transportation, housing and provision of natural gas.”” The Ozal government permitted
the construction of buildings up to four-storey through the passing of certain gecekondu
laws in 1984 and 1985. This paved the way for the “commercialization of gecekondus”,
to be interpreted as the bribing the poor and underprivileged people through silencing
and giving them the hope of becoming rich. The commercialization of land in the
1970s, in turn, evolved into the “apartmentalization of gecekondus” in the 1980s. In
other words, people who the owner/occupier of gecekondus became the ones who
owned several high-rise apartments.”® The 1980s and 1990s witnessed the rapid
climbing up of the gecekondu people to the higher economic classes and also their
influence in shaping the city structure by creating different sets of values and ways of

life from the urban élites.”

One can notice an increase in the politicization of ethnic and sectarian identities
in Turkish daily politics. During the 1990s, many people were internally displaced in
the Kurdish-populated southeastern and eastern provinces of Turkey throughout the
“low intensity conflict” between Turkish security forces and Kurdish militants.*® As a
result of the state policy of displacement conducted in these areas, people who are
mostly of Kurdish origins had to leave their villages and come to the big cities. They
were not rapidly accepted neither by the current urban dwellers nor by the established
migrant networks. Exposed to political and social discrimination, they organized their
own communities living in precarious places and in poverty as well as stigmatization.

This, in turn, opened spaces for reactionary actions.®

Derived from Hungarian origin, the term varos has been employed to define the
neighborhoods outside the center of the city in the 1990s. Involving pejorative
connotations in Turkish, its derivative varoglu is defined as the economically deprived
and dispossessed lower class members engaging in criminal activities as well as radical
reactionary political movements against the state. Among those are stated the

“nationalist Kurds, radical leftist Alevis, people without jobs, the street gangs, the

"7 Bartu Candan, Ayfer and Biray Kolluoglu, “Emerging spaces of neoliberalism”, p.12.
’® Erman, Tahire. “The Politics of Squatter (Gecekondu) Studies in Turkey”, p. 987.
79 Ihi

Ibid, p. 987.
80 Ayata, Bilgin and Deniz Yiikseker, “A belated awakening: National and international
responses to the internal displacement of Kurds in Turkey”, in New Perspective on
Turkey, no. 32 (2005), p.14.

8 Ibid, p. 988.
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mafia, the tinerci people who are mostly homeless children”.®” These groups who were
ostracized from society were portrayed by the media as outlaw, or as protesters against

the political system.®

Drawing upon these social and economic backgrounds, the 1990s witnessed a
key development in Turkish politics: the rise of political Islam to power. In the 1994
local elections, the pro-Islamic Welfare Party became the third party by taking 19.1
percent of the vote.® In this election, the Welfare Party obtained 327 mayoralties
including 6 metropolitan municipalities including Istanbul.® That year, Recep Tayyip
Erdogan, a young politician from an Islamic background has become the new mayor of
Istanbul. Erdogan conducted a well-established campaign in the gecekondu
neighborhoods drawing on the themes of anti-corruption and redistribution.®® In the
1995 general elections, the Welfare Party became the first Islamist party taking the
highest vote rate in an election. The Welfare Party formed a coalition government with
the True Path Party and Necmettin Erbakan, its Islamic leader, became the prime

minister.

According to many, The Welfare Party’s rising to power was derived from
admirable municipality experience of the party. The Welfarist municipalities prepared
detailed and convincing projects for solving urban problems.®” Industrious staff of
municipalities established direct connections with middle and lower class urban
residents. The municipalities provided free social services, including those of food
houses (asevieri), medical services, hospitals, elderly houses, parking places, cemetery
services, dormitories, rehabilitation centers for handicapped people, mobile health
services, scholarships, coal and food assistance, financial assistance to social occasions

such as weddings and births, free public transportation for students, subsidized food and

8 |bid, p. 996.

% Ibid, p. 996.

8 In this election, the RP obtained 327 mayoralties including 6 metropolitan
municipalities. (Cakir, R. "Milli Goriis Hareketi". Modern Tiirkiye 'de Siyasi Diisiince:
Islamcilik (Volume 6), T. Bora & M. Giiltekingil (Eds.), Istanbul: iletisim, 2011, p. 551.
8 Gcal, Devran Koray. “The 1980 Military Intervention and the Reconstruction of
Turkish Social and Political Life”, (forthcoming master thesis), Istanbul Technical
University, 2012.

8 Karaman, Ozan. “Remaking Space for Globalization: Dispossession through Urban
Renewal in Istanbul”, (unpublished Ph. D thesis), University of Minnesota, 2010, p. 47.
87 Eligiir, Banu. The Mobilization of Political Islam in Turkey, New York: Cambridge
University Press, 2010, p. 161.
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benefits at a cheaper price such as bread, public transportations, courses for youth
females to develop their shills in handicrafts.®®

The political rise of the Islamists in the 1990s was quite disturbing for the
secularist sectors of society and the military and civil state elites. Issuing a
memorandum on the National Security Council meeting in 28 February 1997, the
military proclaimed “reactionary Islam” as the number one threat for the country and
targeted the Erbakan government. Following the memorandum, Prime Minister

Necmettin Erbakan resigned and his coalition government broke up.

The 1997 military memorandum, also known as the “post-modern military
coup”®, resulted in the suspension of the Welfare Party due to its possible reactionary
activities, Erbakan was banned from politics. Following the closure of the Welfare
Party, Islamists came together under the Virtue Party (Fazilet Partisi). Yet, due to inner
conflicts within the new party, the Islamic movement was divided into two parts:
traditionalists and reformists. The reformists eventually founded the Justice and
Development Party (4dalet ve Kalkinma Partisi, AKP) in 2001 under the leadership of
Recep Tayyip Erdogan. Defining itself as a center-right party with a conservative-
democratic identity, the AKP has won three successive parliamentary elections since its
foundation in 2001: In the 2002, 2007 and 2011 parliamentary elections, the party got
34.3, 47, and 50 percent of the total votes, respectively.® In this way, the previous
coalition governments of the 1990s were now replaced by a strong single party
government for the next 10 years in Turkey. For Istanbul, this meant that the city has
been governed by the same pro-Islamic municipality cadre for almost 20 consecutive

years.

All these changes in the political realm have connotations concerning the
restructuring of the urban space of Istanbul during the 2000s. Unsal and Kuyucu argue
that, not only did the processes of transformation in Istanbul become a systematic policy
during this period under the AKP government, but this systematization was also

% Ibid, p. 172.
8 Ozan Karaman applies this expression in his dissertation.
% The data is taken from Asuman Suner’s article called “Between magnificence and

monstrosity: Turkishness in recent popular cinema”, in New Perspective on Turkey, no.
45 (2011), p. 127.
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rendered possible through the empowering of the municipalities in Istanbul. This

process includes:

“(1) broadening the physical space under the control and jurisdiction of the
greater municipality; (2) increasing its power and authority in development
(imar), control and coordination of district municipalities; (3) making it easier
for greater municipalities to establish, and/or create partnership and collaborate
with private companies; (4) defining new responsibilities of the municipality in
dealing with “natural disasters”; and (5) outlining the first legal framework for
“urban transformation,” by giving municipalities the authority to designate, plan
and implement “urban transformation” areas and projects.”91

Financial regulatory attempts in attracting foreign and local investments were also

strengthened during this period through the passing of several municipality laws.

Although there are significant differences between the period under Dalan’s
mayorship during the 1980s and the AKP era in the 2000s%, the affinity between these
two periods can be constructed through what Keyder calls the formation of a “new
urban coalition.” This is a powerful alliance between the city government, the urban
elites —namely bourgeoisie, institutions of real estate and finance sectors and the higher
ranks of civil society — including the media and foundations funded by businessmen.”
This coalition enabled the marketing and integration of Istanbul into the global arena
during the 2000s. The success of the coalition has been attained to a large extent
because of the “political stability” in urban administration: the city has been literally

governed by the same person during all this time: Recep Tayyip Erdogan.

Hence, the emergence of the “new urban coalition” converged the interests of
the central government, the municipal administration, and the urban elites on a common

ground. Regardless of their ostensibly discordant political views and motivations, all of

% Bartu Candan, Ayfer and Biray Kolluoglu, “Emerging spaces of neoliberalism”, p.

13 (quoted in Bartu Candan and Kolluoglu’s article; Metropolitan Municipality Laws
No. 5216 and 5393 / 5216 ve 5393 Sayili Biiyiiksehir Belediyesi Kanunlari)

%2 Bedrettin Dalan was elected mayor from Anavatan Partisi (the Motherland Party),
which is considered a centre-right nationalist party. Recep Tayyip Erdogan, on the other
hand, having come from Refah Partisi (the Welfare Party) tradition which was known as
a center-right conservative party, seceded this tradition and founded AKP (the Justice
and Development Party) in 2001. What AKP differs from other political parties is that it
meticulously combines the neoliberal market economy with conservative and religious
social agenda.

% Keyder, “Istanbul into the Twenty-First Century”, p. 27.
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these parties have favored the implementation of neo-liberal mechanisms based on the
commodification of the urban land. Along with the increase in the rate of
unemployment, this process led to the consolidation of an ever-growing gap between

the rich and the poor in the city.**

What should be critically examined here is the crucial role of TOKI as an
institutional facilitative mechanism in this process. A pivotal actor in urban
restructuring process, TOKI was established in 1984 in order to manage and regulate
the problems of housing for the people coming from the middle and the lower-middle
groups™. The financing of the institution was sustained through revenue coming from
the Mass Housing Funding that is added by the allocated share from the overall
government budget.®® The funding was abolished in 2001, yet TOKI was further
empowered by the passing of several laws as of 2003 under the guidance of the AKP
government. It became the primary agency to regulate the market of transformation
either with related municipalities, which are in partnership with TOKI, implementing
the projects or with private developers or both.®” The empowerment comes along with

“remarkable” rights and authority such as:

“ constructing independently of the authority of the municipalities (along with
the changes in the code of foundation of TOKI in 2008); obtaining construction
certificate within 15 days at maximum by paying the lowest value written in the
law (with the changes in 2004 and 2006); confiscating/expropriating the lands of
the real and legal people (with the changes in 2004); determining prices for the
confiscation of the lands while conducting the gecekondu transformation
projects (with the changes in 2004); being exempt from responsibility of the
official form in the contract signed (with the changes in 2008); and tendering
without being dependent on Public Tender Act.”*®

Osman Balaban interprets the power of this remarkable authority in the following way:
“What this basically means is that TOKI can expropriate any urban land at will in the
conditions available. Furthermore it can consecrate the lands to any investor intended,

independently of the basic supply-demand principles of the capitalist system. This is

% Erman, Tahire. “The Politics of Squatter (Gecekondu) Studies in Turkey”, p.988.
% Bartu Candan and Kolluoglu, p. 17.

% http://v3.arkitera.com/k242-toki-nedir.html (Date of access: 10/04/2012)

%7 Unsal and Kuyucu, p. 55.

% Balaban, Osman. “Insaat Sektorii Neyin Lokomotifi”, Birikim “Insaat Ya
Resulullah”, October 2011, no: 270, p. 32.

29


http://v3.arkitera.com/k242-toki-nedir.html

»9  Either through giving

called generating income through revenue sharing.
construction permission to its subsidiary firms or initiating tenders to the private
companies TOKI has been fulfilling two important objectives; namely “constructing a
formal land/housing market for low-income households and privatizing valuable state-

owned land”.1®

The commodification of urban land through judicial regulations and the
extended power given to TOKI paved the way for many possibilities to private
companies, subsidiaries of TOKI and other actors in the construction sector for profit

making.'*

As Ayse Cavdar contends, “the neo-liberal ideological practice of producing
space through large-scale urban transformation projects is constructed along with a
Machiavelist political philosophy allowing every means possible to grant political
power in Turkey.”*® In order first to disguise and further legitimize the neo-liberal
implementations in the gecekondu neighborhood, the political discourse of the
government in charge favors particular subjects to be discussed in the process of
transformation. The most favorable topic here is the prospective earthquake that
Istanbul might experience in the near future requiring rehabilitation of the majority of

old buildings in the city.'%

The discourse promoting the urban transformation as the ultimate solution for

the upcoming earthquake in Istanbul, however, has been used along with other disasters,

% Ibid. p. 32. “Bu olaganiistii yetkiler, TOK1 i¢in temelde sunu ifade ediyor: istedigi
kentsel araziye el koyabilir, bunu istedigi ve uygun gordiigii kosullarda, kapitalizmin en
temel arz talep ilkelerinden bagimsiz bir sekilde, istedigi sermayedara vakfedilebilir.
Bunun ad1 hasilat paylasimiyla gelir kazanimi programidir.” (my translation)

100 nsal and Kuyucu, p. 55.

% Ibid, p.56.

102 Cavdar, Ayse. “Goriiniir Fanteziler: Biiyiikliik Kimde Kalsin?”, in Birikim “Insaat
Ya Resulullah”, October 2011, no:270, p. 71.

102 Unsal and Kuyucu, p. 52.

The preparation for the upcoming Istanbul earthquake has been one of the prominent
news topics for the last ten years. Yet, especially after the consolidation of the UTPs,
the many newspapers recount the detail of the preparation processes in Istanbul under
the name of “earthquake report”. According to Milliyet’s news on November 5, 2011,
“Istanbul —with its 13 million populations dispersed in 39 districts- is preparing for the
big earthquake. The mayors of the municipalities, which have taken action after the
1999 earthquake, declare that tremendous damages will be expected in the old districts
of the city unless necessary arrangements for the urban transformation will be taken
immediately.” (my translation) http://gundem.milliyet.com.tr/istanbul-un-ilce-ilce-
deprem-raporu/gundem/gundemdetay/05.11.2011/1459695/default.htm (Date of access:
28/05/2012)
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including “crime, migration, chaos in the transportation system and overpopulation”.**

The issues of crime, internal migration and crowded population in the government and
media discourses are rather regarded as the abnormalities to be rehabilitated and
eventually erased by the necessary interventions of the state and the private sector. The
association between the natural disaster —earthquake- and the “abnormal” ones is
sustained by making a correlation that the recovery from all of them can only be
possible with the consolidation of the urban transformation projects all around Istanbul.

Thus, they emerge as perfect solutions to be conducted in the city.

The systematization of the urban transformation projects after the 2000s in
Istanbul, in guise of rehabilitation and improvement of the city’s landscape for the
upcoming earthquake as well as cleansing of areas of decay, conceals the economic and
political motivations of the government policies behind. What is desired by the state
mechanisms, private companies and other related actors over the low-income urbanites,
as Unsal and Kuyucu contend, is that the urban transformation projects enable the
“physical and demographic upgrading of particular localities and also that they
consolidate the establishment of a neoliberal governance regime”.'® This new regime
involves the urban transformation projects generating returns for the investors and local
government mechanisms while originating displacement and dispossession for the

economically disadvantaged people or communities. %

C. Emergence of Grass Root Movements Out of Urban Restructuring

The entire process of transformation at the same time opens the path for the
emergence of oppositional grass root movements which are “powerful and novel

practices of claiming and redefining places” in the urban area.'® In the words of Unsal

1% Bartu Candan and Kolluoglu, p.17.

1% Unsal and Kuyucu, p.53.

106 |pid, p.54.

197 In his ethnographic study on 1 Mayis Mahallesi (May 1 neighborhood) Siikrii
Aslan’s argues that this neighborhood was among the first ones which was “forcefully”
founded before the 1980s on the basis of resisting against the capitalist order. Therefore
it is one of the typical examples of the urban communal struggle concerning the
question of housing and settlement. For more information see: Aslan, Siikrii. / Mayis
Mabhallesi: 1980 Oncesi Toplumsal Miicadeleler ve Kent, istanbul: Iletisim Yayinlari,
2004, p.86.
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and Kuyucu “in every transformation zone in Istanbul, local movements have sprung
up, with varying power and resources, to challenge the imposition of a new regime and
economic order on their lives”.*®® Likewise, Harvey argues that what these urban social
movements are sought is to overcome isolation and to reshape the city in a different
image from that is put forward by the developers and the government in charge.'®® Even
though Harvey believes that the new urban social movements are not strong enough to
enforce new solutions for the ongoing processes, what Unsal and Kuyucu’s
ethnographic research on Basibiiyiik and Tarlabasi urban transformation projects
illustrates for the Istanbul case is that they have an ever-growing prominence. These
movements are not yet strong and coordinated enough to change the ongoing
destructions of the areas since they face ‘“numerous challenges for sustained
mobilization such as state violence, lack of experience, internal divisions and divide-an-
rule tactics of projects project implementers”.*'° Yet they are still promising in the sense
that they are slowly but sure to give rise for future unified global struggles all around

the world.

The grass roots movements and academic discourses are of critical importance in
the consolidation of dissidence and oppositional reactions to the government in charge
over the past ten years. Yet, the commodification of land in the urban area through
systematization of the urban transformation projects has been promoted by state
mechanisms as well as private sectors on mutual agreement: on the one hand discourse
of the AKP government concerning the urban transformation projects not only
emphasizes that they would help reversing the current domination of the cities over
humanity, hence promoting its dignified nature rather than its denigratory effects. They
would also be successful in restoring traditional values of family, the ones that have
been quite disregarded by the modern city life. Moreover the necessary requirement for
creating habitable urban places to be consigned to the future generations can only be
sustained through urgent collaboration of the entire population with the state as well as
the municipalities conducting the projects.'** The discourse has been further

1% Ipid, p.53.

% Harvey, “The Right to the City”, p. 33.

19 Jnsal and Kuyucu, p. 66.

1 The longer version of Erdogan’s speech on the UTPs can be found in Turkish
through the following link: http://siyaset.milliyet.com.tr/gerekirse-evleri-
yikacagiz/siyaset/siyasetdetay/03.04.2012/1523126/default.htm (Date of access:
17/04/2012)
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strengthened by the public speeches of Recep Tayyip Erdogan as well as public
advertisements broadcast on television and on the internet.*? In a recent symposium
held in the head office of the AKP on April 2012, Erdogan talked about the regulations
and practices that the AKP government conducted regarding the urban transformation.
He reminded the whole nation of the fact that his government gives crucial importance
to the process of transformation. In his words, they -the government in charge-:

“... will destroy the buildings if it has to. We (shift in the use of pronunciation)
made the necessary arrangements and obtained the legal authorization to do
that... I am addressing to the whole nation and | want them to make things easier
for us. We will not throw you out of the streets but please make things easier for
us so that we could build parks where your children can play on the gratss.”113

In line with Erdogan’s public speech circulating in the news on television, the AKP also
promotes several public spot and commercials on television channels as well as on
internet as a tool of propaganda. One of the spots broadcast on the party’s website is of
significance in the sense that it favors the transformation practices by the government
through disparaging the old or the current situation. Lasting forty-eight seconds, the
spot focuses on a family consisted of a parent with a child.*** The father of the
household, a worker, narrates their life before moving into their TOKI house. He
mentions that in these dark and tough moments, he was either rejected by many house
owners that were hostile to families or harrassed when he was late for the rent. Yet,
after becoming a house owner thanks to TOKI buildings by monthly installments that he
and his family realized their dreams and that they are now happy and peaceful in this
new life. Through a voice-over the commercial gives informs the audience that the AKP
in accordance with TOKI produced 490.000 residences in 81 cities. Moreover they built
18 cities with the population of 100.000. It ends with the slogan “it was a dream and it
became reality (“hayaldi, gercek oldu”)”. Imposing Erdogan’s image on the screen it

presents the leader of the country as someone who is able to manage the whole process.

112 For one of the important examples of advertisements that the AKP government uses
to promote the UTPs, see www.youtube.com/watch?v=8Jt-Fesb2ts (Date of access:
17/04/2012).

13 http://www.vidivodo.com/video/bashakan-erdogan-kentsel-donusum-aciklamasi-
anadolu-ajansi/890280 (Date of access: 21/06/2012)

114 hitp://www.akparti.org.tr/site/video/7522/kira-oder-gibi-ev-sahibi-oldum (Date of
access: 21/06/2012)
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Parallel to this, the economic growth and recovery in the real estate market
thanks to its political coalitions with the central government during the 1990s and the
2000s paved the way for private companies to utilize other advertizing strategies. Ayse
Oncli addresses this issue as a historical construct and a promotion of the new age
“global myth”. She argues that since the 1980s the residents in Istanbul were introduced
to “the global myth of the ideal home as the embodiment of a middle-class way of life
through the landscape of the television screen, as well as in slick advertisements
featuring gleaming kitchens, antiseptic bathrooms and healthy foods.”**® The ideal of
homogeneous, healthy, and modern lifestyle which surpasses the outdated and polluted

»H8 \ith the new block buildings

city life can only be obtained by going “back to nature
of the TOKI and private companies. Moreover, in economic terms, these buildings can
also be seen as sites for profit-making and investment. Thus, in participation of the
TOKI, one of the prominent examples promoting the discourse of profit-making can be
named Agaoglu Construction Company (Agaoglu Insaat). Founded in 1981 and
presented as the “architect of life”, the chairman Ali Agaoglu addresses to the potential
investors and “landlords” via the website of his company: “don’t invest your money

under mattress, do it on the earth.”!’

For one thing, either in the form of the public services announcements or as
commercial by private companies, the advertisements about the transformation
projects'*® have been regularly published on the mainstream newspapers and magazines
along with their frequent appearances on the television channels. Thus it is possible to
say that the commercialization of the lands within the city has been glamorously
promoted and heavily supported by the systematic policy of marketization of the
projects addressing to people coming from all the income groups.

12 Oneii, Ayse. “The myth of the ‘ideal home’ travels across cultural borders to
Istanbul,” Space, Culture and Power: New Identities in Globalizing Cities, ed. by Petra
Weyland and Ayse Oncii, London: Zed, 1997, p. 61.

118 |bid, p. 63.

17 http://www.agaoglu.com.tr/en/ (17/04/2012)

8 This is also the case for the luxury “fortified enclaves”, “gated communities” or the
“ur-gated communities.” For the terminology, see; Bartu Candan and Kolluoglu, p. 30.
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CHAPTER 2. A DESCRIPTIVE ANALYSIS OF THE “URBAN ACTIVISM
DOCUMENTARIES” OF THE 2000s IN TURKEY

As indicated in the first chapter, a dynamic relationship between capitalist
modernity and the process of urbanization and urban restructuring emerged in the late
nineteenth and early twentieth century. It was in this particular era when cities became
places of attraction: they underwent restructuring and were redesigned to be the
geographies where industrial and technological advances have been applied and
manifested in glorification. Being the very product of modernity, cinema could not
resist to witness [and document] the development of capitalist modernity and its
intrinsic relationship with urban restructuring. It explored the ordinary aspects of
modern city life. Thus, according to Tom Gunning the early films recorded were to be
named as “a cinema of attractions”: “unlike storytelling or narrative forms, the cinema
of attractions was ‘an exhibitionist cinema’ based on an aesthetics of astonishment that

appealed to the audience’s fascination with the new technology”.**® In this sense,

cinema was regarded as a facility to “allow spectators to share and participate in the

19 Maite Conde, quoting Tom Gunning: Conde, Maite. “Early Film and the

Reproduction of Rio”, in Visualizing The City, ed. Alan Marcus and Dietrich Neumann,
Routledge: 2008, p. 34.
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experience of a new medium that was exciting audiences elsewhere around the world

than with the film as new technology itself.*®

Drawing attention to the engagement between cinema and the new conception of
space and urban life in the city of Brazil at the turn of the twentieth century, Maite
Conde emphasizes the crucial role of the cinema as a tool of modernization: she argues
that the particular spaces in the city that were primarily associated with the past were
discarded from the modern identity of the city to be projected through the cinematic
representation. These places, therefore, were considered to be part of the urban
reconstruction projects.*** Referring to the examples taking place at this junction of
modernity, urban restructuring, and cinema as well as taking into consideration the
cinema’s long standing testimony of the urban transformation with its devastating
effects on urban life conditions, this thesis focuses on what might be called the “urban
activism documentaries” of the 2000s in Turkey. This specific sub-genre is an integral
and interconnected part of the entire scene of documentary filmmaking in Turkey
during the last decade. Therefore, in this chapter first | would like to look at what | call
“urban activism documentaries” in Turkey made after the 2000s. The rest of the chapter
deals with the history of documentary filmmaking through the intrinsic relationship
between the urbanization, capitalist modernity and urban life and their representation in
documentary cinema. In order to have a comprehensive examination of these
documentaries, | am taking a closer look at both the development of the documentary
form in the last century and the relevant discussions on the form and the aesthetics of

this particular form of filmmaking.

a. “Urban Activism Documentaries”: Themes and Styles

The process of urban transformation in Istanbul has become a more extensive

122

and systematic policy in the 2000s during the AKP era.”“ As expected, the number of

documentaries critically interrogating the issue of urban transformation in Istanbul

120 Conde quoting Ana Lépez on page 34.
121 Conde, Maite. “Early Film and the Reproduction of Rio”, p. 40.

122 (Insal, Ozlem and Tuna Kuyucu. “Challenging the Neoliberal Urban Regime:
Regeneration and Resistance in Bagibiiyiik and Tarlabas1”, p.54.
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significantly increased during this period.**® “Urban activism documentaries” come
together on the common ground that they all seek to articulate what David Harvey calls
the “right to the city”. Despite this common thematic preoccupation, however, these
films display a considerable variation among themselves in terms of their mode of

production and aesthetic style.. The films that will be examined are:

Goc¢ (Migration, Ezgi Bakcay, 2008); two photo-interviews by Fatih Pnar:
Tarlabas: and Emek Sinemas: (2009-2010); Selahattin'in Istanbul'u (Selahattin’s
Istanbul, Aysim Turkmen, 2010); Camim Sulukule (My Beloved Sulukule, Nejla
Osseiran, 2010); Nerede Yasarsan Yasa! (Don’t Care Where You Live!, Nejla Osseiran,
2011); and Ekiimenopolis: Ucu Olmayan Sehir (Ecumenopolis: City without Limits,
Imre Azem, 2011).

Goc / Migration

Goc (2008) is directed by Ezgi Bakcay. It is a twenty-minute documentary,
focusing on the resistance movement of local people against the urban transformation
project (also known as “gecekondu transformation project”) in Basibiiyiik which has

been going on since 2006.*

Gog is composed of two parts. The first part, lasting approximately four minutes,
depicts an interview conducted with a young couple from lower-middle class origin
living in a gecekondu in Bagsibiiyiik. The couple talks to the camera about their current
condition and what they think they are going to face after the demolition process. Then
with a cut, we move to the second part of the film that focuses on what happened on the
forty-eighth day of the protest of dwellers against the demolition process. The film ends
with a scene depicting the very tense environment between the dwellers and the

municipal authorities.

No archival footage is used in the film except the scenes depicting contestation

of the dwellers and the violent intervention of police officers, which were acquired from

123 This specific sub-genre is an integral and interconnected part of the entire scene of
documentary filmmaking in Turkey during the last decade.

124 Unsal, Ozlem and Tuna Kuyucu. “Challenging the Neoliberal Urban Regime:
Regeneration and Resistance in Basibiiyiik and Tarlabas1”, p. 58.
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Hayat TV, which is a small-scale TV station engaging alternative community broadcast.
Music is an indispensable component in the film from the very beginning. The usage of
lyric music intensifies dramatic structure of the narrative. No voice-over is employed,
except a compilation of voices taken from television news bulletins. Depicting the
events of dissidence and conflict taking place in the area, the voices of presenters from
several television channels are brought together to give an indication of how this

process is perceived by the media and the government.

Photo-interviews by Fatih Pinar: Tarlabasi and Emek Sinemast

Fatih Pinar’s documentary films are in the form of photo-interviews. Commonly
known as “photo-journalism”, this particular type of journalism aims to tell stories
through still images. Considered to be a branch of photo-journalism, photo-interviews
particularly involve still images juxtaposed in the editing to the voice recording of the
interviewees during the process. In a sense, while documentary film for the most part
requires the intrinsic and simultaneous auditory and visual recording from the same
device (which is the camera), it is possible to argue that photo-interview creates a
“documentary film effect” by combining the still images and non-diegetic voice

recording.

Fatih Pinar sets each film in a different district of Istanbul where dwellers face
the risk of losing their houses due to demolitions. Each film lasts five to seven minutes.
The films often begin with non-diegetic music, mostly a dramatic one. The films are
composed of the flow of photographic images describing the people of each specific
neighborhood in their everyday activities. Some people are photographed in their
gecekondus. Children are often captured on the streets playing, or many of the dwellers
pose for the camera while working. In the background, we hear their voices speaking
about the process of urban transformation in their districts. We never hear the voice of
the director in the films except for once in the Kumkap1 video where he asks a young
boy from Kars whether his village is better than Kumkapi or not. Every video ends with
an informative caption explaining the ongoing process and the final situation about the

district in question.

Pmar’s film entitled Tarlabas: (2009) specifically focuses on the process of

urban transformation conducted in the Tarlabasi area in Beyoglu district. Accepted for a
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long time as the center of the city, Beyoglu and Tarlabasi have undergone a tremendous
restructuring since the 1980s. As a result of the deportation of the non-Muslim residents
during the September 5-6 events in 1955 and the demolition of many historic buildings
to construct Tarlabasi Boulevard during Bedrettin Dalan’s mayorship in 1980s,
Tarlabasi became a deserted land during the 1970s and mid-1980s. It started attracting
sans-papier immigrants, marginalized groups of people, and many migrants mostly

coming from the southeastern and eastern Anatolia since the mid-1990s.'%°

The short documentary revolves around the concealed lives of Tarlabasi
dwellers and their opinions about the transformation process. The photo-interviews
involve comments of certain women who sing at small night clubs in the district; sex
workers who define themselves as having been forced to go astray; artisans living and
working in the area; Kurdish migrants and African immigrants; children playing on the

streets; and an unknown expert who narrates the ongoing transformation.

The film employs both diegetic and non-diegetic music. Non-diegetic music is
used to reveal the heterogeneous structure of the neighborhood, thus it involves
energetic sound of Roma music as well as pop music around the world. The diegetic
music is by and large consisted of dramatic and arabesk melodies sung in night clubs.

Emek Sinemas: (Emek Movie Theater), another short film by Pinar, depicts the
ongoing process of demolition of the historical Emek movie-theater in Beyoglu. It was
built in 1884 and opened in 1924, right after the foundation of the Republic. According
to some sources the movie theater was bought by the Istanbul Municipality in the 1940s
and it was sold to Emekli Sandig: (State Retirement Fund) by the prime minister of the
time, Adnan Menderes. Emek Sinemast (“emek” means “labor” in Turkish) was closed
in April 2010.'® The Ministry of Culture and the Mayor of Beyoglu district declared in
the same year that the movie theater was sold to a private investment group which plans
to demolish the building and build in its place a shopping mall with a small movie
theater in it. There have been ongoing protests for the last three years against the

demolition of Emek Movie Theater. The process of privatization of the historical public

125 Unsal, Ozlem and Tuna Kuyucu, p. 57.

128 http://news.xinhuanet.com/english/world/2011-12/25/c_131325271.htm and
http://gokhanakcura.blogspot.com/2010/04/emek-sinemasinda-son-perde.html (Date of
access: 26/06/2012)
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property is considered by many as the symbol of the whole process of transformation in
Istanbul as well as in Turkey.

Pmar’s film Emek Sinemast includes scenes from the protest march against the
demolition of the building in 2010, interviews with actors, critics, people working in
Emek Movie Theater, members of the activist group Isyanbul Kiiltir Sanat Varyetesi,**’
and urban dwellers participating in the protest. The director uses excerpts from TV
spots of Istanbul Film Festival (2009): what the spot is representing (it says “it’s very
nice to see that some things remain unchanged” while showing the usher in Emek
Movie Theater) contradicts with what usher mentions about the ongoing process (he

worriedly speaks to the camera saying that the process gets worse every second).

Selahattin’in Istanbul’u / Selahattin’s Istanbul

Selahattin’in Istanbul u is a thirty-minute short film. It centers on a middle-aged
peddler of Roma origin. Having been born and grown up in Sulukule, Selahattin, like
many other Sulukule dwellers, was exposed to involuntary displacement due to the
urban transformation process taking place in the district. Sulukule is an old settlement
located within Istanbul’s historic peninsula in Fatih municipality. The district
historically accommodated many citizens from Roma origin. The Roma community
living in Sulukule commonly makes a living through performing music and dance. In
2009, the neighborhood was demolished by the local government to displace the Roma

and it is to be replaced by a new housing scheme.*?®

Selahattin’s story begins after he has found himself moving into an apartment

129

(by agreeing to pay 180 monthly installments to own it™") in Tasoluk, one of the

neighborhoods in Gaziosmanpasa district which is remote from the center of the city,

127 “Isyanbul Variety of Culture and Arts” in Turkish. This activist group is named after
IKSV (Istanbul Foundation For Culture and Arts), a private foundation of Eczacibasi
Holding, since they believe that the foundation serves for the interests of the
government and Beyoglu Municipality. Through a word play, they replace the word
isyan (means “rebellion””) with the name of the city. http://emeksinemasi.blogspot.com/
(Date of access: 26/06/2012)

128 Curator Hou Hanru interviewed by Nilgun Bayraktar “Optimism reconsidered”,
Orienting Istanbul: Cultural Capital of Europe?, ed. Deniz Gokturk, Levent Soysal and
Igek Tiireli, Oxfordshire: Routledge, 2010, p. 215.

129 This information is presented in an inter-title used in the film.
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allocated by the government where TOKI buildings have been constructed,. The whole
film is constructed upon Selahattin’s quest to return his native neighborhood, Sulukule.
The film starts and ends in Tasoluk. While Selahattin is moving out of Tasoluk the film
intends to portray that his journey is about to start over. The end of the film seems to
propose that he would get a second chance in a place where he is supposed to get his
life back; the life that has been taken from him.

The film does not employ voice-over. The director never appears in the film.
Yet, the presence of the camera sometimes becomes noticeable in the parts where
Selahattin looks at and speaks directly to the camera. Diegetic music involves gypsy
tunes played in the neighborhood by the Sulukule Roma Orchestra. Non-diegetic music

(slow electronic tunes), is also used to sustain the dramatic structure.

Selahattin’s story is narrated through several aspects. Sometimes he talks
directly to the camera while he is commuting on a minibus between Sulukule and
Tasoluk. On another occasion, the camera captures him while he is discussing his
current situation with his friends in a friend’s house or in a coffee-house in Sulukule.
The film presents the views of other dwellers of Sulukule while they are chatting. These
scenes are presented as though people are casually chatting with each other without
displaying awareness about the presence of the camera. In addition to the scenes
engaging with the daily life in Sulukule and Tasoluk, Aysim Tiirkmen uses additional
records that the film crew recorded; excerpts from the ceremony of lottery for houses in
Tasoluk, organized by Fatih Municipality where the mayor Mustafa Demir promotes the
idea of mass housing and better living standards that municipality offers to the Roma
people. Turkmen self-consciously uses these scenes in order to emphasize the
motivation of the municipality officials who mainly seek profit and their inability to
understand and meet the needs of the dwellers.

Canim Sulukule / My Beloved Sulukule and Nerede Yasarsan Yasa! | Don’t Care
Where You Live!

Camim Sulukule, Osseiran’s first film, is a 10-minute photo-interview. The
narration is sustained through the dialogue between the director and Gulsiim Abla, a
woman in her fifties of Roma origin whose house in Sulukule was demolished. The

entire film is composed of the flow of photographs as we hear the conversation between
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the director and Gulsum Abla in the background. The casual and intimate conversation
between the two is supported by the voluntary, casual and often cheerful poses of the
dwellers. Neither voice-over nor any archival footage is used in the film. It is only at the
end of the film an informative intertitle is used with a dramatic clarinet solo in the
background. The intertitle reads: “The government’s ‘urban transformation’ process in
Sulukule ended in November 2009 with the demolition of Giilsiim Abla’s house. The

interview was conducted with her three months before the demolition process begun.”

Osseiran’s second film, Nerede Yasarsan Yasa!, 1S an eight-minute
documentary. The film is set in Tokludere in Ayvansaray district, an old Ottoman
neighborhood in the historical center of Istanbul. Tokludede was declared as a “renewal
area” in 2006. After this, most of the residents have been forced to leave.**® The film
starts with general information of what has been going on in the Tokludede
neighborhood through the voice-over narration of the director. The flow of narrative is
sustained through interviews conducted with dwellers of Tokludede alongside activists
and researchers who are working there in solidarity with local people. Electronic music
is used at the beginning and at the end of the film, during the credits sequence. No
intertitles are used. Nerede Yasarsan Yaga! was commissioned by Amnesty
International to produce a short yet effective account of the process of urban
transformation conducted in Tokludede. The film was commissioned to be broadcast on
a website called Slum Stories*®** where processes of transformation all around the world
are presented to an international audience. The use of voice-over, in this context,
becomes a necessary tool for providing information about the past and the present
situation in the area. For this reason, the film also uses archival footage taken from the
interviews broadcast by IMC TV with dwellers of the neighborhood and experts

working on the issue.
Ekumenopolis / Ecumenopolis

Ekumenopolis (2011) is a ninety-three minute feature-length documentary
released both in Turkish and English. Invented in 1967 by Greek urban planner
Constantinos Doxiadis, the word “ecumenopolis” connotes the merging of urban sites

and metropolises into a single giant worldwide city as a result of the ongoing

130 This is the statement of the director presenting her movie on Vimeo.
http://vimeo.com/34149745 (Date of access: 10/05/2012)
B http://www.slumstories.org/ (Date of access: 26/06/2012)
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urbanization process and population growth in cities around the world.** Ekiimenopolis
consists of six chapters. The beginning of each chapter is indicated with an intertitle
presenting the chapter title. The first chapter, The Global City, deals with the possible
environmental and urban problems that the Third Bridge (that is planned to be built on
Bosporus) would create. The second chapter, The Dynamics of the System, provides
information about how automotive and the construction sectors function as the
locomotive of the global neoliberal economy in the world, Turkey being an important
part of it. The third chapter is entitled The Third Bridge. This chapter suggests that even
though the third bridge on Bosphorus is supposed to solve the traffic problem in
Istanbul, it would only be a temporary solution, because it would create its own traffic
in the long run. By using maps and short animations to give statistical information the
director intends to emphasize negative externalities of the envisaged bridge. The
question of mass housing is the specific subject discussed in the fourth chapter entitled
[Anti] Social Building Model]. It takes the example of Germany in the 1960s, the period
when mass housing projects were built for the working classes and created anti-social
living spaces for that segment of society. The chapter aims to make a correlation
between the 1960s’ Germany and the 2010s’ Istanbul, by claiming that the mass
housing projects to be constructed by TOKI in Istanbul will create an “anti-social
environment” for people. Experts proclaim that these buildings are actually built only to
be demolished within the time span of twenty to twenty-five years. This approach, in a
way, perpetuates what Johannes Fabian criticizes in the anthropological representation
most, which is the “ethnographic present”: In his book Time and the Other, Fabian
argues that the spatio-temporal distance between anthropology and its subjects
necessarily includes “the construction of the Other” in an “ethnographic present”.'®
According to Fabian, the use of present tense requires making a categorical statement
for all times. In a way, as Kevin Birth argues, the categorical statements “craft an
ethnographic present that freezes societies in time”.** As opposed to Johannes Fabian’s
critique concerning the stability in all time and spaces that legitimizes the inferiority of

the Other in history, the comparison in this chapter can be regarded as an example of

32 hitp://www.ekumenopolis.net/#/en_US/synopsys (Date of access: 26/06/2012)
133 Kevin Birth quoting Johannes Fabian. Birth, Kevin. “The Creation of Coevalness
and The Danger of Homochronism”, Journal of the Royal Anthropological Institute,
(N.S) 14, p.4.

B4 Ibid, p.4.
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“non-coevalness”. The fifth chapter, Plan, Capital, Democracy, focuses on the urban
planning of Istanbul. It describes negative outcomes of the integral migration on the
city. While the standpoint of the politicians concerning city planning is questioned by
experts from different academic backgrounds, they all agree upon the fact that
politicians prioritize the economic interests of the construction sector while ignoring the
importance of scientific urban planning. Democracy, they argue, should not be used to
promote unearned income mechanisms by overlooking the superiority of science. The
section covers footages of the previous natural disasters such as floods that were
aggravated due to the insufficiency of urban infrastructure. The final chapter,
Neighborhood, dwells on the old building stock in Istanbul, most of which is considered
to be not reliable in the case of a possible earthquake. This chapter also voices the
doubts about the quality of the newly-constructed TOKI buildings. Dwellers as well as
city planners and architects claim that the new building blocks are not strong enough to
keep up for many years. The film ends with the shots taken from different
demonstrations in Istanbul protesting the construction of the third bridge, the demolition
of the historical Emek Movie Theater in Beyoglu district, and the renovation of the

historical Haydarpasa train station.

EkGmenopolis has a narrative structure building upon instructive story telling.

The synopsis on the website of the film reveals the intentions of the director:

“Ecumenopolis aims for a holistic approach to Istanbul, questioning not only the
transformation, but the dynamics behind it as well. From demolished
shantytowns to the tops of skyscrapers, from the depths of Marmaray to the
alternative routes of the 3rd bridge, from real estate investors to urban
opposition, the film will take us on a long journey in this city without limits. We
will speak with experts, academics, writers, investors, city-dwellers, and
community leaders; and we will take a look at the city on a macro level through
animated maps and graphics. Perhaps you will rediscover the city that you live
in and we hope that you will not sit back and watch this transformation but
question it. In the end this is what democracy requires of us.”**

The use of animation (the sequence in which a quick summary of the history of Turkey
since 1923 is narrated through voice-over) is supported by inter-titles explaining certain
issues discussed in the film, and aerial footage materials. The use of these materials is

important in the sense that it contributes to the didactic nature of the film. In their article

135 http://www.ekumenopolis.net/#/en_US/synopsys (Date of access: 08/05/2012)
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called “Istanbul Convertible: A Magic Carpet Ride through Genres” Deniz Bayrakdar
and Elif Akgali define the high angle images of the city, mostly helicam shots, as the
“aerial gaze” to Istanbul: they argue that the extensive use of aerial shots in the film
called Magic Carpet Ride (Organize Isler, 2005) was primarily to “capture the
expansive and contingent totality of the city”.**® I believe that Ekiimenopolis uses a very
similar approach with the abovementioned fiction film in order to represent the city,
even though the ultimate aim for two films stands purely opposite: while Magic Carpet
Ride celebrates the transformation of Istanbul into a commodity itself as well as its
touristic spectacularization at the eve of being the European Capital of Culture in
2010%*, Ekiimenopolis takes a critical stand against the same transformation and resists

the capitalist restructuring of the city.

In line with this, expert interviews are the key instruments used to advance the
narrative and convey information on several issues. The film is constructed upon four
different perspectives in order to give a holistic and comprehensive picture about the
ongoing process of urban transformation in Istanbul. These perspectives are conveyed
through expert interviews. The first perspective includes the political discourse of the
AKP government and its officials about Istanbul. Segments of public addresses by the
Prime Minister Recep Tayyip Erdogan are extensively used in the film. In one such
address, Erdogan states that he is proud of opening various “congress centers, sports
facilities, and art centers that would pave the way for the consolidation of a modern
future built upon the historical heritage of Istanbul”. In a similar vein, news interviews
with the Metropolitan Mayor of Istanbul Kadir Topbas and Minister of Transportation
of the time, Binali Yildirim, are employed. In these interviews, they advocate the
necessity of the aforementioned projects. These segments are incorporated into the
narrative to make the contrast between the public utterances of the AKP officials and

the actual reality of the city more striking.

The second perspective that the film presents is that of the businessmen

representing the corporate side of the construction sector. The film shows excerpts from

138 Bayrakdar, Deniz and Elif Akcali. “Istanbul Convertible: A Magic Carpet Ride
through Genres”, Orienting Istanbul: Cultural Capital of Europe?, ed. Deniz Gokturk,
Levent Soysal and Ipek Tiireli, Oxfordshire: Routledge, 2010, p. 168.

37 Ibid, p.166.

45



two interviews, first conducted with Ali Agaoglu —one of the wealthiest businessmen in
the construction sector in Turkey and with Haluk Sur —the CEO of the foundation of
Real Estate Investment Company. In these interviews, both Agaoglu and Sur constantly
favor the positive side of the acceleration in the construction sector. Both of the
businessmen are portrayed to indicate that they are collaborating with the government
and the municipalities. This is a striking reminder of what Keyder has introduced as the
“urban coalition”: it is an alliance between the city government, the urban elites
administering institutions of real estate and finance sectors and the higher ranks of civil
society, and the media and foundations funded by businessmen.**® However, the film
intends to ridicule Ali Agaoglu in two ways: firstly, the director edits his interviews in a
way that the related parts of the interviews where he promises comfort and modernity
contradicts with the reality of the day. And secondly, the contradiction of the reality and
what is promised is sustained through the contested commercials of his residence
projects.’® These first two perspectives take up relatively short time intervals vis-a-vis

the perspectives to be presented later.

The third perspective dwells on the interviews conducted with scholars and
experts working on the related issues, and activists taking active part in the process.
What is important here is that the film locates this perspective as the dominant discourse
in such a way that the narrative of the film prioritizes the opinions and explanations of
academicians and experts. The reason for this perspective’s being superior in proportion
with regard to the rest lies in the claims of the director where he says that the film is the
product of his learning process, therefore his consultation to the experts is of central

importance in the film.

The last perspective centers on people who were forced to migrate from their
homes, namely the dwellers of the Basibiiyiik, Sulukule and Ayazma districts. Having
been asked for their opinions and comments about what they have gone through, people
of these districts, however, hardly finds a place within the big picture. For one thing, the

director gives the opinions of experts more prominence and time.

138 Keyder, Caglar. “Istanbul into the Twenty-First Century”, p. 27.

139 Ulus Atayurt, one of the collaborators and the text writer of the animation at the
beginning of the film, has written a very long article on Ali Agaoglu for the 1 15" issue
of the Express magazine, on December 2010. It can be read through the magazine’s
website: http://birdirbir.org/bir-istilacinin-portresi/ (Date of access: 20/05/2012)
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Ekimenopolis does not reveal the presence of the director. We never see the
director or hear his voice anywhere in the narrative.'*® Ekiimenopolis has a particular
place in “urban activism documentaries” examined in this chapter because of its certain
distinguishing features. It is a feature-length film. It is the biggest production among the
other films analyzed in this chapter. It has gone through a professional post-production
process. And, it received commercial release in movie theaters. Moreover, the crew

seems to have an international circulation-bound while addressing to the local audience.

b. A Brief Overview of the History of Documentary Filmmaking

The origins of documentary filmmaking coincided with the origins of cinema as
well as the development of modern urban culture in Europe by the end of the nineteenth
century. The first public film screening in history was in Paris in 1985. It was a short
film by the Lumiere Brothers entitled Arrival of a Train at a Station (L arrivée d’un
train en Gare de la Ciotat). Taken from a fixed camera position, the film is composed
of a single shot depicting the arrival of a train to Paris station. In a sense, the film itself
exhibits a powerful snapshot of the modern city life. The Lumiére Brothers were the
first filmmakers to make “what were in essence travelogues and called
documentaries”.**! Improving and patenting the cinématographe, a recording camera as
well as a projector, the Lumiere Brothers started to record short films that reflect
mundane activities of the people immediate to them. Later in their career, they went on
a tour to visit several cities around the world to record short “city films”. For this
purpose, they hired several cameramen who were able to use the cinematograph and
sent them to different cities including Istanbul.**? Constantinople — Panorama de la

Corne d’Or was filmed in 1897 by Alexandre Promio who was the most widely

0 There are two exceptions where we hear the voice of the director. The first instance
is revealed while he and Yasar Adanali, a city planner, conducted interview with Ali
Agaoglu. In his interviews for the cinema magazine as well as during his talk, Imre
Azem declared that the interview with Agaoglu was very tense since he called the film
crew as “aydin goriiniimlii yobaz” (“intellectual-like fanatic or bigot”). Another moment
of interaction in the movie can be captured while he makes an interview with a dweller
in Sulukule, asking questions about his life conditions.

! Hayword, Susan. Key Concepts in Cinema Studies, London: Routledge, 1996, p. 72.
192 http://www.broadcasterinfo.net/81/sinema.html (Date of access: 15/06/2012)
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travelled operator of the Lumiére Brothers.**® Their city films are of crucial importance
as being one of the earliest examples that document what the city life meant to the
people living at the turn of the twentieth century, the era that celebrated the glorious
modernity. The audience of the films, who were also the subjects themselves, fascinated
with “modern technology, movement, and spectacle.” They “enjoyed access to events
and locations on the move and potentially felt connected to viewers elsewhere who were

engaged in simultaneous viewing.”'**

John Grierson, the pioneer Scottish filmmaker and theorist, was known as the
first person to coin the term “documentary” as a non-fiction category in cinema thirty
years after the invention of the cinematograph. He used this term for the first time to
define Robert Flaherty’s film entitled Moana (1926).**> Grierson worked with the state-
sponsored Empire Marketing Board in Britain in the 1930s and launched the “British
documentary film movement”. Producing many films until the World War II, he
directed his first film Drifters in 1929. Grierson has been a highly influential figure not
only in the early development of documentary filmmaking in Britain, but also in the
constitution of the conventional understanding of what documentary cinema is about.
He believed that the documentary form should be used as an instrument of information,
education and propaganda. In a period when popular democracy was on a rise in Britain
and the United States, Grierson made films about aspects of modern British social life,
institutions, governmental agencies and social problems. His intention in these films
was to use documentary as a channel of involving citizens in their society.**® Hence, his
approach to documentary as a tool of social propaganda was supported by the state. One
such example of a propaganda film he produced was Housing Problems (1935).
Directed by Arthur Elton and E.H. Anstey —both working with Grierson-, this thirteen-
minute documentary was considered as the milestone of documentary filmmaking in
two ways: first, as expected from Griersonian style, it is a purely propagandist film in
the sense that it legitimizes the “slum clearance” (as indicated in the film itself through

voice-over) of the local government in Stepney, a district of London in the 1930s. The

%3 Goktiirk, Deniz. “Projecting Polyphony: Moving Images, Traveling Sounds”
Orienting Istanbul: Cultural Capital of Europe?, ed. Deniz Gokturk, Levent Soysal and
Ipek Tiireli, Oxfordshire: Routledge, 2010, p. 178.

Y Ibid, p. 179.

145 Hayword. Key Concepts in Cinema Studies, p. 72.
8 Ibid, p.72.
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film glorifies the attempts of building new apartment blocks for mass housing by
destroying the slum neighborhoods where urban poor barely were living. It announces
furthermore that the local government allocated newly-built flats for the dwellers. Even
though at times there are moments where “condescension might be gathered when the
narrator tells us that slum-dwellers ‘quickly respond’ to their improved living conditions
by becoming more hygienic themselves”, what is important is that (as the second point
of discussion) the film uses the “voices and stories of working class men and women to

demonstrate the slums' dreadful conditions, and the benefit of the new estates.”**’

It was not until the 1940s that Grierson’s approach to documentary was
significantly challenged by the Free British Cinema movement. His critics argued that
the use of documentary as a means of social propaganda would take away its aesthetic
value. Such an approach would produce social elitism and “intellectual

condescension”.*#

The British documentary film movement headed by Grierson was eventually
replaced by a documentary group called Free Cinema in the 1950s.*° Rejecting the
Grierson-style “journalist documentary”, the members of this group claimed to give

dignity to lives of ordinary people by focusing on social consciousness.™°

Bill Nichols problematizes the established and commonly accepted view on the
history of documentary filmmaking, arguing that is based on a “false division between
the avant-garde and documentary that obscures their necessary proximity.”**"
According to Nichols, the documentary form took shape as a genuine practice in the
1920s and early 1930s. Nichols identifies four elements that contributed to the
formation of a documentary film genre during this period. Only one of these elements

had existed since the beginning of the history of cinema, which is the “capacity to

Y7 http://www.screenonline.org.uk/film/id/513807/index.html (Date of access:
24/08/2012)

148 |bid, p.72.

%% Karel Reisz (We are the Lambeth Boys, 1959), Lindsay Anderson (O Dreamland,
1953), and John Schlesinger (Sunday in the Park, 1956) were among the prominent
filmmakers in this group. http://www.screenonline.org.uk/film/id/446186/index.html
(Date of access: 14/06/2012)

150 personal notes from lecture on March 30, 2012 by Didem Pekiin.

! Nichols, Bill. “Documentary Film and the Modernist Avant-Garde”, Critical Inquiry,
Vol.27, No.4 (Summer, 2001), p. 583.
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record visible phenomena with great fidelity.” The other three elements are: “the
gradual elaboration of narrative codes and convictions distinct to cinema between 1905
and 1915 which allow films to utilize storytelling structure; a wide array of modernist,
avant-garde filmmaking practices which flourished throughout the 1920s; and a range of
rhetorical, persuasive strategies that provide a distinct form of viewer engagement.”**?
Nichols contends that cinema fell under the service of “various active efforts to build
national identity during the 1920s and the 1930s. During this period, documentary films
affirm the power of the state.”™ Cinema, like newspapers and radio before, became a
powerful rhetorical tool of the nation state.”™ Documentary film transformed into a
form of ritual participation of the citizens that the modern state wanted to promote.'*®
However an alternative vision to documentary has also emerged during this period. This
was a vision that fuses the documentary form with avant-garde aesthetics.*® The Soviet
film Man with the Movie Camera (Chelovek s kinopparatom, 1929) by Dziga Vertov
was regarded as one of the first avant-garde style documentaries depicting everyday
activities of people in modern city life. Vertov’s masterpiece celebrates the cinema as a
product of modernity. The film employs self-reflexivity in its representation of the
process filmmaking as part of its narrative. The main protagonist of the film is the city

of Moscow itself. The daily life of the city is filmed by a cameraman (Vertov’s brother)

152 Nichols, Bill. “Documentary Film and the Modernist Avant-Garde”, p. 586.

158 According to Nichols, in the formation of documentary movement, it was necessary
to have people like John Grierson in Great Britain, Pare Lorentz in the United States,
Joseph Goebbels in Germany, and Anatoly Lunacharsky and Alexander Zhadanov in
the Soviet Union who would serve the ideology and politics of the nation-state
discourse. Ibid, p. 582.

>4 One the most well-known examples of the promotion of the state ideology in the
history of documentary cinema comes from the German filmmaker Leni Riefenstahl:
having been an actress and dancer prior to her career in cinema, Riefenstahl won a
distinguished place in the documentary cinema in the 1930s. Sponsored by Adolf Hitler
himself, she became the first woman director who utilized the technology and aesthetics
of cinema masterfully to promote the ideology of National Socialism in Germany.
Triumph of the Will (Triumph des Willens, 1935) and Olympia (1938) have been
celebrated because of their sophisticated visual aesthetics, yet they were employed as
instruments of propagandist fascist ideology in Germany in the 1930s.

155 1bid, p. 604.

158 Luis Bufiuel’s Las Hurdes (Land Without Bread, 1932) would be an example to the
integration of surrealist elements into the documentary. Bufiuel’s film deploys a critique
of the ethnographic filmmaking of the 1920s that Robert Flaherty had successfully
implemented in his famous Nanook of the North (1922). Buiiuel problematizes the idea
of otherness that was amalgamated within the package of nation-state ideologies during
the period between the two world wars. In this way, he creates an alternative space
within the documentary genre.
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who records people on the streets while his act of filming itself is recorded by another
camera. This double-layered structure of the film directs attention to the constructed

nature of reality in its cinematic representation.

Another well-known example of avant-garde style documentary filmmaking is
Berlin: Symphony of a Metropolis. Directed by Walter Ruttmann in 1927, the film
portrays the daily life in Berlin through visual content, which is the moving image,
accompanied by a musical score composed for the film. The reason for producing
musical score is two-folded: firstly, as in the case of many silent films of the time, the
narrative structure of the film can only be sustained through the musical score
rhythmically edited to the original version of the film. Secondly, as the product of the
avant-garde cinema of the 1920s, Berlin aims to show one prominent thing: it glorifies
the city life in its entirety by admiring the technical superiority of the modern life
conditions and the acceleration reached by the improved technology. Walter Ruttmann
says: “Since I began in the cinema, I had the idea of making something out of life, of
creating a symphonic film out of the millions of energies that comprise the life of a big
city.”*" Wolfgang Natter defines the film as one of the most significant films of the
“modernist avant-garde, made the depiction of a highly contested urban place its central
focus. It has entered film history as a pioneering effort to defining the ‘cross-section,’
‘street,” or ‘slice of life’ films of the 1920s.”**® The avant-garde cinematic focus on the

“spirit, uniqueness, and the poetry of the modern cities™*®

paved the way for the
emergence of a new sub-genre in documentary filmmaking called “City Symphony

Films”.

The next important shift in the history of documentary filmmaking occurred in
the 1960s with the rise of the “direct cinema” style in the United States and the
“cinema-vérité” group in France.'® Television and the lightweight camera were the two

key technological developments contributed to this shift. Engaging in the “observational

57 http://www.silentsaregolden.com/DeBartoloreviews/rdbberlinsymphony.html (Date
of access: 22/08/2012)

158

Natter, Wolfgang. “The City as Cinematic Space: Modernism and Place in Berlin,
Symphony of a City”, Place, Power, Situation, and Spectacle: A Geography of Film, ed.
Stuart C. Aitken and Leo E. Zohn, Rowman&Littlefield Publishers, 1994, p.204.

59 http://blogs.lib.berkeley.edu/mrc.php/city-symphonies (Date of access: 04/09/2012)

160 Hayword. Key Concepts in Cinema Studies, p. 74.
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mode”, the “direct cinema” practitioners relied on recording everyday life experiences
instead of focusing on mechanisms promoting ideologies of the nation-states. In line
with the direct cinema, the cinéma-vérité tradition also dealt with the mundane activities

of people and their everyday problems through the participatory mode of representation.

Le Joli Mai (1963) can be considered as the benchmark of the cinéma-veérité due
to its interpretation of the outcomes of urbanization. Chris Marker’s film primarily
focuses on the concept of happiness, both on the individual and societal level. It aims to
provide unique interpretations of the concept through interviews conducted with a series
of people from different backgrounds on the streets of Paris in the spring of 1962. The
voice-over directs the films as much as the powerful integration of the conducted
interviews with people of the city. As Sharon Lee argues, the power of the film comes
from the fact that “it is able to present disparate episodes from real life involving many
different people and yet pull them together into a cohesive statement about the milieu in
which those individuals exist.”*** One of the examples of the cohesive statements about
the living spaces of the people can be traced when the camera floats around
Aubervilliers, a commune in Paris. Through zoom-ins on the walls of dilapidated
building blocks or strolling shots of the streets full of ruined and old houses, the camera
remarks that some of the dwellers were given public houses by the local government.
The crew talks to a woman who cheerfully tells that she is given a flat after waiting for
a long time and she shares her happiness of finally getting rid of her current flat which
is small and unhealthy for living. What is important here is that the film powerfully
illustrates the point of view of the dwellers concerning the urban transformation which
is about to take place in the area. Moreover, it also shows through images how the
neighborhood ends up being dilapidated in the first place due to the neglect of the local

government so that it requires this necessary transformation.

In the liberal cultural climate of the 1970s in Western Europe and North
America, many filmmakers and film-making collectivities made documentaries
challenging the establishment.*®* Feminists, gay and lesbian filmmakers, black women,

and women of color were among the groups that have been increasingly involved in

161 http://www.filmreference.com/Films-Im-Le/Le-Joli-Mai.html (Date of access:
24/08/2012)

192 |bid, p.74.
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documentary filmmaking in this period to tackle with issues like social discrimination

and injustice, economic exploitation, racism, sexism, civil rights and so forth.'®®

In the 1980s, the advent of video technology has brought about a greater
democratization of filmmaking.’®* The films produced during the 1980s and 1990s
mostly dwelled on the premise of “personal is political” by drawing upon micro
narratives of ordinary people. Films such as Tongues Untied (Marlon Riggs, 1989),
Paris Is Burning (Jennie Livingston, 1991), and Free Fall (Peter Forgacs, 1997) “take
up alternative subjectivities and identities involving issues of sex and gender, ethnicity

and race, personal memory and public history.”*®

With the advent of the internet and the digital camera in the 2000s, the
documentary form relatively became an accessible means of storytelling even in the
existing digital divide in the world. It addresses to all kinds of inequalities in accessing
and using the information and communication technologies based on social class

differences and income distribution.®®

In line with this, its popularity also increased
and it has become a part of mainstream cinema. During this period, the American
filmmaker Michael Moore’s films gained critical international acclaim as well as major
commercial success in the box-office. Addressing the many social issues including
violence and fear in the United States that led to huge increase on gun sales; the
political agenda of the US government regarding the oil reserves in the Middle East by
using 9/11 attacks as an excuse, and the health policy of the government on
pharmaceutical industries in his films, Moore heavily criticizes the neoliberal and neo-
conservative capitalist institutions and state mechanisms in the United States. His first
documentary called Roger & Me (1989) has of importance in dealing with the negative
externalities of the neoliberal policies and its crucial effects concerning the urban
restructuring in the city of Michigan. After giving a short introduction about the
importance of General Motors for his personal life story (he is the son of a General

Motors employee), Michael Moore, throughout the film, is chasing after Roger Smith,

163 |bid, p.74.

%4 Ibid, p.75.

1% Bill Nichols. “Documentary Film and the Modernist Avant-Garde”, p.607-608.

1% Chinn, Menzie D. and Robert W. Fairlie. “The Determinants of the Global Digital
Divide: A Cross-Country Analysis of Computer and Internet Penetration”, Economic
Growth Center, 2004. Online access: http://www.econ.yale.edu/growth_pdf/cdp881.pdf
(Date of access: 04/09/2012)
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the CEO of the company. He aims to ask questions to Smith about the sudden closing
down of twelve auto plants in Flint, Michigan, which rendered nearly 30.000 people
unemployed in the year of 1988. What is more intriguing is that the company would
establish factories in Mexico where they benefited from cheap labor. The film strikingly
shows that due to unemployment, people who could not afford to pay their mortgages
had to move from the city of Michigan, sometimes even being evicted from their

houses.

Similarly, there have been many films made in the 2000s to point to the
detrimental effects of urban transformation occurring in many parts of the world. One
interesting example to them would be Manufactured Landscapes (2006) by Jennifer
Baichwal. Involving the photographs and video recordings of the photographer Ed
Burtynsky from his visit to several large factories of iron in China, the film powerfully
demonstrates the transition from agrarian to urban society in the last century and the
harmful effects of the industrialization and rapid urbanization on environment. Being
mostly present in the film though his voice-over comments, Burtynsky points out that
the urbanization in China is unprecedented yet continuous. Intentionally focusing on the
fast grow in the city of Shanghai, the photographer depicts that many high-rise
dwellings are replacing the older, traditional dwellings in the city for the last decade.
Documenting the skyscrapers and the squatter houses within the same frame along with
speaking with the old dwellers and the new dwellers of the city, the film captures
specific moments where the lives of the rich and the poor within the same city are
shaped each other in a contrasting manner. The commodified lands of the city are
packaged and presented to the rich while the poor are under constant threat of
dispossession of their house.

Another example to contemporary documentaries that engage in the damages of
the urbanization is Gary Hustwit’s Urbanized (2011). Being part of the director’s design

film trilogy (the other two are Helvetica and Objectified*®’

), the film keeps tracking
what has been applied for most of the big cities around the world in the name of urban
design. The director argues from the very beginning of his film that the cities are not
(and should not be) the product of certain specialists or experts, yet they are constantly

shaped by the ordinary citizens. In his words, there are “many contributors to urban

187 http://urbanizedfilm.com/about/ (Date of access: 27/08/2012)
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change, including ordinary citizens who can have a great impact improving the cities in

which they live.”*%®

Pointing out the “right to the city”, the film travels around the big
cities of the world such as Mumbai, Brasilia, Phoenix, Stuttgart, Copenhagen, and
Beijing where the local people not only collaborate with the administration to improve
their habitat and to make little but important changes in their lives, but they also
challenge the harmful policies imposed by the municipal authorities if necessary. One of
the examples in the film portrays people in Stuttgart resisting a big-budget construction
project through which the green areas of the city would be destroyed and replaced by
the block buildings. As an example of activist filmmaking, the film renders alternative
ways of urban living and design visible; therefore it serves as a possible way of

discussing the future of the cities on a global scale.

C. The Documentary Form: Representing Reality

From its inception in the early twentieth century, the notion of documentary
filmmaking has been a contested issue in terms of its definition and contours. The
intricate and tense relationship between the notions of “reproduction” and

“representation” lies at the heart of the debates around documentary genre.

According to Grierson, documentary is “the creative treatment of actuality”.169

Bill Nichols contends that it remains “common to revert to some versions of Grierson’s
definition of documentary”, in the sense that documentaries are indeed creative
endeavors. Yet, Nichols continues, the tension between the terms “creative treatment”
and ““actuality” remained unresolved. For him, documentary draws on and refers to
historical reality while representing it from a distinct perspective.'” In this sense, it is

neither exactly a fictional invention nor a factual reproduction.

According to Brian Winston, the “contemporary use of ‘document’ still carries

171

with it the connotation of evidence” for photography.”~ This “evidential status” was

168 The explanation is taken from the aformentioned website.

199 Winston, Brian. Claiming The Real: The Griersonian Documentary and Its
Legitimations, London: BFI, 1995, p.11.

7% Nichols, Bill. Introduction to Documentary, Indiana University Press, 2010 (Second
Edition), p.7-8.

1 Ibid, p.11.
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passed onto cinematograph, and it has become the source of the ideological power of
documentary film. Thus, during the 1920s and 1930s, the documentary form was used

as the primary tool for state propaganda.

Peter lan Crawford defines two modes of representation in documentary cinema:
the “perspicuous mode” and the “experiential mode”.}" In his words, “the former tends
to emphasize explanatory clarity whereas the latter conveys to the audience an

understanding open to interpretation.””

Defining the rules of “ethnographic
filmmaking”, he argues that apart from the limited usage of narration or commentary as
“authoritative devices”, these films incorporate another important element:

2

“reflexivity.” The call for reflexivity reveals the fact that these films use the
“intrusiveness of the camera acknowledged by the presence of the film crew and
diminished by a long stay in the field in which people became used to the camera.” It

. . . . 174
also underlines that what is seen on the screen “is a film”, thus a construction.

According to Nichols, the tradition of documentary film relies to a great extent
on being able to convey “the impression of authenticity”.'”> This requires a privileged
relationship with reality at the first glance. Yet, this privilege comes from its
constructed nature. Even though some filmmakers would stress “the originality or
distinctiveness of their own way of seeing the world, we [the audience] will see the
world we share as filtered through a particular perception of it.”*’® Although
documentary film is constructed by genuine stories and events taking place in everyday
life, it does involve a particular representation of life rather than its reproduction.

The difference between reproduction and representation lies at the heart of the
debates around documentary genre where the notion of “reproduction” brings about
questioning “its fidelity to the original”. Instead of being a replica and exact
reproduction of the reality, documentary filmmaking corresponds to a particular form of
representing the world. To achieve this particular effect, it would involve reenactments
or recreations of an event or a person that does not even exist. According to Nichols, on

the way to the question fidelity to the original, one can judge a representation “more by

172 Crawford, Peter Ian. “Film as discourse”, p. 75.

173 1bid, p. 75.

7% bid, p. 76-77.

17> Nichols, Bill. Introduction to Documentary, p. Xiii.
7 Ibid, p. xiv.

56



the nature of the pleasure it offers, the value of the insight or knowledge it provides, and
the quality of the orientation or disposition, tone or perspective it instills. One asks more

of a representation than one does of a reproduction.”177

The construction of representation can be sustained through the narrative
structure. The narrative inserts historical meaning into time. It allows documentary to

178

address historical events.”"™ It also “supplies techniques by which to introduce the

moralizing perspective or social belief of an author and a structure of closure whereby

initiating disturbances can receive satisfactory resolution.”"®

The accepted modes of representation in documentary filmmaking'®

require
various approaches in the techniques used and induce different perception mechanisms

in the audience.

The “observational mode”, which can also be called “direct cinema”, calls for
the camera to act “as a passive recording device which allows the audience to see and
the events to speak for themselves”."®" It often focuses on everyday life experiences of
ordinary people. This mode does not entail any script. Similarly, any manipulation or
intervention of the filmmaker to what is happening (and what is recorded) is not

allowed.*®?

7 p.13. The pronoun “we” is replaced by “one”.

178 Nichols, Bill. “Documentary Film and the Modernist Avant-Garde”, p. 589.

179 |bid, p. 591.

180 These modes defined by Bill Nichols are to be explained in the following
paragraphs.

181 Crawford, Peter Ian. “Film as discourse: the invention of anthropological realities”,
Crawford, Peter lan & David Turton. Film as ethnography. eds., Mancester: Mancester
University Press, 1992, p. 78.

182 Frederik Wiseman is a pioneer American filmmaker associated with the “direct
cinema” style. He was critically accused of and contested for his use of the camera in a
way that he did not care about ethical issues concerning the personal rights of the people
being filmed. He has been largely accused of manipulating the actual conditions. In his
well-known documentary called Titticut Follies (1967), he examines the conditions in a
state hospital where insane people who were also involved in criminal activities were
located. The screening of the film was banned by the government of Massachusetts
where the film was recorded on the grounds that the film was violating the privacy of
the patient-inmates. It was not until 1991 that Wiseman regained the right to release the
film publicly by a court verdict. Even though the censorship mechanism on the film is
open to discussion, it is important to note that the film brings forward the ethical issues
involved in documentary filmmaking.
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Engaging in alternative representation strategies used in “direct cinema”, the
“cinema-vérité” tradition stimulated awareness of the audience regarding its constructed
nature. Consolidated during the 1960s and mostly associated with the “participatory
mode”, it is a “filmic approach in which the camera is not merely serving as a passive
recorder but intervenes actively in the process.”*®® The intrusive presence of the camera
is considered to lead to revealing the truth. The cinema-vérité practitioners have seen
the camera as a tool which directly challenges and distorts the ongoing daily life.*®* This
view is contrast with the direct cinema approach according to which the camera should
act as if it is “a fly on the wall” by recording what is going on without getting in any
interaction with it. Filmmakers associated with the cinema-veérité tradition maintained
that the way that the camera and the director functioned in the field in “direct cinema”
already had an impact on the supposedly “untouched reality”. The camera, they suggest,
should act as though it is a “fly in the soup” which changes the nature of the social

relationships and everything existing in life.'®

Acknowledging the power relationship between the director and the subjects
recorded, the cinéma-vérité tradition has used the camera either to display reflections of
politics in the mundane activities of daily life or to extract information that contains
small, yet significant details about social relations among people. As John Ellis states,

people working on documentary filmmaking;

(13

.. [a]re concerned about the truth of what they portray, regarding documentary
is a process of reconstituting truth on the screen. Documentary is guided by
beliefs about describing something as faithfully and as truthfully as you can,
whether it is the truth of the situation, a process or a person. Documentary
practice is concerned with reconstituting truth; it may not be literally true, but it

183 Crawford, Peter Ian. “Film as discourse: the invention of anthropological realities”,
p.78.

184 parallel to the questioning of the distortion of reality in documentary filmmaking,
Jean Rouch argues that “the fundamental problem in all social science is that the facts
are always distorted by the person who asks questions. You distort the answer simply by
posing the question.” Rouch, Jean. “The Politics of Visual Anthropology. An Interview
with Jean Rouch”, by Georgakas, D. et al., Cineaste 8:4, 1978.

185 Chronicle of a Summer (Chronique d’un été, Edgar Morin and Jean Rouch, 1961),
The Lovely May (Le Joli Mai, Chris Marker, 1962), and The Nightcleaners (Berwick
Street Film Collective, 1975) are among the prominent examples of the cinema-vérité
tradition.
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tries as far as possible to reconstitute truth within a set of known and
knowledged procedures.”®® (emphasis added.)

Instead of recording and presenting everything within the field, the documentary needs
to be organized and edited in a coherent way to illustrate what it/the filmmaker wants to
decipher. Therefore what the documentary filmmaker should keep in mind is that
filmmaking involves illustrating the very processes of recording the reality by changing
and restoring it each time through the existence of the camera, by remaining faithful to
reality. The reconstitution of truth is usually obtained within the realm of “a presumed
ordered reality” which makes the film in general and documentary in particular, “the

preferred medium among anthropologists™.*®’

Dividing documentaries into two groups, Bill Nichols talks about two
classification systems: the first one, “preexisting nonfiction models”, is positioned
where documentary genre belongs to “a long, multi-faceted tradition of nonfiction

discourse that continues to evolve such as essays, reports, blogs, and manifestos”.'*®

The second one, that involves the “expository or observational mode”, calls for a
distinct cinematic approach. By using specific cinematic techniques and conventions,
these films helped defining the contours of documentary genre which previously had
not existed.™® In the first classification, he mentions several related sub-models
referring back to the preexisting nonfiction models which include films on investigation
or report (based on evidence); on advocacy or promotion of a cause (stressing
convincing evidence and examples for a specific case); on history (recounts of historical
facts and events); on exploration or travel writing (drawing upon exotic places —the very
starting point for the perception of documentary filmmaking); on sociology (study of
subcultures, participant observational fieldwork practices etc.); on visual anthropology
or ethnography (study of different cultures through fieldwork analysis —mostly defined
as “others”); as well as films having testimonial value (mostly dwelling on techniques

of oral history) and first person narratives (personal and autobiographical accounts of

186 Ellis, John. “Dancing to Different Tunes: Ethical Differences in Approaches to
Factual Film-making” in Truth or Dare: Art & Documentary, ed. Gail Pearce and Cahal
McLaughin, Chicago: Intellect Ltd., 2007, p. 59.

87 pinney, Christopher. “The lexical spaces of eye-spy”, in Film as ethnography, p. 28.
188 Nichols, Bill. Introduction to Documentary, p.148.

189 Ibid, p.148.
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the director as well as his/her immediate entourage on a specific topic). For the second
classification system, he offers six types of documentary modes: expository (exposing a
subject matter directly to the viewer through voice-over); poetic (dealing with the
audio-visual rhythm of the film as well as visual associations, tonal or rhythmic
qualities, descriptive passages, and formal organization favors mood, tone and texture),
observational (embarking upon the daily life practices pretending as if the camera does
not involve in the process), participatory (involving interviews and interaction with the
social actors), reflexive (revealing methodological and technical conventions of
filmmaking, sometimes through interrogation of the practices including self-criticism
and awareness), and performative (containing participatory elements in itself, yet

mostly engaging with subjectivity of the director in the process of filmmaking).'*

Nichols draws attention to the engagement of a selected film with multiple
models and modes of the documentary form.'®* Here, what is important is how the
strong emphasis and focus of the director on a specific model or mode is employed. For
example, a documentary would have strong elements of advocacy model with a voice-
over commentary, yet it can be categorized under the expository mode. Thus, Nichols’

formulation paves the way what he calls the “practice of mixing modes”.**

d. Documentary filmmaking in Turkey

According to recent findings, the first films made within the borders of the
Ottoman Empire by Ottoman subjects are documentaries made by Milton and Yanaki
Manaki brothers.’®® Their recently found 1911 film, for example, dwells on
documentary footage indicating Sultan Mehmed Reshad’s visit to Manastir and

194

Salonika.™ Yet, this film was not considered to be the beginning of Turkish cinema,

190 An extensive table with brief definitions and examples of the models and modes of
documentary films can be found in Nichols’ book between the pages 149 and 154.

! Ibid, p. 154.

192 1bid, p. 155.

198 Erdogan, Nezih and Deniz Goktiirk. “Turkish Cinema”, Companion Encyclopedia of
Middle Eastern and North African Film, ed. Oliver Leaman, New York: Routledge, p.
533-534.

194 Suner, Asuman. New Turkish Cinema: Belonging, Identity and Memory. London: I.B
Tauris, 2010, p.182.
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probably because the Manaki brothers had come from a non-Muslim (Greek) origin.*®
Even though there had been some other documentary films made in these years within
the borders of the Ottoman Empire, they were left out from the Turkish film history

since their directors were not Muslim Turks.!%

Turkish cinema is commonly accepted to have begun with a documentary film
made in 1914 by Fuat Uzkinay, a Turkish army officer: The Demolition of the Russian
Monument at San Stefano (dyastefenos 'taki Rus Abidesi’nin Yikilisr)."*" According to

Rakim Calapala'®®

, who wrote the “first survey history of Turkish cinema”, Uzkinay’s
film was based on the recording of the demolition of the Russian monument in
Yesilkoy-Istanbul, which had been originally built in 1898 to commemorate the Russian
victory in the 1877-78 Russo-Ottoman War. Considered as a symbolic defeat (“fall” in
the colloquial Turkish) and occupation of Istanbul by the Russian army, the monument
was blown up by Turkish soldiers in November 1914 as a “propaganda event to
motivate public opinion”.**® This documentary, however, has not survived, and there
have even been speculations concerning its non-existence.?’® Despite the controversies
over the film, it is still possible to make this important observation: even the film which
is regarded as the first film of the Turkish cinema is directly related to the
transformation of the urban texture of the city of Istanbul in the 1910s, namely the

demolition of a monument and its effects on the city itself.

19 Mutlu, Dilek Kaya. “The Russian Monument at Ayastefenos (San Stefano): Between
Defeat and Revenge, Remembering and Forgetting”, Middle Eastern Studies, VVol. 43,
No.1, p. 82.

1% Suner, Asuman. New Turkish Cinema, p.2.

%7 In his book, Burcak Evren, for example, claims that November 14, 1914 should be
celebrated as the beginning of the Turkish Cinema unless there would emerge another
document or film before that date. For more information see; Evren, Burcak. Tirk
Sinemasmin Dogum Giinii: Bir Savas, Bir Anit, Bir Film. 1stanbul: Antrakt Sinema
Kitaplari, 2003, p.9.

% Dilek Kaya Mutlu recounts this in her article.

%9 Dilek Kaya Mutlu considers the demolition of the monument as “the manifestation
of a national desire to return to those ancient glorious days by effacing the memory of
defeat by forgetting.” Mutlu, Dilek Kaya. “The Russian Monument at Ayastefenos (San
Stefano): Between Defeat and Revenge, Remembering and Forgetting”, Middle Eastern
Studies, Vol. 43, No.1, p.75 and 78.

200 Mutlu, Dilek Kaya. “The Russian Monument at Ayastefenos (San Stefano),p.75.
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According to Bilgin Adali, the early history of documentary in Turkey can be
examined in three periods: the first period is between 1914 and 1934.%* This so-called
Republican Period witnessed the filming of ceremonies of allegiance in newsreel
format. The Department of Filming (Filme Alma Dairesi) was established during the
last years of the War of Independence. The second period, lasted between 1934 and
1950, was regarded as an “idle period”?® in terms of the low numbers of films
produced. Yet, with the foundation of Ipek Film in 1932 in collaboration of ipekci
family and Muhsin Ertugrul, this period became recuperated by the making of the first
sound films?®® in Turkey. The company introduced sound stage film studios and began
shooting films with dubbing. Several filmmakers including Nazim Hikmet (Diigiin
Gecesi/Kanli Nigar [The Wedding Night/Bloody Nigar], 1933); Istanbul Senfonisi [The
Symphony of Istanbul] and Bursa Senfonisi [The Symphony of Bursa], 1934); Hazim
Hormuikeu (Yeni Karagoz [The New Karagoz], 1933), and Seyfi Havaeri (Kore Gazileri
[The Veterans of Korean War], 1950) made documentary films during this period.?*
The third period was between the years 1950 and 1960 during which filmmakers like
[lhan Arakon (Bir Sehrin Dogusu [Birth of a City] with Ali Ipar, 1953) and Sabahattin
Eytiboglu (Hitit Giinegi [The Hittite Sun], 1956) produced important documentaries.
Eyiiboglu’s well-known documentary (in collaboration with Mazhar Ipsiroglu) The

Hittite Sun won the second prize at the Berlin Film Festival in 1956.%%

The period beginning with 1960 witnessed the consolidation of the personal
styles. There have been pioneer filmmakers in these years such as Hilmi Etikan (1
Mayis Taksim Meydani [May 1 Taksim Square], 1977) and Suha Arnn (Hattiler’'den
Hititler’e [From Hatties to Hittites], 1974) who made films within a wide range of

201 Along with the Turkish directors, it is important to mention two Russian directors,
namely Sergei Yutkevich and Lev Oscarovich Arnstam here: They were commissioned
by Matbuat Umum Miidiirliigii in 1934 to make a film called Tiirkiye 'nin Kalbi Ankara.
202 personal notes from lectures on March 4, 2009 by Can Candan.

2% Diinden Bugiine Istanbul Ansiklopedisi, Tarih Vakfi-T.C. Kiiltiir Bakanlig1, Cilt 4, s.
184 (1994) and http://www.hurriyet.com.tr/egitim/anasayfa/6465125.asp?gid=173 (Date
of access: 25/06/2012)

294 During the years between 1948 and 1953 the documentary films made in Turkey and
Europe are generally called “the Marshall Films” for they were made with the money
coming from the United States. There are six films on Turkey including Yusuf ve Sapant
(1951). Aytag, iren Dicle. Marshall Plan: Filmleri (1948-1953): Tiirkiye Ornegi,
(unpublished master thesis), p.40.

2% http://www.kultur.gov.tr/EN,38106/ipsiroglu-mazhar-sevket.html (Date of access:
14/06/2012)
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topics including social and political issues and cultural heritage. A new movement
called Geng Sinemacilar (Young Filmmakers) also appeared in 1968 (and lasted until
1971). Documentary filmmaking during this period was supported by some corporate
bodies and independent collectivities. Eczacibasi Group, one of the most established
corporate bodies in Turkey, supported the films of Sabahattin Eyiiboglu, (the founder of
Istanbul University Film Center along with Mazhar Ipsiroglu). Through the sponsorship
of this corporate group, Eyiiboglu had produced five short documentaries on the subject
of the “cultural heritage” of Turkey between 1962 and 1964.2®Another institution that
contributed to the development of documentary filmmaking during this period was
Hisar Kisa Film Segkisi (Hisar Short Film Festival) which was established in 1967 in
Robert College (today’s Bogazi¢i University).This festival created a platform for

screenings and public discussions of documentary films. %’

Documentary filmmaking in Turkey from the very beginning of its practice has
not received any support from the state.’®® These independent or corporate-sponsored
documentaries have come together on the common ground of not receiving support
from the state. Yet, they entailed differing thematic preoccupations and styles.
Documentarists like Sabahattin Eyiliboglu and Suha Arin, have persistently focused on
the phenomenon of the “cultural heritage” of Anatolia from different standpoints:
Eyiiboglu, under the influence of Mavi Anadolu Hareketi [Blue Anatolia Movement],
along with Azra Erhat and Cevat Sakir Kabaagacli, emphasized the cultural significance
of Anatolia. He considered Anatolia to be the cradle of the Western civilization;
therefore its cultural heritage should be transferred to younger generations. In a similar

. . . 2
vein, Suha Arin treated Anatolia as an “environment of culture” 09

, yet different from
Eyiiboglu, he focused on the importance of documentary filmmaking as a medium

transmitting the cultural memory of the geography. Putting Anatolian culture at the

208 Candan, Can. “Eczacibasi Kiiltiir Filmleri”, Altyazi, Haziran 2010, p. 76. While Can
Candan gives accounts of these five documentaries as the following: Yasamak I¢in
(1962/1963?, Sabahattin Eyiiboglu ve Sakir Eczacibasi, 21°), Renk Duvarlar: (1963?,
Pierre Biro, 15°), Goreme (1963?, Pierre Biro, 16”), Kirkpinar (1963?, Pierre Biro, 14”),
Tald (19647, Pierre Biro, 16”)

207 It is taken from the transcript of the in-class discussion with Enis Riza in March 26,
2008.

208 Akbulut, Hasan. “Bellek Olarak Belgesel Sinema: Son Dénem Tiirkiye Belgesel
Sinemasina Bir Bakis”, sinecine 1(2), p.119.

299 Cakicr, Giilgin. Suha Arin Belgesellerinde Insan-Mekan Iliskisi, (unpublished
masters thesis), Maltepe University, 2007, p.49.
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background as a macro system, Arin has revealed different micro cultural elements of

Anatolia in his works.?'°

The introduction of the TRT (Turkish Radio and Television Corporation), the
national public channel of Turkey, in 1968 has been a crucial turning point in the
history of documentary filmmaking in Turkey. The TRT became a pioneer institution in
documentary production and broadcasting especially throughout the 1970s and the
1980s. The TRT-documentaries of this period are typically characterized by the
presence of a didactic voice-over narration (sometimes in company with a presenter,
who is mostly the writer or the producer). They incorporate also expert opinions over
the subject. The function of documentary in TRT films is mostly reduced to conveying
information. The overly academic and formal tone of the TRT documentaries have been
softened during the 1980s by journalists like Mehmet Ali Birand, Can Diindar and Nebil

Ozgentiirk who produced popular TRT documentaries on social and political issues.?**

During this period, independent documentaries were also produced to draw
attention to the social problems particularly based on urban transformation. September
2" Resistance (2 Eyliil Direnisi, 1977) by Ishak Isitan is one such crucial example of
the time. Starting with the clear premise of showing the housing problems in the May 1
Neighborhood in Istanbul, the film makes a striking contrast between the mainstream
press (in the film it is called the “bourgeois press”) and “the revolutionary press”
concerning different representations of the demolitions conducted by the state and the
counter resistance mechanism taking place in 1 Mayis Mahallesi (May 1 Neighborhood)
on September 2, 1977. While the mainstream newspapers including Milliyet condemned
the dwellers through headlines such as “Reds, committed bloody acts again” or “armed
militants with long range weapons, hide themselves in the crowd and shot at the police”,
the alternative and revolutionary newspapers, namely Devrimci Yol, celebrated the
resistance in the neighborhood. Likewise, another newspaper called Halkin Birligi
claimed that “fascist police massacred poor people of the shanty town.” According to
the voice-over in the documentary, the neighborhood was named after the bloody May
1% of 1977.

210 1hid, p.50.

211 Akbulut, Hasan. “Bellek Olarak Belgesel Sinema: Son Dénem Tiirkiye Belgesel
Sinemasina Bir Bakis”, p. 119, also see: Candan, Can. “Yeniden itibar goren tiir:
Belgesel,” Milliyet Sanat, May 2006, p. 67.
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The film argues that dwellers in the neighborhood coming from the rural areas of
Turkey and being forced to work in labor-intensive, insecure and low-paid jobs were
united in their fate since they already had a bond on class unity. They formed a
committee based on an equal relationship and right of men and women and they built
their gecekondus all together. They resisted the demolitions in the area since their
resistance was not only a matter of struggle for the right to housing, but also a matter of
fighting against the bourgeoisie, imperialists, and fascists. Defending the right of the
poor and proletariat is considered and glorified as a revolutionary act throughout the

film.

Similarly, Hilmi Etikan made documentaries dealing with the political and social
aspects of everyday life. While his documentary entitled / Mayis Taksim Meydani
depicts what had happened in the bloody 1977 May 1% Day, the struggle between the
workers and the police forces, Tarlabast Tarlabasi (1989) centers on the “systematic
destruction of the architectural heritage of Tarlabasi by the state mechanism in the
1980s under the pretext of finding solutions to the traffic jam” in Tarlabas.?** Starting
with the general historical background of Istanbul with a special focus on Tarlabasi
during the Ottoman period through voice-over narration, this twenty-eight minute
documentary initially portrays the architectural and demographic characteristics of the
neighborhood. Demolition of the buildings for the sake of the opening of Tarlabasi
Boulevard is the central question that the film tackles with. It aims to draw attention to
the negative outcomes of this municipal act by consulting experts, academicians
working on the issue, and the architects. It also involves interviews with the residents of
Tarlabas1 as well as the local artisans whose shops were under constant threat of
demolition by the municipality. As a powerful and important audiovisual documentation
of the demolition process during the 1980s, the film ends where the process continued

rendering many people homeless and hopeless.

Parallel to the transformation of the documentary filmmaking in the world, there
have been some major changes during the last decade in the understanding and
production of documentaries in Turkey. Documentary filmmaking gained greater

acceleration as well as accessibility and visibility during the 2000s as a result of recent

212 This expression is used in the following announcement:
http://www.miimar.com/events/tuerkiyede-belgesel-sinemanin (Date of access:
30/05/2012)
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advances in communication technologies.?** During this period, filmmaking has become
much easier and accessible for everyone due to the developments in the techniques of
digital filmmaking. Technological improvements reduced the cost of filmmaking.
Digital cameras were easier to handle and affordable for many people compared to their

analogue counterparts.?**

Making documentaries since the 2000s can still be considered
an activity reserved for a privileged minority who has the advantage of making films
and of exhibiting them in public sphere. Yet | believe that it is possible to talk about a

gradual yet half way proliferation in the production of qualitative documentary films.

In a similar vein, advances in technology enabled more people to reach a wider
range of documentary and fiction films through the internet. The internet represents an
alternative outlet for many directors in documentary cinema. The consolidation and
expansion of the internet usage in everyday life led several directors to put their films
on video sharing websites such as Vimeo and YouTube as a way of reaching the
maximum number of viewers.”®® In this way, as the internet is considered to be a
favorable channel for circulation of documentaries, increasing technological
accessibility seems to bring about greater visibility to documentary cinema. Yet, since
there are no concrete research findings in this area supporting this observation, this

presumption is not quite speculative.

During the last decade, film festivals have also contributed to the emergence of a
favorable environment for documentary filmmaking in Turkey. The production of the
films have been supported by the institutionalization of several documentary festivals
like Uluslararasi 1001 Belgesel Film Festivali (Istanbul International 1001
Documentary Film Festival) that was inaugurated in 1997 (and the last one was held

between September 29 and October 3, 2011), and Documentarist (first held between

213 Akbulut, Hasan. “Bellek Olarak Belgesel Sinema”, p. 119.

21% 1bid, p.120. Hasan Akbulut adds other reasons for the increase in the number of films
in Turkey, such as increase both in reading and making reseach on cinema (and
documentary in particular) which enabled accumulation to establish academic literature,
and increase in the number of institutions (including foundations, faculties,
organizations and so on) providing education on cinema and filmmaking.

21> 50me directors, however, have objected this idea claiming that circulation on the
internet conceals the issue of copyright by making illegal downloading mechanisms
available. A related article on the publication of documentaries on video sharing
websites can be found in Altyazi magazine, no: 103 (Date of access: 22/04/2012)
http://docistanbul.blogspot.com/2011/02/altyaz-subat-2011-docistanbul-sayfalar.html
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218 Also in several established film

July 8 and 13, 2008 and has continued since then).
festivals during this period special documentary sections were introduced. Uluslararast
Antalya Altin Portakal Film Festivali (International Antalya Gold Orange Film
Festival, launched in 1964), Ankara Uluslararas: Film Festivali (Ankara International
Film Festival, started in 1990), and Uluslararas: Istanbul Film Festivali (International
Istanbul Film Festival, first presented in 1982) launch separate documentary screenings
and documentary competition sections to encourage more people to make films.
Similarly, Uluslararasi Gezici Filmmor Kadin Filmleri Festivali (International
Filmmor Women’s Film Festival on Wheels, started in 2003) and Ucan Stipiirge Kadin
Filmleri Festivali (Flying Broom International Women’s Film Festival, started in 1998)

have encouraged women directors to produce documentary films about women’s rights

and gender issues.

As a result of these changes, the number of documentary films produced in
Turkey has been given a boost since the 2000s. These films significantly differ in terms

of their subject matter, technical quality, length, mode of production, and aesthetic style.

On the one side, there are feature-length, relatively big-budget productions that
are often screened in movie theaters in big cities and become available in commercial
DVD format. The production of these films is often supported by government
institutions, international foundations or private corporations through sponsorship.
Tolga Ornek’s documentary films can be considered among the pioneering examples of
this category. His feature-length documentary Hititler (The Hittites, 2003) was
sponsored by Istanbul Stock Exchange, Calik Holding and ABT Ajans. The film
narrates the history of the Hitittes with the use of visual effects. It employs voice-over
narration, dramatic reenactments of certain historical events and expert interviews.?’
Omnek’s next documentary was Gelibolu (Gallipoli, 2005), a film primarily
commissioned by Dogus Group, along with the minor contributions from some other

private companies and financial institutions.® The story of the film focuses on the

218 There are also bi-weekly film screenings and discussions held in DEPO under the
name of Saturdox Belgesel Bulugmalar: (Saturdox Documentary Meetings) for the last
two years.

217 http://www.ekipfilm.com/english/sinema-filmi/hititler/index.htm (Date of access:
14/06/2012)

218 Akcansa, Banvit, Calik Holding, Deva and Garanti are the institutions that are
acknowledged in the credits sequence.
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Gallipoli Campaign led by the British army forces against the Ottoman military during
the World War 1. The British army had alliances with the Australian and New Zealand
Army Corps (also known as ANZAC?®). The film conveys the history of Gallipoli
through voice-over narration, interviews with international experts, and the presentation
of historical documents. Both films by Ornek were screened in movie theaters in Turkey
and became available in commercial DVD format. While Hititler reached
approximately 14.000 viewers in 2003°%°, Gelibolu surpassed his previous film by

becoming a box-office hit with 677.738 viewers in 2005.%%

This significant achievement in the box office triggered other filmmakers to
make films about notable historical events or personas. Coming from a TRT-
background, Can Diindar’s Mustafa (2008) is the most prominent example of this
category. Dwelling on archival documents and footage derived from national and
international resources, and animations, Mustafa highlights personal and humanistic
aspects of Atatlirk’s life, the founder of the Turkish Republic. Thus, the film sets a new
record for documentary films, reaching 1.101.014 viewers in Turkey.?” Besides these
big-budget productions, there are also independent documentaries which also received
the opportunity to be screened in movie theaters such as Pelin Esmer’s Oyun223 (The
Game, 2005); Nezahat Giindogan’s Iki Tutam Sag: Dersim’in Kayip Kizlar: (Two Locks
of Hair: The Missing Girls of Dersim, 2010), Andreas Treske’s Takim Béyle Tutulur
(2005); Ali Kazma’s Eski Acik Sar1 Desene (2003); Ozgiir Dogan and Orhan Eskikdy’s
Iki Dil Bir Bavul (On the Way to School, 2008); Yasemin Caglayan’s Yasam Arsizi
(Sidewalk Sisters, 2008); Nezih Unen’s Anadolu’nun Kayyp Sarkilart (The Lost Song’s
of Anatolia, 2009); and Kazim Oz’s Son Mevsim: Savaklar (Demsala Dawi: Sewaxan
[The Last Season: Dawns], 2008).

A prominent example of the big budget feature-length documentaries is directly

focusing on the urban culture in the city of Istanbul: Crossing The Bridge: The Sound of

219 hitp://www.sydneyatoz.com.au/ev_anzac_day.asp (Date of access: 14/06/2012)

220 hitp://www.siyad.org/article.php?id=799 (Date of access: 25/06/2012)

221 hitp://boxofficeturkiye.com/film/2005047/Gelibolu.htm (Date of access:
25/06/2012)

222 http://boxofficeturkiye.com/film/2010044/Mustafa.htm (Date of access: 25/06/2012)
223 pelin Esmer’s Oyun has also been screened in movie theaters in 2006 as an
independent documentary. For more information see; Kirel, Serpil. “Pelin Esmer'in
“Oyun” Belgeseli Cercevesinde Kadin Deneyimlerinin Aktarilmasinda Belgesel Filmin
Yeri”, Culture and Communication, 2009, 12(1), Kis, 127-159. (p.137)
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Istanbul (2005) by Fatih Akin presents a “cinematic portrait of Istanbul which adds
music to moving images, focuses on bridges” of the city.?** The major preoccupation of
the film is to capture the sound of the city through the gaze of a travelogue, Alexander
Hacke: he previously worked with Fatih Akin for the sound recording of Akin’s film
Head-On (2004).2%° Different from their first collaboration, in Crossing The Bridge he
becomes a stranger, a tourist who aims to discover the unique sounds and performances
coming from different parts of the city. Throughout the film, he engages in introducing
performers from different genres and ages living and playing music in Istanbul to the
world arena, ranging from Baba Zula to Duman, Replikas to Erkin Koray, Ceza to
Selim Sesler and Orhan Gencebay to Sezen Aksu. In addition to this, we see him
electronically recording musical performances. Including moving images of daily life in
Istanbul, the film, as Deniz Goktirk points out, attempts to reveal the musical (as well
as the cultural) polyphony that has been existed in the city by rendering both the
mainstream performers and the artists or bands with Roma music or migrant artists

making Kurdish music visible.??®

Moreover, as Asuman Suner points out, Fatih Akin
“neither tries to reveal the ‘truth’ of the city nor is he interested in advancing a great
statement about Istanbul. Instead, he is in search of details, impressions, sounds, and

senses”; he aims to “create a feeling” about the city.

On the other side, there are relatively small-budget, small-production
documentaries that are often characterized as “independent documentaries”. The films
in this category are often short. They do not get commercial release in movie theaters.
They often circulate through film festivals, public screenings organized by civil society
organizations and the internet. Also, these films often touch upon social issues that are
for the most part neglected and silenced by the mainstream media. Among those it can
be cited Can Candan’s 3 Saat (3 Hours, 2008), Dervis Zaim’s Paralel Yolculuklar
(Parallel Trips, 2004; in collaboration with Panicos Chrysanthou), Hiiseyin Karabey’s
Sessiz Olum (The Silent Death, 2001), Yesim Ustaoglu’s Surtlarindaki Hayat (Life on

224 Goktiirk, Deniz. “Projecting Polyphony: Moving Images, Traveling Sounds”, p. 180.
225 |bid, p. 187.
226 |bid, p. 195.

227 Suner, Asuman. New Turkish Cinema: Belonging, Identity and Memory, p.158.
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Their Shoulders, 2004), and Berke Bas’s Transit (In Transit, 2004), and Derin
Ci1glik/263 (The Deep Scream, Metin Kaya, 2011).

Can Candan argues that as a result of the technological advances in filmmaking,
documentary genre is freed from the individual or corporate monopolistic structure of
the previous period and more filmmakers have become able to make individual and
small documentaries.?® The increasing visibility of documentary films that address
social and political problems has encouraged more and more people to use the
documentary form to create public awareness on certain issues.?”® During the 2000s,
many social and political issues, which had previously been considered as taboo
subjects in Turkey, have begun to be extensively discussed in the print and broadcasting
media on the one hand, and in the social media on the other.”® In this context, a new
genre of “political films” appeared in the cinema of Turkey since the mid-1990s.
According to Asuman Suner, as a result of the process of “democratization over the last
decade [in the 2000s], Turkish cinema has begun to address politically charged issues
more easily than before.” Suner associates the relatively liberal climate of the last

decade with the improving relations between Turkey and the European Union on the

228 Candan, Can. “Yeniden itibar goren tiir: Belgesel,” Milliyet Sanat, May 2006, pp. 68.
229 Hasan Akbulut argues that this is an outcome of what he calls the “postmodern
understanding”: being one of the ingredients of modernist approaches in literature and
cinema, “metanarratives” have mostly been composed of official historiography —
involving victories and glorious pasts, and classical grand narratives depending on
invincible protagonists. Jean-Frangois Lyotard’s description of metanarrative is relied
on “transcendent and universal truths” and he defines the postmodern condition as the
groundbreaking development which questions the totalizing nature of the metanarratives
of the past. (Lyotard, Jean-Francois. The Postmodern Condition: A Report on
Knowledge, 1979: xxiv-xxv.) Likewise, Akbulut claims that questioning the universal
and totalistic environment of the past paved the way for creating small narratives
deriving from mundane issues and problems of the genuine people. Therefore, with the
new millennium, the postmodern condition had effect on documentary field as it
influenced other domains of culture, and there has been a rise in the production and
circulation of documentary films in Turkey. They take their roots in stories that have
either been left out or ignored by the official ideologies [would historiography be a
better term here?].

230 As of the date that this thesis is written, websites such as Facebook, Twitter and
FriendFeed are considered to be the most powerful networks where people can get
together over a subject, sign petitions and create alternative agenda and resistance areas
against state mechanisms as well as policies of big corporations. In Turkey, Eksi
Sozlik has become the well-known trend setter for sectors of entertainment and culture
along with the political arena through which people expressing their opinions by using
nicknames on the website can be prosecuted and even levied fines.
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one hand, and the “relative softening of political censorship” on the other.”*" These
factors enabled the emergence of a “new political cinema” in Turkey that dares to
interrogate subjects like “the periods of martial law, discriminatory policies against
religious minorities, or the conflict with Kurdish separatist guerillas in the southeast”.?*
These films touch upon Turkey’s traumatic past and focus attention on “how the lives of
ordinary people have been destroyed by the turbulent political climate of Turkey during
the recent past.”>** Among the prominent examples of the new political films of the last
decade, we can cite Giinese Yolculuk (Journey to the Sun, 1998) and Bulutlar
Beklerken (Waiting for the Clouds, 2004) by Yesim Ustaoglu; Higbiryerde (In Nowhere
Land, Tayfun Pirselimoglu, 2002); Camur (Mud, Dervis Zaim, 2003); and Sonbahar

(Autumn, Ozcan Alper, 2008).

Parallel to the emergence of the new political films in Turkey after the mid-
1990s, documentary filmmaking has also become an important tool to address the social
and political problems that had previously be considered as taboo. Some of the
filmmakers like Yesim Ustaoglu, Dervis Zaim, and Kazim Oz made political fiction
films have also produced documentary films during the same period. In the words of
Akbulut,

“[d]ocumentaries in the 2000s in Turkey deal with historical events that have
long been inhibited and not expressed; with political, cultural and historical
problems that were tragic and poignant; and they call the viewers for

231 Censorship has been a contested issue in cultural life in Turkey as well as in Turkish
cinema. “Until the mid-1980’s, censorship was a matter for the police. There was no
law regulation for the production, distribution, exhibition, or importation of films in
Turkey until the mid-1930s. In 1934, the Regulation on the Control of Films and Film
Screenplays was formulated as part of the Police Duty and Authorization Law, and it
was applied with minor revisions until 1977. On the basis of this regulation, the Board
examined screenplays prior to the production of the film. Apart from this procedure, the
Ministry of the Interior reserved the right to censor or ban a film, even it had been
approved by the Board. This censorship procedure prevented filmmakers from
promoting challenging ideas or developing any explicit social or political critique
(Suner, quoting Erdogan and Goktiirk). In 1977, the law was reformulated in such a way
as to express concern for the mental health of juvenile audiences and loosely suggest a
rating system be introduced. This censorship procedure remained intact until the mid-
1980s despite efforts to change it. The Ministry of Culture became responsible for
affairs of censorship starting in 1986, which brought about considerable relaxation
(quoting Erdogan and Goktiirk).” Suner, Asuman. New Turkish Cinema: Belonging,
Identity and Memory. London: I.B Tauris, 2010, p.51-52.

232 |bid, p.52.

2% |bid, p.52-53.
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remembering instead of forgetting. They attempt to build a collective

memory” 2

Documentaries such as Nahide nin Tiirkiisii (Hush!, Berke Bas, 2008), [ki Tutam Sag:
Dersim’in Kayp Kizlari (Two Locks of Hair: The Missing Girls of Dersim, Nezahat
Gilindogan, 2010), Dersim 38 (Cayan Demirel, 2006), and 5 Nolu Cezaevi: 1980-1984
(Prison No 5: 1980-1984, Cayan Demirel, 2010) initiate an inquiry into social memory.
In a similar vein, documentary films that expose human and democratic rights violations
in Turkey have been on a rise during this period. For many filmmakers, documentary
film was a significant medium to discuss issues concerning gender, sexual, ethnic and
class identity. Aykut Atasay, for example, a documentary filmmaker producing films on
LGBT issues and activism in Turkey, indicates that documentary filmmaking is the
immediate and indispensible medium for knowledge-sharing between those groups who
experience hardship themselves, but are not necessarily familiar with the pain and
hardship that other groups endure. Therefore, documentaries conveying “small and
genuine stories” of the people belonging to different social and political groups would
lay a bridge with others who go through similar experiences.?*® Films such as Beyaz Al
Prens Bosuna Gelme (Prince Charming, Don’t Come in Vain, Aykut Atasay, 2008) and
Benim Cocugum (My Child, Can Candan, 2012) are examples of documentaries on the
LGBT issues in Turkey.?*® Films such as Kafesteki Kus Gibiydik (Like a Bird in a Cage,
Giiliz Saglam, Feryal Saygiligil, 2009) and Sanki Esittik! (As If We Were Equal!, Giliz
Saglam, 2011) focus primarily on women’s right in Turkey in economic and political
domains. Besides, documentaries including Anadolu nun Isyan: (Rebellion of Anatolia,
collective work, 2011) and Akintiya Kars: (Against the Current, Umut Kocag6z, Ozlem

234 Akbulut, p. 121. The translation is mine.

2% http://www.futuristika.org/kultura/sinema/beyaz-atli-prens-bosuna-gelme/ (Date of
access: 21/05/2012)

2% Gradually being acknowledged as a fact in Turkey in the 2000s, the LGBTT
movements are constantly brought into a state of contestation in the media as well as in
the political domains. Defending for equal rights and freedom to live in harmony with
the rest of the society—instead of being constantly marginalized, people from the LGBT
movements are searching ways to gain recognition. For them, producing documentaries
constitutes one of the possible ways, both for visibility and self-expression.
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Is1l, 2012) draws attention to the destruction of the nature through HES projects®®’ built

in various parts of Anatolia.”*®

In light of the discussions on the ongoing alliance between documentary cinema
and activism in the past years, | would like to situate the “urban activism
documentaries” as a sub-genre within the context of political documentary that gained
acceleration in the 2000s to be examined as part of the social and political background

of Turkey.

237 (Eng.) Hydro-electric power plant.

28 These documentaries portray dissidence movements of the local people living in the
villages where the constructions have been operated and attempt to create an
atmosphere of opposition and awareness against the destruction of the nature.
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CHAPTER 3. POLITICS OF REPRESENTATION IN “URBAN ACTIVISM
DOCUMENTARIES”

3

This chapter deals with the different strategies that “urban activism
documentaries” have employed to lay bare the government’s/state’s politics of
representation. It argues that these documentaries have a thematic unity, which revolves
around acritical stand towards the damaging effects of the process of urban
transformation in Istanbul in the 2000s. The rest of the chapter focuses on how “urban
activism documentaries” employ different modes of aesthetics and politics of
documentary filmmaking in representing ongoing urban transformation processes.
These differences will be examined in the light of important changes in the general
history of documentary filmmaking. In doing so, this chapter also aims to provide
answers to the following questions: what are the basic narratives used in “urban
activism documentaries”? How do they represent the subjects involved in the process of
urban transformation? How do the directors position themselves during the process of
filmmaking? What kind of a relationship do they establish with the subjects that they

film?
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a. The Thematic Unity in “Urban Activism Documentaries” in the 2000s

“Urban activism documentaries” have come to form a sub-genre in documentary
cinema in Turkey. Thematically, they converge to the extent that they express a critique
to the ongoing process of urban transformation conducted in Istanbul by the AKP
government since the 2000s. The nature of opposition and resistance these films
embody essentially carry two dimensions: On the one hand, “urban activism
documentaries” seek to provide an audiovisual register of the actual process of physical
demolitions, destruction, and rebuilding in Istanbul under the neoliberal policies of the
government. They describe the process of material transformation that has been taking
place in several districts of Istanbul since the 2000s. They also visualize the resistance,
struggle, and protests of the dwellers of the neighborhoods that are going through the
process of transformation. Thus, in a way, these documentaries can be seen as concrete

2% of the physical deterioration of

manifestations, or as Nichols says “documentations
certain urban districts complemented with the perspective of those people actually

enduring this trauma.

On the other hand, the significance of “urban activism documentaries” comes
from the fact that they express their directors’ subjective standpoint in relation to the
ongoing process of urban transformation in Istanbul. The directors of these films define
their works as “activism” because they are individually involved in the process of
transformation as responsive dwellers of the city. For instance, Aysim Tlrkmen states
that she is one of the founders of the “Sulukule Platformu” (the Sulukule Platform), a
solidarity organization founded in 2005 by the local people as well as volunteers from a
variety of academic and professional backgrounds. Similarly, Nejla Osseiran points out
that she is in touch with the same platform and involved in the collective actions
organized by the volunteers. Another reason for her to have strong ties with the platform
is that she organizes individual aid campaigns among her family members, friends as

well as in her neighborhood for people in Sulukule.?*°

2% Defining “documentation” Bill Nichols argues that documentaries are not
“documents” and continues: “they may use documents and facts, but they always
interpret them. They usually do so in an expressive, engaging way.” (1bid, p. 147)

249 Taken from the interview conducted on February 8, 2012.
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As these directors have an intimate relationship with the local dwellers they
naturally tend to sympathize with them, which in turn prompts them to render the
experiences of the dwellers visible. The camera is a particularly powerful means to
bring an issue to light: the directors seek to give the dwellers an opportunity to make
their suffering heard. In this vein, documentaries not only become a communication
channel for the resistance and protests of the dwellers, but also an expression of

filmmakers’ self-involvement in the process.

In this respect, “urban activism documentaries” can be regarded in two ways: as
a means of resistance, and as channels to convey resistance movements and legitimate
protests of the dwellers against the urban transformation process in Istanbul. What is
meant by “conveying resistance” is that these documentaries are the tools of presenting
and transmitting what is going on in the neighborhoods through audiovisuality. They are
considered alternative mediums, as opposed to the mainstream communication
mechanisms, to display the practices of everyday life. In his piece From Opinions to
Images: Towards a Sociology of Affects, Ulus Baker draws a parallel between the
sociology of affect and documentary filmmaking. The sociology of affects that can be
attained by searching for the “affective character of social types”: aiming to develope a
“sociology of affect” which can replace the “sociology of opinion”, Baker recognizes
the importance of the affects; in other words, “the role of emotions, passions and

”241’ over

sentiments in individual and social life and in the processes of socialization
sociological thinking. He argues that there is “a strong connection between ‘affects’ and
the possibility to visualize them in concrete life situations through what is called
documentary”.?*? The sociology of opinions, he further states, is generally suspicious of
the “visual” [which can be treated as “audiovisual” within the contours of this thesis],
forcing it to abide by the “text” and “commentary”, and pretends to be the unique
analytical power capable of effectively studying this huge world of “images”, that is co-

extensive with modernity since the invention of photography.**® The passage from the
sociology of opinion to that of affect can be carried out if a social type is treated as a

24! Baker, Ulus. “From Opinions to Images: Towards a Sociology of Affects”,
(unpublished doctorate dissertation), Middle East Technical University, 2002, p.71.
242 :

Ibid, p.7.

243 |bid, p.7.
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“bundle of affects”, rather than a composite of opinions.”** In this vein, the affective
character of a social type can be primarily and precisely projected through “artistic
representation”. Here, Baker points out that it is only meaningful to visualize the
affective character with a “sociology capable to be axed on concrete affects (individual

and social) [as it] can render the basis for the reproduction of social types.”*

Drawing largely upon Baker’s statement, I put forward that documentary
filmmaking sets up the ultimate substructure for the audiovisual representation (not the
reproduction, as Bill Nichols also argues). The projection of people’s mundane
activities through the filmmaker’s artistic lens (which is the documentary) would render

a more powerful understanding about one’s affective character.

In addition to being a means for making visible resistance movements through
alternative networks of communication, “urban activism documentaries” can also be
defined as forms of audiovisual resistance in and through themselves. The directors of
“urban activism documentaries” intend to render visible the mechanisms of opposition,
challenge, and resistance of the dwellers and other activists against the process of urban
transformation. The documentaries have come into prominence as a particularly
powerful site of audiovisual representation of day-to-day practices. While photography
started to be used as the primary tool for capturing the instances of everyday life for
more than at least one hundred years, documentary filmmaking is to add motion to the
practices of photography. Nejla Osseiran, for instance, states that it was the urgent need
for taking a photograph of a child who was sleeping on the street that she came to
recognize the power of photography: she says that she was terrified to see a little child,
a street weigher, too tired as he fell asleep on the street of one of the wealthy districts of
Istanbul. This made her realize that there is a viable possibility with photography and
documentary filmmaking to capture rare and ordinary moments of life. At the same
time, it also allows seeing through the director’s subjective process of making sense of

and coming to terms with what he or she tape-records.

We can identify five common standpoints in “urban activism documentaries” in
their critique of the urban transformation process in Istanbul in the 2000s. The first

point of critique arises against the background of neoliberal urban policies implemented

24 1bid, p.71.
2 |bid, p.72.
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by the AKP government, which are seen to mainly serve the interests of economically
powerful classes and prioritize economic gains in the process of urban transformation.
The “commodification of land” and urban space through the expansion of TOKI, the
government’s main agent in the construction sector, resulted in an ever-growing

income-generating mechanism for the government.?*

A strong “urban coalition” was
established between the city government, the urban elites (involving bourgeoisie,
institutions of real estate, finance sectors, and the higher ranks of civil society), and the
media and foundations funded by businessmen®’ during the 1990s. Through this
establishment, the process of transformation generated, in a very short period of time,
tremendous amounts of capital surplus for those belonging to the upper strata of society.
Through the accumulation of the property rights of the dispossessed people, the private
construction companies, along with the TOKI, have been accumulating significant
amounts of unearned income during this process. For instance, Nejla Osseiran draws
attention to the fact that the process of transformation conducted in Sulukule does not
solve the housing problem of the local people, as reads the promise of those in charge of
the project. On the contrary, she claims that people of the district became more
vulnerable, not at least, because they come impoverished through the dispossession of
their houses and properties. They are also deprived of the chance of moving to other
parts of Istanbul. Capital accumulation by dint of dispossession is very well expressed
in the words of Gulsim Abla in Canim Sulukule: She recounts her story to the director
by starting with his son’s false accusation and his being putting into prison. Deprived of
any social rights and security, she narrates, describes, says, that she underwent lots of
financial trouble as well as health problems due to the ongoing conditions of
displacement and dispossession. In the middle of the conversation with the director, she
puts into words what is obvious, yet profoundly touching: “They have kicked us out as
you see, there’s no hope for us... You are going to knock my house down and then
where are you going to put me? Give me a house, give me something. Give me some

rights.” (figure 3.1)

248 Unsal, Ozlem and Tuna Kuyucu, “Challenging the Neoliberal Urban Regime:
Regeneration and Resistance in Bagibiiyiik and Tarlabags1”, p.52.

241 Keyder, “Istanbul into the Twenty-First Century”, p. 27.
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Figure 3.1: In the background we hear Gllsiim Abla talking about the forced displacement of the Roma

people while we see images of former inhabitants of Sulukule. This woman looks at the camera with an

expression that reveals her sadness and worry about the aftermath of the urban transformation while her
daughter is smiling. (DVD screenshot)

Similarly, Fatih Pmar states that the AKP implements neoliberal policies
successfully. Drawing attention to the significance of migration on urban
transformation, he points at the correlation between people being objects of
consumerism and their love and hate relationship with money. He argues that the
ongoing process completely dwells on money and unjust capital generation
mechanisms, and on the decision-making in accordance with the required neoliberal
policies.”*® Yet, the process ends up with the commodification of the lands of poor
urban dwellers. It is important to note that Fatih Pinar’s statements in the interview echo
what people highlight in the Tarlabasi video: they complain that only the rich and
powerful would command the process of transformation and easily get what they want

while the the poor near the burden. (figure 3.2).

248 Taken from the interview conducted on January 30, 2012.
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They earn money without doing anything...

Figure 3.2: Edited one after the other, these two images powerfully illustrate what Fatih Pinar aims to
visualize in his films: the powerful visual aesthetic in the first image is sustained through the facial
expression of the man along with his posture while he is probably the one who argues in the background
that the rich command the world. It is the people of Tarlabas1 who are being marginalized. The gesture of
the man at the center in the second image, sitting in a coffee house, illustrates the sense of hopelessness
dominating the neighborhood. (Taken from Fatih Pinar’s Tarlabas: video on his website)

The second point of critique is related to the issue of class. As David Harvey
indicates, urban transformation is always a class phenomenon.?*® The process of
transformation, restructuring, and revitalization of the urban landscape around the world
is inevitably linked with the displacement of the underprivileged, marginalized, and the
poor urban dwellers.*® Those who do not have access to social, economic, and political
means of recognition can easily be displaced in order to serve the interests of the elite

bourgeoisie. What Harvey calls “accumulation by dispossession” works through the

249 Harvey, David. “The Right to the City”, p.24.
2%0 1bid, p.24.
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systematic disempowerment and displacement of the urban poor. Reflecting this
argument, Fatih Pinar contends that unearned income generating mechanisms through
urban restructuring not only create class-based segregation among society; it also paves
the way for displacement for the urban poor whilst promoting luxury life standards for
the rich newcomers to the districts. The construction sector, Pinar continues, tends to
expand according to the demands of the upper strata of the society, therefore it is
yielded to the immediate profit-making through “accumulation by dispossessing” the
poor. In his video called Tarlabas:, which also the name of an Istanbul district, Fatih
Pimnar very dramatically depicts the planned gentrification plans: an expert talks about
the anticipated projects of the municipality which is designed for the upper and upper-
middle class people while Pmar combines this record with the photos of the street of
Tarlabast and the dwellers before the demolition started. In this way, he convincingly
shows what is going to be lost and what is at stake for the majority of the people living
there, all for the sake of prosperity of the rich newcomers to Sulukule.

The third point of critique is related to the disappearance of the historical urban
texture of Istanbul. “Urban activism documentaries” provide audiovisual accounts of the
actual process of demolitions of various historical districts in Istanbul. They present
what has already been lost or is about to in the process, albeit knowing that the
existence of the camera in the neighborhoods and districts would not help ceasing the
demolitions. Yet, at the very least they bear a crucial symbolic value in that they
produce “a document that lives beyond the destruction of these areas.”?>! Having once
been the trademark of the city of Istanbul, the unique architectural landscape in the
aforementioned neighborhoods is about to become extinct. The ongoing process of
restructuring involves construction of massive building sites. It aims at creating a sense
of homogenized way of life in mass housing estates. This is one of the crucial questions
that Fatih Pmar incessantly returned to during our interview. Concomitant with the
homogenization of the urban landscape through mass building stocks, for him the
restructuring resulted in similar and sterile environments duplicated all around the city.
The longstanding texture and landscape of the historical districts have been wiped out

through demolitions and renovations. He states that the local municipalities, under the

251 Goktiirk, Deniz. “Projecting Polyphony: Moving Images, Travelling Sounds”,
Orienting Istanbul: Cultural Capital of Europe?, ed. Deniz Gokturk, Levent Soysal and
Ipek Treli, Oxfordshire: Routledge, 2010, p. 195.
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supervision of the central government, are run in the manner of corporate profit-making
companies, which serve the interests of the bourgeoisie. This explanation goes hand in
hand with what Michael Sorkin points out as one of the salient characteristics of the
new conception of the city life. Drawing upon the practices of urban planning in the
United States, Sorkin claims that city planning has “mainly ceased its historic role as the
integrator of communities in favor of managing selective development and enforcing
distinction.”*? The aesthetics of exclusion and homogenization are very well conducted
in the name of creating modern, clean, and sterile environments for the dwellers. Yet,
the main underlying rationale is to make profit out of the whole process through the
dispossession of dwellers in selected spaces in the city.

The fourth point of critique is related to the traumatic experiences of the urban
dwellers who are physically forced out of their homes and neighborhoods. The urban
restructuring process entails physical destruction of the squatter houses implying
psychological detrimental outcomes for the families living there. People who were born
and raised in these districts are forced to leave their homes. This, in fact, creates a sense
of social and physical exclusion of the dwellers from their homes and communities. The
forced exclusion and displacement through material dispossession is best illustrated in a
film entitled Selahattin’in Istanbul’u. At the beginning we see Selahattin, the main
character of the film, moving into TOKI buildings in Tasoluk. He talks about the
process of transformation while he takes the minibus from Tasoluk to go to several
districts of Istanbul where he peddles every day. It is only after Selahattin goes to
Sulukule for the first time in the film that we can understand what displacement from
that very district has meant to him. Spending his entire life in Sulukule, he seems to feel
at home while he was chatting with his friends in a local coffee house or he has a dinner
in his close friend’s house. Meanwhile, the camera does not capture any moment of
peace and happiness while he is in his apartment in Tasoluk. This place does not require
any sense of belonging and identity for him since he solely feels to belong to the
neighborhood where he was grown up and spent his entire life.

The fifth point of critique is associated with the violation of democratic

citizenship and housing rights of people. The AKP government’s neoliberal urban

252 Sorkin, Michael. “Introduction: Variations on a Theme Park” in Variations on a
Theme Park: The New American City and the End of Public Space, ed. Michael Sorkin,
Hill and Wang. New York: 1992, p. xiv.
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transformation policies have rendered many people homeless and without any source of
income. These policies have been consolidated through juridical arrangements and
immediately executed through demolition of the gecekondu houses in selected districts.
One of the crucial examples regarding the violation of housing rights of the residents is
indicated in Nerede Yasarsan Yasa!: the title of the film already refers to one of the very
informal statements that the government officials would have said to the dwellers in
Tokludede —“It does not matter where you live!”. In fact, the film shows more. There is
a dramatic instance in the film showing an old woman on the street crying as the camera
captures the moment: the municipal police officers turn off the water supply of her
gecekondu house. She says that she will end up being homeless since she cannot find
anywhere to go (figure 3.3). On the other side, the officers constantly repeat that the
dwellers of the house were warned to leave their houses since the neighborhood was
declared to be demolished by the Fatih municipality. Similar to this symbolic violence
occurred in Nerede Yasarsan Yasa!, high degree of physical violence by the police can
also be observed in Gog: the main bulk of the film focuses on the violent intervention of
the police officers to the protests of the dwellers in Basibiiyiik. After the
implementation of urban transformation projects, the residents constructed barricades
around the construction sites in response to which the governorship assigned 1000
police officers 2008.%° The film powerfully demonstrates the violent confrontation
where the police officers not only beat up the dwellers, but make a markedly
disproportionate use of force. The police officers use pepper gas on the local people.
One of the primary duties of a social welfare state is known to provide and protect
housing right of its dwellers. In fact, the examples given above indicate that the housing
rights of the residents in the respective neighborhoods are physically and juridically
violated by government officials. Thus, an irreparable dent is inflicted on democracy

and human rights elements considered to be vital components of a democratic state.

253 Unsal, Ozlem and Tuna Kuyucu, “Challenging the Neoliberal Urban Regime:
Regeneration and Resistance in Basibiiyiik and Tarlabas1”, p. 63.
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Figure 3.3: The old woman desperately talks to the camera while the camera witnesses the moment where
the officials cut off the water supply (DVD screenshot from Nerede Yasarsan Yasa!).

Acknowledging the strong connection between these five themes, “urban
activism documentaries” put the emphasis on the concept of the “right to the city”.
Being an integral part of the fundamental human rights, David Harvey primarily defines
the “right to the city” as the “individual liberty to access urban resources.” Yet, Harvey
insists that this should be understood as a “common” rather than an individual right
since it is based on the idea of a “collective power to reshape the process of
urbanization.”®* This collective power, in turn, can be transformed into decision-

making mechanisms that call urban dwellers to resistance and activism.

This is why “urban activism documentaries” can also be seen to emphasize the
urgent need for creating a democratic environment for self-determination. For instance
in EkGimenopolis, the director for the most part makes the experts and academicians
explain the reasons behind the necessity for defending the “right to the city”. Other
films provide opportunities for dwellers to express themselves. For example, in
Selahattin’in Istanbul’u, Selahattin speaks to the camera addressing the AKP
government and says that they put many people like him out to the periphery (“to the
hills” in his expression) and asks: “Are we not humans to live in the city?” Another
example can be taken from Camim Sulukule: While narrating her long and tough life,

Gulsum Abla rhetorically seeks for an answer to her question: “Why are we the ones

2% Harvey, David. “The Right to the City”, p.24.
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who are despised? Is it because we are Roma? Are we not human?” Likewise in G0,
the director records protest demonstration of the dwellers in Bagibiiyilk where most of
them express their anger and discontent about the whole process. Many dwellers
reproach the prime minister saying that they are forced to leave their living space for the
sake of new houses to be built for rich people. They implicitly point out to violations of
their basic housing rights by the government, yet the only thing they can do is to protest

and share what they have been going through with the filmmaker and his crew?

Thus, despite a thematic unity “urban activism documentaries” share — i.e.
capturing the tragedies of those unfortunates who have become subject to gentrification
and urban transformation processes - they yet entail different styles of documentary

filmmaking.

b. Aesthetics and Politics of Documentary Filmmaking in “Urban Activism

Documentaries”

While the “right to the city” is a major thematic preoccupation of “urban
activism documentaries”, the films differ from one another with regard to in terms of
theirnarrative structures. “Urban activism documentaries” have distinguished
characteristics and narrative structures deriving from the “practice of mixing different

modes” and models of documentary filmmaking.

Bill Nichols talks about this “practice of mixing modes” in documentaries in the
sense that a selected film might include elements of multiple models and modes within
the documentary genre.”® Here, what is important is which elements the director
chooses to emphasize certain things and how he or she applies these elements to convey
his or her statement in a particular and personal narrative style. For example, a
documentary could contain elements of an advocacy model with a voice-over
commentary, while yet carrying aspects of the “expository mode” or the “participatory

mode”.

This particular practice can be useful when we think about the divergence of the

styles employed by “urban activism documentaries”. The directors of almost all films

2% Nichols, Bill. Introduction to Documentary, Indiana University Press, 2010 (Second
Edition), p. 154-55.

85



discussed above make use of patterns borrowed from different modalities and sub-
genres. Hence, as Nichols indicates, this practice is “different from an ‘anything goes’
approach in which filmmakers invent structures and patterns on the spot, without
recourse to precedent.” In fact, Nichols continues, “the filmmakers who are familiar
with previous work and aware of the basic characteristics of different models and modes
typically exhibit a fluidity and grace in their ability to use a wide range of conventions

and techniques to create a style, and voice, uniquely their own.”?®

“Urban activism documentaries” likewise employ a combination of various
conventions and techniques of documentary filmmaking to develop a distinct point of
view on the process of urban transformation in Istanbul. At the same time, they seek to
raise awareness on the politics of representation by making different aspects of the

process of filmmaking visible.

Among “urban activism documentaries” examined in this thesis, Eklimenopolis
occupies a particular place in several respects. It is the only feature-length film that was
commercially released in movie theaters in Ankara and Istanbul. The commercial
release is important in the sense that it enabled receiving attention by the mainstream

media®®’

. The film in fact became a topic for discussion in the public sphere.
Eklmenopolis does not revolve around the story of a particular character or a particular
district. Instead, the process of urban transformation of the megapolis itself becomes the

central subject of the narrative.

Ekumenopolis is directed by Imre Azem who studied political science in the

United States and lived there for thirteen years.®® He has been working as a freelance

2% |bid, p. 155.

25T Taken from an unpublished interview with the director, conducted by Can Candan
on August 14, 2012.

2%8 This is taken from the Artist’s Talk event taken place on May 11, 2012 for the FILM

435 course in Sabanci University. He explains the reason why he wanted to make this
documentary with an anecdote: while driving a car in 2008, he listens to a speech by a
minister on the radio saying that Istanbul needs a third bridge and that people living in
Istanbul wants to have this bridge. This makes him curious about the whole issue
concerning the construction of the third bridge as well as the transformation projects
held in Istanbul and he started to conduct research, to attend conferences and to speak to
the experts working on these issues for many years. For more information see:
http://altyazi.net/makale/ek%C3%BCmenopolis-ucu-olmayan-%C5%9Fehir-7-253.aspx
(Date of access: 19/05/2012)
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filmmaker since his return to Istanbul in 2008. Azem considers film as the most
appropriate medium to reflect one’s process of learning about an issue.”® The film
draws heavily on an activist discourse, which the director himself mentions in several

published interviews.

The type of activism that Eklimenopolis employs can be seen to have its roots in
the concept of the “right to the city”. The director points out that there are several
associations, platforms, initiations, and civil society institutions organized against the
ongoing processes of transformation. Yet, even though they support each other’s causes
when necessary, the director believes that there is an urgent need for a strong and
integrated collective action involving the existing mechanisms of resistance. He draws
attention to the fact that these mechanisms of resistance are already focusing on
participatory democracy in urban living. At that point, he is very hopeful about his film
for he believes that Ekiimenopolis gives a clear and strong message to the dwellers of
the city and says that the ongoing processes conducted in Istanbul are integral parts of
government policies and the private companies on urban planning. Therefore, the
necessary grass root movements, resistance, and activism against these policies should
be organized around strong collective alliances to be recognized by the existing “urban
coalitions”.?® They should mobilize the urbanites for initiating grass root movements,
which could precipitate a collective struggle for defending the “right to the city”. They
also should go after establishing powerful participation mechanisms to be actively

involved in urban policy-making.

In terms of style, Ekiimenopolis has a macro-narrative structure. It employs a
holistic lens by giving an overview of the implementation of a variety of urban
transformation projects in Istanbul. It adopts an analytical approach by showing each
detrimental process of restructuring in the city in connection toe others. Being divided
into six major chapters, the film presents statistical data, flow of extensive instructive
information, and visual elements and graphic materials, maps, and animation sequences
to convey informative data supporting its case. In a recent interview, imre Azem

underlines put this as follows:

29 This statement is also taken from his talk.
260 hitp://altyazi.net/soylesiler/ek%C3%BCmenopolis-ucu-olmayan-%C5%9Fehir-7-
253.aspx (Date of access: 18/07/2012)
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“We used animations in order to explain this overlooking perspective in a
simpler and clearer way. In short, the only criterion for these choices was this:
‘how can we present this subject matter in 90 minutes to someone who does not
have a sggfialty in these topics? How can we make them sensitive about these
issues?’”

Ekimenopolis benefits from the use of aerial shots of the city and archival images of
particular news that indicate press statements of the government officials (figure 3.4).
Drawing heavily upon the expert opinions —including academicians from different
disciplines and several high-rank managers of prominent construction companies-,
Eklmenopolis presents a didactic narrative of the city. In this sense, it can be considered
as an example of the nonfiction model of “advocacy.” In a nonfiction model, it is
generally intended is to reveal evidence and examples for a specific case to convince the
audience.?® The film likewise seeks to manipulate the viewers by convincing them that
Istanbul is “falling” into a process of gradual destruction. Having an assertive tone, the
film attempts to incite feelings of reaction and anger on the audience against the
ongoing restructuring process in Istanbul. Here, it is important to say that the film
actually achieved its goal of drawing reactions of the audience in the printed media.?*®
Many critics maintained that the film was a courageous attempt to react against the
government in charge and its neoliberal policies in politics and economy. Thus the
consensus over the significance of the film as a tool of political intervention was
immediately attained. Yet, Ekiimenopolis also provoked criticism with regard to its
politics of representation.

281 http://www.ntvmsnbc.com/id/25346073 Published on May 4, 2012, the title of the
interview is “This balloon is obviously going to explode”. (Date of access: 06/05/2012)
— my translation.

262 Niichols, Bill. Introduction to Documentary, p.150.

263 After being screened in civil society organizations and festivals during 2011 and
commercially released in two movie theaters in Ankara and Istanbul in 2012, the film
received special attention from the film critics as well as bloggers on the internet.
Several articles have been published in movie magazines such as Yeni Film (Vol. 23,
June-September 2011) and Altyaz: (Vol. 111, November 2011 and Vol. 118, June 2012)
while many websites and bloggers posted critiques both in English and Turkish about
the film. For instance: http://www.theguideistanbul.com/news/detail/628 and
http://sinematist.com/belgesel/ekumenopolis-ucu-olmayan-sehir-2011/ (Date of access:
29/06/2012)
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Figure 3.4: Three snapshots from Ekiimenopolis: The film constantly employs aerial shots depicting the
ongoing urban transformation in Istanbul. In a sense, the film manages to capture the systematic
restructuring, the incessant and ever-growing diffusion of the skyscrapers and modern building blocks
throughout the city. Nevertheless, even these screenshots help understanding how the director positions
himself within the big picture; he sees and exhibits the changes in the city from above, not always from
within the neighborhoods. The camera, for most of the time, floats over the city. (DVD screenshots)

First of all, Ekiimenopolis attempts to cover the problems of Istanbul through a
top-down perspective. While paying attention not to omit any subject related to the
whole discussion, | argue that the film becomes exhausting and difficult to follow. It
seems as if the director intentionally avoided focusing on one particular problem in the

neighborhoods; such as dispossession of the urban poor by the urban transformation
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projects or issues primarily related the third bridge. Yet, this avoidance of dwelling on a
single discussion in its entirety left the documentary without a specific focus. In fact,
the film presents each chapter without any sense of profound contextualization on the

subject matter.

The lack of focus is more comprehensible when we think about the narrative
structure: the film does not embark upon a single problem or a particular character that
the story revolves around. This, not only complicates the structure of the film, but the
focus is not also clear: therefore the information is superficially given about the whole
process. For instance, the question concerning the construction of the mass housing is
the specific subject discussed in the fourth chapter of the film, entitled [Anti] Social
Building Model]. The chapter aims to make a correlation between the 1960s” Germany
and the 2010s’ Istanbul, by claiming that the mass housing projects to be constructed by
TOKI in Istanbul will create an “anti-social environment” for people. Yet, the
correlation that is supposed to reinforce the negative externalities of the mass housing
seems far-fetched: the comparison distorts the main point of the film, which is to
indicate the negative outcomes of the construction of the third bridge. Moreover, the
focus of the film is also dispersed through expert consultations: constituting nearly the
two-third of the film, interviews conducted with the academic and professional experts

are of vital importance for the sustainability of the story (figure 3.5). Yet, if these

excerpts are to be removed, the film would lose its persuasive foundation.

Figure 3.5: Examples of expert interviews in Ekiimenopolis: (left) Miicella Yapici; President of the
Disaster Committee of the Chamber of Architect and (right) Haluk Sur; CEO of the foundation of Real
Estate Investment Company (GYODER). There are other academicians as well as businessman upon
whose opinions the narration of the film is largely based. (DVD screenshot)

Anthropology and sociology use specific methods for empirical fieldwork
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investigation as well as scientific data concerning the given area, social structure, or a
given society. They do not deal with top-down analysis of the societies with an
emphasis on macro-level superficial inferences. On the contrary, they launch into
extensive research strategies examining thoroughly the inner-mechanisms and power

relations within the area of study.

When looking from a social science perspective, Ekiimenopolis has serious
deficiencies. The film includes stories of the working class members exposed to urban
transformation in three different neighborhoods, namely Sulukule, Basibiiyiik, and
Ayazma. Coming from different ethnic origins and economic background, the accounts
of the dwellers in three districts constitute a very small section of the film. In fact, the
audience is not given a chance to comprehend the big picture in the selected
neighborhoods. For instance, there is no clear explanation or information given in the
film about whether the process of restructuring is conducted in the same way in all
places. Likewise, there is no indication about whether the dwellers in the given districts
are all opposing to the ongoing process of transformation. Hence, it has been gradually
accepted by many scholars that some of the de facto gecekondu owners make significant
profits out of the process whereas for many others, the so-called “occupiers” of the

lands having no land title or housing rights®®*

, the process is no more than a living hell.
The complexity in the housing and property structure remains untouched throughout the
film; not least because the primary goal of the film is to provide a big picture of the

restructuring process.

Moreover, no analysis is given concerning the structural characteristics of the
districts in question; including the demography of the selected neighborhoods, statistical
data on the ratio of people coming to the neighborhoods through internal migration,
extensive data study on the occupations of the dwellers, and any articulation of the

existing power relations among the dwellers within the districts.?®®

Considering its assertiveness and didactic structure, it is possible to argue that

Ekiimenopolis employs characteristics of the “advocacy” model of the nonfiction

264 Unsal, Ozlem and Tuna Kuyucu, “Challenging the Neoliberal Urban Regime:
Regeneration and Resistance in Bagibiiyiik and Tarlabas1”, p. 56.

26% Some of the points of critique about Ekiimenopolis come from an informal interview
with a scholar of sociology who asked his name not be mentioned.
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documentary cinema merged with some elements of “expository mode”. The
“expository mode” of filmmaking requires “direct address commentary” and the
prevalence of voice-over.?® It also gives “priority to the spoken word to convey the
film’s perspective from a single, unifying source. This, in turn, facilitates
comprehension.”?®” Even though Ekiimenopolis does not involve voice-over narration,
“direct address commentary” is sustained through expert consultations as well as
statistical data and graphics full of scientific information. In fact, the storytelling in the
film is not only built on the basis of opinions of the experts to express a rather
homogenous statement over the ongoing process. In order to reach a conclusion about
the negative outcomes of the process, the film strategically uses expert consultations to
create an implicit voice-over effect: it aims at creating a sense that the opinions of the
experts intrinsically and naturally form a common discourse against the process of

transformation without using an additional a voice-over in the film.

The film has been screened in several universities, during festivals in Turkey and
abroad and by civil society organizations for the last two years. The only fund-raising
platform on the internet in Turkey (so far) called “Projemefon 2°® has been making
public announcements to raise money for the movie to be screened in movie theaters for
a limited period of time in 2012. The effort gave result so that the film was screened at

two movie theaters on May 4, 2012, one in Istanbul and the other in Ankara.

While Ekiimenopolis explores the problems of urban transformation through a
macro perspective with the presence of elements from the “expository” mode of
documentary filmmaking, there is no other film among “urban activism documentaries”
examined in this thesis that contain a similar holistic macro-narrative structure. Yet, it is
possible to suggest that Selahattin’in Istanbul’u and GOg share certain elements of the
macro-narrative structure. These films also entail different aspects of the direct cinema

style.

Selahattin’in Istanbul’u revolves around Selahattin, a peddler of Roma origin.
The film is about Selahattin’s story of involuntary displacement from his native

neighborhood Sulukule to the TOKI buildings in Tasoluk district at the outskirts of the

268 Nichols, Bill. p. 154-155.
287 |bid, p. 154.

268 «Fund to my project” in English.
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city. He continues to work in several districts of Istanbul after having moved to
Tasoluk. Yet, he regularly visits his old neighborhood where his friends and the past
wait for him. It is precisely these moments in Sulukule that Selahattin reveals where he
really belongs to: the viewer gradually comes to an understanding of not only what
Selahattin is going through, but also what the demolitions in Sulukule district mean to
its Roma dwellers. For instance, in one scene Selahattin talks to the owner of one of the
coffee houses in Sulukule. Throughout the conversation, Selahattin aims at finding out
what his friend thinks about the whole process while we, the audience, witness his
complaints and anger towards the policies conducted in the neighborhood through an
ironic lens: “God bless our mayor, our prime minister, and our president. They finally
got rid of us. They threw us out of these hills where there is nobody caring about us.
‘Isn’t there someone to hear us’, I want to scream.” (figure 3.6). This scene is a
powerful one throughout the film in the sense that it exemplifies the gradual
dispossession of the urban poor from the “right to the city”.

During the interview, Aysim Tiirkmen pointed out that she had gone to Tasoluk
buildings two months after some of the families from Sulukule had moved in the
district. She claimed that people had nothing but still a slight chance to go back to their
neighborhoods in the very first months. Yet, she continues, they gradually gave up on
their one and only hope and they got stuck in Tasoluk, in total despair. In this sense, the
scene mentioned above is one of the significant visual representations of the
helplessness and unhappiness that the Roma have been experiencing throughout the

urban transformation.
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Figure 3.6: Selahattin complains about the process of urban transformation conducted in Sulukule by
ironically thanking to the prime minister and the mayor of Fatih municipality while talking to his friend in
his coffee house. (DVD screenshot)

Tiirkmen’s relationship with Istanbul derives from the fact that she was born and
raised in the city. She believes that the struggle of Roma people for regaining Sulukule
is important in the sense that it was (and still is) a symbol for the urban resistance
movements in Istanbul. She admits that due to the kind of empathy that she and her
crew established with the dwellers, they were involved more into the process and
sometimes they had difficulties in maintaining their distanced while shooting the

film.2%°

Another motivation for Tirkmen for making this film is her critical questioning
of the AKP government’s urban transformation policy. She thinks that the AKP
government is competent in suppressing oppositional movements due to its powerful
majority in the parliament.?’® She believes that in order to be successful on the way to
resist and have a voice in defending the right to the city, one should examine critically
how the AKP government promotes the idea of modernity. According to her, the
ideology emphasizing modernization and renewal in the city works successfully in
legitimizing the mechanism of appropriation of urban land. She argues that the

269 Taken from the interview conducted on January 25, 2012.

270 It is taken from the same interview. The AKP’s power derives from the fact that the
party occupies the majority of the seats in the parliament at the time this thesis is
written, and every proposed law by the government to be voted is formed and accepted
according to the will of the party.
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government secures itself through the fact that many people actually want to live in a
utopia, which is supposedly provided through the transformation of the city. This utopia
appeals to the richest as well as the poorest in society. Only a small number of people
living in places like Basibiiyiik, Sulukule, Balat, and Tarlabas1 —the districts close to the
city center, therefore located on valuable land, and going through the process of
transformation- protest against the process of demolition, displacement, and

dispossession initiated by the government. The majority does not criticize this policy.

As indicated in the previous chapter, the direct cinema movement includes
elements of the “observational mode”: it entails, in other words, records of everyday life
experiences with minimal involvement to the raw material, that is, actuality. Its
practitioners claim that any kind of manipulation or intervention of the filmmaker to
what is happening (and what is recorded) would distort the reality. Drawing mainly
upon the ‘fly-on-the-wall' style, direct cinema “is a study of individuals or institutions,
characterized by close and detailed observation and the quasi-invisibility of the
recording team.”?’* In accordance with her motivation about making a film about the
process of restructuring, Aysim Tirkmen’s film borrows certain elements from the
direct cinema movement as this movement implies the presence of the film crew in the
film. The film also employs different technical methods and narrative structures derived
from other models or modes of filmmaking. It engages mostly with the “observational
mode” of filmmaking which, in Nichols’ account, highlights “the life as it is lived while
social actors engage with one another ignoring the filmmakers.”?’? He further explains

the characteristics of the mode as the following:

“Often the characters are caught up in pressing demands or a crisis of their own.
This requires their attention and draws it away from the presence of filmmakers.
The scenes tend, like fiction, to reveal aspects of character and individuality. We
make inferences and come to conclusions on the basis of behavior we observe or
overhear. The filmmaker’s retirement to the position of observer calls on the
viewer to take a more active role in determining the significance of what is said
and done.” (emphasis added.)*”

211 http://www.screenonline.org.uk/tv/id/698785/index.html (Date of access:
30/06/2012)

22 Nichols, Bill. p. 174.

2%3 |bid, p. 174.
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The film focuses on what Selahattin goes through in his daily life practices without any
intervention of the film crew to the ongoing situations. In other words, particular scenes
are recorded by the crew within the contours of ordinary life in a calculated moment to
reveal what is intended to be transmitted through the film. An example if this is the
demolition of a coffee house which has been used as the workshop for the children of
the district. The camera captures the moment of demolition of the building while it also
follows how Selahattin reacts to the event: the demolition makes him break out in tears
while he remains silent watching it and listening to another dweller saying that this
workshop was a hope for the neighborhood but it disturbed the government and the
municipality so much that they demolished it (figure 3.7). He further claims that the
workshop was important since it was the place where the children studied, painted,
learned to read, and played on cold days. Hence, this powerful scene would not have
been recorded were not the director’s cameraman with her at the moment, let alone
Selahattin’s true reaction to the event. Thus, even though the film,for the most part,

dwells on observations by the director®”*

and gains meaning through the perception of
the viewer, it nevertheless includes constructed parts unclear) to attain a refine

narrative.

Figure 3.7: Snapshots from Selahattin’in Istanbul u: Selahattin desperately watches the demolition of the
building where workshops for neighborhood kids were organized. He cannot do anything, but weeps in
silence. (DVD screenshot)

2% The observation and anthropological fieldwork study of the director find meaning
into her activism in the sense that she is one of the founders of the solidarity association
in Sulukule called “Sulukule Platformu”: http://sulukulegunlugu.blogspot.com/ (Date of
access: 06/07/2012)
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Screened in various film festivals and civil society organization, the film is also
available on Vimeo.?” Selahattin’in Istanbul’u recently won the Best Documentary
Prize in the 7" Akbank Short Film Festival in 2011.

Similar to a certain extent to Selahattin’in Istanbul’u, Gog intensively uses
techniques of the direct cinema tradition. The film is structured into two parts. The first
part displays an interview conducted with a young couple from lower-middle class
origin living in a gecekondu in Bagibiiylik. The couple talks to the camera about their
current condition and what they think they are going to face after the demolition process
(figure 3.8). The second part of the film focuses on what took place on the forty-eighth
day of the protest of dwellers against the demolition process. During their interview
with the young couple, the members of the crew (including the director) are supposedly
behind the camera but they are not seen; we presume that the couple answers the
director’s questions. Similarly during the forty-eighth day of the protest against the
demolition process, the dwellers are interviewed by the film crew to get their instant
opinions (figure 3.9). All the interviewees look directly into the camera and they
express how they feel and think about the current practices of the municipality and the
central government, the inequalities they are facing, and the unjust treatment imposed
by the state. Except from the archival footage of the conflict between the dwellers and

the police forces — taken from Hayat TV (which constitutes nearly the last 7-8 minutes

Figure 3.8: Young couple talks about the detrimental effects of the transformation. (DVD screenshot

from G&¢)

2" hitp://vimeo.com/24787859 (Date of access: 10/08/2012)
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Basibiiyiik is a working-class neighborhood located in Maltepe district on the
Asian side of Istanbul. Having been an industrial locality, its population has increased to
20.000 due to internal migratory flows from central and northeastern parts of Turkey
Kuyucu and Unsal argue that the reason why people are attracted to settle in the
neighborhood lies in the “availability of vacant state-owned land and the proximity to
factories.”*’® The property structure in the neighborhood is complicated in the sense that
most of the settlers are considered as “occupiers” of the lands whereas the others have
de facto right (granted by the amnesty acts from the previous governments) to own and
build gecekondus. Thus, the process of transformation created discomfort among
residents. Yet it was beneficial for the municipality and private companies to execute
their projects in an ambiguous environment. The film aims at testifying to the
devastating events emerging out of the violations over the housing rights of a group of
people. It argues that most of the dwellers in Basibiiyiik resist the current land regime
providing profit-making strategies for the big construction companies whereas it targets

the lives of underprivileged and poor people.

Figure 3.9: Interviews conducted with the residents during their protest in Go¢. It is important to note that
they directly speak to the camera. (DVD screenshot)

Since they are not visible in the mainstream media, what the crew intends is to
render these grass root movements visible in the alternative sources of networks such as

the internet and independent screenings in civil society organizations.

The visibility of the neighborhood in the public sphere requires capturing

moments of constant struggle along with significant instances of human rights’

278 |bid, p. 56.
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violations such as brutal displays of police power against the dwellers (figure 3.10). It is
meaningful for the crew to employ the “observational mode” since this mode catches
daily life practices of people pretending as if the camera does not involve itself in the
process of filmmaking. In that sense, it shows very well what has actually happened at a
particular moment in the area. This mode is also beneficial for drawing public attention
to the fact that state violence occurs somewhere near or away from other people in the
same city. This, in turn, can trigger a resistance movement among the dwellers of the

city.

Figure 3.10: A DVD screenshot depicting the police violence over the dwellers during the
protest in Gog.

Yet, the “observational mode” used in Selahattin’in Istanbul’'u and in GoO¢
differs in a significant way: while in the former is used as an auxiliary technique that
renders the documentary powerful as a creative work of art (benefiting from non-
fictional and fictional elements at the same time), in Go¢ this particular mode becomes
the primary tool of storytelling, intensifying the effect of witnessing more real time
events that would not be repeated in the same manner such as the violent intervention of

the police forces in the neighborhood.

The director and the crew were involved in the fieldwork studies organized by
the IMECE, a non-government collective organization called “Toplumun Sehircilik

Hareketi” (Urbanism Movement of the Society). Being a scholar of sociology who
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actively works on urban studies?”’, Ezgi Bakcay mentioned that she lived in the area for
more than a year in order to become familiar with the social dynamics of the
neighborhood.?”® She believes that it is of vital importance to render injustice visible in
every step of life. Acknowledging that it is hard to tolerate the violence inflicted upon
the dwellers, she claims that it would be impossible to get together and organize a
powerful resistance mechanisms were it not for these kinds of violent footages depicting
conflict. Defining her work as “militant filmmaking” which emerges out of the existing
grass root social movements, she contends that it is of urgency for the militant
filmmakers to produce films as quickly as possible to fulfill the needs of everyday

politics.?”

In this sense, it is possible to draw a parallel between the “militant
filmmaking” and the Young Filmmakers’ movement emerged in the late 1960s in
Turkey; the militant filmmaking seems to organize as a collective action rather than an
ambitious attempt of a small group of filmmakers. Enis Riza, one of the prominent
figures of the movement explains that their attempt was to make the camera accessible
for many people possible. The naive and faithful spirit of the movement can be traced

from Riza’s accounts as he indicates that not only the filmmakers but also people who

supported them were donating blood only for continuing to make more films.?*

Involving real-time footage, which can convey simple, yet direct meaning
without using voice-over or the presence of the crew before the camera, would turn into
a powerful and preferred mechanism of filmmaking. In this way, not only would the
production and the circulation of the films occur in an effective way. It also paves the
way for the audience to mobilize and take the necessary action. Bakc¢ay indicates that
her motivation for making this movie comes from the fact that she wanted to get
involved in a collective movement that can materialize the improvement in the lives of
working class people as well as in overall urban setting. When asked about the whole
process of transformation and the effects of neoliberal economy occurring in Istanbul as

well as in Turkey, the director states that “the expression of ‘rantsal doniisiim’

27 She is currently writing her doctorate dissertation at Marmara University where she
has been teaching courses on art theories and methodologies.
http://istanbulhatirasi.org/egitmenler/ezgibakcay.htm (Date of access: 09/05/2012)

2’8 Taken from the interview conducted via internet on April 3, 2012.

279 Same interview.

280 Taken from the transcription of the classroom conversation taken place in March 26,
2008 conducted by Can Candan.
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(transformation through unearned income) summarizes everything and opposition and
resistance movements against that particular issue can be defined as a ‘defense of living

281
spaces’.”

Gog¢ was screened in various festivals and non-governmental organizations in
Turkey as well as abroad. Bakcay indicates that, the film has been screened on several
occasions specifically for the dwellers of the neighborhoods engaging in urban struggle.

It is also currently available on IMECE’s website.?®?

As different from “urban activism documentaries” discussed above, the works of
Nejla Osseiran and Fatih Pmar can be defined as “micro-narratives”. These films

articulate a more sensual aesthetics and politics of filmmaking.

Nejla Osseiran is the director of Canim Sulukule / My Beloved Sulukule and
Nerede Yasarsan Yasa! | Don’t Care Where You Live! She is a free-lance documentary
filmmaker, photographer and language instructor at a university. Having been engaged
in photography since her university years in Ankara, she has then continued to take
photos in various districts in Istanbul as well as other big cities in Turkey. Started to
take photographs in Sulukule on her friend’s request five years ago, Osseiran has kept
going to the district for a long time and developed strong ties with the dwellers. She
conducted interviews with people in Sulukule and took their pictures in the summer of
2007 and continued to work there until the demolition process was completed in 20009.
She decided to record the voices of people during her casual conversations with them.
She then juxtaposed voice recording with her photographs. The reason why she made
this film can be found in her definition of activism. Osseiran believes that everyone can
resist and challenge ongoing inequalities in society by using the means of expression

that they master best — hers is photography.

Nejla Osseiran builds her two films upon a micro-narrative structure. Departing
from an interview conducted with Gulsim Abla, a Roma dweller of Sulukule, Canim
Sulukule emphasizes the story of a particular individual. Born and raised in Sulukule,
Gulsum Abla recounts not only what happened to her family but also what makes the

zgi From the interview with Ezgi Bakcay.

http://www.toplumunsehircilikhareketi.org/index.php?option=com content&view=cate
gory&layout=blog&id=14&Itemid=19 (Date of access: 10/05/2012)
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lives of Roma people in the district worse throughout the whole process. She talks about
the alleged defamation that resulted in her son’s being imprisoned. She declares that this
false accusation made her life miserable since her health worsened. And on top of it, her
house, the haven where all of her memories were standing still, was under the constant
threat of being demolished by the municipality. Acknowledging the fact that her house
would eventually be demolished, she decided to finally talk to the director. Nejla

Osseiran recounts this as follows:

“Giilsiim Abla did not have her photo taken for quite a long time, she was very
resistant about it. Yet one day, she came from visiting her son (he was in jail)
and “come and take a photo of me”, she said. She gave her consent only because
she wanted to send the photo to her son. She finally accepted to talk to me after
two years.”283

Photo-interview style of narration requires the flow of still images accompanied by a
selected number of interviews about the subject. Nejla Osseiran points out that she
conducted many interviews with the Sulukule dwellers over two and a half years. Yet,
when she finally started editing the film she realized that many of the interviewees
raised several issues but Gilsum Abla spoke about everything. Her narration was so

fluent and dense that Osseiran decided to put almost what Gulsim Abla poured out.

Nejla Osseiran’s other film Nerede Yasarsan Yagsa!, tells the story of a particular
historical district in Istanbul, Tokludede, which is about to be demolished in the
ongoing process of transformation. Composed of moving images of the neighborhood
and interviews with the long-time dwellers as well as the activists working on the issue,
the film explains the history and the demographic structure of Tokludede. Yet it focuses
more on what goes after the demolition process inaugurated by the Fatih Municipality in
2006. The film starts with the historical description of the neighborhood through the
voice-over of the director. After her emphasis on its being declared a renewal area by
the municipality, the film shows the effects of the process on the residents. A woman,
for example, states that they resist as much as possible against the demolition of their
houses and the violation of their housing rights, therefore they submitted a collective
petition to the municipality. Or a dweller who has been living in Tokludede for 42

years, criticizes the ruthless regime of displacement since the municipality attempts to

283 Taken from the interview conducted on February 8, 2012.
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evacuate his house. His explanation and rhetorical question clearly highlight the main
argument of the film: “Even if I restore my house, I cannot stay here. Can you imagine?
Why can’t I stay now? I have been living here for 42 years, why can’t I stay now?” The
collective resistance of the dwellers is supported by the statements of the activist-
academicians in the movie. The film ends with the silent and mournful departure (or
rather the expulsion) of the woman who was depicted in the movie when the water

supply of her house was forcefully cut off.

Spending a lot of time in the given neighborhoods, Nejla Osseiran built strong
relationships with the dwellers. She admitted that she became a trusted friend for the
older people in the neighborhood whereas she was “Nejla Abla” (Sister Nejla) for the
children or young people. The notion of trust is heavily important for her work. She
believes that it was due to her honesty and intimate connection with the dwellers over
the years that her films convey a genuine portrayal of the neighborhood. Moreover, it
stimulates sensuality and empathy of the audience, thus they became more tolerant and
sensitive about those who are deprived of the means for survival. Osseiran indicates that
the people of Sulukule themselves wanted to have their pictures taken and they posed
for the camera desiring to have one last memento in their native homeland (figure 3.11).
Taking photography as a medium for social responsibility, she initiates help
mechanisms through her immediate surroundings or through establishing networks of
solidarity association called “Sulukule Platformu”. Moreover, she points out that it also
produces an equal relationship between the director and the people photographed: they
look at the director in the eye and give their consents to be photographed.?®* The power
of the director by virtue of the presence of the camera and her standpoint in the field
could easily be destroyed with deliberate objection of the subjects if they do express any
kind of reluctance for interview or photography. Her attempts to build equal relationship
built on trust and active involvement and participation in daily life activities paves the

way for employing the “participatory mode” of filmmaking.

284 Erom the same interview.
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Figure 3.11: A snapshot that clearly expresses the willingness of the couple to pose for Osseiran’s
camera. What is brilliant about this snapshot is that the (conscious or unconscious) synchronization of the
still image of the couple and what Gulsiim Abla says (in the subtitle) summarizes the way the Sulukule
people were constantly obliged to clear their names before the state mechanisms as well as in the eyes of
the majority in the society. (DVD screenshot)

Different from her previous film, in Nerede Yasarsan Yasa!, Nejla Osseiran
benefits from the practice of mixing different techniques or modes. Requested by
Amnesty International to be shared on the website with international audience, the film
involves voice-over of the director briefly explaining the ongoing process of
transformation in Tokludede district. Even though the presence of the director through
voice-over would normally have called for the “expository mode” of filmmaking, the
interviews conducted with dwellers of Tokludede as well as activists and researchers
working in the area with local people foreground traits of observatory and participatory

filmmaking.

Canmim Sulukule was screened in Bogazici University Mithat Alam Film Center
in May 2010 along with various festivals and organizations of civil society institutions.
It is available on director’s Vimeo page.285 Her second film, Nerede Yasarsan Yasa!, is
available on Slum Stories’ website as well as on the director’s Vimeo page.?®® Osseiran
believes that the internet is an important tool for drawing attention to all kinds of social
and political issues. It is also a platform for circulating films and other materials in

social sharing websites.

28 hitp://vimeo.com/19842109 (Date of access: 19/05/2012)
28 hitp://vimeo.com/34149745 (Date of access: 26/06/2012)
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Similar to Nejla Osseiran’s documentaries, Fatih Pinar’s photo-interviews pays
close attention to the minor-narratives of the people living in particular “areas of urban
destruction”.?®’ In other words, he is interested in both the people and the districts of
Istanbul as the main subjects of his works. Fatih Pinar is a professional photographer.
He produced photo-interviews for Atlas Geography Magazine between the years of
1998 and 2004. He worked as a freelance photographer until 2009, the year in which
The Union of Turkish Engineers and Architects [TMMOB] Istanbul Branch
commissioned him for shooting documentaries about twelve districts of Istanbul
undergoing urban transformation: Derbent, Ayvansaray, Yenikapi, Beyoglu [Emek
Movie Theater], Kumkapi, Balat, Siileymaniye, Sulukule, and Tarlabasi. He completed
this project within a year and a half (from the beginning of 2009 to the summer of
2010). Having prepared news topics including different culture and community-based
journalism especially in Turkey while working for Atlas Magazine, Fatih Pinar
furthered employing the technique of photo-journalism in all of his documentaries. His
works problematize the issues of social, political, and economic inequalities in society
and they aim to render those who are marginalized and excluded from society visible
through audiovisuality. Pinar’s key motivation in making these films derives from the
fact that he has been living in Tarlabasi since 2002. He first put together a portfolio
consisting of photos taken in the district with his neighbors, and participated in the
Wordpress Photo Master Class Competition with it. Using photography as a means for
telling his story, he extended this project to a large-scale portrayal of the process of
urban transformation and its effects on peoples’ lives. Pinar contends that that the
relationship between the AKP policies and the dynamics of neoliberal economy goes

hand in hand in a successful way.

His works on Tarlabasi and Emek Movie Theater consciously tackle the
destruction of the historical buildings, for the sake of profit-making. Being both a
journalist working in the area and a resident in Tarlabas1 affected by the process, the
demolition of the buildings has a special meaning for the director: for one thing, he
documents the disappearance of the collective and public history of the area, while at
the same time he is partially exposed to the ongoing process as close neighbor of those

who have already been expelled. Therefore, it is already taken for granted that his works

287 This term is used by Fatih Pmar on his website to define the areas of transformation.

www.fatihpinar.com (Date of access: 06/07/2012)
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derives from participant observations. He especially made people of the area speak for
themselves as the main actors affected by the strict implementations of the state
mechanisms. Meanwhile, he foregrounds auditory and visual elements in his works,

with a strong focus on sensuous rhythm and the “poetic mode” of filmmaking.

All the films that Pinar shot for this project are available both on Vimeo and on
Fatih Pmnar’s personal website.”®® Even though the director was unable to organize
public screenings in the selected neighborhoods, the videos have been screened in
various civil society organizations and in various exhibitions.?®® The films can also be

reached through communication networks such as Bianet and Ntvmsnbc.

28 http://www.fatihpinar.com/default.asp (Date of access: 10/05/2012)

28 One of the recent exhibitions where he has contributed was called “Where Fire Has
Struck”, held in Tophane Tiitlin Deposu in 2011.
http://www.depoistanbul.net/en/activites detail.asp?ac=45 (Date of access: 19/05/2012)
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CONCLUSION

“A day may come when these days would be over. »290

In the light of the discussions throughout the thesis, it is possible to argue that
the “urban activism documentaries” attempt to present new ways of taking action
through audiovisual representation of a fact —the ongoing urban transformation. The
success of the “urban activism documentaries”, if any, comes from the fact that they
pave the way for discussing documentary filmmaking as a form of activism and
resistance mechanism. They are both the means for conveying the grass root movements
emerging out of urban restructuring processes, and also the mechanisms through which

the directors share their dissentient opinions.

However, it is important to indicate that the thematic unity of the ‘“urban
activism documentaries” does not necessarily call for a homogenous and single
narrative structure. Some films Ekimenopolis insist on a macro-narrative structure
drawing special attention to the holistic understanding of the urban transformation

process in Istanbul. They urge urban subjects to take action against the ongoing process

2% Thjs is a writing on the wall of a gecekondu in Sulukule which appears in Nejla
Osseiran’s Canim Sulukule (2010). The Turkish version is “Bir giin gelecek, bu giinler
bitecek.”
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of urban restructuring by showing what is at stake. This kind of macro-level
interpretation of the process of urban restructuring brings about a top-down analysis
which does not always pay sufficient attention of the heterogeneity and differentiation
of social relations and strategies of survival. The documentaries tend to employ micro-
level narratives. They seem to establish a more intimate relationship with the current
grass root movements. In addition to that, these micro-narratives tend to pay more
attention to include individual stories and subjective voices of the people in the given

neighborhoods.

As argued in the first chapter, the oppositional grass root movements are defined
as “powerful and novel practices of claiming and redefining places” in the urban
space.?®® Yet, even though they face various challenges coming from both the state

mechanisms and the corporate bodies®*

they are slowly but steadily growing into a
global struggle. At that point, | think that the micro-narrative style would be a more
suitable form for urban activism documentaries in the sense that it is based on the
genuine life stories of displaced and dispossessed people; people who are physically and
mentally deprived of their homes and pasts, and who are impoverished and more

marginalized than ever.

Ulus Baker introduced the possibility of the sociology of affects through the

2293 In line with his

visual representation of “affective character of social types
opinions, I argue that “urban activism documentaries” are of genuine means to capture
the affects through specific instances. The moments of disappearance, violence, and
traumatic experiences are best illustrated through the audiovisual representation of the
people, districts, and the process of transformation itself. The power of the audiovisual
also renders those who are from the underprivileged, marginalized, and dispossessed
communities visible within society. With all the discussions and analyses that have
attempted to put forward in this thesis, it can be said that the “urban activism

documentaries” of the 2000s are to function as the primary medium for both defining

291 Aslan, Siikrii. / Mayis Mahallesi: 1980 Oncesi Toplumsal Miicadeleler ve Kent,
Istanbul: iletisim Yayinlar1, 2004, p.86.

292 Unsal and Kuyucu, p. 66.

2% Baker, Ulus. “From Opinions to Images: Towards a Sociology of Affects”,
(unpublished doctorate dissertation), Middle East Technical University, 2002, p.72.
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and expanding alternative spaces for urban politics and activism in existing
circumstances. It is of vital importance that the alliance between the urban activism and
the documentary filmmaking would last so far as it provides concrete solutions for the

people who are suffered the most in the process.
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APPENDIX

25 Ocak 2012 — Aysim Tiirkmen Tez Goriismesi

Aysim Tiirkmen: Ben sehir antropologuyum.... ilk filmim Kapitalistanbul ile birlikte
Istanbul'da cesitli meydanlarda, daha popiiler mekanlarda genglerle sohbetle baslad.
Daha sonra Galata filmimde bir seneye yakin Galata'da yasadim. Daha sonra
Sulukule'de zaten ¢ok vakit geciriyorduk ve sonra Tasoluk'ta vakit gecirdik. Orada da
hani alanda caligarak, alanda vakit gecirerek aragtirma yontemi olarak bu antropolojik
yontemleri kullaniyorum. Selahattin'in Istanbul'u yalniz biraz daha farkliyds ¢iinkii
zaten Sulukule siireci ilk neredeyse radyoda dile getirildi. Metropolitika programini
yapmaya basladik yani o siirecin bagindan itibaren ben ¢ok i¢indeydim... (1.30-1.43
aras1 yok). Beraber Sulukule'ye gitmeye basladik. Sanat¢ilardan, arastirmacilardan,
belgeselcilerden ¢ok biiyiik ilgi vardi zaten Sulukule'ye. Bir yandan da bu beni
belgeselci olarak esasl bir sekilde ilgimi ¢ekiyordu, yani bu kadar ilginin olmasi ilgimi
cekiyordu. Bir yandan da ben de burayla ilgili, bu kadar igindeyken bir seyler yapmak
istiyordum, ama bu kadar temsilin oldugu bir yerde ayn1 temsillerden bir daha iiretmek
bir yandan da siirece bile zarar verebilirdi. Dolayisiyla bagka bir kirilma noktasi, farkl
bir a¢1 artyordum. Uzun siireler gittim geldim, baktim durdum, takip ettim, ¢cok ¢ekim
yaptim. Yavas yavas sey olusmaya basladi ama, "Tasoluk'u ¢ekecegim", aslinda benim
esas amacim da Tasoluk-Sulukule arasindaki servisi gekmekti.

Sonay Ban: Selahattin'in Istanbul'u’nda gérdiigiimiiz aslinda minibiistii sanki.

A. T: Yok, servis aractydi o, onu kullanmak istedim ama ¢gekmeme izin vermediler. Saat
4'te gidiyordum Tagoluk'a, bekliyordum ki insanlar gelirken onu ¢ekeyim ama sey oldu,
orada bazi insanlar gosterilmek kesinlikle istemiyordu. Dolayisiyla baya tehditler aldim,
silah gekeriz sana, kamerayi kirariz falan diye. Dolayisiyla yapamadim yani ¢ok da
denedim gostermeden ¢ekmeyi falan ama olmadi. Bence belgesel olarak, gorsel olarak
muhtesemdi. Karanligin i¢inde o servise biniliyor, sonra giines dogarken Sulukule'ye
variliyor, orada insanlarin dagilmasi falan. Anlatim dili olarak, yani arada-deredeligi
yansitmasi agisindan harikaydi ama olmadi.... Selahattin'le, aslinda benim karakterden
cok mekanla arada-deredeligi mekandan dolay1 yansitmayu istiyordum. Bir karakter
bunun iginde one ¢ikiyor ve mekan onun tizerinden dilleniyor ama keske ama onu
yapabilseydim. Burada maalesef o anlamda boyle bir istedigimi tam olarak
gerceklestiremedim ama Selahattin gibi gergekten ¢ok giiclii bir karakterle birlikte
calisma, birlikte vakit gecirme imkanim oldu. Oradaki en biiylik sorun da su oldu: Cok
agir bir donem gegiriyorlardi, cok travmatikti onlar i¢in. Yani Selahattin'in dedigi gibi,
bir anda kendilerini, bir kusun kendini bir ormanda bulmas1 gibi bir durum s6z konusu
oldu. Orada ¢ok zorlandim, yani Selahattin'i ben ¢ok zorladigimi hissettim, tabii ben de
cok zorlandim devam edip etmemek konusunda. Ne kadar zorlayabilirdim onu?
Gosterimlerde aldigim elestirilerden biri; "eve girmemissin, Selahattin'in evine". Ama
yani bir-iki sorudan sonra da, istemediler yani nereye kadar insanlarin hayatina
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miidahale edebilirim ki zaten? Zaten ettim, en zor zamanlarinda... ben kabul etmezdim
yani. Onlar kabul ettiler ve bir sekilde hayatlarina aldilar ve daha fazla zorlamadim.

S.B: Peki Selahattin'le tanismaniz ve onun bu projeye dahil olmasi nasil bir siireg oldu,
mesela siz mi istediniz yoksa o mu "beni oynat" dedi?

A.T: Oyle bir suirecti ki insanlar belgesel, kamera... Yani herhalde belgeseli Turkiye'de
en ¢ok yapilanlar Sulukulelilerdir ¢iinkii iki haftada bir falan bir belgeselciyle
konusuyorlardi. Diinyadan, bu kadar ¢ok herhalde belgesel ¢ekilen bir yer olmamustir, o
kadar belgeselin ilgi alaniydi. Bir de kameranin falan, onlara bir yardimi olmadigin1
diisiiniiyorlardz. (..) Sonugta evlerini kaybettiler. Boyle bir siireci de istemiyorlardi,
"cekmeyin biktik artik sizden" haline gelmislerdi. Dolayisiyla, Tasoluk'a gitmek
aslinda, ¢ok biiyiik bir ilgiden hig ilgilenilmeyen bir alana gittim. Orada birazcik sey
oldu; baska sahneler de var aslinda, bir film daha yapmistim Tasoluk TOKI (...) diye.
Orada izin vermek degil gekmemi istediler, o anlamda Tasoluk 1yi bir yerdi kamera
acis1 degistirmek icin. Orada ben ilk devrede gittigim i¢in yani onlar oraya tagindiktan 2
ay icinde ben oraya gittim. Orada da hemen Selahattin'le tanistik, peki dedi. 5.- 6. ay
olsaydi belki de kabul etmeyebilirdi ¢iinkii ne olursa olsun, insanlarin oraya atildik hissi
var ama gene de bir umut vardi; belki bir sey kazanabiliriz, belki elimize bir sey gecer
umudu vardi. Hala politik duygu vardi ama siireg i¢inde, 4-5 ay i¢inde o duygu
tamamen negatife doniistli ve ¢ok zorlandilar, cok aci ¢ektiler. Rasyonel bir karar
vermek zorunda ve hepsi de bence kendilerine 6zgii en rasyonel kararlar1 verdiler. Ama
bunun icin de yeterince bilgilenme yolu yok, donanimli hissetmiyorlar kendilerini,
yaptig1 bir siirii seyin hatali olacagini diisiiniiyor. (...) Emlakg¢ilar 6yle, devlet oyle,
onlara bazi vaatlerde bulunan araci politikacilar vardi, mahalleden insanlar vardi, onlar
Oyle. Yani sadece politikacilar degil mahallenin iginden ciddi propaganda yapan gruplar
olusturuldu. Ve bu gruplar etkili oldu mahalle i¢inde. Sey var orada. (...) Ben Sulukule
Platformu'nun kurucularindanim yani. Kag giin kag gece etkinlikler, ¢cekimler yaptim,
elimden gelen her seyle ben bu isin igerisindeydim. Ama gitgide mesela aktivizmle
filmciligin de gitgide bir arada zor gittigini gérdiim. Bazi noktalarda aktivizmin geregini
yerine getiremiyordum filmci oldugum i¢in, bazen de aktivist oldugum i¢in filmde
durmam gereken yerlerden de taviz verebiliyordum. Yani bu anlamda zor bir konuydu.
Hani sey gibi, bir kere bunu da demistim, zaten depremde, 99 depreminde ben bir
gazeteciyle biitlin alan1 dolagtim ve insanlara, i¢giidiisel olarak, onlara yardim edip
kiiciiciik bir sekilde ama diger yandan da baska bir yere gegerek onu da ¢cekmek
zorundayim, ¢ok biiyiik bir insanlik dramasi yasiyorsun, burada da boyle. Yani nerede
ben bunu belgeleyecegim, nerede ben onlara yardim etmem gereken yerde onu
yapacagim? Hep o arada kalarak... O yiizden onlarin zorlugu, yasam miicadelesi bagka
bir boyutu, bizim temsil etmemiz, nerede duracagimizi bilmemiz de baska bir boyutu.
Bu aslinda o kadar da tartisilmadi, hepimiz i¢in, bu siiregte olan herkes icin bu gegerli
¢linkii gogumuz burasi i¢in bir temsil bigimi, akademik ¢aligsmalarda olsun, Kitaplar
yaziyoruz, iste ne bileyim programlar yapiyoruz, iste temsil ettik bir sekilde. Ama
kendimizi o anlamda yeterince belki de sorgulamadik, siire¢ gectik¢e bunlar ortaya
cikacak.
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S.B: Benim de zaten tam merak ettigim sey oydu. Ciinkii bahsettigim diger filmlerde de
mesela bazi sahneler olabiliyor, yani orada bir ¢atisma var mesela, Go¢ filminde ben
bunu gérmiistiim; bir ¢atisma var polisle oradaki insanlar arasinda ve kamera orada
onlar1 izliyor. Simdi orada ben sey diyorum, yani orada ben olsam acaba nasil
davranirim? Tepki verir miydim? Hangisi daha dogru? Orada sanki bir siirii sey araya
giriyor ve oradaki o temsiliyette yonetmenin gercekten kendini nasil konumlandirdigini
merak ediyorum.

A.T: Senin dedigin nokta sdyle oldu; tamamen tesadiifen, ben ¢ok erken gidiyordum
Tasoluk'a, Tasoluk'tan Sulukule'ye geliyordum, Sulukule'de de Selahattin kahveye
girdikc¢e onu takip ediyordum. Belediyenin Sulukule'nin en 6nemli noktasi olan ...'yi
yikma giiniinde, haber veriyorlar geliyorlar ve o kahvehanede ¢ocuk atdlyesi vardi.
Orada oldugum zaman oturup aglamaya basladik hep beraber, herkes agliyor, yapacak
bir sey yok. Allahtan kameraman vardi yanimda, ben ¢ekemezdim o sahneyi.
Kameraman ¢ekiyordu ve iyi de ¢ekiyordu, haber kameramaniydi, durmadan ¢ekti yani.
Ama bir yerden a¢1y1 bulmaya falan... o kadar zor bir isti ki, yapamadim yani. Ama
sOyle oldu, ¢ok acayip bir sey oldu simdi her sey bitti, ama ondan sonra o yikintilar
tamamen kaldirilmadan kamera orada hala devam ediyor ¢ekmeye, yani insanlarin
sonraki izlenimleri... Ve orada sonra o belge ¢ok ciddi bir belge oluyor, galiba o sey bir
tek bende var, o giin orada olmak ¢ok acayip bir seydi, yani o son yikinti i¢indeki
cocuklar; yani ne kadar vahsi bir sey oldugunu ve iktidarin ne kadar acimasiz
olabildigini ve kendilerine ragmen bazen; belki isteyerek yapmiyorlar ama bazen ne
kadar acimasiz olabildigini orada yakalamis oldum ¢iinkii 2-3 giin sonra ayni goriintii
yok. Hemen bir siirii insan geliyor ve oradaki seyleri alip gétiiriiyor. Thtiyaci olan
oluyor, demirler sokuluyor, baska bir sey oluyor yani. O anda orada tiim siireci
goriintiiliiyor olmak ¢ok 6nemli bir nokta. O yiizden bu kadar ¢ok belgeselcinin olmasi
da bir yandan da her anini goriintiilemek anlaminda 6nemliydi. Ama dedigim gibi yani
orada benim kameramanim olmasa ben ¢ekemezdim, temsil edecek halim yok, orada
objektivitemi kaybedebiliyorum.

S.B: Aslinda orada tam olarak bir objektivite de yok. Sizin oraya girmenizle birlikte
aslinda tam 6znel bir durum da s6z konusu degil mi?

A.T: Benim orada olusum da o siireci kameraya almam da, belki yanlis bir kelime
kullantyorum ama yani (...) Cok empati kurdum. Empati... Yani antropolojide sey vardir
hani, sinir var hakikaten, arkasinda olup farkli bir bakis ag¢is1 yakalayacagim demek hig
de antropolojik bir yaklasim degil. i¢inde olmak, sinirda durmak lazim, iste o sinir
bazen... Biz i¢inde durmak durumunda kaldik, hem bu seyde bu anlamda aktivist
oldugumuz i¢indi hem de aslinda baska bir sey daha var yani bu is bir yerlerden bize de
dokunuyor. Istanbulluyum ben, Istanbul'da dogdum biiylidim ve bu kent benim icin
yani sevgili gibi. Oyle bir noktasi da var ve Sulukule bu anlamda kaybedildigi zaman
arkasinda ¢ok biiyiik seylere gebe. Oyle bir durumda hissediyordum kendimi, yani
Sulukule her seyden 6nemliydi, her seyi biraktik ve Sulukule'yle ugragmaya bagladik ve
orada git gide kaybettigimiz bir poziyona diistiik. Orada da baska bir hani o empati daha
da i¢ine girdigimiz bir duruma doniistii, sinirlarda durmakta ¢ok zorlandik. Davamiz
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oldugundan bazen dyle yapmamaya ¢alistim ama bazen oldu (¢ok net anlayamadim son
climleyi). Bilmiyorum bunun hani tartigilacak taraflar1 oldugu gibi belki giizel taraflari
da vardir, bilmiyorum. Bunlar1 ger¢ekten yeni yeni konusmaya basladik. Bir araya da
gelip konusmadik bunlar1 aslinda.

S.B: iki sey geliyor burada aklima: Bir tanesi su an Emek'le ilgili olarak neredeyse ayni
seyler sOyleniyor, yani Emek giderse Beyoglu'nda bir siirii sey gidecek gibi bir sdylem
var ve sizin dediginizle ¢ok benzesiyor.

A.T: Emek gitti!

S.B: ikincisi de benim aklimda su var; hep vardir ya, atiyorum bir etnik mesele varsa ya
da bir alanla ilgili, Sulukule'yle ilgili, Basibiiytik'le ilgili, Ayazma'yla ilgili bir sey
oldugunda sadece o yorenin insanlarini etkiliyormus gibi bir alg1 var. Halbuki sizin
dediginiz ¢ok dogru biitiin Istanbul'u etkileyen bir sey ve sadece oradakiler degil bir
stirii kisiyi etkileyen bir sey ama sadece onlara mal edilebiliyor ve onlarin gii¢siizliigii
ya da egitimsizliginden bir siirii seye gondermede bulunularak onlar aslinda
otekilestiriliyorlar. Bu anlamda sdylediginiz ¢ok giizel bir yer ve antropolojik agidan
bakildiginda da giizel bir yere temas ediyor bence.

A.T: Antropoloji zaten lokal, mikro bir seye bakarken oray represent etme degildir.
Oradan diinyadaki inanilmaz, bir siirii dinamikle bir baglanti kurabilmek i¢in vardir.
Modernlesmeyle birlikte zaten baglantinin olmadigi nokta yok. O anlamda yani
Sulukule istanbul'u oldugu kadar diinyadaki neoliberalist seyleri de gdsteriyor. Belki
onlarin daha da gosterebilirdim hatta ben de isterdim, ama bir yandan da "creative
documentary" yaptigin zaman bir hikdye anlatiyorsun ve o baglantilar1 hikayeden
cikarmak... Belki daha ugragsam yapabilirdim ama o daha zor. Ekiimenopolis mesela o
anlamda baglantilar1 ¢ok daha gosteriyor. Akademik ¢aligmada iki climle yazarsin ama
burada nereye koyacaksin? Bu Selahattin'in hikayesi. Yapilabilir, yapilmayabilir degil
ama ¢ok daha zor. Bir de istedigim seyleri ¢ekebilseydim ben onu da yapmak isterim
¢linkii antropolojide beni en savunmaya iten sey; "sen burayi ¢alistyorsun". Hig Oyle
degil. O alandan her tarafa ulasabilirim. Giindelik yasam, lokal dedigin higbir sey biiyiik
dinamiklerden bagimsiz degildir. Iste antropolojinin de dyle algisi var, aslinda o algi
bi¢cimi ¢ok politik. Ciinkii o aslinda biitiin kentle ilgili sorunlarimizda ¢ok ise yarayan
bir alg1 bigimi. Bunu Talal Asad ¢ok giizel anlatir, kiiltiirle politikay1, giindelik hayatla
politikay1 ayirdigimzda o kadar rahat ediyoruz ki... Yani "bizim derdimiz bagka"
dedigimiz anda insanlar1 da oraya hapsediyorsun, tam politik olacaklar1 noktada.
Belgesel bunu da kirtyor aslinda bu anlamda. Halbuki giindelik olan en politiktir ¢linkii
kendi kii¢lik hayatlarimizdan politikay1 etkileyebiliyoruz, baska yolu yok bunun. Ama
biz oray1 susturma yolu olarak antropoloji ¢ok 1yi bir ideolojik ara¢ olarak da caligabilir,
calist1 da.

S.B: Zaten ¢ikis amaci da o degil midir yani, antropolojinin, Bat1 kiiltiiriinden gidip
noluyor acaba diger yerlerde, napiyorlar demek gibi bir sey mesela.
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A.T: Ama antropolojinin en biiylik zayiflig1 en biiyiik idealine de doniismiistiir ¢linkii
bunu en iyi zikreden (?) alan da yine odur. Yani bugtn sosyal bilimler icerisinde Talal
Asad'in getirdigi kiiltiir tizerinden getirdigi kritik de ¢ok 6zeldir. Sosyal bilimciler bu
kadar antropologlar kadar bakamiyor. O yiizden de cok elestirel bakabiliyor, ¢linkii
kendi bunun en biiyiik zaafin1 yasadigi i¢in bu zaafi en ¢ok dile getirebilen de o oluyor
ve kultir-politika ayrimini kiran sey de yine antropoloji getiriyor diye diistintiyorum. O
yilizden de ben seviyorum yani, hayatim boyunca da ne yaparsam yapayim, ben sehir
antropologuyum yani filmci oldugum kadar.

S.B: Bu politika-kiiltiir ayrimindan Talal Asad'dan bahsederken ben de, danismanimla
konusurken 6zellikle seyi ¢cok fazla konusuyorduk. Belgeselin akademik yayinlar ve
akademik literatiirle hem benzestigini hem farklilastigini diisiiniiyorum ve farklilagtigi
alanlardan bir tanesi de aslinda akademik literatiirde de ¢ok ciddi kritikler oluyor ama
belgesel sanki muhalefet alanin1 daha iyi agiyor. Yani bilmiyorum boyle daha iyi daha
kot demek istemiyorum ama, ikisinde de farkli muhalefet dinamikleri var ama
belgeselde son donemde, 2000 sonras1 donemde sizin filminizle ve diger filmlerle
birlikte sanki o muhalefet alan1 daha iyi acilabiliyormus gibi geliyor. Ozellikle pek ¢ok
filmin internette yayinlanmasindan tutun kisa film festivallerinde ya da iste belgesel
bulugmalarinda, Saturdox'ta, yayimlanmasi da ¢ok ciddi bir muhalefet agabiliyor. Ben
sahsen sizin filmlerinizi gordiikten sonra konumu diisiiniip onun {izerine bir seyler
yapmaya basladim. Kafa acic1 oldu agikcasi (giilismeler).

A.T: Ben ayn1 seyi seyde hissediyorum,; ii¢ senedir Antalya Film Festivali'ne gidiyorum,
bu sene de jliriydim. Dolayistyla biitiin filmleri de seyretmek zorunda kaldim.
Dolayisiyla miithis bir alan var, yani belgeselle agilan, politik sorunlara iliskin alan
inanilmaz, hem genis hem derinlik acisindan biiyiiyor ve insan hikayelerinden aliyor.
Hepimize yansiyor, hepimize dokunacak bir seye doniisiiyor. Bir 8'deki haber biilteninin
inanilmaz boyutlarin1 goriiyoruz, 10 senelik, bazen 100 senelik tarihe gidebiliyoruz.
Dolayisiyla ben de son donemde Tiirkiye'de belgesel yapiminin, iiretiminin ¢ok énemli
bir politik alan a¢tigin1 ama daha gerekli 6nemin yarisina bile gelmedigimizi
farkediyorum. Evet, kurmacalara 15 basar yani kalite olarak. Seyde takiliniyor yani,
sinemasal kalite olarak yeterli degil, baz1 belgeseller ¢ok uzun, kurguda sorunlar var,
evet ama politik alan agisindan, sosyolojik olarak ¢ok dnemli olduklarini diistiniiyorum.
Ben bambaska bir siyasi bilince kavustum, son iki senedir, bir siirli gezdigim
festivallerde seyrettigim belgesellerle. Bunun miithis bir alan agacagini hakikaten
diistinliyorum. Ama bir sekilde daha belgeselciler bile belki farkinda degil bu siirecin.
Ve gittikge, politiklestikce daha da az gosterilecek bence, zaten kendiliginden bir
medium bulamiyor, giindelik hayatta en muhalifi, en politik olan1 tak diye yliziine
vuruyor insanlarin, ¢ok gii¢lii. Jiiri olmay1 da zor buldum ¢iinkii sinemasal olarak ¢ok
sorunlar1 var, hangisini niye segecegimi bilemedim. Konular ¢ok 6énemli, kurmacalardan
daha iyi oldugu kesin (giiliismeler).

S.B: Sunu demeniz ¢ok giizel bence; haber biiltenlerinde bilmem kim bilmem kimi
6ldiirdii, yaraladi diye haber veriliyor. Biz sadece o bilgiyi aliyoruz orada ya da bunun
bir haber kolaj1 oldugunu diisiinelim, 1 saat i¢inde biz Tiirkiye'den diinyadan bir siirii
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sey goriiyoruz. Ama haberler onun geri planini higbir sekilde vermiyor. Belgesel o alani
sanki daha iyi agtyor, yani "bakin aslinda onun gerisinde ne var'"i gosteriyor. O agidan
antropolojiyle metodolojik bir benzerligi oldugunu diisiiniiyorum. Dediginiz gibi onu
geriplanini actiktan sonra bir siirii seyle bagdastirabiliyoruz. O agidan verdiginiz 6rnek
cok glzeldi.

A.T: Bir sekilde benim sdyle bir avantajim oldu. Metropolitika programini yapiyorum
ve giincel sehir politikasin1 hem takip ediyorum hem Korhan Giimiis'le ¢alisiyorum,
aktif yani hem politika iiretenlerle ¢alismus, Istanbul 2010 siirecinin icinden bir yerden
gorebildigim durumlar var. Dolayisiyla bazen ¢ok haber bir seyin altin1 haber olarak
yansitip altin1 agabiliyorum, o iki yoniinii de gérebiliyorum; haber nasil yapilir, niye
yapilirt, o da ¢ok hos oluyor yani. Giincel bir olay1 giincel bir seyi hissedip onun iginde
bir seyleri gérme sansim oluyor. Akademinin de o anlamda miithis oldugunu
diisiiniiyorum, o da bir sekilde hayatimda ve ¢cok memnunum, bir yandan da sehir
tizerine ders verdigim icin, gelismeler ve teori iginde bu nerede duruyor? Bazen
akademi glincel hayatla iliskiyi yakalayamayabiliyor. Bazen, onu nasil anlatacagimi
bilmiyorum, ¢ok ihtiyaci oluyor o giindelik hayatin akademik seylere, bazen ge¢
kaliyor, bazen kiiclik detaylar1 kacgiriyor, aslinda ¢ok paralel gitmesi gerek. Cok ihtiyaci
var giindelik hayatin, o akademi olmadan olmaz yani aslinda ama baglantiy1 kurma ¢ok
sorumluluklarinda degil, halbuki ¢cok gerekliler yani. Ben okuduk¢a bunu farkediyorum
bunlarin ne kadar ¢ok birbirine yardim edebilecegini ¢oziimlemede, anlamada. Ama bu
terciime yollarinin uzun vadede kuruldugu ve kendi aramizda konustugumuzu sadece...
Hig uzak degil, hi¢. Bazen ¢ok sik1 bir akademik yazinin giindeligi bastan bile
kurabilecegi zamanlardayiz ama sey geliyor bu anlamda; kdse yazarlari ¢ok gilindelik
yaziyor hani daha akademik caligsanlarin kdse yazis1 yazmasi daha 6nemli. Ama git gide
her hafta yazmak, her giin yazmakla birlikte git gide yazilarin kalitesi diisliyor. Yani ¢ok
iyi akademisyenlerin daha az ama kritik noktalarda yazmalarini tercih ederim. Giincel
politika yazarlar1 artik bir yerden sonra kendilerini tekrar etmeye basliyorlar, ¢ok
yiizeysellesiyorlar. Tam da orada ¢ok iyi akademisyenler gazeteyle de calisiyorlar, o
cok hos bence. O firsat biraz kagiyor gibi geliyor bana. Bir Caglar Keyder, bir makale
yazdin m1 bir dakika diyorsun. Ayse Bugra hakikaten bir sey agiyor. O zaman o akis
acis1 glindelik politikalara yon veriyor, degistiriyor. O ¢ok 6nemli. Akademisyenlerin,
hele de kent 6zelinde ¢ok sorumlu olduklarini diisiiniiyorum.

S.B: Bana da sey gibi geliyor; akademisyenler mesela... Akademide sanki insanlar ¢ok
dar bir alanda bir seyler yapiyormus gibi geliyor. Ozellikle bunu su aralar daha ¢ok
hissediyorum ¢iinkii bir yayin okuyorsunuz ama o yayini zaten yurti¢ginde ve yurtdisinda
belli bir kesim okuyor ve ¢ok ¢igir agici seyler yapiyor olabilirsiniz; bir yerdeki
doniisiimii bekleyen insanlarin durumunu anlatabilirsiniz ama ne kadar kisiye ulasiyor?
En sonunda neye hizmet ediyor? Orada bana belgesel daha rahat ve iyi bir sekilde
girebilirmis gibi geliyor, alan1 daha genigmis gibi geliyor.

A.T: Oyle.

S.B: Akademide hep kendi i¢imizde konusup konusup...
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A.T: Ya biz akademik dilde konusmaya basladigimiz zaman kimse anlamiyor. O
anlamda aslinda sehir ¢alisan bir grup akademisyen, hepimiz aktivist olduk baska
seyler, orada da bir kirilma var, ne bileyim. Belki etnik kimlik ¢alisanlardan biraz daha
farkli bir sey var, mesela "Bir Umut Dernegi" vardir Mimar Sinan'dan, ha iyi yapiyorlar
kotii yapiyorlar ama gene de Ayfer Bartu falan daha sahada, daha insanlarla... Kent
konusunda bunun daha sey oldugunu diisiiniiyorum; Eklimenopolis'in ¢ikmasi falan
aslinda bir ortakliktir o anlamda, bir sdylem var yani. Ben o anlamda buradaki
akademisyenlerin, Didem olsun, ... olsun her zaman orada bir sey yapmak i¢in ¢ok da
ugrasti. Tartisilacak ¢ok konu var. Belki oranin tekrar diisiiniilmesi gerekiyor, giizel bir
alan vardi orada. Akademiye bile soluk getiren 6zel bir durum oldu, bundan 2-3 sene
once, yazin ¢ok hostu ortam ama beceremedik.

S.B: Ama bundan sonra da bir seyler yapilabilir belki, neden olmasin ki?

A.T: (...) Ekiimenopolis tizerinden biraz bir sey var, o da ge¢ geldi. Yani bu siiregte
dogruydu, Imre ¢ok ugrast da bitmedi tabii ki.

S.B: Ama hani bilmiyorum mesela, Emek'le ilgili olan siire¢ beni umutlandirtyor
acikc¢asi orada hem tarihi bir mekanin yikilmasi-yikilmamasi siireci var, Demirdren'in o
igreng yapisi ve onun getirdikleri var ama ayni zamanda orada da hep kent tizerine
sdylem de yiiriiyor ve o sdylem Istanbul'un diger alanlarindaki doniisiimii, yikim,
soylulastirmayi, nasil adlandirirsak, onlari tetikleyebilecek bir seymis gibi geliyor bana.
Cok yanki1 buldu.

A.T: Zannetmiyorum. (...) Noluyor; bir adim atiliyor, geliyor iki adim geri atiliyor.
Sonra dyle bir adim atiliyor ki o tepkilerin anlami kalmiyor, 2-3 sene boyunca gorduk
AKP politikasi olarak, ¢cok basarili. Yani 1yi beceriyorlar bu isi. Birilerini siiriiyor, 6teki
bir sey diyor, otekiler bilmem ne sOyliiyor, ortam karistiriliyor... Emek'te de ayn1 sey
oldu, yani bu politikada isliyor. Emek, Beyoglu'nun doniisiimiinde ¢ok simgesel...

S.B: Su an Tarlabasi'nda yikim var yani.

A.T: Esas korkuncu kentsel doniisiim yasasiyla birlikte her taraf inanilmazlasacak.
Gergek bir muhalefet orada yok. Emek'te var, Emek ¢ok simgesel falan ama biz hepimiz
sanatsal-entellektiiel pozisyonlarimizla film festivali {izerinden kurdugumuz i¢in
hepimiz i¢in ¢ok degerli ama yani bu politikalarla bence Emek gider yani. Gitmese bile
IKSV alsa ne olur? Cok mu farkli olacak? Galata'da yaptiklarini gok iyi gordk.
Demirdren'den ¢ok mu farkl1? Daha seckin bir sekilde yapiyor bunu, farki yok ki.
Dolayisiyla ¢ikis yolu gdormiiyorum, verilmis zaten. Emek gitti yani. Bence dyle.
Taksim i¢in de bir muhalefet oluyor, bakalim gorecegiz yani ¢ok ¢abaladik ama olmadi.
Arkamizda insan bulamadik. Oyle bir baska giiclii kalkinma, ilerleme, giiclii séylem var
ki insanlara "bir dakika hayatlariniz ¢ok giizel ama" dedigimiz zaman anlamli olmuyor.
Marshall Berman'in durumunda kaliyoruz, Bronx, biliyor musun? (Evet diyorum) Tam
0 durumday1z. O noktada, ancak birka¢ kayipla birlikte bunlar ortaya ¢ikabiliyor ama
kayiplar olmadan muhalefetin nerede durdugu net bir sekilde ortaya koymak cok zor.
Bir de sey enteresan, biitlin diinyada herkes ayaklanirken kimse ayaklanmiyor, ki
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Istanbul'da alas1 var ama kimse ayaklanmiyor. Baska bir ivmenin pesinde ¢iinkii
Istanbullular, Tiirkiyeliler.

S.B: AKP politikalarina deginmeniz ¢ok iyi oldu ¢iinkii tamamiyla benim tezimde
yararlanacagim seylerden birisi de 0. 2000 sonrasindaki doniisiim tamamiyla AKP
lizerinden gidiyor, vard1 evvelinde elbette ama yasalarin olusturulmasi, TOKi'nin
inanilmaz gili¢ kazanmasi vb. sey var. AKP'nin politikalar1 ¢cok kritik bir noktada
duruyor.

A.T: Ben bunun iizerine yazdim 2-3 ay sonra basilacak, Istanbul iizerine yazdim. Yani
nasil benzer, nasil farkli nerede degisti? 2003'le birlikte neler oldu diye yazdim. Orada
sey dedim, aslinda biitlin doniisiim modelinde ¢ok sikint1 var, AK Parti doneminde de,
ANAP'ta da var, var yani. (...) Birileri kendi baglarina gecekondu mahallesi kuruyorlar
sonra bununla ilgili haberler ¢ikiyor. Digerleri de ... bir miiteahhitle bir pazarlik yapiyor
(...) 7! Su kadarlik oy i¢in yani. Burada degisen ¢ok az sey var ama burada (.....) Ama
burada da "modern olmaliyiz, ilerlemeliyiz, yenilenecegiz", ideoloji boyle ¢alistyor ve
yerimizi (?) elimizden almanin ideolojik mesrulastirmas: boyle calisiyor. Yani ama
basarili. Tuna'yla (Kuyucu) bir program yaptik, orada bunu konustuk. Bence Tuna'yla
mutlaka konusmalisin. Ozellikle onlar simdi Didem Danis'la bir arastirma
yaptyorlarmis, kentsel doniisiim iizerine. Sey diyor yani, bayiliyorlar insanlar, bir
iitopya i¢inde yasamak istiyorlar diyor. Bu kentsel doniisiim o iitopyanin anahtar1 oldu.

S.B: Gergekten inanilmaz bir sey de yok mu; ¢ok giizel gosteriliyorlar bence. Yani Ali
Agaoglu'nun reklamlari, Ekiimenopolis'te ¢ok ironik sekilde gosteriliyor tabii, bir yanda
Ayazma'nin eski hali gosterilirken diger yanda Agaoglu konusuyor. Okula giderken,
Tuzla'ya giderken mesela Atasehir su an korku filmi gibi bir yer, her tarafta ¢ok giizel
yapilmis yerler, Agaoglu'nun adinin bilmem kag¢ puntoyla yazildig: binalar.

A.T: Butln dinyada etkili bu.

S.B: Sadece Agaoglu'nun degil, su an Istanbul'da bir siirii yerde bir siirii farkli siteler
yapiliyor, nedir iste, Bogaz" ayaginiza getirecek Bogaz'da yapilmais bir site var, obiir
tarafta TOKI'nin belli siteleri var, katmanli yani hepsi ayn1 da degil. Bir siirii sey var,
gercekten bdyle bir yerde yasayabiliriz diyor insanlar. Reklamlar ayr bir sey, AKP'nin
sdylemleri ayr1 bir sey. Insanlar buralarda yasayabiliriz diyor.

A.T: Yiizde ka¢ demiyor? Etrafindaki arkadaslarin1 diisiin. Sen de kendini o sitede
bulabilirsin, benim bir siirii arkadasim sitede yasiyor. Elestiren tipler de buralara
gidiyor. Bu kucak actirmak (?). Bu balon patladigi zaman... bu balonu tamamiyla
yastyoruz su an, balonun i¢indeyiz. Demirdren de tam gébeginde, kentsel doniisiim de
bu balonun Gzerinden gidiyor. Bitun ekonomik sistem bunun lizerinden yiriyor zaten
su an.

S.B: Amerika'daki o Mortgage krizi ¢ok ciddi...

A.T: Emin degilim. Su an Tiirkiye'de mesela balon sistikce Mortgage o kadar yiikseldi
ki ben diisiinliyordum alamiyorum. Cok kontrol ediyorlar. Krize gitmemek i¢in ¢ok
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acayip Onlemler aliyorlar. Ama yani boyle degisik bir mekanizma gelistirdi AKP, bu
mekanizmayi ¢ok iyi anlamak lazim, nasil isliyor, nasil ¢alisiyor? Biz bu mekanizmanin
icinden konusmay1 bilmedik, hep muhalefet olarak konustuk. Bence artik bakilmasi
gereken biraz bu mekanizma niye bagarili? Bu mekanizma AKP'yi AKP yapan sey. Bu
en gorulmeyen, en dokunulmayan nokta. Biz sanki dinlenecekmis gibi muhalafet
ediyoruz ama bu tutuyor, bunun tutmadigi kesim de yok, bir de bu var. Cok zengine de
hitap ediyor, ¢ok fakire de hitap ediyor. Cok kiiciik bir kesim var, iste Basibiiyiik,
Sulukule, Balat, Tarlabas1 gibi, yani kent merkezinde ¢ok degerli mekanlara sahip olan
insanlarin ellerinden alininca reaksiyon alintyor. Onlar da siki bir reaksiyon gostermedi,
biz gosterdik, onlar adina gosterdik. Buna iyi bakmak lazim, bu fantazmagorinin giiciine
de bakmak lazim. Bence bunun iginden konusuyorsak daha iyi muhalefet
yapabilecegimizi diisiiniiyorum. Bu anlamda daha biraz kaydirmak gerektigini
diisiinliyorum, fantazmagori nasil isliyor, nasil basarili oluyor? Her taraftan agik
veriyor, elestirilecek bir siirli yonii var ama kimse dokunamuyor.

S.B: Ama yani aslinda ¢ok giizel bir sey soyliiyorsunuz fakat dediginiz gibi alana
dokunulamiyor mesela bdyle bir sey calisiimak istendiginde TOKI'yle ilgili...

A.T: Bir tane ¢aligma var AKP'nin Miteahhitleri diye. Bir ara sey ¢ok iyiydi Express'te,
Ayse Cavdar'la ¢cok iyiydi ama onlar da birakti adeta, ¢ok sasirtici. Basarili oldu,
buradan muhalefet bir yere gitmedi belki de. Herkes de bir uzman oldu tabii
(gliliismeler).

S.B: Ayse Cavdar'in Basaksehir'le ilgili yazisini hatirliyorum, oradaki siirecin kendi
icindeki dinamiklerini anlatmust.

A.T: TOKI'yle ilgili ilk yazilar1 Ulus ve Ayse yazdi. Istanbul dergilerine de bak. 2008'i
tara.

S.B: 2011 Ekim'de zannedersem Birikim'in "Insaat Ya Resulallah" diye bir sayis1 ¢ikt1.
(A.T: Cok 1y1 degil diye duydum, ben okumadim.) Orada ben arastirma yapmaya
basladigim i¢in ve bilmedigim bazi seyleri 6grendigim i¢in, benim i¢in ¢ok yarayish
oldu. Pek ¢ok makale 2000 sonrasinda AKP'le TOKI'nin ¢ok gii¢c kazanmasini
anlatiyordu, su an yazarlarin cogunu hatirlayamiyorum. Benim agimdan baya iyiydi
ama ben bu siirece sizden ¢ok daha sonra dahil oldugum i¢in benim bilmedigim seylerdi
onlar, gayet agiklayictydi. Ama dedigim gibi 2008'e 6zellikle bakayim. Dediginiz
yaziniz nerede yayinlanacak?

A.T: Alt-Ust dergisinde.
S.B: Benim ig¢in ¢ok iyi bir konugma oldu gercekten. Sonrasinda maillesebiliriz de.

A.T: Ben daha ¢ok kentsel pozisyondan baktim ama belgeselci olarak biraz daha
diistintiriim. Cekmekdy ¢alisiyorum, bu Uydu Sehir dinamikleri. Cekmekdy
Underground. Gengler iizerine, Gaziosmanpasa'ya da gittik, bir roportaj, bu ay. Ne
demek "underground"? Onu da 6zel bir sekilde yorumlamis olan, Dostoyevski'nin
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underground'unu ¢ok giizel yorumlamis olan Nurdan Giirbilek {izerinden Cekmekdy
Underground ne demek, yeniden hani, gencleri anlamak tizerinden.

S.B: Cok guizel bir baglant1 olmus.

A.T: Cok. Bakalim simdi senaryo yaziyoruz, hala Cekmekdy Underground adi. Bir
bagka alan var, hani genglerin medyada ters (?) bir sekilde gosterilmesiyle birlikte hem
kendilerini bir reaksiyon olarak hem de ... bir pargasi olarak yansittiklart bir durum var,
apagi genglik diye. Acayip bir sey! Su anki en ilging konu yani. Dolayisiyla bunu
yansitmaya ¢alistyorum ama ¢ok zor. Senaryo bunun iizerine ama bakalim,
becerebilecek miyiz.

S.B: 90'larda ¢cocuklugumdan hatirliyorum, hep bir varos sdylemi vardi. O sdylem artik
baska seylere de kayiyor. Aslinda 70'lerden, 80'lerden itibaren hep 10 senelik degisimler
olmus.

A.T: Cok garpici bir yaz1 var, Tahire Ekmen'in Degisen Gecekondu Soylemi diye. Her
10 senede bir degisen, 6nce mazlum olan gecekondu, sonra suclu olan gecekondu diye,
cok guzel.

S.B: Cok doénemde apagi sOylemi ¢ok ciddi bir noktaya ulasti, bir yandan, ben boyle bir
haber izlemistim de, Show TV'deydi herhalde. Haberin yayinlanisi ayri bir seydi ama,
oradaki o kisilerle konusuluyor ve "ben apagiyim" diyor ve oynamaya basliyor ama bir
yandan da onlarin toplumun diger kesimleri tarafindan ridikiile edilmesi de var. Herkes
farkl bir acidan o kimlik {izerinden bir seyler soyliiyor.

A.T: Bir yandan da bu kesim sehrin en biiyiik (?) niifusunu olusturuyor. Geng, en ¢ok
apagikondularda yasayan, gecekondu mahallesinde yasayan kesim. Dolayisiyla sehir bu
yani. En gdze garpan, en patladigi nokta bu. Biitiin Istanbul'un antropolojisini de kendi
tizerinde tasiyan, kiipesiyle, makyajiyla, sagi-basi... Cok enteresan. Bununla kentsel
doniisiimii ¢akistirdik bakalim, ne ¢ikacak.

S.B: Ne zaman ¢ekmeyi diistiniiyorsunuz?
A.T: Biraz atti.

S.B: Bu konuya benzer bir sekilde, KOpridekiler filminde de benzer bir sey var sanki, 3
karakter (izerinden gidiyor. Kopriide bir polis memuru galisan, bir tane orada ¢igek
satan bir ¢ocuk, nerede yasadigimi tam hatirlamiyorum ve bir dolmus soforii, stirekli
kopriiyii kullanan {i¢ insan iizerine. Oradaki ¢igek¢i ¢cocuk, tam bahsettigimiz apagi
kimligi iizerine oturuyor. Ama bir yaandan da o kadar disarida ki, bir sekilde sisteme
entegre olmay1 hem istiyor hem istemiyor. Bir yandan polis memuruyla bir sahnesi var,
polis memuru “burada satma” diyor. Orada devletten bir kopma durumu var, ¢linkii
informal bir sey yapiyor. Ama pek ¢ok yerde de devletin i¢ine girmeye de ¢alistyor.
[lging bir durumda.
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A.T: Anne-babaya ve sisteme kars1 ¢ikis var ama diger yandan da tam da kopmuyor
yani elestirel de degil.

S.B: Ya da modernligin getirebilecegi bir siirii seyi de kabul edebiliyor.
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30 Ocak 2012 — Fatih Pmar Tez Goriismesi

Fatih Pinar: ... Yasadigimiz siirecte kapitalizmin bir iist versiyonu gibi, neoliberalizm
artik rantsal karsiligin1 kentlerde buluyor. Diinya niifusunun %70'1 su an kentlerde
yastyor. Biz simdi kirsal kesimde kdy yasami ve insanlar1 bir sekilde sehre gogmek
zorunda biraktilar, politik olarak. Ikincisi ekonomik olarak ve iiciinciisii de sey,
Ozendirerek insanlari; kapitalizm hani, biz sizin ayaginiza gelmek zahmetine ¢ok
"rantable" (?) degil, bizim oldugumuz yere gelin ve tiiketim carkini, yani iirettiklerimizi
tilketecek hem de ucuz iscilere ihtiyacimiz oldugu i¢in insanlara sanki, sehrin diginda
olduklar1 zaman ¢ok sey kagiriyorlarmis gibi bir duygu yaratildi. Simdi “Istanbul niye
bu kadar kalabalik, niye geliyorsun, is yok diye sikayet ediyorsan niye geliyorsun” diye
bir zihniyet var ya bdyle, bu ¢ok sagma, sdylenecek bir laf degil tabii ki de, bu kahve
agziyla sdylenen sey. Hepimiz ayni yolun yolcusuyuz bir; ikincisi de ¢ocuklarina daha
1yi bir egitim vermek, daha iyi bir hayat yasamak ya da iste buradan bir sey
kaciriliyormus gibi falan. Yani televizyonda gordiikleri hayati, bir sey yapabileceklerini
saniyorlar. Kald1 ki sadece bu degil; yasadigi kirsal alanda, kdyiinde hayvanciligiyla,
ciftciligiyle, topragiyla, agaciyla, meyvesiyle gecinemiyor. Ve bir de sey; sistem ayni
sekilde insanlar1 o kadar sonsuz bir hale getiriyor ki, o tiikketim toplumuyla birlikte
kirsaldaki, koydeki en iicra yerdeki insan bile dongiiye maruz kaliyor. Ayni tiikketim
carkina maruz kaldigi i¢in hi¢bir zaman sey olmuyor; o Urettigi, karsiligini aldigi o
doyum (?) olmuyor. En ufak esnaftan, zanaatkardan, iste bir kiiciik ¢iftciye kadar,
buradaki beyaz yakali ¢alisana kadar herkesin sikintist ayni. Her neyse. Kentlerde boyle
bir y1gilma oldugu zaman tabii ki sey oluyor, belli bir alan var ama siirekli artan bir
niifus var, o zaman siirekli sey oluyor... Bir de son yillarda bir trend gibi aslinda; nasil
bir donem sehrin disindaki banliydlerde yasamak, bu Kemerburgaz 6rneginde oldugu
gibi, sehrin disinda, uzakta, genis alanlarda yasan trendi varken simdi son 10 yilda
hemen hemen, 6zellikle Istanbul igin Tarihi Yarimada'da ve Hali¢ kiyisinda tarihi bir
binada yasamak bir trend, bir gosteris haline geldi insanlar i¢in.

Sonay Ban: Onlarin da yenilestirme siireci var.

F.P: Yani o alanlar hele Istanbul &lgeginde dar bir kent alanindan bahsedersek, o alanlar
cogaltilamaz, kent ceperlerine dogru biiyliyorken bu bahsettigimiz alan zaten sinirlar
belli, yapilagsmasi belli, zaten yeri olmayan bir yer. O zaman ne olacak; o yer dikine de
yiikselemeyecegine gore o zaman oradaki insanlarin niifus hareketi baslayacak. Yani
burada dogrudan ilk akla gelen bunun karsilig1 ne, bunu biz akil etmiyoruz,
matematiksel olarak konustugumuz denklemin sonucu sinifsal bir ayrimcilik yaratiyor.
Yani st sinifin hizmetkar1 olan yerel yonetimler belediyeler de tabii ki o sinifa hizmet
ettigi i¢in, devlet organlari gibi; higbir zaman esit, adil, halk tabanina yayilmis bir
isleyisi olmadig1 i¢in tabii ki, her zaman oldugu gibi giicii olan, kapitalizmin
sonuglarindan birisi, yani kapitalizmde hukukun, adaletin olmas1 da miimkiin degil,
nasil esitlik lizerine kurulu degilse. Dolayisiyla bunun yansimalarindan birisi olarak,
giiclii olan "ben bunu istiyorum" diyip devlet organlarin1 kullanarak o insanlari,
oncelikle siifsal bir ayrimeilik var burada, "sen burada yasayamazsin". 50 yildir, 100
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yildir, benim filmlerimde gormiisiindiir, niye ki yani? Ayvansaray'da birisi "benim
annem burada dogup biiylimiis, ben 100 yildir Ayvansarayliyim." Eee? Noldu?
Zenginin birisi geldi "artik Ayvansaray'daki bu ahsap kosklerde yasamak istiyorum."
Trend bu, fantazi bu falan, "parasi neyse verip yasarim." Ya da burada iste rezidanslar,
butik oteller yapmak ¢ok kar getiriyor filan, bunu yapicam filan.

S.B: Orada da dyle soylemiyolar ama onun da bir kilifi olmuyor mu? "Buradaki kosullar
cok kotii bunu yenilemeye ¢alisiyoruz" gibi bir sdylem oluyor.

F.P: Tabii ki bunu bu sekilde zenginlerin yardakg¢iligini yapiyoruz diye agikca sdylemek
degil. Acikga gosteriyorlar, bu anlamda ¢ok pervasiz, ¢cok aymazca davranislar var,
insani1 ¢ildirtacak derecede. Tabii ki s6z, kelam anlaminda birak da sdylemesinler.
Soylemeleri gerekmiyor; ayrica seyi ¢ok iyi biliyorum, 6zellikle Tarlabasi; zaten kentsel
doniisiim yasasinin diger ad1 "Tarlabas1 Yasasi"dir, 2003'te ¢ikan yasa. Tarlabasi, o
donemki en iste kapkaclarla, hirsizliklarla, uyusturucu operasyonlariyla falan stirekli
Tarlabasi'nin ne berbat bir yer oldugunu gosteren seylerle doluydu. Oysa biitiin o
bahsettigimiz seyler Beyoglu Emniyet Miidiirliigii'niin hemen yaninda, saginda, solunda
olan olaylard, bir. Ikincisi sanki sey gibi; birdenbire bir sabah uyanmisiz ya da bir ay
burada yokmusuz da birdenbire Tarlabas1 bdyle bir yer haline gelmis gibi bahsediliyor.
Bir saniye yani bu sadece Tarlabasgi i¢in gecerli degil. Siileymaniye igin de Zeyrek igin
de, Kumkapi i¢in de... Burasi niye bu hale geldi? Siz kendiniz buray1 bu hale getirdiniz.
Yani bir devlet politikasi, askeri ve devlet politikasi olarak en basindan beri, tamam
1915 Ermeni katliamin1 saymayalim, ama bunlar1 sey yapabilirsin; 1923, mibadele.
Istanbul 6zelinde konusacak olursak, 1938'i saymiyorum, o Istanbul disinda bir seydi.
Benim biitiin yaptigim kentsel doniisiim isleri Istanbul'da. Daha sonra 1955 6-7 Eyliil
olaylari, 1974 Kibris Savasi... Biitiin bunlar niye yapildi? Buradaki gayrimuslim nifusu
yok etmek iizerineydi. O insanlar yok edildi, ne yaptiniz yerine? Planli programli,
onlarin yerlerini koruyup bir sey yapmadiniz, gasp ettiniz. Bunu bdyle bir tarihsel siireg
olarak anlatmaya bile gerek yok, ben hala Aynaligesme'de oturuyorum, Tarlabasi'na
yakin, 10 yildir burada oturuyorum ve hani Tarlabasi'nda ¢alistyorum, biitlin bu kentsel
doniisiim alanlarinda; o giizelim, her biri ayr1 bir sanat eseri olan binalar1 dyle bos
gordiigiim zaman hakikaten igim sizliyor. Ve biitiin bunlart bilen birisi olarak, hakikaten
sey yani, orada bir beddua gibi, bir kahredilmis sey gibi duruyor. Insanlarin isgal
edilmis yerlerinde yasiyoruz ve o yerlerde yasama kiiltiiriine de sahip olmadigimiz i¢in
o binanin hakkini veremiyoruz. Zeyrek'teki konaklarda oldugu gibi; ahsap bir konakta
yasamanin bir yasam tarzi, kiiltiirii vardir, onu bilmedigin zaman o bina 100 sene
yasayacaksa 20 senede ¢okiiyor. Buradaki binalar da ayn sekilde, yani senin oturdugun
apartman da 6yle. O mermer, merdivenler, tirabzanlar, o tavan siislemeleri filan, Aman
Allahim! Ama sey yok pencereleri yok, temizlik yapilmiyor, 1siklar1 yanmiyor, kapisi
kapanmiyor filan. Boyle saray gibi bir binada yasiyorsun, o zamanin o ustaligi... Hem o
yapan mimari, o zanaatkarlar, o yasayan insanlar, o yasam zenginligi, 100 y1l 6nceki
seyi diisiin, tamam m1? Hani bunu su anki durum, bunu su an burada, bu yasam
kiiltliriine sahip olmayan insanlarin yasadigini ve hatta bir gogunun niye bos oldugu
sorusunu sorar degil mi herhangi bir turist. "Allah Allah bu kadar giizel bir yerde bu
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kadar giizel bir binalar niye bos acaba?", arkasinda boyle karanlik bir kabus goz
kirpiyor anliyor musun, hikdye buradan geliyor. Ondan sonra da Siileymaniye'de de
bdyle, 350 tane bina nasil yaniverdi? Bir tane bina yandiktan sonra, Aman Allahim,
olay olup artik tanesinin daha yanmamasi, hani sansasyon yaratmasi gerekirken 350
tane Osmanli'nin en giizel, ahsap 6rnegi kosklerden konaklardan bahsediyoruz. Kaldi ki
kendimiz hani boyle Osmanli, milliyet¢ilik vs. diye... Hadi buray1 gayrimiislimlerin,
bunu bile sey yapabilirsiniz diye diisiinelim. O mimariyi, onlardan kalanlar1 bile
yadstyabilirsiniz ama kendi mirasinizi da korudugunuz ettiginiz yok. Dolayisiyla
inanilmaz bir cehalet var. Bedrettin Dalanlarin, simdiki Mustafa Demirlerin falan
birbirinden fark: yok. Birisi geliyor... Bizdeki yerel yonetimlerin en biiyiik handikap1
burada; kendi kisisel sermaye alanlarini, babasinin ¢iftligi denir ya gergekten dyle gibi,
yani belediyecilik halka hizmet vermek icin degil bir kar amacl sirket gibi yapiliyor.
Hani yapilan biitiin toplu ulasim zamlari, yollar, elektrikler, sular vs. belediyenin verdigi
biitiin hizmetlerde su var; "ee napalim zarar ediyoruz!" Ya da "su kadar kar elde
etmemiz i¢in sunu yapmamiz sart". Kar etme zaten, sen hizmet vermekle yiikiimliisiin.
Her neyse... Ayn1 zihniyet sehri yenileme anlaminda da dyle ¢iinkii hem gorsel olarak
hem tarihsel olarak bir bellege sahip degiller. iki anlamda da bir vizyonlar1 olmadig
icin kentsel doniistimden anladiklari sey su: her seyin sikir sikir, boyle steril, tertemiz,
sahane olmasin1 anliyorlar. Oysa o kadar aptallar ki, istanbul'a bu kadar ¢ok insanin
gelmesinin, diinya dl¢ceginde olmasinin sebebinin zaten su kendiligindenlik yani. O
Mahmutpasa'daki hanlar1, Balat'ta sokakta oturan kadinin, ¢ocuklarin vs... Insanlarin bu
hosuna gittigi i¢in geliyor. Oysa onlar, tertemiz sokaklar, iste kapilar1 pencereleri
tamamen kapali, yasam belirtisi olmayan, Bogaz'daki bir¢ok yalida oldugu gibi.
Giderken goriirsiin gercekten ¢ok giizel yalilar var ama 50 tanesinden 2 tanesinin 15131
yantyor ya da yillarca gittigimde "aa surada ne giizel insanlar yagiyorlar"1 géoremezsin,
cok istisnai yani. Boyle bir yasam kurmay1 dogru bir sey zannediyorlar. Yanlis olan sey
bu iste. Yasamdan anladiklari bu degil, anladiklar1 yanlis bir kere. Dolayisiyla boyle bir
zihniyet napacak, tabii ki o carpitilmis, steril, zenginlere hizmet eden, iste boyle
duvarlarla gevrili, kameralar, giivenlikler vs. Boyle bir yasami, Istanbul'u yaratmaya
calistyorlar. Istanbul'un ruhuna tamamen ters. Buna en iyi 6rnegi de Sulukule. Birak
turistlerin tercihini vs. ben kendim, Istanbul'da yasamayi tercih etmis ve giderayak
bunun i¢in miicadele veren birisi olarak Sulukule'ye gittigim zaman gercekten Sulukule
yikilmadan once bir dergiye fotograf ¢ekmek i¢in gittigimde, oradaki o ¢ingeneler,
onlarin ¢ocuklariin hali, kadinlar filan, oraya gittigim zaman giizel olan buydu.
Cingene mahallesine gidiyorsun, o kahveye girdigin zaman, tamam orada esrar
satiliyordu, iciliyordur, kadinlar boyle bilmem ne. Ya da kadinlar da kiifiirlii
konusuyordur falan. Ee tamam. Bundan hoslanmiyorsan gitmezsin. Ben hoslandigim
icin oradan extra zevk aliyordum. Simdi yanindan bile gecerken bagimi ¢cevirmek
istemiyorum, o binalar1 goriip o kirlenmislige maruz kalmamak i¢in yani. Ciinkii orada
o tad1 yasiyorsun, anladin m1? Yok etmeseydin Kumkapi'da Ermeni kiiltiirii, zanaatlar
is¢ilikler boyle. Yok ede yok ede koskoca Tiirkiye'yi bir soyle, kendi deyimleriyle bir
betona gevirdiler. istanbul da bunun daha bdlgesel bir simgesi oldu aslinda. Ayn1 seyi
Tirkiye 6l¢eginde diisiinsene, onca halki; Ermenisi, Siiryanisi, Yezidisi, Rumu... O
insanlar gitti diye nolur, boyle kupkuru, ¢6l gibi, higbir zanaati, hepsi birbirinin ayni
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olan, ilerde biitiin Tiirkiye bir TOKI ¢6liine donecek. Simdi insanlar niye "aa Mardin'i
gormek istiyorum" diyor. Ciinkii her sehrin karakteristik bir seyi vardir, mimarisi vardir
yiizyillar icinde bigimlenmistir bu. Simdi yok ki. Istanbul disinda Baglarbasi'na,
Sultanbeyli'ne, 6zellikle isim olmadik¢a neden gideyim ki? Yani Anadolu'nun herhangi
bir sehrinden bir mahallesinden higbir farki yok ki oranin; ayni sokaklar, ayni binalar...
Ee nolacak o zaman? Boyle ruhsuz bir seye evriliyor, ¢linkii bir sey var, hepimizin
altindan ¢ekilmis bir gegmis var. Yok ettikleri bir sey var. Dolayisiyla ben suraya
baglayacagim; dnce bunun hesabinin verilmesi gerekiyor. Siileymeniye'de de
Tarlabasi'nda da. Buraya seyden geldik; Tarlabasi ¢okiintii bolgesi ilan edildi ya,
¢okiintii bolgesi olmasi i¢in emniyetin etrafinda olan seyleri ben... Ben kendim sabahin
11'inde... emniyetin Ug¢ bina 6tesinde esrar i¢iyordu insanlar. Benim fotograflarimdan
birisi o muhabbette olmustur yani, anladin m1? Yani bdyle bir yaratilmis sey var tamam
mi1, benim yazdigim yazida sey diyordum Once ¢Okiintii alani1 ilan etmek i¢in bunlarin
olugmas1 bekleniyor, yaratiliyor, ¢okiintii alan1 ilan edilebilsin ki, "aa ¢okiintii alani,
napalim? Tabii ki temizlemeliyiz". Deprem daha da cirkin bir sey yani, depremi bir
santaj araci olarak kullanacak kadar asagiliklar ayn1 zamanda, gercekten boyle
diisiiniiyorum yani. Diisiinsene hirsizlikla, kapkacla, uyusturucuyla, korkuyla ¢okiintii
alanindan temizleyecegiz diyorlar, bir siire 2005'lerde falan benim o Tarlabagi'ni
calistigim zamanlarda, aman Allahim Tarlabasi'ni savunan kendi arkadaglarim arasinda
bile bir sey sdyleyemiyordum. "Aaa iste onlar da kapkaggilar, benim ¢antami ¢aldilar"
bilmem ne, "nasil savunursun onlar1" filan.

S.B: 2000 sonrasinda bu ¢ok daha ayyuka ¢ikt.
F.P: Evet ve sonra 2003'te ¢at diye kentsel doniisiim yasasi ¢ikt1 Tarlabasi igin.

S.B: En dogru deyim evet. Yani kosullar yaratildiktan sonra "ee nasil miidahale
edecegiz, tabii ki TOKI'yle" durumu var.

F.P: Bilmedigimiz baska bir diinyadan bahseder gibi, lilkemizde kendi sehrimizde,
kendi halkimizdan korkulmas1 gereken, kovulmasi gereken, temizlenmesi gerekenler
olarak bahsedilmesi... Sulukule i¢in "burayi temizleyecegiz" dedi, halki i¢in bir
¢coOpliikten bahseder gibi bahsetti, ac1 olan; dangalagin teki ¢ikip bu sekilde
konusabiliyor, bu hayata gecirilebilecek kadar basarili olmast miimkiin olmamaliydi, ac1
olan bu.

S.B: Bu hafta icerisinde Aysim Tiirkmen'le konustum, o da seyi s6ylemisti mesela, bu
mekanizma neden bu kadar basarili bir de yani bir sekilde buradan resmediyoruz, biraz
daha disaridan ve bir sekilde basarisini1 kabul ediyoruz. Bir yandan da o mekanizmanin
icerisinde ne oluyor acaba diye sormustu.

F.P: Bu AKP'nin sadece kentsel doniisiim meselesindeki basaris1 degil, AKP
neoliberalizmin en 1yi uygulayicilarindan biri ve sdyle bir 6rnek vereyim sana:
Beyoglu'ndaki bu masa-sandalye operasyonlarindan ilk aklimiza gelen sey oldu; ben
artik ondan sonra "yeter artik kaginci defa ayni sey" dedim. Tayyip buradan gecmis de
icki migki sokaklarda demis, o muhafazakar, dindar kafa yapistyla ge¢iyor sokaklardan
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kaldirilsin diyor. Alakas1 yok. Artik insanlara sunu soyliiyorlar, 1 liraya ¢ay igip, 5
liraya bira i¢ip Beyoglu sokaklarini isgal edemezsiniz, burada bir iist gelir grubunun
yasamast s0z konusu olacak, apartlar olacak, ¢ok daha biiyiik paralarin konusuldugu bir
yasam tarzi temelini atryor aslinda. Dolayisiyla bunlar, Allah'a, dine falan degil direkt
paraya taptiklari i¢in bu kadar iyi uygulaniyor. O neoliberalizm seyi de buradan geliyor,
sadece kentsel doniisiimle vs. ile degil artik biraz 6nce konustugumuz sey gibi; sistem
dedik ya, sehre gog, tiikketimin nesnesi haline gelmis olmas1 insanligin, bunda oldugu
gibi tek tek bireylerin parayla kafay: yedirttigi i¢in, insanlar artik "aman ekonomi iyi
olsun, cebimizdeki para ugmasin" vs. Tabii simdiye kadar da bir siirii krizler yasadiklar
icin, insanlar igin birincil belirleyici olan bu. Bunun tizerinden gidiyor. Ekonomi
politikalarinin da, bir iktisat¢1 degilim ama neye bagli oldugunu biliyorum, doniisiim de
zaten birinci sey o. Diisiinsene kentte donen rant siirekli katlanarak... inanilmaz bir rant
var. Sadece Tarihi Yarimada’da degil, Umraniye'de de ayn1 sey. Yikip yeniden yapacak
ve inanilmaz o paranin hareketi, o dolagimi yeniden sagliyor. HES'lerdeki pervasizligina
bakar misin? Barajlardaki pervasizligina, maden konusundakine? Umurunda bile degil.
Bir maden alanina geviriyor, satilik olmayan hicbir sey yok. Istanbul'u, Tarihi
Yarimada’y1, oradaki etnik ayrimciligi... Aman Allahim! Bu sey 6rneginde oldugu gibi;
Allah, glinah miinah falan. Alakas1 yok. Tamamen paraya ve neoliberal politikalar
dogrultusunda yapilmasi gerekenler lizerinden karar verilmesi ile tamamen.

S.B: Aslinda din iizerinden gosterilip...

F.P: Boktan bir AKP politikasi, onu herkes sey yapar (giiliiyorum). Bir iist seyden
konusmaliyiz; politik olarak da felsefik olarak da... Neyse bdyle bir giris yapmis olduk,
uzun.

S.B: Guizel oldu... Dediniz ya 10 senedir burada yasadiginizi. Nasil baslad sizin i¢in bu
streg?

F.P: Ben 97 yilinda Izmir'de iiniversiteyi birakip Istanbul'a geldim, sadece ve sadece
fotograf¢1 olmak igin, Atlas Dergisi’nin fotografgisi olmak i¢in. Dolayisiyla 97
Eyliil'den beri Istanbul'dayim. Sonra Atlas Dergisi'nde 2004'e kadar ¢alistim,
fotordportaj... Atlas bir cografya dergisi oldugu i¢in gazete muhabiri gibi ¢alistigim
konuya dair tek bir fotograf, anlattigim hikayeyi bir fotograflar biitlintiyle, 15-20 farklh
fotografla anlatmam gerekiyordu. Gittigin yerin insan tipolojisini de, genel goriiniimiinii
de, kiiltiirel yapisini da, biitiin bunlara dair fotograflar cekmek gerekiyor. Atlas
Dergisi’nde 2002 yilinda da ailemin karariyla... Oyle bir sey vardi iste annemi
tantyorum; nasil olur da ben 28 yasindaydim ve yillarca hayir dedim itiraz ettim en
sonunda kiramadigim i¢in, biiyiik cogunlugunu onlar verdiler, ¢linkii annem ¢ocuklari
arasinda bir adalet sey yapiyor, abilerimin bunlar1 sunlar1 var, ortak biitceden
nemalanarak ortaya ¢ikan bir sey, hak ediyorsun diyip, bir Anadolu koylii kadini olarak
"bu ev alinacak" diyor. Kendi birikimlerimde vs. ve anlattigim gibi, o zaman 25 milyara
aldigim yer, ancak param ona yetiyordu, Aynalicesme Caddesi'nde, Cihangir'e tabii ki
bakamiyoruz. Sey oldu, ben de aslinda bu, gidip Umraniye'de degil, yani sosyal
yasantiy1 sevdigim i¢in bu semtten bir yer almistim. Dolayisiyla benim Tarlabasi'ndan
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bir yer almam biraz da bununla ilgili. Benim Tarlabasi'daki fotograflarim Wordpress
Foto'nun (?) master class yarigsmasina katildi, orada egitim almak i¢in hazirladigim
portfolyomdakilerden birisi de Tarlabasi'ydi ama komsularimdi daha ¢ok. Ben de
yasadigim evdeki otoportremle Tarlabasi'ndaki portrelerle birlikte yasiyorum, bu
mahallede yasayan bir tip olarak boyle bir proje yapmistim mesela. Benim algim buydu.
Benim mahallem de bir "gentrification" alan1 haline geldi. Insanlara bunu anlatirim; ben
mahalleye ilk gittigimde, su halimle "ya bu tip nereden ¢ikt1" diye bakiliyordu bana,
degisik bir tip falan. Simdi ben gercekten soyliiyorum, ayni seyi sdyliiyorum bir bagkasi
icin. Kendince diisiinceleri olan birisi olmama ragmen, kotii anlamda sdylemiyorum,
marjinal seyler oluyor. Londra'nin Sohonun tiplerinin aynisini gériiyorum sokagimda.
Her neyse Istanbul'a gelisimin hikayesi bu... Fotordportaja ilgim de dedigim gibi
Atlas'ta galistigim i¢in. Daha sonra bu kentsel doniisiim filmlerini yaparken orada
(sitesinde) kronolojik sirayla koymaya calistim, ilk Siileymaniye sonra Tarlabasi.
Onlarda video, Siileymaniye'de ¢ok azdi. Ben “kentsel doniisiim konusunu
fotordportajla caligayim bari” demedim. Hangi yontemle ¢alissam, hani elimde bir siirii
yontem var da onu tercih ettim degil, ben onu yapmayi biliyordum zaten. Elimde
fotograf makinamdan bagka hi¢bir seyim yoktu. Cikis noktam seydi, kosullardan... En
Iyi bildigim seyi en iyi bildigimle yaptim. Daha sonra makinami yeniledigim zaman, ilk
Zeyrek konusunda, 13 tane video yaptim Mimarlar Odasi'na, onu da anlatacagim,
6.sinda simdiki makinami aldigim zaman video da ¢ekiyordu. O da hayatima gidince
arttk multimedya yapmaya basladim, o yiizden fotograf-fotoroportaj-multimedya diye
gidiyor. Artik bagka bir anlatim teknigini kullanmaya bagliyorsun. Aslinda benim
gercekten de Mimarlar Odasi'na proje onerip kabul edildigimde yapmak istedigim seydi,
kamera kullanmak, daha fotografciligimi kullanarak belgesel tadinda bir sey yapmakti
ama bir kamera alamadim. Sonra da makinam video ¢ekiyor olmasaydi belki hala video
olmayabilirdi, 6yle bir imkanim olmadi. Bu bir liiks degil sonugta aman aman 50 bin
dolarlik bir kameradan bahsetmiyoruz, video kameradan bahsediyoruz. O
fotoroportajlarin multimedyaya evrilmesi de boyle oldu. Sorulardan birisi kentsel
doniigsiime olan ilgi, ona gelecek olursak... Simdi ben 2005'lerde Tarih Vakfi'nin
cikardig1 3 aylik Istanbul Dergisi vardi, orada ¢alisan arkadaslarim iste Ulus Atayurt ve
hal4 Express'te yazar, en yetkin kalemlerdendir. Ayse Cavdar benim yakin
arkadaglarim. Onlar da iste dergiye fotograf istiyorlar, o ara dergi kentsel doniisiim
alanlar1 haritas1 yapmisti. O zamanlar 2005-2006'da... Simdi herkesin agzinda kentsel
dontisiim var, bilmiyorum ben bir mimar degilim, kent bilimci vs. degilim ama bir foto
muhabiri olarak bu kadar ¢ok sey bilmiyordum, o zaman farkina varinca daha iizerine
kafa yormaya basladim. Cikis noktam oradaki arkadaslarim ve onlarin konugmalari
tizerinden bir baktim ki bu gercekten de... Biraz ileriyi diislindiigiin zaman da su an
aman Allahim bunun asla ucu bucagi yok. Bunun iizerine egilmek lazim diyip Mimarlar
Odasi'na sunmak {izere bir proje hazirladim. 13 tane, o dergideki kentsel doniigiim
alanlarini hem fotografla hem videoyla belgeleyecegim ve bundan 5-6-7 dakika
arasinda bir film ¢ikaracagim. Ve o fotograflar da, ham halleri, ses kayitlar1 ve videolar
da Mimarlar Odasi'nin arsivine kalacak, yaptigim filmler de ¢esitli etkinliklerde
insanlara ulasip bilgilendirme yapacagini diisiindiim. Gerg¢ekten sembolik denebilecek
bir paraydi. Hemen kabul ettiler gel yap dediler. 1,5 sene siirdii, benim amacim seydi,
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her ay bir tane yapmakti. Zaten bu medyada kendi yapmak istediklerimi yaparak is
bulamadigim i¢in, buldugum islerden 6 ay 9 ay sonra artik, insanlar gercegi gormek ve
gostermek istemediklerinden, ayrildigim i¢in... 2004'c kadar sadece Atlas'ta ¢alistim ve
bir sikintim yoktu. Diisiin 8 senedir 50 tane yerle goriismiis, 500 tane yere bagvurmus,
10 tane yere girip birisi olarak; kald1 ki her is goriismesinde "ne kadar yetenekli" diye
bizzat o insanlar tarafindan sdylendigi halde bir sey iiretmeme miisaade edilmedigini
goriince artik bu benimle ilgili degil, kars tarafla ilgili. Kars1 taraf gergegi 6nce kendi
gormek istemiyor, sonra da insanlara gdstermek istemiyor. Artik sunu anliyorsun; ya
onlarin istedigi gibi olacaksin, ben hayir demisim zaten, o zaman da kendi islerini
yapacaksin. Ben simdi video aktivizmi yapiyorum tamamen. Kendi islerin demek de
proje i¢in sponsor bulman gerek, sponsor da rezalet ¢irkin bir sey boyle. Sermayeye
kars1 bir sey yapmaktan bahsediyorsun sonra sermayenin sana destek olmasini, nafaka
vermesini istiyorsun. Bu Garanti'nin SALT"1 Beyoglu'nda kendisi gentrification'l, o
kiiltiirel doniislimii yaratiyor, sonra da orada benim videolarim gosteriliyor. Ulus
dedigim arkadasim da son derece radikal yazilar1 var, oraya konusma yapmak i¢in
cagriliyor. Sonra birdenbire bir toplantida konusurken farkettik ki Ulus'la, biz kars1
oldugumuz seye hizmet eder hale geliyoruz. Ama komik olan sey su; farkindayiz, o
kadar da aptal degiliz ama muhalif olan seyin de, bu postmodern tiiketim nesnesine
dontigiiyor yaptigin is de orada.

S.B: SALT'taki gosterimler sizin izniniz disinda m1 gergeklesti?

F.P: SALT'a verdigim isler seydi, o da ayr1 bir komikliktir, 5 sene dnce, 0 zaman
basindaki kisi sey yapti, Frankfurt'tu sanirim, bir sehirde interaktif bir sergi acacaklar,
bu is i¢in benim ilk yaptigim Tarlabasi isini istemislerdi. Ben de diyorum Garanti
Bankasi benden bilmem ne i¢in is istiyor. Gittim, iste biz malum boyle isler tiretebilmek
i¢in sey yapiyoruz, bu tip sergiler vs. bir yerden bir destek olsun ki, ben bu isi yapmigim
zaten ama yeni bir is i¢in. Yok dediler, para vermediler o is i¢in. Inanamadim, yani siz
de vermiyorsaniz kim verecek ki yani. O zaman vermis bulundum falan.

S.B: Insan Haklar1 Sergisi...

F.P: O ayr1, orada yerine oturan... Ben o serginin videosunu yaptim (bildigimi
sOyliyorum). O kadar guzel bir sergiydi ki gercekten. Video aktivizmi denen tam olarak
0. Ne IHD'den ne Tiitiin Deposu'ndan bir sey istemedim, istemek de aklima gelmedi.
Oradaki o hak ihlallerini gostermek, o rakamlar1 vermek ¢ok daha kiymetli bir sey, bunu
yapmak lazim. Buradaki bir¢ok sorunun da cevabini veriyor zaten. Belge niteligi
tasidigini, ideolojik temelleri oldugunu diisiiniiyor musunuz diyorsun ya, baska bir sey
diisiinmiiyorum. Yaptigim is fotograf sanatgisi vs. olmadan 6nce oncelikle politik olarak
bir is liretiyorum ve iirettigim isin aract sadece benim i¢in fotograf, multimedya vs.

S.B: Sizin islerinizi izlerken dyle oldugunu diisiiniiyorum fakat sizden duymak istedim.
F.P: Tamam, soruda bir sey yok, ben cevaplamis olayim...

S.B: O zaman Mimarlar Odasi'ndan...
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F.P: 2009'un basinda basladim iste, 2010'un yazinda bitti. Biraz aslinda fazla Tarihi
Yarimada yapmis oldum, Derbent gibi gecekondu sorununa hi¢ deginmemistim.

S.B: Depo'da vs. gosteriliyor isiniz. Bagka sivil toplum kuruluslaryla...

F.P: Depo'nun bir karma sergiydi ve sey istediler, maliim bir¢ok sanat¢1 katiliyor, o
serginin kiiratorii "su su islerini paylagsmak ister misin" dedi, ben de memnuniyetle
bdyle politik bir ise girmek isterim. Su an yok. Gazetecilik diginda sadece proje vs.
sadece Mimarlar Odasi oldu hayatimda, hi¢bir STK'nin, kurumun, kurulusun vs. seyiyle
yapmadim. Gegen giin sey oldu, ¢cok meshur bir mimarlik firmasinin biiytiklerinden,
benim Yenikap1 igsimi Yali Mahallesi'ni, oradaki proje i¢in yarigmaya katilacaklarmis da
benim goriislerimi almak i¢in ofislerine ¢agiriyorlar. Bunu merak da ettim yani, nasil bir
sey. Benim goriislerimi almak istiyorsan filmimi izlersin, niye ofisine ¢agirtyorsun ki?
Ya da ben ne adina sana goriiglerimi verecegim?

S.B: Gittiniz mi?
F.P: Gitmedim canim.
S.B: Aslinda gidip...

F.P: Merak ettim aslinda ne diyecekler falan, seye bile tahammiiliim yok o yapmacik bir
stirli bir yerlerden kivirip... Benim nereden baktigim, ne sdyledigim, o insanlarin ne
sOyledigi agikca ortada, neyi bekliyorsun ki? Bana seyi izah ediyor yani, o doniistimii
hazirliyoruz ve o proje igin sey verecegim ben, benim soylediklerim oradaki... Bir de
sey kullantyor, o mahalleliyle ¢ok iyi iletisim kurmussunuz, kendi i¢lerinden
hikayelerin i¢ine girip oradan bir Kiirt kadinin kisisel hayat hikayesinden bilmem
neyine kadar, tamam m? Oyle seyler iste.

S.B: Tarlabasi'nda yasadiginiz i¢in orada biraz da i¢cerden bakiyorsunuz sanki oraya ama
diger projede seyi, temsiliyet daha ¢ok benim i¢in 6nemli ya, o siirecte alana girisiniz,
oradaki iletisiminiz nasil acaba, biraz bahsedebilir miyiz?

F.P: Orada aslinda kentsel doniisiim {izerine is yapan birisi olmaktan ziyade
gazeteciligim daha 6n planda. Sonugta ben direkt belgesel videodan baslayan birisi
degilim, profesyonel anlamda fotomuhabirligine Atlas Dergisi'nde basladim, yaptigim is
gazetecilikti. Bir de sdyle bir sey vardir, gazetedeki konularin her birinin farkl bir
konusu vardir. Ben hep insan agirlikli konular ¢alisiyordum yani halk, kiiltiir falan.
Benim dergi bu tarz islerde basarili oldugumu... Mesela ¢ok 1yi cografya fotografi ceken
insan fotografi cekemiyor, en yakindan c¢ektigi insan fotografi 80 metre falan. Benim
fotograflarim oysa sey, 20 milim geriden cekilen. insanlara nasil bu kadar yakindan
cekebiliyorsun vs. Burada bagka bir sey geliyor, gazeteciligimden, fotografciligimdan
once iletisim kurma yetenegim, ya da o insanlara kendi anlatmam, empati, kargilikli
iletisimin bir seyi var. O samimiyetin bir formiilii ya da regetesi yok, su sudur gibi.
Benim oncelikle yaptigim sey su gittigim zaman, bir selam verip niye orada oldugumu,
ne yapmak istedigimi anlatip sdyledigim zaman, elini siktigim zaman insanlar zaten
aciliyorlar. Ciinkii bu modern zamanda, bu yabancilagsmada, "aa nasil insanlarla kontak
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kuruyorsun, kadinlar tek bagina, ev hanimi isiz nasil aliyorlar" falan. Ya gidip o
insanlara merhaba dedigin zaman, hal hatir sordugun zaman zaten insanlarin ¢ok hosuna
gidiyor, hani yabanci birisi, oturuyor, dertlesiyor, zaman ayirtyor sana. Zaten sey,
insanlar 1-0 6nde basliyorsun, ¢ok memnun oluyorlar. Zaten dertliler, sdyle bir sey var;
onlara onlarin tarafinda oldugunu anlatip dile getirmek ve bu sesi herkese aktarmak igin
yetenegimi, meslegimi kullandigimi séyledigim zaman inaniyorlar. O inanmanin
formiilii, recetesi yok dedigim sey o. Bu karsilikli. Kapilar agiliyor, muhabbetler zaman
ayirdikca tabii daha igtenlesiyor. Fotografta da dyledir, hani gecerken o an merhaba
diyip cektiginizle, saatlerce ya da ne bileyim bir kdyde zaman gecirdikten sonra size
alisilir ve o yasanan an, o dongii artik kendi olaganlig1 halinde olmaya baglar. Calistigim
konularin hepsinde en az 1 hafta-10 giin ¢ekim yaptim, o alanda ¢alistim. Kiigtik bir
mahalle oldugu icin bir ¢ogu artik sey yapryordu, hosgeldin falan. ilk giin beni kovan
kadin 3. giinde artik sey yapiyor, bakmis ki mahallede herkesle kanka olmusum, kendini
dislanmis hissetmemek i¢in benimle konusuyor falan (gultyorum). O tamamen insani
bir sey. Dolayisiyla ben 6ncesinde koydugum kurallar yok, burada da 6ncesinde
bolgeye dair kabaca fikrim olsun diye arastirma yapiyorum. Ama 6yle ¢ok profesyonel,
aman Allahim bir arastirmam yok dogrusu, zaten tek basina yaptigim bir sey. Hep de
sey oldu; o gittigim yerin hikayesi o insanlardan 6grenip... yer yer tabii bu konu {izerine
arastirma yaptim, uzmanlarla rOportaj vs. yaptim, ¢iinkii onlarin da ses kaydini alip.
Genelde hep seyi tercih ettim, bir Tarlabasi'nda vardi, digerlerinde de vardi. Ama sey
oldu, nedense seyi tercih ettim; oradaki mahalleliyi, sivesi, konusma tarzi, o sekilde
onlar1 kullanmay1 istedim ¢iinkii bu onlarin hikayesi, doniisiim alanlarinin gostermek
kadar bundan etkilenecek insanlar1 géstermek benim icin daha oncelikliydi. Bunu da
dedigim gibi bir plan ¢ercevesinde, baska tiirlii bir sey yapmam miimkiin degil ¢iinkii
sey, insan olmayan bir fotografim yoktur benim. Buda yine o Atlas'taki o
gazeteciligimin getirdigi bir sey. O zaman o dénemde yogrulmus olan, ki bu da
tesadiifen boyle birisi oluvermedim, kendi bilincim, istegim ve yonlendirmemle. Clinkii
yani ¢agina tanikligini, yasadigin siirece belgelemeyi yerine getirmenin en elzem
yolunun insandan geg¢tigini diisiiniiyorum. Tabii ki dogadan da gegiyor ama dnce insani
dinleyip, ¢oziip, anlayip, yardim edip vs. bunu yapacagiz ki daha sonra digerleri
cikacak. Oncelik insan 6gesiydi o yiizden Mimarlar Odas1 yaptigim isleri begenmesine
ragmen mimari anlamda ¢ok yetkin degil ama akademisyenler, mimarlar bile "ya sen ne
giizel yapiyorsun, biz anlatiyoruz ama senin o 5 dakikan kadar etkili olmuyor" diyorlar.
O etki seyden geliyor, ¢iinkii insan insandan anlar. Orada goriiyorsun adam magdur, ya
da teyze gercekten orada dogup biiylimiis ve ayrilmak istemiyor. Simdi o kadin kap1
disar1 kalinca ne olacak bu kadinin hali diye empati kurabiliyor insanlar izledikleri
Zaman.

S.B: Aslinda ben biraz da kentsel doniisiimiin akademideki, zaten bir siirii ¢alisma
yapilmis, ben kendimce niye belgeselleri sectigimi biraz bununla agikliyorum. Bir siirii
sey okuyoruz ve bir akademisyenin yazdigini mesela ama gorsel olarak bir seyi
gordiiglimiiz zaman, bilmiyorum, gorsellik biraz daha insan etkiliyor, i¢ine ¢ekebiliyor
(“Gergeklik duygusu” diyor Fatih Pinar). Her iki tarafta da sey var, bir tanesinde yazi
yaziyorsunuz, obiir tarafta da gorsellikle kendi metninizi olusturuyorsunuz ama
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mecralar farkli. Ben bu iki mecranin birbirini tamamladigini diisiinliyorum ama
gorsellik insanlar1 biraz daha etkileyebiliyor.

F.P: Tabii, gorsellik gerceklik duygusunu pekistiren bir sey.

S.B: Ama ben belgeselle antropolojiyi bir arada gorebilyormusum gibi geliyor ¢linkii
metodlar bazi yerlerde ayni bazi yerlerde farkli. Alana nasil girdiginizi o agidan biraz da
sormak istiyorum ¢iinkii antropoloji derslerinde o alana girisimizin akademik anlamda
nasil oldugunu biz tartisiriz ve orada dogru olan nedir, yanlis olan nedir diye diisiiniiriiz,
o0 ylizden hani alana girisiniz nasil diye sormak istedim.

F.P: Anladim. Bu anlamda senin iste iiniversitede antropolojide aldigin derste sonugta
bu konunun uzmani bir hocadan ya da bilimsel bir kitap okuyarak egitimini almigsin.
Benim boyle bir seyim yok iste.

S.B: Asil giizelligi zaten burast.

F.P: Evet, fotografin da, fotordportajin da, videonun da, kurgunun da, hicbir seyin... Ya
egitime karsiyim da, gercekten soylityorum. Aslinda kurguyu mecbur kaldim 6grendim.
Bir arkadasim yapiyordu, artik yapamayacagim dedi 6grendim. Bunun tabii ki gidip
O0grensem ama... O baska bir sey; ben daha resmi egitimden bahsediyorum, karsi
oldugum dedigim sey o. Resmi ideolojik bilgilerin pompalandig, insanlarin hani
yarattiklar1 egitim bi¢iminden bahsediyorum. Her neyse, o anlamda fotograf¢iligimda
da digerlerinde de boyle bir egitimden gegmedim, tamamen alanda, Atlas'in fotografgisi
olmak i¢in de tamamen kisisel cabalarimla tekrar tekrar deneyerek oldu. "Soyle
fotograflar ¢gekmeliyim" diye gidip o fotograflar1 uygulamadim, onlar1 ¢cogaltarak seyler
yapmadim. Bunu yapmamis olmak, o zamanlar internet de yoktu, mesela simdi ¢ok
goriiyorum; bir cogunun tarzi... artik savas fotografi bile bir imaja doniistii. Cok iyi
fotografeilar var, tarzlarini oturtmus. Bir fotografcinin fotografini Tiirkiye'de bir dergide
gorlip "aa bu 1yi fotograf" falan ama bir daha bakiyorsun "Allah Allah" diyorsun "bu
fotografta bir sey eksik, ruh yok". Hele alanda ¢ok zaman gegirince; Atlas'ta 120-130
ana konu calistim, bunun 20 tanesi baska iilkedendi. Her ana konu i¢in sdyle diisiin;
Tiirkmenistan'a gidecegim, Tiirkmenlerle ilgili bir konu ¢alisacagim, tamam mi? Vize
almakla ugrasirsin, ugak bileti, gidersin ¢ekim yaparsin gelirsin, 20 giin boyunca
altyazilarini1 yazarsin bilmem ne, boyle diisiin. Bir ayin1 alan bir sey, her bir konu boyle.
Bir konu i¢in Irak'a gidersin, San Francisco'ya gidersin... O kadar emek, onu daha iyi
hissediyorsun. Artik ister istemez o gordiigiin ¢ok etkilendigin, olabilir tabii ki bakacak,
gorecek, etkilenecek filan. Ama iste bizim, bu tarzdan bahsettik ya, o zaman bir dergi
gorlirdiim boyle, onun yerine benim fotograf tarzim zamanla bigimlendi. O da seydi;
gordiiglim anda, o karsimdaki anin enerjisiyle, o kisinin enerjisiyle bana
hissettirdikleriyle, tamamen bir karsilikli aligveris, o duygusal, sezgisel falan. Tabii
biraz yaraticilik, farkl bir sey falan, bagka bir yerden anlatmaliyim bu fotografi, bu
kareyi, bu ani1 falan, daha uzun zamana yayiyorsun. Atlas'ta seydi, ¢ok sansl oldugum
bir yerdi, bir haftada bir konuyu ¢alisabiliyordum orada. Yok iste harcirahim var falan.
Ozgiirdiim, konularimi da kendim segiyordum. Atlas'tayken orada editoryal bir ekip
oldugu i¢in, "ya su konuya gider misin" dedikleri de oluyordu tabii ama ilk ntvmsnbc'ye
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yaptigim fotordportajlar da bu kentsel doniisiim de nasil, kendim segtiysem. 8 Mart, 1
Mayis gibi ntvmsnbc'ye yaptim. Onlarin hepsi seydir; benim kendi sectigim, yaptigim,
kendi karar verdigim islerdir. Yani isi liretirken ya da daha sonra kurgu asamasinda
miidahale edilmis degiller onlar.

S.B: Baya sansliymigsiniz o zaman.

F.P: Mesele orada zaten. Sansin sey olmuyor, iste bu kadar orijinal, 6zgiin bir is
tiretilsin ister di mi herkes. Ama diisiinsene; o 8 Mart'taki, 1 Mayis'taki... Ve ben sey de
yapmiyorum; yine bana sdylenen bir sey, ben kendime bir paye ¢ikarmak i¢in
sOylemiyorum; higbir sey yok, gayet objektif, gayet ajitasyon yok, anladin m1? Gayet
adam rasyonel bir sekilde adam sey yapiyor, boyle aglayan hiingiir hiingiir bir sey
anlatmiyor. Ha durum 6yle olsa bile, daha rasyonel bir sekilde ger¢ekligini ortaya
koyuyorum, hani sonunda adam sey diyor yani "niye ben 600 liraya kirada oturan birisi
olarak gecinmek zorundayim, biitiin giin biitiin hafta ¢alistigim halde?" sorusunun
cevabini vermek, boyle aglak bir seyden daha 6nemli, jargondan... Tam 1 saat doldu
(guluyorum).

S.B: Tek tek sorulart sorduk mu?

F.P: Sormadik ama ben kaptirip gittim i¢in... Sen sey yapabilirsin yani, ¢ok
vazgecemedigin...

S.B: Sey merak ediyorum: Vimeo'da yayinliyorsunuz, kendi sitenizde zaten
yayinliyorsunuz. Depo'da sergiler oluyor. Basgka yerlerde...

F.P: Bu mesela kentsel doniisiim igleri... Ben mesela sey yapmistim, videolar1 yaptigim
zaman bianet'te yaymlanacak, bunun basin, yani insanlara ulagsmasi i¢in haber portali
olarak bianet'i kullandim. Ama yaptigim en 6nemli isin, bu videolar da 6nemlidir ama -
Oyle bir soru da vardi, asil 6nemlisinin, dedim ya sana, o fotograflar, o videolar, o ses
kayitlarin1 da Mimarlar Odasi arsivine biraktim. Ciinkii diisiinsenize Ara Guler'in
fotograf¢iligindan ziyade 1950'lerle Istanbul'u fotograflayan yegane adamlardan birisi
olmasi gibi. Yani hele su siirecte, seyden ¢ikmisiz tarihin ivmesi hi¢ olmadig kadar
hizli, hadi ondan 6nceki yiizlerce yil 6nce olandan daha fazla sey oluyor, son 20 yil
diisiin, son 80 yilda olandan ¢ok daha fazla falan. Hele kentsel doniisiimle ilgili bir sey
yapiyorsan... Diigiinsene ben Sulukule'yi ¢cekerken, ilk ¢ektigimde normal her zamanki
hayat devam ediyordu, daha tozu dumani duruyordu. Simdi ne Sulukule kald1, yerine
bdyle kendi binalarini diktiler; ne kadar hizli bir sey. O fotograflar hakikaten ¢cok
kiymetli. Sey olacak, Tarlabasi'nda bile bu 350 binanin oldugu bdlgede bile 20 sene
sonra orada yasayan insanlar "burada nasil insanlar yasiyormus ya!" diyecekler.

S.B: Bir de seyi soracagim. Cekim yaptiginiz mahallelerde hemen kurguladiktan sonra
gOsteriyor musunuz?

F.P: Bu sansim olmad, ¢ok isterdim aslinda. Oyle bir organizasyon olmadi. Ama
ugrasamiyorum yani, biitiin bu igimi... Arada sey yapmak zorundayim, bagka bir yere de
yetistirmek i¢in bir sey yapmam gerekiyor. Ha ¢ok 1yi para alirsin da 2-3 ay ugrasirsin,
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tizerine senin zamanin kalir bilmem ne. Bahanesi degil ama hakikaten sey oluyor,
zaman... Onu da bir baskas1 organize etsin yani. Ama sey yani, benim bu islerim o kadar
cok yerde gosterildi ki, internette de free download edebiliyorsun, insanlar yani biz
burada gosteriyoruz dedikleri zaman oradan tik diye indiriyor. internetten zaten
gosteriliyor.

S.B: Oraya koydugunuzda zaten (dedigini anlamadim)

F.P: Mesela ne bileyim iste hi¢ sormadan gosteren de ¢ok oluyor, bizzat gidip
iiniversitelerde, fotograf kurumlarinda bir siirii yerde STK'larda, IFSAK gibi yerlerde
gosterdigim zaman zaten kendim gidiyorum, anlatiyorum, gosteriyorum bdyle. Bu da
hani amacina bir sekilde ulagsmis oluyor ama Tarlabas1 bile sadece 18000 izlenmis,
gorebiliyorsun. Bu da bir seydir, biitiin islerim boyle en vasat olan1 4000-5000.

S.B: Sizinle goriisecegimi sdyledigimde bir siirii arkadagim ¢ok iyi biliyor.

F.P: Beni hicbir zaman, elimdeki stok fotograflarimda da 6yle, ¢cekmis oldugum
fotograflar ilgilendirmedi, o fotograflardan nemalanmak vs. degil. Beni hep ileride
yapabilecegim, iiretebilecegim seyler ilgilendirdi, su anda da 6yle. Mesela insanlar sey
yapiyor, ya siiper bir siirii sey yapmislar. Ilgisi yok bundan ¢ok muzdaribim, o kadar
daralmig durumdayim ki birakip gitmeyi bile diisiinliyorum. Biitlin alanlar kurudu,
denemedigim bir siirli yer kalmadig1 halde, yani dyle tamamen birakip gitmekten
bahsetmiyorum da bir kafa degistirmek vs. Oyle iste, senin sorunun yanit: olabildi mi
bilmiyorum ama.

S.B: Oldu... Bagka su an bir sey gelmiyor aklima. Cok tesekkiir ediyorum.
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8 Subat 2012 - Nejla Osseiran Tez Goriismesi

Nejla Osseiran: Once kendimden s6z edeyim (giiliismeler).

Sonay Ban: Istediginiz sorudan baslayabilirsiniz.

N.O: Tamam. O zaman $dyle; ben aslinda 6gretmenim. Fotograf benim iiniversite
zamanlarindan beri bir hobimdi ve dyle yanimda fotograf makinesiyle geziyordum.
Bazen utaniyordum ama hani, higbir zaman fotografla boyle bir yapabilecegim aklima
gelmezdi daha dogrusu. Cok severek yaptigim bir seydi; esimin dostumun, sokaktaki
insanin fotograflarini ¢ekiyordum ama ne kursa gittim, ne bir dernege iiye oldum.
Tamamen alayli bir sekilde yani; hosuma gittigi i¢in, bu konuda bol kitap okudum,
arkadaslarimdan yardim, destek falan. Aslinda fotografla bir sey yapabilecegimi daha
yeni sayilir, 10 sene evvel algiladim. Bu da fotograf ¢ekmeye basladiktan neredeyse 20
sene sonra, ya da 15; sdyle oldu: Bir tane yerde yatan ¢ocuk vardi, tartici, sokakta -
Nispetiye Caddesi'nde. Uyuyakalmus, tartiy1 yastik yapmis kendine, hatta benim sitemde
var bakmak istersen. Parmak emerek yatiyordu. Ben onu gordiim, yanimda da fotograf
makinesi vardi ve dehsete kapildim, o korkung bir goriintiiydii. Sokagin ortasinda ¢ocuk
para kazanmak amagcli, yorgun argin... Sonugta o bir bebek yani, o kadar sey. Makineyi
otomatik ¢ikardim ve ¢cocugun fotograflarin1 gekmeye bagladim. Normal insanlari
habersiz ¢ekmeyi sevmiyorum ama uyandirmak istemedim hem uyuyordu yazik yani; 0
sekilde uyandirmak istemedim hem de sormadan bir sey yapmak normalde sevmiyorum
ama o an1 bozmak istemedim ve i¢gimde bir 6fkeyle isyanla karisik bir duygu ve hani
ben napabilirim diye sordugum zaman; bunu belgeleyebilirim dedim, o sekilde.
Napabilirim, evet yani ¢ogu zaman insan kendini garesiz hissedebiliyor ben napabilirim
diye vs., ve orada ben ayildim, evet yapabilecegim bir sey var. Benim de belki gliclim
fotograf makinasi yani. Gliclim buna yetiyor ve sdyle de bir sey var; 6nemli de bir giic,
sen gordugiini de gosterebiliyorsun, "iste buyurun". Yani sen belki gegerken o ¢ocuk
yoktu ama ben gegerken vardi ve oldu yani, bu oldu boyle. Hayatta boyle insanlar var,
Nispetiye Caddesi'nde iste tartici, yerde yatan, parmagini emen bir ¢ocuk var yani, tam
Fridays'in 6nii. Boyle ¢cocugun yanindan gegip gidiyorlar, boyle de bir acimasizlik var,
neyse. Ve birden onun bdyle bir gii¢ oldugunun farkina vardim, daha 6nce hobi olan,
hani laylaylom, hani "aa giizel fotograf" pesindeydim yani. Ben hi¢bir zaman bir gii¢
olarak dusiinmemistim. O ¢ocuga kadar. Ve ondan sonra hep dedim ki bu benim projem
olsun, 10 sene boyunca ben ¢alisan ¢cocuk pesine diistiim, sanayilere gittim, UNBP'de
insanlarla gittim konustum, tanidiklarim vardi, nerede bulabilirim diye gittim konustum,
Izmir'de acayip bir yerlere gittim, Ankara'da...

S.B: Istanbul'da degil yani sadece...

N.O: Ankara, Izmir, Istanbul'da galisan ¢ocuk cektim ve epey yarismalara, oraya buraya
gonderdim, sergilendi, basildi falan. Evet belki biiyiik bir sey degil bu ama sonugta
bilmiyorum tabii... Ama benim giicim buna yetiyordu, bunu yapabildim ve hani hicbir
sey yapilamaz degil tam tersi herkesin bence bir giicii var ve yani dolayisiyla fotografi
bir sosyal sorumluluk aracit gormem, hani fotografa baslama seyiyle karsilastirirsan
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biraz yeni oldu. Ve ha napiyordum, sergilenmesinden falan ¢ok daha 6nemli; ben
Ogrencilerime gosteriyordum onu. Yani bir giiciim de o, 6gretmenlik. Ciinkii ne bileyim
senede hani Bogazigi, bir de ben lisede ¢alistyordum, elimin altindan, kurslar1 dersleri
falan da katarsan boyle bir 60-70 kisilik bir giiruh insan elimden geg¢iyor. Tabii bir de 10
yilla ¢arp, ¢ok ciddi; o ¢ocuklarin belki biraz kalplerine ulasabilsem, o bana yeter de
artar yani. Mesela bazen mektuplar aliyorum, iste bilmem ne tavsiye ettiginiz kitabi, iste
The Catcher in the Rye'1 okudum, iste arkadasima hediye ettim bilmem ne, hani yiizde
1'den bile bir feedback verse, buna bile raztyim. Diigiin ki bunu biitlin 6gretmenler
yapsa miithis bir gili¢ aslinda. Kimsenin, hani "benim giiclim yetmez, ben bir sey
yapamam" dememesi lazim aslinda. O yilizden sey, bir duyarlilik bir biling belki
asilamak... Hani o lisedeki ¢ocuklarima mesela, "bu fotografi nerde ¢ektim?" diye
soruyorum, bdyle bakiyorlar. "Iki sokak arkanizda ¢ektim"; Karakdy'de ¢iinkii
calistyordum o lisede. Ve sen hani mesela onlar farkinda degil tabii boyle goriintiilere,
artik bundan sonra farkinda olmaya basladilar yani orada bir cocuk var, seninle yasit
belki senden daha kiiciik ve orada iste simit satiyor, ayakkabi boyuyor bilmem ne.
Bunun aslinda normal bir sey olmadigini ya da en azindan o farkindalikla o ¢cocuk ilerde
bir sey yapacak; hani belki daha da duyarli olacak, daha az acimasiz olacak. Daha da ne
bileyim diisiinecek, bu aklinin bir kdsesinde olacak diye umuyorum; bilmiyorum.
Neyse, dolayisiyla hani fotograf, 6gretmenlik; birbirini aslinda tamamlayan seyler
¢linkii iste bir sey goriiyorsun, belgeliyorsun ve birilerine gosteriyorsun, hani seyircim
de var (giiliismeler). Tabii bu internetin ve seyin disinda tabii ama direkt hani
Ogrenciyle de birebir iliskin oldugu i¢in yaptiklarimi onlarla paylastyordum. Hepsi
benim Sulukule'yi ezbere biliyorlard: artik, yani orada olup bitenleri, neredeyse hani ¢ok
lyi-sik goriistiigiim bir aile vardir Sulukule'de, hani ismen bilirler "aa bak bu Damla, bu
bilmem ne" falan. Ne bileyim sergilere gotiiriiyordum onlart bu konudaki
duyarliliklarin arttirmak i¢in. Boyle de bir misyonum, hani 6gretmenim bir de art1
bdyle bir misyonum var gibi hissediyordum. Sadece 6gretmen olmak hani bilgiyi boyle
aktarmak degil yani sonugta o ¢cocuklarin kalbine, vicdanina hitap etmek lazim, 6biir
tiirlii zaten kitap okuyup 6grenir yani, o anlamda 6gretmene ihtiyaglar yok. Kafalarini
karistirtyordum (giiliismeler). Evet, soru isaretleri kaliyordu hani, bir de anliyor,
ogretmen... Ogretmen dedigin girer, dersini yapar ¢ikar di mi? Ben onlara ne hikayeler
anlatryorum, ne acayip karanlik yerlere girip ¢ikiyorum bu arada. Bir de bambagka bir
diinya getiriyorum, hem de gorsel olarak, anlatmakla degil yani.

S.B: Gorselin giicu orada sanki devreye giriyor.

N.O: Evet. Yani tabii, anlatmak da 6nemli ama pat diye fotografi gérdiigli zaman bir
insan onu gérmemis gibi yapamaz artik, gecmis olsun. O haksizligi, onu algiladiktan
yani kalbiyle gordiikten sonra gérmemis gibi yapamaz.

S.B: Okudugunu unutabilirsin ama..

N.O: Kolay bir sey degil. Yani bu... ama ben bunu ¢ok bilingli bir sekilde sey
yapmadim, simdi toparlayip bunlar1 sana anlatirken daha derli toplu... Hani higbir
zaman o kadar bilin¢li yapmadim "aa ben 6gretmenim, bak sunu da yapayim", yok. O
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bdyle dogal. Hatta ben fazla da anlatmiyordum 6grencilerime, bir giin agzimdan kagti
Sulukule. Bunlar "aa hocam nedir" falan filan, neyse bdyle yani. (Giiliismeler). Bu
birinci soru mu daha, eyvah! "Fotograf ve fotordportaj alaninda sizden evvel ¢alisan
kisiler..." Yani tabii ben asla ilk degilim yani, mutlaka birileri var, Ali Oz diye bir
fotograf¢1 var, bir siirii insan var sonugta. Bir de ben yaptigimin fotoréportaj oldugunu
sonradan anladim bu arada. FotorGportaja olan ilgim aslinda daha dogrusu istersen
Sulukule'yi anlatayim, oradan daha iyi olur. Simdi ben, hani hobi gibi basladim ama bir
stire sonra artik daha ilerletmeye basladim, sergilerim falan olmaya basladi ve iste bu
calisan ¢ocuklar. Sonra gazeteci bir arkadasim, eskiden, o sirada 5 sene evvel,
Macaristan'daydi, orada bir Roma Haklar1 Merkezi'nde ¢alistyordu ve ben onu ziyarete
gitmistim o yaz. Sohbet falan dedi ki bir makale i¢in fotograf lazim, Sulukule'ye gidip
fotograf ¢cekeceksin, “aaa hay hay” dedim. Zaten hep duydugum ve gérmek istedigim
bir yerdi ve yani tek basima da boyle cesaret edip hadi ben oraya gideyim
diyemiyordum. Iste bana dedi ki git su insan1 bul, o gezdirsin seni fotograf ¢ek bize
yolla. Ben de gittim iste, ¢ektim bir siirli fotograf, iki tane kii¢iik kiz beni gezdirmisti,
onlarin da bir siirii fotograflarini ¢ektim ve dediler ki "bize getirirsin di mi?", dedim
"tabii, mutlaka getiririm" dedim ve gotlirdiim onlara fotograflar1 ve boyle basladi. Yani
sonra beni mesela yasgiinii partisine davet ettiler, sokakta bir parti. Cok fotograf ¢cektim
falan, bu arada boyle bir ara oldu 3 ay falan gidememistim. Sonra gittigimde o yasgiinii
olan ¢ocugun annesi fotograflara saldirdi resmen, megersem o gecenin sabahina karsi
kocas1 bir kavgada 6ldiiriilmiis. Ve kadin hani "kocamin da fotografini ¢ekti mi?",
cunkii o son gecesiymis, dyle de bir anlam1 vardi. Neyse...

S.B: Tam bir belge aslinda.

N.O: Evet, yani ¢ok acayipti ¢iinkii boyle tabii ben farkinda degilim ¢ektim "tamam
getiririm" dedim, sonra biraz geciktim, neyse sonra gotiirdiim. Ve ben sonra yavas
yavas seyi fark ettim; boyle bir seyin ne kadar dnemli oldugunu, hani bizim i¢in
fotograf ¢ektirmek, bastirmak iste ¢ok kolay ama onlarda bdyle bir sey yok; fotograf
makinasi yok, bilgisayar ¢cok az evde var.

S.B: Belki de o kisinin tek fotografi bile olabilir.

N.O: Evet ve bu hani oranin yikilacag artik ¢ok belliydi. Ve dedim ki "o zaman ben bu
siireci belgeleyeyim", bu artik yikilacak orasi ve insanlar da artik iyicene ahbap olduk,
iste ben gidiyorum geliyorum, iste diigiin oluyor, su oluyor. Iste "kapimi 6niinde ¢ek,
sunu yap bunu yap" falan, boyle giivenleri de artt1 bana karsi; ben o fotograflari
gotiirdiikge onlara, yanindakine "bak getiriyor ama" diyor. Ciinkii kendilerini sey gibi
hissediyorlar; kullanilmis gibi, onu da ¢ok iyi anliyorum, yani insanlar hayvanat
bahgesine gider gibi, ger¢cekten ama, hani avcr gibi ¢at cat ¢at ¢ekiyorlar ve bir daha yok
oluyorlar. Ee dur yani o insanin da bir tane fotografini ¢ek, bir tane de getir kardesim
ya. O insan i¢in ¢ok dnemli bir de. Sonra tabii asil bu uyanma seyde oldu; yine bana
bdyle direnen bir kadin vardi, "gel kiz" dedi "¢ek beni kapimin 6niinde" dedi, "yikilacak
nasil olsa" dedi. Son bir hatira, kendi dedi yani. Bir anda fark ettim ki insanlar bir de
hem kendi fotograflarini istiyorlar hem de kapilarinin 6niinde, evlerinin 6niinde. Clinkii
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0 mekan artik yok olacak ve tek ellerinde gotiirebilecekleri sey o fotografti. Birden ben
o siireci belgelerken onlarin da hani, onlara da ¢ok degerli bir sey vermis oldum. Onu
hissettim yani, o kapinin 6niinde, o mahallede, kaldirimda iste bilmem, sevdigi bir
insanla beraber. Ve tabii yan misyonlarim vardi, hapishanedeki kocalarina, askerdeki
cocuklarina, iste bilmem onlara génderiyordum, ¢ocuklarinin fotograflarini falan. Bu
arada mesela o ¢ok uzun bir slrecti yani 2,5 sene gibi bir streydi.

S.B: Tarih verebilir misiniz?

N.O: 2007'de bagladim, 2007'nin yazindan 2009'un sonuna kadar, oradaydim. Yani
yikilana kadar siireg, 2,5 yil. Mesela arada birtakim insanlar 6liiyor, mesela "ayy sen
Umit'in fotografin1 ¢ekmistin, iyi ki cekmissin" diyor. Mesela bir tane fotografi yok o
gocugun.

S.B: Olan da sizde di mi?

N.O: Evet. Yani o yiizden boyle bir minnettarlik. Dolayisiyla hani eger onlardan bir
altyorduysam, hani o almaksa eger fotograf ¢cekmek, onlara veriyordum da. Bence isin o
boyutu da var; ahlakli olan da dogru olan da bu. Yani evet ben bu sireci ¢cekiyorum,
belki kitap yapicam belki sergi yapicam, hani bir sey olacak, iste film yaptim zaten ama
tabii ki onlara da hani, nasil diyeyim, karsilikl1 bir sey olmali. Onlar da o siirecin i¢inde
olmali diye diistiniiyorum. bdyle sadece al, "sen naparsan yap", hi¢ kimsenin haberi yok,
olmaz! Yani o filmi mesela yaptim, galiba onu da soruyorsun; mahallede géstermedim
ama mesela dernek baskanina bir kopya verdim ve Mithat Alam Film Merkezi'nde
goOsterdim ve bitlin mahalleyi davet ettim. Aslinda o konusan Giilsiim Abla'y1. Keske
onu ¢ekseydim bu arada ¢linki Gulsim Abla filmi seyrederken ve kendi sesini
dinlerken yiiksek sesle konusmaya baslad1 film sirasinda, biitiin millet yatiyor bir
yandan agliyoruz. Neden? Ciinkii boyle yorum yapiyor, "aa bu da bilmem kim", "ne
demisim ya, aaa" falan yapiyor (giiliigmeler). Sonra kendi evini gordii ve aglamaya
basladi kadin, biz biitiin salon aglamaya basladik kadinla. Ve tabii ki onda da bir kopya
var, Giilsim Abla'yla zaten hala goriisiiyoruz, destekliyoruz vs. Bir de, onu da sordun
galiba, yani sadece fotograf cekmek, onlara fotograf gotiirmek de degil, bir sekilde
desteklemek lazim. Onun i¢in de platformdakilerle iliskideyim.

S.B: Sulukule Platformu di mi?

N.O: Evet. Orayla ve orada ¢alisanlarla bire bir. Bir de ben hani, onlardan daha fazla
bildigim i¢in mahalleyi, kimin bas1 beldda, kimin derdi var vs. biliyordum ve ben onlara
aktartyordum. Bir de ben tabii burada kendimce kampanyalar yapiyordum,;
arkadaglarimdan, esimden, dostumdan kilik kiyafet, iste bazen para, ne gerekiyorsa, 0
sekilde de ayrica destek veriyordum. Yani ¢iinkii bir seye taniklik ediyorsan onun da
sorumlulugunu tagimalisin diye diistiniiyorum. Orada bir kadin ¢ocuguna ila¢ parasina
ihtiyaci varsa, orada “ahh vah” diyemezsin yani, varsa senin cebinde o kadar para
c¢ikarip vermelisin diye diisiiniiyorum. Buna kars1 gelen olabilir, iste profesyonel
fotografcilar, iste biz objektifiz sdyle bdyle, olabilir, beni ilgilendirmiyor. O da kendi
seyi, ben bu konuda da ¢ok didistim, kavga ettim, yani "benim isim fotografcilik"!(...)
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Bu insan bu kadar m1 robot olmak... zorunda da degilsin. Yani yardim edersen
kaptirmazsin da kendini, bilakis bu senin yaptigin isi belki daha iyi yapmana neden
olur. Zannediyor ki millet "duygusallagirsam, hani isimin kalitesi diiser". Bence tam
tersi, ¢iinkii insanlar seni severse sana ¢ok yardimci olmaya calisiyorlar ve hani
suretlerini veriyorlarsa daha fazla veriyorlar yani sevgiyle veriyorlar. Cok tatl
bakiyorlar senin objektifine ¢linkii seni seviyorlar. Sen de o zaman ¢ok iyi bir fotograf
cekebilirsin. Mesela bir hikaye var bagima gelen. Ben tabii oranin kurdu oldugum igin
(glilismeler), Nejla Ablast daha dogrusu, fotograflari ¢ekiyorum ve geri gotiiriiyorum,
iste bir giin bir olay olmustu Sulukule'de, unuttum simdi, yikim mi bir sey. Bir suri
gazeteci gelmis, neyse. Ben de oraya giderken arkamdan bir gazeteci yiiriiyordu, elinde
makineyle, saniyorum gazeteciydi. Arkamdan geliyor, ben de bir yere saptim, normalde
kimsenin bilmedigi bir yere ¢iinkii anayol var bir de boyle ara sokaklar var. Bu da
pesimden geldi, anlad1 yani benim farkli bir yere gidecegimi, bdyle hemen bunu bir
firsat bildi ve arkamdan geldi. Neyse gelsin ben bir sey demedim, benimle de
konusmuyor bu arada, hani gel de ki "ben suyum sen nereye gidiyorsun, beraber
gidelim, yardim et bana" da demiyor. Boyle firsat¢i resmen arkamda, ben de gelsin
dedim. Sonra baktim bir yerlere gidiyor, bir siire sonra ben de baska bir yere saptim. Bir
baktim geri dondii boyle 5 dakika sonra, ali al moru mor, "Nejla Hanim siz misiniz?"
(glilismeler); "evet" dedim. "Sizi ¢agiriyorlar”, "sen git Nejla Abla gelsin" demisler.
Istememisler onu. Halbuki salak, ben oray1 senden daha iyi biliyorum, beraber gitseydik
senin de igine yarardi. Bu boyle firsatcilik yaparak kaybetti yani sansini. Neyse yani o
ylzden bence orayi belgeleyeceksen, fotograf ya da film veya neyse, oradaki insanlarla,
neyi belgeliyorsan iyi bir iliski kurmalisin, bence o ¢ok dnemli bir sey. Onun i¢in
duygusal olman lazim tabii.

S.B: Aslinda sizin tam bu dediginiz seyde Aysim Tiirkmen'le konusurken o da
bahsetmisti.

A.T: O da bizim platformdan di mi? Ben tanimiyorum onu ama yazigsmalardan
biliyorum.

S.B: O da mesela sey dedi ve gergekten siz de ayni1 seyi soylediniz. O donemde, onun da
cektigi donemde iste; dyle bir sey vardi ki dedi, hani orasi sanki, siz dediniz ya hayvanat
bahgesi gibi, o da benzer bir sey soyledi. Yani herkes oraya gidip bir seyler yapiyor ve
Sulukule belki de diinyada en fazla, bir siirli insanin gelip ¢ekim yaptigi tek yerdi ve
insanlar artik "yine geldiniz ve bize hi¢bir yarariniz yok, gidin" diyorlardi dedi. (N.O:
Cok kiziyorlard1.) Aslinda sizin dediginiz gibi ¢ok fazla kisi olarak bir sey alip geri
vermiyordu. Bununla da alakali belki de.

N.O: Aynen 6yle, geridoniisiimii yoktu ve kullanilmis gibi hissediyorlardi ve bana sey
diyorlardi (S.B: Cok normal o yiizden o tepkiyi vermeleri de bence.). Evet. Yani bizim
fotograflarimizi satiyorlar ve bizim lizerimizden kar ediyorlar bir sekilde. Tabii dyle bir
sey yok yani... Taksim'de satiyorlarmis. Ha bir tane sergi vardi bir adam Romanlar1
cekmisti, Sulukule'yi degil ama baska yerlerde ve satiyordu hakikaten, yalan da degil.
Mesela hani ben yapamadim sergi kitap ama hep sey diye diisiindiim, "yaparsam
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mutlaka dernege, bir geridoniisiimii olmali". Yani kar amagli asla zaten yapmam da,
Oyle bir sey anlamli olur ¢iinkii 6biir tiirlii bunlarin tizerinden para kazanmak yani ayip
geliyor bana. Onlarin yararina yani. Neyse. Fotordportaja nasil bagladim. Ben aslinda bu
belgeleme slirecini sey yaparken, bir arkadasim dedi ki; ha kitap ve sergi
diistinliyordum, higbir zaman film diisiinmiiyordum, aklimda yoktu. Bir arkadagim dedi
ki; "kitap veya sergi de yapacak olsan sen bir de insanlarla konus" dedi. Yani “kitabina
eklersin, onlardan alint1 koyarsin™. Sonra hatta ben sey hayal ettim sergide dolasirken
insanlarin sesini de duyarsin hani. Ve onun iizerine kii¢lik bir kayit cihazi aldim,
insanlara yikima dair, buradan ayrilmaya dair, duygularina dair birtakim seyler sordum.
Boyle de bir kaydim vardi. Bir de iste Giilsiim Abla vardi, o boyle ¢ok direndi, hi¢ ne
fotograf cektirdi ne yiiz verdi boyle. Ve bir giin, iste oglu hapisteydi, oglundan yeni
donmiistii, "gel" dedi "¢ek beni" dedi, izin verdi ¢gekmeme; ¢ilinkii ogluna fotograf
yollayacakti, dedim ya bdyle de bir fonksiyonum vardi. Ve benle konusmayi kabul etti 2
sene sonra. Kitap icin sponsor ararken editérlik yapmak isteyen cocuk dedi ki bana "sen
kay1t yaptin, fotografla seslerden bir derleme yap, sponsora dyle gidelim, daha etkili
olur" dedi. Sonra da iste imre'yle (Azem) tanistim, tabii ben isin teknik kismini
bilmedigim i¢in, ona da dedim "bana yardim eder misin", “hay hay” dedi, “seve seve”
ve sey yapti, hani kimin konusmalarini segeriz falan ben bdyle dinlerken, bir dinledim;
herkes boliik porciik bir seyler sdyliiyor fakat Giilsiim Abla her seyi soylityor. Hani bir
kiside... ¢linkii cok zor oradan bir parga al falan, ve fotograflari sectim ve Giilsim
Abla'nin konugmasini sectim ve Imre onu montajladi bana. Hani bdyle kendi icinde ¢ok
sahane bir sey oldu, yani kitaptan ve sergiden ¢ok daha gii¢lii bir sey oldu ¢iinkii ¢ok
yayilabilecek bir sey oldu.

S.B: Ayn1 anda hem ses hem goriintiiniin olmas etkili oluyor.

N.O: Evet ve bunu ¢ok insan izleyebilecek, o agidan ¢ok iyiydi. Sonra Mithat Alam'a
gosterdim bizim Bogazici'ne, iste orada gosterildi ve ben oyle ¢agirdim herkesi
mahalleden falan.

S.B: Ben hatirliyorum o gdsterimi ama gelememistim o zaman, isim vardi galiba.

N.O: O giin ¢ok acayip bir giindii ¢iinkii okulda bir siirii baska etkinlik de vardi, en ¢ok
bizim film kalabalikt1 (S.B: Ne giizel!), ondan sonra her yerde 3-4 kisi, bizde Mithat
Alam'da millet yerlerde seyretti, tiklim tiklim. Sonra gazeteye de ¢ikt1, haber oldu. Ve
ben tabii o zamana kadar yine farkinda degilim, sonra o kadar tantanasi olunca "aa
demek ki bu 6nemli bir seymis" dedim. Sulukule'yi herkes ¢ok merak ediyordu. Giilsiim
Abla icerden bir insan ve hem orada, bir de yani icerden anlatan birisi. O agidan ¢ok
direkt geldi bana ve insanlara da saniyorum dyle oldu; direkt oldugu i¢in ve icerden
oldugu i¢in etkili oldu. Ve sonra birkag festivale daha yolladim, MAFM'de gosterildi,
sen onu da soruyorsun galiba, mesela Glasgow'da bir insan haklar1 festivalinde
gosterildi, Documentarist'te gosterildi, 2010'da. Glasgow'daki neydi, Document9 muydu
8 miydi ne, istersen onun sonra linkini yollarim. Hatta poster yaptigim fotografi da onlar
kendi brosiirlerinde kullanmslar.

S.B: Filmin afisi ¢ok giizel bence, ¢ok begenmistim.
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N.O: Neyse, ve boyle dolayisiyla fotoroportaja boyle adim atmis oldum, yine boyle el
yordamiyla, baska bir seyin pesindeyken, tesadiifler, birtakim sartlar bir araya geliyor
¢linkii ben bu isin uzmani degilim; oradan bir sey buradan bir sey, ses goriintii, dyle
birlesti ve kendi i¢inde film gibi bir sey oldu, artik ne dersen. Ama mesela Facebook'ta
acayip paylasildi, yani 6yle boyle degil. Ciinkii hem az hem 6z, hem her seyi anlatan bir
sey, ¢cok da samimi bir sey. Orada Giilsiim Abla o giin gelmis iste oglunu ziyaret etmis,
cok dertli, can1 sikkin ve hani yelkenleri diisiik bir sekilde. Zaten o da kendine sasiriyor
"aa ben bunlari m1 demisim" diye. Cok tatli ya, ¢ok filozofik bir kadin bir kere. Neyse
iste o ac¢idan bir siirii insanin kafasinda bu Sulukule meselesi ve kentsel doniistim
meselesi biraz uyandi. Yani benim 2,5 senenin sonucunda 10 dakikalik bir sey ¢ok
onemliymis, o boyle mesela cogu zaman oraya giderken ayaklarim geri geri gidiyordu,
gitmek istemiyordum, ¢iinkii ok moralim bozuluyordu, her seferinde boyle gidiyorsun,
bir ev daha yikilmus, iki ev daha yikilmus. Iste sokakta insanlar kalmis, o cocuklarin
hali; hani "tamam bu son, bir daha gitmeyecegim oraya" ¢iinkii yani her gidisim benim
de i¢im ¢okiiyordu, i¢cim karartyordu. Fakat o fotograflar1 da vermem lazim, bir
sorumluluk i¢inde gidiyorum. Ciinkii artik neredeyse higbir sey kalmamisti ama ona
ragmen ben bir sekilde gidiyordum. Sonra tabii bu film ¢ikinca dedim ki “degdi, bu
kadar yorulmaya, bu kadar moral bozukluguna”... doniiste de Emindnii'nden vapura
biniyordum, biraz kendime geliyordum eve gidene kadar ¢iinkii baya i¢cim karartyordu.
Kolay bir sey degil yani. Boyle o igreng zabitalar, belediye. Yani o yikimin insanlar
Uzerindeki etkisini gérmek bile ¢ok agir bir sey. Onlar1 diisinemiyorum bile. Ama hani
dedim ya bastan, hi¢ kimse ¢aresiz degil diye, diyorsun ki “evet agladim zirladim”. Ha
bu arada tehlikeler atlattim, iste moloz parcasi diistii yaralandim, tabii. Bir siirii, iste,
polislerin dolastigi bir zamanda iste "sen kimsin, fotograf ¢gekemezsin" falan; o sirada da
operasyon yapiliyordu, neyse. Boyle bir siirli maddi manevi yorulmalara... 10 dakikalik
seye bakiyorsun ve diyorsun ki “degdi, hi¢ olmazsa bir sey anlatabildim, yani bir
derdimi anlatabildim”; insanlardan bunun feedback'i geliyor ve mesela "biz hig
bilmiyorduk Sulukule'nin boyle oldugunu" diyorlar. O ylizden hani degdi diyorum ve
bdylece de farkinda olmadan fotordportaj diinyasina adimimi atmis oldum.

S.B: Aslinda sey dediniz ya, 10 dakikalik kisa bir sey olmasi. Gergekten sosyal
medyada artik sunu farkedebiliyorum: Kisa olan bir seyi izlemesi, okumasi daha etkili
olabiliyor. Uzun bir seyde insanlar ¢ok ¢abuk sikilabiliyor ve nokta atis1 bir sey
yaptiginiz zaman "aa bu giizelmis" diyip paylasabiliyorlar, daha fazla kisiye
ulasabiliyor.

N.O: Evet, az 6z. Ben de kendim uzun seyler izlemekten sikiliyorum. Bir de uzatmanin
da bir alemi yok, kisa zamanda ¢ok sey anlatabiliyorsan yeter, nasil essay yazarken
(giiliismeler), hatirlarsin. "Az 6z yaz evladim" ¢iinkii uzun yazmak ¢ok matah bir sey
gibi 6gretilmis. Halbuki ayni ciimleyi bir daha tekrar ediyorsun, bir climlede sdyle
bitsin. Yani uzatmanin hakikaten hi¢ alemi yok. Bir de internet araciligiyla hem Tiirkiye
i¢ci hem dis1, hani ¢ok kisi de seyretmis oldu bdylece.

S.B: Zaten siz kendiniz yayinliyorsunuz di mi?

151



N.O: Vimeo'ya koydum. Oradan paylasiyorum, YouTube'a koymuyorum, onu
sevmiyorum. Vimeo diizgiin de bir site. Oradan su anda valla 8500 falan galiba (izleyen
kisi sayis1). Bu arada Tokludede'yle ilgili yaptigim filmi de izleyenler Sulukule'ye de
bakiyorlar.

S.B: Ilgili video oldugu zaman...

N.O: Evet. Bir film daha var, onu da bilmiyorum izledin mi?

S.B: Ben Nerede Yasarsan Yaga!'yi izledim, bir de Canim Sulukule'yi.
N.O: Bir de orada Gulsuma var.

S.B: Evet, onu izlemedim.

N.O: iste beni yonetmen yapan film o (giiliismeler). Neyse bu uzun hikaye, onu sana
off-record anlatirim. Seyret sonra anlatirim.

S.B: Bagka bir bulusmamizda :)
N.O: Ciinkii onun hikayesi sey.. onu izle ama.
S.B: Tamam izleyecegim.

N.O: Onu film yapmak istiyordum, o sekilde oldu, neyse uzun hikaye. Hani sey demek
geliyor icimden... Bilge Karasu bir zamanlar bir yazisinda Bursa'da yakilan binlerce
kopekle ilgili, firmlarda yakilan boyle ¢ok ciddi 80'lerde bir katliam yapmislar, kuduz
vakas1 diye. Sokaktaki hayvanlari toplayip yakmaislar firinlarda. Onun lizerine
"Cinayetin Az1 Cogu" diye bir yazis1 var. Onun sonunda sdyle diyor, yanlis
hatirlamiyorsam. "Firin silahsa kalem de silah" diyor. Yani sen dozerle evi yiktiysan
ben de belgeledim bunu. O giice karsi senin de giiclin var yani. Bunu iste kalemle yap,
fotograt makinesiyle yap... Bir seyi belgelemek, hakkinda konusmak, bunu yapabilirsen
sen de bir gii¢ olusturabiliyorsun.

S.B: Muhalafet de oluyor.

N.O: Evet. Muhalefet, tabii. Hi¢cbir zaman unutulmayacak bir sey yani. Ciinkii zavall
insanlar napsinlar, evet, ¢ok zavallilar, kendilerini koruyacak giigleri yok. Ama sen
bunu gorebiliyorsan en azindan sen onlarin sesi belki olabilirsin, ya da iste o insanlarin
vicdanina seslenebilirsin; yok olmak tizere olan bir siirii vicdan. Ciinkii gérmiiyorsan
yoktur muamelesi ama hani ben goriiyorum yani, evet insanlar belki giinliik yasantilar
icinde birtakim seyleri gérmiiyor olabilirler. Evinden ¢ikiyor isine gidiyor, trafigi
goruyor. Ondan sonra isini goriiyor, evine geliyor, televizyon seyrediyor, dolayisiyla
aslinda sehirle iligkisi bu kadar, kisitli. Hani sana devlet, hiikiimet ne gosterirse onu
goriiyorsun. Ama hani ben kalkip bagka yerlere gidiyorum ve baska diinyalar
gortyorum yani ve bunu gosterebiliyorum. "Bak bu da var, al sana”, evet belki
televizyon kadar reyting almiyorum ama 8000 kisi bence 6nemli yani. Keske daha fazla
izlense, ama bu da benim icin énemli ve ilerisi icin belki daha da 6nemli. Dedim ya;
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ilerde bir bu kentsel doniisiimiin sonuglarin1 da gorecegiz, iste mesela bu filmi atiyorum
15 sene sonra "aa bak bdyle yaptilar, o ylizden demek ki" belki diyecekler. Bu filmin de
bdyle bir anlami olacak. Tabii zaman iginde ben de daha fazla algiliyorum. O anda
diistinmemistim.

S.B: Diistinmemis olmaniz zaten... Belki de dyle diisiinseydiniz ve o ¢ikarimlari
yapsaydiniz bu kadar etkileyici olmayabilirdi. Bence boyle olmasi daha da giizel.

N.O: Yani tek diistindiigiim sey; bu ¢ok 6nemli bir siire¢ ve ben bunu belgelemeliyim.
Yani bunu gok net hatirliyorum. Bu mahalle yok olacak ve ben bu siireci
belgelemeliyim. Hani dedigim gibi, bu kadar derin diisiinmedim ama buna ¢ok inandim,
bunun dogru ve 1yi bir sey olduguna. Bunun belgelenmesi gerektigine. Evet bagka! Cok
konustum." Yaptiginiz fotordportajlar dncesinde ¢alisma alanlariyla ilgili ne gibi 6n
hazirliklar yapiyorsunuz?" Yani 6n hazirlik; bir kere, insanlarla olan iliskim ve o gliveni
saglamak ¢ok 6nemli bir sey, yani eger bunlar1 da yazacaksan, atiyorum bu belgeleme
konusunda insanlar 6giit istiyorsa; mutlaka o insanlar senin naptigini bilmek zorunda.
Napiyorsun sen bu fotograflar1? Hani kitap yapicam, sergi yapicam, hakikaten dyleydi
ilk basta, ondan sonra, ve iste hani getiricem diyorsun fotograflari ve goétiiriiyorsun
dedigin zamanda. O yiizden mesela ¢ok 6nemli o giiveni saglamak ve tabii ki
edebiliyorsan yardim etmek. Atiyorum platformdakileri tanimiyor olabilir, oraya
yonlendirmek falan, hani bdyle de bir arabulucu bir roliin de olabilir. Sen ¢linki o
dernekte yardim edilecektir, bak diyorsun iste.

S.B: Ya da haklarini belki 6grenmek igin...
N.O: Evet, haklarin tabii.

S.B: Aysim Tiirkmen seyden bahsetmisti, pek ¢ok kisi gercekten o siireci yagiyor ama
bircok seyi de bilemeyebiliyor dedi. O yiizden de onu bilen birisiyle bir araya getirmek
daha iyi olabilir.

N.O: Cok! Evet, bu Tokludede'de bdyle oldu. Istersen oraya gecelim (S.B: Tabii tabii.)
Bu arada ben de ¢ok sey dgreniyorum. Insan iliskileri konusunda, yaptigim isle ilgili,
bazen guvalliyorum, mesela bazen fark ediyorum habersiz de ¢ekiyorum, sonra ¢ok
vicdan azabin1 duyuyorum veya bundan sonra yapmamam gerek... daha dogrusu nasil
yapmam gerektigini. O sekilde, benim i¢in de miithis bir 6grenme siireciydi, ben de
kendimle ilgili hem duygusal olarak hem de fotograf agisindan benim i¢in de miithis bir
deneyim oldu. Benim de i¢im yikiliyordu o evler yikildik¢a, mahvoluyordum hani boyle
acayip belki, attyorum, Liibnan" hatirliyordum, savasi hatirliyordum (kayittan evvel
Nejla Hanim Liibnan'daki savastan dolayi ailesiyle Tiirkiye'ye goc ettiklerinden kisaca
bahsetmisti), bilmiyorum. Ge¢gmisimle de ilgili de olabilir. Ama bdyle bir seye
katlanmak da kolay degil, o insanlarin halini gérmek, caresizligi... Buldozeri bekliyorlar
yani onu gormek... O ylizden hani 6giit verebilirim, hani sunu yapin bdyle yapmayin
diye. "Zararlar1" (benim sorularimdan gidiyor Nejla Hanim burada)? (giiliismeler)
Zararlar1 oldu tabii ki iste moloz pargasi diistii, tehlike atlattim (giiliismeler).
Bilmiyorum sen tirnak i¢inde yazmigsin, ne demek istiyorsun.
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S.B: Aslinda bir yandan kisisel olarak size zarar veren bir sey olarak, bir de isinize zarar
veren...

N.O: Bir siirii param gitti (giiliismeler). Fotograflar1 basmak ¢ok ciddi bir maliyet, yine
en ucuz yeri buldum Sirkeci'de, olabildigince ama, adam, ¢ok komik, bakiyor "aa abla
bunlar kim" falan, iste boyle boyle... Ona da anlatiyordum indirim yapiyordu, bir de
albiim veriyordu. Hani bir de bdyle, fotografciy1 da isin i¢ine soktum. Adam ¢linkii
gorliyor, benim bir sey sdylememe gerek yok. "Bak" diyorum, "ben bu insanlara
gotirtyorum yani, bunu kar amagli yaptigimi zannetme" adam da hakikaten tiziiliip,
attyorum 300 kurusa yapiyorsa 200'e falan diisiiriiyordu. O da "vah vah su ¢ocuklarin
haline bak falan. Hani hakikaten fotografin, insanin vicdanina hitap eden bir tarafi var;
somiirme degil, onu sevmiyorum, var Oyle.

S.B: O biraz niyetle alakali degil mi?

N.O: Evet. Hani gortiyorsun bazen, o kadar neredeyse pornografik diizeyde, sémdarlye
dayali, bu baska bir sey. Olan1 gostermek baska bir sey vicdanini sonugta insan kendi
dlgiiyor. Obiirii, gercekten kotii bir sey, somiiriiye giriyor, orada ince bir ayrim var ona
da dikkat etmek lazim yani o insanlar1 ¢gekerken de insanliklarina saygi duyarak, hani o
sana o fotografi sana verdigi i¢in; seyretmigsindir herhalde hemen hemen yiizde 99’u
bana bakiyor, orada da esit bir iligki var. Yani biliyor ¢ekildigini ve buna razi, bunu
goOstermesi de ¢cok 6nemli.

S.B: Bir noktada da seyi diistiniiyorum; orada o kisi size hayir dedigi zaman, diyebilir
de. Tamam kamera elinde olan kisinin bir giicli var ama karsidaki kisinin de bir giicii
var hani.

N.O: Tabii. Cocuk dahi olsa istemedigi siirece asla istemedigi bir seyi... Yani gizli
cekebilirsin ama o senin 1yi bir fotografci oldugunu degil adi bir insan oldugunu
gosteriyor bence, acikcasi bu. Yani senin bir giicii varsa onun da bir giicii var, ¢cok
dogru. lyi bir fotograf¢1 olmak istiyorsan adil olmak zorundasin ve o esitligi... senin
elinde makina var diye sen gii¢liisiin demek degil. Karsiliginda riza gostermesi ¢ok
onemli. Hele bir de insan haklariyla ugrasiyorsan... "Olumlu olumsuz tepkiler?" He
olumlu iste dedigim gibi ¢ok tabii fotograflari gotiirdiigii igin, hala da hep bu sekilde
baska mahallelerde fotograf ¢ekiyorum, mutlaka napip edip o fotografi geri
gotiirliyorum, bazen postayla yolluyorum. Olumsuz tepkiler... almistim Sulukule'yi ya
da bagka yerleri ¢ekerken, hani "satiyorlar" falan ama hani bir sekilde anlatiyorsun,
zaman i¢inde anladilar hani "aa tamam canim Nejla Abla bu, yabanci degil" hani artik
yabanci olmaktan ¢iktim. sen bir sey diyordun?

S.B: Oradaki mabhalle icinden olumsuz tepki aldiniz, peki disarda o mahalleden
olmayip izleyenlerden aldiginiz oldu mu tepkiler? Mesela filminizle ilgili? Elestiri?
Hani iki taraftan da?

N.O: Filmlerle ilgili direkt almadim, daha dogrusu olumsuz bir sey almadim, hep
olumlu. Hani belki teknik birtakim elestiriler olabilir, fotograf ya Sulukule, belki onunla
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ilgili. He $dyle bir sey aldim; "Giilsiim Abla'yr gérmek istiyoruz" diyorlar. Oyle seyler,
orada ¢iinkii Giilstim Abla geciyor da belirtilmiyor, fonda kim oldugunu gérmek
istiyorlar gibi. Yoksa onun disinda olumsuz bir tepki disardan almadim, ya da olduysa
haberim yok. En fazla annemden aldim c¢iinkii 6dii patliyordu benim bagim belaya
girecek diye (giiliismeler). Orada polislerle.

S.B: Bu anneler hep boyle (gultyorum).

N.O: Evet. Bir de hani Sulukule, sug¢ seyi falan, "paran1 ¢alacaklar" falan. Halbuki tam
tersine bazen ¢antam agik falan geziyorum "Nejla Abla kapat cantan1" falan diyorlar,
diisiin. Neyse. Bir tane hikaye, soyle bir sey oldu. Bu Giilsiim Abla'nin evini yikmaya
geldiklerinde ¢ok korkung bir ortam. Gulsim Abla zaten att1 kendini evden, gormek
istemiyor. Zaten kadincagizin tansiyonu falan yiikselmis, birisi ald1 onu gotiirdii, orada
degildi. Polis var, zabita var, dozer orada bekliyor. Bu arada bizim platformdan
arkadaslar evden ¢ikmiyorlar. Hani iste sey, zorluk ¢ikariyorlar, “kagidi getirin, sunu
yapin” falan. Bir de o giin Giilsiim Abla'nin mahkemesi vard1 eviyle ilgili ¢iinkii onun
bir siirli ne tapusu, bir siirii hisseli tapu falan, onunla ilgili mahkemesi vardi falan. Tatsiz
bir ortam; belediye kamyon yolladi, kadincagizin esyalarini bizimkiler tasidi yani.
Neyse, ben de fotograf ¢ekiyorum, yapabildigim tek sey. Bir tane belediyeden yanima
geldi birisi. Bir de nasil diyeyim sana; normalde ¢ok kasvetli herkes, ortamda ¢ok
kasvetli zaten, hava da falan. Avukatlar var, platformdakiler var, gazeteciler var,
fotografcilar var, ben de cat cat ¢cekiyorum. Bir tane geldi, ha bu arada ben siirekli eve
de girip ¢cikiyorum iste bizimkilerle konusuyorum, hem fotograf ¢ekiyorum hem bdyle
bir sey yaptyorum. Geldi yanima, "siz" dedi, "gazeteci misiniz" dedi ama bdyle sey
yani, ukala bir tavirla, sen kimsin gibi. "Ben gazeteci degilim, 6gretmenim" dedim ama
hayatinin sokunu yasadi orada. "Hangi okul" dedi boyle tehditkar bir tavirla, "Bogazici"
falan. "Siz" dedim "hangi okuldan mezunsunuz" (giiliismeler), bu bdyle kaldu. Iste
"Yildiz Teknik", "aa 6yle mi benim oradan master 6grencim var" falan iste boyle,
adamla, alttan alip adam1 yumusatmaya ¢alistyorum konusmamla. Birden adam bir
yumusadi hakikaten, iste "ben 6gretmenim, sizin okuldan 6grencim var", yalan da degil
hani. Ondan sonra, "belediyede ne is yapiyorsunuz" falan, bdyle esitledim konumumu
adamla. Sonra adam yumusayinca boyle bakti bana, dedi ki "hocam" dedi, "senin
Istanbul'da bu kadar giizel yer varken senin burada ne isin var, niye buray1 ¢ekiyorsun"
dedi. Yumusadi ya, "¢iinkii ger¢ek bu" dedim, tamam mi? Evet, ben buranin ¢ok da
giizel yerlerini ¢ekebilirdim ama bunu zaten herkes yapiyor. Bir de isin boyle bir
gercegi var yani, orada adam boyle kaldi (giiliismeler), bir sey diyemedi. Gergek bu
¢linkii, 6teki yalan, iste vapur ¢ek, kopriiyli ¢ek falan. Ama sen igerde, vapurun i¢indeki
insanin derdini biliyor musun yani. Onu ¢ek, marifet bu.

S.B: Bunun yikima engel olamamasi... Keske...

N.O: Ama o kadar c¢ok ah isittim ki, eger o mekanizma calisiyorsa, o ah mekanizmasi
(glilismeler), orada oturacaklara simdiden aciyorum, gergekten. Cok kotii seyler olacak.

S.B: Bence ¢alistyordur ya, eninde sonunda ¢aligmasi lazim, ben buna inaniyorum.
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N.O: Yani bunun bir sonucu olacak. Hani bu ah m1 vah m1 bilmiyorum ama bdyle ve
sadece Sulukule i¢in degil. Boyle bir doniisiimiin hakikaten geri doniisii olacak yani,
onu gorecegiz. Hem dedigim gibi 10-15 iginde ben bekliyorum, belki daha erken yani.
Ciinkii miimkiin degil yani sen bdyle bir sey yapiyorsun, insanlarin hayatlariyla,
gelecekleriyle oynuyorsun, daha beter yoksullastiriyorsun. Yani her seyi koy bir kenara,
sucun ikiye katlanmasina neden oluyorsun, insanlarin hayat kalitesi diisiiriiyorsun yani,
ee bunun da bir sonucu olacak.

S.B: Bir tarafin hayat kalitesi zaten diisiik ve iyice diisiiriilirken diger taraf daha da
fazla yukseltiliyor.

N.O: Evet. Onlar orada yasarken bir network vardi, bir ag vardi, yani hi¢ kimse a¢
kalmiyordu. Evet, yoksullardi ama ag degillerdi en azindan. Yardimlagma vardi bir
birliktelik varken kendi i¢lerinde bir siirii seyi hallediyorlar. lyi veya kétii, kotii seyler
de olmuyor degildi hani ama mesela onu Hacer sdyledi bizim platformdan; dnce temiz,
sosyal ... (anlamadim) uzmani yollaman lazim oraya. Sug varsa var. (...) Ama kimse de
"hadi ben kizimi1 satayim" sabah kalkip aklina gelmez yani, onu okula yollamak varken.

S.B: O siirecin bir arka planin1 gérmek lazim.

N.O: Kendi oturdugum yerden onu yargilayamam, bu adam karnini doyuracak, bilmem
ne yapacak yani. Bir de hayatin gercegi var ve elinde bagka bir araci1 yok, bilmiyor da.
Sen 6gretmemissin, "bak kardesim kizini okula yolla, sunu 6gren bunu yap" desen belki
daha fazla iyi gecineceksin yani. Bunu hemen bir namus bilmem ne meselesi yapip o
insan1 buradan yargiliyorsun. Calarsa ¢alar, a¢ olsan sen ¢almaz misin? Ben ¢alarim, hig
acliktan 6lemem yani. Birak beni, ¢olugum ¢ocugum varsa... Yaparsin. Hi¢ kimse "aa
ben 6lsem yapmam"... Ay vallahi ben yaparim, kusura bakmasinlar yani (gtiliiyorum).

S.B: Anne-babalarin hep dedigi sey vardir ya; ¢ocugu i¢in gercekten insanlar her seyi
yapabilir, bana ¢ok mantikli geliyor. Gergekten baska bir ¢aren yoksa yapacaksin yani.

N.O: Bunlarin (sorularima bakarak) hepsinin cevabini vermis olduk di mi? "Yaptiginiz
isleri belgesel tiiriinde nereden konumlandiriyorsunuz?" Aktivist belgesel. Bir giin
sokakta yine boyle ben bir gosteri ¢cekiyordum, yabanci birileri geldi falan, konusuyoruz
falan. Ne dedim ben onlara; "I'm an activist photographer" dedim (giiliismeler). Oyle
agzimdan ¢ikti, giizelmis di mi? Evet. Bundan sonraki title''im bu olabilir. Once
ogretmen fotografci, simdi 6gretmenlik az yapiyorum, 6zel ders veriyorum, okullari
falan biraktim, onlara vaktim kalmiyor diye. Isin komigi fotografciliktan da filme
gectim, dolayisiyla ne olacagimi bilmiyorum; aktivist belgeselci belki. Evet, belgesel;
bunun fotografi seyi yok.

S.B: Benim kafamda sdyle bir sey var; bence hepsi belgeselle alakali, yani fotograf da
fotordportaj da ama fotoréportaj daha bir belgesele yakinlasiyor gibi. Tabii belgesellerin
de tlrleri var elbette, deneysel belgeselden tutun da kurmacayla harmanlanmis olana
kadar. Ya da ne bileyim herkes kendini farkl sekilde tanimliyor.
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N.O: Benimki neye giriyor o zaman? Sen sdyle bakayim. Kurmaca... evet yani sonugta
bir kurgu var yani.

S.B: Bence her belgeselde kurmaca var zaten, sizin yaptiginiz montaj da kurmacaya
tekabiil ediyor. Ama hani bilmiyorum, bence hikayesi olan ve belgelemeye ¢alisan, olan
bir seyi gdstermeye calisan bir belgesel (gliliismeler). Ben de simdi tam bir tanim
bulamadim ama...

N.O: En azindan benim bakis agimi1 yansitiyordu. Ben tabii, evet benim bakisimi ve
olabildigince dogruyu... mesela kurgusunu yaparken imre (Azem), "suray1 keselim
burada gok tekrar var" diyordu, ben mesela onu ¢ok istemedim. Cok ¢ok az miuidahale
var orada, bir-iki lafin1 kestik, o da biraz tekrar gibiydi. Yoksa Giilsiim Abla'nin
konusmasi komple oldugu gibi neredeyse yani. Ama mesela simdi bu filmi yaparken,
iste Tokludede, Nerede Yasarsan Yasa!, mesela bize zaman kisitlamasi verdiler,
Amnesty International dedi bunu. Toplam 7 dakika. Tokludede'yle ilgili onlar istediler
bizden film. Nerede Yasarsan Yasa! Amnesty International'a yaptigimiz bir filmdi. Ben
zaten orada ¢ekiyordum, belgeliyordum da hi¢ boyle "aa film yapayimm"... film yaparim
da kimbilir ne zaman yaparim, vaktim olursa. Kendim yapiyordum, hi¢ "aa bu
senaryosu hazir, iste bilmem ne, parast hazir", hi¢ dyle bir sey yoktu. Ondan sonra
duyduk ki onlar boyle slumstories.org i¢in bir seyler... (S.B: Onu ben yazayim) Sana
yollayayim hatta linkini. Biitlin diinyada olan kentsel doniisiim, magduriyet
hikayeleriyle, sadece Tiirkiye'de degil, Tiirkiye'yi biz yapiyoruz. Onlar dyle bir zaman
limiti koyduklari i¢in, bir siirii kesme bigme yapmak zorunda kaldik. Hani orada da yine
az ve 0ze iyicene bu sefer odaklandik. Maksimum seyi minimum zamanda nasil
anlatirsm, bu da benim igin bir 6grenme oldu. insan bazen kiyamiyor, kendin
¢ekiyorsun ya, ay bu da olsun su da olsun falan ama bu sefer iste baska seylerden
kaybediyorsun; iste akicilig1 gidiyor falan. Bu da bambagka bir diinya ve ama ¢ok
faktorlii ¢linkii iste goriintii var, ses var. Glilsiim Abla'y1 yaparken, Canim Sulukule'yi
yaparken ses ve goriintii vardi, hareket yoktu mesela. Hani fakat film yaparken
bambagka bir dlem, yani ses var, goriintii var, akicilik var, iste mesaj var, minimum
stirede maksimum sey anlatmak var ve bunlarin uyum i¢inde olmalar1 var falan. Yani
acayip bir gezegen oralar. Film diinyas1 bambagkaymis, ben fotograftan gittigim igin
bugiine kadar tek bir boyutuna baktim. Ikinci boyutu sesti, o kadardi. Simdi binbir tane,
yani 0 da benim i¢in ayr1 bir deneyim oldu. Simdi ikinci Sulukule'yi, simdi sana
gOsteririm onu, o da mesela, tabii bu sefer daha tecriibeliyim. Bu sefer hani "aa
olmamis"; kabul etmem ¢ok daha kolay oldu ve hani iste kiyabiliyorsun (giiliismeler).
Cunki hakikaten bunlar internette izlenecek seyler. Internette mesela sinemaya gittigin
zaman belki uzun bir film seyredebilirsin ama internette insan 5-6 dakikadan fazlasini
istemiyor.

S.B: Daha hizli akiyor orada bir seyler.

N.O: Ciinkii is arasinda bakiliyor. (O sirada "slumstories" adli sitenin web adresini bana
veriyor Nejla Hanim, siteyle ilgili konusuyoruz). Misir'dan Italya'dan, diinyanin gesitli
yerlerinden; iste en son bizim Sulukule filmini eklediler.
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S.B: Ben yurtdis1 kaynaklarina da bakmayi istiyorum hani teoride pek ¢ok seyi
okuyorum ama bunu s6ylemeniz ¢ok iyi oldu, nerede ne oldugunu — karsilagtirma degil
ama, bu sadece Tiirkiye'de degil diinyanin bir siirii yerinde de oluyor, nasil oluyor. Onu
gormek icin cok iyi.

N.O: O ¢ok giizel. Bizimki baya film gibi, onlarinki habere benziyor. Bilmiyorum
bakarsin, ben bir sey sdylemeyeyim. Israil'den var, Misir'dan var, italya'dan,
Romanya'dan var, Afrika'dan var. Bagka sormak istedigin?... Belki hani son bir ilave,
bilmiyorum bu Nerede Yasarsan Yasa!'y1 istiyorsan... aslinda onu s6ylemis de oldum.
Ben bu Sulukule bittikten sonra; Sulukule biliyorsun, Edirnekapi, o duvar boyunca
surlarin yaninda. Tabii en ¢ok da oralarda oluyor ¢linkii ¢ok degerli yerler oralar, hem
turistik agidan, hem merkeze yakin, ¢ok rantin yiiksek oldugu yerler. Dedim ki igimden
"bunlar duvar boyu gidecekler ve sira Ayvansaray'a gelecek". Bu Edirnekapi'dan seye
kadar Ayvansaray'a kadar; hani haritay1 goziiniin 6niinde canlandir, o bdlgeyi... benim
tahminim; ki zaten basladilar ufak ufak oralarda da, Balat'in bir kismini1 zaten yiktilar.
Ve sey dedim; "bu mahalleler hala ayakta”, Sulukule'nin de ilk halini gérmedigim i¢in...

S.B: Onlar ilk hali gibi.

N.O: Evet. Yani onu dedim, o “Sulukule'nin ilk hali acaba nasildi1” ve ben oralarda
cekmeye devam ettim ve bu Tokludede'ye de orada rastladim. Ve kimsenin haberi yoktu
onlar da mesela yardim alabileceklerini falan bilmiyorlardi, hani oraya gidip o
insanlarm halini goriince, iste ben iligkilendirdim onlar1 dernekle. "Aa" dedim, "sakin
sOyle yapmayin". Tabii yikildi bir siiriisii ama hala direnenler var mesela. Hani boyle de
bir sey oldu ¢iinkii ben gezdigim i¢in, ya da ben seye yolladim, gruplara yolluyorum
bunlari, bizim Sulukule Platformu'nun yazigma grubu var falan. Onlar da "aa bdyle bir
sey var" falan, onlar bagka mekanizmalar1 harekete gegiriyorlar. Dolayisiyla isin de
bdyle bir boyutu var, yani...

S.B: Orada da ¢ok giizel bir aktivizm var aslinda.

N.O: Evet. "Bakin, zabita geldi, mektup da budur", yani istiyorsan onlar1 da yollarim
sana. Bunlar okuyunca tabii benim de btin sinirim... ¢ciink( Sulukule'deki deneyimin
tekrari, ayn1 Sulukule'de yaptiklarini burada da bu insanlara gecirmeye ¢alisiyorlar. Onu
goriip ¢ok deliriyorsun. Dolayisiyla iliskide olmak ¢ok 6nemli yani boyle kurumlarla.
Sadece bagimsiz olayim demek degil. Bu bence bir, ben tamamen onlarin ¢alistig1 gibi
calismasam bile benim en azindan bdyle bir katkim oluyor onlara. Dolayisiyla ben de
kendimi onlarin bir parcasi gibi goriiyorum. Evet, belki toplantilara gidemiyorum, iste
onlarin yaptig1 isleri yapmiyorum ama benim de yaptigim az buz bir is degil ya da...

S.B: Herkes farkli bir yerden tutuyor.

N.O: Ben direkt sahadayim, oradayim ve oray1 belgeliyorum. Yani ne bileyim iste o
yuzden; herkesin yetecek bir giicti var bence. Onu bileceksin, hani sen de ilerde bunun
iste master'in1 yapacaksin yani, iste bu da bir silah bence. ilerde sen de belki sen de hoca
olacaksin, sen de 6grencilerine bunu 6greteceksin, yani o yiizden "aa biz bir sey
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yapamayiz" falan diye bir sey yok, inanmiyorum. Onu goriip farkina varip, hani senin
gucln ne... Atiyorum pogaca bile yapabilirsin, o toplantiya pogacgay1 gotiirmek bile, o
insanlara ¢ay ikram etmek bile, evini agmak bile bir sey. Zaten belki de en dnemlisi o
(glilismeler). O insanlar1 doyur falan. Neyse yani direnmek icin ¢ok da fazla bir

donanima ihtiyacin yok yani, bileceksin giiciin nerde, yeter yani. Iste bu kadar. Baska
bir soru?

S.B: Cok gtizel oldu.

N.O: Begendin mi? (giilismeler). Kayitta miy1z cihazda?

S.B: Evet.
N.O: Kag dakika diyor sende? Bende 1 saat 13 dakika diyor.

S.B: Bende de 12, 0 biraz daha erken baslamisti. (Nejla Hanim kendi kayit cihazini da
yedek olarak kulland1 goriisme sirasinda).
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3 Nisan 2012 — Ezgi Bake¢ay Tez Géoriismesi (Internetten)
Sonay Ban: Kisaca kendinizden ve yaptiginiz islerden bahsedebilir misiniz?
Ezgi Bakc¢ay: Doktora dgrencisiyim, Marmara Unv.de sdzlesmeli dgretim gorevlisiyim.

S.B: Kentsel doniisiim siirecinde, bu projelerin yapildig1 alanlardaki neoliberal
politikalar1 ve projeleri nasil degerlendiriyorsunuz?

E.B: Rantsal doniisiim sozii her seyi anlatiyor ve buna karsi siiren miicadeleyi yasam
alanlarinin savunulmasi olarak 6zetlemek miimkiin.

S.B: Filminizin ¢ekiminden 6nce projelerin yapildig: alanla ilgili ne gibi 6n hazirliklar
yaptiniz?

E.B: Film IMECE nin mahallede yiiriittiigii ¢alismanin, kurdugu dostluklarin bir
uranudur. Film yapmak ¢ok sonradan gelen bir fikirdi ve sadece bilgi ve deneyim
paylasimi i¢in diisiiniildii. Bu nedenle alan1 hem kentsel hem de politik unsurlariyla bir
yildan fazla bir siiredir tantyor ve yastyorduk.

S.B: Surecten zarar goren, etkilenen ve magdur edilen insanlarla onlardan alinmaya
calisilan yasam alanlarinda nasil bir iletisim kuruyorsunuz? Onlarin filmlerinize
eklemlenmelerinden bahsedebilir misiniz?

E.B: Filmin kurgusu bitmeden mahalle kahvesinde kadinlara ve erkeklere ayr1 ayri
gosterim yapip tartistik. (Bu bizim degil mahallelinin se¢imiydi.) Kurgu sonra
tamamlandi. Kadinlar yasadiklarimizi ¢ok az géstermissiniz biz bundan daha ¢ok aci
cektik dediler. Erkekler bizi madur gostermissiniz dediler. Iki farkli tepki de
degerlendirildi. Sonucta herkesin bizim filmimiz dedigi bir is ¢ikt1 ortaya.

S.B: Filminizin bir yerinde semte gelen polis ekipleriyle mahallelinin “catisma’s1 s6z
konusuydu. Mahalleliler miicadelelerini siirdiiriirken ve yaka paga polis tarafindan
gotarilmeye, susturulmaya calisilirken biz seyirciler olarak kaydin devam ettigini
goriiyoruz? Kayit alinirken siz ve ekibinizin ruh hali ve kamera arkasindaki kosullar
nelerdi? Bunlardan bahsedebilir misiniz? Buradan da bundan sonraki sorma gegmek
istiyorum:

E.B: Catigsma goriintiilerini biz ¢cekmedik. Catisma sirasinda belgeselcinin tavri ¢ok
tartisilmis bir konu ve bence cevabi kisiseldir. Benim cevabim haksizliklar1 goriiniir
kilmanin zor ama 6nemli bir gérev oldugu yoniinde. O kayitlar olmasa yasanan saldiriya
kars1 tepkinin 6rgiitlenmesi mimkun olmaz.

S.B: IMECE’yle olan iliskinizden bahsedebilir misiniz? IMECE disinda baska sivil
toplum orgiitleriyle veya topluluklarla ¢alistyor musunuz?

E.B: IMECE sivil toplum kurulusu degil bir toplumsal harekettir. Kurulusunda
bulundugum bir orgiittiir ve kendi meslek alanim ve siyasi tavrim dahilinde bagka
gruplarla da iliskilerim var.
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S.B: Islerinizle ilgili olarak ne gibi olumlu veya olumsuz tepkiler aliyorsunuz? Seyirciyi
bu siiregte nasil bir yerde konumlandiriyorsunuz? Islerinizin neye hizmet etmesini
istiyorsunuz?

E.B: Insanlarin birbirleriyle ve cevreleriyle kurduklari iliskilerde degisim yaratmak
amag olarak tanimlanabilir. Bu nedenle seyirci isin bir pargasidir, onu tamamlar ve
anlamlandirir. Anlam izleme siirecinde olusur.

S.B: Filminizi yaparken neler diisiiniiyordunuz ve film bittikten sonra sizce ortaya ¢ikan
tirtinde ne gibi degisiklikler hissettiniz? Yani; film siirecinde hem yaptiginiz iste hem de
sizin ilgilendiginiz konuya bakis aginizda degisiklikler, olumlu ya da olumsuz
eklenenler ya da ¢ikarilanlar oldu mu? Buradan da aslinda filmlerinizin kurgularini neye
gore yaptiginizi sormak istiyorum.

E.B: Kurguda “duygu” meselesini fark ettik. Duygunun politik karsiliklarini diigiindiik.
Goriintii ve miizikle insan1 degistirmek miimkiin fakat amag fikir olusturmak olmali.
Buna karsin hem gerc¢ekligin bizim {lizerimizdeki etkisi hem de elde etmek istedigimiz
giiclii etki kimi zaman fazla duygusal planlara neden oldu. Fakat sonugta pesinde
oldugumuz temel duygu “umut” tu. Kurgudan yeniklik duygusuyla ¢ikmamaya karar
vermistik. Izleyenin aglamasi degil oturdugu yerden “simdi ne yapmali” diyerek
kalkmasini istedik. Bunu basarmak ¢ok zor. Ustalik burada ve simdilik {izerine
diisiindiigiimiiz bir konu.

S.B: Yaptiginiz isi belgesel tiirtinde nerede konumlandirtyorsunuz?
E.B: Militan belgesel film olarak nitelendirebilirim.

S.B: Yaptiginiz isi/isleri nasil tanimliyorsunuz? Tarihsel belge niteligi tasidigini, ya da
tirettiginiz islerin siyasi ve ideolojik temelleri oldugunu diisiiniiyor musunuz?

E.B: Siyasi temelli oldugu acik. Her goriintiiniin bellek i¢in 6nem tasidigini
diistinliyorum. Goriintilye anlamin1 veren ise baglamidir. Biz filmi her zaman
gosterildigi yer, kosullar ve pesi sira gelen sohbetlerle birlikte diistindiik. Baska
filmlerle destekledik ve bir sdylem olusturduk.

S.B: Filmlerinizin aktivizm ve akademik ¢evrelerle baglantili oldugunu diisiiniiyor
musunuz? Evetse bunu biraz acabilir misiniz?

E.B: GO¢ dogrudan toplumsal hareket i¢inden ¢ikmis bir istir

S.B: Filminiz IMECE nin sitesinde gosterilmesi disinda nerelerde gosterildi? Cekim
yaptiginiz mahallelerde ve semtlerde gosterim yapildi m1? Yapildiysa mahalle
sakinlerinden aldiginiz tepkiler nasildi?

E.B: Neredeyse kentsel doniistim miicadelesinde olan tiim mahallelerde defalarca
gosterildi. Yurtdis1 gdsterimleri de yapildi. Olumsuz hicbir tepki almadik. Siire gelen
miicadelenin durumuna gore kimi zaman 6fke kimi zaman hiiziin yarattigina tanik
olduk.
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S.B: Neden filminizin siiresinin 20 dakika oldugunu, bunun teknik ve diger
gerekeelerini aciklayabilir misiniz? Istanbul'la olan iliskiniz, Istanbul'da ne kadar
zamandir ikdmet ettiginiz hakkinda bilgi verebilir misiniz?

E.B: Pratik nedenlerle 20 dk. bu bir militan filmdir. Ne yazik ki estetik-politik bir is
degildir. Artik toplumsal hareketlerin alet cantasinda film vardir. Militanlar glinlin
kosullarinda gerekliliklerin aciliyetinden dolay1 hizla film iiretirler ve aktivizm aglari
icine yayarlar. Bu filmlerde bilgi zaman i¢inde degisir.
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