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Sunus

EKREM iIMAMOGLU
Istanbul Blyiiksehir Belediye Bagkani

Kiymetli Istanbullular,

Sizleri Istanbul Biiyiiksehir Belediyesi ve Yapi Kredi Kiiltiir Sanat Yayincilik isbirligiyle
hayata gecen “Burast” sergisine davet etmenin mutlulugunu yasiyorum.

Kentimizin ¢evresel ve kiiltiirel mirasini hatirlamaya, birlikte yasama kiiltiiriimiizii yeni-
den kegfetmeye, gelenege yaslanarak umut ve sevingle gelecegi inga etmeye dair kapsamli
bir sergi olarak “Burasi” Istanbul Biiyiiksehir Belediyesi Kent Miizesi Koleksiyonu ve
Atatiirk Kitaplig1 Arsivleri'nden ilhamla yola ¢ikti. Kamusal birikimimizin bu degerli

mirasindan yapilan seckiyi ¢cagdag sanatgilarin yapitlariyla bulusturdu.

[stanbul Biiyiiksehir Belediyesi kiiltiir ve sanat yoluyla hem yerel hem ulusal hem de
kiiresel kiiltiirii Istanbul’a sunmanin siirdiiriilebilir altyapilarint gelistirmeye, cesitli ve
kapsayici etkinlik programlariyla bu kiiltiir ve sanat birikimini Istanbul’a sunmaya 6zel
gayret gosteriyor. Kent yagamindan alinacak keyfin yasanabilmesinde bu etkinliklerin
yeri ve onemini dogrudan kendi deneyimlerimizden biliyoruz. “Burasi” sergisi de hem
kentin kiiltiirel birikimini diigiinme hem de bugiiniin Istanbulu’na birlikte bakma
konusunda ilham verici ve elestirel pek cok yapit ile kurgulandi. “Burasi”; Istanbul'un
berrak denizini, yemyesil agaclarini, tertemiz havasini, i¢imizi isitan hayvanlarini ve
bunlarin her birine olan kurumsal ve kisisel sorumluluklarimizi yeniden kiiltiir-sanat

imgeleriyle diisiinmeye dair bir cagri niteliginde.

Bu igbirliginin gerceklesmesini miimkiin kilan iki kurumun, 6zen ve 6zveriyle emek
veren tiim c¢aliganlarini tebrik ederim. Sergide ¢aligmalari sergilenen tiim sanatgilara,
degerli fikirlerini ve yapitlarini bizlerle paylasan tiim kiiltiir tireticilerine sonsuz tegek-
kiirler. “Burast” sergisi kapsaminda hazirlanan katalogun, ge¢misle bugiinii birlestiren,
Istanbul’un birlikte yagama kiiltiiriinii hatirlatan baglamiyla, sehri yeniden kesfetmek

icin iyi bir firsat sunduguna inaniyor ve iyi okumalar diliyorum.
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Introduction

EKREM IMAMOGLU

Mayor of Istanbul

Dear esteemed citizens of Istanbul,

I'am delighted to invite you to “This Place”, a joint exhibition by Istanbul Metropolitan
Municipality and Yap: Kredi Culture Arts and Publishing.

“This Place” takes its inspiration from the Istanbul Metropolitan Municipality City
Museum Collection and the Atatiirk Library Archives. The exhibition is a reminder of
the environmental and cultural heritage of our city, a re-exploration of our culture of
living together, and an attempt at building the future with our hopes and joy while
trusting our traditions. The exhibition combines a selection from this valuable public

collection with the works of contemporary artists.

Istanbul Metropolitan Municipality strives to further develop a sustainable infrastruc-
ture for the local and global culture scene and to organize inclusive and diverse activity
programs to present Istanbul’s cultural and arts accumulation. Our own experience
tells us that these activities are the cornerstones of enjoying life in the city. “This Place”
exhibition is built around inspirational and critical works that invite the audience to
contemplate the cultural accumulation of the city as well as to reflect on present-day
Istanbul. “This Place” invites us to reconsider the clear sea, leafy trees, clean air, and
beloved animals of Istanbul, alongside our corporate and individual responsibilities

towards every single one of them through arts imagery.

I would like to congratulate the hardworking and dedicated staff of both institutions who
made this collaboration possible. I would also like to extend my gratitude to all artists
participating in the exhibition, and cultural producers who shared their distinguished
ideas and works with us. The catalogue of “This Place” brings together the city’s past and
present and invites you to rediscover the city through the perspective of living together.
I wish you pleasant reading.

Translation: Deniz Inal
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Yeni Bir Kent EkKosistemi

TULAY GUNGEN
Genel Mudur

Yapi Kredi Kultir Sanat Yayincilik

Yap: Kredi Kiiltiir Sanat Yayincilik olarak, sergilerimizle ve yayinlarimizla tilkemizin
kiiltiirel mirasini ortaya gikarmaya, kiiltiir ve sanat tiretim altyapisini gelistirmeye yonelik
caligmalar yapmaya 6zen gosteriyoruz. Bu dogrultuda koleksiyon ve arsivleriyle kiilciir
ve sanat yapitlarinin korunmasi, aragtirmaya acilmasi ve kentin giincel iiretimlerle yeni-
den yorumlanmasinda 6ncii bir kurum olan Istanbul Biiyiiksehir Belediyesi ortakligiyla

olusturdugumuz “Burast” sergisini izleyiciyle bulusturmaktan son derece mutluyuz.

Giiniimiizde diinyanin pek ¢ok yerinde oldugu gibi Tiirkiye'de de iklim krizi ve
cevre sorunlari yikict etkilerini tiim giiciiyle hissettiriyor. “Burasi” sergiyi gezenleri
Istanbul’a kentsel politik ekoloji ve ¢evre adaleti perspektifinden bakmaya davet eden,
Istanbul’un havasini, suyunu, agacini ve hayvanlarini kent yasaminin paydaglari olarak
gérmeyi oneren bir sergi. IBB Kent Miizesi Koleksiyonu ve arsivlerindeki dogaya dair
imgelere ve Istanbul tarihindeki doga temsillerine dikkat ceken “Burasi” ¢cagdag sanat
yapitlariyla da bugiiniin Istanbulu’na odaklaniyor. Ayni zamanda giincel doga ve gevre
caligsmalarinin dikkat cektigi sorulari da vurguluyor. Sergimiz toplum, kent ve doga
iligkilerine kiiltiir ve sanat yapitlar1 tizerinden Istanbul baglaminda bakmay: 6nerirken

hem kentin hem de kiiltiir sanat iiretiminin ekosistemini diisiinmeye de davet ediyor.

Bu ¢ok kapsamli ¢alismayi, pandemi doneminin kendine has giicliikleri icinde 6zverili
ve titiz caligmalariyla hayata geciren Istanbul Biiyiiksehir Belediyesi ve Yap1 Kredi
Kiiltiir Sanat Yayincilik ekiplerini, sanatgilari ve igbirlii yaptigimiz tiim tireticileri

yiirekten kutluyorum.

“Buras1” da her sergi gibi izleyicilerin katilimiyla amaclarina ulasacak ve gercek an-
lamini bulacak. Sanat ve dogaseverleri, kent sakinlerini, kentimizi ziyarete gelenleri,
Istanbul’un tarihinde ve bugiiniinde doga ve cevre imgelerinin yer alma bigimlerini

irdelemeye, yeni bir kent ekosistemini ve etigini birlikte diisiinmeye davet ediyoruz.
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A New Urban Ecosystem

TULAY GUNGEN

General Manager

Yapi Kredi Culture Arts and Publishing

As Yapt Kredi Culture Arts and Publishing, we work to reveal the cultural heritage
of our country through exhibitions and publications and to advance the foundations of
cultural and arts production. We are delighted to present the “This Place” exhibition
to its audience following our collaboration with the Istanbul Metropolitan Municipality
(IMM), a pioneering institution in preserving cultural and art works with its collection
and archives, rendering these works accessible for research and reinterpreting the city

through contemporary productions.

The damaging effects of the climate crisis and environmental problems are strongly felt
in Turkey, just like in other parts of the world. “This Place” invites its audience to look at
Istanbul from the perspective of urban political ecology and environmental justice, and
suggests treating the air, water, trees, and animals of Istanbul as stakeholders in urban
life. “This Place” draws attention to images and representations of nature throughout
Istanbul’s history in the IMM City Museum Collection and archives and focuses on
present day Istanbul through contemporary art works, also highlighting current debates
around natural and environmental studies. This exhibition is an invitation to not only
to consider the relationship between society, city and nature in the context of Istanbul
through culture and art works, but also to reflect on the ecosystems of the city and the

arts and cultural productions.

I would like to extend my sincere congratulations to the teams of Istanbul Metropolitan
Municipality and Yap: Kredi Culture Arts and Publishing and to the artists and col-
laborating producers, who have undertaken this comprehensive project and meticulously

realized it with their devotion during the pandemic that posed its particular difficulties.

Like other exhibitions “This Place” will fulfill its objective and find its true meaning
with its audience. We invite all art and nature enthusiasts, urban dwellers and visitors
to our city to examine the ways in which images of nature and environment have been
presented throughout Istanbul’s history and today, and to jointly think of a new urban

ecosystem and ethics.

Translation: Deniz Inal
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“Buras!” Istanbul

MAHIR POLAT
Istanbul Bliyiiksehir Belediyesi Genel Sekreter Yardimcisi

Bir kentte paylasimci ve adil yasami miimkiin kilabilmenin
temel kogullari kiiltiirel ve dogal cevrenin korunmasiyla
olusturulabilir. Istanbul’'un kadim yasam gelenegi de bu
kenti agaclariyla, kuslariyla, kopekleriyle, deniziyle, yesil
alanlariyla, anitsal ve sivil mimarisiyle birlikte diigtinmek
konusunda engin bir birikime sahip. Mimari yapilarin kug
yuvalariyla birlikte tasarlanmasindan, sembollesmis agac-
larindan, sokak hayvanlarinin gozetilmesinden, varolusun
tiim giizelligini barindirir gibi insan: ¢evreleyen manza-
ralarindan Istanbul’un tarihi boyunca biitiinsel bir yagam
alani olarak var oldugunu biliyoruz.

Bugiin gerek Istanbul’da gerek ulusal ve kiiresel dlcekte,
“cevre adaleti” en acil tartigmalarin odaginda. Iklim krizi
dogal diinya mirasint yok etme tehlikesiyle bizleri yiiz-
lestiriyor. Bu aciliyet kent ¢aligmalarinin oldugu kadar,

akademinin ve sanat iiretimlerinin de merkezinde yer aliyor.

Bir bakima can havliyle, dogal ¢evreyi yeniden sahiplenmek,
kentin tarihi dokusu ve hafizasini korumak ve bu yolda
planlamalar yapip politikalar gelistirmek i¢cin miicadele

ediyoruz.

Sanat ve kiiltiirel iiretim de bu miicadelenin vazgecilmez
alanlarindan. Yalnizca yeni ve doniistiiriicti ifade bi¢imlerini
kesfettikleri icin degil, kentlilerle diyalogun, tartigmanin,
birlikte diisiinmenin bin bir yolu iistiine de diisiindiikleri
ve hem elestiri kiiltiiriinii hem de sorumluluk bilincini
gelistirdikleri icin. Yap1 Kredi Kiiltiir Sanat Yayincilik ve
Istanbul Biiyiiksehir Belediyesi isbirligiyle ¢iktigimiz bu
yolculuk, kiiltiirel miras ile dogal cevre tartigmalarina kiil-
tiir ve sanatin agtig1 pencerelerden bakan bir ¢aligma olarak
“Burast” sergisini ortaya ¢ikardi. Istanbul Biiyiiksehir Bele-
diyesi olarak caligmalarina hizla devam ettigimiz IBB Kent
Miizesi Koleksiyonu ve Atatiirk Kitaplig: Argivleri’'nden
yapilmis bir secki ile cagdag sanat iiretimlerini bulugturan
bu sergi, Istanbul’un kiiltiirel ve dogal cevresine hem ta-

rihsel hem de giincel perspektiflerden bakiyor.

Kentin kiiltiir ve sanat altyapisini beslemek yolunda 6nem-

sedigimiz ve gelistirdigimiz kiiltiir politikalarinin 6nem-

li bir karar1 olan, siirdiiriilebilir kentlerin siirdiiriilebilir
kiiltiir ve sanat iiretimleriyle miimkiin kilinabilecegine
inancla, tarih ve medeniyet sehri Istanbul’'un IBB Kent
Miizesi Koleksiyonu'ndan ufak bir seckiyi sizlerle paylas-
maktan mutluluk duyuyoruz. Kentin hafizasini kayit ve
koruma altina alan argiv ve miize ¢aligmalarina hiz verdigi-
miz bu siirecte; bagta IBB Kent Miizesi olmak iizere, sehrin
kiiltiiriinti ve birikimini kayit altina almayt hedefliyoruz.
Hafiza Miizesi, Tasavvuf Miizesi, Edebiyat Miizesi, Fotog-
raf Miizesi, Sinema Miizesi gibi farkli tematik konularda
Istanbullular ile bulasacak kiiltiir alanlar1 tizerinde titizlikle
caligtyoruz. Istanbul gibi bagli basina miize-mekan olarak
siniflandirilabilecek bir kentte; her giin 6niinden gegtigimiz
ama cogunlukla géziimiizden kacan ancak bin yillardir var
olan Kara Surlar1, Boukaleon Sarayi, Ceneviz Surlar1 gibi
kentsel yasgamimizda doniim noktas: tegkil eden alanlari
koruma altina alarak kapsamli restorasyon ve konservasyon
calismalari gergeklestiriyoruz. Kentin binyillardir kiiltiirel
mirasini olugturan bu varliklari, kendini Istanbullu olarak
goren her vatandagimizla tekrar bulugturmaktan biiyiik

heyecan duyuyoruz.

Oncelikle; Istanbul’'un hafizasi ve tarihi eserlerinin ko-
runmasi konusunda gosterdigi liderlik ve destekleri icin
Istanbul Biiyiiksehir Belediye Bagkanimiz Sayin Ekrem
Imamoglu'na tesekkiirii bir bor¢ bilirim. Devamla, “Bu-
rast” isimli serginin gerceklestirilmesindeki tiim emek ve
caligmalari icin; Yapi Kredi Kiiltiir Sanat Yayincilik Ge-
nel Miidiirti Tiilay Glingen olmak {izere, YKKSY Sergiler
Direktorii Kiirator Kevser Giiler nezdinde tiim YKKSY
calisanlarina; projede emegi gecen Kiiltiir Varliklari Dai-
re Bagkani Oktay Ozel’e, Istanbul Biiyiiksehir Belediyesi
Kiitiiphane ve Miizeler Midiirii Ali Safak Ozdemir’e, IBB
Miizeler Koordinatorii Zeynep Gulha'ya, IBB Kiitiipha-
ne ve Miizeler Miidiir Yrd. Kerim Altug’a, IBB Koleksi-
yon Uzmani Osman Ocak’a, Nadir Eserler Uzmani Irfan
Dagdelen’e ve projede emegi gecen tiim caligma arkadag-

larima igten tesekkiirlerimi sunarim.
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“This Place” is Istanbul

MAHIR POLAT

Istanbul Metropalitan Municapility Assistant Secretary General

The conditions of sustaining a participative and just city life
can only be created by protecting its cultural and natural
environment. The archaic social practices of Istanbul hold
an endless richness of understanding the city as one with
its trees, birds, dogs, sea, green spaces, and monumental
and civic architecture. Istanbul has existed as a holistic
living space throughout its history from the bird’s nest
embedded in its architecture, its symbolic trees, the way
stray animals have been taken care of, and its immersive
landscapes which create the feeling of containing all the
beauty in the universe.

Today, both in Istanbul and nationally and globally, one
of the most urgent topics of discussion is “environmental
justice”. Climate change threatens with the annihilating
the world’s natural heritage. This urgency stands at the
very center of academia and artistic production as well as
urban studies. We fight for our lives to plan and develop
new policies to reclaim the natural environment, preserving

the historical texture and memory of the city.

Artistic and cultural production is one of the central
battlegrounds. Not only because they discover new and
transformative ways of expression, but also because they
contemplate the many ways of creating dialogue, areas
of discussion with the citizens and of thinking together,
as well as developing a culture of critique and a sense of
responsibility. This journey that we have embarked on
with the collaboration of Yap: Kredi Culture Arts and Pub-
lishing and Istanbul Metropolitan Municipality, created
the exhibition “This Place” as a project that looks at the
discussions on cultural heritage and natural environment
through the lenses of culture and arts. The exhibition
brings together a selection from the IMM City Museum
Collection, the opening of which we, the Istanbul Metro-
politan Municipality, swiftly have been working towards,
and the archives of the Atatiirk Library, together with
works of contemporary art, approaches the cultural and
natural environment of Istanbul both from a historical and

a contemporary point of view.

We are pleased to share with you a small selection from
IMM City Museum Collection, an important decision made
through our prioritized cultural policies in developing the
cultural and artistic infrastructure of the city, of Istanbul,
a city of history and civilizations, in the belief that sus-
tainable cities can only be attained through sustainable
policies on culture and arts. During the process of acceler-
ating our work for archives and museums that will record
and conserve the memory of the city, we aim to document
the culture and background of the city, starting with the
IMM City Museum. We are meticulously working on new
cultural spaces for the Istanbulites, classified in different
themes including the Museum of Memory, Museum of
Sufism, Museum of Literature, Museum of Photography
and Museum of Cinema. In the city of Istanbul, which itself
can be considered an open-air museum, we are realizing
comprehensive restoration and conservation projects that
protect the spaces in our city of pivotal importance like
the Walls of Constantinople, the Boukoleon Palace, and
the Genoese Walls, all of which have been standing for
thousands of years, yet we pass by every day. We are very
excited to reunite each of our citizens who see themselves
as Istanbulites with these monuments of the city’s ancient

cultural heritage.

Firstly, I would like to thank our honorable Mayor of Is-
tanbul, Ekrem Imamoglu, for his leadership and support in
preserving the memory and historical monuments of Istan-
bul. Then, I would like to thank Ttilay Giingen, the General
Manager of Yapi Kredi Culture Arts and Publishing; curator
Kevser Giiler, YKCAP’s Director of Exhibitions and all of
the employees of YKCAP, for all of their work and support
in realizing the exhibition “This Place”; Oktay Ozel, Head
of Department of Cultural Assets; Ali Safak Ozdemir, the
Director of IMM Library and Museums; Zeynep Culha, IMM
Museums Coordinator; Kerim Altug, Associate Director of
IMM Library and Museums; Osman Ocak, IMM Collection
Specialist; Irfan Dagdelen, specialist of rare works; and to

all my colleagues who contributed to this project.

Translation: Naz Begcan
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BURASI

Burasl'

This Place'

KEVSER GULER
Kiratér ve Yapi Kredi Kultir Sanat Sergiler Direktéri

Curator and Director of Exhibitions, Yapi Kredi Culture and Arts

Deniz kenarinda, yiiksekte asils gibi duran cimenlik bir
alandalar. Yarlarin kenarinda biiyiik bir afag var. Hava
riizgarly, gokyiizii yiiksek ve hareketli.

Selvi ayakta, derin nefes alryor, nefes veriyor.
[pek’le Umit uzaklara bakryorlar.

Cetin’le Ali afaca cikiyorlar, kipek de yanlarmda.
Neriman Ipek’e sesleniyor:

[pececk! Gel gel!

(Erdem, Glingormiig 2009: 130)

“Buras1” sergisinin hazirliklars 2020 yilinin sonbaharinda
baglad1 ve 2021 yilinin sonbaharina dek siirdii. Koronaviriis
salginin etkilerinin devam ettigi donemde hazirlanan sergi,
pandeminin 18. ayinda acgiliyor. Kiiresel bir kriz olarak
pandemi, kentsel ve kirsal mekanda, dogal olanla, yagamla
iligki kurma tarzlarini, bir mesafe farkindaligiyla bir arada
olmanin kosullarini diigiinmeyi giindeme getirdi. Etik ola-
ni, politik olani ve adalet kavrayisini yeniden sorgulamay:
gerektirdi. Dogal cevrenin ve yagamin neoliberal kapitalizm
tarafindan konumlanma bi¢imlerinin dogurdugu siddetin
ve adaletsizligin kargisinda, hak ve adalet kavrayiglarinin
kurumsal tezahiirlerini diigiinmeyi elzem kildi. Pek cok
kurumun, mevcut pek ¢ok sistemin ve bunlarla kusatilmig
yasamin kirilganligini gesitli bakimlardan deneyimledigi-
miz bu dénemde, pandemiyi irdelerken, sanat iiretiminin
kosullarini, kurumsal destek altyapilarini ve bunlarin siir-
diiriilebilirligini de ortak giindemimizde tartigir olduk, bu
tartigmalarimiz siiriiyor. “Burasi” bu tartigmalara Istanbul
Biiyiiksehir Belediyesi ve Yap1 Kredi Kiiltiir Sanat Yayin-

They are by the sea, on a land covered by green grass that
seems leviated. There is a huge tree close to the cliff. The weather
is windy, sky is high and restless.

Selvi is standing, breathing deeply in and out.

Ipek and Umit are staring afar.

Cetin and Ali are climbing a tree, the dog is with them too.
Neriman calls out to Ipek:

Ipeeeek! Come here, come here!

(Erdem, Gling6rmiis 2009: 130)

Our preparations for the exhibition “This Place” started in
the autumn of 2020 and continued until the autumn of 2021.
The exhibition put together during the coronavirus epidemic
is opening its door on the 18" month of the pandemic. The
pandemic as a global crisis brought up the ways of relating to
nature, to life, in urban and rural spaces, with an awareness of
distance, of thinking about the conditions of living together
and in this context, required a reevaluation of the ethical, the
political and the question of justice. It required to think of in-
stitutional manifestations of the concepts of right and justice,
in the violence and injustice created in positioning natural
environment and life by the hand of neoliberal capitalism. At
this time, in which we experience the vulnerability of many
institutions, many existing systems, and life itself, question
the effects of the pandemic we have started to discuss together
the infrastructures of institutional funding and their sustain-
ability. These discussions continue to this day. “This Place”
aims to contribute to these discussions through the exhibi-

tion, the publication, and the public programming realized
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cilik isbirligiyle gerceklesen sergi, yayin ve etkinliklerle
katkida bulunmayi amagliyor.

Kentte paylasilan mekani toplumsal olan ile fiziksel
olanin kesigiminde, “doga” ve “cevre” tahayyiillerinin ta-
rihsel, kiiltiirel ve politik doniisiimlerine dikkat cekerek ele
alan “Buras1” cagdas sanat yapitlariyla Istanbul Biiyiiksehir
Belediyesi Kent Miizesi Koleksiyonu ve Atatiirk Kitaplig1
Arsivleri'nden bir seckiyle kurgulandi. Sanat¢ilar Ahmet
Ziya Akbulut, Ali Taptik, Bedri Rahmi Eytiboglu, Burak
Delier, Can Altay, Can Aytekin, Canan Tolon, Deniz Ak-
tag, Elif Naci, Erol Eti, Ezgi Tok, Ferruh Basaga, Feyhaman
Duran, Fiisun Onur, Gokcen Erkilic & Ahmet Unveren,
Inci Eviner, Lara Ogel, Marina Papazyan, Migirdi¢ Civan-
yan, Muhtar Aykin, Miimtaz Yener, Nalan Yirtmag, Naz-
mi Dayan, Nermin Er, Nilbar Giires, Omer Ulug, Ozlem
Giinyol& Mustafa Kunt, Sami Boyar, Selma Giirbiiz, Semsi
Arel, Sena Basoz, Sevket Dag, Sinem Disli, Yasemin Ozcan
ile Zeyno Pekiinlii’'niin ¢aligmalar: bu kapsamda goriilebi-
lecek sanat yapit1 seckisini olusturuyor. Beraberinde hari-
talara, kentin iiretim kiiltiiriinden parcalara, kartpostallara,
dergilere ve cesitli yayinlara katkida bulunmusg veya bunlari
iiretmis, ad1 tespit edilemeyen pek ¢ok baska katilimcinin
iiretimleriyle olugan bu sergi, kentsel politik ekoloji cer-
cevesinden Istanbul’u diisiinme ilgisi etrafinda bi¢imlendi.
Adini Fiisun Onur’un 1993 tarihli yapitindan alan “Burast”,
yalnizca bir konumdan bahsetmiyor. Buras: yalnizca bir yer
degil, bu sozii sarf eden kisinin bulundugu yer; mekansal
ve zamansal bir kesisimin ifadesi. Oznenin, s6ziin sahibinin
durdugu ve buradaki bagkalariyla kargilagtig1, bulugtugu,
boylece sorumluluk ve adalet sorusunun a¢ildigi, 6znenin,
eylemin, mekanin, zamanin burast i¢in yeniden orgiitlene-
bilecegi yer burasi.

Kent ve ¢evresel adalet tartigmalar: baglaminda, tarihsel,
soylemsel ve temsil {izerine kurulan iligkilerin farkls teza-
hiirlerini barindiran tiretimleri bir araya getirerek bir sergi
kurgulamak “Burasi”nin 6ncelikli amaglarindands. Sergide
farkli donemlerden sanat yapitlari, zanaat iiriinleriyle, hari-
talarla, endiistriyel iiriinlerle bir arada sergileniyor.

Modern miizeciligin temel prensiplerinden olan siniflan-
dirmanin, sergilenecek pargalarin hangi alana ait oldugunun
kati bir sekilde belirlenip yalnizca ilgili miizede sergilene-
bilecegi tutumunun (Artun 2006: 139-154) temeli, son
yillarda pek ¢ok sergide elestirildi.? Modern epistemolojinin
de kurucu mekanlarindan olan miizeler, bugiin giincel bil-
gi rejimleri baglaminda yeniden diigtiniiliiyor, sergilenen

caligmalarin ve triinlerin kategorik olarak riskli, sorunsuz

by the collaboration of Istanbul Metropolitan Municipality
(IMM) and Yap1 Kredi Culture Arts and Publishing.

Discussing the idea of shared urban space that is at the
intersection of the social and the physical by focusing on
the historical, cultural, and political transformations of the
concepts of “nature” and “environment”, “This Place” was
organized by works of contemporary art as well as a selection
from the Istanbul Metropolitan Municipality City Museum
Collection and the Atatiirk Library Archives. Within this
exhibition, works by the artists Ahmet Ziya Akbulut, Ali
Taptik, Bedri Rahmi Eyiiboglu, Burak Delier, Can Altay,
Can Aytekin, Canan Tolon, Deniz Aktas, Elif Naci, Erol
Eti, Ezgi Tok, Ferruh Bagaga, Feyhaman Duran, Fiisun
Onur, Gokgen Erkilic & Ahmet Unveren, Inci Eviner, Lara
Ogel, Marina Papazyan, Migirdi¢ Civanyan, Muhtar Aykin,
Mimtaz Yener, Nalan Yirtmag, Nazmi Dayan, Nermin Er,
Nilbar Giires, Omer Ulug, Ozlem Giinyol & Mustafa Kunt,
Sami Boyar, Selma Giirbiiz, Semri Arel, Sena Basgoz, Sevket
Dag, Sinem Disli, Yasemin Ozcan, and Zeyno Pekiinlii
come together. The exhibition is also comprised of the pro-
ductions of many unknown contributors to maps, pieces
of the urban culture of production, postcard, publications,
documents, and magazines, formed around an interest to
think of Istanbul within the framework of urban political
ecology. Taking its name from Fiisun Onur’s 1993 epony-
mous work, “This Place” does not only talk about a loca-
tion. This place is not solely a place, it is the place where
the person who speaks the word is situated at that moment,
and thus is an expression of a spatial and temporal intersec-
tion. “This Place” is where the subject, the commentator
stops and encounters others, meets them, and thus, is where
the questions of responsibility and justice arise, where the
subject, the action, space, and time can re-organize.

Within the discourse of the city and environmental jus-
tice, one of the priorities of “This Place” is to explore the
possibilities of making an exhibition that brings together
pieces that holds the different manifestations regarding the
ways of relating to history, narrative, and representation,
anticipating the conceptual framework. Artworks of differ-
ent eras are displayed side by side with artisanal artifacts,
maps, industrial products, and natural items.

For the last years, one of the main principles of modern
museology, classification, the basis of an attitude that al-
leges that the works belong strictly to one area of the display
and can only be displayed in the related museum (Artun
2006: 139-154), has been criticized in many exhibitions.?
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olmayan ve heyecan verici yakinlagmalar icinde olmasi-
nin olanaklart kegfediliyor. Dil, kiiltiir ve tarih araciligiyla
insa edildigi var sayi1lmig bir gerceklik kavrayigini sinamak
icin, miizelerin ve sergi yapma bi¢imlerinin sunabilecek-
leri irdeleniyor. Siniflandirma elestirisiyle dogan bugiiniin
sergileme pratikleri, modern éncesi nadire kabinelerinin
stniflandirma digt tavrina bir bakima yaklagsa da, “nadir
olani” onu miilk edinmis olan kisinin kendi kigisel baglan-
tilariyla sergilemesinin aksi yoniinde gelisen bir sergileme
pratigini oneriyorlar. Bu sergileme pratigi, kamusal ola-
ni, giindelik olan: ve baglantilari toplumsal imgelem i¢in
de ilging, anlamli ve degerli olabilecekleri sergilemenin
imkanlarina yoneliyor. Miize mekanlarinin diinyevilesmesi
icin de bu elestiri 6nemli. Kentsel adalet ve cevre konulu bu
sergide, temanin kigisel ve toplumsal imgelerle, eylemlerle
ve anilarla katmanlanmasini degerli bir olanak olarak gorii-
yorum ve birbirinden bagka tarihselliklere sahip iiretimleri
bir arada sergilemek bu olanak igin bir zemin de dneriyor.

Bir kamu koleksiyonu ve arsivi olarak IBB Kent Miizesi
Koleksiyonu ve Atatiirk Kitaplig: Arsivleri (bu kitapta s.
81), kapsadiklar: seslerin ve olasi giizergahlarin ¢ogullu-
guyla ilham verici bir yolculugu da miimkiin kildi. Miize
kapandiktan sonra, hak ettikleri sekilde sanatseverlerle bu-
lusamayan kent argivi ve koleksiyonlar: tizerine galigmak,
yalnizca tematik bir aragtirma macerast veya belirli bir bi-
¢imde sergi yapma pratigi olmast bakimindan degil, bagka
en az iki sebep yliziinden de bu sergi ¢aligmasinin yontemi
hakkinda verdigim 6nemli kararlardan biriydi. Ilk sebep
su sorular etrafinda bi¢imlendi: Sanat iiretiminin varlik
kosullarin: diisiintirken kamusal birikim ve bu birikimin
olanaklari hakkindaki sorular: nasil soruyoruz? Bu birikimle
kurulabilecek sorumluluk, hak ve talep iligkilerini birlikte
diisiinmenin yollari nelerdir? Bu birikimin olugumunda
belirleyici olan kiiltiir politikalarinin katilimcist olmak
miimkiin mii? Bu sorular kentin kamusal kiiltiir ve sanat
birikimini sahiplenme ve buradaki kurumsal gelenekleri
irdeleme niyetiyle dogdu. Ikincisi ise, tam da bu kurum
sorusuyla ilgiliydi. Neoliberal kapitalizm kurumlari ve ku-
rumsal kiiltiirleri hiz ekonomisi i¢inde bir ayak bagi gibi
goriip degersizlestirirken; bilginin, tecriibenin, liyakatin
dizginsiz giic iligkilerine teslim edildigi bir ortam dogur-
du. Kurumlarin sunmasi gereken altyaps, iiretim ve igleyis
modelleriyle birlikte, sinanabilir, elestirilebilir siirecler ve
toplumsal giiven zeminleri de imha oldu. Kurumsalligin
tirettigi sorunlu yapilari elegtirmek, sarsmak ve dontigtiire-

rek yeniden inga etmek yerine, operasyonel bir mutlak akis

The museums, sourcing spaces of modern epistemology,
are today reevaluated for their hegemony on contemporary
knowledge production; the possibilities of displaying the
works in categorically not non-problematic yet risky and
exciting approaches are explored. The museums and ways
of exhibition-making are seen as new means to scrutinize
an understanding of reality which has been considered as
a construct of language, culture, and history. The critique
of classification, although moving closer to the pre-modern
attitude of the cabinets of curiosity with no classifications,
proposes a practice of display that is developed towards the
opposite direction of displaying personal connections of the
individual, the keeper of the “curious”. It aspires to carry
the public, the quotidian, and things the relationships of
which could be interesting, meaningful, and of value for
social imagery into the exhibition space. These propositions
are critical for making the museum spaces secular. Believing
in the possibilities of the critique of classification, I see great
potential in the reproduction of the theme in interaction
with the personal, social, and the material, the actions, as-
sociations, memories, and ruins for this exhibition about
urban justice and environment.

As public collections and archives, the IMM City Mu-
seum Collection and the Atatiirk Library Archives (this book
p- 81) enabled an inspiring journey with the voices they
include and the plurality of the different routes they offer.
To work on the city’s archive and collections both of which
have been obscured from the art lovers after the closing of
the museum was one of the most important decisions made
regarding the methods of making this exhibition not only
because they offer an adventure of conducting thematic
research and practice of a certain way of curating, but also
for at least two other reasons. The first one of these reasons
formed around the following question: When we think
about the conditions of existence for artistic production, how
do we pose the questions regarding public accumulation and
heritage, and the possibilities of them? What are the ways
of thinking about the relations of responsibility, right, and
demand that can be formed through this accumulation and
heritage together? Is it possible to participate in the cul-
tural policy processes that establish this accumulation and
collections? These questions arose with the intent to have
a claim on what public institutions collect and to scruti-
nize the institutional traditions around it. The second one
was directly linked to this question about the institution.
As neoliberal capitalism saw the institutions and institu-
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saglamaya yonelik tahribat pratikleri geligtirildi. Kurumlar-
la ilgili bu doniisiim, kendi sorumluluklarini tistlenemeyen,
islerini géremeyen kurumsal yapilar tiretmesinin yaninda,
iletisim kurulamaz, incelenemez, hesap sorulamaz, niifuz
edilemez keyfiyet sistemlerini dogurdu. Bugiin kamusal
birikimi sahiplenerek yeni bir kurumu ve kurumsalligi
diisiinmek miimkiin mii? Mekanla, zamanla, cevremizdeki
varliklarla iligkilerimizi onaracak sekilde, elestirel ve agik
bi¢imleri tartmak, bu bi¢imleri doniistiirmek, elestirmek,
inga etmek icin sanat ve kiiltiiriin tiretimine olanaklar sag-
layacak kurumlar tasarlanabilir mi?

“Burast” Istanbul baglaminda, bu sorulari sanatin ve
kentin, yasamsal, estetik, etik ve politik eylem modellerini
irdeleyerek tartigmayi arzu ediyor. Kent baglaminda, sana-
tin ekolojisi de dahil olmak tizere cesitli ekoloji kavrayis-
larinin, ekolojik miicadelelerin yeri ve etkilerinin kamusal
olarak yeniden tartigilmasinin zeminlerini nasil inga edebi-
liriz? “Burast” yalnizca insanlarin degil, insanlarla bu alant
paylasan canli ve cansiz tiim varliklarin etkilesimleriyle
iiretilen kent mekaninda adalet tartigmasini kiiltiir ve sanat
yapitlariyla yeniden katetmeye yoneliyor. Bunu yaparken
de kent yasaminin maddesel, mekansal, ideolojik siirecler-
den nasil etkilendigini irdeleyen imgelere ve tartigmalara
bakmayi 6neriyor. Istanbul’'un agaclar1, martilari, parklart,
bahgeleri, hayvanlari, topragi, sokagi, ormanlari, denizi, ya-
ban hayat1 ve insanlari; kent, emek, doga ve adalet iligkileri
icinde yeniden nasil kavranabilir ve bu kentte birlikte yagam
hakkini savunmanin araglari nasil tesis edilebilir? Bugiin
kozmopolit bir kent kiiltiirii kimleri, neleri, hangi yagamlar1
ve yasam alanlarini kapsar? Kent yasaminin paydaglarinin
rollerini ve sorumluluklarini ¢evre adaleti perspektifiyle
yeniden nasil diigtinebiliriz?

Yarimburgaz ve Guncel Bir Kiilturel Arkeolqji Fikri

Istanbul'da canli ve cansiz varliklarin iligkilerini dikkate
alarak ekoloji sorusuyla ilgilenen bu sergide, Sinem Disli
kentin dogasinin tarihine bakt1 ve yapitini Yarimburgaz
Magarasi’na odaklanarak kurguladi. Sanat¢i hem magara-
da hem de magaradan buluntularin sergilendigi Istanbul
Arkeoloji Miizeleri'nde ¢ekimler yapti. Arkeoloji ve jeoloji
arasinda dogal ve kiiltiirel olanin izlerini siiren Sinem Disli
caligmasini bir video ve fotograf yerlegtirmesi olarak iiretti.
80’li yillardan bu yana Yarimburgaz iistiine arkeolojik kazi-
lar yapmaktan makaleler yazmaya kadar kapsamli ¢aligma-
lar yiiriitmiis Prof. Dr. Mehmet Ozdogan Yarimburgaz'in,
Istanbul’un ve Istanbul’un da bir parcasi oldugu bslgenin

tional cultures as a drag within the economy of acceleration
and devalorized them, it created an environment in which
knowledge, experience, and merit have been abandoned for
the endless relations of power. The infrastructure and the
bases of social trust, which came from the possibility of
questioning and criticizing towards the institutions were
annihilated. Instead of criticizing and shaking the power
relations of the institutions and building new models for
it, a practice of destruction that enables a constant opera-
tional flow was developed. This lack of institutions not only
created institutional structures that take no responsibility
and do not work but also bore a system of arbitrariness
that can never be communicated, investigated, called out,
and penetrated. Claiming a right in public accumulation,
would it be possible today to imagine a new institution and
institutionalization? Can we design new institutions that
can provide models, possibilities of action for the produc-
tion of art and culture to gauge, transform, evaluate, and
constructed critical and clear forms that would heal our
relationship with the space, time, and the beings around us?

“This Place” hopes to study these questions, the vital,
aesthetic, ethical, and political action models of art and of the
city in the context of Istanbul. Within the urban context, how
can we rebuild the ground for the public discussions of the
place and effects of ecologies of different scopes including the
ecology of art, the ecological conflicts? “This Place” invites us
to revisit the discussions of justice in an urban space that is
created not only by the people but also by the interactions of
all entities, living or not, sharing this space, through cultural
artifacts and artworks. This invitation, also proposes to look
at the discourse which investigates the effects of material,
spatial and ideological processes on urban life. Istanbul’s
trees, seagulls, parks, gardens, animals, soil, streets, forests,
sea, wildlife, and people; how can they be reconsidered within
the relationships of the city, labor, nature, and justice? How
can the means to fight for the right to coexist be obtained?
Who, what, which lives and spaces of living does a cosmo-
politan urban culture entail in our day? How can we rethink
the roles and responsibilities of the stakeholders of urban life

within the framework of environmental justice?

Yarimburgaz and the Idea of Contemporary Cultural
Archeology

In this exhibition focusing on the questions of life through
the relations of living and non-living beings in Istanbul

and ecology in an urban context, Sinem Disli looked at the
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tarihinin bir milyon yilina ig1k tutabilecek bir arsiv nite-
liginde oldugunun altini ¢izer. Yaklagik bir milyon yildir
acik kalmig olan Yarimburgaz'i, bolgenin dogal doniisii-
miiniin, iklim ve popiilasyon degisikliklerinin izlerinin
stiriilebilecegi bir arkeolojik saha olarak tanimlar. Mehmet
Ozdogan ve ekibinin 1986 yilinda baslattig1 kazinin diin-
yada o donemin en 6nemli kegfi olarak nitelendirildigini,
Asya'y1 Avrupa’ya, Karadeniz'i Ege’ye baglayan bu bolgenin
uygarliklarin gecis yollarinin kesisim noktasinda bulun-
dugunu ve 6zgiin kosullara sahip oldugunu, Afrika’dan
Avrupa'ya yayilmanin izlerinin okunmasi agisindansa es-
siz oldugunu anlatir. Gerek kamu kurumlarinin ihmalleri
ve yanlig uygulamalari, gerekse magaraya giren insanlarin
bireysel tahribatlariyla doga ve insan tarihinin bu biricik
sahasi geri dontissiiz bigimde tahrip edilmigtir. Mehmet
Ozdogan tarihin ortak birikimine biiyiik katk: saglayabi-
lecek, birinci derecede arkeolojik sit alani olan bu sahanin
bugiin ancak “Bir kiiltiirel tahribat miizesi” olarak varligini
stirdiirdiigiinii soyliiyor.> Sinem Disli maZaradaki cesitli
tortulagmalara, buluntulara ve beraberinde giincel izlerin
ve tahribatin goriiniir etkilerine yonelik bir ¢aligma iiretti.
Sanatgi bir milyon yillik ge¢misiyle bu magarada canli ve
cansiz etkilegimlerinin izlerini yiizeyde mineral yapilarint
takip ederek fotografladigi, farkli pozlama siireleriyle za-
mansal farklar: st iste bindirerek kurguladig: bir yapit
ortaya koydu. Yarimburgaz Magarasi, Kanal Istanbul rotast
tizerinde bulunuyor.

Yarimburgaz Magarast ve buluntularla ilgili diigiin-
mek, “Burast” i¢in IBB Kent Miizesi Koleksiyonu ve ar-
sivlerinden yapilan seckiye de ilham verdi ve bu seckide
bir bakima arkeolojik bir merakla hareket etmeye cagirdi.
Koleksiyon ve arsivlerde Istanbul’un giinlitk yasaminin
cevre ve “dogal olan” ile iligkisi hakkinda ipuglari veren
parcalar ve imgeler bir tiir kiiltiirel arkeoloji ¢aligmasiyla
one ¢iktr. Atatiirk Kitapligi Arsivleri'nde bulunan, tarihi
tam tespit edilemeyen Catalca Paftas: haritasi, bolgenin su
yollarinin iliskisini goriiniir kilmasiyla sergide yer edindi.
Yarimburgaz da bu haritanin kapsamina girmektedir. IBB
Kent Miizesi Koleksiyonu'ndan deniz kabugu, dogal tas
ve camdan {iretilmis miihreler, kemikten yapilmis giin-
likk kullanim nesneleri, tohum ve bitkilerden iiretilmis
tilsimlar, kus bicimli egyalar, ¢icek motiflerinin 6ne ¢ike1g:
stisler, mercan ve ahsap parcalariyla kagiklar, kent kiiltii-
ri i¢inde dogal malzemenin giinlitkk kullanim bigimleri
hakkinda katmanli imgeler sunuyor. Miihiir albiimii, gifa

tast ve yazi resimler de hat sanati icinde bagka canlilarin

natural history of the city and created her work focusing on
the Yarimburgaz Cave. She filmed and photographed the
cave as well as The Istanbul Archaeology Museums which
keep the remnants found in the cave. Searching between
archeology and geology, for traces of the natural and cul-
tural, Sinem Digli presents an installation of video and pho-
tographs. Prof. Dr. Mehmet Ozdogan, who has conducted
very extensive academic work including excavations and
writing articles on the Yarimburgaz Cave since the 80s,
argues that Yarimburgaz has an archival value that can shed
light on the history of the last one million years of Istanbul
and the whole region. He acclaims Yarimburgaz, which has
been open for approximately the last one billion years, like
an archeological site that will help follow the traces of the
area’s natural transformation and the changes in climate and
population. The findings tell us that the excavation Mehmet
Ozdogan and his team started in 1986 had been considered
as one of the most important discoveries in the world at that
time; the region, under its unique and important condi-
tions, has been at the intersection of the roads on which
many civilizations passed through Asia to Europe, from
the Black Sea to the Aegean; the cave has provided one-of-
a-kind data for reading the spread of the humankind from
Africa to Europe. Due to the negligence and malpractice of
public institutions and the individual damages done by the
visitors to the cave, this distinct site of natural and anthropic
history has been damaged to the point of no return. Mehmet
Ozdogan states that this first-degree archeological site that
could have contributed so much to the collective conscious-
ness of the civilization today can only exist as “a museum of
cultural destruction™. Sinem Disli produced a work on the
various sedimentation, remnants as well as the newer marks
in the cave and the visible effects of destruction. The artist
created a work in which she photographed marks of the
interactions between the living and the non-living of this
million-year-old cave following the mineral structures on
the surface, overlapped these temporal differences by using
different exposures time. Today, the Yarimburgaz Cave is
located on the route of the Istanbul Canal.

In “This Place”, the Yarimburgaz Cave and its ruins
inspired the selection from the IMM City Museum Collec-
tion and archives and fired an archeological urge in forming
this selection. From the collection and the archives, artifacts
and images that express the link between the quotidian
life of Istanbul with the environment and nature were put
forth with this cultural archeological approach. The updated
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ele alinig bi¢imlerine, bu inang kiiltiiriinde suyla iliskinin
anlamlarina dair ipuglari tagtyor. II. Abdiilhamid tarafindan
1891 yilinda Yildiz Saray: bahgesinde Yildiz Cini Fabrika-i
Hiimay{nu adiyla kurulmug olan Yildiz Cini ve Porselen
Fabrikasi’'nda iiretilmis, Hali¢ kiyilarindaki camur ve kilin
de kullanildig1 Eseri-i Istanbul serisiyse Istanbul'un jeolojik
ge¢misinin ve toprak yapisinin izini sergiye tastyor.

IBB Kent Miizesi Koleksiyonu'ndaki resimlerden, vit-
ray, yagliboya, fresk, rolyef gibi degisik tekniklerde duvar
resmi ¢aligmalariyla Tiirkiye sanat tarihinde 6ne ¢ikan Erol
Eti'nin Isimsiz adli, camalti teknigiyle yaptigi caligmasi da
bir yandan jeolojik bir katmanlilig1 ¢agristirirken bir yan-
dan da bir yolu odagina alarak uzaklagan bir manzaray izle-
yiciye sunar. Yine koleksiyondan, 1992’de Sezer Tansug un
daveti ve 43 sanat¢inin katilimiyla olusturulmus, 66 Kare
pano calismasindan Omer Ulug, Selma Giirbiiz ve Inci
Eviner’in tiretimleri, cografyanin geleneksel kiiltiir imge-
leriyle birlikte diigtintildiigii yapitlar olarak “Burast” segki-
sine katildi. Sezer Tansug 66 Kare'nin dogusundan “1992
Maysis baginda agilan mekdnimizi ziyarete gelen ressam ar-
kadaglarimiz, Aslihan Carsist'n1 dolduran sahaf tipi kitapgt
diikkdnlarindan da belli 6l¢iide esinlenerek, geleneksel Tiirk
kiiltiiriintin sanat, bilim, yazi ve diisiin alanindaki tinli
yapitlarina viziiel birer gonderme, birer hommage yapmasi
onerimizi olumlu kargiladilar” diye bahseder (Sen 2005: 23).
Bu kapsamda kagit iizeri stampa baskiyla ti¢ yapit iireten
Omer Ulug, Anadolu mutasavviflarindan Ahmet Yesevi
ve Yunus Emre’nin eserleriyle iligki kurar. Selma Giirbiiz,
Lale Devri'nde Seyyid Vehbi tarafindan yazilmig Surname-i
Vehbi den yola ¢ikar ve Osmanli Hanedani’nda siinnet ve
evlilik toreni diizenleriyle ilgilenir. Inci Eviner ise Osmanlt
tarihi anlatilarinda yaygin imgeleri ve bi¢imleri topografik
bir kompozisyonla irdeledigi iki ¢aligma iiretir, Tevarih-i
Ali Osman ve Cevder Paga Taribi.

Istanbul’un ve kentin kiiltiiriiniin toprak, yer, doga ve
cevreyle iligkileri i¢inde temsil bigimlerinin izini Atatiirk
Kitapligi'nin nadir eser koleksiyonunda da siirmek miim-
kiin. Mehmed Ziya b. Osman’in Istanbul ve Bogazigi: Bizans
ve Osmanls Medeniyetlerinin Asir-1 Bakiyesi adli alismast,
William Henry Bartlett’in Dolmabahge graviiriinii goste-
ren bir kartpostal, Piringer’in graviirleriyle karsilagtigimiz
bir albiim, Matrak¢i Nasuh'un 16. yiizyilda yaptig1 [stan-
bul Haritass' ni gosteren bir kartpostal, Beyazit'ta Istanbul
Universitesi Merkez Kiitiiphanesi ingaat1 sirasinda cekilmisg
Bizans arkeolojik kalintilarinin fotograflari bu baglamda

sergide yer buldu. Marina Papazyan ise, sergi icin tirettigi

map of Catalca found in the Atatiirk Library Archives is
included in the exhibition to make the relationship between
Yarimburgaz and the waterways of the exhibition visible.
The burnishers made from seashells and glass, objects of
daily life carved from bones, talismans created with seeds
and plants, bird figurines, ornaments with flower patterns,
coral, and wooden spoons, all from the IMM City Museum
Collection, present layers of images that highlight the use
of natural materials in the urban culture. The seal album,
the healing bowl, and yazi resimler [text images} give clues
on how other living beings were included in Islamic cal-
ligraphy art and the relation to water in this belief culture.
The series Eseri-i Istanbul ware, produced in the Imperial
Yildiz Porcelain Factory founded in 1891 by Abdiilhamid
II in the then gardens of Yildiz Place under the name Yildiz
Cini Fabrika-i Himdy(nu, and with clay from Halig, car-
ries the geological history and the soil structure of Istanbul
into the exhibition.

Among the paintings selected from the IMM City Mu-
seum Collection, the work Untitled by Erol Eti, who stands
out in the Turkey’s art history with his murals using differ-
ent techniques including stained glass, oil painting, fres-
coes, and reliefs, reminds us of the geological layers with
its under glass technique and presents a receding landscape
with the road at the center of it. Productions of Omer Ulug,
Selma Giirbiiz, and Inci Eviner for the 66 Squares panel
work including the contributions of 43 artists upon of Sezer
Tansug’s invitation in 1992 were selected for “This Place”
from the collection as they merge the geography with tra-
ditional images. Sezer Tansug tells the story of 66 Squares:
“Painter friends of ours, who came to visit our space that had
opened at the beginning of May 1992, accepted our invita-
tion, which was influenced by the second-hand bookstores
of the Aslihan Bazaar, that proposed that they refer to and
pay homage to the renowned works of art, science, litera-
ture, and philosophy of the traditional Turkish culture very
well” (Sen 2005: 23). Omer Ulug who created three works
on paper using stamping for the series pays homage to the
works by the sufis Ahmet Yesevi and Yunus Emre. Selma
Giirbiiz takes Surname-i Vehbi, written by Seyyid Vehbi
in the Tulip Period as her point of departure and focuses
on the circumcision and wedding ceremonies in the Otto-
man dynasty. Inci Eviner produces two works, Tevarih-i Ali
Osman and Cevdet Paga Tarihi, in which she scrutinizes the
images and way of writing the Ottoman history through a

topographical composition.
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Dimitri’s Binder adli yapitinda Istanbul’un yakin tarihinde
Tatavla'ya bakiyor. 11k kez Apoyevmatini gazetesinin 1942
tarihli “Baklahorani (Tatavla Karnavali)” haberinden bir
alintida rastladig: bir figiiriin, Eleniga’nin izini siiren sanat-
¢1, Eleniga’nin Tatavla haritasini olusturuyor; mahallenin
eski ve yeni yollarini, yapilarini, azizleri ve karnavallarini,
ikonalar ve kapi kollarint imliyor. Papazyan, geleneksel
imge ve ritlielleri, cinsiyet ifadelerine iligkin bir merakla
okuyor. Nilbar Giires’in 2010°da gergeklestirdigi Czrgzr
Serisi'nden iki fotograf, Mezarlar ve Kikleri Sulamak sergiye
davet edilen diger iki yapit. Nilbar Giires, kentlerin donii-
stimiiniin yaratt1Z1 tahribati ve bu tahribatin i¢inde yagam:
savunmanin, bir arada olmanin olanaklarina yonelmenin
belirsiz anlarini, ara alanlarini, feminist bir bakisla irdeli-
yor. Kadinlarin kazdig1, bozdugu, gordiigii, doniistiirdiigii,
icinde yagami besledigi, biiytictiigii bir siddet cografyasina
bakmaya davet ediyor.

Istanbul ve Su

Istanbul’un tarihinde su, kentin yerlesim kiiltiiriinde her
donemde 6ne ¢ikan bir etki ve kuvvet. Sergide kentin suyla
iligkisine yogunlagan bir grup ¢aligma buna dikkat ¢cekme-
yi amacliyor. Gokcen Erkilic ve Ahmet Unveren sergiye
Istanbul’un kiyi ¢izgisinin yer degistirmesini inceledikleri
Bu Bir Cizgi Degildir videolariyla katiliyorlar. Yapit hava
fotograflari, tarihi haritalar ve giincel haberlerden yarar-
lanarak bir video kartografi olusturuyor. Istanbul Havali-
mani (2000-2020), Yenikapt dolgu alan: (1945-2014) ve
Marmara kiyilarindaki miisilaja (2015-2021) odaklanarak,
zaman iginde diizlenen zeminde, doldurulan denizde ve
su ylizeyinde, beliren ve kaybolan kiy1 ¢izgilerini ariyor.
Yapitta kiyi ¢izgisi, sehirde su ve kara arasinda insan mii-
dahalesinin sinirini temsil eden bir hat olarak ele aliniyor.
Bu yapitla birlikte Atatiirk Kitaplig: Argivleri’'nden segil-
mig haritalar, Istanbul'un suyla iligkisine farkli agilardan
bakmaya davet ediyor: Paris’te basilmis “Constantinopel
und der Bosporus” kentin bogazi merkeze alarak ¢izilmig
bir haritasi. Sehremaneti Hey’et-i Fenniyesi tarafindan si-
paris edilmis, “Cadastra de la Ville de Constantinople: VI.
Cercle Municipal” haritalarindan ikisi Hali¢ kiyilarinin
yerlesim diizenlerine bakiyor ve Istanbul’da suyollarinin
bir boliimiinii yakindan gosterken Beyoglu-Bogazi¢i'nin
Rumeli yakasinda inga olunan Terkos suyollarina odaklani-
yor. Kentin suyla iligkisi ve bunun déniisiimiinii tartismak
icin, Atatiirk Kitaplig1 Kartpostal Argivi'nden de bir secki
yapildi. Cesitli donemlerden kartpostallarda Istanbul’un

It is possible to follow the trajectory of the representa-
tion of Istanbul’s and city culture in relation to the earth,
soil, nature, and environment also in the collection of rare
works from the Atatiirk Library Archives. Mehmed Ziya b.
Osman’s work titled Istanbul ve BoZazigi: Bizans ve Osmanl
Medeniyetlerinin Asir-1 Bakiyesi [Istanbul and the Bospho-
rus: The Remains of Byzantine and Ottoman Civilizations}
the postcard showing William Henry Bartlett’s etcching of
Dolmabahce, an album with Piringer’s gravures, another
postcard depicting Matrak¢t Nasuh’s 16™ century Map of
Istanbul, the photographs of the Byzantine archeological
ruins taken during the construction of Istanbul University’s
Main Library in Beyazit are thus included in the exhibi-
tion. In her new work Dimitri’s Binder produced for the
exhibition, Marina Papazya looks at Tatavla in the recent
history of Istanbul. Running into a figure, Elenica, in a
quotation cited from the new article “Baklahorani (Tatavla
Carnaval) dating 1942 from the newspaper Apoyevmatini,
she traces her story. She creates Eleni¢a’s map of Tatavla
and pinpoints the new and old streets, buildings, saints and
carnivals, icons, and doorknobs of the neighborhood. She
reads the expressions of gender in traditional images and
rituals with a curious eye. Two photographs from Nilbar
Giires’s Crrgzr Series, dated 2010, The Graves and Watering
the Roots are the two other works invited to the exhibition.
Nilbar Giireg criticizes the destruction that resulted in the
transformation of cities, the vague moments, grey areas
of defending life amidst this destruction, of discovering
the potentials of coexisting, from a feminist perspective.
She invites us to look at the geography of destruction dig,
damaged, observed, transformed by women in which they

nurture and grow life.

Istanbul and Water

In the history of Istanbul, water is an influence and a force
that come up in every period of the city’s cultures of dwell-
ing. A group of works in the exhibition that focus on the
city’s relation to water aims to shift our attention to this.
Gokeen Erkilic and Ahmet Unveren join the exhibition
with their video This is not a line, focusing on the changes
in Istanbul’s coastline. The work creates a video cartography
through aerial photographs, old maps, and current news. Fo-
cusing on the Istanbul Airport (2000-2020), Yenikapi land-
fill (1945-2014), and the mucilage in the Marmara shore
(2015-2021), it searches for the coastal lines that appear and
disappear on the earth that has been flattened, the sea filled
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sahil kasabalarinda, akarsu kiyilarinda, su kenarlarinda giin-
litk yasam, deniz hamamlari, balik¢t barinaklari, mesire
yerleri, kenti temsil eden graviir ve fotograflarda Bogaz'in
veya Hali¢in yeri gibi temalar 6ne ¢ikiyor. Bunun yaninda
Atatiirk Kitapligi'ndan Deniz Altinda Felsefe, Denizde ve
Nebhirde Yiizmek Fenni ve Codex Theodosianus gibi nadir basim
eserlerden de bir secki yapildi. Codex Theodosianus (Theo-
dosius Kanunnamesi), Dogu Roma Imparatoru II. Theo-
dosius (401-450) tarafindan 438 yilinda yiiriirliige giren
ve imparatorlugun her iki yarisinda da gegerli olan yasalar
derlemesidir. Dr. Kerim Altug'un incelemesinde de (bu
kitapta s.195) dikkat ¢ekildigi gibi, 6zellikle su hakki ve su
kaynaklarinin temiz tutulmasiyla ilgili maddeleri bu sergi
baglaminda dikkate deger. Sergide suyla ilgili caligmalarin
bir arada sergilendigi boliim Ali Sami Boyar'in, Yenikap:
adli resmiyle sonlanir. Heybeliada Bahriye Mektebi’nde
6grenimine baglamis Ali Sami Boyar'in bu caligmasinda
Yenikap1, sahilde yalilarla resmedilmistir. Yenikap: bu-
giin, Istanbul’un en yogun merkezlerinden biri olmasinin
yaninda, Yenikapi Kazilari sayesinde Istanbul'un bir liman
kenti olarak tarihinin yeniden yazilmasini saglamasiyla da
one ¢ikan bir bolge. Yarimburgaz ve Fikirtepe kiiltiiriiniin
siirekliligini gosteren kazi sonuglari, Istanbul’un neolitik
kiiltiiriine, bu kiiltiir doneminde etkilesim halinde olunan
hayvanlar, bitkiler, bagka cografyalardan buraya deniz-
yoluyla geldigi tahmin edilen canlilar hakkinda pek ¢ok
bulguyu beraberinde getirdi (bu kitapta s. 99) Istanbul ve
su tartigmast, bugiin Marmara Denizi'ni biitiintiyle etkisi
altina alan miisilaj sorunu dolayisiyla en acil giindemlerden
(Olcan, Idemen 2021).

Manzaraya Bakmak

Istanbul Biiyiiksehir Belediyesi Kent Miizesi'nin genis bir
yagliboya resim koleksiyonu bulunuyor. Kiiltiir A.S. tara-
findan bu koleksiyon hakkinda kapsamli bir katalog da ya-
yimlanmis (Sen 2020). Kent miizesi koleksiyonunun en de-
gerli ve yogun kisimlarindan biri, cogu manzara resmi olan
bu ¢aligmalardan olusuyor. Manzara resimleri Ttrkiye'de
resim sanatinin tarihini incelemek i¢in verimli bir ¢erceve
olmasinin yaninda, kent ve dogal ¢evreye bakis baglaminda
da sunabilecekleri agisindan 6ne ¢ikar.

Ressamin onu ¢evreleyen dogay: tuvale tagima bigi-
mi, varsaydigi ayrimlar, hiyerarsiler ve deger kategorileri
hakkinda yargilar barindirir. Manzara resmi, her seferinde
belirli bir sekle biiriinmiis, belirli bir bi¢imde kullanilan,
haritalanan, zihinsel olarak tasvir edilen bir peyzaji gosterir.

and on the surface of the water. Here the coast is addressed
as a line representing the limits of human intervention be-
tween water and land in the city. Alongside this work, the
maps selected from the Atatiirk Library Archives, invite us
to look at the relationship of Istanbul to water from different
perspectives: A map printed in Paris, putting the Bosphorus
to the center “Constantinopel und der Bosporus”. Two of
the “Cadastra de la Ville de Constantinople: VI. Cercle Mu-
nicipal” commissioned by Sehremaneti Hey’et-i Fenniyesi
depict the settlements on the shores of Hali¢ (Golden horn)
and closely explore some of Istanbul’s waterways and focus
on the Terkos Dam (which provides the city’s tap water) that
were built in the Rumeli part of the Beyoglu-Bogazici line.
A selection from the Atatiirk Library Postcard Collection
was also created to better understand the city’s relationship
with water and its transformation. These postcards from dif-
ferent eras, highlight themes like the daily life in Istanbul’s
coastal neighborhoods, riversides and coasts, lidos, fishing
ports, picnic areas, the place of Bosphorus and Halig in the
gravures and photographs representing the city come forth.
Moreover, rare books and publications like Deniz Altinda
Felsefe [Philosophy Under the Sea}, Denizde ve Nehirde
Yiizmek Fenni {The Science of Navigating in the Sea and
on the River}, and Codex Theodosianus were selected from
the Atatiirk Library. Codex Theodosianus is a compilation of
laws that were set by Theodosius IT (401-450), the emperor
of Eastern Rome, and came into effect in the year 438 in both
parts of the empire. As pinpointed in Dr. Kerim Altug’s
essay (this book p. 195), the articles concerning the right to
water and the conservation of water resources are very valua-
ble. The section that brings together the works around water
is finalized with Ali Sami Boyar’s painting titled Yenikap:.
Ali Sami Boyar, who started his education at Heybeli Naval
School, depicted Yenikap: with its yalis (waterfront houses).
Alongside being one of the densest populated areas of Istan-
bul, today Yenikapi is also known for rewriting the history
of Istanbul as a port following the Yenikapi Excavations.
The findings from the excavations that show the continu-
ity of Yarimburgaz’s and Fikirtepe’s culture, revealed a lot
of information on the city’s Neolithic culture, the animal,
plants that were in interaction with this culture, and the
other living beings that were thought to have arrived here
from other shores via the sea (this book p. 99) The Marmara
Sea has been dealing with a crisis of increasing mucilage for
the last two months which has proved to be one of the city’s
urgent issues (Olcan, Idemen 2021).
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Her zaman politiktir. Manzaranin tarihine dair ipuglari
icerir ve bugiiniinii gosterir. Cogunlukla figiirleri vurgula-
mayan bu resim janri, politik ve toplumsal olani gériinmez
kilan bir aygit olarak da isleyebilir. Tiirkiye’de 19. yiizyil
resim sanatinda teknik resim ve topografi eZitimleri de
alan asker ressamlar manzara resimlerinde de 6nctii olurlar.
Bu dénemi takiben manzara resminde izlenimci ¢aligmalar
yayginlagir. Mistakiller ve D Grubu ile beraberse, 6zgiin
tarzlarin dogmaya basladigini tespit etmek miimkiin (Oz-
pinar 2016: 7-22). IBB Kent Miizesi Koleksiyonu’ndan bu
sergide gosterdigimiz resimler, cogunlukla 1940’1ar sonrasi
manzara resmini rnekliyor.

Ferruh Basaga'nin 1943 tarihli Fuskzyeli Havuz calisg-
mast bu baglamda sergide gosterilmekte. Bagaga belirgin
geometrik lekelerle olusturdugu kompozisyonla havuzlu
bir bahgeyi gosterir. Sergide yapitlari da sergilenen sanat-
¢ilardan Can Aytekin’in sanat tarihi icinde bah¢e imgesinin
izini siiren en kapsamli ¢aligmalardan biri olan yayimlan-
mamis sanatta yeterlilik tezinde irdeledigi gibi, bahge ve
havuz, resimde ve mimaride yalnizca bir gorsel tasarim
sorusu degildir (Aytekin 2013). Bahge geometrisini, bit-
kilerin diizenlenme tarzlarini, sesi, yesil alanin doniisen
kamusal veya 6zel anlamlarini dikkate alan sorulari da
giindeme getirirler. Miimtaz Yener'in IBB Kent Miizesi
Koleksiyonu'ndaki Peyzaj adli yagliboya tablosu tahminen
sanat¢inin Beyoglu, Bodrum ve KurbaZalidere manzara-
lari yaptig1 1985-2005 donemindendir (Yener 2021). Bu
caligma, genis renk lekeleriyle, neredeyse soyutlagmis bir
manzara resmi olmasi itibariyla sanat¢inin, daha 6nceki
donemlerinde odaklandigi emek ve is yasami, karincalar ve
makineler temal figiiratif resimlerinden ayrisir. I¢ mekin
ressami olarak {in kazanmis Sevket Dag, cogunlukla anitsal
yapilarin i¢ mekanlarint resmettigi caligmalariyla taninir.
Sergide ressamin bu bakimdan 6nem tagiyan, ¢evrelenmig
bir mekana bakigin farkls iki bigimini sunan Alzn Yol ve
Bagaklar Arasinda Kuglar adl iki ¢aligmast yer aliyor. Ger-
¢ek¢i bir tislubu benimseyen Sami Boyar'in ise Yenikap:
resminin yaninda Ayasofya resmi de sergide gosteriliyor.
Boyar’in resimleri cogunlukla odaklandiklari alana iligkin
gorsel veriler sunmalart bakimindan da dikkat ceker. Izle-
nimci etkiler tagtyan yagliboya manzara resimleriyle taninan
Mubhtar Aykin’in Biiyiikada adli yapiti sergide gosterilen bir
diger manzara resmi. Ogrencilik yillarinda izlenimci bir
estetik benimseyen Elif Naci, 1933’te kurucular: arasinda
bulundugu D Grubu ile birlikte resim ¢aligmalarinda soyut
bir anlatim tarzini da dahil eder. Sergide gosterilen 1947

Looking at Landscapes

Istanbul Metropolitan Municipality City Museum holds
a vast collection of oil paintings. An elaborate catalogue
documenting the details of the collection was published
by Kiiltiir A.S (§en 2020). The most valuable and concen-
trated part of the IMM City Museum Collection consists of
works that are mostly landscape paintings. Besides offering
a productive framework for exploring history of painting
in Turkey, landscape painting is also important for under-
standing the look over the city and nature.

The way the painter reflects the surrounding nature on
the canvas bestows decisions on the chasms, hierarchies,
and values he perceives. Each of these paintings depicts a
landscape of a different form, used, and mapped differently,
and mentally portrayed. It is always political; it gives us
clues on the history of the landscape and shows its present
state. This genre usually does not emphasize figures, and
it can also be treated as a tool to make the political and the
social invisible. In 19" century painting in Turkey, the
soldier painters who are trained for technical drawing and
topography, also become the pioneers of landscape painting.
Following this period, impressionist works dominate the
genre. With Independents and Group D, we can observe
the birth of unique styles (Ozpinar 2016). The paintings
selected from the IMM City Museum Collection for this
exhibition are usually examples of landscape paintings from
the post-1940s.

Ferruh Basaga’s work Fiskzryeli Havuz [Pool with Foun-
tain} 1943 is included in the exhibition in this context.
The composition he sets with geometrical taschist strokes
depicts a fountain in a garden. In painting and architec-
ture, the forms of gardens and fountains do not only pose
a design question on visuality. They raise other questions
around the sound of water, the geometry of the garden,
and the arrangement of the plants. The unpublished Ph.D.
thesis by Can Aytekin, whose works are also included in
the exhibition, is one of the most extensive works tracing
the image of the garden through the history of art (Aytekin
2013). Miimtaz Yener’s oil painting Peyza; [Landscapel
selected from the IMM City Museum Collection is prob-
ably from the time that he painted landscapes of Beyoglu,
Bodrum, and Kurbagalidere from 1985 to 2005 (Yener
2021). With its big color blocks, this work, an almost
abstract landscape painting, stands out from the artist’s
previous figurative ones focusing on themes of labor and
work life, ants and machines. Sevket Dag, the painter of

14 BURASI

THIS PLACE

tarihli S#leymaniye Dispanseri yapit1 bu gecis doneminden-
dir. Feyhaman Duran sergide B#yiikada'dan Heybeli'ye Bakis
adli yagliboya resmiyle yer aliyor. 1943 tarihli bu resim,
ressamin izlenimci etkiler tagiyan manzara resimlerinden.
Tiirkiye resim tarihinde hat sanatindan yola ¢ikan yari soyut
resimleriyle taninan Semsi Arel’in Erenkiyii nden Manzara
adli resmi de sergide izleyiciyle bulusuyor. Caligma yar1
kiibist bir yaklagimla resmedilmis bir kent manzarasi resmi.
Sergide ayni zamanda uzun yillar Istanbul Belediyesi Imar
Mudiirligii'nde de ¢aligan Nazmi Dayan’in anitsal mimari
yapilara odaklanan resimlerinden Tekfur Saray: resmine yer
veriliyor. Tekfur Saray1 Istanbul’'un Osmanli Imparatorlugu
bagkenti olmasi sonrasinda 6nemini kaybetmis olan bir
Bizans sarayidir. Osmanli ve Cumhuriyet dénemi boyunca
cesitli amaclarla kullanilmig olan bu yap: bugiin miizedir.

Sergide IBB Kent Miizesi Koleksiyonu'dan gelen yagli-
boya manzara resimleri, manzara imgelerine iligkin yorumlar
iceren ¢agdas sanat yapitlariyla bir araya getiriliyor. Nilbar
Giires'in kentin doniisiimiiniin feminist manzaralarini ser-
giledigi fotograflarini, Deniz Aktag’in yapitlar: takip ediyor.
Aktag'in [simsiz, Belirsiz ve Birikinti adlarindaki ii¢ caligmast,
sanat¢inin kagit tizerine miirekkepli kalemle yaptigs, tasin,
topragin, suyun, bitkinin belirsiz bi¢cimlerde yan yana dur-
malarinin bir manzara imgesi ve olasi bir inga fikriyle ilig-
kilerini diisiinmeye davet ediyor. Yapitlar bir inga siirecinin
oncesi ya da sonrast, yerlesmenin ilk ani ya da yikimin, yerle
bir olmanin ardindan kalanlar gibi ¢ifte yonde yorumlana-
bilecek imgeler 6neriyor. Istanbul'u denizden resmettigi
caligmalariyla bilinen Migirdi¢ Civanyan’in da sergide {ig
yapitt izleyiciyle bulusuyor. Yangin, Firtina ve Furtinada
Vapur adli ii¢ resmi, ressamin Istanbul manzarasinin geri-
limli, tehlikeli ve karanlik anlarint sergiye tasiyor. Canan
Tolon’un Fi/iz adli yerlestirmesiyse iklim krizinin iki ucuna
dikkat ¢eken siddetli bir manzara dneriyor. Yerlestirmenin
bir yanini sular altinda kalmis bir kent goriintimiiyle, diger
yanint ise kurumus otlarla yaptig: bir resimle kurgulayan
sanatct, kente bakiga ve manzara imgesine giincel bir yorum
getiriyor. Cevreleyen bir manzara olarak da yorumlanabile-
cek caligma, etkisi altinda oldugumuz iklim krizinin olasi
gelecek manzaralarini tartigmay: giindeme getiriyor. Sergide
manzaralar, dogaya bakisin politiklesmesinin ve ¢evre mu-
halefetinin siirdiirdtigii miicadelenin belgeleri de olan siireli
yayinlarla genisliyor. 90’lardan bu yana Istanbul’da ¢ikmig
cevre ve ekoloji dergileri bu miicadelelerin ge¢misi hakkinda
bilgi vermekle kalmiyor, ayni zamanda dogal ¢evreye baki-

sin zorunlu politik yanini da 6ne ¢ikariyor.

interior spaces, is mostly known for his works depicting
the interior spaces of monumental buildings. The artist’s
two works A/tn Yol [Golden Roadl and Bagaklar Arasinda
Kuglar [Birds among the Ears of Grain} presenting two
different approaches to looking at an enclosed space are
included in this exhibition. A painting by Sami Boyar,
who works in a realist style, Ayasofya is displayed in the
exhibition, alongside his Yenikap:. Boyar’s paintings are also
compelling as they present visual clues on the space that
they depict. Another landscape painting in the exhibition
is Muhtar Aykin’s work titled Biyiikada which conveys the
effects of impressionism on the landscape. Elif Naci, who
during his years at the Academy had adopted impression-
ist aesthetics, started to work in a more abstract style in
his paintings after founding Group D in 1933. His 1947
painting S#leymaniye Dispanseri {Suleymaniye Dispansary} in
the exhibition is a work from this transitional period in his
oeuvre. Feyhaman Duran also takes his place in the exhibi-
tion with his oil painting titled Biiyikada’dan Heybeli'ye
Bakig [View from Biiyiikada to Heybeli}. This painting
dating 1943 is one of his impressionist landscape paintings.
Semsi Arel, an artist who stands in the history of Turkey’s
art with his semi-abstract works inspired by Islamic Cal-
ligraphy, joins the exhibition with his work Evenkdyii' nden
Manzara [Landscape from Erenkoyii} which presents an
urban scenery conveyed in a semi-cubist approach. Nazmi
Dayan worked at the Istanbul Municipality Directorate of
Urban Planning for most of his life, and one of his paint-
ings depicting monumental architectural pieces, Tekfur
Saray1 {Tekfur Palace} is also included in the exhibition.
Tekfur Palace is a Byzantine Palace that lost its prominence
after Istanbul had been declared the Ottoman capital. This
building had been used for many different purposes dur-
ing the Ottoman times and throughout the history of the
Turkish Republic, and today it is a museum.

In the exhibition, the landscape oil paintings from the
the IMM City Museum Collection come together with
works of contemporary art that offer a commentary on the
perception of the concept of landscape today. Nilbar Giireg’s
staged photographs of the scenery of gentrification are fol-
lowed by Deniz Aktas’s works. Three works of Aktas, Un-
titled, Belirsiz [Uncertain}, and Birikinti [Debris} pinpoint
the links between the way that the ink on paper stones,
earth, water, and plants that the artist drew are positioned
side by side and the idea of a landscape or possible con-

struction of it. Three works of Migirdi¢ Civanyan, who is
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Meydan

Sergide kent, kamusal mekan ve cevre adaleti ¢ergevesin-
de sorulara yogunlasan yapitlar bugiiniin Istanbulu’na bu
sorular 1s1g1nda bakmaya davet ediyor. Fiisun Onur’un set-
giye adin1 da veren yapit1 Burasz sanat¢inin iizerine kirmizt
boyayla “burast” yazdig1 pasli metal bir plakadan oluguyor.
Heykel geleneginde mekanla kurulan dikey iligskinin poli-
tikasini da sorgulayan Fiisun Onur, bu yapit: 1993 yilinda,
Tirkiye’de kamusal alan tizerindeki baskinin siddetli oldu-
gu bir donemde iiretir. Fiisun Onur, sokak yazilamalarint
da andiran yapitinda, duvardaki yaziyi alir, yere koyar; pro-
paganda imgesini bir taniklik, iistlenme ve eylem imgesine
doniistiiriir.

Inci Bviner sergi icin iirettigi Meydan Korkusu yapitinda
Istanbul kent yasami ve muhalefeti tarihinde 6nemli yer-
lerden biri olan Galatasaray Meydani’'na odaklandi. Eviner
kentin siirekli gozetlendigi kameralarin goriis acisina benzer
bir agiyla baktig1 bu alanin giinlitk yasgaminda birbiriyle
uyusmaz zamansalliklara dikkat ¢eker. Sanatc, bir heykeli
de cevreleyerek kapatilmis bu kent meydaninin, bugiin ¢ev-
resel adalet ve kentsel politikalar baglaminda, goriiniirlitk
politikalari acisindan isaret ettiklerini ve kent mekaninda
dontigen iligkileri irdelemeyi 6nerir. Can Altay sergi igin bir
glines semsiyesini kolla ¢evrilebilen bir metal aksamla ye-
niden bicimlendirdigi Fenakistaskopsana adli heykeli tiretti.
Can Altay mekanin dogal ve fiziksel ¢evrenin yani sira, bu
mekan: kullanan aktorlerin gesitli miidahaleleriyle kurulan
ve doniisen bir sistem olmasiyla ilgileniyor. Giinliik kent
yasaminda ¢aligma, eglence, dinlenme gibi ¢esitli sebeplerle
faydalanilan, altina siginilan semsiye Fenakistaskopsana'ta
izleyicinin miidahalesiyle hareket ediyor.

Sergide Atatiirk Kitapligi Basin Argivi'nden, kentin
¢evre muhalefeti ve ¢evre sorunlari haberlerinden bir tarama
da sergileniyor. Hatice Giilser tarafindan yapilan bu tara-
ma, bir yandan Istanbul’'un ¢evre miicadelesinin tarihinin
bugiine ilham vermesi umularak, diger yandan tekrar eden
sorunlarin, bilim insanlarinin ve kent muhalefetinin vaktin-
de karsilik bulmamus elestirilerinin aciliyetlerine de igaret
ediyor. Basin argivinin yaninda, Atatiirk Kitapligi'ndan
Istanbul’u ii¢ pafta olarak gésteren, 1923-1927 yillar1 ara-
sinda yapilmis bir harita grubu da kentin hem o dénem
i¢in yerlesimini gosteriyor hem de ardindan gelisen siddetli
yayilim ve doniisimiinti giindeme getiriyor.

Ozlem Giinyol ve Mustafa Kunt “Burasi” igin birken iki
adl1 yerlestirmeyi iirettiler. Istanbul'un florasina odaklanan
sanatgilar, Istanbul’a 6zgii bitkiler olup Kuzey Ormanla-

known for his many works looking at Istanbul from the sea,
greet the viewer. His three paintings, Yangwn [Firel, Firtina
[Storm}, and Frtmmada Vapur {Ship in the Storml, creates
three moments in the exhibition, all dark or realistic. Canan
Tolon’s installation titled Fi/iz [Shoot}, proposes a violent
landscape that puts both ends of the climate crisis to the
fore. The artist who planned one end of the installation as
an urban landscape and the other as a painting made with
dried herbs and weed, makes an updated commentary on
the idea of scenery, one of the most powerful symbols of
looking at the urban. What would be the future landscapes
of the local and global climate crisis? We complete the
Landscapes section by displaying the periodicals document-
ing the politicization of the gaze on nature and the resist-
ance carried out by the environmentalist. The magazines
on environment and ecology that have been published in
Istanbul since the 90s, not only lay out the history of this
resistance but also uncover the mandatory politicalness of

the gaze on the natural environment.

Square

The works that revolve around the questions regarding
the urban public space and environmental justice, invite
the viewers of the exhibition to look at today’s Istanbul
with these questions in mind. Fiisun Onur’s eponymous
work This Place consists of a rusty metal plate on which is
written the words “This Place” in red. Fiisun Onur, who
also scrutinizes the politics behind, vertically relating to
the space in the tradition of sculpture, created this work in
1993 when there is huge pressure on public space in Turkey.
In her work, also reminiscent of political wall writings of
the era, Fiisun Onur takes the writing on the wall and puts
it on the floor, she transforms this symbol of propaganda
into a symbol of witnessing, bearing responsibility, and
taking action.

In her work Agoraphobia produced for the exhibition,
Inci Eviner focuses on Galatasaray Square, a central square
in urban life, and the history of political opposition in
Istanbul. Through this film shot with cameras put at simi-
lar angles to the CCTV cameras that constantly watch
the city, Eviner points at the dissonant temporalities in
the daily life at the square. The artist sets up a critique
of what this closed square with a caged statue entails for
the relationships transforming with the changes in the
city, in the context of contemporary environmental justice

and urban politics. Can Altay, remodeled a parasol with a
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ri'ndaki mega projeler dolayisiyla soyu titkenme tehlikesiyle
karst karsiya olan bitkilerden yola ¢iktilar. Sectikleri 28
bitkiyi miihiir olarak basmak iizere ¢izdiler ve bu desenleri
tagtyan stampalar tirettiler. Sergi boyunca her giin belli sa-
atlerde bir performans egliginde kullanilacak bu stampalarla
ziyaretcilere sectikleri bitkiden birer baski yapilip verile-
cek ve soyu titkenmekte olan bu bitkilerin imgesel olarak
¢ogalmasi, yeniden kente yayilmasi saglanacak. Parklarin
ve bahcelerin tasarimi, hem kent mekani i¢inde soluklani-
labilecek bir kamusal alan yaratmak hem de kent ve dogal
cevre iligkileri bakimindan 6nem tagir. Can Aytekin sergiye
biri 2002, diger ikisi 2008 tarihli {i¢ yagliboya resmiyle
katiliyor. Aytekin’in uzun soluklu bahce aragtirmasinin da
parcasi olan bu resimlerinden 2002 tarihli olan, Matrak¢1
Nasuh'un ¢izimlerine gonderme yaparak olusturdugu, min-
yatiir geleneginin bakis ve yiizey iliskisini resmine tagidi-
81 bir ¢aligma. 2008 tarihli diger iki resim ise sanat¢inin
Monet’nin resimlerinde tasvir ettigi bahge fikrine, havuzlara
ve bunlarin miize ve perspektifle iligkisine dikkat ¢ekiyor.

Kutsallik Kavrayislari ve Doga

Doganin ve dogal olanin toplumsal imgelemde ve sembol-
lerde var olus bicimleri cogunlukla tarihsel ge¢misleri olan
belli kutsallik kavrayiglarinin, mitolojilerin, dini inanglarin
izlerini tagir. Giincel kent yasaminda da bunlari takip et-
mek miimkiin. Ahmet Ziya Akbulut’'un IBB Kent Miizesi
Koleksiyonu'ndaki Kaygusuz Abdal resmi de bu baglamda
degerlendirilebilir. 1934’te Istanbul Belediyesi Inkilap
Miizesi’nin kurucularindan da olan ressam, geleneksel bir
Kaygusuz Abdal tasvirinden yola ¢ikarak bu ¢aligmay1 ya-
par. Asil adi Gaybi olan Kaygusuz Abdal, Alevi ve Bektagi
edebiyatinin ve felsefesinin 6nemli isimlerindendir. Bir av
sirasinda vurdugu geyigin pesine takilip Elmali’da Abdal
Musa dergdhina girer, ve oku Abdal Musa’'nin iizerinde
goriince, o geyigin Abdal’in kendisi oldugunu anlar, boy-
lece seyhin miiridi olur. 15. yiizyildan sathiyelerinde dogal
cevre ve canlt yagami elestirel ve bazen gergekiistii bigim-
lerde ele alan Kaygusuz, bu resimde bir ormanin kiyisinda,
bir yilanin ona yaklagmasini umursamaz bir halde ibadet
etmektedir. Yasemin Ozcan sergi icin IBB Kent Miizesi
Koleksiyonu’'ndaki bu resimle, Kaygusuz Abdal’la kurdugu
iliskiden hareket etti. Ozcan'in son yillardaki iiretiminde
siklikla ilgilendigi Alevi ve Bektagi inanglarinda diinya
kavrayigina dair imgeler, sergi icin bir renkte yogunlagti
ve yapita adint da bu renk verdi: Yesi/. Yasemin Ozcan,
yesili hem tiirbelerin ve onlar1 ¢evreleyen bahgelerin ¢ag-

metal component that can be twirled by hand and created
the sculpture titled Fenakistaskopsana for the exhibition.
Alongside his interest towards the natural and physical
environment of space, Can Altay is also interested in con-
ceiving this space an ever-changing system that is formed
with the various intervention of its visitors. The parasol
used in the city life for its multiple purposes, for finding
a shelter beneath, is activated as the audience interacts
with Fenakistaskopsana.

A survey from the Atatiirk Library of the news headlines
on the environmental opposition and environmental prob-
lems of the city is also displayed in the exhibition. On the
one hand, this survey carried out by Hatice Giilser hopes
for the history of Istanbul’s struggle for the environment
to inspire its present day. On other hand, it points at the
urgency to think about the recurring problems and what
might be the pretext of not hearing the criticisms that
comes from the scientist and the opposition at the right
time. Alongside this news archive, a group of maps from the
same collections printed between 1923 and1927, present
Istanbul in three sections, show the urban settlements of
those days and reveal its violent spread and transformation.

For “This Place” Ozlem Giinyol and Mustafa Kunt
made an installation titled one 70 two. The artists research-
ing Istanbul’s flora found plants endemic to the city and
focused on those that are threatened by extinction because
of the mega projects taking place in the Northern Forests.
They drew 28 selected plants and produced stamps of these
drawings. With these stamps that will be used in a per-
formance which will take place every day of the exhibition
at certain time slots, a print will be prepared as a gift to
the visitors so that the image of these plants on the verge
of extinction will be reproduced and they will spread back
to the city through the visitor. Regarding the question of
city and green space, the design of the parks and gardens
is quite critical for creating a public space that is almost
like a breathing station within the urban space and for the
city—nature relations. Can Aytekin joins the exhibition with
three oil paintings, one from 2002, and the others from
2008. The one from 2002, part of Aytekin’s long-running
research on gardens, alludes to Matrak¢t Nasuh'’s drawings
reflecting the relationship between the gaze and surface
in miniature art with the painting. His other two works
from 2008 emphasize the idea of the garden conceived in
Monet’s paintings, foundations, and the references of these

two regarding to museums and the question of perspective.
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risimlariyla hem de ezoterik, organik, yasamsal, ekono-
mik ¢agrigimlariyla yapitina dahil etti. Sanat¢inin Alevi
ve Bektagi menakipnameleriyle birlikte yorumladig: yesil,
batini ve zahiri diinya arasinda gegislilik saglayan, bu kut-
sallik kavrayiginda diinyevi ve kutsal arasinda ontolojik
bir adalet diisiincesinin yerlesebildigi bir imge. Ozcan’in
iirettigi seramik parcalardan olusan Yesi/'de Ek Bi¢ Ye I¢
isbirligiyle filizlenen tohumlar da yerlestirmenin bir pargas:
olarak yerini aliyor. Yasemin Ozcan’in sergide gosterilen
bir diger yapitt 2016’dan Umut ya da Igik Stresi fotograf.
Bir lavabodan ¢ikmus filizi gosteren bu fotograf, kolay sa-
hiplenilemedigi yerlerden, gozden ¢ikarilmig, ve atilmig
olandan umudun dogabilecegini diigiinmeye davet eden
bir imge dneriyor.

IBB Kent Miizesi Koleksiyonu'ndan secilen levhalar
Islami gorsel kiiltiir icinde bitki, hayvan ve insan figiirleri-
nin yazi resim bi¢iminde temsilini 6rnekliyor. Caligmalarin
gogu 19. yiizyil sonundan ve yiiz, gbvde, horoz, aslan ve
agac gibi figiirlerden yola ¢ikiyorlar. Yazi resimler Zeynep
Sayin’a gore “diisiinsellikle duygusallik, bi¢cimsellikle mad-
desellik, gorsellikle yazinsal arasindaki ayrimlarin 6tesinde
yer alan bir varolustur” (Sayin 2003: 59). Bat1 geleneginin,
temsille iligkisi bakan ve goriinen arasinda tanimladig: ay-
rim ve kurdugu hiyerarsi, Islami gorsel temsil geleneginde
tespit edilmez. Islami gorsel temsil, goriinenin hakikatine
benzedigini kabul etmez. Goriineni konumlama, uzaklik-
yakinlik, merkezilik-ikincillik gibi yerini tespit etme ya da
tanimlamaya yonelik yargilarda bulunmaktan kaginir. Islam
diisiincesinin insan merkezci 6greti ve yasalarini gérmezden
gelmek soz konusu olabilirse, bu kavrayista doga ve kiiltiir,
insan ve insan olmayan varliklar arasinda tanrisal olan kar-
sisinda egitleyici bir ufkun belirdigini sdylemek miimkiin.

Lara Ogel Liber I adli yapitinda, ig sayfalari kaybolmus,
yalnizca kapaklarinin elimize ulagti31 kadim bilgiler iceren
kitaplar fikrinden yola ¢ikar. Simya sanatindan ve sanat¢inin
kendi ruhsal yolcuguyla mistisizm ilgisinden ilham alan
bu ¢aligma, yagam ve 6liimiin kavranma bi¢imlerine iligkin
sembolik bir anlatimi benimser. Ug ayr1 kapaktan olugan ¢a-
ligmanin her biri bir kitap kapagina yogunlasir; kapaklardan
birindeki, koklerle kalbin damarlarini birbirine yaklagtiran,
gokten inen bu forma bir merdivenle ulagmayi ¢agrigtiran
bir imgedir; digeri bir kugu ve ¢atlamig bir yumurtay1 ategle
birlikte tasvir eder; digeriyse olugmakta ya da dagilmakta
olan bir toz bulutunu gésterir, belirsiz bir baglangi¢ ani ile
sonlanma aninin birbirine yakinlast1g1 bir kavrayiga yo-

nelir. Dogayla kurulan iliskinin arkaik bicimleri tizerine

Conceptions of Divinity and Nature

The most common forms of nature and the natural in social
imagery and symbols come from ancient perceptions of sa-
credness, mythologies, and religious beliefs. It is possible to
find traces of these in contemporary urban culture. Ahmet
Ziya Akbulut’s painting Kaygusuz Abdal from the IMM City
Museum Collection can be seen from this perspective. The
painter, one of the founders of the Istanbul Municipality
Reform Museum, makes this work in 1934 referring to a
traditional representation of Kaygusuz Abdal. Kaygusuz,
also known as Gaybi is one of the prominent figures of the
Alevi and Bektashi literature and philosophy. One day when
hunting in Elmali, he follows a deer into Abdal Musa’s lodge,
only to see the arrow on Abdal Musa’s body and realize that
the deer was Abdal himself, and thus becomes his disciple. In
his sathiyes from the 15® century Kaygusuz approaches the
natural environment and life on earth from a critical and even
surrealistic perspective. In this painting we see him praying
next to a forest without noticing the snake approaching. For
her work in the exhibition, Yasemin Ozcan takes this paint-
ing from the IMM City Museum Collection and Kaygusuz
Abdal as her main reference. Ozcan concentrates on the Alevi
and Bektashi worldview, a frequent motive in her latest works
and colors, and names the work after the color Green. Yasemin
Ozcan includes green into her work both for its allusions to
the turbehs and their circumventing gardens and its exoteric,
organic, vital, and economic associations. Inspired from the
Alevi and Bektashi menakipnames, Green is an image that
enables transitivity between the esoteric and the virtual world
and in its perception of sacredness meets an ontological idea
of justice between the worldly and profound. Green, an instal-
lation of ceramic pieces by Ozcan, expands with the sprouting
seeds added in collaboration with Ek Bi¢ Ye I¢. Another work
by Yasemin Ozcan Hope or Light Stress, 2016 is also on display.
This photograph showing a sprout coming out of the sink,
proposes an image that is an invitation to think that hope
can bloom from places where it is not easily accepted, from
the discarded and dismissed.

The plates selected from the IMM City Museum Collec-
tion are examples of representing plant, animal, and human
figures in Islamic visual culture in the form of yazi resim.
Most of the works from the end of the 19" century depict
faces, torsos, roosters, lions, and trees. According to Zeynep
Sayin, yazz resim has “an existence beyond the differences
between intellectuality and sentimentality, formality and
materiality, visuality and textuality” (Sayin 2003: 59).
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diisiinmeye de davet eden yapit, beraberinde kayip sayfalari
yliziinden kendisini biitiinltigiiyle veremeyen, ve ancak kay-
bolan sayfalarinin erisilemeyen kapsamina duyulan bir tiir
sorumlulukla iligki kurmaya ¢agiran bir kitabin, bir argivin
olanaklarin: da diigiinmeyi onerir.

Anadolu kiiltiirii ve motiflerini batili bir resim dii-
stincesiyle bir araya getiren Bedri Rahmi Eyiiboglu Kariye
resminde, yapinin Thedoros Metokhites tarafindan biiytik
ol¢iide yeniden insa edildigi 1316-1321 yillari arasinda be-
zendigi mozaikleri ve fresklerinden ilham alir. Bedri Rahmi
Eyiiboglu resimlerinde siklikla yaptig1 gibi Kariye resminde
de Bat1 resminin perspektif ve derinlik 6gesini kullanmaz,
minyatiirlere ve mozaiklere yakin bir dil ve anlatim be-
nimser. Kariye'yi bulundugu bolge icinde de konumlayan
bu ¢aligmada, bugiin yalnizca bir sokakta ismi kalmig olan
Kariye Bostani da dikkat ceker.

Bostanlar Istanbul icin kent tariminda yiizyillar boyunca
onemli bir yere sahip olmustur. Atatiirk Kitaplig1 Basin
Arsivi taramalarinda gérdiigiimiiz kadariyla donem dénem
Istanbul’da bostanlarin imara acilmasi, ortadan kaldirilmast
gibi tartigmalar giindeme taginiyor; fakat son on yilda oldu-
gu kadar genis bir capta veya bir alan diizenleme karariyla
gergeklesmiyor. Bugiin Istanbul’'da kent bostanlari sorusu
hala ihtilafli bir konu. Atatiirk Kitaplig: Arsivleri’'nde bos-
tanlarin tarihsel olarak belgelendigi fotograflara, haritalara,
cesitli bakimlardan bilgi veren yayinlara, beraberinde ¢igek,
meyve ve sebze bahgeciligiyle ilgili eserlere ulagsmak miim-
kiin. Sergide bu argivlerden de bir secki sunuluyor. Sergide,
ayni zamanda Ali Taptik’in bir kartpostal serisi olarak tasar-
lad1g1 caligmasi da izleyiciyle bulusuyor. Arapga, Ermenice,
Ingilizce, Kiirtce, Rumca ve Tiirkce “Yedikule'nin marulu
tinlii! Sizin memleketin nesi meshur? Bana memleketi-
nizden bir tarif gonderin, size Yedikule’den bir fotograf
gondereyim” notuyla hazirlanan kartpostallardan olusan
yapit, bir yandan bostanlarin ¢ok kiiltiirlii tarihine isaret
ediyor, diger yandan tarim ve yemek kiiltiirii ile ilgili bir
birikim olusturmay1 amagliyor. Taptik 2016’da baglamig
bu ¢aligmas: kapsaminda, kartpostallara gelecek yanitlardan

bir yemek kitab1 hazirlamay1 da hedefliyor.

Guncel Kent Mekaninin Déntisumu, Etkiler, Planlar,
Zamansalliklar

Iklim krizinin ve cevre felaketlerinin hissedilen etkileri-
nin artan yogunlugunda kent mekénlari, bu mekinlarin
temsili ve bu temsil imgeleri ¢ercevesinde ¢evre adaleti

tartigmasi, hem sanat liretimlerinin hem kent muhalefetinin

The Western understanding of representation, the segre-
gation it outlays between the seer and the seen, the hierarchy
thus formed cannot be observed in the Islamic visual repre-
sentations. Islamic visual representation does not accept that
what is seen is similar to its truth. It refrains from making
any statements that might help locate the position of the
seen such as defining, positioning, distance-proximity and
centrality — derivativeness. If it would be possible to put
the anthropocentric teachings and layers of Islamic thoughts
in brackets, we might even say that a new horizon appears
which puts nature and culture, human and non-human as
equals in comparison to the divine.

For Liber I, Lara Ogel takes the idea of books with archaic
knowledge which come to our day only with their covers
and no pages, as her departure point. This work inspired
by the artist’s spiritual journey, her mystical approach,
and the art of alchemy, adopts a symbolic narrative of life
and death. Each of the three covers focuses on a particular
image: one is an image that creates an urge to climb the
stairs up to this celestial form that connects the roots to the
veins of the heart; another is an image depicting a bird and
cracked celestial egg with a fire and the last one represents
a cloud of dust that has just begun or ended its formation
and point at a wholesome understanding that moves an
ambiguous beginning and ending towards each other. The
work inciting us to think about the archaic ways of relating
to nature also gauges the potential of a book, an archive that
cannot give itself away fully because of its missing pages,
which can only ask to be related with a responsibility to
its missing pages.

For his painting Kariye, Bedri Rahmi Eyiiboglu who
brings the Anatolian culture and its motives together with
a Western understanding of painting gets his inspiration
from the mosaics and frescoes that Theodoros Metokhites
ornamented the eponymous church with during its refur-
bishment between 1316 and 1321. As he did in most of
his paintings, Bedri Rahmi Eyiiboglu does not include the
Western perspective and depth in his painting Kariye and
adopts a language and narrative that is closer to the min-
iatures and mosaics. In this work positioning Kariye in
the area, it is located and thus presenting it in an almost
landscape painting, what draws attention is the long-gone
Kariye Garden which today only gives the name of a street.

For centuries, the city gardens of Istanbul have had a
significant place in urban farming. As it can be observed
through the research conducted from the Atatiirk Library
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en acil giindemlerinden. Bugiin kent deneyimi ve temsil-
lerinde bitkiye, yesil alana, hayvanlara, ne oluyor? Kent
hakki tartigmalari, kentte yasayan insan dahil canlilarin
hangilerinin haklarini savunmaya yoéneliyor? Tanitim ve
pazarlamanin araglariyla tanimlanan, ticari bir meta ola-
rak yeniden iretilen kent ve kir imgeleri, kentin istilact
genislemesinin siddetlendirdigi ekolojik yikimi, yerinden
edilen hayvanlari, bitkileri ve yaban hayati nasil goriinmez
kiliyor? “Burasi” ¢cagdas sanatcilarin tiretimleri ve Atatiirk
Kitaplig1 Arsivleri'nden yaptig: seckiyle bu sorulart da kat
etmeye gayret etti.

Nalan Yirtmag kentte ve kirsalda bir arada olug bigim-
lerine bakan ve dayanigma yollariyla ilgilenen ¢aligmalar
iiretir. Resimleriyle kamusal kent muhalefetinin {izerin-
deki giderek artan bask: altinda veya kentsel dontigiimiin
yikim manzarasinda, dogal ¢evrenin talanina, yerel dire-
nislere, zorunlu goglere ve siirgiine dikkat ceker. Yerinden
edilen bir bitkiye sahip ¢ikilmasi, bir bitkinin korunmast
ve kollanmasi hakkinda akrilik ve sablonla tirettigi Pazar
Avrabasi ve Belgrad’'da Afgan geng¢ miiltecilerden dinledigi
hikayelerden yola ¢ikan Ormanda da bu sorularla ilgileniyor.
Sanatginin sergide gosterilen resim seckisi, kent imgesinin
kusaticiliZini, bu imgede goriinmez olanlar: sahiplenerek
tersine geviriyor, goriinmez olanlari kucaklamaya yoneliyor.

Ezgi Tok sergi i¢in hem giindelik kent seyirlerinin
hem de tanitimlarin 6ne ¢itkan imgelerinden giinbatim-
larina yogunlasti81 Yavaglamaya Dair isimli yapiti tiretti.
Bu yapitla birlikte sanatci tarihte cesitli kiiltiirel anlamlar
da yiiklenmis olan giinbatimlarini, bir renk deneyimi iize-
rinden yeniden diisiiniiyor: Giin ne renk batar? Bagcilar'da,
Sariyer'de, Umraniye'de, Kadikoy'de, Halic te giinbatiminin
renkleri nasil dontigiir? Sanatgi ti¢ aya yayilan bir siire icinde
Istanbul’un ¢esitli yerlerinde giinbatimi renkleriyle ilgili ka-
yitlar ve gorsel notlar tuttu. Ayni zamanda bu gorsel deneyi-
min materyal ve cevresel hangi etkenlerle iligkili oldugunu,
nemin, sicakligin, hava kirliliginin, partikiil yogunlugunun
bu renklerin olusumunda izlerini siirmeye odakland:.

Kentle ilgili iiretilen yaygin imgelerden digerleri de
kartpostallar. IBB argiv ve koleksiyonlari da bu bakimdan
oldukga kapsamli bir aragtirmaya izin veriyor. Sergide Sena
Bagoz'tin yapit1 Gelecek Igin Kartpostallar da kartpostallar-
da iiretilen imgelerin gelecege tasidiklarina serh diisiiyor.
Sanatgi 6nce bir arada var olup sonra dagilan ve gelecege
aktarimi siipheli malzemeler olarak ele aldig: fotograf, kug
tiiyl, sag ve yosunu kullanarak yaptig: bu kartpostal seri-

si araciligiyla bugiinden gelecege notlar birakir. Bir argiv

Press Archive, there had been many attempts to redefine
the city’s gardens. However, it was not until 2013 that this
particular area by the city’s ancient walls was a subject of a
large scale contruction plan. Today, the city gardens are still
a controversial topic for Istanbul. From the Atatiirk Library
Archives, photographs, maps, documents, and also publica-
tions were found regarding the gardening practices specifi-
cally of flowers, fruits, and vegetables. In this exhibition, a
selection from this archival heritage is presented. There is
also a work by Ali Taptik including a series of postcards in
six languages — Arabic, Armenian, English, Greek, Kurdish
and Turkish —displayed. With a note, “Yedikule is famous
for its lettuce. What is your homeland’s specialty? Send me
a recipe from your hometown and I will send you a picture
of Yedikule.” on each of them, these postcards refer to the
multi-cultural history of these gardens. Through these pos
cards, the artist tackles questions regarding the knowledge
on farming and food culture. Within the framework of this
piece, Taptik also plans to publish a cookbook with the

recipes he has been receiving since 2016.

The Transformation of Contemporary Urban Spaces,
Effects, Plans, Temporalities

With the increasing intensity of the explicit effects of the
climate crisis and environmental disasters, to discuss envi-
ronmental justice within the framework of contemporary
urban spaces, the representation of these spaces and the
image of this presentation are burning both for artistic
production and urban opposition. What happens to the
plants, green spaces and animals today in the experience
and representation of the city? The rights of which living
beings, including the humans living in the city, does the
dispute on the right to the city defend? How do the images
of the city and the rural, defined through the language of
advertisement and language, reproduced as a commercial
benefit, make the ecological destruction aggravated by the
city’s invasive expansion, the displaced animal, plants, and
wildlife invisible? Through its selection of works by con-
temporary artists and the Atatiirk Library Archives, “This
Place” aims to survey these questions as well.

Nalan Yirtmag produces works that look at the ways of
being together in the city and the rural and of solidarity.
Her painting emphasizes the looting of the natural environ-
ment, local resistance, forced migrations and exile, either
under the mounting pressure on the public urban opposi-
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belgesi olarak kartpostalin saklama olanaklarini aragtirir-
ken, dagilan imgenin yeniden bir araya gelme olasiligiyla
organik olanin devamliligini sorgular.

Ali Taptik Anitsal Yakinsaklik'1 fotograf ve metinlerle
kurguluyor ve bu kapsamda Istanbul’'un kent peyzajinda
anitsal bes yakinsama mekanina bakmaya davet ediyor.
Cektigi fotograflar: yazdig1 metinlerle bir araya getirerek
glincel ve tarihsel bakimdan kentin mekansal ve ideolojik
bi¢imlenisine eZilen sozel ve gorsel bir anlati olusturuyor.
Anitsal yapilarin kent mekaninin oryantasyonlarini belir-
leme, hareketlerini 6rgiitleme gibi etkileri Ali Taptik’in
kadrajlari ve notlarinda giipheli hale geliyor. Ezgi Tok Bir
Agag Yapragimin Kararsiz Hareketi adli video ve desen ¢a-
lismasinda kenti ¢evreleyen riizgr ve hava akiminin ortak
kent deneyiminde daimi fakat ¢cogunlukla belirsiz varlik-
lartyla yer aliglarina yapraklar tizerinden bakiyor. Sabit bir
kamerayla yapraklarin riizgirdaki hareketini kaydeden sa-
natgt, ardindan bu hareketleri kagit istiinde takip ediyor
ve bu salinimin izdiigiim desenini ¢ikariyor.

Sergide Istanbul’un yesil alan ve parklarinin tasarim
fikirlerini ¢izimlerle giindeme getiren bir grup harita
da sergileniyor. Atatiirk Kitapligi Arsivleri'nden secilen
1930’lu yillardan 1960’11 yillara uzanan park planlart ve
tasarim cizimlerine 1940’1 yillarin bagindan, agildig1 ilk
donemden Gezi Parki’ni gosteren bir fotograf albiimii eg-
lik ediyor. Haritalar arasinda, 1878’den Tepebagt'nda inga
edilen bahge, 1937 den Florya Parki ve sehir agaclandirma
plani, 1941°den Sehzadebagt Parki tanzim plani, Sultanah-
met ve Ayasofya arasindaki parkin tanzimi, 1950’den Giil-
hane Parki: tevsi sahasi tanzim plani ve daha yakin tarihli
Abbas Aga Park: plani goriilebiliyor. Parklar tiim sesleri ve
mekansal iligkileriyle kamusal alanda bir arada olugun ve
toplumsal kargilagmanin biricik mekanlari. Bagzz parklar,
kiitiiphaneleriyle, bostanlariyla, dinletileriyle, miimkiin
kildiklari bulugsmalarla, bu bulugmalarda dogan yan yana
durma ve dayanigma bicimleriyle, dogay: savunmak ve
kentsel hafizaya sahip ¢ikmak bakimindan tarihsel yerler
de edinebiliyor. Park haritalarinin beraberinde yine IBB
Kent Miizesi Koleksiyonu’'ndan, harita yapiminda kullanil-
mig gonye, rubu tahtas: gibi aletler ve bir tiir pusula olan
Kibleniima da sergileniyor. Yerin ve topografinin incelen-
mesinin ve buradan iiretilen bilginin kent planlanmasinda
onemi dikkate alinarak sergide 1934-1940 yillar: arasinda
Tiirkiye Cumhuriyeti Kiiltiir Bakanligi Istanbul Kandilli
Rasathanesi tarafindan ¢ikarilmis “Meteoroloji ve Sismoloji

Rasadati” yayinlari da izleyiciye sunuluyor.

tion or in gentrification’s scenery of destruction. Produced
in acrylic and with a stencil Pazar Arabas: {Shopping Trol-
leyl which is about claiming and protecting a displaced
plant and Ormanda [In the Woods} inspired by the stories
she heard from the young Afghan immigrants she met in
Belgrade tackle these questions. Her two exhibited works
transform the comprehensiveness of the image of urban
into an embrace that nurtures what remains invisible in
that image.

For this exhibition, Ezgi Tok created a work titled
About Slowing that focuses on the sunset, a popular image
of sightseeing and advertisements. Through this work, she
rethinks the sunsets as color experiences alongside the many
cultural meaning that were attributed to them throughout
history: What is the color of the sunset? How do the colors
of the sunset vary in Bagcilar, Sariyer, Umraniye, Kadikoy
or Hali¢? In three months, she made recordings of and took
visual notes on the colors of the sunset in a different location
in Istanbul and tried to trace the material and environmen-
tal factors that determine this visual experience, the effects
of humidity, temperatures, pollution, and particle density
on the formation of these colors.

Another mainstream image of the city is its postcards.
The IMM archives and collections allow thorough research
on these items. Sena Bas6z's work Postcards for the Future an-
notates what the images produced with these postcards
convey to the future. Through this series of postcards, she
made with photographs, bird’s feathers, hair, and seaweed,
all handled as materials that first exist together and then
dissipate, and with suspicious life spans, the artists leave
little notes to the future from today. While exploring the
conservation potentials of postcards as archival documents,
she questions continuity of the organic, the possibility of
the dissipated image to come together as one again.

Monumental Convergence is one of the works by Ali Taptik
included in “This Place”. The artist envisions this work
with photographs and texts and thus invites us to look
at five monumental convergences in the urban landscape
of Istanbul. Bringing the photographs he took together
with his writings, he waves an oral and visual narrative
around the spatial and ideological formation of the city,
both today and in its history. The effects of monumental
building on determining the orientation of the urban space
and organizing the movements within it become dubious
in Ali Taptik’s frame and notes. In her video and drawings
titled Unstable Movement of A Tree’s Leaf, Ezgi Tok looks at
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Zeyno Pekiinlii yaklasik 3500 madde iceren index kart-
larindan olusan Bildigim Her Sey adli yapitinda yasam de-
neyimini hafizayla iligkisi icinde diigiinmeye davet ediyor.
Kentle ya da karsilagtiZimiz, kesigtigimiz mekanlarla ve
insanlarla kurdugumuz iligkilerin, 6zelle kamusal, bireyselle
toplumsal arasinda var olusuna dikkat cekiyor. Sanat¢inin
2015’te basladig: ve bugiin de devam eden bu ¢aligmast,
tekil yasamlar i¢inde bilginin ve bilmenin anlamlarina,
bilgiyle enformasyonun farklarina iligkin sorular1 da giin-
deme getiriyor. Sergi icin urettigi Kargzlagmalar I ve Kar-
gtlagmalar 11 adli iki caligmasinda Nermin Er, kentlerin
sunum ve tanimlarinda iiretilen klise gorsellerin baginda
gelen ‘kent siliieti” imgelerine dikkat cekiyor. Dizginsiz
ingaatlarin igsgalinde dev bir santiyeye doniismiis olan ken-
te ve kira bakan sanat¢i, bu yogun manzarada ilk bakigta
goriinmeyen, yakinlagtikca fark edilen kopeklere dikkat
¢ekiyor. Akademisyen ve Dort Ayakli Sehir inisiyatifinin
koordinatorii Dr. Mine Yildirim’in on yili askin siiredir
devam eden saha aragtirmalarina ve hayvan haklart miica-
delesine dayanan doktora tezi ve beraberinde yiiriittiigii
caligmalar, mega projeler ve kentsel doniisiimle Istanbul'un
kopeklerinin birlikte yasadigimiz sokaklardan stiriilmesi,
kentin ceperlerine terk edilmeleri ve tecrit mekanlarina
kapatilmalariyla ilgili olduk¢a kapsamli bir analiz sunar
(Yildirim 2019). Nermin Er’in kopeklerin bu yeni manza-
rada yerlerine odaklanarak iirettigi iki yapit1, yogun diisey
cizgisellikleriyle bir sinyal ya da titresim imgesini de ¢ag-
ristiriyor. Atatiirk Kitapligi Arsivleri’'nden yapilan fotograf
ve kartpostal seckisi de Istanbul’da hemen her donem sokak-
larin, kent yasaminin 6nemli birer parcasi, paydas: olmus
kopeklere ve diger hayvanlara dikkat cekiyor. Istanbul’'un
kiiltiirii ve geleneginde kusa, kediye, kopege yer agma ve
besleme pratiklerinin tarihselligine iligkin ipuglari veriyor.
Deniz Aktag ismini GAP projesinin baglangi¢ tarihinden
alan 6.11.1989'da, yansimalarla genisleyen bir kaleydoskop
imgesiymis gibi biiyiik 6l¢ekli bir ingaat sahasini resme ta-
styor. Hasankeyf referansi olan bu ¢aligma, bugiiniin kent ve
kir mekanlarinda ingaatlarin yayilmaci ve istilact halleriyle
olusturduklari distopik manzaralara dikkat cekiyor.

Burak Delier sergi igin, Bogazici Universitesi EarthML
Grubu isbirligiyle Kurye adli yapitini tretti. Yapit,
Istanbul’da Kandilli Rasathanesi’nden bir sismograftan
alinmig bir yillik kaydin, 30 dakikaya sikistirilmig versi-
yonunun yiiklendigi bir kurye motosikleti, Kanal Istanbul
glizergahindan alinan goriintii ve seslerle bu seslerin kayde-
dildigi bir harici diski kapsiyor. Bu disk, IBB’ye ulastiri-

wind and air flows that surround the city and their place in
the shared experience of the city as constant and yet mostly
uncertain existences. The artist recording the movement of
the leaves with a camera then traces these movements on
paper and creates a footprint of them.

In the exhibition, a group of maps gives information
on the design ideas for Istanbul’s green areas and parks. A
photography album from the 1940s showing Gezi Park in
its early days after the opening accompanies the park plans
and design sketches dating from the 1930s to the 1960s
selected from the Atatiirk Library Archives. Amongst the
maps, the plans of a garden built in Tepebagt in 1878, the
Florya Park and an urban forestation plan from 1937, an
arrangement plan dated 1941 for the Sehzadebag: Park,
another one for the park between Sultanahmet and Hagia
Sophia, a plan for the Giilhane Park in 1950 and a recent
plan of the Abbas Aga Park can be found. With all their
voices and spatial relations parks are unique places of co-
existence and social encounters in the public realm. Bagzi
[means “some” in street talk, a term seen in 2013 on a wall
writing around Gezi Park in Istanbul} parks can also find
their place in history for defending nature and claiming the
right over an urban memory with their libraries, gardens,
concerts, the meetings they enabled, the ways of standing
side by side, and in solidarity urged in these meetings.
Alongside the maps of the parks, tools like a set square and
a quadrant used in cartography and Kiblename, a compass
of a kind are on display. “Meteoroloji ve Sismoloji Rasadati
[Observations of Meteorology and Seismologyl” published
by Istanbul Kandilli Observatory of the Republic of Turkey
Ministry of Culture between the years 1934 and 1940, is
also presented in the exhibition to highlight the impor-
tance of and the particular information extracted through
examining the earth and its topography in urban planning.

In her work Everything I Know consisting of index cards
of approximately 3500 points, Zeyno Pekiinlii invites the
audience to think about the relation of one’s experience of
life to memory. She highlights the existence of the relation-
ships we form with the city and the spaces and people we
encounter or run into in the city as situated in between the
public and the private, the social and the individual. This
work, which she started in 2015, poses questions regard-
ing the meaning of knowledge and knowing in individual
lives, the differences between knowledge and information.

In her two works Encounters I and Encounters 11, Ner-

min Er points at one of the most cliché visuals used in the

22 BURASI

THIS PLACE

liyor. Bir kent yasaminda farkli 6l¢eklerde zamansalliklari
bir araya getiren ¢alismada ortaya ¢ikan kayitlari barindiran
harici disk, IBB’ye teslim edildikten sonra IBB’nin tasar-
rufunda olan bir yere gémiiliiyor ve ancak Kanal Istanbul
yapilirsa acilip izlenebilecek. Kurye kent, cevre ve adalet
sorulari baglaminda sanatin acil olana, giincel krizlere mii-
dahale bi¢imlerini de yeniden diisiinmeye davet ediyor.

Istanbul Biiyiiksehir Belediyesi ve Yapi Kredi Kiiltiir
Sanat Yayincilik isbirligiyle gerceklesen “Burasi” sergisi
Istanbul’da giincel ve tarihsel olarak doganin ve ¢evrenin
kavranma bigimlerine, temsil tarzlarina egiliyor. Istanbul’a
odaklanan bu sergide, IBB Kent Miizesi Koleksiyonu'ndan
resimler ve kiiltiir tarihine gesitli perspektiflerden bakmaya
davet eden eserlerle Atatiirk Kitaplig1 Argivleri'nden harita-
lar, kartpostallar, fotograflar, evraklar ve nadir basim eser-
lerden olusan secki, sergiye davet edilen ¢agdas sanatgilarin
yapitlariyla bir arada sunuluyor. Bir kamu koleksiyonu ve
arsivinden yola ¢ikan sergi, cevre adaleti talebiyle bir kentte
bir arada yasamay1 ve ayni anda bu kentte kiiltiir ve sanatin
yasamsalligini, varlik kosullarini diisiinmeye davet ediyor.
“Burast” yalnizca bir kent sergisi olarak kurgulanmadi, bir
kent sergisi yapma pratigini irdeleyen, kent sergisi yapma
pratiginin kurumsal ve bigimsel sorularina odaklanan ve
bir 6neri getirme sorumlulugu alan bir ¢alisma olarak se-
killendi. Bu sergi caligmasi kapsaminda, kiiltiir ve sanatin
var olug bigimlerinin, sanatin iiretim destek altyapilarinin
kurumsallikla, kurumlarla, kamunun birikimleriyle iligkisi-
nin yeniden giindeme gelmesi i¢in ¢aba sarf edildi. “Burasi”
kapsadig: sanat yapitlarinin ve kiiltiir iriinlerinin iligki
kurduklar: deneyimleri, diisiinceleri ve sorulari kesfedecek
olan izleyicinin ilgisiyle meraklarini, sorularini, kararsiz-
liklarint ve vaatlerini sinayacak.

1 “Burasi” sergisinin amaglarini, ilgilerini ve sorularini kat ecmek iizere yazdi-
81m bu yazida sergide gosterilen her parcanin tarihsel, kiiltiirel ve kavramsal
referanslarina etraflica deginmedim. Bu referanslari ve tarihsel arka plani
sergi boyunca diizenleyeceZimiz etkinliklerde irdeleyecegiz.

2 heeps://www.hkw.de/en/programm/projekte/veranstaltung/p_71987.php,
http://bb8.berlinbiennale.de
https://www.documenta.de/en/retrospective/documenta_13 Daha detayli
bilgi i¢in, son donemden bu egilimi 6rnekleyen sergiler olarak bu sergilerin
sayfalarina bakilabilir.

3 7 Temmuz 2021, Prof. Dr. Mehmet Ozdogan'la toplanti notlarindan.

marketing of cities the images of ‘urban skyline’. Looking
at the city and the rural landscape that became a gigantic
building site under the invasion of endless constructions,
the artist diverts our attention to the stray dogs that are
not apparent in these dense landscapes at first sight. The
tield research and the works around her Ph.D. thesis on the
fight for animal rights that Dr. Mine Yildirim, academic
and the coordinator of the collective Dért Ayakli Sehir
[Four-legged City}l, has been conducting for more than
10 years, presents a very extensive analysis on how dogs
were banished from our streets to the periphery of the city
and locked into centers of detention following the mega
projects and gentrification in Istanbul (Yildirim 2019).
Nermin Er’s two works focusing on the place of these dogs
in this new landscape, also tweak associations to the image
of signal or vibration with their dense vertical linearity. The
selection of photographs and postcards from the Atatiirk
Library Archives also reveals how dogs and other animals
have been a part and a stakeholder in urban life through-
out all periods of Istanbul. It gives clues on the tradition
of opening space and looking after birds, cats, and dogs
embedded in the city’s culture. In his work titled after the
inauguration date of the Southeastern Anatolia (GAP) pro-
ject, 6.11.1989 Deniz Aktag paints a vast construction site
as an expanding kaleidoscope of reflections. This work, with
references to Hasankeyf, highlights the dystopic landscapes
created by the expansionist and invading constructions in
today’s urban and rural spaces.

Burak Delier created the work Cowurier'in collaboration
with Bogazici University EarthML Group for the exhibi-
tion. The work includes a courier motorcycle with a version
of a recording of a seismograph in Istanbul documenting
one year of images and sounds zipped into 30 minutes from
Istanbul Canal’s route, and the hard disk carrying these
sounds that were sent to IMM. After the hard disk that
holds the recordings emerged in this work that brings to-
gether different levels of temporality within the city life was
delivered to IMM it was buried in a plot that belongs to the
municipality. It will only be watched if the Istanbul Canal
project gets realized. Courier is an invitation to rethink art’s
ways of intervening to the urgency, contemporary crisis
regarding the city, environment, and justice.

The exhibition “This Place”, realized by the collabora-
tion of Istanbul Metropolitan Municipality and Yap: Kredi
Culture Arts and Publishing, leans towards the ways of

perceiving nature and environment in Istanbul both in
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its contemporary and historical forms. In this exhibition
focusing on Istanbul, a selection of paintings and works
that invite us to look at the history of culture from different
angles, from a public collection and archive, the IMM City
Museum Collection, and maps, postcards, photographs,
documents, and rare publication from the Atatiirk Library
Archives are displayed side by side with the works of the
invited contemporary artists. Stemming from a public col-
lection and an archive the exhibition invites its audience to
think about living together in a city and at the same time
the vitality and conditions of existence for culture and art
in this city in a demand for environmental justice. “This
Place” is not only an exhibition about the city, it is also
formed as research that explores the practice of making
an exhibition about the city, focusing on this practice’s
institutional and formal questions, and undertaking the
responsibility of proposing an alternative. A deliberate ef-
fort was made to start a discussion on the place of culture
and art within the discourse of urban and environmental
justice, the relationship between the production support
infrastructures of art with institutionalization, the institu-
tions, and public accumulation. The interests, questions,
indecisiveness, and promises of “This Place”, is to be tested
through the visitors who will explore the experiences, ideas,
and questions anticipated through the artworks and cultural

artifacts included.

1 In this text which lays out my aims, interests, and questions in making
“This Place”, I could not thoroughly go through the historical, cultural,
and conceptual references of each piece on display. We will present these
references and the historical background through the public programming
of the exhibition.

2 For more information regarding exhibitions following this methodologies
the following sources might be visited: https://www.hkw.de/en/programm/
projekte/veranstaltung/p_71987.php
heep://bb8.berlinbiennale.de
hteps://www.documenta.de/en/retrospective/documenta_13

3 7 July 2021, Notes from my meeting with Prof. Dr. Mehmet Ozdogan.

Translation: Naz Begcan
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Sinem Disli
Yarimburgaz Magarasi
Yarimburgaz Cave
2021

Sanatcinin ve Martch Art Project’in izniyle
Courtesy of the artist and Martch Art Project
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Sinem Disli s
Yarimburgaz Magarasi
Yarimburgaz Cave

2021

Kagit Gzerine dijital baski
Digital print on paper Catalca Paftasi Catalca Plate
Sanatcinin ve Martch Art Project’in izniyle Harita Olgek Map Scale 1:23.000
Courtesy of the artist and Martch Art Project 66x93 cm




Giilabdan Rosewater Flask

19. yuzyil 19 century

Beykoz Camlari Beykoz Glassware
Cam Glass

9,3x20x11,4 cm

Gévde C Body d 6,7 cm

Agiz C Rim d 2 cm

Mercan Dal Coral Branch Sim Cicekli Dal Glittered Floral Branch Koza Nazarlik Cone Amulet

18. ylzyil - 19. yuzyil 18. ylzyll - 19. yuzyil 19. ylzyil sonu - 20. ylzyil bast

18 century - 19 century 18t century - 19% century Late 19* century - early 20* century
Beykoz Camlari Beykoz Glassware Beykoz Camlari Beykoz Glassware Kabuk, madeni para Bark, coin
Gumis sim, mercan Silver glitter, coral Gumus sim, inci Silver glitter, pearl 8,6 cm

11x12 cm 7,5x9 cm

Erol Eti
isimsiz Untitled
Camalti Resmi Reverse Glass Painting

65,3x60 cm
— = -

Gonye Set Square Mahfaza Case Mahfaza Case
19. ylzyil sonu - 20. yUzyil basi Late 19% century - early 20™ century 19. yiizyil sonu - 20. yuzyil basi 19. yuizyil sonu - 20. ylzyil basi
Demir Iron Late 19" century - early 20* century Late 19" century - early 20* century
Kenar uzunluklari Sides 14,1x20x14,1 cm Kemik (fildisi) Bone (Ebony) Kemik (fildisi) Bone (Ebony)
KT 0,1 cm YuksekKlik (ahsap ile) H (including wood) 0,7 cm 2,7x1,4 cm 3x1,2 cm

Kutu D BoxD0,8cmYH 1,5cm Govde C Body d 29 cm D 0,5cm Y H 0,7 cm

Kapak € Lidd 2,7cm Y H 0,5 cm Kapak € Lidd 3cm Y H 0,6 cm

Kaide C Base d 2 cm Kutu D BoxD0,7cmYH 1,2 cm

Govde C Body d 26 cmD0,8cmYH 1,1 cm



Mehmed Ziya b. Osman

Fotograflar Photographs Sebah Joiller Fotografhanesi

Istanbul ve Bogazici: Bizans ve Osmanl Medeniyetlerinin Asar-1 Bakiyesi
Istanbul and Bosphorus: Byzantine and Ottoman Civilazitions Remainders
Maarif-i Umumiye Nezareti Telif ve Tercime Dairesi

1917-1918
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Beyazit'ta istanbul Universitesi Merkez Kiitiiphanesi ingaati
Bayezit Hamami ve Bizans Arkeolojik Kalintilari

Istanbul University Central Library Construction, Bayezit Hamam
(Turkish Bath), Byzantine Archaeological Remains in Beyazit
Mimar Husrev Tayla Arsivi

Mimar Huisrev Tayla Archive

Tarihi bilinmiyor Date unknown

Sishane
Tarihi bilinmiyor Date unknown
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Kagsik Spoon

19. ylzyil sonu - 20. yiizyll basi

Late 19* century - early 20t century
Fildisi, baga, mercan

Ebony, tortoise shell, coral Sap
Handle 0,8x21,3x0,6 cm

Hosaf Kasigi Compote Spoon

19. ylzyil sonu - 20. yiizyll basi

Late 19* century - early 20t century
Kemik, boynuz Bone, horn

Sap Handle 0,9x20,5x0,7 cm

Canak Bowl 6,3x6,5x2,2 cm K T 0,2 cm

;

' Canak Bowl 6x6,1x1,8 cm KT 0,1 cm

Kasik Spoon
19. yizyil 19 century
Gum{s Silver
P i 1 2 (sap) (handle) - 3 (kasik) (bowl) x15,5 cm
\ Canak Bowl 5,3 x 5x1 cm D 1 cm
jl' s Sap Handle 2,1x10,5x0,4 cm

‘ 41 Kasik Spoon Kasik Spoon Kasik Spoon Kasik Spoon
19. ylizyil sonu - 19. yuizyil sonu - 19. ylzyil sonu - 19. ylizyil sonu -
20. yuzyl basi 20. ylzyil bast 20. yuzyil bast 20. yuzyll basi

Late 19%" century -
early 20 century

Late 19* century -
early 20" century

Late 19" century -
early 20™ century

Late 19* century -
early 20" century

42

P Ahsap Wood Ahsap, sedef, tas Wood, Ahsap, hindistan cevizi kabugu Ahsap Wood
Sap Handle mother-of-pearl, gemstone Wood, coconut shell Sap Handle
1x18x0,6 cm 23 cm Sap Handle 1x21x1 cm 1x21x1 cm
Canak Bowl Canak Bowl Canak Bowl Canak Bowl
4,6x6,4x1 cm KT 0,2 cm 4,6x6,8 cm 6,2x6,3x1,9cm K T 0,2 cm 6,5x7x2,1 cm KT 0,3 cm
Sirahi Pitcher Siirahi Pitcher Fincan Cup
19. ylzyil 19 century 19. ylzyil 19* century 19. ylzyil 19™ century
Seramik Ceramic Seramik Ceramic Seramik Ceramic
Eser-i [stanbul Serisi Eser-i Istanbul Series Eser-i Istanbul Serisi Eser-i Istanbul Series Eser-i Istanbul Serisi Eser-i Istanbul Series '
11x23 cm Agiz ¢ Rim d 5,2 cm K T 0,4 cm 10,3x16,8 Agiz C Rimd 5cm K T 0,4 cm 8,5x4,8cmAgizCRimd6,7cmKT0,8-09cmD 4,1 cm |
Kapak C Lidd 5,8cmYH6,4cmK T 0,4 cm Kulp Handle 3,3x10,7x1,5cm K T 0,6 cm Kaide ¢ Base d 3,5cmYH 0,8cm K T 0,2 cm I
Surahi (kapaksiz) Pitcher (without lid) 17 cm Kaide ¢ Based58cmYH 1cmKT0,5cmD 1,6 cm Kulp Handle 2,7x3,7cm KT 0,4 cm
Kaide CBased6cmYH 1 cmKTO05cmD 1 cm
Kulp Handle 3,7x10,7x1,5cm KT 0,6 cm
|
|
|
Kasik Spoon Muhallebi Kasik Dessert Spoon Muhallebi Kasik Dessert Spoon
19. yuizyil sonu - 20. ylzyil bast 19. yuizyil sonu - 20. ylzyil bast 19. yuizyil sonu - 20. ylzyil bast

Late 19* century - early 20t century
Pirin¢ Brass

2,5x12,9 cm

Canak boyu Bowl length 2,4 cm

¥

Late 19™ century - early 20" century
Pirin¢ Brass

4x20,8 cm

Canak boyu Bowl length 4 cm

Late 19™ century - early 20t century
Pirin¢ Brass

3,9x23 cm

Canak boyu Bowl length 4 cm
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Miihre Burnisher Miihre Burnisher

19. ylzyil sonu - 20. yiizyll bas! 19. ylzyil sonu - 20. yizyil bas!

Late 19* century - early 20t century Late 19* century - early 20t century

Deniz kabugu Seashell Deniz kabugu Seashell "
3,9x6,2 cm 3,6x6,2 cm i

-

A

-"--_.

Miihiir Tag1 Seal Miihre Burnisher Miihre Burnisher Makta, Kamis Kalem Nibber, Reed Pen
19. ylzyil sonu - 20. ylzyil basi 19. ylzyil sonu - 20. yizyil basi 19. ylzyil sonu - 20. ylzyil basi 19. yuizyll 19 century

Late 19" century — early 20™ century Late 19% century - early 20" century  Late 19* century - early 20" century Kemik Bone

Kan tasi Blood stone Cam Glass Cam Glass Makta Nibber 5,7x9,4x0,4 cm
3,9x5,1x0,7 cm 7,8x12,4 cm 7,4x11,3 cm Kamis kalem Reed pen 16,7x0,7 cm
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Hattat Calligrapher Hafiz Osman Efendi (1642-1698) Hattat Calligrapher 1. Dervig Ali (? - 1673)

Karalama Scribbling Karalama Scribbling

Tarihi bilinmiyor Date unknown Tarihi bilinmiyor Date unknown

Yazi tird: Stlis-Nesih Yazi tard: Stlis

Script type: Thuluth-Naskh Script type: Thuluth

Kagit Uzerine el yazisi Script on paper Kagit Gzerine el yazisi Script on paper Miihiir Albiimii (55 sayfa sifa miihiirleri)
23,6x18,8 cm 23x16,5 cm

Seal Album (55 pages healing seals)
Kagit tzerine baski Print on paper
13,5x18,5 cm

Tarihi bilinmiyor Date unknown
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Inci Eviner

Cevdet Pasa Tarihi

1993

Karton iizerine guaj Gouache on cardboard
33x33 cm

Selma Gurbiz

Surname-i Vehbi

1993

Karton uzerine guaj Gouache on cardboard
33x33 cm

Omer Ulug
Divan-1 Hikmet
1993

Kagit Uzerine 1stampa baski Stamping on paper
33x33 cm

inci Eviner

Tevarih-i Ali Osman

1993

Keten Uzerine guaj Gouache on linen
33x33 cm

Omer Ulug

Divan-1 Hikmet

1993

Kagit Uzerine 1stampa baski Stamping on paper
33x33 cm

Omer Ulug
Divan-1 Hikmet
1993

Kagit Uzerine 1stampa baski Stamping on paper
33x33 cm

Marina Papazyan
Dimitri’s Binder
2021

80x80 cm baski print
Sanatgcinin izniyle
Courtesy of the artist

s
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Tophane’den Sarayburnu’'na Bakis
View of Sarayburnu from Tophane
1850 Civart Around 1850

e T 1S . COMNTANTINOPLE wa s ks mar INI4 18, EONSTANTIICILE .
ahes Wermmars - Mosjers dig Bulinh A Birm.ars Bea - Madqus of Gal

Kartpostal Editéri Postcard Editor E. Le Deley
(Ernest Louis Désiré le Deley)
Konstantinopolis

Marmara Denizi Manzarasi

Sultan Ahmet Camii

Constantinople

View of Sea of Marmara

Blue Mosque

1914-1915

48
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Henry’s Postcard

Constantinople. Vue générale

istanbul. Genel Gériiniim Constantinople. General View
Tarihi bilinmiyor Date unknown

Nazmiye ve Metin Nigar Bagist

Donation from Nazmiye and Metin Nigar

Vue d’Istanbul (16e siecle)

Istanbul Manzaras (16. yiizyil)

Istanbul Scenery (16 century)

Matrakgl Nasuh’un Beyan-1 Sefer-i Irakeyn Minyatiri
Miniature by Matrak¢t Nasuh from Beyan-1 Sefer-i Irakeyn
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Nilbar Gures

Mezarlar The Graves

Circir Serisi Circir Series

2010

C-Print

120x180 cm

Sanatcinin ve Galerist'in izniyle
Courtesy of the artist and Galerist
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Nilbar Gures

Kokleri Sulamak Watering the Roots
Circir Serisi Circir Series

2010

C-Print

120x180 cm

Sanat¢inin ve Galerist'in izniyle
Courtesy of the artist and Galerist
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Deniz Aktas

Isimsiz Untitled

2020

Kagit uzerine murekkepli kalem Ink on paper

70x100 cm

Sanatcinin ve artStimer’in izniyle Courtesy of the artist and artStimer

Deniz Aktas

Belirsiz Uncertain

2021

Kagit tzerine murekkepli kalem Ink on paper

70x100 cm

Sanatg¢inin ve artSiimer’in izniyle Courtesy of the artist and artStimer

Deniz Aktas

Birikinti Debris

2021

Kagit uzerine murekkepli kalem Ink on paper

70x100 cm

Sanatcinin ve artStimer’in izniyle Courtesy of the artist and artStimer
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Migirdi¢ Civanyan

Firtina Storm

Tarihi bilinmiyor Date unknown

Sac Uzerine yagliboya Oil on sheet metal
34x24,3 cm

54

Migirdi¢ Civanyan

Yangin Fire

Tarihi bilinmiyor Date unknown

Duralit Gizerine yagliboya Oil on hardboard
51,5x35,7 cm

Migirdi¢ Civanyan

Firtinada Vapur Ship in the Storm

1894

Duralit Gizerine yagliboya Oil on hardboard
71,7x57,5 cm
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Freiherrn Moltke

Constantinopel und der Bosporus
istanbul ve Bogaz
Constantinopel and Bosphorus
Tarihi bilinmiyor Date unknown
Harita Olcek Map Scale 1:100.000
37x28 cm
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TAL T ALBAYRAR

Vue de Kavak

Kavak’in Gériiniimii View of Kavak

Tarihi bilinmiyor Date unknown

Talat Albayrak Arsivi Talat Albayrak Archive

Fotograf Editéri Photograph Editor E. F. Rochat
Cosntantinople. Stamboul sous la neige
istanbul. istanbul Kar Altinda

Cosntantinople. Istanbul Under Snow

Tarihi bilinmiyor Date unknown

Salut de Constantinople. Vue de Scutari
istanbul'ten Selamlar. Uskiidar'n Gériinimii
Greetings from Constantinople. View of Uskiidar
Tarihi bilinmiyor Date unknown

Talat Albayrak Arsivi Talat Albayrak Archive

Fotograf Photograph Guillaume Berggren
Constantinople. Vue Generale des Eaux douces d’Europe
Istanbul. Avrupa’nin Tatli Sularinin Genel Gériinimii
Constantinople. Overview of Europe’s Fresh Waters
Tarihi bilinmiyor Date unknown
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Fotograf Editéru Photograph Editor

E. F. Rochat

Le coucher du soleil sur les ruines de
Byzance. L’Aqueduc de Valens

Bizans kalintilari Gizerinde giinbatimi.
Bozdogan (Su) Kemeri

The sunset over the ruins of Byzantium. The
Valens aqueduct

Tarihi bilinmiyor Date unknown

Max Fruchisrmanu, Consisntinaple,

Led Mille et nne colonnes, Stamboul, Constantinoples
Helizae :

1584

L I

I A . ; Kartpostal Editéri Postcard Editor Max (Maximillian) Fruchtermann
V " Les Mille et une colonnes, Stamboul, Constantinople

Binbirdirek Sarnicl, istanbul, istanbul

Binbirdirek Cistern, Istanbul, Constantinople

Tarihi bilinmiyor Date unknown

|||q|.l“1p!!l_--

Constantinople. Aqueduc de Valens
Istanbul. Bozdogan (Su) Kemeri
Constantinople. Valens (Bozdogan)
Aqueduct

Tarihi bilinmiyor Date unknown

Alibeykdy Baraji ve Giizelce Su Kemeri

Alibeykdy Dam and Giizelce Aqueduct

Mimar Husrev Tayla Arsivi

Architect Husrev Tayla Archive

Tarihi bilinmiyor Date unknown . - .
Yerebatan Sarnici Istanbul The Basilica Cistern Istanbul
Tarihi bilinmiyor Date unknown
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Henry'nin Kartpostali Henry’s Postcard
Rumeli Hisar1 Roumeli Hissar

Tarihi bilinmiyor Date unknown

Talat Albayrak Arsivi Talat Albayrak Archive

Beykoz Beicos
19. ylzyil sonu Late 19th century

Fotograf Photograph Othmar [Pferschy]
Kadikéy'den Sarayburnu’nun Gériiniisi
View of Sarayburnu from Kadikdy
Tarihi bilinmiyor Date unknown

istanbul'da Bir Dere
A River in Istanbul
1950 Civari Around 1950
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Plak Plaque

19. ylzyil sonu Late 19% century
Porselen Yildiz mamulati
Porcelain Yildiz product
21x29x0,4 cm

Fonlaine
du Sullan

{-".l‘flnf.-.d

-

SALUTBE

- "

ONSTANTINOPLE

Fotograf Editéri Photo Editor Max (Maximillian) Fruchtermann
Salut de Constantinople. Fontaine du Sultan Ahmed

Istanbul'dan selamlar. Sultan Ahmet Cesmesi (I1I. Ahmet Cesmesi)
Greetings from Constantinople. Sultan Ahmet Fountain

Tarihi bilinmiyor Date unknown

| o _""E‘.': ___T_T-__'{HZ_ _;_F = —

Cadastra de la Ville de Constantinople: VI. Cercle Municipal.
Istanbul Sehir Kadastrosu: 4. Belediye Cevresi

Istanbul City Cadastre: 4*" Municipality Environment
Tarihi bilinmiyor Date unknown

Yelkenciler Caddesi ve Civari Haritasi

Map of Yelkenciler Street and Surroundings

Istanbul: Sehremaneti Hey’et-i Fenniyesi

Harita Olgek Map Scale 1:200

72x101 cm
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Arastirma ve video Research and video Gékg¢en Erkilic

Ses tasarimi Sound design Ahmet Unveren, Gékgen Erkilig
Bu bir cizgi degildir: Diiz zemin / dolgu / anafor

This is not a line: Flatland / landfill / whirlpool

2021

Video

Arastirma ve video Research and video Gékgen Erkilig

Ses tasarimi Sound design Ahmet Unveren, Gékgen Erkilig
Bu bir cizgi degildir: Diiz zemin / dolgu / anafor

This is not a line: Flatland / landfill / whirlpool

Sonraki sayfa Next page

Arastirma ve video Research and video Gékgen Erkilig

Ses tasarimi Sound design Ahmet Unveren, Gékcen Erkilig
Bu bir cizgi degildir: Diiz zemin / dolgu / anafor

This is not a line: Flatland / landfill / whirlpool
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Istanbul as said to be endless today, could fit in one frame.

Bugiin basi ve sonu goriilmez denen sehrin tek kareye sigan fotografai



Kartpostal Editéra Postcard Editor Lt. de Vaisseau Douillard
Constantinople. Cour de la mosqueé d’Eyoub.

istanbul. Eyiipsultan Camii’nin avlusu.

Constantinople. Courtyard of Eyiib Sultan Mosque.

Tarihi bilinmiyor Date unknown

Istanbul, Giillhane Bahgesi

Istanbul, Giilhane Garden

1920 Civart Around 1920

Bizans devrine ait mahzenin hal-i haziri.
Vault from the Byzantine Period

Ali Sami L2 o . j e Manzara Eskiz Landscape Draft
Istanbul Gériiniimleri Scenes from Istanbul ) BT L ; 4 = " Tarihi bilinmiyor Date unknown
19. ylzyil sonu - 20. yizyil basi . Celal Esat Arseven Arsivi

Late 19% century - early 20* century Celal Esat Arseven Archive
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H. S. Arel

Fener Mecmuasi, Say1 1, 1938, “Deniz Altinda Felsefe”
Fener Magazine, 1% Issue, 1938, “Philosphy under the Sea”
Hiseyin Sadettin Arel'in Ozel Evraki ve Fotograflari

Private Documents and Photos of Hiiseyin Sadettin Arel

Yenikapr'da Balik¢i Kayiklari
Fishermen Boats at Yenikapi
1956

Dogan Kardes Kartpostallari
Dogan Kardes Postcards

V4
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Constantinople. Eaux douces d’Europe
istanbul. Asya’nin Tath Sulari
Constantinople. Fresh Water of Asia
19. ylzyil sonu Late 19% century
Kiiciiksu Kasr1 Kiiciiksu Palace

Yenikapi Deniz Feneri ve Ayasofya Camii
Yenikapi Lighthouse and Hagia Sophia Mosque
20. yuizyll bagi 20" century

Balik Pazarindan bir Gériiniis
A View from the Fish Market
1960’lar 1960s

O e e - i
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Fotograf Photograph Sebah & Joaillier

Kartpostal Editéru Postcard Editor Max (Maximillian) Fruchtermann
Souvenir du Bosphore

Bogazici Hatiras1 Bosphorus Memories

1890’lar 1890s
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Henry'nin Kartpostali Henry's Postcard
istanbul. Galata Képriisii
Constantinople. The Galata Bridge
Tarihi bilinmiyor Date unknown

Fotograf Photograph Ahmet Munir
istanbul Yerebatan Sarnici
Istanbul Basilica Cistern

1920’lar 1920s

Fotograf Photograph Othmar [Pferschy]
istanbul Bogaz Manzarasi

Bosphorus Landscape

1935-1940 arasi Between 1935-1940



Plan de la Canalisition générale de la rive Européenne du Bosphore / Compagnie des eaux de Constantinople
Bogazici Avrupa Yakasi Genel Kanalizasyon Plani / istanbul: Dersaadet Su Sirketi

Plan of the General Canalization of the European Side of the Bosphorus / Constantinople Water Company
Tarihi bilinmiyor Date unknown
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Beste Composition Sekip Ayhan Ozisik,
Guifte Lyrics Orhan Veli Kanik

istanbul'da Bogazici'nde (istanbul Tiirkiisii)
In Istanbul, Bosphorus (Istanbul Song)
Tarihi bilinmiyor Date unknown

Tevfik Fikret'in Asiyan’daki Evinin Goériiniisi
View of Tevfik Fikret's House in Asiyan
1950’ler 1950s

Bogaz Semtlerinden Fotograflarla

istanbul Parcal Kartpostal

Postcard with Istanbul Song with Images of
Bosphorus

20. yuizyll basi Early 20" century

istanbul Bogazi Arnavutkoy
Bosphorus Arnavutkody
19. yluzyil 19* century
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Sami Boyar

Yenikapi

Tarihi bilinmiyor Date unknown
Tuval Gzerine yagliboya Oil on canvas
110,5x82 cm
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Sami Boyar

Ayasofya

Tarihi bilinmiyor Date unknown

Kagit tzerine suluboya Watercolour on paper
57,9x75,2 cm

Ferruh Basaga

Fiskiyeli Havuz Pool with Fountain

1943

Duralit Gzerine yagliboya Oil on hardboard
57,5x50,4 cm
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Elif Naci (Kalpakgioglu)

Siileymaniye

1947

Tuval Gzerine yagliboya Oil on canvas
45x49,5 cm

Nazmi Dayan

Tekfur Saray1 Tekfur Palace

1946

Tuval Gzerine yagliboya Oil on canvas
59,6x49,6 cm
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Sevket Dag

Altin Yol Golden Road

Tarihi bilinmiyor Date unknown
Tuval Gzerine yagliboya Oil on canvas
52x66 cm

Feyhaman Duran

Biiyiikada'dan Heybeliada'ya Bakis

A View of Heybeliada from Biiyiikada
1943

Duralit Gzerine yagliboya Oil on hardboard
52,7x60,9 cm
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Mimtaz Yener

Agac (Peyzaj) Tree (Landscape)

Tarihi bilinmiyor Date unknown

Kontplak uizerine yagliboya Oil on plywood
40,2x27 cm

Muhtar Aykin

Biiyiikada

1942

Mukavva Uzerine yagliboya Oil on cardboard
21,2x30,3 cm
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Semsi Arel

Bostanci

1942

Kontplak tizerine yagliboya Oil on plywood
27x19 cm

90

Sevket Dag

Bagsaklar Arasinda Kuglar

Birds Among the Ears of Grain
Tarihi bilinmiyor Date unknown
Tuval Gizerine yagliboya Oil on canvas
62,8x109,6 cm
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Canan Tolon

Filiz Shoot

2021 - Eskiz Draft

Sanatginin ve Galeri Nev istanbul'un izniyle
Courtesy of the artist and Gallery Nev Istanbul




Canan Tolon

Filiz Shoot

2021 - Eskiz Draft

Sanatginin ve Galeri Nev istanbul'un izniyle
Courtesy of the artist and Gallery Nev Istanbul
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istanbul, 1. Pafta - Tarihi Yarimada (Genel)
Istanbul, Section 1 Historical Peninsula (General)
[stanbul: Kesfiyat ve insaat Tirk Anonim Sirketi

Istanbul: Turkish Discovery and Construction Company

1923-1927
133x180 cm
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Istanbul, 2. Pafta - Beyoglu, Galata (Genel)
Istanbul, Section 2 - Beyoglu, Galata (General)
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Istanbul: Kesfiyat ve insaat Tirk Anonim Sirketi
Istanbul: Turkish Discovery and Construction Company

1923-1927
105x163 cm

istanbul, 3. Pafta - Uskiidar (Genel)

Istanbul, Section 3 - Uskudar (General)
[stanbul: Kesfiyat ve insaat Tirk Anonim Sirketi
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Istanbul: Turkish Discovery and Construction Company

1923-1927
70x140 cm
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Fisun Onur

Burasi This Place
1993

Kalin metal sac
Thick metal sheet
34x74 cm

Sanatginin izniyle
Courtesy of the artist

Can Aytekin

isimsiz (Matrakgi Bahge)
Untitled (Matrakg¢i Garden)
2002

Tuval Uzerine akrilik ve yagliboya
0Oil and acrylic on canvas
160x200 cm

Sanatginin izniyle

Courtesy of the artist
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Can Aytekin

isimsiz (Bahge 08)
Untitled (Garden08)
2008

Tuval Uzerine yagliboya
0Oil on canvas

152x152 cm
Sanatginin izniyle
Courtesy of the artist
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Can Aytekin

isimsiz

Untitled

2008

Tuval Gzerine yagliboya Oil on canvas

152x152 cm

Sanatcinin ve Versus Art Project’in izniyle

Courtesy of the artist and Versus Art Project
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Onesma prepentica

interaktif yerlestirme Interactive installation
28 adet degisken 6lcilerde ceviz agacindan baski Kalibi ile calisma tezgahi
28 walnut wood printing stencils in variable sizes and workbench

90x110x20
Sanatcinin izniyle . . .
Courtesy of the artist D{,anéﬁu,d C(g)) auud %‘yb
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Can Altay

Fenakistaskopsana

2021 Can Altay

Tuval Uzeri akrilik, semsiye, metal aksam, kontrplak, beton, araba lastigi Dipnotlar Footnotes
Acrylic on canvas, umbrella, metal mechanical component, plywood, concrete, tyre d AL " - 2021

Yaklasik Approximately 240x200x200 cm Fotograf Photography
Sanatcinin izniyle

Muhtelif ebatlar Variable dimensions
Courtesy of the artist Sanatcinin izniyle Courtesy of the artist
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inci Eviner

Meydan Korkusu Agoraphobia
2021

3’, déngu, tek kanal video
Loop, single channel video
Sanatginin ve Galeri Nev
istanbul'un izniyle

Courtesy of the artist and
Gallery Nev Istanbul
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istanbul’'un Dogasi, Doganin istanbul’u

Istanbul’s Nature, Nature’s Istanbul

MEKANDA ADALET DERNEGI
CENTER FOR SPATIAL JUSTICE

28 Nisan 1993 giinii sabahi, Istanbul’da Umraniye semtin-
de yasayanlar biiyiik bir patlama sesiyle uyandi. Patlama bu
geper semtin en uzak kosesinde, heniiz beg y1l 6nce hizmete
girmis Fatih Sultan Mehmet Kopriisii'niin baglant: yoluna
bakan bir vadideki ¢op tesisinde meydana gelmisti. Vadi
icinde biriktirilen on binlerce ton ¢op, Ustiine atilan top-
rakla birlikte sikigmis, stkigma sonucu ¢6p daginin i¢inde
metan gazi birikmis ve denetimsizlik nedeniyle tahliye edil-
meyen bu gaz en sonunda bir bomba gibi patlamisti. Patla-
manin ardindan ¢op dagi yanardagdan kopan lav yiginlart
gibi vadinin alt kotlarina dogru akmuis, dere yatagi boyunca
konumlanmig gecekondulari yutmustu. Cop daginin altinda
en az 11 gecekondu kalmig, hemen hepsi Istanbul’a yeni
goemiis, cogunlugu Mus Mutkili 27 vatandas hayatini kay-
betmis, 12 kisiye de tiim ¢abalara ragmen ulagilamamuisti.
Haber ulusal gazetelerde “Bu utang bize yeter” bagligiyla
duyuruldu, yetkililer sucland1, dénemin Umraniye Beledi-
ye Baskani’nin “Burada yagayanlar 6leceklerini biliyordu”
dedigi iddia edildi (Cumhuriyet 1993: 1) 11 ay sonra ya-
pilan ve ¢op giindeminin etkisi altinda diizenlenen yerel
secimler hem Umraniye’de hem de Istanbul Biiyiiksehir
Belediyesi’'nde sosyal demokrat iktidarin sonunu getirdi.
9 Eyliil 2009’un sabah saatlerinde Istanbul bu kez bi-
raz daha aligik oldugu bir felakete uyandi. Bir 6nceki giin
Trakya'da baglayan yogun yagis, gece yarist Istanbul’u
etkisi altina almigti. Ozellikle kentin Avrupa yakasinda
Basaksehir, Esenler, Bagcilar, Kiigiikgekmece gibi ilce-
leri vuran saganak yagis sonucu ¢ogu yapi ve otoyol su
altinda kalmig; Ayamama, Tavukqu, Papaz ve Hamam
dereleri tagmis; sehrin ana arterlerinden Basin Ekspres yolu
su altinda kalip ulagima kapanmigti. Sel sonucu binlerce
ev ve igyerini su basti, sayisiz tagit kullanilmaz hale gel-
di, 31 vatandag hayatini kaybetti ve dokuz kisi kayboldu.
Bunlardan en sarsici olani, bir tekstil fabrikasina giderken

On the morning of the 28th of April, 1993, the residents of
Istanbul’s Umraniye district woke up to the loud sound of
an explosion. This explosion came from the farthest corner
of this peripheric neighborhood, from a garbage disposal
plant located in a valley right next to the highway connec-
tion to the Fatih Sultan Mehmet Bridge, which at the time
was only five years old. Tens of thousands of tons of garbage
collected in the valley had been compressed with the soil
tossed over them. Methane gas had then accumulated in
the garbage mountain, inspection had been neglected and
the result was that the gas exploded like a bomb. In the
aftermath of the explosion, the garbage mountain slid down
to the lower parts of the valley like lumps of lava from a
volcano swallowing the shantytown by the riverbed. At
least 11 houses were buried in garbage. The casualties were
27 people; most of whom had recently migrated to Istan-
bul from Mutki, Mus, and 12 more individuals remained
lost despite all search efforts. The incident was covered by
national newspapers with the headline “Enough with the
disgrace”, the authorities were blamed and it was alleged
that Umraniye’s mayor at the time said that “the people
living here knew that they were going to die” (Cumhuriyet
1993: 1). The local elections that took place 11 months later
and under the shadow of the garbage incident brought an
end to the power of the Social Democrats both in Umraniye
Municipality and in Istanbul Metropolitan Municipality.
On the morning of the 9th of September, 2009, Istan-
bul woke up to a more familiar catastrophe. The heavy
showers that had started in Thrace the previous day struck
in Istanbul at midnight. Especially in neighborhoods like
Bagaksehir, Esenler, Bagcilar, and Kii¢iik¢ekmece on the
European side of the city, many buildings and highways
flooded because of the downpour. The Ayamama, Tavukcu,
Papaz and Hamam rivers creeds overflowed their banks. The
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servis araci i¢inde bogularak hayatini kaybeden yedi kadin
is¢cinin dramiydi. Trafik Kanunu’'na gore servis aract olarak
kullanilmasi yasak olan kapali kasa bir kamyonetin i¢inde
mahsur kalan kadinlar igyerlerinin birka¢ metre 6tesinde
can vermis; kamuoyuna “tabut servis davasi” olarak yansi-
yan dava, fabrika sahibinin 243 bin, idare miidiiriiniin 91
bin adli para cezast 6demesiyle sonuglanmigti.

Kent bellegine Istanbullularin unutmak istedigi anilar
olarak kazinan bu iki felaketin esitsiz kentlesmenin trajik
birer sonucu oldugunu sdylemek miimkiin. Atik yonetimi
ve saganak yagmur, her kentin yiizlesmek zorunda oldu-
gu problemler. Bu problemlerle basa ¢ikilamamasi sonu-
cu olusan felaketlerin bedelini 6deyenler hep en alttakiler
oluyorsa; afetlerin toplumsal tabakalagmadan, i ve yasam
yerlerinin adaletsiz bigimde paylagilmasindan bagimsiz
oldugunu soylemek imkéansizlagir. Dolayisiyla yetkililerin
ve iktidarlarin sik¢a bagvurdugu dilin aksine afetler dogal
degildir. Tabii eger, dogal olandan kasit; kendiliginden,
normal ve siradan olansa...

Ancak dogal, eger doga ile ilgili manasinda kullanili-
yorsa, kente ait her sey gibi kent afetleri de dogaldir. Hatta,
David Harvey’'nin de sik¢a alintilanan ciimlesinde altini ¢iz-
digi gibi, “kentte dogal olmayan hicbir sey yoktur” (Harvey
1993). Musluktan akan sudan sokak ve caddeleri aydinlatan
elektrige, yedigimiz ekmekten otoyol refiijlerini siisleyen
peyzaja, yasadigimiz mekanlara karigan ¢imento, kereste
ve kiremitten ¢oplerimizin depolandig: dag basina kadar
kentlesme dogaldir, yani dogadan bagimsiz degildir ve doga
ile kent i¢ icedir. Dogal siiregler kenti toplumsal siireclerle
hembhal olarak kurar. Kentleri var eden emek, sermaye hare-
ketleri, siyasal iktidarlar ve onlarin dontigtiirdiigii dogadir.
Dolayisiyla kentler sinifsal ve diger toplumsal celiskilerle
onlara eklemlenmis ekolojik ¢eligkileri de yansitir, bunlari
daha da keskinlestirir.

Doga, 20. yiizyil boyunca kent kuraminin gérmezden
geldigi bir alan oldu. Kent ¢aligmalari a¢iktan yahut zim-
nen kenti doganin tam aksi istikametinde konumlandird:.
Gizemli ve vahsi dogadan farkl olarak kent bilinebilir ve
planlanabilir olarak yorumlandi. Kirsal mekanlarin atill1g:
ve duraganliginin kargisinda gehirler dinamik ve devrimci
olarak konumlandirildi. Bu modern lakin s1g ve yapay iki-
lik aslinda eksik bir kent kurami ortaya ¢ikardi ve analizin
merkezine (6zellikle yiizyil sonu peydahlanan kiiresel kent
yazinti ile birlikte) baglamsiz, tekil, sinirlar: ziyadesiyle net
bir sehir oturttu. Kent ve dogayi farkli kutuplarda konum-

landiran bu Kartezyen anlayig 2000’li yillarin ortalarindan

Basin Ekspres road, one of the main roads of the city, was
closed to transportation. Thousands of houses and work-
places were flooded; innumerable vehicles became unus-
able; 31 people lost their lives and 9 others were missing.
The most heart-breaking of these incidents was the death
of seven women workers who drowned in the shuttle bus
taking them to the garment factory where they worked.
Those who got stuck in a box truck, which according to
the Turkish Highway Code is not suitable to be used for
transporting people, passed away only a few meters away
from the factory they were heading to. The case that was
covered in the media as “the case of the coffin truck” was
closed with a 243,000 TL fine given to the owner of the
factory and 2 91,000 TL fine to the administrative manager.

It is possible to say that these two incidents became en-
graved in Istanbul’s memory never to be forgotten, and that
they were the tragic results of uneven urbanization. Waste
management and heavy rains are problems of all cities. But if
the victims, who pay the biggest price for these disasters that
happen because of the mismanagement of the problems, are
always those at the bottom of society, it becomes impossible
to see disasters independently from social stratification, and
from the unfair distribution of working and living spaces.
Hence, natural disasters are seldom natural, unlike the lan-
guage adopted by the authorities and the government. Unless
by natural they mean spontaneous, normal, and mundane. ..

But if the word natural is used in its meaning “related to
nature”, the urban disasters are natural like everything else
that belongs to the city. Just as David Harvey points out in
his widely cited sentence “there is nothing #nnatural about
[the city}” (Harvey 1993). Like the water pouring down from
our faucet to the electricity that lights up the streets, from
the bread we eat to the foliage decorating the sides of the
highway, from the cement, timber, and bricks integrated
into our living spaces and the mountain tops storing our gar-
bage, urbanization is natural. It is not independent of nature.
Nature and the city are intertwined. Natural processes build
the city equally as social processes. What makes the city are
labor, capital movements, political powers, and nature that
is transformed by them. Thus the cities reflect conflicts of
class and other social factors as well as the adjoined ecological
ones, and they even exacerbate these conflicts.

Throughout the 20" century, nature had remained an area
that was neglected by urban theory. Urban studies both ex-
plicitly and implicitly positioned the city as the exact opposite

of nature. Unlike the mysterious and wild nature, the city was

110 BURASI

ISTANBUL'S NATURE, NATURE’S ISTANBUL

bu yana yerini doga ile toplumu bir arada diiglinmeye gayret
eden bir anlayiga birakiyor. Agirliklt olarak cografya, ta-
rih ve antropoloji disiplinlerinden beslenen ve cogunlukla
“Kentsel Politik Ekoloji” tist bagliginda ifade bulan bu yeni
yaklagimlar, kent ¢aligmalarinin odagini sehirden doganin
kentlesmesine (Kaika 2011) ¢evirmeyi teklif ederek bir
mekandan ziyade ¢ok aktorlii bir toplumsal ve ekolojik
iligki siirecini caligmayi 6nceliyor.

Peki doganin kentlesmesi nasil takip edilir, onu bulmak
i¢in nereye bakilir? Alanin 6nde gelen arastirmacilarindan
Maria Kaika'ya gore bu sorunun cevabi, kentin kendisinden
once alt1 (yani borular, kablolar ve onlarin pargast oldugu
stirecler) ve tesinde (yani kent ceperi ve kirsal mekanlar)
yatiyor (Kaika 2004). Kaika, ev rahatliginda ictigimiz bir
bardak suyu 6nce sehir sebekesinden aritma tesisine, ora-
dan da suyun tutuldugu baraja kadar takip etmenin pazar
iligkileri, sinifsal iligkiler ve esitsiz kentlesme hakkinda ¢cok
sey anlatacagi kanisinda. Bu 6neri bize “Melen Irmag: ince-
lenmeden Istanbul, Odemis bilinmeden Izmir anlagilabilir
mi?” gibi sorulari sordurmali.

Doga bazen bir kent park: formunda giziimiiziin 6niin-
dedir, ancak ¢ogunlukla borular i¢inden gecer, otoyollar
altinda gizlice akar, kentsel yapilar: var eder. Kent dogay1
doniistiiriir ama ona biisbiitiin hdkim olamaz; doga sik sik
sizar, patlar ve ¢liriir. Bu sizint1, patlama ve ¢liriimeler do-
ganin intikamini yahut kentin ¢arpikligini degil, kenti var
eden sosyo-ekolojik siirecleri ve onlarin politik tezahiirlerini
kisa siireligine de olsa goriiniir kilar. Doga-kent rabitasini
sistematik olarak bir arada diigtinmek, ¢aligmak ve aktiviz-
min odagina koymak; ancak afet, kuraklik ve skandallarla
goriiniir kilinan bu politik tezahiirlere daimi olarak taraf
olmay: saglar. Bu baglamda, kent-doga ayriminin reddi sa-
dece entelektiiel ve akademik bir ugras degil, ayni zamanda
siyasi bir itirazdur.

Kenti ve dogay1 bir arada diisiinmek, kente ait oldugunu
diigtindiigiimiiz her tagin altinda ekolojik siirecleri aramak
kadar, dogal kabul ettiklerimizin i¢inde de toplumsal siirec-
leri bulmay1 gerektirir. Istanbul’da kisi basina diisen yesil
alan miktarina, bu miktarin semtlere gore ne gibi degisik-
likler gosterdigine bakmak verimlidir. Cevresel imkanlara
hangi semtlerin (ve dolayisiyla toplumsal siniflarin) daha
az erisimi olduguna dair bilgi verir. Ancak yesil alanlarin
ne kadar dogal oldugunu aragtirmak, parklari tam da bu-
giin var eden toplumsal siirecleri sorgulamak ve bir park:
var eden emek ve sermaye girdilerine odaklanmak da iyi

olabilir. Bu da bize, yesil arzu ve uygulamalarin yeni tek-

thought of as obvious and predictable. Against the idleness
and passive rural areas, cities were identified as dynamic and
revolutionary. This modern but shallow and artificial di-
chotomy formed an urban thought that is, in fact, incomplete
and put the idea of a city that is out of context, singular, and
thus with clear cut boundaries, at the very centre of the analy-
sis (especially with the literature of the global city emerged
at the turn of the century). This Cartesian understanding,
which positioned the city and nature at opposite poles, has
surrendered to a new one that aims to think of nature and
society together since the mid-2000s. This new approach,
mainly having geography, history, and anthropology as its
basis and is categorized under the heading “Urban Political
Ecology”, and it proposes to change the focus in urban studies
from the city to the urbanization of nature (Kaika 2011) and
prioritizes studying the processes of the social and ecological
multi-actor relations rather than one space.

Yet how can the urbanization of nature be tracked down,
where should we be looking at to find it? According to one
of the pioneering researchers of the topic, Maria Kaika, the
answer to this question can be found beneath (the pipes, the
cables, and the processes they form) and beyond (the periph-
ery and the rural) the city rather than in itself (Kaika 2004).
Kaika argues that tracing a glass of tap water that we drink
in the comfort of our homes, first to the city’s waterworks
to and the treatment facility, then from there to the dam
that holds the water, will tell us so much about the market
and class relations and the inequality of urbanization. This
premise should be making us ask questions like “Can we
understand Istanbul without examining the Melen River,
or Izmir without knowing Odemis?”.

Nature sometimes appears in front of us in the form of
an urban park. But usually, pipes run through this park,
highways secretly flow beneath it helping the urban struc-
ture to exist. The city transforms nature but can never have
full dominance over it. Nature frequently leaks, bursts and
rots. These leakages, bursts, and decays do not represent the
vengeance of nature or unplanned urbanization but rather
make the socio-ecological processes and their political reflec-
tions visible even for a short time. Only to think of nature
and city as one, to study it as such, and to put it at the very
centre of activism would position us as a permanent opposi-
tion in these political manifestations that are only apparent
through disasters, famine, and scandals. In this context, the
denial of the city-nature dichotomy is not only an intel-

lectual and academic hustle but is also a political objection.
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nolojilerden, birikim modellerinden ve emek siireclerinden
bagimsiz olmadigint hatirlatir.

Peki, kenti ve cevreyi bir arada diistinmek bugiiniin
Istanbul’u icin ne ifade ediyor? Cevre sorunlarina ve ihtilaf-
larina yonelik ilgi son 10 yildir artarak devam ediyor. Saha-
da gozlemlenen yikim ve direniglere paralel olarak bu alanda
¢ok sayida atdlye diizenleniyor, platformlar kuruluyor, fes-
tivaller diizenleniyor, tezler yaziliyor, derlemeler basiliyor,
iiniversitelerde dersler agiliyor. Ekolojik risk ve sorunlar her
zamankinden daha ¢ok ilgi ¢ekiyor, sadece muhalif degil,
ana akim mecralar tarafindan da haberlestiriliyor. Bu ilgi
Kanal Istanbul ve deniz salyasi gibi mega kent-cevre me-
selelerinden ibaret de degil. Yurttaglar yedikleri gidanin
kalitesi, i¢ctikleri suyun temizligi, mahallelerindeki parkin
akibeti hakkinda her zamankinden fazla kaygililar. Ancak
bu artan kaygi ve ilgi, kendini dogru ifade edebilecek mecra,
dil ve veriden yoksun. Yiikselen yesil ilgi ve kaygi ¢ogu
zaman sosyal medyada paylagilan 6ncesi-sonrast fotograflari
esliginde agdali bir pastoral romantizm diline feda ediliyor.
Kenti var eden ve onu doniigtiiren politik ekolojik siiregler
kesilen bir agaca yahut imara agilan bir parka sikistiriliyor.

2016 yilindan beri daha ekolojik ve adil mekanlar i¢in
caligan Mekanda Adalet Dernegi (MAD), tam da bu sikis-
muglik halini agmay: hedefliyor. Toplumsal bir talep ve
siyasi bir vizyon olarak mekansal adaletin hem bir dagitim
boyutu (kaynaklarin, hizmetlerin, mekanlarin, tehlikelerin)
hem de farkliliklarin (yani farkli mekansal ihtiyaclari ve
talepleri olan bireylerin ve bireylerden olusan gruplarin
farkliliklarinin) taninmasi boyutu oldugunu iddia ediyor.
MAD, mekini toplumsal iligkiler baglaminda 6ne ¢ikaran
bir miicadele seklinin bugiiniin sorunlarina cevap vermede
en etkili yontemlerden biri oldugunu, kentsellik yerine
mekansalliga yapilacak vurgunun doga-toplum ayrimini
uzlagtirmamizt sagladigini diigiintiyor. Mekansal adaletin
planlama, mimari, tasarim, kent sosyolojisi, kent etnogra-
fisi, cevre ¢aligmalari, kent ¢caligmalari vb. bir¢ok disiplinle
iligkili olmast nedeniyle bilgi tiretiminin disiplinleraras:
olmasi gerektigine inaniyor.

Bu amagla MAD; kent ve cevreyi bir arada diigiinmeyi
tesvik edecek farkli yontemler kullanmaya, Istanbullulari
sahayla bulusturmaya, nitelikli ve kullanigli aragtirma ¢ikei-
s1 ve verisi iiretmeye ¢alisiyor. Mahalle yiiriiytgleri, Kentsel
Politik Ekoloji Yaz Okulu, havza caligmalar1 gibi faali-
yetlerle sahay1 yiiriiyerek deneyimlemeye, gozlemlemeye,
etkilegim halinde olmaya, dayanigmaya 6nem veriyor. Saha

deneyimlerinden, arastirmalarindan, gozlemlerinden elde

To think of city and nature as together requires us to
look for social processes in things we take as natural, as much
as to look for ecological processes behind each brick which
we assume to belong to the urban. It is useful to calculate
the green space ratio in Istanbul per person and to observe
how this ratio differs among neighborhoods. This gives us
clues about which neighborhoods (and thus which classes)
have limited access to environmental opportunities. But it is
also useful to question the naturalness of these green spaces,
scrutinize the social processes that help parks exist today,
and focus on the labor and capital that goes into building
and maintaining these parks. These questions remind us that
green desire and its application are not independent of new
technologies, models of accumulation, and processes of labor.

What does it mean to think of city and nature as one, in
the context of today’s Istanbul? The concerns about environ-
mental problems and conflicts have exponentially risen over
the last 10 years. Parallel to the destruction and resistance
observed in the field, there are many workshops and festi-
vals organized, platforms founded, thesis written, antholo-
gies published on the topic, and even new areas of research
opened in universities. Ecological risks and issues attract
the public attention more than ever; not only the dissident
media but now also the mainstream media cover them. This
attention is not only focused on the issues of the mega-city/
environment like the Istanbul Canal or mucilage. Citizens
now worry about the quality of their food, the cleanliness
of their drinking water, or the fate of their neighborhood
park more than ever. Yet this increasing concern and atten-
tion lack the necessary media, language, and data to truly
be able to express itself. Most of the time, this rising green
concern is wasted on the before-after photograph shared
on social media and the accompanying dramatic language
of pastoral romanticism. The political ecological processes
that make and transform the city are reduced to a tree cut
down or a park handed over to the developers.

Working towards more ecological and fair spaces since
2016, the Center for Spatial Justice (Mekanda Adalet Dernegi
Abbrev MAD) aims to go beyond this exact deduction. MAD
argues that spatial justice as a social demand and political
vision has a level of distribution (of resources, services, spaces,
hazards) and another level that recognizes differences (the
differences amongst individuals with different spatial needs
and demands and the groups consisting of these individuals).
MAD thinks that the most effective method of responding

to today’s problems is a way of resistance that puts forth the
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ettigi bilgileri belgesel, video-haber, veri gorsellestirme,
haritalama ¢aligmalari ve tematik yayinlar tireterek kamu-
oyuyla paylagiyor. Veri gorsellestirme vesilesi ile kullanici
dostu ve nitelikli aragtirma ¢iktilar: tiretmeye, toplumsal
kartografi kullanimini yayginlastirmaya gayret ediyor.
Tim bu cabalarin kuvvetlendirmesini umdugumuz
ti¢ mithim hat olduguna inaniyoruz. Bunlardan biri
Istanbul’un, her kentin olmasi gerektigi gibi, ekolojik
bir mekan olarak diisiiniilebilmesine katki saglamak. Bu,
Istanbul’un cevresel imkanlarinin artirilmasi kadar, kente
dair tiim siireglerin ekolojik bir duyarlilikla okunmasi ve
yonetilmesi anlamina geliyor. Ikincisi, cevre sorunlarinin
glindelik ve toplumsal boyutunun altini ¢izen ¢evre adaleti
kavraminin ¢evre ihtilaflarinin degerlendirilmesinde anah-
tar bir kavram olarak yayginlagmasi. Burada amag gevresel
tahayytillerin estetik ve nostalji alanina hapsolmasinin 6nii-
ne gecmek ve cevreyle giindelik hayat standardi arasindaki
iliskiyi 6n plana ¢ikarmak. Son olarak, Istanbullularin kendi
kentlerine seyirci olmay1 biraktigi, mahalleleri, parklar: ve
su kaynaklar: iizerinden kendi yagam alanlarinin 6zneleri ol-
dugu bir hemgerilik halinin tegvik edilmesini 6nemsiyoruz.
Ekolojik yurttaglik olarak da adlandirilabilecek ve aslinda
bir siiredir kendiliginden inga olan bu siirecin kuvvetlen-
mesine katki sunabilmek en 6nemli hedeflerimiz arasinda.
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space within the context of social relations, that emphasizing
spatiality rather than urbanism will help the reconciliation of
nature-social dichotomy. MAD also believes that the knowl-
edge of production in this area has to be interdisciplinary as
spatial justice is related to many different ones including
planning, architecture, design, urban sociology, urban eth-
nography, environmental studies, and urban studies.

With these goals in mind, MAD tries to adopt differ-
ent methods that will create the incentives for thinking of
the city and environment as together, to bring Istanbulites
to the field and create qualified and useful research output
and data. With activities like neighborhood walks, Urban
Political Ecology Summer School, and river basin studies,
it prioritizes experiencing the field on foot, observing it,
interacting with it, and creating solidarity. The knowledge
obtained from these experiences in the field, the research and
observations are shared with the public through documen-
taries, video-news, data visualizations, mapping works, and
thematic publications. With the help of data visualization,
the production of user-friendly and qualified research outputs
is aimed and it provides a wider use of social cartography.

There are three main tiers that we hope to strengthen
through all these efforts. The first of these is contributing to
the treatment of Istanbul as an ecological space, just as every
city should be. This requires further development of Istan-
bul’s environmental potentials, reading, and management
of all the processes of the city with ecological sensitivity.
The second one is to make the concept of environmental
justice, which highlights the quotidian and social dimen-
sions of environmental problems, the keyword in evaluat-
ing environmental discussions. The aim here is to prevent
the confinement of environmental plans into the realm of
the aesthetic and nostalgic and to put the relationship of
environment and the quality of everyday life to the front.
Finally, we hope for the encouragement of a state of com-
munity in which the Istanbulites stop being audiences in
their own city and become the object of their living spaces
through neighborhoods, parks, and water resources. One of
our major goals is to contribute to the development of this
process which can also be called ecological citizenship and
which has already started to be built organically.

Translation: Naz Begcan
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istanbul Blyiiksehir Belediyesi Miizeleri

Istanbul Metropolitan Municipality Museums

OSMAN OCAK

istanbul Biyiiksehir Belediyesi Kiitiiphane ve Miizeler Miidurligi Koleksiyon Uzmani
Istanbul Metropolitan Municipality Directorate of Libraries & Museums Collection Specialist

Tiirk Inkilabinin yeni nesillere anlatilmasi amaciyla 1928’de
Sigli’"de Mustafa Kemal Atatiirk’iin bir miiddet ikamet et-
tigi evin Istanbul Belediyesi tarafindan satin alinmasiyla
Inkilap Miizesi kurma ¢aligmalarina baglanmigtir. Bu ayni
zamanda Istanbul’daki kent miizelerinin ve koleksiyonlari-
nin da baglangici olmustur. O giinden bugiine Istanbul’da
gesitli miizeler acilmig ve Sehir Miizesi 2017’ye dek varli-
gint stirdiirmiigtiir.

Bu yazida farkl: tiirde tematik miizelerle Tiirkiye ve
Istanbul sehir kiiltiiriine 6nemli katkilar saglayan Istanbul
Belediyesi’'nin koleksiyon edinme stirecleri ve miizecilik
faaliyetleriyle ilgili kargilasilan sorunlar hakkinda bilgi

vermek amaglanmaktadir.

Sehir Muzesi Tarihcesi

Sehir Miizesi'nin kurulum ve sergileme onerileri hakkinda
erken calismalart 1927 yilt Belediye Mecmuas: 36. sayisin-
da Mehmet Halit Bayr1 tarafindan kaleme alinmis “Sehir
Miizesi” makalesinde gormekteyiz. Mehmet Halit Bayr1
makalesini miizenin, Istanbul’da yasayanlar tarafindan bir-
kag ziyarette anlagilmasini saglamak tizerine kurgulamigtir.
Sehir Miizesi'nin diizenlenmesi hakkinda 51 maddeden
olusan sergileme Gnerisiyle Istanbul’un giinliik hayatindan
tutun da sehre mal olmus tinlii kigilere ve sehrin planlarina
kadar genis bir yelpazede sergileme 6nerilerinde bulunmus-
tur (Bayr1 1927).

Istanbul Belediyesi tarafindan 1933 yilinda acilan Inki-
lap Miizesi ve Kiitiiphanesi icin ise 6neriler yine Inkilaplarin
hazirlanmasinda, uygulanmasinda katkist olan kigiler tara-
findan ortaya atilmigtir. 1925 yilinda Maarif Vekilligi'ni
yiiriiten Necati Bey bir Inkilap Miizesi agmak icin tesebbiiste
bulunmugtur. Heniiz temelleri yeni atilan Ankara Etnograf-
ya Miizesi'ne bagli bir subenin, Inkilap subesi olarak acilmast
diigtiniilmiig, bina olarak da Biiytik Millet Meclisi’nin eski

The effort on establishing a Revolution Museum to convey
the Turkish Revolution to new generations started in 1928
in Sisli when Istanbul Municipality bought the house where
Mustafa Kemal Atatiirk had resided for some time. This
was also the beginning of city museums and collections
in Istanbul. Since then, various museums have opened in
Istanbul, and the City Museum had subsisted until 2017.

This essay aims to convey the information on the col-
lection-making processes of Istanbul Municipality, which
contributed significantly to the urban culture in Turkey
and Istanbul with thematic museums of different types, and

the difficulties faced regarding the museology activities.

History of the City Museum

In the essay “City Museum” written by Mehmet Halit Bayri
in the 36" issue of the Belediye Mecmuas: (Municipality Maga-
zine) dating to 1927 we are witnessing pioneering efforts
on the City Museum’s establishment and exhibition recom-
mendations. In his essay, Mehmet Halit Bayri has prepared
a structure for the inhabitants of Istanbul to understand the
museum in a few visits. With an exhibition recommenda-
tion consisting of 51 articles regarding the organization of
the City Museum, he presented a variety of suggestions,
ranging from Istanbul’s daily life to the city’s famous people
and city plans (Bayri 1927).

Those devoted to the making and implementation of
the Reforms made the suggestions, regarding the Revolu-
tion Museum and Library, which was opened in 1933 by
Istanbul Municipality. Necati Bey, who was running as the
head of the ministry of education, had attempted to open
a Revolution Museum in 1925. A division related to An-
kara Ethnography Museum, whose foundations have been
recently laid, had been considered to open as the Revolu-

tion division, the former building of the Grand National
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binasini énerilmistir (Hisar 1933: 260). Fuat Kopriilii ise
1927 yilinda yayimlanan Hayat dergisindeki “Inkilap Terbi-
yesi” baglikli yazisinda Maarif Vekaleti ve Erkan-1 Harbiye-i
Umumiye’nin birlikte yiiriitecekleri bir caligma ile Inkilap
Miizesi’'nin olusturulmasini istemistir. Fuat Képriili ma-
kalesinde Erkan-1 Harbiye binbasilarindan Cevdet Kerim
Bey'in, Tiirk Istiklal Harbi nesriyatiyla ilgili Ankara’da ve
Dariilfiinun Konferans Salonu’'nda verdigi konferanslar: hal-
kin biiyiik bir alakayla takip ettigini sdylemis bu konferans-
larin Inkilap Terbiyesi acisindan ¢ok 6nemli olduguna de-
ginmigtir (Kopriilii 1927: 41). Kopriilii 1926'da diizenlenen
Bak Tiirkoloji Kongresi'ne katilmig ve bu sirada Sovyetler
Birligi'nde kurulan Devrim Miizeleri’ni de ziyaret etmis ve
miizelerden, sergilemede kullanilan girsel malzemeden cok
etkilenmistir. Inceledigi Devrim Miizeleri'nin halk tarafin-
dan yogun bir sekilde ziyaret edildigini, bu miizelerde kul-
lanilan sergileme ve sunum tekniklerinin kurulacak Inkilap
Miizesi'nde 6rnek alinmas: gerektigini sdylemis, Sovyetler
Birligi’ndeki izlenimlerini soyle paylagsmigtir:

Rusya’da dolagtifim zaman, ovada bu meseleye ne kadar bii-
yiik ehemmiyet verildigini ve Rus Inkilapgilarmin bu hususta
ne bijyiik mesai sarf ettiklerini girmiistiim. Her tarafta ve
bilhassa biiyiik merkezlerde agilan miikemmel ‘Inkilap Miize-
lerd’, cidden biiyiik gayretlerin mahsulii idi. Halkin mubtelif
tabakalarma mensup insanlar, binlerce mektep talebesi bu
miizeleri geziyorlar, Rus Inkilabinin mubtelif safhalarma
dair hatipler tarafindan verilen izabat: dinliyorlards. Kitap-
lar, grafikler, haritalar, heykeller, cok sanatkirane yapilmag
tablolar, hatiplerin izabhatini semalarm gizii iniinde bir kat
daha canlandirmakta idi... Miizeler, konferanslar, filimler en
yiiksek seviyedeki insanlardan en basit kiyliilere kadar mub-
telif seviyelerdeki halka hitap eden ayri ayri zengin nesriyat
bu hususta cok kuvvetli vasitalardr; fakat bunlardan bagka,
gairler, tiyatro miiellifleri, musikiginaslar, ressamlarda sanar-
larinin séhir telkiniyle ayni gayeye hadimdirler. Denilebilir
ki bu hususta adeta “manevi” bir seferberlik ilan edilmigtir.
Bu faaliyeti biiyiik bir takdir ile girdiikten sonva duydugum
ilk bis, memleketimizde de biyle bir faaliyetin baglamasini
temenni ermek olmugtur (Koprili 1927: 41-42).

Inkilap Miizesi igin ilk somut adimlar Istanbul Belediyesi
tarafindan atilmistir. Belediye; yazinin girisinde de belirt-
tigimiz gibi Inkilap Miizesi icin Sisli'de Mustafa Kemal
Atatiirk’iin Kurtulug Savagi 6ncesi bir miiddet ikamet ettigi
evde karar kilmigtir. 14 Kasim 1925 te torenle dig cepheye

Assembly was suggested in terms of location (Hisar 1933:
260). Fuat Kopriilii, on the other hand, in his essay titled
“Revolution Education” published in 1927 in Hayat maga-
zine, asked for the Revolution Museum to be structured
with the joint efforts of the Maarif Vekaleri {Ministry of
Education} and Erkan-: Harbiye-i Umumiye [Ministry of
National Defense}. In his essay, Fuat Kopriilii mentioned
that Erkan-1 Harbiye commander Cevdet Kerim Bey in the
conferences he had given in Ankara and Dariilfiinun [institu-
tion of higher education} Conference Room regarding the
publications on the “Turkish War of Independence” was
followed by the public with great interest and that these
conferences were crucial regarding Revolution Education
(Kopriilii 1927: 41). Kopriilii had participated in the Baku
Congress of Turkology in 1926, and visited the Revolution
Museums founded in the Soviet Union at the time; he was
very impressed by the visual material used in the displays.
He stated that the Revolution Museums he had analyzed
were extensively visited by the public, and the exhibition
and presentation methods should set an example for the
Revolution Museum to be opened. He shared his impres-
sions of the Soviet Union as follows:

[ have seen how big importance this matter was given and
how much work Russian Revolutionaries have done regarding
this subject during my visit to Russia. The excellent ‘Revolu-
tion Museums’, which were opened everywhere and especially
in big centers, were the results of truly great efforts. People
of various public strata, thousands of students were visiting
these museums, listening to the accounts of speakers regarding
several stages of the Russian Revolution. Books, graphics, maps,
sculptures, very artsy paintings were veviving still more the
accounts of speakers in front of the public... Museums, confer-
ences, [ilms, rich publications appealing to people from various
levels of the population, from the highest-ranking people to the
simplest peasants, are powerful tools; however, other than that,
poets, playwrights, music lovers, and painters were aiming ar
the same with their magical inspiration of their arts. It could
be stated that there is an “immaterial” mobilization order
regarding this matter. 1 wished for a similar activity to start
in our country as well after witnessing this activity with great
appreciation (Koprili 1927: 41-42).

The Istanbul Municipality took the first concrete steps
towards the Revolution Museum. The Municipality was
decided on the house in Sisli where Mustafa Kemal Atatiirk
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“Gazi Mustafa Kemal Pasa Vatanin Kurtulusunu 1335 se-
nesinde bu evde hazirladi” yazili, levha konulmugtur (Vatan
1925: 1). Bina Belediye tarafindan satin alinmis, ardindan
1929 yilinda miize i¢in kurucu bir heyet olusturulmustur.
Heyette; Istanbul Valisi ve Belediye Reisi Muhittin Bey
bagkanliginda, miizeler miidiirii Halil Ethem, Dariilfiinun
Miiderrisi Kopriiliizade Mehmet Fuat, Doktor Ahmet Sii-
heyl, Hayrettin Nedim ve Vilayet Mektupgusu Osman Nuri
Bey ve Askeri Miize miidiir muavini Dervis Bey yer almistir
(Cumhuriyet 1929a: 2). i1k toplanti 28 Subat 1929 giinii
yapilmistir. Yapilan toplantilar ve bu toplantilarda alinan
kararlar donemin basini tarafindan takip edilerek, ayrintils
olarak halka duyurulmustur.

Milliyet gazetesi ilk toplantiyr yapildiginin ertesi giini
mangetten “Inkilap Miizesi Inkilabin Giizel Bir Eseri Ola-
caktir” bagligiyla duyurmusgtur. Sisli’deki evin goriintiisii
sunulan haberde Inkilap Miizesi’ne konulacak eserler hak-

kinda bilgi verilmigtir:

Miizede son Tiirk [nkilab mibveri ve miizenin rubunu tegkil
edecektir. Fakat Tiirkiye'nin garba tevecciihii, Tanzimat Dev-
rinden son Inkilaba amil olan sebepler de Miizenin mevzuunu
tegkil edecektir.

Miize taribi bir tertip ve sira ile biitiin egya paviyon pa-
viyon tasnif edilecek, ve son Tiirk [nkilabz en biiyiik salonda
biitiin jasaastyla ifade edilecektiv. Miizede Askeri, ictimai,
styasi ve iktisadi Inkilaba ait paviyonlar tabsis edilecektir.

(..)

Miizenin egyasini Askeri ve miilki miizede bulunan bazi
eserlerle, siyasi ve askeri vesait tablolar ve fotograflar teskil
edecektir, Askeri Inkilap ve zaferi temsilen miizede bulunacak
esya meyaninda iftinam edilen yunan bayraklar: ve yunan
bag kumandan: Trikopis'in kilict bulunacakizr.

Gazinin eski harflerle yazilarak Halk firkas: kapisina
astlan Genglige hitabesiyle Siglideki evin iniindeki hitabede
miizeye konacaktrr. Son Inkilab: gosterecek salonda Gazinin
muazzam bir bistii bulunacaktzr. Harf Inkilabin: gisterebilmek
igin de canly bir sekil diigiiniilmektedir (Milliyet 1929a: 1).

Miize komisyonu ilk yillarda yogun bir faaliyet igerisindedir.
Yurt disindaki miizelerde incelemeler yapilmis, miizeye ko-
nulacak belge ve eserlerin se¢imi i¢in milli miicadelede gorev
alan kisi ve kuruluglara bagvurulmugtur. Miize komisyon top-
lantilarinin ayrintilart giinii giiniine basina yansitilarak halka
caligmalarla ilgili bilgi verilmigtir. Bu sekilde; kurulacak
miizeye ilginin artmas: saglanmis, ayrica; gazeteler vasita-

had stayed for a while before the War of Independence, as
we stated in the introduction of this essay. On November
14, 1925, a plate was placed on the facade stating, “Ghazi
Mustata Kemal Pasha staged the independence of the coun-
try in the year 1335 in this house” (Vatan 1925: 1). The
building was bought by Istanbul Municipality in the year
1928. Following this expropriation, a founders committee
for the museum was constituted. The committee was led by
Istanbul Governor and Mayor Muhittin Bey and consisted
of the director of museums Halil Ethem, Dariilfiinun Miider-
risi [Professor} Kopriiliizade Mehmet Fuat, Doctor Ahmet
Sitheyl, Hayrettin Nedim, Vilayer Mektupusu [City clerk]
Osman Nuri Bey and Military Museums’s associate director
Dervis Bey (Cumhuriyet 1929a: 2). The first meeting took
place on February 28, 1929. The meetings that took place
and the decisions that were made during those meetings
were followed by the press at the time and announced to
the public in detail.

Milliyet newspaper announced the first meeting the day
after it was held, with the headline “Revolution Museum Will
Become a Beautiful Work of the Revolution.” In the announce-
ment that presented a photo of the house in Sigli, informa-
tion was given about the works that would be featured in
the Revolution Museum:

The last Turkish Revolution would constitute the axis
and the spirit of the museum. However, Turkey’s counte-
nance to the West and the reasons that paved the way to
the Revolution after the Tanzimat era would also be the
subject of the museun.

All objects in the museum would be organized pavilion
by pavilion chronologically, and the last Turkish Revolu-
tion would be expressed in the largest hall in all its glory.
In the museum, pavilions about the military, social, politi-
cal, and economic Revolution would be allocated.

(...)

Some of the works in the military and civil museum,
political and military documents, and photographs will
constitute the property of the museum. Among the items to
be found in the museum to represent the Military Revolution
and victory, there will be looted Greek flags and the sword
of the Greek chief commander Trikopis.

The Ghazi’s Address to Youth, which had been hung
on the door of the People’s Party and the one in front of
the house in Sigli, will be displayed in the museum. An
enormous bust of the Ghazi will be found in the hall that
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Milliyet gazetesi 1 Mart 1929 tarihli gazete kupuru.
Milliyet newspaper, press clipping dating to March 1, 1929.

styla halkin elinde bulunan tarihi degere haiz eserlerin satin
alinarak miizede sergilenecegi duyurulari yayimlanmustir.

Cumburiyet gazetesinin 1 Mart 1929 tarihli baskisinda
Istanbul Inkilap Miizesi haberi ilk sayfadan okuyucu ile
paylagilmistir. Alt baglikta “Tanzimat devri mebde ittihaz
edildi” (Tanzimat devri asil kaynak kabul edildi) ifadesiyle
sunulmus, toplantiy1 yapan heyet tarafindan verilen bilgi-
deyse dénemin Inkilap hareketlerinin 6n plana cikarilarak
miizede Tanzimat Devri’'nden baglanacag: belirtilmigtir.

Milliyet gazetesinin 9 Mayis 1929 tarihli birinci sayfa
haberinde Inkilap Miizesi basligiyla hazirliklarin pek yakin-
da baslayacagi, bir ay sonra miizeye egya konulacagi, miizede
simdilik miitarekeden sonraki son 10 senelik Inkilaplara ait
esya bulundurulacagi, 6zellikle Ibrahim Miiteferrika’'nin
ilk matbaa tesisinden itibaren olan Inkilaplara ait esyanin
yavas yavas miizeye konulacag: ve bu tiirden egyaya sahip
kisilerin komisyona miiracaat ederek eser karsiliginda 6de-
me yapilacagi belirtilmistir.

Milliyer gazetesinin 3 Haziran 1929 tarihli tigiincii sayfa
haberindeyse Inkilap Miizesi basligiyla Miizeye Istanbul'un

will show the Last Revolution. In order to represent the
Alphabet Reform, a lively figure is considered” (Milliyet
1929a: 1).

During the first couple of years, the museum committee was
going through an intensive operation. Research was carried
out at museums abroad, individuals and institutions who
had participated in the war of independence were consulted
to determine the documents and works that were to be
presented at the museum. Details of the museum commit-
tee meetings were shared with the press day by day, and
the public was informed about the work that was being
carried out. This way, interest in the planned museum was
raised; moreover, announcements were published through
newspapers stating that works with a historical value owned
by the public will be bought and exhibited at the museum.

In the Cumburiyet newspaper dated March 1, 1929, the
news of the Istanbul Revolution Museum was shared with
the readers on the front page. The subheading read, “The
Tanzimart [series of reforms promulgated in the Ottoman
Empire between 1839 and 1876} era was regarded as the main
resource” the information shared by the meeting committee
stated that the revolution would be brought to the forefront,
and the museum will take the Tanzimat era as the beginning.

In Milliyet newspaper’s report on the first page dated
May 9, 1929, titled Revolution Museum, it was stated
that the preparations were soon to be started, objects were
to be placed in the museum in a month, for now, the mu-
seum would feature objects belonging to the last ten years’
revolution after the truce, especially objects related to the
Revolutions beginning from Ibrahim Miiteferrika’s first
printing house would slowly be placed in the museum and
those who own this type of objects would apply to the com-
mittee and would be paid in return of the work.

In Milliyer newspaper’s third page report dating to June
3,1929, titled Revolution Museum, it was stated that the
museum would be furnished with paintings, tableaux, al-
bums, and magazines depicting former Istanbul life and
that 145 tractates were already acquired.

In Cumburiyer newspaper’s second page report dating to
June 14, 1929, titled works are being acquired for Revolu-
tion Museum, it was stated that the museum committee
was gathered on June 13, the opening date of the museum
was not yet decided, the works to be exhibited were not
sourced; in the museum committee’s former work, the

government appealed to prominent names and asked them
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eski hayatini tasvir eden; resim, tablo, albiim ve mecmua
konulacag: simdiden 145 risalenin edinildigi bilgisi pay-
lagilmistir.

Cumburiyet gazetesinin 14 Haziran 1929 tarihli ikinci
sayfasinda Inkilap Miizesi igin eser toplaniyor basligi al-
tinda verilen haberde; miize komisyonunun 13 Haziran’da
toplandig1, miizenin acilis tarihinin heniiz kararlagtirilma-
dig1, sergilenecek eserlerin tedarik edilmedigi, miize ko-
misyonunun daha 6nce yaptig1 ¢aligmada hitkiimetin 6nde
gelen isimlere bagvurarak Inkilaba ait eserleri varsa miizeye
bagislanmasini talep ettigi ayrica milli miicadeleye katilan
kisilere de miiracaat edildigi bildirilmistir.

Milliyer gazetesinin 30 Temmuz 1929 tarihli ti¢iincii
sayfasinda “Fes, Kiilah ve Salvar” baglikli haberinde; Inki-
lap Miizesi'ne konulacak eserlerin bir listesinin yapildigi,
miizeye gecmiste kalan ve Inkilap da kullanilan esya ve kiya-
fetler konulacagi, bu baglamda fes, kiilah, Mevlevi sikkesi,
kalpak, takke, clibbe, salvar gibi egyalarin edinilecegi belir-
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Revolution Museum Committee Meeting; Governor and Mayor Muhittin Bey,
Darulfinun [institution of higher education] Professor Képrilizade Mehmet
Fuat, Emanet Mektupcusu [Chief clerk of the Municipality] Osman Nuri, Former
Sehremini [Mayor] Hayreddin Nedim. Cumhuriyet newspaper, press clipping
dating to March 1, 1929.

to donate if they owned any artifacts about the Revolution,
those who took part in the war of independence were also
appealed to.

In Milliyet newspaper’s third page report dating to July
30, 1929, titled “Fez, Kiilah [ A triangular cap worn by men}
and Shalwar,” it was reported that a list was being made of
works to be exhibited at the Revolution Museum, objects
and clothing that were used in the Revolution in the past
would be placed in the museum, in this context, objects
such as fez, kiilah, Mevlevi coin, fur cap, calotte, jubbah,
shalwar, etc. would be acquired; the committee which ran
the museum activities would organize a meeting at the
Sehremaneti [Municipality]. In the same newspaper’s report
dating to September 21, 1929, it stated that there had been
an interest in providing abayas to show different periods of
women’s clothing; however, although many tailors were ap-
pealed to, it hadn’t been possible to find a tailor who could
make an abaya, in the end, an abaya, which had been made
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tilerek, miize faaliyetini idare eden heyetin Sehremaneti’'nde
bir toplant: diizenleyecegi bilgisi paylasilmigtir. Yine ayni
gazetenin 21 Eyliil 1929 tarihli haberinde Istanbul kadin
kiyafetlerinin ¢esitli devirleri gosterilmek {izere ferace te-
min edilmek istendigi fakat ferace yapilmak tizere birgok
kadin terzisine miiracaat edildigi halde farece yapabile-
cek terzi bulunamadigi belirtilmis, sonu¢ta Malul Gazi-
ler Cemiyeti’nde daha 6nce bir film i¢in yaptirilmis ferace
oldugu ve bu feracenin' satin alindig: haberi verilmistir.
Inkilap Miizesi komisyonu miizede ne tiir eserlerin ser-
gilenecegini tespitini yaparken diZer taraftan koleksiyon
olusturulmaya baglanmig ve edinilen ilk eserler Sigli’deki
evde muhafaza altina alinmistir. Cumburiyet gazetesinin 13
Nisan 1932 tarihli haberinde Sisli’de Inkilap Miizesi olarak
diistintilen bina i¢inde ¢ok kiymetli eser ve kitaplarin mev-
cut oldugu, binanin miize i¢in yeterli olmayacagi, ayrica
kagir yapinin yangina maruz kalmasi durumunda mevcut
eserlerin yangindan zarar gorecegi ve bu nedenle bazi eser-
lerin Beyazit Medresesi'ne taginmasina karar verildigi, bil-
dirilmigtir. Bu eserler hakkinda ayrintili listeyi Abdiilhak
Sinasi Hisar 1933 tarihli U/kii dergisinin 9. sayisinda su

sekilde siralamigtir:

Bir takum tarihi fotofraflar ve tablolar, Gazi'ye ait yiiz ka-
dar fotografi agrandismani, mubarebede ve miitarekede isgal
altina alinan memleketlerimizin ve Istiklal harbinden sonva
kurtulmug Tiivkiye'nin harvitalar:, Gazi'ye ait bazi elbise-
ler, sapka Inkilabima ait resimler ve Gazi ile Tiirk Inkilab:
hakkinda Tiirkee ve yabanci dillerdeki eserler gibi, bir hayli
hatira ve vesikalar toplanmas bulunmaktadmr (Ulkii 1933:
263).

Inkilap Miizesi komisyonunda yer alan Osman Nuri Er-
gin 1933 tarihli Istanbul Belediye Mecmuass'nda “Istanbul
Belediyesi'nin On Sene Icinde Yaptigi Baslica Isler” ma-
kalesinde “Hars ve Terbiye Isleri” bagliginda sergilenecek
eserler hakkinda ayrintili bilgi sunmustur. Izmir'in Yu-
nanlar tarafindan isgaliyle baglayan Anadolu direnisini ve
son olarak Tiirk ordusunun zaferini gsteren Italyan ressam
Vittorio Pisani’ tarafindan yapilmig dokuz adet suluboya
tablonun koleksiyona katildigini belirtmistir (Ergin 1933:
72). Makalenin devaminda Osman Nuri Ergin, Inkilap Mii-
zesi igin sergi tasariminda Inkilabin biiyiikliigiinii, iyiligini
ve onemini gelecek nesillere gosterebilmek icin bazi mu-
kayese zeminleri diigtintildtiigiinii séyleyerek koleksiyonun

sinirlandirildigs donem hakkinda su bilgileri vermigtir:

earlier for a movie, was found through Disabled Veterans
Society, and this abaya' was acquired.

When the Revolution Museum committee was deter-
mining what type of works would be exhibited in the mu-
seum, the collection was being constituted, and the first
acquired works were secured in the house in Sisli. In Cum-
huriyet newspaper’s report dating to April 13, 1932, it was
stated that in the house in Sisgli, which had been considered
as the Revolution Museum, there were precious works and
books, that the building would not be sufficient for the
museum, besides if the masonry building were to be exposed
to fire, existing works would be damaged and for this reason
it was decided to carry some works to Beyazit Madrasah.
Abdiilhak Sinasi Hisar had compiled a detailed list about
these works in the U/kii magazine’s 9" issue dating to 1933:

A fair number of memories and documents were collected such
as certain bistorical photos and paintings, around 100 pho-
tography enlargers belonging to the Ghazi { Mustafa Kemal
Atatiirk}, maps of our cities which were occupied during the
war and the trice and saved Turkey after the war of independ-
ence, some clothes of the Ghazi, some images of the hat revolu-
tion, and works about the Ghazi and the Turkish Revolution
in Turkish and in foreign languages (Ulkii 1933: 263).

In his essay titled “Istanbul Municipality’s Primary Work
in the Past Ten Years” published in the Istanbul Municipality
Magazine dating to 1933, Osman Nuri Ergin, a member of
the Revolution Museum Committee, shared detailed in-
formation about the works to be exhibited under the title
“Culture and Education Works”. It was stated that nine
watercolors painted by the Italian painter Vittorio Pisani,’
showing the Anatolian resistance following Izmir’s occupa-
tion by the Greeks and finally the victory of the Turkish
army, have been acquired for the collection (Ergin 1933: 72).

In the article, Osman Nuri Ergin stated that in the
exhibition design for the Revolution Museum, some com-
parison grounds were considered in order to show the great-
ness, goodness, and importance of the Revolution to future
generations, and gave the following information about the

period when the collection was being limited:

..t0 collect works, documents, and objects, the work has started with
the thought of going back earliest to the Tanzimat era. Afterward,
it was decided that the Tanzimat era was not the beginning of
the westernization of the Turks, and so it was decided to go back
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.. eser, vesika ve egya toplamakia en evvel Tanzimat Devri'ne
kadar inilmesi dijgiiniilerek o suretle ige baglanmigtzr. Daha
sonva Tanzimat Devri'nin de Tiirklerin garplagmasina bag-
langig olamayacags ve bunun igin iigiincii Ahmet ve Nevsehirli
Damat Ibrahim Paga devirlerine kadar gidilmesi kararlagt:-
rilsp bu vadide iig sene caligildiktan sonra Sigli'deki Inkilap
Miizesi’ nde toplanan bu tiirlii egya, kitap, gazete, mecmua ve
saivenin bagli bagina bir miize tegkil ettigi goviilerck bunlarin
bagka bir binaya nakille Gazi evinin yalniz son Inkilaplara
tahsisi kararlagtrrilmagtzr (Brgin 1933: 74).

Sehremaneti tarafindan yiiriitiilen ¢alismalarda daha ¢ok
inkilaplar sonucunda tarihe karigmig, kullanimda olmayan
objeler edinilmistir. Bu sayede halkin inkilaplarin etkisini
kargilagtirmali olarak gormesi amaglanmistir.

Istanbul Belediyesi Inkilap Miizesi ¢aligmalarina yogun-
lagt1g1 donemde kentin kiiltiirel altyapisini zenginlestirecek
cesitli adimlar da atmugtir. Bu adimlardan bir tanesi de be-
lediye tarafindan kurulan ilk miize 6zelligi de tagiyan Itfaiye
Miizesi'dir. Tiirkiye'nin tek Itfaiye Miizesi itfaiye calisanlari-
nin dzverili ¢abalari sayesinde 1932 yilinda ziyarete agilmugtur.

Sehir ve inkilap Vesikalari Miize ve Kiitiiphanesi
Medreselerin kapatilmasindan sonra Beyazit Medresesi bog
kalmig, bir miiddet erzak deposu olarak kullanilmis, bazi
donemler icine fakir aileler yerlestirilmis ve kisa bir siire-
ligine talebe yurdu olarak kullanilmigtir. Harap bir halde
kalan medrese Istanbul Belediyesi tarafindan restore edil-
mistir. 20 odadan olusan medresenin yarisi miizeye diger
yarist ise kiitiiphaneye ayrilmistir (Ergin 1933: 74).

Osman Nuri Ergin; Beyazit'ta kurulacak miizeyi Halk
Miizesi, Sisli’deki eviyse Inkilap Miizesi seklinde isimlen-
dirmigtir. Bu isimlendirmenin nedeniyse 3 Nisan 1930
tarihinde ¢ikarilan 1580 sayili belediyeler kanunudur. Bu
kanununda geliri 500 bin liradan fazla olan belediyelere
halk miizesi ve halk kiitiiphanesi kurma zorunlulugu geti-
rilmigtir (Ergin 1933: 75).

Sisli’de Atatiirk’iin evinde biriktirilen ve Inkilaplarla ilgisi
olmayan eserler 1931 yilinda Beyazit Medresesi ne taginmis-
tir. Medrese i¢inde bu eserler miize ve kiitiiphane olarak iki
ayr1 koridorda tanzim edilmistir (Kogu 1961: 2460). Miize
icin ayrilan koridorda; resimlerle, mankenlere giydirilmig
Osmanli Donemi kiyafetleri sergilenmigtir (Ergin 1933: 74).
Medresenin diger boliimlerinde; giinliik kullanim objeleri,
zanaatkar aletleri ve eserleri, golge oyunu figiirleri, kuklalar

ve Eylip Oyuncaklart’'na yer verilmigtir (Ergin 1933: 75).

to the eras of Ahmet the Third and Damat Ibrahim Pasha of
Nevgehir, and after working in this track for three years, it was
realized that these kinds of objects, books, newspapers, magazines
and so on collected in the Revolution Museum in Sigli constituted
a museum within themselves; thus it was decided to transfer them
to another building and to allocate the Ghazi’s house only to the
last Revolution (Ergin 1933: 74).

In the works carried out by Sehremaneti, mostly objects that
have become history as a result of the revolutions and are
not in use were acquired. By this means, the aim was for
the public to see the influence of the revolutions/reforms
comparatively.

During the period when Istanbul Municipality focused
on the work regarding the Revolution Museum, it also took
various steps to enrich the cultural infrastructure of the city.
One of these steps is the Fire Brigade Museum, which was
the first museum established by the municipality. Turkey’s
only Fire Brigade Museum opened in 1932, thanks to the
devoted efforts of firefighters.

City and Revolution Documents Museum and Library
After the closure of the madrasahs, Beyazit Madrasah re-
mained empty, it was used as a food warehouse for a while,
low-income families were placed in it for a certain period
and it had been used as a student dormitory for a short time.
The madrasah, which was in a dilapidated state, was restored
by the Istanbul Municipality. Half of the madrasah, which
consisted of 20 rooms, was reserved for the museum and
the other half for the library (Ergin 1933: 74).

Osman Nuri Ergin named the museum to be established
in Beyazit as the Folk Museum and the house in $isli as
the Revolution Museum. The naming of the museums was
based on the municipal law numbered 1580, which was
enacted on April 3, 1930. According to this law, munici-
palities with an income of more than 500 thousand /iras
were obliged to establish a public museum and a public
library (Ergin 1933: 175).

The objects that were not related to the Revolutions/
Reforms and have been collected in Atatiirk’s house in $igli
were moved to Beyazit Madrasah in 1931. Within the ma-
drasah, these works were arranged in two separate corridors
as museum and library (Kogu 1961: 2460). In the corridor
reserved for the museum, paintings were exhibited with
Ottoman period clothes on mannequins (Ergin 1933: 74).
In the other parts of the madrasah, everyday objects, crafts-
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Beyazit Meydani ve Medrese Binasi 1930
Beyazit Square and Madrasah Building 1930

Cumbhuriyet’in kurulusunun 10. yilinda yapilan kutla-
malar ti¢ giin siirmiig ve bu kutlamalarin son giiniinde Sehre-
mini Muhittin Ustiindag tarafindan Beyazit Medresesi’'nde
“Inkilap Miizesi ve Kiitiiphanesi” agilig1 gerceklesmistir.
Aciligta yaptig1 konugsmada Muhittin Ustiindag gelecegi
anlamak i¢in ge¢misin unutulmamas: gerektigini, gelecegi
anlamanin yolunun da miizelerden gectigini belirtmigtir.
Miizenin kurulug amacini, eser edinimi konusunda hangi
donemden baslanacag: hakkinda yapilan tartigmalardan
bahsetmis, miizede sergilenecek eserlerin asil kaynaginin
matbaanin iilkemizde kullanilmaya baglandig1 donemde
karar kilindigini séylemistir (Cumhuriyet 1933: 5). Konus-
masinin devaminda Muhittin Ustiindag; eser ediniminde
karsilagilan zorluklardan da bahsetmistir.

Inkilap Miizesi ve Kiitiiphanesi'nin acilisindan itibaren
koleksiyon gelistirilmis, edinilen eserler i¢in yeni sergile-
meler yapilarak farkli bir isimle miize tekrar ziyarete acil-
mustir. Yeni acilig 6ncesi tanzim ve teshir islerinde 1934
yilinda Inkilap Miizesi Miidiirliigii'ne atanan Ahmet Ziya
Akbulut’un etkin gorev aldig1 ve yeni sergileme onerile-
rinde bulundugunu gérmekteyiz.

Ahmet Ziya Akbulut'un Beyazit Medresesi'nde yiiriittii-
gii caligmalar hakkinda 8 Agustos 1937 tarihinde ¢ikan Tan
gazetesinde Selahaddin Giingor’iin “Inkilap Miizesi Var mi,
Varsa Acaba Nerede?” baslikli yazisinda Beyazit Medresesi
salonu duvarinda asili bazi tablolar, masa iizerinde kitap-
lar, Ahmet Ziya Akbulut’un bir fotografi ve Mesrur Izzet
tarafindan yapilmis Muszr Kizleyen Yeniceri algi heykelinin
gorseli sunulmustur (Tan 1937: 8). Haberin ayrintilarinda
Inkilap Miizesi'nin nerede olduguna dair tartigmalara Enver

Behnan’dan’ cevap alan yazar Beyazit Medresesi'ne ziyarette

Beyazit Medresesi Girisi
Entrance of Beyazit Madrasah

men’s tools, and artifacts, shadow play figures, puppets, and
Eytip Toys were included (Ergin 1933: 75).

The celebrations held on the 10™ anniversary of the foun-
dation of the Republic lasted for three days, and on the last
day of these celebrations, the “Revolution Museum and Li-
brary” was opened by Sehremini Muhittin Ustiindag in Beyazit
Madrasah. In his speech at the opening, Muhittin Ustiindag
stated that the past should not be forgotten in order to un-
derstand the future and that the way to understand the future
is through museums. He talked about the purpose of the
museum’s establishment, the discussions about the period in
which to start the acquisition of artifacts, and said that the
primary source of the artifacts to be exhibited in the museum
was determined as the period when the printing press was
began be used in our country (Cumhuriyet 1933: 5). In the
continuation of his speech, Muhittin Ustiindag also talked
about the difficulties encountered in acquiring the items.

Since the opening of the Revolution Museum and Li-

brary, the collection has been developed, new exhibitions for
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inkilap Miizesi ve Kiitliphanesi'nin aciligi Beyazit Medresesi, Cumburiyer gazetesi 1
Kasim 1933 tarihli gazete kuplra.

The Opening of the Revolution Museum and Library Beyazit Madrasah,
Cumburiyet newspaper, press clipping dating to November 1, 1933.

bulunmugtur. Medresede miize miidiirii Ahmet Ziya Ak-
bulut tarafindan karsilanan yazar ve ekibine ayrintilt bilgi
verilmigtir. Ahmet Ziya Akbulut; kendi ¢abast ile bazi oda-
lar1 diizenledigini, 6denegin yetersiz oldugunu fakat Vali
Muhittin Ustiindag’in Inkilap Miizesi icin yogun mesai
harcadigini belircmistir. Gazete haberinin son kisminda
ise Inkilaplarla ilgisi olamayan bircok eserin koleksiyona
katildigini, sergilemenin ve miizenin isminin sorunlu ol-
dugu belirtilmistir (Tan 1937: 11).

Ahmet Ziya Akbulut'un 17 Nisan 1938’deki vefati-
nin ardindan Inkilap Miizesi Miidiirliigii'ne kisa siireligine
vekaleten Selim Niizhet Gergek getirilmis, daha sonra Miize
Midirligi'ne Hiseyin Semseddin Giineren atanmistir.

Bircok yazigsmada yeni agilacak miizenin adi Inkilap
Miizesi olarak gecse de acilisinda kullanilan Sehir ve Inkilap
Vesikalar1 Miizesi® adin1 ilk kez Subat 1939 tarihli Térkiye
Turing ve Otomobil Kuliibii Belleteni’ndeki Hasan Bedrettin’in
makalesinde gormekteyiz. Hasan Bedrettin resmi agilist
yapilmadan miize ve kiitiiphane hakkinda ayrintili bilgi
vermektedir; Istanbul halkinin 6z mali oldugunu belirttigi
miize ve kiitiphanenin biitiin hazirliklarinin tamamlandi-
gini, birkag giine kadar miizenin agilacagini miijdelemis-
tir. Binada yapilan diizenlemelerden de bahseden Hasan
Bedrettin; Beyazit Medresesi'ndeki dershanenin okuma
salonu haline getirildigini, bu okuma salonunun kubbe-
sinin etrafina Yeni Cami kasrindan segilen cergevelerle sa-
lonlarin tezyin edildigini bildirmistir. Miize kisminda ise
12 camekan ¢esitli konular {izerine sanatkarlarin yaptigi
sehir sanatlarina ayrilmigtir. Miizenin diger 12 camekani

the acquired objects have been organized, and the museum
opened to visitors under a different name. We can observe
that Ahmet Ziya Akbulut, who was appointed as the di-
rector of the Revolution Museum in 1934, took an active
role in the arrangement and exhibition of works and made
suggestions for new exhibitions.

In the article regarding Ahmet Ziya Akbulut’s work in
Beyazit Madrasah, written by Selahaddin Giingor, titled “Is
There a Revolution Museum, If There Is, Where?”, published
in Tan newspaper dating to August 8, 1937, some paintings
hanging on the wall of Beyazit Madrasah hall, books on the
table, a photograph of Ahmet Ziya Akbulut and the visual of
the plaster sculpture Janissary Roasting Corn made by Mesrur
Izzet have been presented (Tan 1937: 8). In the details of the
news, the author, who received an answer from Enver Behnan®
about the location of the Revolution Museum, visited the
Beyazit Madrasah. The author and his team, who were wel-
comed by the museum director Ahmet Ziya Akbulut, were
given detailed information. Ahmet Ziya Akbulut stated
that he arranged some rooms through his own efforts, that
the allowance was insufficient, but that Governor Muhittin
Ustiindag spent a lot of time on the Revolution Museum. In
the last part of the newspaper article, it was stated that many
works that were not related to the Revolutions were included
in the collection and that the exhibition and the name of the
museum were problematic (Tan 1937: 11).

After Ahmet Ziya Akbulut passed away on April 17,
1938, Selim Niizhet Ger¢ek was appointed as the Interim
Director of the Revolution Museum for a short time, and
then Hiseyin Semseddin Giineren was appointed as the
Museum Director.

Although the name of the museum to be opened was
mentioned as the Revolution Museum in many correspond-
ences, we encounter the name City and Revolution Docu-
ments Museum® used in the opening of the museum for the
first time in Hasan Bedrettin’s article in the Turkish Touring
and Automobile Club Belleteni [Magazine} dating to February
1939. Hasan Bedrettin gives detailed information about the
museum and the library before their official opening; he
gave the good news that all the preparations for the museum
and library, which he stated was to be the property of the
people of Istanbul, were completed and that the museum
would be opened in a few days. Hasan Bedrettin also talked
about the arrangements made in the building; he reported
that the classroom in Beyazit Madrasah was turned into

a reading hall, and the halls were decorated with frames
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Tan newspaper, press clipping dating to August 8, 1937.

selected from the New Mosque pavilion around the dome
of this reading hall. In the museum section, 12 windows
were reserved for urban works of art made by artisans on
various subjects. The other 12 windows of the museum were
devoted to the topics of the Revolution, superstitions such
as witchcraft, fortune-telling, evil eye, and amulets, which
the Revolution abolished, were vividly manifested. Again,
in the display windows here, parts of the revolution such
as instruments, musical measures, and writing were also
included (Bedrettin 1939: 5).

The City and Revolution Documents Museum and Li-
brary was opened by the governor and mayor Liitfi Kirdar
on July 10, 1939. Former governor and mayor Muhittin
Ustiindag, municipality officer and Topkapt Museum di-
rector Tahsin, general education inspector Fethi, members
of the party’s administrative committee, and journalists
attended the opening.

In his speech on the opening day, Liitfi Kirdar gave
detailed information about the installation process and the
collection:

My friends,

It is stated in the municipal law that cities and towns with
a revenue of more than 500 thousand will open a library
and a museum. Considering this obligatory duty, Istanbul
Municipality has tried to achieve this since 1929 and started
to establish a museum and library with the help of valu-
able individuals such as Halil Ethem, Fuat Kipriilii, Doctor
Siiheyl Unver, and Osman Ergin. With the allowances for
the ordinary and extraordinary items of the municipal budget
[for ten years, many items, books, newspapers, magazines, and
paintings, which are closely related to the Revolution and the
municipality, were purchased, but they could not be classified
and labeled, 5o they could not be presented to the public until
now. Recently, Selim Niizhet has been appointed to this job,
and this deficiency has been eliminated, so a museum and a
library have been opened.

As it can be seen, every material purchased for the museum
and the library were purchased with an intention and a pur-
pose, and they were organized according to those intentions and
goals; thus, preparations were made for those who wanted to
examine many specific subjects, and an abundance of material
and rich resources were provided.

(...)

The preparation of this beautiful work, which is of great
value for Istanbul, began in the year 1929. The city and Revo-
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Inkilap konularina ayrilmis, burada Inkilabin yok ettigi;
biiyiiciiliik, falcilik, nazarlik, muska gibi hurafeler canli bir
sekilde tebariiz ettirilmistir. Yine buradaki camekanlarda;
Inkilaba ait saz aletleri, musiki 6lgiileri, yazi gibi kisimlara
da yer verilmigtir (Bedrettin 1939: 5).

10 Temmuz 1939 tarihinde Sehir ve Inkilap Vesikalar
Miize ve Kiitiiphanesi'nin agiligt vali ve belediye bagkan:
Litfi Kirdar tarafindan yapilmigtir. Agilista; eski vali ve
belediye reisi Muhittin Ustiindag, belediye erkan1, Topkapi
Miizesi miidiirii Tahsin, maarif umumi miifettigi Fethi,
parti idare heyeti azalari ve gazeteciler yer almigtir.

Liitti Kirdar agilig giinii yaptigi konugmada kurulum
stireci ve koleksiyon hakkinda ayrintili bilgi vermistir:

Arkadaglarim,

Belediye kanununda 500 binden fazla varidat: bulunan sehir
ve kasabalarin birer kiitiiphane ile birer miize agacaklar: yazi-
lrdrr. Bu mechuri vazifeyi giz iniinde tutan Istanbul Belediyesi,
1929°dan beri bu isleri bagarmaya ¢aligmas ve Halil Ethem,
Fuat Kipriilii, Doktor Siiheyl Unver ve Osman Ergin gibi deJerli
zevatin yardimi ile bir miize ve kiitiiphane kurmaya baglamagtar.
On seneden beri belediye biitgesinin adi ve fevkalide kisimlarina
konan tahsisatla Inkilap ve belediye mevzularm: yakindan
alékadar eden bir hayli egya, kitap, gazete, mecmua ve resim
almmag, fakat bunlar tasnif edilememis, etiketleri konulamamag
oldugundan simdiye kadar halkin istifadesine arz edilememigti.
Son zamanlarda Selim Nijzhet bu ise memur edilmekle bu nok-
sanlik bagarilmags oldugundan miize ve kiitiiphane agilmagtr.

Giriilecefi iizere, gerek kiitiiphane, gerek miizeye alinan
her malzeme bir maksat, bir gaye gizetilerek alinmay yine o
maksat ve gayelere give siraya konmug, bu suretle muayyen
birok mevzuu tetkik etmek isteyenler igin hazirliklar yapilmay,
bol malzeme ve zengin kaynaklar temin edilmistir.

(..)

Lstanbul igin biiyiik bir krymet tagryan bu giizel eserin hazir-
lanmasina 1929 senesinde baglanmagtzr. On sene sonra agilabi-
len sehir ve Inkilap eserleri miize ve kiitiiphanesi, ibtimamla ve
dikkatle hazirlanmag, Tiirk cemaatinin gegivdigi safhalar: pek
giizel sekilde tebariiz ettiven muvaffak bir eserdiv. Miize ve kii-
tiiphanenin hazirlanmasinda bityiik hizmetleri giviilen Vildyet
mektupgusu Bay Osman Ergini Universite T1p Tarihi Enstitiisii
direktirii profesir doktor Bay Siibeyli, profesir Bay Kdipriilii
Fuady ve eski miizeler miidiirii merbum Bay Halili, Miizenin
bu giinkii Direktirii Bay Hiiseyin Semsiden evvel miiesseseyi
vekdleten idare etmig olan Bay Selim Niizheti burada giikranla
anmak bir borgtur (Istanbul Belediye Mecmuasi 1939: 139).

lution artifacts museum and library, which could be opened ten
years later, is successful and they have been carefully and rigor-
ously prepaved and pleasantly reflecting the phases of Turkish
sociery. It is a debt to commemorate here with gratitude the
provincial letter writer My. Osman Ergin, the director of the
University Institute of Medical History professor doctor Mr.
Siiheyl, professor Mr. Kipriilii Fuad, the former director of
museums, the deceased Myr. Halili, the interim divector My.
Selim Niizheti before the current Director of the Museum M.
Hiiseyin Semsi, who provided excellent services in the ground-
work of the museum and library (Istanbul Municipality
Magazine 1939: 139).

The opening of the museum gained an essential place in
the press the next day, and detailed information about the
opening was presented in the newspapers.

After Liitfi Kirdar’s speech, materials for printing in the
museum, books, works of Mzuallim [ Teacher} Cevdet and
Emiroglu Ziya who donated their books to the museum,
publications of municipalities and museums, publications of
the General Directorate of Press, publications on the occasion
of the 15™ anniversary, the oldest picture of Istanbul, city
industry, old newspapers, and musical instruments and equip-
ment exhibition were examined (Cumhuriyet 1939: 1,11).

Inkilab miizesi agildi
Vali, birkac ay sonra ikinci bir miize 1

daha kurulacagim soyliiyor -
o s

Inkilsh milzesi. diin sast 17 de Wali
ve Belediye Reisi Linfi Kordana bie mu-
kile spdmpte, Kijad mermiminde ek
Vali ve Beledive Reisi Mohiddin Us-
tiindag ile Belediye erkin. Topkap: mil-
zesi miicirh Tahain, Manrif umumi mi-
fetti Fethi, Parti idare heyeti azalan
hazir bulummosdarder,

Vali Lithi Kirdar gu nutku ssylemiy-

tir: EN
&— Arkadaglanm, Inkilib milzesini gexenler
Belediye kanununda bey yiiz binden ) lam birer kitibhane ile birer milze aa-

fazla yaridats bilunan gebir ve kasaba- Parkes Se. § situn 3 el

Cumbhuriyet gazetesi 11 Temmuz 1939 tarihli gazete kupuru.
Cumbhuriyet newspaper, press clipping dating to July 11, 1939.
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Miizenin agilisg1 ertesi giin basinda 6nemli bir yer edinmis,
gazetelerde agilis hakkinda ayrintils bilgi verilmistir.

Luicfi Kirdar'in konugmasinin ardinda miizede yer alan
hurufat malzemeleri, kitaplar, miizeye kitaplarini bagigla-
yan Muallim Cevdet ve Emiroglu Ziya'nin eserleri, belediye
ve miizelerin yayinlari, Matbuat Umum Miidiirligi yayin-
lar, 15. y1l miinasebetiyle yapilan yayinlar, Istanbul’un en
eski resmi, sehir sanayi, eski gazeteler, musiki alet ve edevati
sergisi incelenmistir (Cumhuriyet 1939: 1,11).

Sehir ve Inkilap Vesikalari Miize ve Kiitiiphanesi acilig
tarihinden itibaren gegici sergiler hazirlanarak Istanbul
halkinin begenisine sunulmustur. Bunlarin en 6nemli-
leri 1940-1941 yillar1 arasindaki sergilerdir. Matbaanin
kurulugunun 500. yildoniimii vesilesiyle hazirlanan kitap
konulu sergi, Namik Kemal’in dogumunun 100. yilint
kutlayan sergi ve maket, nesriyat, grafik eserlerden olugan
sehir konulu sergi bunlar arasinda yer alir. 1940 yilindan
itibaren miizecilik faaliyetlerini genigletmek amaciyla Is-
tanbul Belediyesi, Tevfik Fikret’in Rumeli Hisar1'na yakin
Agiyan’da yer alan evi bir edebiyat miizesi kurmak amaciyla
sairin esi Nazime Hanim’dan i¢indeki esyalarla birlikte
satin alinmuigtir. Bes yil siiren sergileme caligmalari ardin-
dan Tevfik Fikret’in 30. 6lim yilinda Edebiyar-1 Cedide
Miizesi adiyla Tirkiye’'nin ilk edebiyat miizesini ziyarete
agmugtir. 15 Haziran 1942 tarihinde Sisli'de Artatiirk’iin
kurtulug planlarint hazirladig: ev ise, Azatiirk Miizesi adiyla
acilmigtir.

Belediye Muzesi

Istanbul kiiltiir hayatinin gesitlenmesinde 6nemli katkilar
sunan Sehir ve Inkilap Vesikalar1 Miize ve Kiitiiphanesi'nin
kurulmas: eser bagiginin da oniinti a¢cmug, bir¢ok kigi
ve kurumdan gelen eser ve kitap bagislariyla Beyazit
Medresesi’'nin salonlar1 eser sergilemede yetersiz kalmigtir.
Sehir ve Inkilap Vesikalar1 Miize ve Kiitiiphanesi kurulugu
caligmalarinda 6nemli katkilar saglayan Selim Niizhet'in
onerisiyle (Aksam 1946: 3) Sarachane’de bulunan Gazanfer
Aga Medresesi'ne miizeyi tasimak i¢in ¢aligmalara baglan-
migtir.

Donemin basini tarafindan taginma ve sergileme faaliyet-
leri yakindan takip edilmistir. Gazanfer Aga Medresesi'nin
Belediye tarafindan $ehir Miizesi haline getirilecegi, ser-
gilemede Istanbul’un fetihten énceki ve fetihten sonraki
durumunu gosteren resimler, maketler, grafiklerle goste-
rilecegi, Istanbul’da mevcut 6nemli binalarin gelisimi, de-
gisimi ve Cumhuriyet devriyle sehre kazandirilan yapilarla

Temporary exhibitions were prepared and presented to the
people of Istanbul since the City and Revolution Documents
Museum and Library in Beyazit Madrasah first opened. Most
important of these were the exhibitions between 1940-1941.
These exhibitions include the exhibition about books that
were prepared on the occasion of the S00™ anniversary of
the establishment of the printing house, the exhibition cel-
ebrating the 100 anniversary of Namik Kemal’s birth, and
the urban-themed exhibition consisting of models, publica-
tions, and graphic works. In order to expand the museum
activities beginning from 1940, the Istanbul Municipality
purchased Tevfik Fikret’s house in Asiyan, close to Rumeli
Hisar1, from the poet’s wife, Nazime Hanim, in order to es-
tablish a literature museum. After five years of work on the
exhibitions, Turkey’s first literature museum opened under
the name of Edebiyat-1 Cedide [New Literature movement}
Musenm on Tevfik Fikret’s 30" Remembrance Day. The house
where Atatiirk worked on his plans for liberation in $igli, was
opened under the name Atatiirk Museum on June 15, 1942.

Municipality Museum

The establishment of the City and Revolution Documents
Museum and Library, which made significant contributions
to the diversification of Istanbul’s cultural life, also paved
the way for donations of works, and the halls of Beyazit
Madrasah were insufficient in exhibiting works with the
donations of works and books from many individuals and
institutions. With the suggestion of Selim Niizhet (Aksam
1946: 3), who made significant contributions to the estab-
lishment of the City and Revolution Documents Museum
and Library, the attempts began to move the museum to
the Gazanfer Aga Madrasah in Sarachane.

The relocation and exhibition activities were closely fol-
lowed by the press of the time. The newspapers stated that
the Gazanfer Aga Madrasah would be turned into a City
Museum by the Municipality, the exhibition would show
Istanbul before and after the conquest with pictures, models,
and graphics, the development and alteration of important
existing buildings in Istanbul, the structures brought to
the city during the Republican era, and the daily life and
culture of the city (Aksam 1944: 3). It has been stated that
the models to be used in the exhibition were prepared by
the municipal development directorate and that the old
texts would be researched in order to place paintings of the
Byzantine works, which existed during the conquest but
later became history, in the museum where the four histori-
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Gazanfer Aga Medresesi Avlusu.

sehrin giinliik hayatin: ve kiiltiiriinii yansitan sergilemenin
yapilacagina gazetelerde yer verilmigtir (Aksam 1944: 3).
Sergilemede kullanilacak maketlerin belediye imar miidiir-
liigii tarafindan hazirlandigi, Istanbul’un dort tarihi evresi
canlandirilacak miizeye fetih déneminde mevcut olan fakat
sonradan tarihe karigmig Bizans yapitlarinin eski metinler
arastirilarak tablolarinin konulacagi belirtilmistir (Aksam
1944: 3).

Basina yansiyan haberlerde miizeye Sehir Miizesi ad: ve-
rilse de agilis giinii Belediye Miizesi adiyla karsilagilmistir.
Miize agiligina sayils giinler kala Orhan Ural tarafindan ¢izi-
len karikatiirde yeni agilacak miize Sehir Miizesi tabelasiyla
gosterilmistir (Ural 1945:1).

Gazanfer Aga Medresesi'nde restorasyon sonrast yapilan
sergileme caligmalari 1 Subat 1945 tarihinde bitirilerek
torenle ziyarete agilmistir. Torende davetlilere hitaben bir
konusma yapan Liitfi Kirdar miizenin adinin Sarachane’de
insa edilecek olan belediye sarayindan dolay: Belediye Mii-
zesi olarak isimlendirildigini agiklamigtir (Aksam 1945: 3):

Courtyard of Gazanfer Aga Madrasah

cal phases of Istanbul would be revived (Aksam 1944: 3).

Although the museum was called the City Museum in
the news reflected in the press, the title Municipality Mu-
seum appeared on the opening day. In the cartoon drawn
by Orhan Ural a few days before the museum opening,
the new museum to be opened was depicted with the City
Museum sign (Ural 1945: 1).

After the restoration, the work on exhibitions in Gazanfer
Aga Madrasah was completed on February 1, 1945, and the
museum opened to visitors with a ceremony. Liitfi Kirdar,
who made a speech to the guests at the ceremony, explained
that the museum was named as the Municipality Museum be-
cause of the city hall to be built in Sarachane (Aksam 1945: 3):

Because the Gazanfer Aga Madyasah, where we beld the open-
ing ceremony, is of great value in terms of Turkish architecture,
we had it repaired by preserving its old state. Since the city hall
is to be built in this area, we decided to turn this beautiful

building into a Municipality Museum.
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Istanbulda bir gehir milzesi agld, — Gazetelorden —
———

Tanin gazetesi 12 Ocak 1945 tarihli gazete kupura.
Tanin newspaper, press clipping dating to January 12, 1945.

Agtlig tovenini yaptifimiz Gazanfer Afa Medresesi Tiirk
mimarisi bakimindan biiyiik krymeti haiz oldugu icin onu
eski halini mubafaza ederck tamir ettivdik. Belediye sarayz
da bu civarda yapilacags igin bu giizel binay: Belediye Miizesi
haline getirmeZe karar verdik.

Binanin iki kanadimn bir tavafmdaki alti odasinda
Istanbul'un Furtulusundan beri gegirdigi devirlerin ana hat-
larmzi gizmeZe calsgtik. 11k odada Bizans Istanbul unu gisteren
vesikalar bulunuyor. Ikinci oda Fatib Istanbul’ una, iigiincii oda
Kanuni Istanbul'una, dirdiincii oda diinkii Istanbul’'a, beginci
oda bugiinkii [stanbul'a, altinct oda da yarmki Istanbul'a aittir.

Binanin diger kanadindaki alt: oday: Istanbul’ un sanat
ve zanaat miizesi haline koyduk, ilk odada kumagilik, yaz-
mactlik, ikinci odada porselen ve cam numuneler, ciniler, iigiin-
ciisiinde dericilik, oymactlik, sedefcilik, liilecilik, tespibgilik,
hokka, kalem, kagit gibi yazi levazima, 4 iinciide madeni egya
teshir ediliyor. Beginci oda kabveye hasredilmistiv. Burada
kahve, cubuk ve sair miikeyyifata ait egya ile eski kahvecilerin
yaptiklar: berberlik, hacamatgilik, digcilik, sinnetgilik gibi
islerde kullandiklar: dletler vardrr. Altinct oda Tiirk tema-
gasina tahsis edilmigtiv. Burada Karagoz, ortaoyunu, kukla,
hokkabaz oynatanlarm kullandiklar: vasitalarla bazi meshur
sanatkdrlarin resimleri teghir ediliyor.

Medyesenin ders odasinda Belediyemizin taribgesini ¢iz-

mege bagladik.

In the six rooms on one side of the two wings of the build-
ing, we tried to draw the outlines of the periods that Istanbul
has gone through since its liberation. In the first voom, there
are documents showing Byzantine Istanbul. The second room
belongs to Fatih’s Istanbul, the third room belongs to the Ka-
nuni’s Istanbul, the fourth room belongs to yesterday’s Istanbul,
the fifth room belongs to today’s Istanbul, and the sixth room
belongs to tomorrow’s Istanbul.

We have turned the six rooms in the other wing of the
building into the arts and crafts museum of Istanbul. In the
[irst voom, textiles, manuscripts, in the second room, porcelain
and glass samples and tiles, in the third, leatherwork, carv-
ing, mother-of-pearl making, meerschaum pipe making, rosary,
writing materials such as inkwell, pen, paper, and in the fourth
room, metal objects are exhibited. The fifth room is dedicated
to coffee. Here, there are coffee, pipes and other objects related
to pleasure-inducing substances, as well as tools used by former
coffee makers in jobs such as barbering, cupping, dentistry, and
civcumcision. The sixth room is dedicated to Turkish contempla-
tion. Here, the paintings of some famous artists ave exhibited
with the tools used by those who master Karagiz play, ortao-
yunu {light comedyl, puppets, and jugglers.

We began to draw the history of our Municipality in the
lecture room of the madyasah.

In his speech, Liitfi Kirdar stated that there was a need for
a City Museum showing all the phases of Istanbul, and the
first step towards this was taken with the opening of the
Municipal Museum (Tanin 1945: 4).

In the Municipality Museum exhibition, detailed in-
formation about the history of Istanbul was presented. The
Byzantine Period maps of the city walls of Istanbul, some
important structures, the structures built after the con-
quest, and the development stages of the city were shown.
The classrooms of Gazanfer Aga Madrasah were divided
chronologically; first, visuals related to Byzantine Istanbul
and the Ottoman Period after the conquest were included.
The development work carried out in the city during the
Republican Revolution, the work of the municipality, and
in the last section, the shape that Istanbul was expected
to take in the future as a result of these plans were shown
with drawings.

In the exhibition, which has also reflected the daily life
of Istanbul, coffee and coffeehouse culture, bath culture,
everyday objects, bookbinding, rosary, and mother-of-pearl
objects, Kiitahya and Canakkale ceramics, Beykoz glass,
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Liitfi Kirdar yapmis oldugu konugmada Istanbul'un tiim
evrelerini gosteren bir Sehir Miizesi’ne ihtiya¢ oldugunu,
acgilist yapilan Belediye Miizesi'yle bunun ilk adiminin atil-
digin1 sdylemistir (Tanin 1945: 4).

Belediye Miizesi sergilemesinde Istanbul tarihi hak-
kinda ayrintili bilgiler sunulmustur. Istanbul’'un Bizans
Doénemi sur i¢i haritalari, bazi 6nemli yapilari, fetih sonrast
inga edilen yapilar ve sehrin gelisim evreleri gosterilmistir.
Gazanfer Aga Medresesi'nin derslikleri kronolojik olarak
boliimlendirilmis ilk basta Bizans Istanbul’u, fetih son-
rast Osmanli Donemi’yle ilgili gorsellere yer verilmistir.
Cumbhuriyet Devrimi’yle sehirde yapilan imar faaliyetleri ve
belediyenin caligmalar: son boliimde ise yapilan planlamalar
sonucunda Istanbul’un gelecekte alacagi sekil ¢izimlerle
gosterilmistir.

Istanbul giinliik hayatinin da yansitildig: sergilemede
kahve ve kahvehane kiiltiirii, hamam kiiltiirii, giindelik
objeler, Osmanl: esnaf hayatini yansitan ciltgilik, tespih-
cilik, sedefcilik objeleri. Kiitahya, Canakkale seramikleri,
Beykoz camlari, Eser-i Istanbul iiretimi porselenler, Yildiz
porselenleri, metal ve piring kaplar, ayrica kiyafetler, fes ve
fes kaliplari, cariklar ve ¢izmeler, nazar objeleri, tasavvuf
eserleri, hat-levha koleksiyonu ve sifa taslari gibi eserlerin
yani sira; kukla, Karag6z, meddah, orta oyunu eserleri, sehir

manzarasina ait tablolar ve musiki aletleri sergilenmistir.

Sehir Muzesi

6 Ekim 1988’de Yildiz Sarayi’'na taginan ve Sehir Miizesi
adiyla hizmete acilan miize, Osmanli Imparatorlugu’nun
dordiincii biiyiik saray1 olan Yildiz Sarayi’'nin Giizel Sanatlar
binasinda 2017 yilina kadar hizmet vermigtir.

Yildiz Saray1 Cumhuriyet’ten sonra uzunca bir donem
Harp akademileri tarafindan kullanilmig, 1978 yilinda
kiiltiir bakanligina devredilmistir. 1987 yilinda Kiiltiir
ve Turizm Bakanlig: ile Istanbul Biiyiiksehir Belediyesi
arasinda yapilan protokol geregi giizel sanatlar binas: miize
olarak kullanilmak iizere Istanbul Biiyiiksehir Belediyesi'ne
tahsis edilmistir.

Has Bahge’ye cepheli miizeye Yildiz Sarayi'nin ikinci
avlusundaki gorkemli kapidan girilir. Miize sergileme alant
olarak diizenlenen, iki katli uzun salonlardan olusmaktay-
d1. Istanbul kenti icin 6nemli bir miize niteligini tasiyan
Sehir Miizesi'nin koleksiyonu genellikle 18. ve 19. yiizyila
tarihlendirilen etnografik ve tarihsel nitelikteki eserlerden
olusmaktadir. Miizenin girig katinda 1902 tarihli Sultan
Hamit tugrali mermer ¢esme aynast ve Sehremaneti yazil

Sehir diin giizel bir

Miize kazand:

Gazanferaga Medresesindeki Belediye Miazesi ve
Fatih Belediye fahsil subesi torenle agildi
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Belediye Mizesi acilisi.

Tanin gazetesi 2 Subat 1945 tarihli gazete kupuru.

The opening of the Municipality Museum

Tanin newspaper, press clipping dating to February 2, 1945.

Istanbul-produced porcelains, Yildiz porcelains, metal and
brass pots, as well as clothing, fez and fez patterns, sandals
and boots, evil eye objects, Sufi works, calligraphy-plate
collection, and healing bowls, puppet, Karagoz, meddah
[storytelling}, ortaoyunu [Light comedyl, cityscape paintings
and musical instruments were exhibited, which reflected

the Ottoman artisan life.

City Museum

The museum, which was moved to Yildiz Palace on Octo-
ber 6, 1988, and opened as the City Museum, served until
2017 in the Fine Arts Building of Yildiz Palace, the fourth
largest palace of the Ottoman Empire.

Yildiz Palace was used by the Military schools for a long
time after the Republic was founded, and in 1978 it was
transferred to the Ministry of Culture. In accordance with
the protocol signed between the Ministry of Culture and
Tourism and the Istanbul Metropolitan Municipality in
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Dektor Lot Kirdar agy noilunn  sigliyor

~ Sehir miizesi acilds

Vali, giizel bir nutukla Belediyenin
hazirladigi miizenin kiisad resmini yapt:

Istanbul Belediyesinin, Atatiizk Buol- | karar vermls almalarinin sebebini trah
E W Emdmllhmd"t-’nﬁl etmilytir.
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lisi sralarile Vilivet ve Beledive mus-| muhtelil dovirlerini pasteren posityin
vin we mildirlerinden, garctecilerdsn ve = Arkam mhife 3, Si 6 da —
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Belediye Miizesi acilisi.

Cumhuriyet gazetesi 2 Subat 1945 tarihli gazete kupuru.
The opening of the Municipality Museum
Cumhuriyet newspaper, press clipping dating to February 2, 1945

1914 tarihli mermer levha sergilenmistir. Duvarlarda, Os-
manli ve Cumhuriyet Dénemi resim sanatinin 6nemli tem-
silcilerine ait eserler yer almistir. Bunlar arasinda Halil Paga,
Mesrur Izzet, Serif Ferid Efendi, Ali Sami Boyar, Hikmet
Onat, Sevket Dag, Feyhaman Duran, Ibrahim Calls, Sefik
Bursali, Elif Naci Kalpak¢ioglu, Vecih Bereketoglu, Hakk:
Anly, Ziya Keseroglu, Hamit Gorele, Kemal Zeren, Ferruh
Bagaga, Bedri Rahmi Eyiiboglu’'nun aralarinda bulundugu
sanatcilarin eserleri sergilenmigtir. Sehir Miizesi giris kat
sergilemesinde ayrica Yildiz Cini Fabrikasi iiriinii, tabak,
pano ve vazolar, Beykoz iiretimi camlar, Eseri-i Istanbul
porselenleri, Eyiip seramikleri, giimiis, tombak, mercan,
fildisi, sedef siisler, hamail ve muskaliklar 18. vel9. yiiz-
yila ait Tophane isi liileler,6l¢ii ve tartr aletleri, dirhemler,
saray takimi nargileler, tespih koleksiyonu,16. yiizyildan
bir ¢ini kandil ve harf sanat1 i¢inde ayri bir yere sahip olan
yazi resimlere ait 6rnekler yer bulmustur. Birinci kat sergi

salonunda ise daha ¢ok geleneksel sanat ve zanaatlara ait

1987, the fine arts building was allocated to the Istanbul
Metropolitan Municipality to be used as a museum.

The museum, which faces Has Bahge, is entered through
the magnificent gate in the second courtyard of Yildiz Pal-
ace. The museum consisted of two-story long halls organ-
ized as exhibition spaces. IMM City Museum Collection,
which is a significant museum for the city of Istanbul, gen-
erally consists of ethnographic and historical objects dated
to the 18™ and 19™ centuries.

On the ground floor of the museum, a marble foun-
tain mirror with Sultan Hamid’s tughra dated 1902 and
a marble plate with the inscription Sebremaneri (1914) are
exhibited.

On the walls, there are works belonging to the impor-
tant representatives of the Ottoman and Republican Period
painting art. Halil Pasha, Mesrur 1zzet, Serif Ferid Efendi,
Ali Sami Boyar, Hikmet Onat, Sevket Dag, Feyhaman Du-
ran, Ibrahim Calli, Sefik Bursali, Elif Naci Kalpak¢ioglu,
Vecih Bereketoglu, Hakki Anli, Ziya Keseroglu, Ham-
it Gorele, Kemal Zeren, Ferruh Basaga, Bedri Rahmi
Eyiiboglu were among the artists exhibited. Among the
exhibited items in the ground floor exhibition of the City
Museum were Yildiz Tile Factory products, plates, panels
and vases, Beykoz glassware, Istanbul made porcelain, Eytip
ceramics, silver, tombak, coral, ivory, mother-of-pearl or-
naments, amulets and amulet boxes, 18" and 19™ century
Tophane-made pipes, measuring and weighing instruments,
dirhams, palace set hookahs, rosary collection, a 16™-cen-
tury tile oil lamp, and examples of calligraphy paintings,
which have a special place in the art of letters. In the first-
floor exhibition hall, mostly works of traditional arts and
crafts and the tools and equipment used in their production
were exhibited. Famous masters of calligraphy and writing
were displayed on the walls: Calligraphy, plate and writ-
ing samples belonging to Mustafa Izzet Efendi, Mahmut
Celaleddin, Mehmet Rasid Efendi, Mehmet Sefik Efendi,
Sami Efendi, last tugrakes {a person who stamped edicts and
official documents in the Ottoman Empirel Ismail Hakk:
Altunbezer and Hamit Aytag, as well as 18™ and 19™ cen-
tury ¢atma {gilt brocaded velvet} and silk woven fabrics.

In the display cases; writing sets, inkwells, dipsticks,
sharpeners, paper scissors, quartz agate, silver, ivory seals,
brass, tombac, copper globes, steam, candlesticks, oil lamps
and lanterns; coffee sets, cups and envelopes, tortoiseshell,
bone, wooden and metal spoons, quilted belts, barber sets,

binding patterns were exhibited.
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eserlerle bunlarin yapiminda kullanilan arag ve gerecler ser-
gilenmigtir. Duvarlarda hat ve yazi sanatinin inlii ustalars;
Mustafa Izzet Efendi, Mahmut Celaleddin, Mehmet Rasid
Efendi, Mehmet Sefik Efendi, Sami Efendi, son tuZrakes
Ismail Hakk: Altunbezer ve Hamit Aytac’a ait hat, levha ve
yazi ornekleri, 18. ve 19. yiizyila ait catma ve ipekli dokuma
kumaslara yer verilmisti.

Vitrinlerde; yazi takimlari, hokka, divit, kalemtiras,
kagit makaslari, necef akik, giimiis, fildisi miihiirler,
piring,tombak ,bakir alemler, buhardan, samdan, kandil
ve fenerler; kahve takimlari, fincan ve zarflar, baga, kemik,
ahsap ve maden kagiklar, kazaz igi kemerler, berber takim-
lar, cilt kaliplar1 sergilenmigtir.

Sehir Miizesi’nde sergileme alanlarinin yetersizligi nede-
niyle koleksiyonda bulunan eserler Filiz Cagman tarafindan
yapilan seckiyle sergilenmigtir. Yildiz Saray: i¢inde yer alan
Sehir Miizesi’nin 2017 yilinda ziyarete kapatilmas: ardin-
dan koleksiyondaki eserler Istanbul Biiyiiksehir Belediyesi
Kiiletir Varliklar: Daire Bagkanligi Kiitiiphane ve Miizeler
Miudiirliigii Acatiirk Kitapligi eser depolarinda muhafaza
altina alinmistir. Su an caligmalari hizla devam eden Istan-
bul Biiyiiksehir Belediyesi Kent Miizesi Koleksiyonu'ndan
ufak bir seckiyi Istanbul Biiyiiksehir Belediyesi ve Yap1
Kredi Kiiltiir Sanat Yayincilik isbirligiyle gerceklestirilen
“Buras1” sergisi kapsaminda sizlerle paylasmaktan mutluluk

duyuyoruz.

1 IBB Sehir Miizesi Koleksiyonu'nda bir adet bordo ve bir adet tirse renginde
olmak tizere iki adet ferace yer almaktadir.

2 Vittorio Pisani; Italyan ressam. Kurtulug Savasi’'ni 10 adet suluboya ile resim-
lemistir. Inkilap Miizesi eser edinme siirecinde dokuz adet tablo koleksiyona
katilmis 2014 yilinda Kiitiiphane ve Miizeler Miidiirliigii tarafindan 10. tablo
satin alinarak koleksiyon tamamlanmigtir.

3 Tarihgi ve gazeteci Enver Behnan Sapolya (1900-1972) Miizeler Tarihi ki-
tabinin ilk baskisini 1936 yilinda yapmustir. Enver Behnan bu kitabinda
Miizelerin Nevileri bagligi altinda 7. maddede Inkilap Miizesi'nden bahset-
mistir. 7. Maddenin ayrintilt anlatildigi kisimda ise Inkilap Miizesi yerine
Devrim Miizeleri adini kullanmigtir.

4 Hasan Bedrettin makalesinde Sebir ve Inkilap Vesikalar: Miizesi bagligini
kullanmis. ‘Kiitiiphane’ kismint yazisinin bagliginda belirtmemistir.

Yildiz Saray1 Giizel Sanatlar Binasi
Yildiz Palace Fine Arts Building

Due to the lack of exhibition space in the City Mu-
seum, the rarest works in the collection were selected by
Dr. Filiz Cagman, and these works were exhibited. After
the City Museum in Yildiz Palace was closed to visitors in
2017, the works in the collection were kept in the Istanbul
Metropolitan Municipality Cultural Heritage Department
Library and Museums Directorate Atatiirk Library artifact
warehouses. We are happy to share with you a small selec-
tion from IMM City Museum Collection, which is currently
underway, within the scope of the “This Place” exhibition
held in collaboration with Istanbul Metropolitan Munici-
pality and Yap: Kredi Culture Arts and Publishing.

1 In the IMM City Museum Collection, there are two abayas, one in
burgundy, one in aquamarine.

2 Vittorio Pisani; Italian painter. Painted the War of Independence in 10
watercolors. During the acquisition period of the Revolution Museum
nine paintings were acquired, the collection was completed when the
Directorate of Libraries and Museums acquired the 10th painting.

3 Historian and journalist Enver Behnan Sapolya (1900-1972) published the
first edition of his book “History of Museums” in 1936. Enver Behnan has
talked about the Revolution Museum under the title Types of Museums
in the 7th article. In the section where the 7th article was explained in
detail, the title Devrim Miizeleri {Upheavel Museums} was used instead of
Revolution Museum.

4 Hasan Bedrettin used the title Cizy and Revolution Documents Museum in his
essay. He has not specified the ‘Library’ in the title of his essay.

Translation: Ulya Soley
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istanbul'un Duygusal Varliklarinin Derin Biyoarkeolojisi

The Deep Bioarchaeology of the Sentient Beings of Istanbul

DOC. DR. CANAN CAKIRLAR
Groningen Universitesi
University of Groningen

Insanin mekan edindigi her yeri, oranin ‘doga’sini, karmasik
sosyo-ekolojik sistemler cercevesinde degerlendirmek gere-
kir. Bu da diinyadaki her yeri boyle degerlendirmek gerek-
tigi anlamina geliyor. Karmasik sosyo-ekolojik sistemlerde
insan besin zincirinde tepedeki yerini korur, 6te yandan da
ekolojik nigini biiylitmeye devam eder (apartman dikmek
i¢in agilan tag ocaklarint diigliniin), popiilasyon arttik¢a
insanin kendi tiiriiyle ve diger tiirlerle rekabeti tiir-ici ve
tiir-dist igbirligine agir basar. Hem insanlar hem de insan
olmayan duygusal varliklar, yani hayvanlar, giderek artan
bedeller 6derler. [stanbul’da yasayan insanlar ve diger duy-
gusal varliklar bir siiredir bu kisirdongii i¢inde ya kagacak
yer artyor ya da bir yasam alant olugturmaya ¢aligtyor.

Istanbullu bugiin ne konusur bilmiyorum artik ama
80’lerde Istanbul’da biiyiirken solastalji giindelik konus-
malarin bir parcasiydi. Hem Istanbul’un eski sakinleri hem
de benim ailemin de aralarinda bulundugu sehre yeni go¢
etmis olanlar yani herkes betonlagmadan sikdyet eder or-
manlik tepelerin yok oldugundan bahseder ve baligin bol-
lugunu 6zlerdi. Yasar Kemal'in 1978 tarihli Deniz Kiistii
romaninda da (Kemal 1978) Balik¢i Selim bu ‘herkes’i tem-
sil ediyordu; aslinda yunuslarin, kili¢ baliklarinin pesinde
dolasarak eski Istanbul’u arar, her bos araziye agag dikerek
karaya da kik salmaya ¢abalardi, bir yandan da bir ev sahibi
olmayi arzulayip sehri betonlagtiranlara dykiiniirdii. Aslinda
adaleti arard1. Kendisi ve diger duygusal varliklar icin adil
yasam alanlarini...

Nasil adil yagsam alanlar: yaratacagiz? Buna egitimcilerin
getirdigi ¢oziimlerden biri ekolojik okuryazarlig1 arteirmak.
Bir seyi korumak icin sevmek, sevmek icin tanimak gerek
dogru mantigiyla ama doga-kiiltiir ikilemi dogrusuyla. Bu
yazida anlatmak istedigim ise, kentin dongiilerini dizginle-
mek i¢in, kent baglaminda bizi, bizim distmizdaki duygusal

varliklarla tanigtirmak i¢gin, pek de bilinmeyen biyoarkeo-

The “nature” of anywhere humankind deems a place, that
is: basically everywhere on earth, should be considered in
terms of complex socio-ecological systems. In complex socio-
ecological systems, humans guard their position at the top of
the food chain while expanding their niche (think about the
stone queries excavated to build apartment buildings). As its
population grows, human competition within its species and
with other species outweighs intraspecies and interspecies
cooperation. Both human and non-human sentient beings-
in other words, animals-start paying a high price. Humans
and other sentient beings living in Istanbul have been in this
vicious circle for some time now, searching for a refuge or
trying to create a habitat for themselves.

I don’t know what Istanbulites talk about these days
but in the 80s, while I was growing up in Istanbul, solas-
talgia was part of daily conversation. Everyone, from the
residents of Istanbul to migrants who had recently moved
to the city, including my family, used to complain about
the concretization and the loss of forests up the hills of the
city; and missed the abundance of fish. In Yasar Kemal’s
Deniz Kiistii {The Sea-Crossed Fisherman} novel from 1978
(Kemal 1978), Fisherman Selim represents “everyone” as
he chases the dolphins and swordfish, what he is searching
for is the Istanbul of the past, while he tries to take root
on land by planting a tree in every vacant field he finds.
He wishes to own a house, but he does not shy away from
complaining about the concretization of the city. In fact, he
is searching for justice. Equitable living spaces for himself
and other sentient beings...

How are we going to create equitable living spaces? One
solution offered by pedagogues is to improve ecological lit-
eracy. With the simple logic that one should love something
to protect it and get to know it to love it, guided by a

nature-culture dichotomy. What I would like to consider in
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lojik bakis acisi. Biyoarkeoloji adli bilim dali, hayvanlarin
arkeolojisini kemik ve benzeri organik arkeolojik kalintila-
rin morfolojik yapilarin, molekiiler iceriklerin (kimyalarin,
DNA’larin) tizerinden inceleyerek insan-hayvan-gevre sosyal
ekolojisinin derin ve yakin tarihi hakkinda bir¢ok soruya
cevap arar, bazen de bulur.

Fazla ileri gitmek istemem ama bu bakis agisi insan-
merkezli, yazili kaynak obsesyonlu tarihten ve doga-kiiltiir
ikileminden uzaklagip kendimize degisik bir yerden bakaca-
gimi1z bir ayna tutabilir. Tek saglik tek diinya. Istanbul’'un
biyoarkeolojik ge¢misinden anekdotlarla bir de boyle bak-
may1 deneyelim. Yenikapi, Bizans, oradan Fikirtepe'ye gi-
decegiz, belki de Bogazici'nin bile olmadig: bir Istanbul’a
ama ¢ok da uzaga degil, Istanbul’un ilk hallerine, heniiz
bir kdy oldugu zamanlara... Kim bilir belki o zamanlarda
da Bogaz'da yiizen yaban domuzlariyla karsilasmak miim-
kuindii.

1995 yilinda su iiriinleri ve deniz bilimci Daniel Pauly,
Balikgi Selim’in duygu durumunun ekolojik koruma bili-
minin bakis acilarini da etkiledigini, fakat bize bir ¢bziim
sunmadiZini gorebilecegimiz etkileyici bir makale yazd:
(Pauly 1995: 430). Pauly’nin Shifting baseline syndrome (de-
Gisken referans hatti sendromu)' adini verdigi bu durum
suna yol agmaya devam ediyor: Her yeni nesil ancak hati-
rinda kalan dogal dengelere 6zlem duyabilmekte, ekolojik
dengeleri restore etmeyi amaglayan bilim insanlari da bu
hatirda kalan biyolojik ¢esitlilik ve bollugu baz alarak resto-
rasyon programlari kurgulamakta. Burada sorun, hatirlanan
hi¢bir ‘doganin’ aslinda ‘dogal’ olmamast.

Opyleyse, ge¢mis gibi bir gelecek kurgulamak igin
hangi ge¢misi baz almali? Deniz Kiistii gibi romanlardaki
Istanbul’'u mu? Evliya Celebi'nin ormanlik, geyikli Osmanl
Istanbulu'nu mu? Antroposen’in baglangici olarak kabul
edilen Endiistriyel Devrim’in, yani Modernlesme stirecinin
Istanbulu’nu mu? Muhtemelen bir sonraki neslin konugacak
oldugu Kanal Istanbul’dan sonra da, pre-Kanal Istanbul,
yani 21. yiizyilin baslarindaki Istanbul’'u mu? Peki ya evcil
hayvanlarla olan iligki bi¢cimimiz tiim bu siireclerde nasil
sekilleniyor?

Bu yazida sunu 6nerecegim: Cevreyle iligkilerimizin
odak noktalarindan biri de hayvanlarla kurdugumuz etkile-
sim. 1997 Amsterdam Anlagmasi’'na’ gore diinyay: paylasti-
gimiz hayvanlar ‘insan olmayan duygusal varliklar’. Onlarla
iligkimizin tarihini yazili kaynaklara dayanarak anlamak,
hayvanlari da kale alan bir ¢evre bellegi yazabiliriz. 1997

Amsterdam Anlagmasi’na gore insan olmayan duygusal

this article is an uncommon bioarchaeological perspective,
which helps us get to know the other sentient beings to break
the vicious cycles of the city. Bioarchaeology examines the
archeology of animals through bones and similar organic
archaeological remains, their morphological structures, and
molecular content (chemical composition and DNA) and
tries to understand the deep and recent history of the human-
animal-social ecology and sometimes manages to do so.

I would not want to seem insistent, but I would argue
that this point of view could provide a fresh perspective to
examine ourselves and move away from anthropocentric
history obsessed with written sources and the nature-culture
dichotomy. One Healt, One World. Let’s try recalling an-
ecdotes of the bioarchaeological past of Istanbul. We will
be visiting Yenikapi, Byzantium, then Fikirtepe. Perhaps
we will be visiting the Istanbul founded before Bosporus
came into existence, but not too far into the past, we will
be visiting Istanbul in its initial stages, at a time when it
was only a village... Perhaps then too, one could come across
wild boars swimming across the Bosporus.

In 1995, marine biologist and oceanographer Daniel
Pauly wrote an effective article in which he argued how
Fisherman Selim’s emotional state affects perspectives on
ecological conservation management without providing
any solutions (Pauly 1995: 430). Pauly calls it the Shifting
Baseline Syndrome," which causes each generation to yearn for
the natural balance they can remember, and in turn science
that aims to restore ecological balances, designing restora-
tion programs based on remembered states of biological
diversity and abundance. The problem here is that none
of the remembered states of “nature” is in fact “natural”.

Then, on which past should we base our efforts to build
a future that is like the past? On one that is akin to Istan-
bul in novels like Deniz Kiistii? or akin to Evliya Celebi’s
Istanbul with its forests and deer? Or Istanbul during the
Modernization period, which coincides with the Industrial
Revolution, which some consider to be the starting point of
the Anthropocene? Following the Istanbul Canal Project,
the next generations will probably be talking about a pre-
Istanbul Canal era that is Istanbul at the turn of the 21*
century? How did our relationship with animals change
during these periods?

In this article, I suggest that our interaction with animals
is one of the focal points of our relationship to the environ-
ment. According to the 1997 Treaty of Amsterdam,” ani-

mals are defined as “non-human sentient beings with whom
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varliklarin yani birlikte yagadigimiz hayvanlarin, derin ama
antropolojik arkeolojisinden, yazili kaynaklarin 6znelsel-
liginden gorece daha bagimsiz, daha derin bir toplumsal
cevre bellegi gelistirmek miimkiin. Ve gerekli. Bunlarla
beraber biyoarkeolojiyi de bilim insaninin yorumlarindan
bagimsiz ya da nesnel gibi diisiinmek dogru degil elbette.
Ornegin 60’lardan beri bir ekolojik kriz i¢inde olmamiza
ragmen, ecofact® adi verilen biyoarkeolojik kalintilarin (ke-
mik, tohum, odun kémiirii, salyangoz kabugu vs.) kazilar
esnasinda toplanmasi tamamen arkeologlarin inisiyatifi-
ne kalmis. Eger bu se¢imi bir arkeolog yapmadiysa size
Antroposen’i agiklayabilecek, anlatabilecek sosyo-ekolojik
arsiv de yok oldu demektir. Ciinkii baglami belgelenme-
mis, tarihlenmemis ecofact’lerin bilimsel degeri de en aza
indirgenmis oluyor. Bir ¢evre krizi, cevre adaleti krizi tavan
yapmigken, ecofact’ler kiiltiirel ve biyocesitlilik mirasiyla
ilgili kanunlarla korunmuyor. Séyle diisiiniin: Bir savcinin
bir miize arkeologuna, neden kazi sirasinda o mermer hey-
keli kirdin, diye sorma hakk: var. Ama insan-iklim-cevre
iligkileriyle ilgili ge¢misten dersler tagima potansiyeline
sahip ecofact’lerle ilgili bir aragtirma yapip yapmamaniz
kanun nezdinde diizenlemeye tabi degil.

Antropolojik arkeoloji kavram1 yaygin bir kavram degil,
biz arkeologlarin anladig1 arkeolojinin konusu hep insanla
ilgili. Burada antropolojik olana vurgu yapmamin sebebi
insana vurgu yapmak degil; birbirine bagli iki sebebi var:
Ilki veri kaynagini paleontolojiyle ya da jeolojiyle karigtir-
mamak. Soziinii edecegim hayvan ge¢misi, simdi Kiigiik-
cekmece Golii kiyisinda yer alan Yarimburgaz Magarasi’'nda
bulunan Orta Paleolitik’te (giiniimiizden 200 bin ila 40 bin
yil 6ncesinde), ortamda pek az Neandertal var iken burada
yasayan, magarada kis uykusuna yatan ayilarin insandan
bagimsiz ge¢misi degil (Stiner, Arsebiik, Howell 1996:
279-327). Bu hayvan ge¢misinin argivleri, modern insan-
larin koylerinden arta kalan ¢Oplerinde ve mezarlarinda
ortaya ¢ikiyor. Ikinci soziinii edecegim konu ise gecmiste
hayvanlarin insanlarla siirekli iletigim, etkilegim halinde
olduklari ve artik insan etkisi altinda evrilen bir ekolojinin
bir pargasi olarak Antroposen’de yasadiklarr siireg.

Yaziy1 buraya kadar okumus olanlarin artik aklina
Yenikapi'da gerceklesen Marmaray/Metro kazilari gelmis
olmali. Bu kazilar, hatta kazilarda ‘elde edilen’ hayvan is-
keletlerinin kalintilar1 gazetelere ¢ikmis, ana akim medya
diliyle ‘cok yanki uyandirmiglards’. Yenikap:i'da bulunan ve
gazetelere ¢ikan hayvanlar, daha ¢ok Bizans donemi boyunca

buradaki limana, telef olduktan sonra atilmis at, deve, fil,

we share the world”. Using written sources, we can create an
environmental memory that takes them into account. Based
on the bioarchaeological record, it is possible to develop a
much deeper collective environmental memory of animals
-who are the non-human sentient beings with whom we
share our world - that is relatively independent of anthro-
pological archeology or the subjectivity of written sources.
It is also a requirement. It wouldn’t be right to think of
archaeology as an objective discipline, or independent from
scientists’ interpretation. For example, despite the fact that
the world has been experiencing an ecological crisis since
the 60s, the collection of ecofacss,” which are bioarchaeo-
logical artefacts like bones, seeds, charcoal, snail shells etc.,
is completely left to the judgment of archeologists dur-
ing excavations. If an archeologist does not choose evaluate
these, the socio-ecological archive that could explain the
Anthropocene disappears for good. The scientific value of
ecofacts significantly diminishes when they are undated or
from undocumented contexts. As an environmental crisis,
an environmental justice crisis, is peaking, ecofacts are not
protected by laws such as those that protect cultural herit-
age. Think of it in this way: a prosecutor has the right to ask
a museum archeologist why she broke a marble statue. But
conducting research on ecofacts, or rather not, is not subject
to legal regulations although they have the potential to re-
veal insights from the past on human-climate-environment
relations.

The concept of anthropological archeology is not a very
common concept. We, the archeologists, consider the sub-
ject of archeology to be related to humans anyway. The
reason I am emphasizing the anthropological aspect now is
not to highlight the human character of archeology. There
are two interconnected reasons: first, not to confuse the
source of data with paleontology or geology. The animal
history I will be talking about is not the history of bears
independent from humans as they were hibernating during
the Middle Paleolithic (between 200 thousand and 40 thou-
sand years ago from today) in Yarimburgaz Cave, located
by Kiiciikcekmece Lake, while there were very few Nean-
derthals around (Stiner, Arsebiik, Howell 1996: 279-327).
It is the animal history derived from the trash deposits left
behind in the villages of modern humans and their cemeter-
ies. The second point is about the constant communication
and interaction between animals and humans in the past,
and the processes animals are going through today under a

human driven ecology during the Anthropocene.
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kopek, maymun gibi halkin ilgisini ¢cekebilecek tiirlerdi.
Koyun, keci gibi daha siradan, hatta domuz gibi tabu ola-
rak goriilebilen tiirler biyoarkeolojik verilerde yer almasina
ragmen, gazetelerde boy gosterememiglerdir (Onar, Alpak,
Pazvant, Armutak, Chrészcz 2012: 139-146).

Bu buluntulari, hayvan haklar1 etigi agisindan da ‘oku-
mak’ miimkiin. Ornegin Yenikapi limaninin dibinde bu-
lunan fil ya da fillerin varlig1, belli ki Istanbul’a endemik
degil, kentlesmenin getirdigi hayvan translokasyonunun
bir temsiliydi. Elit, tiiccar yapilanmanin ¢ok uzaklardan,
bir Bizans hayvanat bahcesinde ya da panayirinda sergilen-
mek iizere, belki de saraylilara hediye edilmesi amaciyla,
tutsak edilerek getirilen birer duygusal varliklardi. Sosyal
esitsizligin percinlenmesinde kullanilan birer alettiler. Li-
manin dibinden ¢ikan yiizlerce at kemiginde en gbze carpan
ozellikler, atlarin ara¢ ¢gekmekten ya da insan tagimaktan,
kosulmaktan parcalanmis, enfeksiyondan kabarip sismis,
hatta delinmig yanaklari, disleri, burunlariydi (Onar, Alpak,
Pazvant, Armutak, Gezer Ince, Kiziltan 2013: 1-8). Bu
‘buluntular’, Ortagag’da hayvanlarin nasil gériildiigi, hay-
vanlara nasil davranildigina dair bilgi sunmasi baglaminda
degerlendirilebilir. Bizans, Roma’'nin ve Hiristiyanligin
ogretilerini harmanlayarak, hayvanlart hem mal hem de
asaZilik yaratiklar olarak gormiistiir (Wise 1996: 498-499,
502).Yenikapi'nin Bizans atlari bu yaklagimin materyal
manifestosu degil midir? Daha gecen yila kadar adalarda
araba ¢eken atlarla bu hayvanlar arasindaki tek benzerligin
ayni tiire ait olmalarindan ibaret olmadig1 agik.

Bunlar yazili kaynaklarla birlestirip yorumlayabildi-
gimiz biyoarkeolojik buluntular. Parcalanmis ama yine
de tanidik bir diinya (en azindan biz dyle saniyoruz). Bir
de Istanbul'un ilk insan olmayan sahipleri var. Cok tiirlii
ama antropojenik Istanbul’un ilk koylerinde yasadiklarina
dair kanitlar bulunanlar. Yenikap: da onlardan biriydi. Su
ana kadar bulunup da kazilan Istanbul kéylerinin hemen
hepsiyse Marmara Denizi’nin Bogazici'yle birlegtigi ku-
zey kiyilarinda yer aliyor. Yenikaps, Fikirtepe, Pendik...
Yenikapt son zamanlarda Istanbullunun en asina oldugu
prehistorik yerlesim olsa da bu koyler arasinda ilk bulunan:
Fikirtepe'dir. Bu ilk kdylerden kag tane oldugunu bilmi-
yoruz. Yenikapi'daki MO 6500-5300 yillarina tarihlenen
koy, tam da buldozerler artik buradan camurdan bagka bir
sey ¢ikartamaz derken giiniimiizdeki deniz seviyesinin 15
metre agagisinda tamamen tesadiifen bulunmugtu. Fikirtepe
ve Pendik ilk kazildiklarinda bostanlardan olusan alanlard:.

Bir kez daha kentsel doniismiis olan Fikirtepe'de en ge¢ MO

Those who have read this piece thus far must have
thought of the Marmaray/Metro excavations in Yenikapi.
Newspapers covered the findings, even including the animal
keletons “acquired from” the excavations. The public was
“amazed” by them, as the mainstream media outlets put it.
The animals that made it to the news were mostly species
that attracted public’s attention, such as horses, camels,
elephants, and dogs, monkeys, who were thrown out in the
sea once they perished during the Byzantine era. Although
there were bioarchaeological data on more common species
like sheep, goat, or species considered taboo, like boar, they
were not worthy of mention in the news (Onar, Alpak,
Pazvant, Armutak, Chrészcz 2012: 139-146).

“Interpreting” these archeological findings from the
perspective of animal rights and ethics is possible. For ex-
ample, the existence of an elephant or elephants, that are
evidently not endemic to Istanbul, right next to the port
of Yenikapi, was a representation of animal translocation
driven by urbanization. They were individual sentient be-
ings captured and brought over from faraway lands by the
elite or tradesmen to be exhibited either in the Byzantine
menageries or during the festivals, or to be gifted to mem-
bers of the court. They were tools to fasten the bolts of social
inequality. The most significant qualities of the hundreds
of horse bones collected from the bottom of the port were
that they were shattered into pieces from harnessing, pull-
ing carriages or carrying humans; they were swollen and
bloated due to infection to the point that their cheeks, teeth,
and nose were perforated (Onar, Alpak, Pazvant, Armutak,
Gezer Ince, Kiziltan 2013: 1-8). These “findings” can be
used to understand how animals were perceived and treated
during the Middle Ages. Combining the teachings of Byz-
antium, Rome and Christianity, animals were regarded
as mal (a commodity) and a lesser creature (Wise 1996:
498-499, 502). Aren’t the Byzantine horses of Yenikapi a
material manifestation of such an attitude? It is clear that
the similarities between the horses pulling carriages on
the islands until the past year and these animals go beyond
simply being the same species.

These are bioarchaeological findings we could trace to
written sources. It is a fragmented but familiar world (at
least, we tend to think so). Then there are the first non-
human owners of Istanbul, of whose existence there is di-
verse evidence in the first villages of anthropogenic Istan-
bul. Yenikap: was one of them. Almost all the unearthed

villages of Istanbul are located on the northern coast of the
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6600 yillarina denk gelen kdyiin ve hayvanlarinin yerinde
elbette giiniimiizde ne bir parca kemik ne bir kerpi¢ parcast
ne de bir deniz kabugu kalmistir.

Bu kazilardan elde edilen biyoarkeolojik kalintilar insan
olmayan ama duygusal varliklarin insan etkisiyle nasil var
olduklari ve degistikleri hakkinda bulgular sunmaktadir
(Gakirlar 2013: 59-79). Ornegin yunuslarin kemikleri, bu
tiiriin Bogaz ve Marmara’'da binlerce yil 6nce de yiizdiigiinii
anlatiyor. Bu bireylerin, Balik¢i Selim’in pesinde kostugu,
endiistriyel yunus avcilarinin katlettigi, vapurdan ya da
Besiktag'tan gordtiigiimiiz yunuslarla aralarinda genetik bir
bag var (bu arada ben hayatimda Bogaz’'da tek bir yunus bile
gormedim). Mersin balig: ise, simdikinin aksine, kendini
arkeolojik buluntularda gostermiyor. Peki Mersin baligi
Istanbul’a ne zaman, nereden geldi? Daha dogrusu kim
tarafindan getirildi? Ote yandan cipuralarin boyu ge¢miste
70 santimi agtyor. Bu biiytikliikteki ¢ipuralar simdi ancak
zengin sofralarinda var; o da tabii eger bulunabilirse... Asir1
avlanmanin ilk sonuclarindan biri denizde biiyiik baliklarin
kalmamasidir. Baliklar hem sayi olarak azalir hem de bo-
yutlar: kiiciiliir. Zaten balik¢t diliyle soylersek, ¢ipura bu-
ralarin balig1 degildir, yani nadir olarak Kuzey Marmara’da
yakalanir. Bu koca ¢ipuralarin Marmara'da ne zamandan
itibaren azalmaya bagladiklarini bilemiyoruz. Ancak iklim
degisikligi, degisen diger cevre sartlari, agir1 avlanma bu
azalmaya etki etmis olabilir.

Istanbul’un ilk koyliilerinin atlart yok. Atlar binlerce
yil sonra evcillestiriliyor. Bilindigi kadartyla Istanbul’da
Erken Holosen déneminde yabani at da yok. Bu elbette
kesin olarak bilinmeyen bir durum, akilda kiiciik bir soru
isareti kaliyor. Ormanlik, engebeli ve sulak bir arazi diigii-
niildiigiinde, acik arazilerde bol mesafe katedip otlayarak
yasayan atlara dair hicbir biyoarkeolojik kanitin olmamasi
olagan gibi goriintiyor. Bu durumda yabani atlarin olup
olmadig1 bilgisinden tam olarak emin olamiyoruz.

Bu donemde Istanbul,tarih 6ncesi dosnemlerde evcilles-
tirilmis ve su anda insan yagsaminin olmazsa olmaz besin
kaynagi olan pek ¢ok hayvanin dogal ekolojik ortami degil.
Bu donemin jeolojik adi Erken Holosen, yani son Buzul
Cagi’'nin bitmesinden sonraki ilk iliman iklimli dénem.
Erken Holosen'de ormanlar genislerken bozkirlar daraliyor.
Biyoarkeologlar ve arkeologlar Anadolu’dan gé¢ eden tarim
ve hayvancilikla gecimlerini saglayan koyliilerin Istanbul’a
tohumlariyla ve evcil hayvanlariyla geldigini diisiiniiyor
(Ozdogan 2011: 415-430). Tarim ve hayvancilik, kéy haya-
tiyla birlikte 6zetle bu sekilde Avrupa’ya yayiliyor. Yayilma

Sea of Marmara, where the sea meets Bosporus. Yenikapi,
Fikirtepe, Pendik... Although the most famous prehistoric
dwelling among Istanbulites, more recently, is Yenikapi,
Fikirtepe was discovered first. We don’t know how many
villages of this kind existed. The village dating back to
6500-5300 BC in Yenikap: was stumbled upon — by com-
plete coincidence- at 15 meters below the sea level when
experts thought that there was nothing left but mud for
the bulldozers to dig out. When Fikirtepe and Pendik were
excavated for the first time, they were fields. With the urban
transformation Fikirtepe has gone through once again, no
trace is left of the village dating back to 6600 BC or of its
animals; not a single bone, a piece of mudbrick, or seashell.

Bioarchaeological remains from these excavations rep-
resent non-human but sentient beings and tell us how they
came into existence and changed through human impact
(Gakirlar 2013: 59-79). For example, dolphin bones tell us
that dolphin species swam in the Bosporus and Marmara
Sea thousands of years ago as well. These individuals, and
those chased by Fisherman Selim or hunted by the industrial
dolphin hunters share a genetic link with the dolphins that
can be seen on the ferry or from Besiktag (by the way I have
never seen a single dolphin in the Bosporus). As opposed to
now, sturgeon cannot be found in the archeological record.
Then, when did sturgeon arrive in Istanbul, from where?
Actually, brought by whom? On the other hand, seabreams
used to be longer than 70 centimeters. Seabreams of this size
are now only on the dinner tables of the rich; that is if they
can be fished at all... One of the primary consequences of
overhunting is the scarcity of big fish in the sea. Fish shrink
not only in number but also in size. As fishermen would
say, seabream is not found around here, it is scarcely caught
in northern Marmara. We cannot know for sure when the
numbers of huge sea breams started to decrease in Marmara,
but climate change, other changing environmental factors,
and overhunting could have affected the decrease in their
numbers and size.

The first villagers of Istanbul did not have horses. Horses
were domesticated thousands of years later. As far as we
know, there were no wild horses in Istanbul in the Early
Holocene. When you consider that the land was covered
with forests, rough terrain, and wetlands, it makes sense
that there is no bioarchaeological evidence for wild horses
that live in the open, travel far, and graze widely. Still, we
are not certain whether wild horses existed in Istanbul or

not.
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bu uzun siireci tanimlamak i¢in tartigmali bir kavram ta-
bii ki. Gogte oldugu gibi, insan hareketlerinin sz konusu
oldugu her durumda oldugu gibi, bu stire¢ de son derece
karmagik ilerliyor.

ik koyliiler bu bolgeye geldiklerinde koyun, keci ve
s1gir, daha sonraki go¢ dalgalarinda da evcil domuzlariyla
beraber geliyorlar. Trakya ve Marmara Bolgesi'nde o sira-
da yabani koyun ve keci yok, dolayisiyla ekolojik ortama
stirekli ot tiiketen yeni iki tiir, siiriiler halinde katiliyor
(Zeder 2017: 261-303). Otlatma ¢abast, bir ortamda ¢ok
kisa siire iginde kiiltiirel bir peyzaj olugmasina yol agma
potansiyeline sahiptir. Biyocografyanin kokten degisimine
insan araciliZiyla sebep olan tek faktor ise bu degil.

Biyoarkeloji, Istanbul gibi gecis alanlarinda, ders kitap-
larinda okutulan biyolojik tiir ve tiirlerin evrilmesi kavram-
larini tekrar gozden gegirmemizi zorunlu kilan melezlesme
stireclerinin gerceklestigini ortaya koyar. Koyliiler, evcil
sigirlarla bu bolgeye Orta ve Bati Anadolu’dan geldiklerin-
de, bolgede yabani sigirin (Bos primigenius) oldugu biliniyor.
Su anda yabani sigirlar, nesli tiikenmig hayvanlar arasinda
yer aliyor, ciinkii ‘doga’da yasamiyorlar. Son yabani s1gi-
rin Polonya’da 17. yiizyilda gortildiigii séylense de aslinda
evcil s1Zirin atasi olan bu tiiriin dogadaki yasaminin tarihi
olduk¢a gizemli. Heniiz baglangi¢ asamasinda olan son do-
nem biyoarkeolojik arastirmalar ise yabani ve evcil sigirla-
rin bu bélgede ¢iftlestigini veya ciftlestirildiklerini ortaya
koyuyor (Verdugo 2019: 173-176). Bu da evcillestirme ve
tiiriin stirmesi icin gerekli olan temel siireclerin insanlarin
miidahalesiyle degistirilebileceginin, biikiilebileceginin
bir 6rnegi olmasi acisindan 6nemli. Ote yandan koylesme
ve daha sonra gehirlesmeyle birlikte gelen evcil sigirlarin,
bulagict hastaliklar sonucu yabani sigir gibi tiirlere yagam
alani birakmamasi sonucu olan bir yok olusun 6ykiisii ola-
rak da okunabilir. Tipki Amerika kitasinin somiirgelesme
doneminde bizonlarin ‘beyaz adam’ tarafindan 6ldiiriilmesi
gibi. Oysa bu yabani sig1rlar belli ki Catalhoyiik gibi bagka
ilk koylerde hem kimlik olusumunda hem de besin kaynag:
olarak rol oynamust1. Bizse bugiin sigirlara hila mal diyoruz.

Balikgt Selim’in caresizligine sikigmak yerine sosyo-
ekosistem restorasyonu yapmak istiyorsak, insanin normal
sartlarda hatirlayamayaca8i ge¢mis zamanlardaki iligki-
ler 6rgiisiinti anlamamiz, bunu da toplumsal bellegin bir
pargast haline getirmemiz gerekiyor. Fakat insani ekolojik
denklemlerden ¢ikartarak diisiinmek de pek faydal: degil.
Dogay1 kiiltiirden ayri tutan diialist yaklagimlardan hayir

gelmeyecegi belli. Insanin, sosyal, bilingli ve etik bir 63e

During this period, Istanbul was not the natural habitat
of most of the animals that were domesticated in prehistory
and which are an essential part of the human diet today.
The geological name for this era is the Early Holocene,
which is the first era with a temperate climate following
the last Ice Age. Forests expanded and prairies shrank dur-
ing this period. Bioarchaeologists and archeologists are of
the opinion that villagers, who made a living from ag-
riculture and livestock farming, brought their seeds and
domesticated animals to Istanbul as they migrated from
Anatolia (Ozdogan 2011: 415-430). That’s how agriculture
and livestock farming, along with village life, consequently
expanded into Europe. It is certainly contentious to use
expansion as a concept to define this period since human
mobility, like migration, is a very complex process.

The first villagers brought sheep, goats, and cattle with
them, and with subsequent waves of migration came domes-
ticated pigs. Back then, there were no wild sheep or goats in
Thrace and the Marmara region; these two ruminants join the
ecological scene in herds (Zeder 2017: 261-303). Grazing can
create cultural landscapes rather rapidly. But it is not the sole
human driven factor for fundamental biogeographic change.

Bioarchaeological studies also demonstrate that there
are hybridization processes involved and they require us to
re-evaluate the concept of the species evolution taught in
schools. Wild cattle, also known as aurochs (Bos primigenius)
were already in the region when farmers brought domesti-
cated cattle from Central and West Anatolia. Aurochs are
now categorized as extinct since they do not live in “nature”
anymore. Although the last wild cattle apparently were
observed in Poland in the 17 century, the ancestral cattle’s
life in nature is quite mysterious. The most recent, still
preliminary, bioarchaeological research shows that wild and
domesticated cattle were breeding or bred (by humans) in
this region (Verdugo et al. 2019: 173-176). These findings
are important as they exemplify how human intervention
can change or distort fundamental processes necessary to
domesticate or conserve species. On the other hand, the
domesticated cattle in tandem with villagization, and ur-
banization that follows it, limited the wild cattle’s habitat
due to contagious diseases, which can also be read as an ex-
tinction story. Just like the bison killed by the “white man”
when the Americas were colonized. Aurochs have clearly
played a major role in early villages such as Catalhoyiik as
a food source and in forming identities. Despite that, we

still call cattle “mal” (commodity).
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olarak i¢inde olmaya devam ettigi, kendisine bir nig oyar-
ken, ayni zamanda kollayip gozettigi bir ¢evreyi yeniden
insa etmesi ve bu cevreyi adaletli bir bi¢cimde paylagsmay1
ogrenmesi sart. Istanbul'un biyokiiltiirel ge¢misi hakkinda
verimiz ¢ok az, yorumladiklarimiz, bilgiye cevirdiklerimiz,
toplumsal bellege aktardiklarimiz ise o kadar bile degil.
Daha yapacak ¢ok ig var ve bunun icin daha fazla holistik
aragtirma yapmak gerekiyor.

1 Biigra Balcan’in gevirisi. https://acikradyo.com.tr/makale-yorum-analiz/secici-
korlugumuz-canlilar-dunyasina-olum-getiriyor (Erisim tarihi: 10 AZustos
2021) .

2 Avrupa Birligi hayvan refahinin korunmas: tizerine Protokol 33, 1997 -
Amsterdam Anlagmasi.

3 Ecofact gibi terimler her zaman tartismalidir. Ecofact kelimesinin iginde insan
6n planda degilmis gibi goriiniiyor, 6rnegin. Bu bir elegtiri noktasi. Ama
insanin da ekolojinin bir parcasi oldugu kabul edilirse, aslinda var. Ecofact
tabii artefact’ten tiiretilmig bir kelime 1960’11 yillarda. Buraya giizel uyuyor.
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Nalan Yirtmac

Ormanda In the Woods

2019

Tuval Gzerine akrilik ve sablon Acrylic and stencil on canvas
150x150 cm
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Bedri Rahmi Eyiboglu

Kariye

1955

Kontralit Gizerine akrilik Acrylic on plyboard
120x120 cm

142

Lara Ogel

LIBER I, CILTIVOLI

2021

Keten cilt bezi Gizerine yaldiz baski, hus cerceve
Gilded press on linen book cloth, birch frame
35x49 cm
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Levha Panel

19. yuizyil sonu - 20. yuzyil basi

Late 19* century - early 20* century
Suluboya Watercolour

24,2x27,2 cm

v S &+
Levha Panel Levha Panel
Tarihi bilinmiyor Date unknown 1715
Yazi turd: Kufi Script: Kufic Suluboya Watercolour

Kagit Uzerine siyah mirekkep, altin yaldiz, renkli boya ~ 46x56,5 cm
Black ink on paper, gilt, coloured paint
21x30,5 cm

Ahmed Ziya Akbulut

Levha Panel Levha Panel Kaygusuz Abdal

19. ylzyil sonu Late 19% century 1755 1936

Suluboya Watercolour Suluboya Watercolour Tuval Gizerine yagliboya Oil on canvas
47x42 cm 39,2x31,2 cm 83,3x101,5 cm
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Yasemin Ozcan
Yesil Green
2021

Seramik yerlestirme calisma siirecinden From working progress of ceramic installation
el yapimy, sirli seramik Karolar ve filizlenen tohumlar degisebilir élcilerde

handmade, glazed ceramic tiles and sprouting seeds in variable sizes

100x240 cm

Sanatcinin izniyle Courtesy of the artist

Yasemin Ozcan

Filizlenme Sprout

2021

Fotograf Photograph

Sanatcinin izniyle Courtesy of the artist
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Pasa Bostani’'nda Bulunan Hayvanlar ile Esyanin
Demirbas Listesi

The List of the Animals and Goods of Pasa Gardens
Tarihi bilinmiyor Date unknown

oA u

a 7 A %
WA ALY, 0 2

;;gm ﬁ-;_",:'
cdi

~Asth

& el
e
2 Py
2 P
7 ’:" ad’,..'l.:.ﬁ
r
‘é_’fﬁi.:u
>
SIS )
49 ao
L&D

S
=N
\ -

-4
g
=%

LB
=4

Hekimoglu Ali Pasa Camii ve Etrafindaki Bostanlar

Hekimoglu Ali Pasa Mosque and the Surrounding City Gardens

20. ylzyil bast Early 20™ century
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Fotograf Editéru Photo Editor F. A. C.

Anadolu - Hisar, Bogaz Constantinople. Anadolu Hissar, Bosphore
Anatolian Fortress, Bosphorus

19. ylzyil sonu Late 19 century

Kartpostal Editori Postcard Editor Bon Marché

Constantinople. Robert Collége et environs

istanbul. Robert Kolej ve Cevresi Constantinople. Robert College and Surroundings
Nazmiye ve Metin Nigar Bagisi Donation from Nazmiye and Metin Nigar

19. ylzyil sonu Late 19* century

Gravir Etching William Bartlett
Dolmabahce

19. ylzyil 19* Century

Mimar Husrev Tayla Arsivi
Architect Hisrev Tayla Archive
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Kartpostal Editori Postcard Editor Georges Papantoine
Vue exterieur des Murs de Constantinople

istanbul Surlarr'nin Distan Gériiniimii

Exterior view of Constantinople’s City Walls

19. yuzyil 19 century

Fatih - Langa Bostani ve civari haritasi. Pafta no: K 6/3

Map of Fatih-Langa City Garden and environs. Plate no: K 6/3
1914

Harita Olgek Map Scale 1 500

67x100 cm

Fatih’te Bostanlarin Gériinimii
View of Fatih’s City Gardens
19. ylzyil 19* century
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M. Fazil

Meyve Bagcesi Fruit
Garden

1923

Prof. Dr. F. K. Gokay
Kitaplari

Prof. Dr. F. K. Gokay Books

Kartal'dan Adalar’in Goriiniisii
View of Adalar from Kartal
1950’ler 1950s
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Konstantinopel. Vue de Yédi-Koule.

Konstantinopel. Vue de Yédi-Koule
Istanbul. Yedi Kule Gériiniimi
Constantinople. View of Yedikule
Tarihi bilinmiyor Date unknown

£idid

Fotograf Editért Photograph Editor Jacques Ludwigsohn / Ludwigsohn Fréres
Constantinople. Les sept murs (Jedi Kule)

istanbul. Yedikule

Constantinople. Yedikule

Tarihi bilinmiyor Date unknown

Yedilcule'nin marulu tinlii!

Sizin memleketin nesi meshur?
Rana memleketinizden

bir tarif gonderin,

size Yedikule'den bir fotograf
gondereyim.

ef navdare!
- we navdare?
1a terife ji welate xwe sandin,
z ji hGina fotografeke
Yedikule bisine.

Goénderen / Sender*

Faruk Ali Taptik
Mesrutiyet Mah.
Sair Nigar Sk.
No:37/14
34363

Sisli ISTANBUL

*please include your e-mail address / litfen e-mail adresinizi de belirtiniz

bunhqgnybh hisqupp haudponung &

2bp telpht She 1N pwb hwdpwwwenp &
hldh dep bplnth dwugh

prigwerpnizhit 6p npYegly,

Gu dbgh Binhgnykitu inewtityen dp npitd:

Yedikule i< "orous foi s lettuce.
What's voui nomeland's specialty?
Send ine a racipe from your
hometown and I'll send you

a picture from Yedikule.

To feviucauné Frreamiovio}]
eniilsra yia Ta gEootAIG TOU,

O b ocs véimeg via w onuidetar;
ZYefATE IOV pta guvTovr amé Tov
1010 oag K1 eyw Ba cag otelAw

Hia putoypagla Tou NeEvirKouAE.

Ali Taptik

Bostancinin Yemek Defteri icin kartpostallar
Postcards for Gardener’s Cookbook

2016

Kartpostal Postcard

10x15 cm
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Salut de Constantinople. L'arbre des Jannissaires
istanbul'ten Selamlar. Yeniceriler Cinari.

Greetings from Constantinople. The Janissary Tree

Tarihi bilinmiyor Date unknown

o T

e o] i e e o i, 7
— Vi B e, AT B i

e e e L e e —
i, Swi e, [ty Al g gl ey - WL
e, (gl s b b b, e B ki il
= man ke b Bk e e

Lo 10 st -
s Smeid hoas pb i gmemin  sommry T I —
e, T ot i rarei b S

if
E
H
!
Fit
i[‘
1
f
H
i
i

i
:
i
!
E
i
i
I
|

i

:

]

il

il
L |
|
i
i

I

Bk
1
it
i

i

Ie
!
!

¥
i
;
i f

LRI T
i

i
|
iF
|
Fl.
:
i

igi,s
E'EH
f
i

Li
:
i

Halil Aslangul

Agac ve Orman [Tree and Forest]
Sebiltirresad Dergisi

Sebiltirresad Magazine

Subat February 1955

Fotograf Photograph Othmar [Pferschy]

istanbul, ilkbaharda Bogaz'dan Ortakdy Camii'nin Goriiniisii
Istanbul, View of Ortakoy Mosque from the Bosphorus in Spring
Tarihi bilinmiyor Date unknown

Fotograf Photograph Othmar [Pferschy]
Adalar Islands
1930 civar1 Around 1930s

Kartpostal Editort Postcard Editor Bon Marché
Constantinople. Marchand de Fleurs

istanbul. Cicek Saticisi

Constantinople. Flower Seller

20. yuzyl basi Early 20" century

Marghand dw faurs.
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“Veniis Heykelinin Eksigini ikmal Etmek Miimkiin mii?"” bashkli dergi haberi
Magazine arcitle titled “Is it Possible to Replace the Missing Part of Venus?”

1909
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Nalan Yirtmacg

Pazar Arabasi Shopping Trolley

2018

Tuval Uzerine akrilik ve sablon

Acrylic and stencil on canvas

140x93 cm

Sanatcinin izniyle Courtesy of the artist
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Fotograf Editéri Photograph Editor E. F. Rochat
Constantinople. Dames Turques en promenade
Istanbul. Tiirk Hanimlar Gezintide

Istanbul. Turkish Ladies Strolling

19. yuzyil 19* century

Kucuksu Kasri Kiiciiksu Palace

Constantinople. Sur les Hauteurs d’Eyoub

istanbul. Eyiip Tepelerinde

Constantinople. In Eyoub Hills

19. ylzyil sonu - 20. yizyil basi Late 19% century - Early 20* century

Fotograf Editért Photo Editor E. F. Rochat

Stamboul - La Sieste
istanbul - Kestirme
Istanbul - Siesta
1910

Salut de Constantinople. Les chiens errants.
istanbul'dan selamlar. Sokak képekleri.
Greetings from Constantinople. Stray Dogs
Tarihi bilinmiyor Date unknown
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Constantinople. Les chiens errants
istanbul. Sokak kopekleri
Istanbul. Stray dogs

Tarihi bilinmiyor Date unknown

Osmanli Subayi, Esi, Kopekleri ve Yaveri
An Ottoman Officer with his wife, dogs and Aide
Tarihi ve isimleri bilinmiyor Date and names unknown

e

]

TR I L]

Py

Fotograf Editéri Photograph Editor Jacques Ludwigsohn / Ludwigsohn Fréres
Ouvriers buvant du café

Kahve icen isciler Workers drinking coffee

Tarihi bilinmiyor Date unknown
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Henry'nin Kartpostali Henry’s Postcard

Corlulu Ali Paga Medresesi ve Sinan Paga Tiirbesi

Corlulu Ali Pasha Madrasa and Sinan Pasha Tomb

19. ylzyil sonu - 20. yizyil basi Late 19* century - Early 20™ century

Fotograf Editoéri Photograph Editor Bon Marché

Constantinople. Rue Hamal-Bachi a Péra.

istanbul. Hamalbasi Caddesi, Pera.

Istanbul. Hamalbasi Street, Pera.

19. ylizyil sonu - 20. ytzyil basi Late 19%" century - Early 20" century

Yeni Cami ve Képekler
New Mosque and Stray Dogs
19. yuizyil sonu - 20. ytzyil basi Late 19%" century - Early 20*" century

Ali Taptik

Prolog Prologue

Anitsal Yakinsaklik Serisinden

From Monumental Convergence Series
Dostlar & Yabancilar Serisi

From Friends & Strangers Series

2017
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Ali Taptik

Anrtsal Yakinsallik Serisinden

From Monumental Convergence Series

2017

Temellik Edilmis Fotograf, N. Artamanoff, 1936, ICFA.NA.0084
Appropriated Photo, N. Artamanoff, 1936, ICFA.NA.0084
Arsivsel Pigment Baski Archivel Pigment Print

30x30 cm

Ali Taptik
Anitsal Yakinsaklik Serisinden

From Monumental Convergence Series
istanbul Kara Surlari Bostanlari

Gardens around the Istanbul Land Walls
2016

Arsivsel Pigment Baski Archivel Pigment Print
30x30 cm
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istanbul Universitesi ve Siileymaniye Panoramasi
Istanbul University and Suleymaniye Panorama
Tarihi bilinmiyor Date unknown

[ 3

. e £iwamd
£ SULEWMA T ivE
Yeai Parkve SIt.Ahm. Camigi ” ;

Kadikoy iskele Parki
Kadikdy Pier Park
Tarihi bilinmiyor Date unknown

=

HATOAR PAgs GARTL

Beyazit Havuzu, Ayasofya, Yeni Park Meydani, Yeni Park ve Sultanahmet Camii, Hali¢ civari ve Siileymaniye
Camii, Sultan Beyazit, Haydarpasa Gari, Fenerbahge, Kadikdy iskelesi
Uskiidar Park Civari Beyazit Pool, Hagia Sophia, New Park Square, New Park and the Blue Mosque, the Golden Horn environs
Around Uskiidar Park and Suleymaniye Mosque, Sultan Beyazit, Haydarpasa Train Station, Fenerbahce and Kadikdy Pier
Tarihi bilinmiyor Date unknown

Tarihi bilinmiyor Date unknown
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istanbul Tiirkiye. Siileymaniye Camii
Istanbul Turkey. Suleymaniye Mosque
1957

TTTRLE AR
ERELRRAN

Souvenir de Constantinople. Mosqueé Yeni-Djami
istanbul Hatirasi. Yeni Cami

Remembrance of Constantinople. New Mosque
Tarihi bilinmiyor Date unknown

Talat Albayrak Arsivi Talat Albayrak Archive

172

Fotograf Photo Othmar [Pferschy]

istanbul, Galata Kopriisii ve Yeni Cami

Istanbul, the Galata Bridge and Yeni (‘New’) Mosque
1930’lar sonu Late 1930s

Fotograf Editéru Photo Editor N. T. G.
Constantinople. Mosquée de Suléimanié
istanbul. Siileymaniye Camii
Constantinople. Suleymaniye Mosque
Tarihi bilinmiyor Date unknown

Constantinople. Le Musée.

Kartpostal Editéru Postcard Editor M. J. C.
Constantinople. Le Musée

istanbul. Miize Constantinople. Museum
istanbul Arkeolgji Miizeleri

Istanbul Archeology Museums

19. ylzyil sonu Late 19 century

Kartpostal Editoru Postcard Editor Grande Librairie Mondiale Constantinople
Constantinople - Statue du Ghazi a la Pointe du Sérail
istanbul - Saray Burnu'ndaki Gazi Heykeli

istanbul Belediyesi tarafindan Avusturyali heykeltirag Heinrich Krippel'e
yaptirilan ve Tirkiye'nin ilk anit heykeli olarak kabul edilen bu heykel,
Sarayburnu’nda, 3 Ekim 1926°da dénemin belediye bagkani, Sehremini Emin
Erkul tarafindan agilmistir.

Commissioned by Istanbul Municipality, this statue by the Austrian sculptor
Heinrich Krippel, was unveiled in Sarayburnu on 3 October 1926 by the mayor
of the time, Sehremini Emin Erkul, and it is acknowledged as Turkey’s first
monumental statue.

173



IMAR PAALIVETLERININ GETIRDIKLERD ve GUTURDUKLERI

Prof,.Dx.Necatl INCEOGLU
Yildiz Universitesi
Mimarlik Fakiiltesi

tmar faslivetlerinin getirdikleri devince, obniil dilerdiki,
imar gibi olumlu bir kavramin cetirdikleri de olumlu olsun,
fakat neyazikki, birkag kfclk ve yerel Srnek diginda, imar
girmiis olmak, son yillarda yaikima uwlramakla egdefier oldu.
Iztanbul yarimadasinda Vatan caddesinde agilan mekansal
"yara®, bu "imar"in Gzerinden otuza askin yil aegmis olma-
sina rafimen sarilamiyor. Tarlabagi caddesinin aldifia yara
ise 2000'1% yallarin Htesine sarkacak aibl o¥rlnilyor. Bu-
giin Anadolu'da bazi kQltlr deflerleri Srnefin Safranbolu,
Hufla ayakta kalabildilerse bunu, buralara imar'in uframa-
masina borgludur,

Ulkemizdeki imar faalivetleri ¢odu dofal geligme slireci
igindeki kentlerimizin yasamlarina yapay ve anlik midahale-
ler geklinde olmugtur. Saflikliy bir insami, hic de ihtiyac:
olmadifia halde, bazi hastaliklar yakigtirarak amelivat etti-
Simizi dbiglinlin. Bu yapay ve gofu kez sugu trafide yilklenen,
yol agma we kat gakma ile sonuglanan miidahaleler sonucunda
eskl kentlerimizin gofu ya #ldal, ya affir yvaralandi, wveya
sakat kaldi. Biltln Ege Bilagesinde, cesitli depremlerden wve
Yunan yanainlarindan canind Kurtarmig afizel kentler, kendi-
lerini bo sfzlimona imar felsketinden kurtaramadilar.

IMAR NEDIR

Hergevden bnce, imar vol acmak dedildir. Trafifie ¢liziim bul-
mak delildir. GlnlUmizde uvgulandi®y bigimiyie kentlerin
meveut dokolarany yokedercesine, kat yilkseklidl vererek kiiv-
lerde bile apartimanlagmayi Ozendirmek defildir. Imar bir
killtlrel bitlnllk ve slreklilik icinde galdags yasama elwve=
rigli bir ortam ve kogullar varatmadir. Kugkusuz bu prtamin
trafik sorunu, kat ylkseklifii sorunv, yolunluk, koruma,alt-
yap: vb, sorunlari vardir. Ancak uvygulamada bunlar bir

Prof. Dr. Necati Inceoglu

“Imar Faaliyetlerinin Getirdikleri ve Gotiirdiikleri” bashkli yazist
Article titled “Profits and Loses from Reconstructions”

Mimar Husrev Tayla Arsivi

Mimar Husrev Tayla Archive
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Fotograf Photograph Othmar [Pferschy] Fotograf Photograph Othmar [Pferschy]
istanbul, Siileymaniye Camii Mosque Eyiipsultan Camii Avlusu ve Sadirvani
Istanbul, Siileymaniye Mosque Eylipsultan Mosque Courtyard and Fountain

1930’lar sonu Late 1930s 1930'lar sonu Late 1930s

Uskiidar, Selimiye Camii Duvarindaki Kus Evi Detay1 Darphane-i Amire binasi gévdesindeki kus evi
Bird House Detail on the Wall of Selimiye Mosque Bird House on the building of the Imperial Mint
Mimar Hisrev Tayla Arsivi Mimar Hisrev Tayla Arsivi

Mimar Huisrev Tayla Archive Mimar Husrev Tayla Archive

Tarihi bilinmiyor Date unknown Tarihi bilinmiyor Date unknown
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Constantinople,
Girands Hus do Féra Vue prien do In Fontaine de Galets Simil,

.

Fotograf Editért Photograph Editor Max (Maximillian) Fruchtermann
Constantinople - Grand rue de Péra. Vue prise de la Fontaine de Galata Sérail
istanbul - istiklal Caddesi. Galatasaray Cesmesi'ni Géren Bir Aci

Grand rue de Péra. View Taken from the Fountain of Galata Seraglio

19. ylizyil sonu Late 19* century

TUNGSRAM

staribul, Cumurivet Mevdani

Piace de 1» ' ublique
istanbul, Cumhuriyet Meydani (Bugiinkii Taksim Meydani) Taksim Gezi Parki Albimii
Istanbul. The Republic Square (Taksim Square Today) Taksim Gezi Park Album
1950’ler 1950s 1940’larin basi Early 1940s

176 177



——— i - — - “ - #
[P \ k:
HOTEL RESTAURANT | NS PERA
““MEGUERDITCH TOKATLIAN *’ : g (Constantinople)

Bayram Kutlama Karti. istanbul Galatasaray
Postcard for Celebration of the Religios Holiday. Istanbul Galatasaray
Tarihi bilinmiyor Date unknown

ﬁyl'ﬁmfﬂ o g

C7[{‘ z ; !{I / arlm Hotel Restoran. “Migiric Tokathyan” Pera (istant;ul)

Hotel Restaurant. “Meguerditch Tokatlian” Pera (Constantinople)
Sokak Kopekleri

Stray Dogs

20. ylzyl bast Early 20™ century

fst. istiklal Caddesi

Bayram Kutlama Karti. istanbul Galatasaray
Postcard for Celebration of the Religios Holiday. Istanbul Galatasaray
Tarihi bilinmiyor Date unknown
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Tiirkiye. istanbul. Taksim, Tarabya, Képrii ve Rumeli Hisar1
Tiirkiye. istanbul. Taksim, Tarabya, Bridge and Rumeli Fortress
Tarihi bilinmiyor Date unknown

Sena Bagoz

Gelecek icin Kartpostallar Postcards for the Future

2020

Kagit tzerine fotograf, kus tiyu, sac ve kuru yosun

Shredded photograph, bird feathers, hair and dried seaweed on paper
Her biri Each 28x44 cm
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Zeyno Pekunlu

Bildigim her sey Everything I know
2015-Devam ediyor Ongoing

Kagit tzerine dijital baski Digital print on paper
50x150 cm

Sanatcinin ve Sanatorium’un izniyle

Courtesy of the artist and Sanatorium
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Henri Prost

Eminénii - Giilhane Parki Tevsi Sahasi
Tanzim Planidir

Reorganized Plan of the Eminénii Giilhane
Park Extention

1950

Harita Olgek Map Scale 1:1.000

67x123 cm

Abbas Aga Parki, Plan No: 684
Abbas Aga Parki, Plan No: 684
Plan Olgek Plan Scale 1:200
76x147 cm
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Beyoglu - Tepebasi'nda insa Olunmakta Olan Bahgenin Haritasinin Kopyasidir
A Copy of the Map of the Garden Under Construction in Beyoglu - Tepebasi
19. yiizyll sonu Late 19% century
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Bakirkdy - Florya - Park ve
Sehir Agaclandirma Plani
Bakirkdy - Florya - Park and
City Afforestation Plan
Istanbul : istanbul Belediyesi
imar Mudurlaga

Istanbul: Istanbul Municipality
Directory of Public Works
1937

Plan Olgek Plan Scale 1: 2.000
61x98 cm
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Unsal Behget

Eminénii - Sehzadebasi Parki Tanzim Planidir. Plan no: 1485
Reorganized plan of the Eminénii - Sehzadebasi Park. Plan no: 1485
Tarihi bilinmiyor Date unknown

Harita Olgek Map Scale 1 500

47x84 cm

Eminénii - Sultanahmed ve Ayasofya Camiileri Arasindaki Parkin Hali Hazir Vaziyeti Plan No: 2115

Layout plan No: 2115 featuring the status of the park located between Eminénii — Sultanahmed and Ayasofya Mosques
Tarihi bilinmiyor Date unknown

68x66 cm
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Rubu Tahtasi Quadrant

19. ylzyil sonu - 20. yizyil basi Late 19™ century - early 20" century
Ahsap Wood

12,5x13,3x2,3 cm

Kiblename Kiblename

19. yuizyll sonu - 20. ylzyil bast Late 19 century - early 20" century
Ahsap, piring Wood, brass

15x15x2 cm

Rubu Tahtasi Quadrant

19. ylzyil sonu - 20. yizyil basi

Late 19™ century - early 20" century
Ahsap Wood

12,5x13,3x2,3 cm
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ArrA Jpd Ve

M. Sadi
e Marmara Havzasinin 26-27 Temmuz 1328 hareket-i arzi
P e e Earthquake in the Sea of Mamara Basin 26-27 July 1328
z : 1912
! '.-.-'--_~-'.--r.-.‘-'_-.--:";r'-r.'- R =
Nermin Er
Karsilasmalar 1 Detay Encounters 1 Detail
2021
Kagit, murekkep Paper, ink
Kagit rélyef Paper relief
50x150 cm
Sanatcinin ve Galeri Nev Istanbul'un izniyle
Tiirkiye Cumhuriyeti Kiiltiir Bakanligi istanbul Kandilli Rasathanesi, Courtesy of the artist and Gallery Nev Istanbul

Meteoroloji ve sismoloji rasadati

Kandilli Observatory, Meteorology and Seismological Observation,
Ministry of Culture, the Turkish Republic

1934

Sayi No 1

Kanunséani-Subat-Mart

January-February-March
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Nermin Er

Karsilasmalar 1 Encounters 1

2021

Kagit, mirekkep Paper, ink
Kagit rolyef Paper relief

50x150 cm

Sanatcinin ve Galeri Nev Istanbul'un izniyle

Courtesy of the artist and Gallery Nev Istanbul
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Nermin Er

Karsilasmalar 2 Encounters 2

2021

Kagit, murekkep Paper, ink
Kagit rolyef Paper relief

50x150 cm

Sanatginin ve Galeri Nev istanbul'un izniyle

Courtesy of the artist and Gallery Nev Istanbul
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Deniz Aktas

6.11.1989

2020

Tuval Uzerine murekkepli kalem Ink on canvas

110x190 cm

Sanatginin ve 6zel koleksiyonun izniyle Courtesy of the artist and private collection
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Courier
Burak Delier {in mllabu@g with Bnﬁ‘ﬁ'&umm&y hmmpi

(Bogazigi Universitesi EarthML Grubu isbirligi fle)

Anadolu tektonik plakasi her yil ortalama 25mm. giney

2021

Kanal istanbul projesi gizergahindan périintd
ve sesler toplantyor.

Images and sounds are collected fram the

route of Kanal Istanbul project. _ \k j
%

X
Yty 0

P

Hx Toplanan griintil ve sesler bir harddiske kaydedilior ve bir kurye

202

lle Istanbul Biyiiksehir Belediyesi'ne gonderiliyor. Kurye tesliman
yaparken motosikleting kullanmryor. Kendi zamarin ve deneyimini
olusturuyor. Gegecegi gurergahi kendi belirliyor, yOriyor, geziniyor, —
dolaswyor, dinleniyor... Ama en sonunda paketi lstanbul Biyiiksehir -;"’
Belediyesi'ne teslim etmekie mikellef, »

The collected images and sounds are recorded on o hard disk and
sent to the Istanbul Metropolitan Municipality by a courier. The
their own time and experience. They determines the route they
will pass, walks, wonders, looks around, rests... But In the end
they is obliged to deliver the package to the Istanbul Metropolitan
Municipaiity.

k"._M__,;

Istanbul Bily(ksehir Beledivesi aldif paketi kendi tasarrufunda olan
bir yere gimilyor. Ancak Kanal [stanbul projesi gergeklesirse paketi
pikaracak ve béylece icindeki girintller seyredilebilecek ve sesler
dinlenebilecek.

Istanbul Metropoliton Municipality is burying the pockoge it receives
in o ploce at its disposol. However, if the Kanal Istanbul project is
realized, it will release the package so that the images inside it can be
watched ond the sounds con be listened to,

" batwya dogru ilediyor.

The Anatolion tectonic plate is moving towords south-west
with an average of 25mm. each year,

istanbul'da bir rmoto kurye bir teslimat) 30 dakikada
gerceklestirmek durumunda. Teslimat gec gerceklesirse
maliyet cofuniukla kuryeden kesiliyor,

A moto courier in istanbul hos to make a delivery in 30
minutes. if the delivery is fate, the cost Is mostly deducted
Jrom the courier.

J\\// u
L=k

L

2 \

Pl
s - e
Motosiklet ise duruyor. Fakat durdufiu yerde titriyor,
homurduyor, ainldyor, yamip, séndyor.. istanbul'da

bir sismometreden alinmis bir senelik veriler 30
dakikaya sikistinlmis ve motosiklete yiiklenmis.

The motorcycle stands stifl, But where it stands, it
trembles, grunts, whines, biinks... A year's worth of
data from a seismometer in Istanbul is compressed
it 30 minutes and uplooded to the motorcycle.

Burak Delier

Kurye icin ¢izim
Drawing for courier
2021

Sanatcinin izniyle
Courtesy of the artist
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Ezgi Tok

Bir Agac Yapraginin Kararsiz
Hareketi

Unstable Movement of A
Tree’s Leaf

2018

Video Yerlestirme

Video Installation

Video 08’ 41", Kagit Uzerine
dijital baski degisen boyutlarda
Digital print on paper-variable
size







Akista Sehir: Osmanl istanbulu’'nun Rizgéarinin Pesinde

The City in Flux: Blowing in the Winds of Ottoman Istanbul

DR. GUL KALE
Carleton Universitesi
Carleton Universtiy

Ab-ii hakinde nedir bu halet
Ye hevdsinda ne bu hasiyyer
Iste iklim-i nezakettir bu
Menge-i zevk-u terdvettir bu
Fazil

Bak Stanbul’'un su Sa’débid-1 nevbiinyinina
Ademin canlar katar Gb-ii hevést cinina
Nedim

(Levend 1980: 610)

Sadece insanlarm hayatini gekillendirip yin vermekle
kalmayip, kendi varliklarryla yaraticr (ve yikict) anlamda
giice sabip riizgarlara birok animik kozmoloji tarafindan ayr:
bir dnem verilmesi bizim igin yagrrtics olmamals. Riizgirm siz
hakk: yoktur, onlar siziin kendisidir. Tekrar etmek gerekirse
riizgar, iifleyen bir sey degil kendisi iiflemesidir.

(Ingold 2007: 31)

Modern 6ncesi donemde, Istanbul sakinleri sihhatleri ile
dogadaki dort element arasinda siki bir bag kurarlardi:
Hava, su, ates ve toprak. Istanbul’un, 6zellikle hos hava
ve suyun bir araya geldigi sehir olarak bilinmesi, bu egsiz
iklimden nasibini almast, sehirde yasayanlar izerindeki et-
kisini daha da ortaya ¢ikarirdi. Peki, Osmanli donemindeki
hava akiminin ve riizgdrlarin insanlar tizerindeki etkilerini
yazmaktan daha elle tutulmasi miimkiin olmayan bir sey
var m1? Konunun geciciligi, uguculugu ve soyutlugu, onu
gecmisin herhangi bir imgesi gibi her yoniiyle objektif
olarak yansitma cabalarinin 6niinde engel olusturuyor. Ele
alinabildiginde bile riizgar, sadece etraflarindaki varliklarla
olan etkilesimleri sayesinde ve mekéndaki akigiyla tarif
edilebilir. Oysa bedenler riizgirin i¢ine tamamen gomiili

kalir, bu nedenle deneyimleri dogrudan ve biikiimliidiir

Ab-ii hékinde nedir bu halet
Ye hevisinda ne bu hasiyyet
Iste iklim-i nezikettir bu
Menge-i zevk-u terdvettir bu
Fazil

Bak Stanbul’un su Sa’débad-1 nevbiinyinina
Ademin canlar katar Gb-ii hevést cinina
Nedim

(Levend 1980: 610)

1t should come as no surprise, then, that most animic

cosmologies attribute supreme importance to the winds, for not
only do the winds give shape and direction to people’s lives, they
are also creatively (and destructively) powerful in their own
right. It is not that they have agency; they are agency. The wind
10 vepeat, is its blowing, not a thing that blows.

(Ingold 2007: 31)

In the pre-modern period, Istanbul’s populace perceived a
close connection between their health and the four natural
elements: air, water, fire, and earth. Istanbul being pat-
ticularly renowned for its union of pleasant air and water,
benefitted from this unique climate, which made its impact
even more evident in people’s lives. But what is more elusive
than writing about the effect of air currents or winds in Ot-
toman Istanbul? The temporality, airiness, and intangibil-
ity of it prevent any attempt from capturing it fully as an
objectified image in the past. Even when captured, winds
can only be depicted through interactions with other enti-
ties and in flux within space. Yet, bodies are immersed in it,
so its experience is often unmediated and flexuous (Ingold
2007: 19-38). It is thus not a surprise that Ottoman poets
like Fazil and Nedim expressed the effects of Istanbul’s air
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Sirkelik Vinegar Bottle

19. yuzyll 19 century

Beykoz Camlari Beykoz Glassware
Cam Glass

9,5x17,7x10 cm

Agiz C Rim diameter 2,9 cm

(Ingold 2007: 19-38). Fazil ve Nedim gibi Osmanl: sair-
lerinin, Istanbul’un havasinin etkilerinin ortaya cikardigi
ve nesrin ifadede yetersiz kalacagi duygular: yakalayarak
siirsel bir dil ile ifade etmelerine sagmamali. Bu sairler,
sehrin havasini bir zevk kaynagi, insanin ruhunu besle-
yici bir arag olarak yiiceltirlerdi. Sehirdeki riizgar; bulut,
firtina, sis, yangin ve yiiksek binalarin sebep oldugu hava
akimi gibi, dogal ve yapay olgular sayesinde daha algila-
nabilir hale geldigi zaman, insanlar tarafindan goriilebilir,
dokunulabilir, kokusu alinabilir olur ve insanlar1 etkileme
gliclinii gosterir. Hava akimlari, inga edilmis diinyalarimi-
z1 ve dogal diinyalarimizi degistirebilmelerinin yaninda,
Antroposen ¢aginda sik sik gordiigiimiiz lizere cevreyle
olan etkilesimlerinde yeniden yonlendirilebilirler. Bu
stiregelen, doniigtiiriicii ve karsilikls olaylar bize havanin
iginde yasadigimizi hatirlatir. Nefesimizin maddesi oldugu
kadar algimizin, biligimizin ve hayal giiciimiiziin de ana
maddesidir hava. Ornegin neye iiflenen hava sadece islev
adina yapilmig bir eylem degildir, aynt zamanda bir icra
ve tinsel bir jesttir. Neyzen, enstriimanina hayat vermek
icin hava iiflerken gezegenlerin armonik hareketinden or-
taya ¢iktigina inanilan kozmik miizigi harekete gegiren
ritmik ve canlandirici sesler iiretir. Bu baglamda nefes,
akis durumundaki bedenler, diinya ve gokteki gezegenler

arasindaki kesintisiz bir baglantiya doniisiir.

through a poetic language to capture emotions evoked by
it, which would not be possible to convey through prose.
They celebrated its weather as a source of pleasure and a
means of enlivening one’s soul. People can also see, touch,
and smell the wind in the city—and be transformed by
it—when it becomes more perceptible through natural
and artificial things such as clouds, storms, miasmas, fires,
or downdrafts caused by high buildings. Not only do air
currents alter the built and natural worlds, but they might
also be reoriented and changed through interactions with
the environment, which have become more obvious in the
age of Anthropocene. These continuous, transformative, and
reciprocal occurrences remind us that we live 7z air, which
is the medium of our perception, cognition, and imagina-
tion as much as our breath. For example, the breathing of
air into the zey was not merely a functional act but also an
enactment and spiritual gesture. The zey player would be
blowing air to give life to the instrument while producing
rhythmic and uplifting sounds that would evoke the cosmic
music believed to be caused by the harmonious motion of
the planets. In this context, breathing became the uninter-
rupted bond between bodies, the world, and the celestial
spheres that were in a state of flux.

The Body Immersed with/in Air

People assumed that the planets produced not only cosmic
sounds but also water currents or tides, which were associat-
ed with strong winds. Istanbul’s famous winds, Poyraz and
Lodos, have not only influenced its inhabitants, landscape,
and architecture physically, but they have also led to their
association with specific moods. This connection stemmed
from the long-standing relation established between the
four elements and their equivalents, the four humors in
the body. In the Aristotelian tradition, four elements in
the macrocosm gave life to animate composite bodies.
Following this well-known theory in natural philosophy,
Kinalizdde wrote that the animal, vegetal and human bodies
also consisted of four elements (@nasr, esaslar), air, fire, wa-
ter, and earth (Kinalizide 2007: 65-66). Based on Galenic
humorism, or mechanistic medicine —one of the three
forms of medical knowledge practiced along with folklor-
istic popular medicine and religious medicine—Ottoman
scholars also recognized the equivalent of these elements as
four humors in humans, which was accepted as a microcosm
(Shefer-Mossensohn 2009: 21-61, Savage-Smith 2013: 89-
106). These humors were: blood, phlegm, yellow bile, and
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Havanin icinde, Onunla Cevrelenmis Beden
Gezegenlerin sadece kozmik sesleri degil, ayni zamanda
siddetli riizgirlarla da ilintilenen akintilari ve gelgitle-
ri de olusturdugu varsayilir. Istanbul’un tinlii riizgarlar,
poyraz ve lodos, sehir sakinlerini, peyzaji ve mimariyi fi-
ziksel olarak etkilemekle kalmayip belirli ruh halleriyle
de birlikte anilirdi. Bu baglanti, dogadaki dort elementin
viicuttaki kargiliklart olan dort hiimér (viicut stvist, hilt)
ile siiregelen iliskisinden kaynaklanmaktadir. Aristotelesci
gelenege gore makrokozmostaki dort element, kompozit
maddelere canlandirici hayati verendir. Doga felsefesinin
bu yaygin teorisini takiben Kinalizide, hayvansal, bitkisel
ve beseri bedenlerin hava, ates, su ve toprak olmak iizere
dorc unsurdan (anaszr, esaslar) olugtugunu yazar (Kinalizade
2007: 65-66). Galenik hiimorizme (popiiler folklorik tip
ve dini t1p ile birlikte ii¢ ana t1bbi bilgiden bir tanesi) gore
Osmanli alimleri bu elementleri, mikrokozmos olarak kabul
edilen insan bedenindeki dort hiimoriin kargiligs olarak gor-
miiglerdi (Shefer-Mossensohn 2009: 21-61, Savage-Smith
2013: 89-106). Bu sivilar: Kan, balgam, sar1 safra ve siyah
safradir. Havayla iligkilendirilen kan, sicak ve nemlidir.
Sicak ve kuru olan sar1 safra atesi temsil ederken soguk ve
nemli balgam, suyun, soguk ve kuru siyah safra ise topragin
temsilidir (Savage-Smith 2013: 90-91). Saglikli hayatin
kaynag1 olan bedenlerinin maddelerini ve dolayisiyla bu
maddelerin bedenin isleyisindeki etkilerini bildikleri i¢in
insanlar, temiz hava ve su, yeterli giines 15181 ve 1s1 almanin
ve kirlenmemis topragin 6neminin farkindalardi. Bedenin,
sindirim gibi dogal gii¢lerini bozan hastaliklar, bu doért
stvinin yoklugu, fazlaligi ve dengesizligi ile aciklaniyordu.
Hastaliklarin doért elementle olan iligkileri saglik ve cevre
arasindaki dogrudan baglantiyi ortaya koyuyordu.
Hiimoral tipta tedavi, bu viicut sivilarini dengelemeye
calismak yerine, onlarla iligkilendirilen dort nitelige bag-
lLiydi: Sicak, soguk, kuru ve nemli (Savage-Smith 2013: 92).
Bu agidan bakildiginda, kiginin i¢inde bulundugu hem inga
edilmis hem de dogal ¢evrenin, konum, ev ve gida gibi ya-
sam sartlarinin, tedavi siiresinde dogrudan bir etkisi vardi.
Kendiliginden olugan bu baglant: ilaglar ve tedavilerin yani
stra kullanilan miza¢ yonteminde de goriiliiyordu (Savage-
Smith 2013: 93, 102-103). Hastaliklari iyilegtirmede uzuv-
larin ve cildin sicakligini ve soguklugunu dengelemek, dogal
mizacina geri donmesini saglamak i¢in elzemdi. Hastalik-
larin engellenmesi ve tedavisi i¢in viicut 1sisinda oldugu
gibi mizaci ayarlama cabalari, insanlarin dis ve i¢ diinyay1,
sehri ve bedenlerini i¢ ige ge¢mis olarak algiladiklarini gos-

black bile. Blood is hot and moist, and it was associated
with air; yellow bile being hot and dry, was associated with
fire; phlegm. A cold and moist humor was associated with
water; and black bile being cold and dry, related to the earth
(Savage-Smith 2013: 90-91). Hence, people were aware that
having clean air, water, adequate sunshine and heat, and
uncontaminated soil mattered because they had an impact
on the substance and function of their bodies, which were
the sources of healthy lives. Diseases that caused changes
in the body’s natural forces such as digestion, could be ex-
plained through the absence, excess, or imbalance of these
four humors. The association with four elements would
induce a direct link between health and the environment.

In humoral medicine, however, rather than trying to bal-
ance humors, the treatment relied on their association with
four qualities: warm, cold, dry, and moist (Savage-Smith
2013: 92). In that regard, the quality of one’s built and
natural environment as well as living conditions, including
location, housing, and food, had a direct impact on one’s
healing process. This inherent link was reflected in the
method of temperament (m7za¢) used along with medicines
and remedies (Savage-Smith 2013: 93, 102-103). While
curing diseases, it was necessary to balance the heat or cold-
ness of the body parts such as the skin so that it went back
to its natural temperament. These attempts to prevent or
treat diseases through adjusting temperaments such as body
temperatures reveal the interconnectedness people perceived
between their outer and inner worlds or the city and their
bodies. Hence, the four natural qualities—temperament,
the humors, the faculties, and the pneuma (spirit)—had
to be adjusted along with six non-naturals: “surrounding
air, food and drink, sleeping and waking, exercise and rest,
retention and evacuation, and mental states” (Shefer-Mos-
sensohn 2009: 24, Savage-Smith 2013: 100). This holistic
understanding shows that sufficient levels of clean air, wa-
ter, soil, and mild weather in a built environment—also
the source of the four natural qualities (warm, cold, dry,
and moist)—determined the livability of an area, which
conversely was proportional to the health of its inhabitants.

The therapy for melancholia—from the Greek words,
“Melas” (black) and “Chole” (bile), whose etymology reveals
its link to this specific humor— demonstrates the interde-
pendency between one’s well being and the environment
clearly (Savage-Smith 2013: 100). Its healing process re-
quired the presence of six non-naturals mentioned above. A

painting on the cover of Avicenna’s Canon depicts a certain
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terir. Bu ylizden dort dogal niteligin —mi-
za¢, hiimorler, yetenekler, ve pnoma
(ruh)— yanina bir de dogal olma-
yan altt niteligi eklemek gere-
kir: “etraftaki hava, yemek
ve igecek, uyumak ve uyan-
mak, egzersiz ve dinlenme,
tutma ve bogaltma ve tiim
ruhsal durumlar” (Shefer-
Mossensohn 2009: 23-
24, Savage-Smith 2013:
100). Bu biitiinsel anla-
yis, doganin dort ozelli-
ginin (sicak, soguk, kuru
ve nemli) bulundugu bir
bolgede yeterli seviyelerde-
ki temiz hava, su, topragin ve
tliman iklimin, bu bélgenin ya-
samaya uygunlugunu ve bununla

orantili olarak bolge sakinlerinin

sagligini belirledigini gosterir. Tabak Plate

Yunancadaki “Melas” (siyah)
ve “Chole” (safra) kelimelerin-
den gelen ve etimolojisinin bile
hastaligin belirli bir viicut s1vi-
styla olan bagina isaret ettigi melankolinin tedavisi, insa-
nin bulundugu ortam ile saglig: arasindaki baglantiyr goz-
ler dniine serer (Savage-Smith 2013: 100). Bu hastaligin
tedavisi yukarida bahsi gecen alt1 dogal olmayan niteligi
gerekli kilardi. Ibn Sina’nin E/-Kanun fi't-T1b'inin kapa-
gindaki ¢izim, Hazar Denizi’nin kenarindaki Giirgan’in
geng prensini yaninda nabzini 6l¢en bir hekim ile birlikte
hasta olarak betimler (Wellcome Library’den bir alint1).
Diger iki hekim ise hastanin ilacini hazirlamaktadir. Ef-
sane odur ki bu ilaglar hasta genci iyilestirmeye yeterli
olmamigtir. Bunun iizerine Ibn Sina hastay1 gérmek icin
davet edilir ve “elini geng hastanin nabzina yerlegtirir ve
bolgeyi ¢ok iyi bilen birinden biitiin kentlerinin isimle-
rini sirayla tekrarlamasini buyurur. $ehirlerden birinin
adi zikredildiginde, elinin altindaki nabizda bir oynama
hisseder. ‘Simdi’” der, ‘biri bu kentin biitiin evlerini, so-
kaklarini ve mahallelerini siralasin’. Sehir sokaklarindan
birine sira geldigine, az 6nce gerceklesen durum tekrarlar
ve sokagin evlerinden birinde yasayanlarin adlar: siralanir-
ken tigiincii defa ayni1 sey olur. Gencin, o evde oturan bir
kiza asik oldugu ortaya ¢ikar” (Wellcome Library’den bir

19. yuzyll sonu Late 19% Century
Porselen Porcelain
Y H 3,1 cm KT 0,3 cm C Diameter 24 cm

young prince of Gurgan (by the Caspian
Sea), who became sick along with a
physician taking his pulse (Excerpt
from the Wellcome Library).
There are two other physi-
cians preparing medicine.
But the legend implies
that these remedies were
not enough to cure the
youth. As the story tells,

Avicenna was invited

to give his opinion and

“he put his finger on the

youth’s pulse and request-
ed that someone who knew
all the towns of the province
should repeat their names. At
the mention of a certain town, he
felt a flutter in the pulse. ‘Now,’
he said, ‘Let someone mention
all the houses, streets, and quar-
ters of the town.” Again, a cer-
tain street was mentioned, and
the same phenomenon was re-
peated; and a third time, when
the names of the inhabitants of a certain household were
enumerated, it came out that the youth was in love with
a girl” (Excerpt from the Wellcome Library). Hence, as
a cure, Avicenna suggested the lovers to be united, most
likely in their hometown.

This story reminds us how people would be aware of
the impact of environmental changes on their well-being
at all levels including physical, emotional, and mental. It
also underlines how the body was not only influenced by
age, habits, occupation, and strength, but also the time of
year and the temperament of the country in which they
lived. The body has its own temporal and spatial memories
derived from lived experiences. This unmediated encounter
with the world was the source of much embodied knowl-
edge ranging from therapeutic to architectural. Therefore,
as much as book and scripture cultures occupied an impor-
tant place for the circulation and exchange of knowledge,
such as the theory of humors, lived experiences and direct
observations in situ produced various forms of practical
knowledge in the pre-modern period (Shefer-Mossensohn
2009: 23-24). Whichever methods the physicians or heal-
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alint1). Ibn Sina tedavi olarak 4giklarin
kavugmasini, 6zellikle de bahsi gegen
sehirde bir araya gelmelerini dnerir.
Bu hikdye bize insanlarin gevresel
degisikliklerin sagliklarindaki etkisini
fiziksel, duygusal ve zihinsel olarak
her diizeyde fark edebildiklerini ha-
tirlatir. Bedenin sadece yas, aligkanlik-
lar, meslek ve kuvvetten degil ayrica
mevsimlerden ve yaganilan iilkenin
mizacindan da etkilendiginin altini
cizer. Bedenin, yasadig: deneyimler-
den ¢ikardig1 kendine ait zamansal ve
mekansal bir hafizasi vardir. Diinyayla
bu dogrudan kargilagma, tiptan mima-
riye bir¢ok bilgi sisteminin kaynagi-
dir. Bu anlamda, her ne kadar, yazili
kiiltiir, hiimor teorisi gibi bilgilerin
dolagimi ve degis tokusunda nem-
li bir yere sahip olduysa da, modern
oncesi donemde birinci el deneyim ve
dogrudan gozlem cesitli pratik bilgi

lunmugtur (Shefer-Mossensohn 2009:
23-24). Hekimler ya da sifacilar han-
gi yonteme bagvururlarsa bagvursunlar, belirli mekanlarin
ozellikleri ve bu 6zelliklerin insan bedenine etkilerinin son
derece farkindaydilar. Bu yiizden bagvurduklar: teorileri
ve yazili gelenekleri her defasinda mekansal ve zamansal
baglama gore ayarlamalar1 gerekiyordu.

Dort ana elementin hem makrokozmosta (evren) hem de
mikrokozmosta (beden) bulunmast, farkli ontolojik statiile-
re sahip bu iki olugumun dengeli bir iliski i¢inde olmasini
garantilerdi. Sehirdeki her adil eylemin ve kararin temelini
olusturun bu iligki, saglikls bir beden ve saglikl bir ¢evreyi
kendiliginden birbirine baglar. Tibbi teori ve uygulamada
denge anlamina gelen “mizan” kavrami, sadece viicut sivila-
rinin dengesini kurmanin gerekliligini degil, ayni zamanda
sagliklt bir yagam icin insanin dig diinyastyla uyumunu
korumasinin 6nemini vurgular (Shefer-Mossensohn 2009:
63, 158-59). Mizan kelimesi terazide dengeyi saglayan parca
i¢in de kullanilir. Bu tanima gore beden dig ve i¢ diinyay:
dengelemek i¢in bir ara¢ olurken, hayattaki dengeyi sag-
layan bir terazi islevi goriir. Bilgi iiretimi i¢in aract olan
beden diinyanin iginde var oldugu ve gevre tarafindan sarip

sarmalandig1 i¢in, ten, ayni anda hem disarinin etkilerine ve

Ibn Sina’nin El-Kanun fi't-Tibindan cizim.
Kaynak: Welcome Library Koleksiyonu

L Painting from Avicenna’s Canon of Medicine,
formlarinin iiretimine katkida bu- al-ganun Fi-T-T-ibb.

Source: Welcome Library Collection

ers employed, they would be acutely
aware of the qualities of specific places
and their effects on the body, which
required them to adjust theories and
written traditions based on spatial and
temporal contexts.

The presence of four elements, both
in the macrocosm (the universe) and
microcosm (the body), would assure
that entities with diverse ontological
statuses could have a well-balanced
coexistence. Such a relationship in-
trinsically linked a healthy body to a
healthy environment, because it was
the foundation of any proper action
and just decision in the city. The no-
tion of “balance” (mizan) in medical
theories and practices underscores not
only the necessity of establishing a bal-
ance between bodily fluids but also
the importance of preserving the har-
monious relation between people and
their environment for a healthy life
(Shefer-Mossensohn 2009: 63, 158-
59). The term, mizan also refers to the
measuring device, “balance.” This suggests that the body
could be perceived as a vehicle to balance outer and inner
worlds and act as a measure, through which one creates
equilibrium in life. The flesh becomes an interactive surface
reacting mutually to outside influences and internal changes
(like a mold) because the body is situated iz the world and
enveloped by the environment, while acting as a vehicle for
knowledge production. It is through the interface of the
body that “inhalation is wind becoming breath, exhalation
is breath becoming wind” (Ingold 2005: 97-104).

As mentioned above, the link between the body and
the environment, particularly air, was well recognized in
medicine (Varlik 2015: 225). For example, according to
the Galenic-Avicennan model, the environment produced
miasmas, which caused diseases (Varlik 2015: 276). Yet the
city and its nature began to be recognized as more important
factors in the cause and spread of diseases in the sixteenth
century, which “produced a vision of the plague as some-
thing that belonged to a place, a problem that is endemic to
acity (Varlik 2015: 208). The miasma theory claimed that

illness was understood to be caused by vapors spread to the
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hem de (bir kalip gibi) icerideki degisikliklere tepki veren
etkilegimli bir yiizey halini alir. Beden ara yiiziinde, “nefes
alma riizgarin nefese dontismesi, verme ise nefesin riizgara
doniismesidir” (Ingold 2005: 97- 104).

Yukarida bahsedildigi tizere, beden ve gevresel faktorler,
ozellikle de hava arasindaki bag, tip tarafindan ¢ok uzun za-
man 6nce taninmigt1 (Varlik 2015: 225). Ornegin, Galenik-
Ibn Sinaci 6gretiye gore, hastaliklara sebep olan miyasmaysi,
cevresel fakeorler yaratirdi (Varlik 2015: 276). Ancak sehir
ve sehrin doZasinin, hastali3a ve bulasa sebep asil faktorler
olarak goriilmeye baglanmast 16. yiizyilda oldu. Bu goriis
“vebanin bir yere ait, bir gehre has bir sorun oldugu algisini
yaratt1” (Varlik 2015: 208). Miyasma teorisine gore hastalik
batakliklar, mezarliklar gibi kirlenmis alanlardan havaya
karigan bugularin bir sonucuydu (Shefer-Mossensohn 2009:
172, Varlik 2015: 274-79). Bu sebeple sehrin yozlagmis
havasi, bir¢ok hastaligin asil kaynag: olarak kabul edilirdi.
Ancak insanlar bunun bedenlerinde sadece fiziksel bir etkisi
olmadigini biliyorlardi: Farkli duygu durumlari yaratabilen
havanin gehir sakinlerinin duygusal ve biligsel diinyalar:
tizerinde, melankoli gibi dogrudan etkileri de vardi. Genis
acik alanlara sahip, daginik bir gsekilde organize edilmis
modern 6ncesi sehirlerde daha ¢ok rastlanan bu aracilik
gorevi, sehir sakinlerinin hava ve belli mekénlar arasindaki
bagin fazlasiyla farkinda olmalarini sagliyordu. Istanbul’'da,
modern anlamda kentsel bir planlamadan s6z edemesek de,
meskenler i¢in segilen yerler agirlikls olarak insanlarin bilgi
birikimi ve sehrin toplumsal hafizasina dayanirds. 18. ylizy1-
lin sonlarinda Fransiz yazar Pierre Patte “daha iyi sehirlerin,
iirtinlerin, araglarin, insanlarin, havanin ve suyun dolagimi
icin daha verimli ¢aligan altyapilar gibi farkli ncelikler ge-
rektirdigini” ve hastaliklara kotii kokularin sebep verdigini
One siirer, bu ylizden de “mezarliklarin gehrin duvarlarinin
disina taginmasint” dnerir (Pérez-Gémez 2016: 13-14). Her
ne kadar sehir her daim “odaksal eylem mekanlarinin hi-
yerarsik olarak bir araya gelmesi” olduysa da, “hafiza”y1
ortadan kaldirip temiz hava ve verimlilik i¢in yer acan bu
tarz radikal miidahaleler modern gehir planlamasinin haber-
cisiydi (Pérez-Gémez 2016). Buradaki asil amag, hava ve su
elementlerinin kimyasal 6zelliklerine dair yeni elde edilmig
bilgileri kullanarak kokusuz sehirler yaratmakti. Ancak,
dogadaki elementlerin insanlarin goziinde hayatin kaynagi
olmalarina dair siirsel imgelemin kaybolmas: ve insanlarla
diger canlilar arasinda yaratilan mesafe, dogaya kars1 yanlig
yonlendirilmis davranigin ve ¢evre kirliliginin 6niinii agti.

Insanlar doganin elementleriyle uyum iginde olan bir yasantt

air from polluted areas like swamps, burial places, and so
on (Shefer-Mossensohn 2009: 172, Varlik 2015: 274-79).
Hence, the corrupted air in a city was accepted as the main
source of many diseases. But people also knew that this im-
pact was not only on a physical level: air could have a direct
impact on emotional and cognitive worlds creating diverse
moods in the city’s dwellers, such as melancholia. This me-
diating role—which was more perceptible in the less tightly
organized pre-modern cities with vast open areas— made
the residents acutely aware of the relation between air and
specific places. As will be seen, the choices for the location
of appropriate settlements in Istanbul would rely heavily
on people’s embodied knowledge and communal memory
of the city, although we cannot speak of urban planning in
the modern sense. It was only in the late-eighteenth century
that French writer Pierre Patte suggested that “better cities
called for different priorities, namely an efficient infrastruc-
ture for the circulation of goods, vehicles, people, air, and
water” and bad smells caused diseases, so he proposed that
“cemeteries be relocated outside of the city walls” (Pérez-
Goémez 2016: 13-14). Although the city had always been
a “hierarchical assemblage of places for focal action” such
radical interventions anticipated modern urban planning
by removing the “memory” of the city for clean air and
efficiency (Pérez-Gémez 2016). The main objective was
to create odorless cities through using the newly acquired
knowledge of the chemical properties of elements like air
and water. Yet, the disappearance of the poetic implications
of elements for people as a source of life and the distance cre-
ated between humans and other living entities also opened
the way for the misguided treatment of the natural world
and environmental pollution. As nature became objectified,
rather than seeking to live in harmony with its elements, it
became crucial to fully control and manipulate nature for
efficient yet inhuman living conditions, which could boo-
merang in the form of fire, earthquake, flood, or drought.

The impact of a city’s air quality and currents on humans
and non-humans is evident in various historical accounts.
Istanbul’s climate was influenced greatly by its notorious
winds. Thus, chasing the famous winds of Istanbul presents
a significant case study to understand the intertwined his-
tories of nature, health, environment, city and its dwellers.
The sea captain Piri Reis mentioned the northwest wind
Karayel, the southeast wind called Solok or Kesisleme, the
southwest wind Lodos, and the northeast wind Poyraz,

which were depicted with red ink on the compass (Piri
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Terazi Scales

19. ylzyil sonu 20. yizyil basi

Late 19" century - early 20" century
Pirin¢, demir, ip Brass, iron, rope

55 cm

kurmak yerine onu verimlilik adina cansiz bir objeye indirip
kontrol etmeye calistik¢a, doga da yanginlar, depremler,
seller ve kuraklik olarak tepki verecekti.

Sehrin hava kalitesi ve hava akimlarinin, insanlar ve in-
san olmayan canlilar iizerindeki etkisi bircok tarihi belgede
bulunabilir. Istanbul'un meghur riizgarlarinin, sehrin ikli-
mi {izerinde biiyiik etkisi vardir. Bu sebeple, Istanbul’'un
rlizgrinin pesine diigmek, birbirinin i¢ine ge¢mis doga,
saglik, cevre ve kent tarihini, sehir halkinin hikayelerini
anlayabilmek i¢in 6nemli bir vaka ¢aligmasi yaratir. Piri Reis
kuzeybatidan esen riizgir: Karayel, giineydogudan eseni So-
lok ya da Kesisleme, giineybati riizgarini Lodos ve kuzeydogu
riizgarint Poyraz olarak adlandirip pusulasinda kirmizi mii-
rekkep ile isaretlemistir (Piri Reis 1973: 43-46). Denizciler
ve gezginler i¢in sekiz riizgdrda nasil yelken agilacagi bilgisi
elzemdi ve Evliya Celebi’ye gore bu bilgi haritacilar loncast
tarafindan hazirlanan haritalarda bulunurdu (Celebi 2004:

Reis 1973: 43-46). The knowledge of how to sail according
to the eight winds was necessary for sailors and travelers
and, according to Evliya Celebi, this knowledge would be
included in maps prepared by the guild of mapmakers (Cel-
ebi 2004: 270). Whereas we often use riizgar in both daily
and scientific language, yel and esinti were commonly used
in the past, as can be seen in the name “Karayel.” Piri Reis
notes that Poyraz weakens the effects of Lodos, which are
legendary winds due to their impacts on the city life then
as now. Poyraz, also called Boreas based on the name of a
Greek wind god, brought breezes and reduced heat. Lodos,
the stronger wind (from the name of the Greek wind god,
Notus), on the other hand, has been a place maker as well
as a destroyer of cities. Its strong winds not only created
forces that moved things out of their place but also increased
temperatures. Hence, spatial activities and practices in the
city required one to learn how to live with the ephemeral
and long-lasting effects of air currents in daily life, which
could have mental and emotional effects. The implications
of the word riizgdr's meanings as time, period, or duration
(zaman, vakir) show the temporal characteristic of winds
aligned with the passing of the seasons. Being immersed
in air, the body would be shaped by its currents inside out,
while one’s perceptions of the world would be transformed
through experiencing the passage of time like observing
and feeling the fleeting waves on a ship. Hence, air was
not something that people merely read about or looked
at from a distance; they lived in it and were affected by it
physically, intellectually, and emotionally. The climate is
a multisensory phenomenon uniting the intertwined senses
of touch, sound, smell, and light (Ingold 2005). Hence, the
feeling of air could never be detached from haptic, auditory,

and visual experiences.

Living and Creating with/in Air

Whereas housing has often been read in relation to aes-
thetic features, a critical exploration of the relation between
healthy bodies and environments reveals how people tried to
adjust their dwellings according to their climate. Although
court registrations often excluded detailed explanations
regarding issues related to housing, a few examples can
show women’s claims to air in their houses in accord with
their concern for their physical and emotional well-being.
In a court case, one Liitfullah complained to that his private
spaces were seen from the windows of the new house built
by Nesli Hatun in Kiirk¢iibagi district near Cerrahpasa
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270). Glintimiizde hem giinlitk hem de bilimsel dilde sik¢a
kullandigimiz riizgir kelimesinin yerine, “Karayel” isminden
de anlayacagimiz lizere, o donemde yel ve esinti kelimeleri
daha yaygin kullanilirds. Piri Reis, bugiin oldugu gibi o
zamanlarda da sehir hayatina olan etkileriyle efsanelegmis
riizglrlarla ilgili, poyrazin lodosun etkilerini zayiflattigini
soyler. Yunan mitolojisindeki riizgar tanrist Boreas'in adiyla
da anilan poyraz soguk esintileri tagir ve havanin sicakligini
disiiriir. Ismini Antik Yunan'daki bir baska riizgar tanrisi
Notus'tan alan giiglii lodos ise sehirleri yapmis ve yikmustir.
Sert riizgarlari egyalar1 yerinden edecek kuvvette olmanin
yaninda, havanin sicakligini da yiikseltir. Sehirdeki mekéansal
deneyimler, kisinin, efemeral olan ve hava akimlarinin giin-
delik hayat ilizerinde, pekald ruhsal ve duygusal da olabi-
len, uzun siireli etkileriyle yagamay1 bilmesini gerektirirdi.
Riizgdr kelimesinin eskiden zaman ve vakit anlamlarinda da
kullanilmasi, riizgdrin, mevsim gecislerine paralel, gecici
karakterini gosterir. Hava ile gevrelenmis beden, riizgarla
icten disa degisirken kisinin diinyayi algisi, adeta gelip gecen
dalgalar: bir geminin giivertesinden izlemek ve hissetmek
gibi, zamanin gegisiyle doniigiir. O donemde hava, insan-
larin sadece hakkinda okuduklari ya da uzaktan baktiklari
bir sey olarak diistintilemezdi; onlar havanin i¢inde yagtyor,
fiziksel, entelektiiel ve duygusal etkilerini viicutlarinda his-
sediyorlardi. Tklim, i ice ge¢mis dokunma, duyma, koklama
duyularini ve 15181 bir araya getiren ¢oklu algili bir olgudur
(Ingold 2005). Bu yiizden havanin hissiyati asla dokunsal,

isitsel ve gorsel deneyimden ayri diisiintilemez.

Havanin iginde, Onunla Yasamak ve Yaratmak
Tarihte konutlar her ne kadar daha ¢ok estetik 6zellikler
tizerinden okunsa da saglikli bedenler ve yaganilan ¢evre
arasindaki iliskiye dair elestirel bir aragtirma, insanlarin
mesken yerlerini nasil iklime gore ayarladiklarini ortaya
¢ikarir. Konutlarla ilgili dava kayitlarinda detayls agikla-
malar bulunmasa da buldugumuz birka¢ 6rnek o donemde
kadinlarin fiziksel ve duygusal sagliklar: i¢in evlerine giren
hava tizerinde nasil hak talep ettiklerini gosterir.
Davalarin birinde Cerrahpaga yakinlarindaki Kiirkgiibagt
Mahallesi'nden Liitfullah, Nesli Hatun’un kargisina yeni
inga ettigi evinin pencerelerinden kendi evinin mahrem
alanlarinin goriindiigiinii sikdyet eder (Istanbul Mahkemesi:
79). Bu tutanak, kadinlarin modern oncesi donemde s6z
hakk: olmadig1 anlatisini tersine gevirir. Nesli Hatun biiyiik
ihtimalle evinin giin 15181 ve hafif bir esinti almasini istemis,
ancak komsusu, bu pencerelerin kendi mahremini bozaca-

Buhurdan Incesory

Tarihi bilinmiyor Date unknown
Tombak Tombac

Cap Diameter 18 cm Y H 17 cm

(Istanbul Mahkemesi: 79). This report reverses the nar-
rative that women did not have agency in the pre-modern
period. Nesli Hatun probably wanted to let the sunshine
and breezes into her house. Yet the neighbor claimed that
his private sections would be visible from these windows.
The solution was the placement of wooden shutters (7ahra
perde). Hence, whereas Nesli Hatun would be able to enjoy
the air flowing through these shutters, the inhabitants of
the other house would also have their privacy and right to
unfettered movement. This is significant to show that it
is not always men asking their neighbors to place screens
to prevent prying eyes into their houses, particularly into
women’s sections. Rather, women were concerned with
providing adequate air and light into their rooms while
protecting their privacy. Women'’s claims for changing their
built environment reflect a conscious effort to engage with
the world physically. A concern for a room with a view or
the desire to look out onto the landscape not only indicated
a visual experience, but also an embodied one that brought
the healing warmth of the sun and the purifying air of the
Bosphorus into the house by enveloping and affecting the
whole body.

It is still possible to experience the change in Istanbul’s
landscape caused by its winds, such as the suspension of ferry
services and the destruction of seaside routes and stations
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gini ditistinmiigtiir. Coziim, pencere 6nlerine tahta perde
yerlestirilmesidir. Boylece Nesli Hatun bu tahta panjurlarin
arasindan evine girecek ferah havanin tadini ¢ikarabilecek,
karst evdeki komgusu ise mahremini ve serbest hareket
hakkini koruyabilecekti. Bu 6rnek, erkeklerin evlerine ve
ozellikle de haremlik boliimiine bakacak merakli gozlere
karst komsularinin pencerelerine veya duvarlarina perde
talep etmelerinden ziyade, kadinlarin mahremlerini korur-
ken, ayni zamanda odalarina yeterli hava ve 1sik saglamak
istediklerini gosterir. Kadinlarin inga edilmis ¢evrelerinde
degisiklikler talep etmeleri, etraflarindaki diinyayla bilingli
bir sekilde girdikleri fiziksel etkilesimi yansitir. Manzarali
bir odaya sahip olmak ve giizel bir manzaraya bakma istegi,
sadece gorsel bir deneyime degil, ayni zamanda giinesin
sifals 1s1s1n1 ve Bogaz'in arindirict havasini eve tagtyan, bii-
tlin viicudu sarip sarmalayan daha kapsayict bir deneyime
isaret eder.

Istanbul’'un dokusunun halen riizgarlar tarafindan de-
gisime ugratildigini sdyleyebiliriz: Lodos yiiziinden va-
pur seferlerinin iptali ve gii¢lii dalgalar sebebiyle deniz
kenarindaki yollarin ve iskelelerin ugradig: tahribat gibi.
Ayrica bu riizgérlar, yarattiklar: bas agris1 ve mahmurluk
halinde oldugu gibi, sehrin duygu durumu ve atmosferinde
de etkili olurlar. Buna ek olarak, riizgrlar baliklarin gog
rotalarint da etkiledigi icin Marmara Denizi ve Bogaz'da
¢ikacak mahsulii de belirler. 17. yiizyil gezgini Evliya Ce-
lebi, Istanbul sakinlerinin giinliik hayatlarini, mekansal
ve bedensel hareketlerini, yemek kiiltiirlerini ve yerlesim
yerlerini ayarlayarak nasil riizgrla beraber yasadiklarina
dair ipuglart sunar. Bugiin de oldugu gibi, Istanbul halki,
o donemde de balik mevsimini yakindan takip ederdi. Ev-
liya Celebi Istanbul’da balik mevsiminin baginda sehirde
esen riizgirin o yil ne kadar balik ¢ikacagini belirledigini
yazar. Evliya'ya gore, balik mevsiminde balik¢ilar aglarini
riizgirin yoniine gore atarlardi (Gelebi 2004: 290). Istan-
bullular, sehirde esen kuzey riizgarlari her ne kadar seyri
zorlastirsa da, 6zellikle denizdeyken “bu sulardan yilin farkls
zamanlarinda hangi baliklarin gectigini” (Faroghi 2013: 91-
109) bilirlerdi. Yelken kelimesinin kaynaginin ‘yel’ olmast
da, denize a¢ilmanin ve balik¢iligin riizgirin yoniine gore
ayarlanmast gerektigini gosterir. DoZay: kontrol etmeye
calismak yerine balik¢ilar, doganin giiglerinin onlara yol
gostermesine izin verip onunla uyum iginde hareket etme-
lilerdi. Bu sebeple tarihte riizgdrlardan birer nesne degil,
cevresindekileri doniistiiriip degistirebilen, insanlarin tize-

rinde etkilerini birakan canli varliklar olarak bahsedilmistir.

due to strong water currents. Additionally, they affected
the mood of the city and its atmosphere, such as giving
one a headache or making one feel lightheaded after being
exposed to pressure caused by a strong wind such as Lodos.
Moreover, winds influenced how people experienced the
produce from the Marmara Sea and the Bosphorus, because
they affected the migratory patterns of fish. The seventeenth
century traveler Evliya Celebi presents many insights into
how Istanbul’s populace cohabited with its winds by ad-
justing their daily lives, spatial and bodily motions, food
culture, and settlements. Just as today, the fishing seasons
were followed closely by the populace. Evliya Celebi writes
that when the fishing season arrived, Istanbul’s winds de-
termined how much fish would be available in the city.
Evliya writes that in the fishing season, fishermen would
set up nets wherever the fish surfaced, according to the
direction of the winds (Celebi 2004: 290 ).! Whereas this
could be difficult due to the north winds blowing over
Istanbul, particularly while sailing on a boat, its populace
would know “which kinds of fish passed through these
waters at various times of the year” (Faroghi 2013: 91-109).
The source of the word ‘yelken’ (sail) shows how sailing and
tishing had to be aligned with the direction of the winds.
Rather than controlling nature, the fishermen would have
to let themselves be guided by natural forces while acting
in harmony with them. Thus, in historical accounts winds
were mentioned not as objects but as living entities that
influenced and shaped the surroundings while affecting
people’s lives.

Winds could also carry unpleasant smells. Miasmas
caused by the air movements of Lodos were a concern for
people who saw it as the indication of contaminated air
caused by rotting garbage, or the leakage of sewage that
circulated further through the air via strong air currents.
When people were exposed to such unpleasant odors, it is
not surprising to see that they used tools like incense burn-
ers (buburdan) to overcome and eliminate them. Yet, more
than veiling these smells, incense burners would change
the mood of the space and the people by penetrating and
protecting the body. What you burned would matter im-
mensely because scents like musk (misk) or ambergris (anber)
were renowned for their uplifting and healing properties
for the body and the soul (Ergin 2014: 70-97). Hence, the
desire for olfactory experiences inspired and shaped many
artworks. Like other elements of nature, air was a powerful

force and a source of inspiration to create precious objects.

THIS PLACE 215



AKISTA SEHIR: OSMANLI iISTANBULU’NUN RUZGARININ PESINDE

Nisfiye

Tarihi bilinmiyor Date unknown
Metal Metal

36,5 cm

Riizgirlar hog olmayan kokular: da tasgirlar. Lodosun hava
hareketleri ile ortaya ¢ikan miyasma, onu, ¢liriiyen ¢opler ile
zehirlenen havanin ya da akan bir kanalizasyonun kuvvetli
kokusunun uzaklardan taginmasinin bir isareti olarak goren
insanlar icin kaygi vericiydi. Insanlarin boyle hos olmayan
kokularin tizerini 6rtmek ve onlardan kacinmak i¢in buhur-
dan gibi araglara bagvurmalar: hi¢ sasirtict degildir. Koti
kokular1 maskelemesinin 6tesinde, buhurdanlardaki buhur,

viicuda niifuz edip onu koruyarak ortamin ve insanlarin

Nisfiye

Tarihi bilinmiyor Date unknown
Metal Metal

63,5 cm

For example, the highly regarded glassmakers in Istan-
bul blew air into glass to give them various shapes. These
glassworks united the elements soil, air, and fire while the
transparency of the final product imitated the clarity of
water. The making of ceramics also required the knowledge
of a city’s climate because humidity and dryness would
affect the quality of the product. Even the types of protec-
tive layers that kept colors vivid and long lasting had to be

considered according to the humidity in the air. Thus, it

=

Charles Pertusier Cizim Illustration Préault, Gravir Etching Piringer

Atlas des promenades pittoresques dans Constantinople et sur les rives du Bosphore

istanbul ve Bogaz Kiyilarina Pitoresk Seyahat
A Picturesque Voyage to Istanbul and to the Shores of the Bosphorus
18. yuizyll 18™ century
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modunu da degistirirdi. Ancak buhurdanda ne yakildig: cok
onemliydi. Misk ve amber gibi kokular bedeni ve ruhu can-
landirict ve iyilegtirici 6zellikleriyle bilinirdi (Ergin 2014:
70-97). Koku deneyimine karg: hissedilen arzu, bu sebep-
lerle birgok sanat eserine ilham vermisti. Dogadaki diger ele-
mentler gibi hava da degerli objeleri yaratmakta kullanilan
giiclii bir kuvvet ve ilham kaynagiydi. Ornegin, Istanbul'un
inlti cam ustalari, cama iifleyerek ona farkls sekiller verir-
lerdi. Bu cam isciligi, toprak, hava ve ates elementlerini bir
araya getirirken son iiriinde ortaya ¢ikan seffaflik, suyun
berrakliZinin yansimasiydi. Seramik isciligi de, ortaya ¢ikan
iiriiniin kalitesinde havanin nemlilik ve kuruluk oranlari
belirleyici oldugu igin, sehrin iklimini ¢ok iyi bilmeyi ge-
rektirirdi. Renkleri canli ve uzun 6miirlti tutmak icin kulla-
nilan koruyucu katmanlarin tiirii bile havadaki nem oranina
gore belirlenirdi. Zanaatkarlarin atélyelerinin sehrin belirli
bolgelerinde konumlandirilmig olmasi, bolgenin havasinin
nemliligine veya sicakligindan otiirii olabilir. Modern 6ncesi
donemde, atdlyelerin icinde gerekli olan iklim kontroliinii
saglamanin ne kadar zor oldugunu diistiniirsek, atolyeler icin
dogru dogal kaynaklara ve 1s1 derecelerine sahip bolgeleri
se¢gmenin ne kadar 6nemli oldugunu anlayabiliriz. Antik
bir liman olan Kadikdy'deki Yeldegirmeni Mahallesi’nde
oldugu gibi, unu 6giitmek amaciyla kullanilan yel degir-
menlerinin gerekli olan dogal kaynaklara yakin konumlan-
dirilmasi lazimdi. Buiyiiyen sehirde, artan tiretimin getirdigi
dontigtimiin yaninda, sehrin bazi bolgelerinde ortaya ¢ikan
kirlilik de kaginilmaz olmaliydi. Bugiin burnumuza gelen
kotii kokulari ve kulagimiza ¢alinan giiriiltiiyti fark etme-
miz gibi, erken modern dénemdeki sehir sakinleri de, yeni
mahallelerin kurulmasina da yol agarak sehir ici goce sebep

olacak olumsuzluklari hissetmeye baglamiglard:.

Sehrin Havasiyla Uyum icinde Yerlesmek

Ulkeler ve yerlesim birimleri arasindaki ulagim, o dsnemde
hava akimlarinin etkisine oldukga acikti. 18. yiizyilda, “d6-
nemin ana ticaret yollarindan olan 900 mil uzunlugundaki
Istanbul-Venedik hatti, riizgar elverdigi zamanlarda 15 giin
kadar kisa bir stirede tamamlanabiliyordu” (Quataert 2005:
119). Ancak ayni yolculuk, riizgar sert estiginde 81 giin de
stirebiliyordu. Evliya Celebi Sarayburnu ve Eyiip arasindaki

Ney

Tarihi bilinmiyor Date unknown
Kamig, metal, kemik Reed metal bone
48 cm

is possible that the siting of artisans’ workshops in certain
areas of the city could have been determined according to
the humidity or heat of the air in that particular district.
Considering that creating the necessary controlled climate
in a workshop was difficult in the pre-modern period, the
choice of workshop sites with adequate temperatures as well
as natural forces must have greatly mattered. For example,
the windmills of Istanbul, which were used to grind grain
into flour, would need to be in areas with proper natural
resources, as can be inferred from the name of the district,
Yeldegirmeni (meaning windmill) in Kadikdy (Chalcedon),
an ancient harbor. It was inevitable, however, that with the
increase in production within a growing city came not only
the transformation but also the pollution of some districts.
Just as we notice noise and unpleasant smells today, early
modern inhabitants would also have perceived the negative
impacts in their surroundings, which could have triggered
migrations within the city thereby leading to the establish-
ments of new neighborhoods.

Settling in Harmony with/in the City’s “Airscape”
Transportation between states as well as settlements was
greatly impacted by air currents. In the eighteenth century,
“the 900-mile journey between Istanbul and Venice, one of
the main trade arteries, could take as short a time as fifteen
days with favorable winds” (Quataert 2005: 119). This
journey, however, could last eighty-one days under strong
winds. Evliya writes that the distance between Sarayburnu
and Eyiip was merely 10 miles, and this route had no strong
currents to affect the travel time (Celebi 2004: 232). Yet,
it was difficult to cross to Uskiidar particularly when the
Lodos was blowing.

The protection from strong winds, as much as easy access
by water, was influential in choosing sites for neighborhoods
in the city. Thus, the winds acted as place makers whereas
their ancient knowledge informed decisions for urban de-

velopments. While telling us about the impact and power
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AKISTA SEHIR: OSMANLI iISTANBULU’NUN RUZGARININ PESINDE

mesafenin yalnizca 10 mil (yaklagik 17 km) oldugunu ve bu
glizergahta seyir siiresini etkileyecek kadar giiclii akintilar
olmadigini yazar (Celebi 2004: 232). Diger yandan 6zellik-
le lodos esen giinlerde Uskiidar’a gegmek bir hayli zordur.

Sehirdeki semtlerin konumlarinda, suya kolay ulagim
kadar sert riizgarlardan korunakli olup olmamalari da etkili
olmusgtu. Demeketir ki, riizgirlara dair kadim bilgiler kentsel
gelisim kararlarinda, riizgarlarin kendileri ise mekénlarin
olusumunda rol oynamiglardir. Istanbul'un riizgarlarinin
etkisi ve giiciinden bahsederken Evliya, bazi mahallerin
aldiklar: riizgarlara gore nasil olugtuklarindan bahseder.
Ornegin Galata Limani, sekiz riizgardan korundugu ve
boylece 1000’e kadar geminin giivenle baglanabildigi hog
bir limand: (Celebi 2004: 214). Evliya ayrica Galata'nin
dillere destan suyu ve havasindan (45 # hevisz) bahseder. Bu
ikilinin bir araya gelmesi mahalle sakinleri ve gezginler i¢in
Galata’y: ideal bir yer haline getirir. Besiktas da riizgarlara
gore sekillenmistir. Adini lodos zamanlarinda kiyiya vu-
ran dalgalart 6nlemek i¢in denize atilmig taglardan alir.
Begiktag'a, bu dalgalarin zararindan korunmak i¢in denize
yerlestirilen i¢i tagla dolu ahsap kaziklar “besik-tas” ismini

of Istanbul’s winds, Evliya mentions how certain neighbor-
hoods were formed based on its winds. For example, Galata
Port (liman) was a pleasant port because it was protected
from eight winds, which enabled as many as 1000 ships to
be safely harbored there without any fears (Celebi 2004:
214).? Evliya also mentions Galata’s renowned water and
air (@b u hevdsz), whose union must have created an ideal
location for residents as well as travelers. Begiktas was also
shaped according to the winds. It took its name from the
stones laid out to protect it from the waves hitting the
shores during Lodos. In order to protect Begiktas from this
kind of damage, many wooden piles filled with stones were
placed in the sea giving it the name Besiktag (Cradle stone).
For Begiktag, Evliya also tells that it is famous for the union
of water and air (2b u hevds:z). Due to its safe shore, it had
vast open spaces by the sea and ya/zs (seashore houses) with
gardens and large courtyards occupied by 6000 inhabitants
(Celebi 2004: 221). Likewise, Istinye, again being protected
from 8 winds, had 300 ships anchored at its shore (Celebi
2004: 226). Here Evliya mentions a few famous ya/zs such
as Miifti Yahya Efendi yalisi, Koyunzade yalisi, Hidim Alf
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verir. Besiktag i¢in de Evliya, suyu ve havasinin (46 « hevdsz)
meshur birlikteliginden bahseder. Giivenli kiy1 seridi 6000
sakiniyle, deniz kenarinda ¢ok genis agik alanlara ve bahge-
leri ve genis avlulari olan yalilara ev sahipligi yapardi (Celebi
2004: 221). Benzer sekilde Istinye de sekiz riizgardan koru-
nur, sahiline 300 gemi demir atabilirdi (Celebi 2004: 226).
Evliya bu bolgedeki meshur yalilari da sayar: Miifti Yahya
Efendi Yalist, Koyunzade Yalisi, HidimAlT Aga Yalisi ve
Beg Yalisi. Ayrica Evliya'nin bir saraya benzettigi (miikellef
sardy-1 alf), ihtisamli Kelemser Bosnak Ismail Efendi Ya-
list vardir. Yalilarin ingasi, bu sahilin riizgar ve dalgalarin
tahrip edici ve yikicr eckilerini 6nleyen konumu sayesinde
miimkiin olmustur. Oysa, Ahirkapi civarindaki yedi kapinin
dogusunda, denize bakan tarafta, bir lodos sirasinda Bayram
Pasa’nin inga ettirdigi iskele yikilmigtir (Celebi 2004: 27).

Modern 6ncesi diinyada dogal olgularin, inga edilmig
cevrelerin ve insanlarin, bedensel, ¢oklu algisal ve mekansal
deneyimlerinin i¢ ice gecmisligi, ylizyillar boyunca Istanbul
halkinin canli ve cansiz varliklarla birlikte var olmay1 ve
cevreleri izerindeki etkileriyle yasamay: 63rendigini ortaya

koyuyor. Gerek su dagiliminin, toprak verimliliginin ve

hoiriy, fhos

Aga yalisi, and Beg yalisi. There was also the magnificent
Kelemser Bosnak Ismail Efendi yalist which Evliya likens
to a palace (miikellef sardy-1 ali olmadadir). The building
of the yalis was obviously possible due to the ideal location
of this shore which prevented the damaging impact of the
notorious winds and waves, which could be devastating.
For example, the seven gates towards Ahirkap: faced the
sea looking east, which led to destruction of the dock built
by Bayram Pasa due to Lodos (Celebi 2004: 27).

The intertwined histories of natural phenomena, the
built environment, and people’s bodily, multisensory, and
spatial experiences in the pre-modern world reveal that for
centuries Istanbul’s populace had to learn how to coexist
with animate and inanimate entities and live with their
impacts on the surroundings. Whether through managing
the distribution of water, the fertility of land, the location
of settlements, or the levels of air and sunshine admitted
into their houses, inhabitants were aware that they had to
adjust to nature in order to preserve the cosmic harmony
that they perceived in the universe, which was the founda-
tion of their health. In this context, health (sag/1k/sihhar)
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mahalle konumlarinin yonetimi, gerekse evlerinin aldig1
hava ve giin 15181 olsun, sehir sakinleri, evrenin kozmik
uyumunu ve boylece kendi sagliklarini da korumak icin
hayatlarini dogaya gore ayarlamalari gerektiginin farkin-
daydilar. Bu baglamda saglik/sihhat sadece fiziksel rahatlik
anlamina gelmez: Kelimenin etimolojik kokeninin saglam
ve sahi kelimeleri ile olan bagi, sagligin, kisinin toplum
menfaati i¢in olan erdemli davraniglarinin da kaynag: olup
fiziksel, tinsel ve etik nitelikleri de kapsayan, en genis an-
lamiyla kavrandigini gosterir. Zihin, beden ve eylem ara-
sindaki bu yakin iligki, insanlarin cevreleriyle etkilesimi
sonucu onlari gekillendirirken, hayat tecriibelerinin tiimii
bu kuvvetli bag1 korumanin neden 6nemli oldugunu tekrar
hatirlatir. Sehir sakinleri, bu diizeni bozacak mega-binalar
inga etmek yerine halihazirda bulunan altyapilara, gele-
neksel bilgilerine dayanarak kii¢iik mimari dokunusglarda
bulunurlardi: Ozellikle Istanbul gibi suyun, topragin ve
havanin giindelik deneyimlerinin fiizyonu olan sehirlerde,
bu, kent ortamini oldugu kadar domestik hayatlarin da
dogal dengesini korumak i¢in bir aragti. Bu deneyimler bize
insanlarin dogaya sadece estetiklegtirilmis bir obje olarak
bakmayip, onun i¢cinde ve onunla birlikte yasayip doganin
glicleriyle doniistiiklerini hatirlatir.

Ingilizceden ceviren: Naz Begcan
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Doga, Medeniyet, Beden ve Yanilsama'

Nature, Civilization, Body, and Illusion’

LAL HITAY

“Madam Gherardi medeniyetin bir¢ok nimeti gibi agkin da
bir sanridan ibaret oldugu ve dogadan ne kadar uzaklagirsak
agka olan talebimizin de o kadar ¢ogaldigint iddia eder.
Dogayi sirf bagka bir bedende aradigimiz élciide asktan
uzaklagiriz; ¢linkii agk borglarint kendi icat ettigi bir para
birimiyle 6der, yani mutlu olmak i¢in, Beyle’in Modena’da
satin aldiB1 tily kalem kesme aparati kadar iglevsiz, sahte
bir aligveristir bu” (Sebald 2015: 30).

Bu yazida W. G. Sebald’in yukaridaki belirlemesindeki
kimi unsurlari agmak istemekteyim. Bunun sebebi ¢ogu
kisinin cani goniilden katilacag: ve hatta ustalikla ifade edil-
mesiyle de heyecanlanacag: yogun bir Bat1 medeniyeti ve
modernite elestirisi kokan bu alintinin, Bat1 medeniyetinin
ve modernitenin temelinde yatan metafizigi tersten tekrar
etmesi, dolayisiyla tepkisel olmasi bu sebeple yiiziiniin bir
yenilige ve dirence degil melankoli ve hiclige doniik oldugu-
nu gostermek istememdir. Sebald’in s6z konusu belirlemesi-
ne iligkin altini ¢izmeye calisacagim unsurlarin, benzer eleg-
tiriler gelistirmeye ¢alisirken ¢ogumuzun igine diisebilecegi
tarzda agmazlara, ¢ikmazlara isaret ettigini diigtintiyorum.

Dogay1 yiiceltip, medeniyeti seytanlagtirmak gercekei
olmaktan 6te Nietzscheci bir yaklagim ile Romantik ve
dolayisiyla nihilist bir tutumdur. Guy Elgat'nin yorumunu
takip ederek Nietzsche’de Romantizmin bir siireg, tarihsel
bir déneme degil, bir ruh haline tekabiil ettigini ve bu ruh
halinin dekadan ve nihilizme gétiiren bir tavir ile iligkili ol-
dugunu soylemekte yarar var (Elgat 2015).? Bu yorum tam
da bahsedilen yiiceltme ve seytanlagtirma tavrina Romantik
ve dolayisiyla nihilist bir tavir demenin altindaki neden-
dir. Bir seyi yiiceltmek gibi seytanlastirmak da o seyin ne
oldugunu anlamamak ya da ne oldugunu anlamaya direng
gostermekle ilgili bir tutumdur da diyebiliriz.

Nazile Kalayci, felsefe tarihinde doganin yadsinarak,
insan eliyle diizen verilmesi ve hakimiyet altina alinmasi
gereken bir alan olarak goriildiigiinii bu tahakkiim zih-

niyetinin kadin ve hayvana iliskin tahakkiim ile ayn: dii-

“Mme Gherardi maintained that love, like most other bless-
ings of civilization, was a chimera, which we desire the
more, the further removed we are from nature. Insofar as we
seek nature solely in another body, we become cut off from
her; for love, she declared, is a passion that pays its debts
in a coin of its own minting, and thus a purely notional
transaction which one no more needs for one’s fulfilment
than one needs the instrument for trimming goose-quills
that he, Beyle, had bought in Modena” (Sebald 2015: 30).

In this text, I want to elaborate on some elements of
W.G. Sebald’s description of the problem above. I want
to expose this quote, which to the heartfelt agreement and
excitement of many people through its eloquent language,
appears to be a criticism of the Western civilization and
modernity, a repetition of the metaphysics of the former in
reverse and hence its reactiveness and its position closer to
melancholy and nullity rather than innovation and resist-
ance. I believe that the elements I will try to highlight for
Sebald’s so-called identification reveal certain conundrums
and dilemmas which most of us might encounter while
engaging in similar criticisms.

Beyond its unreality, glorifying nature and demonizing
civilization follow Nietzsche’s romantic path and thus is a
nihilistic attitude. Following Guy Elgat’s footsteps, it is
useful to say that in Nietzsche’s philosophy, Romanticism
does not correspond to a process or a historical era but a
mental state, and this mental state is related to a decadent
attitude that leads to us to nihilism (Elgat 2015).? This
commentary is exactly the reason for pinpointing this at-
titude of glorification and demonization as a Romantic and
hence a nihilist one. Demonizing as well as glorifying an
entity is an attitude of not understanding and of resisting
to understand what that thing is.

Nazile Kalayci argues that in the history of philosophy,
nature has been neglected and recognized as a realm to be re-

arranged by humans and the tyrannical mindset behind this
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stinsel zemine sahip oldugunu ifade eder. Kalayci, doga
kategorisinin bir¢ok diglamalara dayali olarak insa edildi-
gini belirtir ve bunu takiben felsefe tarihinde epistemolojik
olarak doganin kiiltiir kargisinda, doganin bedenle birlikte
zihin kargisinda, maddeyle birlikte ruh kargisinda, duyguyla
birlikte akil karsisinda, hayvanla birlikte insan karsisinda,
disiyle birlikte erkek karsisinda, ilkel ile birlikte uyar kar-
sisinda, zorunluluk birlikte 6zgiirlitk kargisinda ikincil ve
hakimiyet altina alinmasi gereken seklinde ele alindigini
belirtir (Kalayci 2019: 36-37). Kalayc: verdigi 6rneklerin
bu diistince seklinin bir kismina iligkin oldugunu da ifade
edebilir, bunlara eklenebilecek ikililikler de s6z konusu-
dur. ikililikler ile diigiinme yatkinlig1 bu ikililiklerden
birini hiyerarsik olarak iistiin olarak alir, bu noktada doga
ve onunla eg tutulanlar, biitiin bu sayilan kavramlar kar-
stisinda konumlandirilarak ikincil, kontrol ve tahakkiim
altina alinmasi gereken kavramlar olarak diistintilmiistiir.

Bu yazinin baglangicinda yer alan Sebald’in alintis: eleg-
tirel bir bicimde yukarida deginilen izleklerden yola ¢iki-
larak, Spinoza diisiincesinden destek alinarak doga, beden
ve medeniyet iligkisi yine sanr1/yanilsama ve bilmek iligkisi
tizerinden irdelenecektir.

Doga, Beden ve Medeniyet

Sebald soz konusu belirlemesinde, dogay1 kiiltiir-medeniyet
karsisinda 6ne ¢ikarmaktadir ancak bu devrimci bir hamle
degildir ¢iinkii en bagtan doga ile medeniyeti birbirine
zit olarak konumlayan ve bu ikilikleri hiyerarsik bir ilig-
ki i¢inde diisiinen Bat: metafizigi epistemolojisinin diia-
list diisiince seklini kabul ederek belirlemesini yapmugtir.
Sebald’in belirlemesinden sanki insan medeniyetle istigal
ettigi ol¢iide doga ile kopuk ve medeniyetle istigal ettigi
olgiide yanilsamalarla bogugmakta ancak doga ile bagint
kurup medeniyete mesafe alabilse bu hezeyanlarindan azade
olabilecekmig gibi bir anlam ¢ikmaktadir. Bu sebeplerle
Sebald farkli, devrimci bir sey sdyler gibi goriiniirken as-
linda elestiri yoneltmeye calist1g1 diistince seklini tekrar-
lamaktadir bu sebeple de sdyledigi bir ¢tkmazi isaretler bu
sebeple de karamsardir.

Ikililikler tizerinden diisiinmeyi siirdiirerek, ikililikler
tizerinden geligsmis ve ilerletilmis olan Bati metafiziginin
epistemolojisini bertaraf etmek miimkiin olabilir mi? Ger-
¢ek anlamda bir Bat: medeniyeti, modernizm elestirisi bu
ikililigin kendisini de sorunsallastirmaktan ge¢gmez mi?
Beyaz kargisinda siyahi tutmakla, siyah karsisinda beya-
zt tutmak i¢in bu ikisinin bir kargitlik i¢inde oldugunun

domination on nature has the same basis as the mindset that
claims domination over women and animals. Kalayci high-
lights that the category of nature has been constructed based
on exclusions. As a result of this, in the history of philosophy,
it has been epistemologically treated as secondary and some-
thing to be dominated: nature vs. culture, nature and the
body vs. the mind, nature and matter vs. spirit, nature and
emotions vs. reason, nature and animals vs. humans, nature
and the feminine vs. the masculine, nature and the primal
vs. civilization, nature and obligation vs. freedom (Kalayc1
2019: 36-37). Kalayc1’s examples represent a particular part
of this way of thinking which also includes dichotomies. The
tendency to think in dichotomies accepts one of them as
hierarchically superior, and thus, nature and its allies, when
positioned against the concepts above, are concepts that are
secondary and to be controlled and dominated.

Critically following the trajectory explained above and
with the support of Spinoza’s philosophy, Sebald’s quote
that opens this text and the relationship between nature,
body, and civilization is scrutinized again through the re-

lationship between illusion/delusion and knowledge.

Nature, Body, and Civilization

In this description, Sebald puts nature above culture/
civilization. Yet, this is not a revolutionary attempt as it
intrinsically accepts the dualist way of thinking, which
epistemologically belongs to Western metaphysics and po-
sitions nature and civilization as opposites, and thinks of
these dichotomies in a hierarchical relation. According to
Sebald, one is disconnected from nature and struggles with
delusions to the extent that they mingle with civilization
and can only be free of this delirium if they can reconnect
with nature and be at a distance from civilization. For this
reason, while appearing different and revolutionary, Se-
bald reproduces the thinking process that he criticizes, and
hence, marks a deadlock and hence, is pessimistic.

Could it be possible to topple the epistemology of West-
ern metaphysics that is based on and progressed upon di-
chotomies, while continuing to think dualistically? Could
a true criticism of Western civilization and modernism be
possible without the problematization of this duality itself?
To put the black opposite the white, the white opposite the
black is about the premise of their opposition. We want to
flee the cities and go back to nature; we demonize civiliza-
tion and go back to nature. This is because we presume

their opposition and reproduce the epistemology of Western
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on kabuli ile ilgilidir. Sehirleri birakip dogaya donmek
istiyoruz, medeniyeti seytanlastirip dogaya donmek isti-
yoruz. Ciinkii bunlart hepsinin bir karsitlik icinde oldugu
on kabuliindeyiz ve yine diglamalarla kategorilestiren Bat1
metafiziginin epistemolojisini tekrar ediyor, beyazi degil
de siyahi tuttugumuz i¢in modernist paradigmalar: bertaraf
ettigimizi santyoruz.

Peki doga ile medeniyet, doga hali ile toplumsallik (top-
lumsal s6zlesme) zitlik icinde ikililikler mi bunu bagka
tiirlii diisiinmek miimkiin mii? Bu noktay1 Spinoza’nin doga
anlayisina deginerek irdelemek faydali olacaktir. Spinoza
diigtincesinde her sey Doga’ya ickindir, biitiin tekillikler
Doga’nin ifadesidir. Spinoza’da, Hasan Sel¢uk Turan’in ifa-
desiyle belirtirsek insanlarin, anlama yetisinin i¢indeki her
sey doganin parcalaridir demek yanlig olmayacaktir. Turan,
Tanr1 ya da Doga sonsuz sayida tekil seyde kendini ifade
edenin t6z oldugunu ifade eder ve var etmek toziin 6zii ise
var olmanin bir ¢aba olarak her bir tekil seyin fiili 6ziinden
bagka bir sey olmadigini (conatus) belirtir. Spinoza’da doga
durumunun kaos ya da savas durumu olmadigini, Doga’ya
dahil olan anlama yetilerinin bir arada varliklarini devam
ettirmelerinin bir diizenlilik ve savagsizlik hali olmadigini
ekler. Spinoza’da barig, kaostan, savagtan vazgecilerek, an-
lagilarak kurulmaz. Icinde bulunulan tek durum doga du-
rumudur bir gecis s6z konusu degildir. Her zaman bozulma
tehdidiyle birlikte kisilerin kendi giicinden kaynaklanan
kisisel erdemle (fortitudo)® (Eksen 2015) baris tesis edilebi-
lir ve devam ettirilebilir. Yani doga durumu zaten devam
eden durumdur. Hem kriz, savag hem barig doga duru-
muna i¢ckindir (Turan 2016). Spinoza diisiincesi ekseninde
medeniyet de doga haline ickindir. Doga ve medeniyet bir
karsitlik iligkisi icinde degildir. Yine toplumsallik ve doga
hali bir kargielik iligkisi i¢cinde degildir. Bahsedildigi gibi
devam eden, siiregiden tek hal bir hal var ve her sey ona ic-
kindir. Toplumsallik ile dogayi, medeniyet ve dogayi zitlik
olarak ikililikler i¢inde ele almak ayni paradigma icerisinde
tepkisel olmak disinda bir etki yaratmayacag: icin bu yak-
lagimin doniistiiriici ve yenilik¢i bir yani olmamaktadir.
Boyle bir tepkisellik ancak kiginin kigisel sikintilari anlik
olarak bastirmak ve oyalamak icin elverigli olur ancak bu
kisa stireli rahatlama bu tepkiselligin kisiyi bir kisirdongiiye
sikigtirdi@s gercegini degistirmez.

Sebald’in ikilikleri kullanarak Bat: medeniyetine ve
moderniteye, doga, ask, beden, sanri/yanilsama {izerinden
yapmaya ¢alist1g1 elestirisinin iizerinde durmak istedigim
bagka bir unsuru bedendir. Sebald’in bedene yaklagimi da

metaphysics that categorizes through exclusions. In posi-
tioning ourselves with black instead of white, we falsely
believe that we can eliminate the modernist paradigms.
But are nature and civilization, the state of nature, and
social contract opposing poles? Is it possible to think of
them differently? It will be useful to elaborate on the answer
to these questions by touching upon Spinoza’s understand-
ing of nature. In Spinoza’s philosophy, everything intrinsi-
cally belongs to Nature; all singularities are expressions of
Nature. Following Hasan Sel¢uk Turan’s interpretation of
Spinoza, it will not be incorrect to state that in the percep-
tion of humans, everything is part of nature. Turan says
that what is expressed in God or Nature, in the infinite
singular things, is substance; and if creation is the essence
of substance, existence as an effort is nothing but the de
facto essence of each singular thing (conatus). He also adds
that in Spinoza’s philosophy, the state of nature is not a state
of chaos; the continuation of the coexistence of perceptions
that make nature is not a state of order or warlessness. For
Spinoza, peace cannot be obtained by the renunciation of
chaos or war. The only state is the state of nature; there is
no transitional phase. Although under the constant threat of
deterioration, peace can be attained and maintained through
personal virtue (fortitudo)® (Eksen 2015) sourced from the
individual’s determination. So, the state of nature is an on-
going one. Both crisis and war are intrinsically part of the
state of nature (Turan 2016). On the axis of Spinoza’s phi-
losophy, civilization is also intrinsic to nature. Nature and
civilization are not in an antagonistic relationship, neither
are the social contract and the state of nature. There is only
one continuing and ongoing state, and everything is intrin-
sic to that. As considering society and nature, civilization
and nature as dichotomous opposites would create no effect
other than being reactive within the same paradigm, this
approach has no transformative and innovative aspect. This
kind of reactivity’s only function is the momentary release
of the individual’s worries, but this does not change the fact
that short-termed relief would only create a vicious cycle.
Another element that I want to focus on in Sebald’s
criticism of the dichotomies of Western civilization and
modernity, and that which is based on nature, love, body,
and illusion/delusion, is the body. Sebald’s approach to the
body is aligned with the epistemology of Western meta-
physics, which devalorizes it and sees it as something to be
dominated. The dichotomy of nature and its civilization is
ultimately a conclusion about the relationship of body and
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onu degersizlestiren, tahakkiim altina alinmasi gereken bir
sey olarak géren Bat1 metafizigi epistemolojisi ile uyumlu-
dur. En nihayetinde doga ve medeniyeti ikililigi tizerinden
beden ve agka iliskin bir belirlenimde bulunmakta, agk:
bedende aramanin agkin sanrili/yanilsamali bir sekli oldu-
gunu ifade edilmektedir. Asiri yoruma kagma pahasina da
olsa Sebald’in belirlemesini devam ettirsek sanki hakiki
tek bir agk var ve onu dogadan kopuk medeniyette tecrii-
be etmek miimkiin degil bu sebeple degersiz bedenlerde
dogadan kopusun yarattig: sanri i¢inde nafile bir ¢abayla
kaybettigimiz “gercek” aski ariyoruz. Sebald’daki bu go-
riiniim Bat1 metafiziginin, modernitenin ruh/beden, akil/
beden ikililiginin bir ifadesidir. Doga ile medeniyet bir
ikililik olarak kabul edilmis ancak medeniyet degil doga
yiiceltilerek medeniyet degersizlegtirilmeye ¢aligtlmistir.
Degersizlestirilen medeniyetin nimetlerinin sanri oldugu
ve medeniyetin diger nimetleri gibi agkin da medeniyet
gercevesinde ancak bir sanriya denk gelebilecegi ve bu
sebeple bedende arandig1 vurgulanir. Sebald’in ikililiklere
yaslanip elestirisini bunlari ters ¢evirme ile kurgulamaya
calistiZini ifade edip, kendi elegtirel bakigimiza da bu nok-
tadan baslamigtik. Sebald, doga ile medeniyet ikililigini
ters gevirip dogaya istiinliik tanidig: halde, Bat1 meta-
fiziginde doga ile ayni sekilde tahakkiim altina alinmas:
gereken bir unsur olarak kabul géren bedene iliskin goriisii
bu ters ¢evirme miidahalesine dahi dahil etcmemekte, bu
hususta Bat1 metafiziginin epistemolojisini bire bir devam
ettirmektedir.

Beden aslinda son derece 6nemlidir. Spinoza igin anlama
yetisinin baslangicindadir. Spinoza’da anlama yetisi kar-
silasmalardan, karigimlardan baglar. Descartes gibi siiphe
ve meditasyon tizerinden bir anlama s6z konusu degildir.
Anlamak bedenli olmakla, bedenden zihne dogru s6z ko-
nusu olup, Descartes gibi zihinden bedene dogru bir anla-
ma s6z konusu degildir. Anlamak igten diga dogru degil,
distan ice dogrudur bu sebeple bedenin kargilagmalari ve
karigmastyla miimkiindiir. Ve insanin kendini digsalliktan
yalitmast gibi bir durum da s6z konusu degildir. Zaten
kargilagmalar yonlendirilerek, ¢ogaltilabildik¢e anlamak
ve bilmek s6z konusu olabilir. Anlama yetisi kargilagma ve
de karigim ile bagladigindan mecburi olarak ilk asamasinda

yanilsama vardur.

Bilgi ve Yanilsama
Sebald medeniyet ve bedene olumsuz yaklagimini, agkin
da medeniyetin bir¢ok nimeti gibi sanridan ibaret oldu-

love and an expression of how looking for love in a body is
an illusional/delusional understanding of the former. Risk-
ing over-interpretation, if we extend Sebald’s description,
it may seem like there is only one true love which is not
possible for us to experience within a civilization that is
separated from nature, and thus, we keep looking in vain
for a lost “true” love in empty bodies with the illusion
created by our distance from nature. This perspective of
Sebald’s text is the expression of the spirit/body and mind/
body dualities of Western metaphysics and modernity.
Nature and civilization are accepted as dichotomies. It is
nature, not civilization that is glorified while the value of
civilization is reduced in reverse. It is emphasized that the
blessing of a valueless civilization is an illusion and like
its other blessings, within the framework of civilization,
love can only correspond to an illusion and thus, is sought
in the body. Our critical analysis started by stating that
Sebald relies on dichotomies and tries to form his critique
by reversing them. Even though Sebald reverses the nature
vs. civilization duality and gives nature the upper hand, he
fails to include his views on the body, which, like nature,
has been accepted by Western metaphysics as an element
to be dominated, to this reversal and in doing so directly
mirrors the epistemology of Western metaphysics.

The body is quite important. For Spinoza, it marks the
beginning of perception. In Spinoza’s work, perception
starts with encounters, merging. He does not see percep-
tion through inspection and meditation as Descartes did.
Perception relies on having a body and moves from the
body to the mind, whereas for Descartes it moves from the
mind to the body. Perception occurs from the outside to the
inside rather than from the inside to the outside and hence,
is only possible through the encounters and merging with
the body. Moreover, it is not possible for the individual to
be isolated from the exterior. Perception and knowledge are
possible through directing and reproducing encounters. As
perception starts with encounters as well as merging, the

first step of it is ipso facto illusion.

Knowledge and lllusion

When Sebald declares love as just an illusion like the other
blessings of civilization, he projects his negative under-
standing of civilization and the body to the concepts of
illusion/delusion. What he calls a chimera is not a state
of psychosis but rather corresponds to delusion. But is il-

lusion solely negativity? Is it a state that should or could
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gunu ifade ettiginde sanri/yanilsama icin de siirdiirmek-
tedir. Sanri dedigi ey bir tiir psikoz haline degil yanilma
ve yanilsamaya tekabiil etmektedir. Ancak yanilsama saf
bir olumsuzluk mudur? Ya da yanilsama bagli bagina sa-
kinilmasi gereken ya da tamamen sakinabilecegimiz bir
durum mudur yoksa yanilsamay: bagka bir sekilde ele almak
miimkiin mudiir?

Erdem Cift¢i Spinoza'nin affectio kavramini 6zellikle
Deleuze okumalari agirlikli olarak ele aldig:i makalesinde
yanilsamaya yaklagimin nasil felsefe yapilacagina iligkin de
yaklagimi ortaya koydugunu yanilsamanin dogruya ulas-
mak i¢in ¢oziimlenerek bir 6l¢lide kabullenilip korunarak
duizeltilmesiyle iizerinde durulmadan hizla dogrusuyla yer
degistirme ve tamamen ortadan kaldirma jestlerinin farkls
felsefi tavirlar oldugunun altini ¢izmektedir. Ilk tavir ya-
nilsamadan, hatadan sonuna kadar faydalanip onun iiretici
bir siirecin parcast yaparken ikinci tavir hatay: diistinceyi
sekteye ugratan bir unsur olarak goriip onu tamamen di-
sarida birakma girisiminde bulunur (Ciftci 2017: 265).
Sebald diialist diistinceyi koruyarak tepkisel bir sekilde
belirlenimde bulundugundan sanri seklinde ifade ectigi
hatay1, yanilsamay1 tamamen olumsuz ve yasantiy: sekteye
ugratan bir durum olarak ele almaktadir. Onun bahsettigi
sanri, yanilgi, yanilsama iiretici siirece dahil edilemeyen
ve kurtulunmasi gereken bir unsur olarak denkleme dahil
edilir. Ciinkdi ikililikler korunarak yaklagimda bulunuldu-
gunda bu ikililigin bir tarafin: yiiceltip diger tarafini sey-
tanlastirsaniz da siyah ve beyaz olarak kutuplagan diisiince
pratiginde ara tonlari gormek ve/veya gostermek oldukca
zordur.

Ciftci, Deleuze’un Spinoza’daki affectus (duygu) affectio
(duygulanim) ayrimini gorerek affectio’nun her deneyimin
kokeninde olan bir karigim olduguna ve bu karigimin en
az ikiden olustuguna (kargilagan ile kargilagilan gibi) ve
diistinmeye asla kisinin Descartes’ta oldugu gibi kendinden
baslayamayacagina ve bilincin disardan bagimsiz bir siiregle
ortaya ¢tkmasinin miimkiin olmadigina vurgu yaptigini
belirtir (Ciftgi 2017). Anlama yetisi kargilasma ve kari-
stmdan bagladiZ1 hata, yanilsama kacinilmazdir. Diisiince
kendimizden baglamadig: bir kargilagmanin ve onun duygu-
lanisindan (affectio), bir karigimdan yani yanlis diisiinceden
baglar ve insan buradan dogruya gitmeye ¢aligmaktadir
(Ciftgi 2017: 269). Bunun sonucu olarak yanilsama bir
baslangic, yola ¢ikma noktas: olup, yoldan ¢ikmak yolunu
kaybetmek anlamina gelmemektedir. Kargilagma, karigim-

dan olusan yanilsama ve hata da bir bilgi tiiriidiir ancak

be completely avoided? Could it be possible to think of
illusion differently?

In his essay focusing especially on Deleuze’s grasp of
the difference between affectus (emotion) and affectio (af-
fect) and his reading of Spinoza’s concept of affectio, Erdem
Ciftci highlights that the approach to illusion reveals also
the approach to philosophy and that the gestures of ac-
cepting illusion as a step towards the truth, as something
to be deconstructed and slightly corrected, and seeing it
as something to be directly replaced by the truth, to com-
pletely abolish it are completely different philosophical
stances. While the first stance fully benefits from illusion
and mistakes and makes them a part of the process, the
second stance sees mistakes as disruptions and attempts
to avoid them completely (Cift¢i 2017: 265). As Sebald
makes a reactive statement based on dualist thinking, he
treats mistakes and illusion, referred to his text as chimera,
as situations that are negative and that disrupt life. In his
understanding of delusion, error, and illusion, these are
not concepts to be included in the production process and
are considered as elements to be rid of. When you make a
statement based on dichotomies, even though you glorify
one end of this duality and demonize the other, to see or
show the mid-tones within a thought practice polarized
between black and white is quite difficult.

Cifci points at Deleuze’s emphasis on the fact that af-
Jectio is the merging at the basis of all experiences and this
merging has at least two parties (the one who encounters
and the one who is encountered) and like Descartes said that
one can never start thinking by oneself and that it is impos-
sible for consciousness to appear through an independent
external process (Cift¢i 2017). As perception begins with
encounter and merging, mistakes and illusions are inevi-
table. Thinking does not start with us, it starts with an
encounter and its affectivity (affectio), a merging and thus
with a wrong thought, and from there one tries to move
towards the truth (Ciftci 2017: 269). As a result of this, an
illusion is a beginning, a point of departure but diverging
from this road does not mean getting lost. Encounters,
illusions emerged from merging, and mistakes point at a
type of knowledge but let us keep in mind that this does
not correspond with ultimate knowledge. But the latter,
the ultimate knowledge, cannot exist without the former,
the imperfect knowledge, the encounters, and merging.
As there is no transcending ontological realm, no way out
of the being in Spinoza’s philosophy (whereas Descartes
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tabii bunun upuygun olmayan bilgi tiiriine isabet ettigini
aklimizda tutmak gerekir. Ancak birinci tiir, upuygun ol-
mayan bilgi olmadan, yani kargilagsma karigim olmaksizin
ikinci tiir bilgi yani upuygun fikirler de miimkiin olmaya-
caktir. Spinoza’da agkin bir ontolojik alan, (Descartes hatay1,
yanilsamay1 tamamen Tanrisal olanin alanindan ¢ikararak
insani alanla sinirlandirir) varliktan ¢ikig olmadig: gibi
hatadan da kagig yoktur. Spinoza igin biz zaten hakikatin
icindeyizdir (Cift¢i 2017: 266). Kargilagmalarin nedenle-
rini bilmedigimiz etkileri bizi pasif yaparken, nedenlerini
bilmek bizi aktif yapacaketir. Spinoza i¢in her sey dogaya
ickindir dolayisiyla hatalar, yanilsamalar da doga yasalari ile
uyumlu olarak gerceklegir. Medeniyet doga ile zitlik iginde
degildir, medeniyet dogaya ickindir, agk medeniyetin bir
sanrist da yanilsamasi da olsa doZaya ickin ve doga yasalari
ile uyumludur. Bedenin kargilagmasinin, karigiminin ne-
denini bilmedigimizden pasif durumda olmamiz baska bir
duruma, agkin ve yanilsamanin dogaya ickin olup olmamast
bagka bir duruma iliskindir.

Her karsilasma bir karigimdir. Insanin aslinda bedeni
de akli da hep karigikeir. Ancak bu karigiklik biitiiniiyle
bir olumsuzluk degildir. Hakikati 6grenmek, bilgi sahibi
olmak istiyorsak karigmaktan, kargilasmaktan kacinma-
maliyiz hatta bunlari diizenleyerek ¢ogaltmaliyiz (Ciftgi
2017: 272). Ne kadar ¢ok kargilagir ne kadar ¢ok yanilir-
sak kendimiz ve doga hakkindaki bilgimiz, neler yapabi-
lecegimize dair bilgimiz artacaktir. Spinoza’da 6zgiirlitk
ogrenmeyle ilintilidir. Dolayisiyla karsilagma, karigmadan
kagilarak ozgiirlesmek de soz konusu degildir. Tabii ki
ozgiirlik upuygun fikirler ile s6z konusu olur ancak bi-
rinci tiir bilgi olmaksizin ikinci tiir bilgiye sahip olmanin
miimkiin olmayacagini ifade etmigtik. Spinoza bizi hata-
ya, yanilsamaya diigmemeye hatayi, yanilsamayi tamamen
diglama gerekliligine yonlendirmez, bunlari 6rgiitleme,
degerlendirme ve yeniden degerlendirme gerekliligine
yonlendirir (Ciftgi 2017). Ask bir sanri bile olsa bu sanrt
bahsettigimiz gibi doga yasalar1 ile uygundur. Bu sebeple
Spinoza’da sanr1 medeniyete iligkin; upuygun fikir, bilgi
dogaya iligkin gibi bir ayrima gidilemez. Aksi tutum yani
sanrinin medeniyet, bilginin dogaya ait olduguna iliskin
diistince sekli Descartes’in diisiincesine benzer. Descartes
yanilsamay1 diinyevi ve insana has, ontolojik bir agkinlik
olarak tanimladig: Tanri’nin alanindan sanriy1, yanilsamay1
diglamistir. Yani Batt metafizigi epistemolojisine uygun
sekilde diglayarak kategorilegtirmistir.

Ciftci, duygulanimin (affectio) karigim hali yabanci bir

takes mistake and illusion out of the realm of God and
limits the individual with this realm) there is also no way
to avoid mistakes. For Spinoza, we are already within the
truth (Ciftgi 2017: 266). While the unknown reasons of the
encounters will make us passive, knowing these reasons will
make us active. For him, everything is intrinsic to nature
and thus even the mistakes or illusions occur under the
rules of nature. Civilization and nature are not antonyms.
Civilization is part of nature; love, although a delusion, il-
lusion of civilization is intrinsic to nature and in harmony
with natural laws. As we do not know the reasons behind
the encounters and merging of the body, being in a passive
state and the intrinsic relation between nature, love, and its
illusions are about different conditions.

Each encounter is a merging. One’s body and mind are
always confused. But this confusion is not completely nega-
tive. If we want to know the truth, to attain knowledge we
should not be abstaining from merging or encounters. We
even must organize them and make them frequent (Ciftgi
2017: 272). Our knowledge of the self and nature, of what
we can do, will deepen as much as we are encountering and
making mistakes. For Spinoza, freedom is about learning.
Thus, freedom is not possible in the avoidance of encounters
and merging. Of course, we can only talk of freedom with the
ultimate knowledge but as mentioned before, without the
first kind of knowledge to obtain the second kind would be
impossible. Spinoza does not guide us to a road of no wrongs,
no mistakes, and no illusions or a need of excluding mistakes
and illusions but to the necessity of organizing, evaluating,
and reevaluating them (Cift¢i 2017). Even though love is an
illusion, this illusion is fit for the rules of nature. For this
reason, in Spinoza’s writings, there is no such distinction stat-
ing that the delusion belongs to civilization and the ultimate
truth, knowledge belongs to nature. The opposing view,
which positions illusion alongside civilization and knowl-
edge alongside nature, is similar to Descartes” philosophy.
Descartes defines illusion as a worldly concept that is particu-
lar to humans. Illusion and delusion are excluded from the
realm of God, an ontological transcendence, meaning that he
categorizes these concepts through exclusion, matching the
methodologies of the epistemology of Western metaphysics.

Ciftgi states that affect (affectio) can be described through
the example of learning a new language. When we start to
learn a new language at an adult age, inevitably the sen-
tences we form, give more information about our native

language than the one we are learning. These first sentences
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dil vermeyi 6rnek verilebilecegini ifade eder. leri yasta dil
ogrenmeye bagladigimizda ister istemez kurdugumuz ciim-
leler o dilden ¢ok bizim dilimizi anlatir. Bu ilk climleler,
diger dille kargtlagmanin bende birakt181 izlerdir ve o dilden
daha cok o dille kargilagan kiginin karigtmini ifade eder. Bu
sebeple duygulanim (affectio) bilgisi neyle neyin karigimi ol-
dugunun bilgisini gerektirmesi bakimindan farkli iist iiste
binmiglikleri biinyesinde tagtyabilir (Cift¢i 2017: 273, 274).
Ask da insanin yagadig: kargilagsma ve karigimlardan biridir
ve Sebald’1n ifade ettigi gibi kimi zaman bagka bedenlerde
bir arayis sanrist olsa dahi yabanci bir dil 6grenen bir kisi
gibi, o dilden ¢ok o dille kargilagan kisiye iligkin bir kari-
stmun ifadesidir. Yani bir sanri, yanilsama olsa dahi kiginin
kendine iligkin bir seyler 6grenmesi imkanini tagir. Duygu-
lanimlar bir siirii tist iiste binmigligin ifadesiyse ve agki bir
duygulanim olarak diisiiniirsek s6z konusu ¢ok katmanlilik
icinde farkl: farkli 6grenme imkanlarini da yine kendisin-
de tagir. Bu sebeple karigima, karigikliga, yanilsamaya ve
sanriya Sebald’in yiikledigi kadar olumsuzluk yiiklemenin
kendisi de belki bir yanilsamaya tekabiil etcmektedir. Ancak
bu yanilsama da 6grenme imkanini iginde tagir.
Spinoza’'da kisi akil ve bedensel giictinti diger seylerin
etkinligine bagli olarak zorunlu olarak artirma ve gelistirme
cabasindadir (Armstrong 2020: 134). Spinoza diisiincesinin
en carpici en 6zgiin yonlerinden biri, kisiyi dogadan ve diger
bedenlerden bagimsiz ele alarak, giiclenmeyi ve ozgiirligii
diisiinmenin miimkiin olmamasidir. Insanin kendisini et-
kileyecek seylere a¢ik olmasi bir yandan onu kendi kendini
belirleme ¢abasinin altini oyan kotii kargilagmalar kargisin-
da yaralanabilir kilarken diger yandan eyleme giiciinii de
bu aciklikla artirabilmek s6z konusudur (Armstrong 2020:
137). Sebald’in belirleniminin reddedici bir tonu vardir. Me-
deniyetin bir¢ok nimetinin sanri, yanilsama olmasi sebebiyle
karigma ve kargilasmadan kaginmak, kiginin giictinii artir-
masini ve kendini gelistirmesini engeller. Medeniyet dogaya
ickindir doga ile kargiliklilik i¢inde degildir. Kisi dogadan
ve bedenlerden bagimsiz olarak ele alinamaz. Bunlardan
bagimsiz giiclenemez ve 6zgiirlesemez. Kisinin yanilsamaya
yatkin olmas: medeniyet sebebi ile degil insanin bedenli
olarak ancak dig diinya ile birlikte anlamasinin miimkiin

olmas1 ve anlamanin kargilagma ve karigimla baglamasidir.

Sonug Yerine

Medeniyet ve modernite elestirisinde ikilikleri koruyarak
ancak tepkisel bir yaklagim gelistirebiliriz. Bu tepkisel yak-
lagimlar ¢ogu zaman bizim duygulanimlarimizla ilgili bir

are the marks of our encounter with the other language and
point to the merging of this language with the encountering
person rather than the language itself. Thus, the knowledge
of affect (affectio) can encompass different multi-layers, as
it requires the knowledge of what intertwined with what
(Ciftgi 2017: 273, 274). Love is another encounter and
merging one experiences in life and while it can sometimes
be a delusion of seeking something in other bodies, as Se-
bald says, like a person learning a new language, it is the
expression of a merging about the person who encounters
the language rather than the language itself. Even if it is
a delusion, illusion, it is a possibility for one to learn new
things about oneself. If affects are the expression of many
overlaps and if we think of love as an affect, this multi-lay-
eredness stills carries distinct learning possibilities within.
Maybe for this reason the act of seeing merging, disorder,
illusion, and delusion as negative as Sebald did, is an illusion
in itself. But this illusion also carries a learning potential.

In Spinoza’s philosophy, the individual is in a mandatory
effort of expending and developing their mind and physi-
cal power in relation to the activities of all other things
(Armstrong 2020: 134). One of the most striking and
unique aspects of Spinoza’s philosophy is the impossibility
of speaking of empowerment and freedom while seeing the
individual independently from nature and other bodies. On
the one hand, one’s openness to the effects from the outside
makes one vulnerable in the face of malign encounters that
undermine one’s efforts of self-determination while on the
other hand, it is possible to extend one’s power of enactment
through this openness (Armstrong 2020: 137). There is a
tone of denial in Sebald’s description. Avoiding merging
and encounters, because one considers the many blessings
of civilization as illusion and delusion, obscures one’s em-
powerment and self-development. Civilization is intrinsic to
nature and is not in opposition to it. The individual cannot
be considered as independent from nature and the bodies
and cannot be powerful or free independent from them. The
tendency of the individual to be delusional is not because
of the civilization but of the fact that the bodily human’s
perception can only occur with the exterior world and starts

with encounters and merging.

Instead of a Conclusion

By relying on dualities in the critique of civilization and mo-
dernity, we can only remain reactive in our approach. Most of
the time, this reactive approach is an expression of confusion
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karigim ve karisikligin ifadesidir. Bulaniktir, yanilsamadir
ancak bu bizim upuygun fikirlere ulasmamiz icin de bir
basamaktir. Bu tepkiselligin bertaraf edecegi tek sey donii-
stim ve direncin kuvvetidir halihazirda Bat1 metafiziginin
ve modernitenin a¢mazlar: degil. Sehirleri birakip dogaya
dénmenin, medeniyeti seytanlastirip dogay: yticeltmenin
yenilik¢i bir yani yoktur, tepkiseldir bu sebeple bizi agik-
liga, doniisiime degil, sikigmigliga iter.

1 Buyaziy1 30.05.2021 tarihinde Birikin’de yayimlanmis “Doga; Romantizm,
Mistisizm, Nihilizm” bagslikli yazimdaki izlegi takip ederek ve bu izlegi
baska ¢ercevelerde de diisiinmeye calisarak, bir ¢esit devam yazisi seklinde
kaleme aldim. hetps://birikimdergisi.com/guncel/10621/doga-romantizm-
mistisizm-ve-nihilizm (Erigim tarihi: 10 Agustos 2021)

2 Guy Elgat, “Nietzsche and Romanticism” yazisinda, Romantizm
Nietzsche’nin, hem yasamla fazla dolu olmas: sebebiyle 1stirap ¢ekenlerin
hem de yagamdan yorgun, canliliktan yoksun olmalari sebebiyle act ¢eken-
lerin, sanat veya bilgi ya da sarhosluk veya uyusma ya da delilik araciligiyla
istirahate, dinginlige, sakinliZe ulasamaya calistigina ve/veya yine ayni seyler
araciligiyla kendilerinden kurtulmaya ugrastiklarina iligkin tespitine dikkat
geker. Elgat’nin bundan ¢ikardig: sonug, Nietzsche'nin Romantizmi bir
diisiince ya da sanat akimi olarak gérmedigi, bunu bir halet-i ruhiye olarak
gordiigiidiir. Sair veya filozof ya da politikact fark etmeksizin belirtilen psiko-
lojik hal ve mizaca sahip kisiler Nietzsche'ye gére Romantiktirler.Nietzsche
icin Romantik dekadandir, hasta ve koledir, karamsardir, Hiristiyan'dir ve
nihilisttir. Yagamla fazla dolu olan Romantik de yasami kutlama arayigini
sonsuzlukla cevaplayacaktir. Sonsuzluk arayisi ayrica yasamdan bikkin ola-
nin, bu sebeple ¢ok fazla act ¢ekenin, en kigisel en tekil olani baglayici bir
yasaya ve diirtiiye ¢evirmesi, kendi imgesini, kendi ¢ektigi igkenceyi her
seye dayatarak tiranca intikam alma iradesinde de kendini gosterir. Elgat,
Nietzsche i¢cin Romantizmin bir tema ya da tarihi bir siireg olarak degil ruh
hali oldugunu ifade eder. Nietzsche’nin Romantizme atfettigi nitelik farazi
ve gecici olmaktir. S6zgelimi oliimsiizligiin formiilii bulunmug olsa dahi
bu durum, o an i¢in éliimsiizliik arayisinin sonuglanmig gibi olmas: sebebi
ile RomantiZe gegici olarak rahatlamig gibi goriindiigii bir maske ya da bir
ylizey saglar, ancak bu daha derin bir magaraya, ruhun labirentinde yeni bir
sapaZa baglanir ki kisiyi sonunda hicbir yere vardirmaz.

3 Spinoza'nin fortitudo kavramina iliskin Gaye Cankaya Eksen’in Ayrinti
Yayinlari'ndan ¢ikan Spinoza ile Kargilagmalar derlemesindeki “Spinoza’da
Fortitudo ve Barig Uzerine” makalesi oldukca kapsayici ve agiklayicidir.

KAYNAKCA REFERENCES

about our own affectivity. It is vague and a delusion but is
also a step for us towards the ultimate truth. The only thing
that this reactance can topple is the power of transformation
and resistance, not the conundrums of Western metaphysics
and modernity. There is nothing new in leaving the city to
go back to nature or demonizing civilization and glorifying
nature. They are reactive and thus, force us into a feeling of
oppression rather than openness and change.

1 I wrote this text following the guideline I used for my essay published
30.05.2021 in Birikim, titled “Doga; Romantizm, Mistisizm, Nihilizm
[Nature; Romanticism, Mysticism, Nihilism}” and attempted to consider
this guideline within a different context as a continuation of the former text.
hteps://birikimdergisi.com/guncel/10621/doga-romantizm-mistisizm-ve-
nihilizm (Date of Access: 10 Agustos 2021)

2 In his essay “Nietzsche and Romanticism” Guy Elgat points at Nietzsche’s
understanding of Romanticism through which something both those who suf-
fer from the overfullness of life and those who suffer from the impoverishment
of life, seek rest, peace and tranquility in art or knowledge or intoxication or
anesthesia or madness, pursue and try to loose themselves.

Elgat’s concludes that Nietzsche did not take Romanticism as a particular
philosophy or art but as a psychological state.

According to Nietzsche, every person suffering from this state and tempera-
ment, whether they are a poet or philosopher, or politician is a Romantic. For
Nietzsche, the Romantic is the decadent, the sick, the slave, the pessimist,
the Christian, and the nihilist. The Romantic who is overfull of life, seeking
to celebrate life will find immortality as an answer. The same yearning for
immortality is also seen in the tyrannic will to take revenge of those who
are sick of life, and thus, suffering deeply, by turning the most personal, the
most singular into a binding law and compulsion and reflecting his image
and his own torture on everything. Elgat states that Nietzsche does not see
Romanticism thematically or historically but psychologically. Nietzsche’s
attribution to Romanticism is its tentativeness and temporality. Even if a
formula for immortality is discovered, as it seems to momentarily dissolve
the desire for immortality, it provides the Romantic with a temporary resting
place, a mask or a surface, but this only leads to a deeper cave and another
twist in the labyrinth which leads the soul to ultimately nowhere.

3 For a better understanding of Spinoza’s concept of fortitudo, Gaye Cankaya
Eksen’s essay “Spinoza'da Fortitudo ve Barig Uzerine” {On Fortitudo and Peace
in Spinoza} in the anthology Spinoza ile Kargilagmalar [Encounters with Spinoza}
published by Ayrint: Publishing House, is very comprehensive and clear.

Translation: Naz Begcan

Armstrong, A. (2020), “Tutkular, Gii¢ ve Pratik Felsefe: Spinoza ve Nietzsche Stoacilara Karsi”, cev. Hiiseyin Deniz Ozcan, Ickinlik Etigi: Nietzsche

ve Spinoza, Istanbul: Otonom Yayincilik.
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Elgat, G. (2015) “Nietzsche and Romanticism” German Philosophy Atbdlyesi’'nde sunulmug makale / paper presented at the Chicago Consortium for
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Eksen, G. C. (2015) “Spinoza’da Fortitudo ve Barig Uzerine”, Spinoza ile Karsilagmalar. Istanbul: Ayrinti Yayinlari.

Kalayci, N. (2019) “Annelik, Hayvan-Olug, Yeryiizii”, cogito 93: 36-53.
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Turan, H. S. (2016) “Spinoza’da Bilmek Bilgi ve Arzu Edilesi Toplum”. https://bilimvegelecek.com.tr/index.php/2016/06/01/spinozada-bilmek-
bilgi-ve-arzu-edilesi-toplum/ (Erisim tarihi Date of Access 10 Agustos 2021).

230 BURASI



Roma Hukuku’'nda Sehir ve Doga:
Codex Theodosianus ve Codex lustinianus

Nature and The City in Roman Law:
Codex Theodosianus and Codex lustinianus

DR. KERIM ALTUG’
IBB Kiitiiphane ve Miizeler Miidiirligi Madir Yardimcis
Associate Director of IMM Library and Museums

Codex Theodosianus (Theodosius Kanunnamesi)

Codex Theodosianus (Theodosius Kanunnamesi), Dogu
Roma Imparatoru II. Theodosius (401-450) doneminde 438
yilinda yiirtirliige giren ve imparatorlugun her iki yarisinda

Codex Theodosianus (Theodosian Code)

Codex Theodosianus (Theodosian Code), It is a compilation
of laws enacted by Eastern Roman Emperor Theodosius 11
(401 - 450) in 438 and went into force in the eastern and
da gecerli olan yasalar derlemesidir. 429 yilinda Imparator western parts of the Empire. In 429 the Emperor Theodo-

Theodosiusun emriyle, Konstantinus (272-337) d6- sius ordered for the nine men commission to com-

neminden itibaren yiiriirlitkte bulunan tim
imparatorluk yasalarinin bir araya toplan-
mast amaciyla dokuz kisilik komisyon

olusturulmustu. Yine bu dénemde

Istanbul’da hukuk egitimi veren bir
egitim kurumunun da temelleri atil-
musti. Hukuki analizleri de kapsaya-
cak bu yeni yasalar derlemesinin, bir

kanun kitabi ve hukukgularin egitimi

icin bir model olmasi amaglanmist.

Komisyon, dokuz yillik bir ¢aligmanin

ardindan 16 kanun kitab: ¢ikardi. An-
cak bunlarin tiimii giiniimiize ulagma-
dr. 11k aler kitabin biiyiik kism1 halen
kayiptir. Codex Theodosianus, Latince
yazilmigt: ve imparatorlugun her iki
baskenti Konstantinopolis (Istanbul)
ve Roma kentlerine agik¢a atiflarda

bulunulmaktaydi. Codex Theodosianus, daha énce hazirlan-
mus ancak sinirls 6lgekeeki imparatorluk kanunnameleri Co-
dex Hermogenianus ve Codex Gregorianus ile birlikte resmi
bir statii kazanan en kapsamli yasalar derlemesidir. Bu yeni
yasalar kiilliyati, Dogu Roma Imparatorlugu’'nda 15 Subat
438'de, Bat1 Imparatorlugu’nda ise 1 Ocak 439'da yiiriirlii-
ge girdi. Caligma, Biiyiik Konstantinus'tan II. Theodosius’a
kadarki dénemden 2529 yargi konusunu icerir, Roma
Imparatorlugu’nun 4. ve 5. yiizyillarindaki siyasi, sosyoe-
konomik, ¢evresel, kiiltiirel ve dini konulari kapsamaktadir.

“Girig yazist ve Latinceden geviren

20198
Iimparator II. Theodosius portresinin yer aldigi sikke
Coin with Emperor Theodosius Il portrait
Yapi Kredi Mizesi Koleksiyonu
Yapt Kredi Museum Collection

pose all imperial constitutions since the time
of Constantine (272-337). Again in this

period, he systemized legal education

at his newly established educational
institution in Constantinople. This
new collection of laws, including le-
gal analyzes, was intended to be an
actual law book and a model for the
education of jurists. After nine years
of work, the commission published

sixteen law books. However, not all of

them have survived to the present
day. Most of the first six books are
lost today. The Codex Theodosianus
was written in Latin, with explicit
references to the two capitals of the
empire, Constantinople (Istanbul)
and Rome. It is the most compre-

hensive collection of laws that have gained an official sta-
tus together with the limited scale imperial laws, Codex
Hermogenianus and Codex Gregorianus, which were previ-
ously prepared. This corpus of new laws went into force on
February 15", 438 in the Eastern Roman Empire, and on
January 1, 439 in the Western Empire. The Codex covers
2529 judicial issues including the political, socioeconomic,
environmental, cultural and religious issues of the Roman
Empire in the 4™ and 5" centuries from Constantine the
Great to Theodosius II.

“Prologue writer and translation from Latin
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Codex lustinianus (Justinianus Kanunnamesi)
Codex Iustinianus (Justinianus Kanunnamesi) ya da 16.
yiizyildan itibaren bilinen adiyla Corpus Iuris Civilis,
529 ile 565 yillari arasinda Dogu Roma imparatoru I.
Justinianus’un (482-565) emriyle hazirlanan yasa ve emir-
nameler derlemesidir. Istanbul’'da Latince kaleme
alinmig olan Corpus Iuris Civilis, Avrupa me-
deni hukukunun da temelini olugturmak-
tadir. Corpus Iuris Civilis, Imparator
Justinianus’un istegi tizerine, done-
minin en 6nemli hukukcularindan
Tribonianus'un yonetiminde bir
komisyon tarafindan Latince dort
boliim halinde yayimlandi. 11k ve
ana boliim, Imparator Hadrianus
doneminden (76-138) 6. yiizy1-
la degin ulasan tiim imparatorluk
yasa ve emirnamelerden yararlanarak
once 529 yilinda sonrasinda degi-
sikliklerle 534 yilinda yayimlanan
“Codex”tir. 12 kitaptan olusur ve
hazirlanmasinda Codex Theodosia-
nus ile onctilleri Codex Gregorianus
ve Codex Hermogenianus'tan da ya-
rarlanmigtir. Bu yeni kiilliyat, imparatorluk sinirlar: i¢in-
de gecerli tek kanun kitab: halini almistir. Ulpianus gibi
biiyitk Roma hukukgularinin ¢aligmalarini giincel emir-
namelerle birlikte derleyen “Digesta” olarak adlandirilan
ikinci bsliim, 533’te yayimlanmigtir. Uglincii kistm olan
“Institutiones”, hukuk 6grenmek isteyen genclige yonelik
ders kitabi olarak hazirlanmig bir hukuka girig ders kitabi-
dir. Daha sonra ise 565 yilina degin “Novellae” olarak ad-
landirilan, cogunlukla Yunanca olmak iizere bir dizi bagka
yasa ve emirnameler yayimlanmigtir. Justinianus biiyiik ve
hakli sohretini, fetihler ve imar faaliyetleriyle oldugu kadar
hukuk alanindaki caligmalariyla da kazanmigtir.
Theodosius ve Justinianus Kanunnameleri’'nde dogal
kaynaklarin ve suyun kamusal bir varlik olarak tiim in-
sanligin ortak mali olduguna vurgu yapilmistir. Sahillerin
kullanimi, kentsel doku, konutlarin g1k ve manzaradan
yararlanma hakk: gibi kamusal yarari gozeten hiikiimler

dikkati cekmektedir.

20255
imparator 1. Justinianus portresinin yer aldigi sikke
Coin with Emperor Justinian | portrait
Yap! Kredi Muzesi Koleksiyonu
Yapi Kredi Museum Collection

Codex lustinianus (Code Of Justinian)
The Codex Justinianus (The Code of Justinian), or Corpus
Juris Civilis, later known from the 16" century, is a com-
pilation of laws and constitutiones produced by the order
of the Eastern Roman Emperor Justinian I (482-565)
between the years 529 and 565. Written in
Constantinople, it also formed the basis of
Western European civil law. Corpus Juris
Civilis was published in Latin in four
parts, at the request of Emperor Jus-
tinian, by a commission under the
direction of imperial questor Tri-
bonianus. The first and main part
was the “Codex” published in 529
and 534 with amendments, mak-
ing use of all the imperial laws and
constitutiones from the reign of Em-
peror Hadrian (76-138) to the 6™ cen-
tury. It consists of twelve books and
used both the Codex Theodosianus
and its predecessors embodied in
the Codex Gregorianus and Codex
Hermogenianus. This new corpus
became patriarch of existing codes of
law of the empire. The second chapter, called the “Digesta,”
was published in 533, collating the work of great Roman
jurists such as Ulpianus, together with current ordinances.
The third part, “Institutiones”, is an “Introduction to Law”
prepared as a textbook for youth who want to study law.
Later, a number of other laws and ordinances, mostly in
Greek, were issued, called “Novellae” until 565. Justinian’s
great and rightful fame was achieved by his works in the
field of law as well as conquests and construction activities.
In the Codes of Theodosius and Justinian, it is emphasized
that natural resources and water are the common property of
all humanity. Provisions that take care of the public inter-
est such as the use of sea shores, the urban construction, the
right of residences to protection of light and of view draw

attention.
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Codex Theodosianus 15.2.4

Imppp. Valentinianus, Theodosius et Arcadins

aaa. Pancratio praefecto Urbi.

Si quis de cetero vetiti furoris audacia Imparatorlar Valentinian, Theodosius ve Avkadins’tan kentin valisi Pankratins'a (381-382)

Aoreicedore wibls cmmesh valned Gelecekte herhangi bir kisi, yasaklanmis oldugu halde kamuya ait bir suyolundan kendi

mutilare aquam ad suum fundum ex ciftligine su yonlendirerek bu miireffeh sehrin (Istanbul) ¢ikarlarina zarar vermek isterse,

aquaeductu publico derivando, sciat eundem soz konusu ¢iftligin mali unvanlarinin yasaklanacagi ve hassa hazinemize devredilecegini

fundum fiscalis tituli proscriptione signatum bilecekeir.

privatis rebus nostris adgregandum. Konstantinopolis’te .... sekizinde Timasius ve Promotus’un konsiilliikk yilinda verildi.
Dat. VIII ... Constantinopoli Timasio et

Promoto conss. (389 [21 ...). Emperors Valentinian, Theodosius, and Arcadins Augustuses to Pancratius, Prefect of the City (381-

382)

If any man in the future with the audacity of forbidden madness should wish to injure the
interests of this fair City by diverting water from a public aqueduct to his own farm, he shall
know that the said farm shall be designated by the proseription of a fiscal title and shall be
added to Our privy purse.

Given on the eighth ... at Constantinople in the year of the consulship of Timasius and
Promotus.

(trans. Pharr (1952), 430)
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Imparatorlar Theodosius ve Valentinianus

Bu sanli sehrin (Istanbul) su kemerlerinin onarimi igin, Cyzicenii ad verilen isgiler tarafindan
ddenenlerin yani sira toplanabilecek tiim vergiler kullanilacaktir. Unutulmamalidir ki, bu
giizel sehrin sakinlerinin su satin almaya zorlanmast menfur bir durum olacagindan, suyu

kullanma hakkina sahip olanlardan higbiri onarim masrafina maruz kalmayacakeir.

The Emperors Theodosins and Valentinian

All taxes on ladders which can be collected, as well as those paid by the laborers called
Cyzicenii, shall be employed for the repair of the aqueducts of this renowned City. It should
also be observed that none of those who have the right to use the water shall be subjected
to any expense for repairs, as it would be abominable for the inhabitants of this Beautiful
City to be compelled to purchase water.

(trans. P. Scott (1932), vol. 15, 196)

Imparator Zeno,

Onceleri halka acik olan ¢esmelere ek olarak, 6zel kaynaklardan temin edilen, daha sonra
kamuya agik hale gelen ve tekrar 6zel kullanima doniistiiriilen ¢egsmelerin de dikkatli bir
sekilde aragtirilmasina karar veriyoruz. Imparatorluk fermaniyla, bir zamanlar kamuya agik
olan bir seyin yasadis1 bir sekilde giivence altina alindigi (kisiye 6zel kullanima sunuldugu)
biliniyorsa, o seyin haklari bagkente geri verilerek kamunun kullanimina geri sunula-
caktir. Sehrin refahina aykir: olarak herhangi bir kisi tarafindan elde edilen herhangi bir
imparatorluk fermani veya yaptirimlar yasadisi ve gegersiz ilan edilmeli, sehrin haklarini
kisitlayict bir zamanagimi s6z konusu olmamalidir.

Imparator Zeno'ya Sporacius'tan

The Emperor Zeno,

We decree that careful investigation shall be made of fountains which were originally
public, as well as those which, derived from private sources, have afterwards become public
and then been converted to the use of private individuals, as well as of such as have been
surreptitiously obtained by Imperial Rescripts; and, by all means, where a privilege of
this kind is known to have been secured unlawfully, and not under the pretext of Imperial
sanction, so that its rights may be restored to the Capital, and what was once public shall
not become private, but shall be devoted to the use of the entire community. Imperial
Rescripts or pragmatic sanctions which have been obtained by any persons, contrary to the
welfare of the City, should be declared illegal and void; nor can any prescription of long
time be advanced for the purpose of curtailing the rights of the City.

To Emperor Zeno from Sporacius

(trans. P. Scott (1932), vol. 15, 196)
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Konumu ne olursa olsun hi¢ kimse tarafindan, su kanallarina veya bunlardan akan
cesmelere miidahale yapilamayacaZini kararlagtiriyoruz. Kim, gizli veya agik yetkisine
dayanarak, su kemerinin veya ¢cesmenin séz konusu kollarindan herhangi bir suyu saptirir
veya kamuya ait suyolundan gizlice su alirsa, onu tam olarak iade etmeye mecburdur.
Ayrica bu kanallarin duvari kokleriyle 6riilmesin diye bundan sonra yakinlarina agag
dikilmemesini de emrediyoruz. Bu yasagin daha 6nceden konuldugu bilinmektedir ve
bundan boyle, kamuya ait suyolunun ¢evresine agaglarin dikildigi herhangi bir villa, tatla,
hamam, deZirmen veya bah¢e maliklerinin malina el konularak hazineye aktarilacaginin
miilk sahibi tiim sahislara bildirilmesi gerekmektedir. Bu ceza, Imparatorluk fermaniyla
dahi geri alinmayacaktir. Yine, bu Imparatorluk kentinin (Istanbul) su kemerlerini
denetlemekle gorevlendirilen tiim personelin ellerinde bizim adimiz bulunan miihiir
tagimasina karar veriyoruz. Bu yolla herkes tarafindan iyi bilinebilsinler ve saray hizmeti
de dahil olmak iizere bagka hizmetlere ¢agrilmasinlar. S6z konusu gérevlilerden biri
6ldiigii zaman onun yerini almast i¢in ¢agirilan gorevlinin ayni isaretle tayin edilmesi,
boylece ortak bir hizmetle iligkilendirildikleri i¢in, suyun korunmasi i¢in siirekli uyanik
olmalari ve bagka iglerle meggul olmamalar: gerekir.

Imparator Zeno'ya Sporacius'tan

We decree that nothing shall be done by anyone, no matter what his rank, for the purpose
of interfering with the smaller aqueducts, or the public fountains which flow into them.
Whoever, either secretly or openly, relying upon his authority, diverts any of the water
from the said branches of the aqueduct or fountains, or clandestinely takes water from the
public aqueducts, shall be compelled to make complete restitution of the same. We also
order that hereafter no trees whatever shall be planted near the said aqueducts, in order
that the walls of the latter may not be ruined by their roots. The prohibition is known
to have been established by the ancient constitutions, and all persons are notified that,
hereafter, any villa, field, bath, mill, or garden in which public water is used, or in or
about which trees have been planted by the owner thereof which may injure the aqueduct,
will subject the man or the building to proscription, and his property shall be confis-
cated to the Treasury. This penalty shall not be revoked even by an Imperial Rescript.
Again, We decree that all inspectors and guardians of water, who are appointed to have
supervision of the aqueducts of this Imperial City, shall bear Our name stamped upon
their hands for the purpose of identification, so that by this means they may be known
to all, and not be called upon to perform other services, either by the Stewards of Our
Household, or by anyone else, and be employed as couriers, or discharge various public
duties. When any of said water-inspectors dies, We order that whoever is summoned
to take his place shall be designated with the same mark, so that, being thus associated
in a common service, they must exercise constant vigilance for the preservation of the
water, and not occupy themselves with other matters.

(trans. P. Scott (1932), vol. 15, 196-7)

To Emperor Zeno from Sporacius
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ROMA HUKUKU’NDA SEHIR VE DOGA: CODEX THEODASIANUS VE CODEX IUSTINIANUS

NESNELERIN PAYLASIMI UZERINE

Onceki kitapta kisiler yasasint agiklamigtik: Simdi egyalar yasasina gegelim. Bunlardan ba-
zilar1 6zel miilkiyeti kabul ederken, digerleri bireylere ait olamaz: Baz1 seyler doga kanunu
geregi herkes icin ortaktir, bazilari kamusaldir, bazilari topluma aittir ve bazilars kimseye ait
degildir. Ancak ¢ogu sey, asagida goriilecegi lizere, ¢esitli unvanlarla edinilen bireylere aittir.
1. Bu nedenle, agagidaki seyler doga kanunu geregi herkes icin ortaktir: Hava, akarsu,
deniz ve dolayisiyla deniz kiyisi. Bu nedenle, evlere, anitlara ve binalara genel olarak zarar
vermekten kaginilmasi kosuluyla, hi¢ kimsenin deniz kiyisina girisi yasak degildir.

2. Ttim nehirler ve limanlar halka agikeir, boylece herkes orada balik tutma hakkina sahiptir.
3. Deniz kuyssy, firtina veya ki zamaninda en yiiksek gelgit sinirina degin uzanir.

4. Yine, nehrin kiyilarinin halk tarafindan kullanilmasi, nehrin kendisi gibi, uluslar hu-
kukunun bir par¢asidir; sonug olarak, herkes gemisini kiyiya getirme ve orada biiyiiyen
aZaclara halat baglama ve yiikleri i¢in bir dinlenme yeri olarak kullanma hakkina sahiptir.
5. Yine, denizin kendisi gibi deniz kiyisinin kamusal kullanim1 da uluslar hukukunun
bir par¢asidir; sonug olarak herkes oraya gegici olmak kaydiyla bir kuliibe insa etmekte,
aglarini kurutup denizden ¢ekmekte ozgiirdiir. Ancak 6zel miilkiyet olarak herhangi bir
kimseye ait olduklar: sdylenemez, daha ziyade denizin kendisi gibi, altinda yatan toprak
veya kumla ayni1 yasaya tabidirler.

6. Kamuya ait olan ve bireylere ait olmayan seylere 6rnek olarak sehirlerdeki binalar,
tiyatrolar, stadionlar ve kurumsal kapasiteleri itibariyla sehirlere ait olan benzeri seyler

gosterilebilir.

CONCERNING THE DIVISION OF THE THINGS

We explained the rights of persons in the preceding Book, now let us con-
sider things; which are either included in our patrimonial estate or are out-
side of it. Some things are by natural law common to all persons, some are pub-
lic, some belong to a corporate body, some to no one, the greater part are the prop-
erty of individuals, and these are acquired in various ways as will appear hereafter.
1. By natural law the following things belong to all men, namely: air, running water, the
sea, and for this reason the shores of the sea. No one, therefore, is prohibited from ap-
proaching the seashore if he avoids damaging houses, monuments, and other structures,
because they are not, like the sea, subject to the Law of Nations.

2. All rivers and ports are also public, and therefore the right of fishing in a harbor or in
streams is common to all.

3. The shore of the sea extends to the point attained by the highest tide in winter.

4. The public use of the banks of rivers is also subject to the Law of Nations, just as the use
of the river itself is; and hence anyone has a right to secure a vessel to them, to fasten ropes to
trees growing there, or to deposit any cargo thereon, just as he has to navigate the river itself.
5. The public use of the sea-shore is also subject to the Law of Nations in like manner as
that of the sea itself, and therefore any person has as good a right to build a house there
in which he can take refuge, as he has to dry his nets or to draw them out of the sea. The
ownership of the shores, must, however, be considered as belonging to no one, but to be
subject to the same law as the sea itself and the earth or sand underneath it.

6. Such property as theatres, racecourses, and other things of this kind, which are situated
in towns, as well as such as are the common property of cities, belong to corporate bodies
and not to individuals.

(trans. Samuel P. Scott (1932)
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KAYNAKLAR REFERENCES

BOLUM I.

Ancak bir kimse bu tiir bir eylemi planlamak ve yiiriitmek isterse, buna dair bir bahane
one stirmeyecektir, sanki gergekten zaruri ve vazgecilmezmis gibi; ve sirf komgusunu
aldatmak ve onu deniz manzarasindan mahrum etmek amaciyla tiim yapi i¢in 6ngoriilen
mesafenin disinda duvarlar inga ecmeyecektir. Zira biz bagkalarinin malina zorla el ko-
yanlardan ve cezay1 hak edenlerden elbette hoglanmadigimiz gibi, deniz manzarasindan

bagkasini mahrum etmeye kalkiganin da bundan daha az kétii olmayacag: kanaatindeyiz.

CHAPTER I.

But if anyone should wish to plan and execute a fraudulent act of this kind, he shall not
do so merely as a pretext, but if he has made a beginning, he must actually construct the
entire edifice, at the prescribed distance (that is to say a hundred feet) just as if it was really
necessary and indispensable to him; and he shall not build walls merely for the annoyance
of his neighbor, and for the purpose of deceiving him, and depriving him of the view of
the sea. For as We naturally entertain a dislike for those who appropriate the property of
others by force, and think that they deserve punishment, We are also of the opinion that
anyone who attempts to deprive another of a view of the sea does not exhibit less malice.
(trans. Samuel P. Scott (1932)

Samuel P. Scott (trans.), The Civil Law, 17 vols Cincinnati, 1932.
C. Pharr (trans.), The Theodosian Code and Novels, and the Sirmondian Constitutions, Princeton, 1952.
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Ah Gozel Istanbul
Invisible to the Eye

U hu Ytoqwi Unwdwol

ZEYNEP DADAK

Eremya Komiirciyan'in Istanbul Taribi: 17. Astrda Istanbul
isimli eserinden uyarladigim filme farkl: dillerde farkls
isimler verdim ama bu isimlerin ortak bir noktas: var:
Her biri gormeyle, bakmayla ve seyreylemeyle iliskimizi
hatirlatiyor. Bu yolculukta, Istanbul'un bugiin géze na-
sil goriindiigiiyle ilgilendim, bir yandan da goriinen seyin
ardinda ne oldugunu hayal etmeye ¢alistim. Komiirciyan
gibi sandalimda oturup, bu yarali sehre baktim. Yedi fasil
art1 bir sondeyis boyunca Komiirciyan'in egsiz metniyle
konusarak onun rotasinda seyre ¢iktim.

Kih gordiim kah goremedim kah géremedim sandim,

meger gbziimiin 6niindeymis.

Invisible to the Eye is based on Eremya Komiirciyan’s book
The History of Istanbul: Istanbul in the 17" Century. The film’s
unmatching titles in different languages have one thing
in common: each one reminds us of our relationship with
seeing, looking and viewing. During this journey, I was
interested in the ways in which Istanbul looks today, while
I was trying to imagine what lies behind what we can see.
Like Komiirciyan, I sat in my boat and viewed this wounded
city. Throughout seven chapters plus an epilogue, I conver-
sed with Komiirciyan’s unique text as I sailed on his route.

Some things I saw, some things I couldn’t. Sometimes
I thought I couldn’t, but eventually I figured that it was

there in front of my eyes all along.
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