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ABSTRACT

GUERILLA ART AS A COMMONING PRACTICE: A SOCIO-SPATIAL
TALE OF THE BINA, ANKARA

Biiyiikkocak, [rem Senem
Master of Architecture, Architecture
Supervisor : Prof. Dr. Giiven Arif Sargin

August 2021, 141 pages

The 21% century has already witnessed many uprisings throughout the world, mainly
caused by the neoliberal policies of governments, the increasing trend of force-based
state dominancy over the public, and top-down decision mechanisms. The
collaboration between governments and corporations has led to the privatization of
the public sphere and common resources. The ever-expanding area of privatization
and the capitalist idea of individualism resulted in the death of the public sphere and
its public life. Commoning has been discussed since the 1990s as an alternative to
the existing capitalist property relations. Based on the collective, autonomous act on
a particular subject related to using a source or a space for the sake of a particular
group in need, commoning practices illustrate why bottom-up approaches can be

considered applicable and preferable for people.

This study investigates the commoning practices through a particular perspective —
through guerilla art. Guerilla art has many motivations, such as neglecting the
capitalist tyranny over art, interacting with the audience directly without any
mediator, and revolting against being “legal” and “permitted.” The similarities

between commoning and guerilla art practices are studied within this motivational



framework, and the commoning of guerilla artists is introduced. A vacant building
in the center of Tunal1, Ankara, which had a significant place in the urban memory,
is selected for a solid analysis. The guerilla art installations and organizations in the
building are investigated within the framework of commoning practices. The
potentials of commoning practices, especially in such vacant areas, are also

examined in the study.

Keywords: urban commons, guerilla art, urban art, commoning, commoning

practices
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BiR MUSTEREKLESME HAREKETI OLARAK GERILLA SANAT:
BINA’NIN SOSYO-MEKANSAL HiKAYESI, ANKARA

Biiyiikkogak, irem Senem
Yiksek Lisans, Mimarlik
Tez Yoneticisi: Prof. Dr. Giiven Arif Sargin

Agustos 2021, 141 sayfa

Hiikiimetlerin neoliberal politikalari, gitgide artan bir trend olan kamu iizerinde gii¢
temelli devlet hakimiyeti ve tepeden inme karar mekanizmalari sebebiyle 21. ylizyil
daha simdiden pek ¢ok ayaklanmaya sahitlik etmistir. Hiikiimetlerin sirketlerle olan
isbirligi ortak kaynaklarin ve kamusal alanin 6zellestirilmesine yol a¢mustir.
Ozellestirmenin siirekli genisleyen alani ve kapitalist bireycilik fikri kamusal alanin
ve igerisindeki kamusal hayatin Oliimiiyle sonuglanmigtir. Miistereklesme
1990’lardan beri mevcut kapitalist miilkiyet iliskilerine bir alternatif olarak
tartistlmaktadir. Thtiyag icerisindeki belirli bir grubun faydasi gdzetilerek, bir
kaynagin veya mekanin kullanilmasina iliskin, kolektif, otonom bir eylem bigimi
olarak miistereklesme pratikleri, neden tabandan gelen yaklagimlarin insanlar i¢in

uygulanabilir ve tercih edilebilir oldugunu gostermektedir.

Bu c¢alisma miistereklesme pratiklerini belirli bir ¢er¢eveden, gerilla sanat
cer¢evesinden incelemektedir. Gerilla sanatin sanat tizerindeki capitalist tahakkiimii
reddetmek, izleyiciyle aracisiz iletisim kurmak ve “yasal” ve “izinli” olmaya kars1
olmak gibi pek ¢ok motivasyonu vardir. Miistereklesme ve gerilla sanat pratikleri

arasindaki benzerlikler bu motivasyonel ¢ercevede incelenmektedir ve gerilla

vii



sanat¢inin miistereklesmesi sunulmaktadir. Daha somut bir analiz i¢in Tunali,
Ankara merkezinde bulunan ve kent belleginde 6nemli bir yere sahip olan atil bir
yap1 secilmistir. Yapidaki gerilla sanat yerlestirmeleri ve organizasyonlar
miistereklesme pratikleri ¢ercevesinde incelenmistir. Calisma icerisinde 6zellikle bu

tip atil alanlarda miistereklesme pratiklerinin potansiyelleri de ayrica irdelenmistir.

Anahtar Kelimeler: kent miisterckleri, gerilla sanat, kentsel sanat, miistereklesme,

miistereklesme pratikleri
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To the decent rebels of Ankara,

who know how to embrace, and to share...
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CHAPTER 1

INTRODUCTION

The cry was a response to the existential pain of a withering crisis of everyday
life in the city. The demand was really a command to look that crisis clearly
in the eye and to create an alternative urban life that is less alienated, more
meaningful and playful... (Harvey, 2012, p. X)

In ‘The Fall of Public Man,” Sennett (2002) explains that public life is dead because
personal concerns have overtaken the public ones while individualism has replaced
the public sense. He emphasizes the shift in the concepts before and after the effects
of capitalism and modernism and states that, unlike the ancient regime that public
experience was connected to the formulation of social order, the public experience
has changed and connected to the formation of personality in the last century
(Sennett, 2002, p. 24). Sennett’s emphasis on individualism in society is a long-term
agenda of capitalism. As the individual interests forecast the public ones, the notion
of society has lost its influence. Although any form of social order neglecting the
diversities within itself would eventually fail today, it is certain that the
individualistic approaches harm more. The statements regarding individualism
define the formation of an individual in modern society under the rule of capitalism;
however, the current circumstances the world has experienced represent an altered

point of view.

Today, we observe the negative effects of the global economy and dominant power
mechanisms on ecology, natural resources, and disadvantaged groups of different
societies. Corporates supported by neoliberal state policies violently attack
resources, consume abusively, and lead to socio-economic inequalities. As a
consequence, we have witnessed how the 21% century has been the age of global

uprisings. The increasing demands of capitalist dominancy over the people and



everyday life, the governments’ neoliberal policies resulting in the privatization of
the public sphere, the autocratic, top-down decision-making processes neglecting the
public urgencies, the oppression of state forces that systematically limit the area of
free speech and public inclusion, and global financial crises of 2008 have led to
depressed and outraged societies. All these policies based on free space limitation in
various terms resulted in masses standing against socio-economic inequality and

ideological oppression.

In the 2010s, the revolts have started with Arab Spring that has radically changed
life in the Middle East and was followed by several revolts such as Occupy Wall
Street in the U.S, anti-austerity movements in Greece, and Gezi movements in
Turkey. All these urban movements had common agendas of socio-economic
equality among the society, freedom of belief and speech, and the right to be the
actor in decision-making processes. Harvey (2012, p. xv) indicates that the right to
city is an ‘empty signifier’ and who would fill it is the primary concern here. As he
states, “[t]he definition of the right is itself an object of struggle, and that struggle
has to proceed concomitantly with the struggle to materialize it.” (ibid.). The struggle
is more visible today, and the potential agendas have been discussed among the

communities.

1.1  Aim of the Study and the Problematic of the Thesis

For the last 30 years, commoning has become an engaging agenda for the
communities searching for an alternative way of governing themselves and their
sources. Based on the concept of common land, commoning is a struggle between
the public and the private, a concept of collective action against the privatization of
common resources and the public space. The top-down policies of governments
favor and promote the neoliberalist interventions to the cities, the natural resources,
and all the other rights that citizens should have, such as healthcare, education, and
residence. Commoning practices, on the other hand, propose an autonomous

governing mechanism and regard bottom-up decision-making processes. In such



practices thus, collaboration and resistance become a must. Within the ongoing

capitalist hegemony, commoning makes room for the people in a certain need.

In some cases, it happens spontaneously but not unconsciously; on the contrary, a
common motivation triggers it. It occupies and reclaims for a definite purpose. It is
open to change and intervention since it changes and intervenes itself. Thus, the
structure of commoning expresses a set of endless possibilities based on definite
values and ideological priorities. In these terms, commoning practices illustrate
alternatives to the existing management systems. The potentiality implicit in these
practices excites many people who seek equitable life, not only for themselves but

also for all people.

This study investigates the potentiality of commoning practices, as mentioned above.
This investigation aims to illustrate the potentials of commoning practices and the
future possibilities they propose. To do intense research, | limited the scope of the
study to the urban commons. The discussions on urban commons are directly
associated with the struggle on the right to the city. These movements are based on
the same motivation - to reclaim the public space invaded by capitalist strategies.
Suppose the production of space is the precondition and the result of social
superstructures, as Lefebvre (1991, p. 85) states, and space is inherent to property
relations. In that case, it might be assumed that the reconstruction of property
relations would reproduce space. Commoning practices aim to reconsider and revise

the conventional capitalist property relations.

The right to city movement involves many guerilla movements in the urban sphere,
including guerilla art practices, guerilla gardening, occupy movements, etc. In this
study, the relationship between commoning and guerilla art practices are
investigated. Guerilla art also represents a standpoint against the capitalist hegemony
in the public sphere. It declares the artist’s right to the city and intends to establish a
new form of artist engagement with the audience or the public sphere. It involves
resistance, quick action, and temporality. Therefore, this study aims to establish a

similarity between commoning and guerilla art practices by a brief inquiry analyzing



the guerilla art practices in the urban sphere through the perspective of commoning.
Based on similar motivations and practices, guerilla art and urban commons share a
mutual ground in the urban sphere. The similarities and differences are investigated
regarding this ground. Besides, these two concepts are explained in a detailed

approach supported by in-depth interviews with guerilla artists.

Recalling the reconstruction of property relationships, one can claim that the vacant
areas are common grounds for guerilla art and commoning practices. Therefore, a
noteworthy case is investigated in the study to make a solid analysis of these two. A
vacant building in Ankara, named the Bina (the Building) among its users, represents
an urban commons’ characteristics and illustrates the examples of guerilla art in
Ankara. The Bina has a significant role in the spatiality of subcultures in Ankara in
the 1990s and the early 2000s. The Bina is a ‘social space,” from a Lefebvrean
terminology, representing diverse, multi-layered, and heterotopic qualities
(Lefebvre, 1991).

Moreover, the Bina represents the conceptual characteristics of Soja’s Thirdspace,
“combining the real and the imagined” (Soja, 1996, p. 68). In addition, Bina’s
significance in Ankara’s urban memory introduces a broader perspective to the study
and enriches its scope. Besides the architectural qualities of the building that enabled
its transformation as an urban cultural hub, its historical timeline and socio-cultural

evolution are represented as a crucial input in the study.

Hence, this study embodies a standpoint nourished by diverse yet related
implications on commoning, guerilla urban art practices, and their relationship. Right
to the city has several dimensions. Similarly, commoning can occur by many
approaches. This study claims that guerilla art in the urban sphere is an action that
represents both of them. To support the main argument in the study, the introduction
of the Bina is essential since the building exemplifies the interrelation of urban
commons and guerilla art practices both in its unique existence and as a model
representing a more general attitude in the spatiality of these practices. Its

significance introduces a new discussion to the study and enriches its scope.



Theoretical Background and the Literature Review

Although the main scope of this study is the relationship between commoning and
guerilla art practices, it represents a spiral of interrelation between many theoretical
standpoints gathering around the standpoint of this study. Besides its unique
literature, the theoretical background of commoning in the urban sphere cannot be
distinguished from the critical urban theory, urban placemaking, and public space
literature. Moreover, this study's involving guerilla art practices contributes another
set of reading to the overall literature. Along with the discussions on art activism in
the public space that can also be related to the critical urban theory, a slight
introduction of contemporary art theory is also involved in this study. Therefore, this
study introduces a wide spectrum of literature, including milestones of the fields and
up-to-date publications by academics. A brief digital mapping of the literature survey
processed for this thesis is studied to observe the interrelations between the
commoning and guerilla art literature.! This mapping represents the ‘commons’
literature that | have investigated during this study and the interrelation, including
authors, publishing, themes, cases, etc. This map is based on the emphasis of most
repeated names and themes referred to in the readings. It demonstrates the main
fields, i.e., public sphere, commoning, urban art, that this study is grounded and the
vanguard figures in these fields, such as Henri Lefebvre, David Harvey, Stavros
Stavrides. (See Figure 1.1) This section of the study, therefore, briefly introduces the
prevailing literature and the figures. Although a detailed inquiry on commoning and
guerilla art theories will be in the upcoming chapters, the urban theory will be

introduced in this section.

L https://graphcommons.com/graphs/0db2f234-71c8-4cdb-beb7-b411c022a46e
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Figure 1.1. Thesis Bibliography Mapping (Source: developed by the author)

The former theoretical background of commoning is usually associated with
economy-politics. Although the term ‘common land’ dates back to the 13™ century
in England, the early discussions related to commoning generally begin with
Hardin’s ‘The Tragedy of the Commons’ article published in 1968. These
discussions are usually based on the organization of common resources. Hardin
(1968), for instance, points out the excessive usage of the common resource by the
commoners if the property relations are neglected. From this perspective, Hardin
advocates the privatization of the common land and states that it is the only solution
to the overconsumption of the common resource due to the increase in population
(Hardin, 1968, p. 1244). From another perspective, Elinor Ostrom argues that, unlike
Hardin’s assumptions, the bottom-up approaches that the commoners develop lead
to a balanced distribution of the resource among the contributors (Ostrom, 1990). In
‘Governing the Commons,” Ostrom analyzes a set of field studies conducted

worldwide, investigating the various commoning practices in different communities.



As aresult of these studies and observations, Ostrom claims that instead of top-down
regulations directed by the authorities, the bottom-up decision-making processes are

more inclusive in covering the sudden conditional changes (Ostrom, 1990, p. 14).

The theoretical background of the commoning practices in the urban sphere, on the
other hand, is related to many other theories and discussions, including the right to
the city, public space, and social engagement, besides the economy-political
discussions mostly based on Marxist discourse. Henri Lefebvre is one of the most
significant theoreticians of urban theory and a presumably important figure in the
commoning theory. According to Lefebvrean discourse, space is conceptualized
under the triad of spatial practice, the representations of space, and representational
space (Lefebvre, 1991, pp. 38-39). This triad represents the perceived, conceived,
and lived spaces. The lived (representational) space is the essence of social space
discourse. The representational space is defined as;
...space as directly lived through its associated images and symbols, and
hence the space of ‘inhabitants” and ‘users’, but also of some artists and
perhaps of those, such as a few writers and philosophers, who describe and
aspire to do no more than describe. This is the dominated - and hence
passively experienced - space which the imagination seeks to change and
appropriate. It overlays physical space, making symbolic use of its objects.
Thus representational spaces may be said, though again with certain

exceptions, to tend towards more or less coherent systems of non-verbal
symbols and signs (Lefebvre, 1991, p. 39).

According to Lefebvre, unlike the representations of space that involve
“subordination to a logic,” representational spaces do not require any rules of
consistency; it is a living space embracing the “loci of passion, of action, and of lived
situations” (Lefebvre, 1991, p. 42). Lefebvre’s vision on theorizing the ‘social space’
and the production of space has enlightened the commoning discourse in the urban
field and established its foundation. Lefebvre (1991, p. 86) defines ‘social space’ as
emerging “in all its diversity — and with a structure far more reminiscent of flaky

mille-feuille pastry than of the homogeneous and isotropic space of classical



(Euclidean/Cartesian) mathematics” and states that space is not produced as any

other material. Still, the gathering of communities produces the social space.

Lefebvre’s ‘lived space’ and ‘social space’ notions inspire many others while
defining an action-based conceptualization in the public space. For instance,
Marcuse defines critical urban theory as “ analysis that flows from the experience of
practice in developing the potentials of existing urban society,” and it is “intended to
illuminate and inform the future course of such practice” (Marcuse, 2009, p. 186).
While investigating Lefebvre’s right to the city, Marcuse asks, “Whose right to the
city?” and explains that it is the right of the alienated and the oppressed (Marcuse,
2009, p. 6). Claiming the right to the city for these alienated and oppressed people,
he encapsulates the critical urban theory, and manifests his ideas with the triad of
Expose, Propose, and Politicize, explaining as below:
Expose in the sense of analyzing the roots of the problem and making clear
and communicating that analysis to those that need it and can use it. Propose,
in the sense of working with those affected to come up with actual proposals,
programs, targets, strategies, to achieve the desired results. Critical urban
theory should help deepen the exposé, help formulate responses that address
the root causes thus exposed, and demonstrate the need for a politicized
response. Politicize, in the sense of clarifying the political action implications
of what was exposed and proposed, and supporting organizing around the
proposals by informing action. Politicizing includes attention to issues of
organization strategy and day-to-day politics. And where appropriate, it
includes supporting organizations directly with interventions in the media

and sometimes raising issues within the critic’s peer groups themselves, often
academics (Marcuse, 2009, p. 194).

By this conceptualization, Marcuse represents another triad to the urban theories
besides the spatial triads of Lefebvre and Soja and explains the methodology of
critical urban theory. Similar to Marcuse’s advocating of the right to the city for the
alienated, Berman (1986, p. 480) claims that public space should be open-minded
and open to the ‘urban underclass.” Berman also questions the so-called “successful”
public space, the criteria that define public space as successful, and indicates that

this definition is for the real estate promoters, not for us. Instead, it means the



destruction of public life for us in the end (Berman, 1986, p. 481). Berman’s ‘open-
minded’ public space definition briefly demonstrates what one would imagine and
anticipate;
It would be planned to attract all these different populations, to enable them
to look each other in the face, to listen, maybe to talk. It would have to be
exciting enough and accessible enough (by both mass transit and car) to
attract them all, spacious enough to contain them all (so they wouldn’t be

forced to fight each other for breathing space), with plenty of exit routes (in
case encounters get too strained)... (Berman, 1986, p. 484)

Open public space is a place where people can actively engage the suffering
of this world together, and, as they do it, transform themselves into a public
(Berman, 1986, p. 485).

Besides the physical aspects of a public space that everybody would agree on,
Berman implies that public space does not act solely as a nest to the public but also
develops and transforms the public. This ability of public space emerges from its
inclusiveness and accessibility.? Similar to Marcuse, Berman’s theorization of public
space refers to Lefebvre’s social space and Soja’s Thirdspace. Referring to Lefebvre,
Soja rejects the binary conceptualization of space and describes a “thirding” or an
“othering” which facilitates the “way of understanding and acting to change the
spatiality of human life, a distinct mode of critical spatial awareness that is
appropriate to the new scope and significance being brought about in the rebalanced
trialectics of spatiality-historicality-sociality” (Soja, 1996, p. 10). As well as
Lefebvre’s social space, Soja’s thirdspace is shaped through interaction, gathering,

and resistance.

Another keystone publication in the intersection of all urban theories is David
Harvey’s Rebel Cities: From the Right to the City to Urban Revolution (Harvey,
2012). In the book, Harvey establishes Lefebvre’s vision about the spatiality in the

2 See Brenner, Marcuse, Meyer, (2012) Cities for People not for Profit to enhance theoretical
framework of critical urban theory with to-the-point discussions on the field.



city. Harvey defines this spatiality by Lefebvre’s concept of heterotopia and states
that;
Lefebvre’s concept of heterotopia (radically different from that of Foucault)
delineates liminal social spaces of possibility where “something different” is
not only possible, but foundational for the defining of revolutionary
trajectories. This “something different” does not necessarily arise out of a
conscious plan, but more simply out of what people do, feel, sense, and come

to articulate as they seek meaning in their daily lives. Such practices create
heterotopic spaces all over the place (Harvey, 2012, p. xvii).

The heterotopia is an essential concept in urban theory. The spatial character of a
heterotopia indicates the conjunction and the accommodation of various groups and
events. It expresses flexibility and interchangeability. Therefore, heterotopias
involve the potential of change and resistance. While introducing Lefebvre’s point
of view regarding urban theory and the ongoing urban movements in the global
arena, Harvey (ibid.) also reminds us that, although these urban movements recall
Lefebvre’s idea of right to city, they are much more important than it by stating that;
the idea of the city does not arise out of intellectual fascinations, but it rises from the
streets as a cry for help (Harvey, 2012, p. xi). From a Marxist perspective, Harvey
briefly analyzes the global economic crisis in the 2010s, the urban roots of the crisis
based on the capital accumulation in the cities. Harvey’s work declares an inclusive
description of the current situation in the urban sphere. The essential part of the book
for this study is The Creation of the Urban Commons, in which Harvey defines the
urban commons as ‘the new forms of social relations’ (Harvey, 2012, p. 67). He
mentions the preceding discussions on commoning, criticizing Hardin for limiting
the subject of commoning to the land instead of including the animals that use the
land and appreciating Ostrom’s proposal of organizing the governing of commons
with a bottom-up strategy. These precedents in the theory of commoning shape the
current agenda and methodology of new commons. Even the terminology

represented in the discussions on urban commons is based on these precedent works.
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As proof of the commons literature referencing urban theory literature, Dellenbaugh
et al. relate Lefebvre’s idea of the right to the city, which defines the city as an
oeuvre, “an ongoing and collective work of art, created, used, and reshaped by its
inhabitants,” to the idea of the commons (Dellenbaugh, Kip, Bieniok, Miiller, &
Schwegmann, 2015, p. 16). In the commons literature, Stavros Stavrides is a
significant figure. In Common Space: The City as Commons, Stavrides (2016)
introduces the commoning with a brief set of spatial terminologies, such as the
metaphors of threshold and enclosure, and re-defining other existing terminology in
urban theory, such as urban archipelago and heterotopia. These repeating terms in
many publications represent the mutual ground that the theory of commoning settles.
Stavrides explains the commoning with several examples worldwide, representing
the spatial transformations during these practices and the potentiality that
commoning proposes. Stavrides’ book is a comprehensive and inspiring source
within the commons literature. Another pioneer of commons literature is Peter
Linebaugh. Linebaugh’s two milestone publications; The Magna Carta Manifesto:
Liberties and Commons for All (2008) and Stop, Thief! The Commons, Enclosures
and Resistance (2014) establish a detailed introduction to the theory of commons, its
history, and ongoing progress, which will be investigated in detail in the upcoming
chapter.® Linebaugh explains the emergence and loss of common land and the
evolution of commons since the 13" century, including the determining events in

history and the structural changes in society.

To investigate the local cases of commoning as well the international ones, one must
take a glance at Pelin Tan’s articles on commoning, and along with these articles,
Tan’s publications on art activism have also guided and enriched this study (Mouffe,
Chantal, Tan, & Malzacher, 2016; Tan, 2008, 2015, 2017, 2018, 2019). Tan’s
analysis of the cases represents a unique perspective to the issue and fits the context

3 For further up to date commons literature, see Dellenbaugh et al. (2015) Urban Commons: Moving
Beyond State and Market and Dellenbaugh-Losse, Zimmermann, & de Vries (2020) Urban
Common’s Cookbook: Strategies and Insights for Creating and Maintaining Urban Commons.
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of this thesis. Guerilla urban art practices have also been studied among many
researchers within the framework of urban theory. For instance, Austin (2010, p. 37)
claims that unauthorized graffiti art carries the spirit of the modernist avant-garde
instead of the authorized pieces of art, whereas Iveson (2010, p. 436) believes that
we shall not celebrate the diversity in the streets without a critical perspective. Riggle
(2010), on the other hand, discusses an essential part of the concept of urban art; the
theoretical distinction of ‘street art’ and ‘public art.” This distinction is critical since
street art need not have the motivation to address the public. Several artists
interviewed during this study indicate that they do not have such motivation and the
street is the medium for their performance. Yet, these approaches are categorized as
a commoning practices in the study for being an urban practice reclaiming the public

sphere although they do not have an emancipatory agenda.

The investigation of the Bina requires unique literature considering the space,
identity, and performance. Besides the architectural qualities of the building, its
social transformation is related to the study as the former phases of the Bina. While
investigating the Bina, Hetherington’s approach on the relationship between space
and identity has broadened this study’s horizon and mine as well (Hetherington,
1998). Hetherington defines the marginal space as the facilitator of a new identity’s
ordering for those who reject society's norms and beliefs (Hetherington, 1998, p.
124). Regarding Hetherington’s definition, the Bina is evaluated as a marginal space
within its urban context. The interviewee's testimonies support the inquiry on the
building’s historical timeline is supported by the interviewee’s testimonies.
Consequently, the theorization of spatial identity politics is investigated within
Hetherington’s conceptual framework. As a building that its users’ identities had

represented, the Bina should have been unfolded through such an approach.

Finally, along with many books and articles related to the commons literature, |
would like to mention several theses that inspire this study. Firstly, it is essential to
grasp at Altay’s (2004) thesis on the Minibar in Ankara represents a unique study
investigating the spatiality of a certain group of young people. It gives the clue of

the subcultural spatiality in a shared period and population with the Bina.
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Resuloglu’s thesis, on the other hand, represents a broader life span of Kavaklidere
and Tunali district, introducing the development period of the area (Resuloglu,
2011). One of the early works related to the commoning practices is Ergin’s thesis
focusing on the urban struggles and right to city movements in Istanbul due to rapid
urban transformation (Ergin, 2014). Although they belong to different departments
and disciplines, both Ates’s and Kocak’s theses discuss the commoning practices
and reclaiming public space on guerilla gardening (Ates, 2015; Kogak, 2019). The
theoretical foundation and local exemplifications of these theses enlighten this study.
Koroglu’s recent study on commoning practices also illustrates that the potentiality
of the commoning practices attracts many of us (Koroglu, 2021). Kéroglu’s study
represents a comprehensive mapping of commons literature and spatiality, involving

the local and international cases.

1.2 Structure of the Thesis

This study aims to evaluate the possible discussions related to the main problem. The
origin of this study is the interrelation between commoning and guerilla art practices.
However, the spatiality of these practices introduced in this study and demonstrated
with the Bina case requires another theoretical framework. Therefore, the body of

this study consists of three chapters introducing various perspectives to the issue.

In Chapter 2, the theoretical background of commoning is introduced. The evolution
of common practices is investigated starting from the former definition and the
concept of ‘commons. Although several concepts related to commoning are
mentioned in this chapter, this chapter focuses on the urban commons since this
chapter aims to relate the discussion to guerilla art practices. Urban commons’
concept, derivatives, and the variances are explained in detail, including a brief
introduction of the literature and the significant figures in the field. The theoretical
foundation of commoning related to property relations and social structures in the

city is investigated in this chapter.
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The up-to-date commoning theory uses a unique set of concepts based on the
prevailing commoning terminology and public space discussions. This set is
represented in the thesis with detailed literature of commoning, illustrating several
cases, especially in the urban sphere. Thus, the conceptual framework of commoning

is aimed to be explained.

A noteworthy part of the commoning practices in the urban sphere involves the
occupy movements in the 21%t century. During these movements, we had a chance to
observe the commoning in the symbolic squares of the cities. Gathering and forming
a community, potential transformations of the space, and possible scenarios due to
these transformations are demonstrated during these occupations. Therefore, these
movements constitute an essential part of the chapter. Several significant cases of
occupy movements are indicated in this chapter within the theoretical framework

introduced previously.

In the final part of Chapter 2, several examples of commoning throughout the world
and Turkey, especially in the vacant buildings, are illustrated. The potentials of
vacant areas in terms of transformation and reuse are investigated. Thus, commoning
practices in the vacant areas indicated here connect this chapter to Chapter 3,

representing the case of the Bina.

Focusing on the vacant areas as a space for commoning, the Bina is examined
through a chronological study in Chapter 3. It is essential to make a chronological
analysis to introduce the case and clarify its unique relationship with its ever-
changing context, its adaptation to this change, its deaths, and resurrections in time.
Based on the functional classification, the overall life span of the building is divided

into three parts:

- The early mortal life, when the building was built in 1960 and had functioned
as a housing unit or for daytime commercial facilities and offices,
- The first transformation, when the building had become a rock bar complex

and one of the most popular nodes in the nightlife of Ankara in the 1990s,
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- The life after death, when the building had been evacuated and became a

vacant building until it was destructed in 2017.

In-depth interviews with the former users of the Bina, including the regulars of rock
bars, the staff, and the daytime users, are held by following an ethnographic research
methodology. Although the interviews are held within a prepared set of questions,
the dynamics of the interviews vary since they are intentionally in the form of a
conversation to grasp a more intimate explanation of personal experience by the
interviewees. The ethnographic research contains the disadvantage of the possibility
of false assumptions or subjective data. Yet, it is critical to mention the meaning the
Bina represents for its former users to observe the context of the case that lead this
building to the conclusion of being one of the most significant buildings in the Tunali
district. Moreover, this context establishes the core of the study — structuring the
relationship between guerilla art and commoning, their similarities, and shared

motivations within the case of a vacant building.

In Chapter 4, this relationship between the commoning and urban art practices is
investigated in detail. The concept of urban art, guerilla art in particular, and brief
information regarding contemporary art activism in the 20" and 21% centuries are
introduced in this chapter. Along with the critical urban theory discussions, several
different points of view are represented in this chapter. The study presumes a shared
motivation between commoning practices and guerilla art practices. Accordingly,
this presumption is analyzed in a comparative framework in Chapter 4, considering
the guerilla art acts in the Bina. The introspective questioning of guerilla art activists
is derived from in-depth interviews to support the study’s hypothesis. The questions
related to the dynamics of public space performance, comparison of a gallery to the
street, and the motivation and manifesto behind urban art are asked to define a
theoretical framework within this study to the artists’ performances. Besides the
individual street artists who installed works on the Bina, several other interviews are
held with art initiatives and graffiti tag artists. The potentiality of vacant space in

guerilla activism is also discussed in this chapter.
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Finally, the outcome of the study is explained in detail. After the summary of the
study, possible future scenarios and potential fields of research within the subject of

the study are discussed.

1.3  Methodology

The study investigates the guerilla art practices in the urban sphere within urban
commoning practices. It analyzes the determinants of each practice, investigates the
theoretical background of each subject, and establishes an interrelation between
these two practices. This investigation is enriched by a case that would open up a
broader discussion in the study regarding the spatiality of these practices. The case
selected for the study is an abandoned building that had functionally transformed

many times in the past.

To make a brief analysis of the case, | conducted qualitative research, including in-
depth interviews with the former users of the building.* The questionnaires are
prepared regarding two types of users; the users from the former stages of the
building and the guerilla artists practicing in the urban sphere. The expected data
derived from the interviews with the former users includes mostly their personal
experiences with the building and the social environment, habits, perception of
space, and social life. However, the street artists' questionnaire also seeks the
motivational aspects behind their practice, the technical qualities, and artistic
approaches. Therefore, the data derived from these interviews are gathered through
the Grounded Theory method. Morse and Richards explain the grounded theory as
below;

There is an emphasis on detailed knowledge, constant comparison, and the

trajectory of the event. The researcher consistently asks not only "What is

going on here?" but "How is it different?" The method of grounded theory
promotes a stance of refusal to accept a report at face value, a sort of

4 See Appendix C for interview questionnaire.
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methodological restlessness that leads the researcher to seek characteristics,
conditions, causes, antecedents, and consequences of events or responses as
ways of drawing them together in an integrated theory (Morse & Richards,
2002, p. 56).

Since the main focus of the interviews is to gather the data based on personal
experiences and the data beyond the solid facts, including motivations, thoughts, and
feelings, the data is analyzed within a theoretical framework represented in the study.
Charmaz states that;
Grounded theorists' background assumptions and perspectives alert them to
look disciplinary for certain possibilities and processes in their data. These

assumptions and perspectives often differ among disciplines but nonetheless
shape research topics and conceptual emphases (Charmaz, 2006, p. 16).

Similarly, the data derived from these interviews are interpreted within the
anticipated perspective of the study. There are 17 official interviews held for this

study in total. (See

Table 1.1) In addition, there have been many personal conversations related to the
history of the Bina. The informal gathering of data through personal conversations

is also mentioned in the study to enrich the outcome.

A study may commence with an observational phase in the field or with
interviews — narratives about the event, told sequentially from the beginning
to the end. Such interviews are much more able to support the method than
are semi-structured interviews or brief accounts (Morse & Richards, 2002, p.
56).

Although the data derived for this study comprises qualitative content, each data
based on solid facts and used in this study is cross-checked with several approvals.
The interviews are held mostly on virtual meeting platforms, whereas some
interviews are conducted face-to-face. Each interviewee is informed about the
process and the evaluation of the data via the voluntary participation forms. Each

participants’ names, nicknames, and pronouns are indicated by consent. The
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interviews usually take 15-40 minutes for each. However, due to the intention of
leaving the interviewees within their mental flow, without interrupting as much as

possible, some interviews take more than an hour.

Table 1.1 Interviewee Profile

Int. No. Age Profession Relationship with the Bina
Interviewee-1 43 Artist, Instructor Former regular of_rock bars period
Artwork installer
. Industrial Designer, .
Interviewee-2 48 st '9 Former regular of rock bars period
Preschool Teacher
Interviewee-3 41 Interior Designer Former regular of rock bars period
Interviewee-4 44 Director Former regular of rock bars period
. Landscape Architect .
Interviewee-5 43 ’ Former regular of rock bars period
Real Estate Agent g P
Interviewee-6 35+ English teacher Former regular of rock bars period
. . Former regular of LGBTIQ+ bars
Interviewee-7 40 Architect g . Q
period
. Musician, Guitar .
Interviewee-8 36 Drumé&Bass Studio regular
Teacher
Interviewee-9 31 Tattoo Artist, Musician Guerilla concert organizator
. Musician, Instructor, .
Interviewee-10 49 . Former regular of rock bars period
Director
Interviewee-11 32 Writer, Tag Artist Artwork installer
Interviewee-12 36 Art'ﬁt’ Deglgner Artwork installer
(Kiif Project)
. Musician, Physics Former regular of rock bars period
Interviewee-13 45 .
Teacher Drum&Bass Studio partner
Interviewee-14 34 Graphic Designer Artwork installer
Interviewee-15 33 Artist, Street Artist Artwork installer
. Artist .
Interviewee-16 35 ! Artwork installer
(Avareler)
. . . Former regular of LGBTIQ+ bars
Interviewee-17 34 Artist, Museum Director g Q

18

period



1.4 Expected Outcomes of the Study

One of the several expected outcomes of this study is to clarify the relationship
between urban commons and guerilla urban art in terms of aim, methodology, and
results. Moreover, the dynamics affecting these practices in the urban sphere, the
struggle with the dominant forces such as the global economy and neoliberal state
are investigated within a theoretical framework. This study is expected to establish
an interrelation between these similar practices and derive a potential field of study
in the urban sphere. The main question of this study is whether guerilla art practices
can be assumed as a subset of urban commons or not. Therefore, the investigation in
this study is constructed around this assumption. The theorization of the study is

organized to support the main argument.

One significant aspect of the study is that it involves a particular case that has an
essential role in the urban memory of Ankara. The Bina acts as a cultural medium
and a hub for urban culture and urban practices. I intend to enrich the study’s
theoretical perspective to a comprehensive level that might offer possible future
projections through this case. Besides its significance in the urban cultural history of
Ankara, Bina symbolizes the potentiality of abandoned spaces, urban voids, and
other left-overs in the cityscape. Therefore, the possible scenarios are investigated in

the study to propose a generative model for the spatiality of urban commons.
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CHAPTER 2

A THEORETICAL INQUIRY ON THE COMMONING

Commoning has become a visionary agenda for the communities in search of a social
order considering the equilibrium in the accessibility of a wide spectrum of
resources, ranging from the very basic human rights such as accessibility to clean
water, healthcare, and education, to an advanced level of accessibility to information
and intellectual property (Hess, 2008, p. 15; Hodkinson, 2012, p. 516). On a local
scale, commoning has proven its adequacy as a legitimate system of resource
organization in many cases. Furthermore, besides the life-sustaining requirements of
a community, commoning is a practice that can be developed in many social,
organizational schemes, especially in the cultural arena. The practice proposes a
bottom-up approach in the organization of resources for a certain community. As the
framework suggests, commoning practices can be adapted to a variety of incidents.
This study, however, focuses on the urban commons and a particular case in it — the
guerilla art actions. Before demonstrating the relationship between commoning and
guerilla art practices, this chapter introduces the historical background of the
commons discourse, its history, and development schemes, especially in the 21st
century. Establishing this study’s foundation of the main discussion based on the
practices in an abandoned building in Ankara, this chapter also mentions Turkey’s

commoning practices, particularly those in vacant spaces.

2.1 Introducing Commons: The Historical Background

Commons (n.): the legal right of taking a profit in another’s land in common
with the owner or others
a piece of land subject to common use: such as
a: undivided land used especially for pasture
b: a public open area in a municipality
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(Merriam-Webster, n.d.)

The term “commons” was used for agricultural lands, woodlands, and meadows,
mainly in England, open to the public where each commoner could release their
animal for grazing. The first legitimization of the commons dates back to the Magna
Carta in the 13th century, acknowledging the commoners and protecting the
common rights of the forest that is the main energy source of the period (Linebaugh,
2008, p. 33). Magna Carta provided a set of regulations regarding the disadvantaged
ones’ rights in the Western-Christian society under the impact of the Catholic Church
and the monarchies, including the commoners, the women, and the Jews (ibid.).
Magna Carta is the first legal document considering the commoners and their rights
against the privatization and enclosure by the feudal authorities of the time. In the
16th century, the dissolution of the monasteries led to a new class, the gentry, which
would privatize the commons of the dissolved monasteries — a process that ended up
with the commodification of the land in England (Linebaugh, 2008). From then on,
Linebaugh (ibid., p.59) explains how the process started with the common waste’s
enclosure had transformed into a “mixed-economy of welfare” where the land owner
or the farmer collaborates with the commoner. Although most common lands were
not open-accessed commons as the modern termination indicates, and the land value
of these open-accessed common lands® was low due to certain aspects such as being
in hilly areas, they were still accessible by the poor for their use (Clark & Clark,
2001, p. 1033; Linebaugh, 2008, p. 51). Clark and Clark (2001) state that the
common waste percentage had decreased due to the enclosure caused by

privatization and Parliament enclosure movement in the 18th century.

Furthermore, as a result of the Industrial Revolution and the rise in the population

accordingly, land prices rose relative to wages. Land use has become a privilege for

® Clark and Clark define this type of common land as ‘common waste’ and state that by the time that
enclosure is in minimum level, common waste consisted the 5 percent of total common land in
England.
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the wealthy, and communal property has transformed into private property. The
commoners and the peasants who could not afford the land use prices and the small
land owners who could not afford the expenses due to the enclosure had to leave
their lands and move to the cities. There, they would involve in a new form of
economic relationship — as a part of the industrial economic growth (Hodkinson,
2012, pp. 502-503; Linebaugh, 2008).

In his milestone article, Garrett Hardin (1968) affirms the enclosure and privatization
of the common land by claiming that it is the only solution to prevent the
overconsumption of resources. He illustrates how a herdsman would constantly
increase the number of the animals in his herd by gaining maximum value while
sharing the negative utility with the other commoners. He clearly estimates an
individualistic approach for each commoner in his theory and defines a ‘rational’
herdsman (or any commoner) who would consider his profit over the others (Hardin,
1968). Hardin’s argument is understandable from a capitalist perspective that is
conditioned to the individualist benefit. If the only variable changed in the equation
is commoning the land and maintaining the rest of the private entities,
overconsumption is inevitable. However, what Hardin neglects is that commoning
discourse eventually suggests a total reform in the current system. Harvey (2012, p.
68), on the other hand, claims that if the herd is also common, it will regulate the use
of resources among the commoners. According to his argument, the problem is “the
individual utility-maximizing behavior” (ibid.). Instead, commoning should contain

a wholesome practice including all the components subjected to it.

Another significant figure in the commons literature is Elinor Ostrom. She is an
economist, an activist, and a political scientist working on the governance of
commons. She was awarded the Nobel Memorial Prize in Economic Sciences ““for
her analysis of economic governance, especially the commons” (NobelPrize.org,
n.d.). Ostrom claims that if there is a community of commoners, this would manage
the governance of the common sources and prevent inequality in resource use. She
worked with several local groups all around the world for years to objectify her

analysis. While challenging Hardin’s thesis, Harvey mentions Elinor Ostrom and her
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book ‘Governing the Commons’ in which Ostrom “seeks to disrupt some of the
presumptions” (Harvey, 2012, p. 68). Examining a diverse set of commoning
practices worldwide, Ostrom (1990) claims that instead of privatization of the
common resource, which is an indefinite attempt in case of nonstationary resources,
or the top-down institutionalization and the governance by the authorities, which
would be insufficient to include the variety of the cases, the appropriators should
develop their own organizational scheme for the distribution of the common pool
resources, i.e., the C.P.R.s. Thus, Ostrom (ibid.) states that for each unique problem
that may occur while sharing a C.P.R., the appropriators may find a unique solution
and immediately take action based on consensus and explains the framework she
develops, which would summarize the lessons learned from examining successful
and unsuccessful efforts by C.P.R. appropriators as below;
The framework identifies sets of variables that are most likely to affect
decisions about continuing or changing rules. The framework can be used by
theorists to develop more precise theories, and models of theories, of
institutional choice. It can also be used to organize further empirical research

to generate findings about the relative importance of particular variables in
the context of other configurations of variables (Ostrom, 1990).

An autonomous organizational scheme for governing the commons proposes an
efficient and reasonable re-adaptation considering the benefit of the community
primarily. Replacing the individual interests with the communal ones, the
community strengthens its bonds, and sustainability of the resource is provided
accordingly. Moreover, as the decision-makers, the community would solve the
conflicts with a commonly-decided policy based on consensus. Ostrom’s studies
serve a broader perspective on the field of the commons in the economy, and her
framework inspires the commons literature in other disciplines. The adaptability of
certain principles in commoning practice has led to a shared terminology in different
fields of commoning. This study focuses, particularly on the urban commons.
However, the terminology used in the discourse of urban commons is conceptualized
and resembles the predecessor descriptions about commons and commoning. The

context changes; however, the framework remains.
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2.2  Conceptualizing Urban Commoning: Triad of the Commons

In the 1990s, the theoretical background of the commons has proposed an immense
viewpoint to increasing reclaim the city and the resources movements and led
commoning to gain importance as an emancipatory agenda in the 21st century. As
the neoliberalist policies have become more aggressive, the debates on commoning
within many other alternative future agendas have received a major prominence in
the field. Since commoning practices contain resistance and solidarity, they are
embraced and practiced in various geographies facing the invasion of neoliberalism.
In addition to the worldwide engagement of commoning in rural cases, the new
enclosure concepts have led to the reconsideration of commoning practices in the
urban field. Urban enclosures include privatization by fencing-off of a space, and
new mechanisms of enclosures such as surveilled public space and malls are the parts
of the system that would end up with social reconstruction. Similarly, considering
the urban scale of commoning, Harvey states that;
The recent revival of emphasis upon the supposed loss of urban
commonalities reflect the seemingly profound impacts of the recent wave of
privatizations, enclosures, spatial controls, policing, and surveillance upon
the qualities of urban life in general, and in particular upon the potentiality to
build or inhibit new forms of social relations (a new commons) within an

urban process influenced if not dominated by capitalist class interests
(Harvey, 2012, p. 67).

Therefore, commoning practices studied and conceptualized in the urban sphere have
increased, especially in the 21st century. The urban commons involve a variety of
resources that require a diverse set of commoning methods and practices. Moreover,
there are certain differences between the commoning practices today and the
commoning in the 13th century. Today, commoning does not only involve sharing
resources; it also represents a collective action, an autonomous organization, and
resistance. In various cases, commoning practices are held through local
communities that stand against the patronizing actions of authorities. Each case

requires a unique set of organizational input. Yet, certain determinants are defining
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the commoning in general. In his interview with Stavrides, De Angelis indicates that
commons are not solely the resources we share, and this is a definition that limits the
issue (An Architectur, 2010, p. 2). Instead, De Angelis proposes the ‘triad of the
commons’:
First, all commons involve some sort of common pool of resources,
understood as non-commodified means of fulfilling people’s needs. Second,
the commons are necessarily created and sustained by communities - this of
course is a very problematic term and topic, but nonetheless we have to think
about it. ... In addition to these two elements - the pool of resources and the
set of communities - the third and most important element in terms of

conceptualizing the commons is the verb “to common” - the social process
that creates and reproduces the commons (An Architectur, 2010, p. 2).

The triad of commons is an agreed form of conceptualizing the current commoning
practices. To better analyze the commoning of today, one should investigate these
notions in more detail since they refer to various meanings in the current agenda of
commoning. In the urban sphere, commoning is practiced on many fronts as a
struggle for rights. Accordingly, the analysis of the terminology has to be enlarged
to reach a comprehensive outcome. This analysis, therefore, will lead the study to

the possibilities of commoning and expand the discussion to the main theme.

221 Common Resources:

In the 13th century, common resources were based on land use, including forests,
woodlands, meadows, etc., that were open to the use of the commoners (Linebaugh,
2008, p. 25). Moreover, a certain amount of the common land, called common waste,
was used by the disadvantaged part of the society, i.e., the elderly, the widows, and
the children. Thus, the benefit of every part of society was assured by the common
lands. In Magna Carta Manifesto, Linebaugh (2008) explains the privatization
process in England regarding the dissolution of the monasteries, the distribution of
the land to the soldiers as a reward, and the other incidents leading to the

commodification of the English land. By the end of the 18th century, the common
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resources had become endangered due to the increasing rate of privatization by the
hand of the monarchy and the parliament (Clark & Clark, 2001, pp. 1032-1034;
Linebaugh, 2008, pp. 48-49). In addition, in 1688, one-quarter of the total area of
England and Wales was common land, whereas between 1725 and 1825, nearly four
thousand enclosure acts appropriated more than six million acres of land to the
politically dominant landowners (Linebaugh, 2014, p. 144). Similarly, Bauwens and
Niaros (2017, p. 15) indicate that the welfare state model in Western Europe led most

of the commons to be stateified and no longer be managed by the commoners.

Land use is a permanent agenda of commoning, especially in the rural cases;
however, the common resources of today comprise a wider scope, especially in the
urban sphere. Due to the city’s ever-changing social structure and diverse
parameters, urban commons have a wider range and various levels of struggle
accordingly. Baviskar and Gidwani make a broad definition of urban commons as

follows:

Urban commons include so-called “public goods”: the air we breathe, public
parks and spaces, public transportation, public sanitation systems, public
schools, public waterways, and so forth. But they also include the less
obvious: municipal garbage that provides livelihoods to waste-pickers;
wetlands, waterbodies, and riverbeds that sustain fishing communities,
washerwomen, and urban cultivators; streets as arteries of movement but also
as places where people work, live, love, dream, and voice dissent; and local
bazaars that are sites of commerce and cultural invention. Indeed, the
distinctive public culture of a city is perhaps the most generative yet
unnoticed of urban commons (Baviskar & Gidwani, 2011, p. 43).

The primary struggle of commoning is against the privatization of these resources
by neoliberal policies. As the states are replaced with the corporates by means of
financial power and stability, more and more entities that should be within the
responsibility area of the social state are submitted to the corporates, i.e., privatized.
Brown (2015) defines neoliberalism as performing a group of economic policies that
affirm free markets, including reducing welfare state provisions, privatized and

outsourced public goods, converting every human need into a profitable enterprise,
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and financialization of everything. Thus, neoliberalism invades each possible

resource and privatizes it. De Angelis explains how neoliberalism favors the

privatization of resources as below:
Neoliberalism was rampaging around the world as an instrument of global
capital. Structural adjustment policies, imposed by the I.M.F. (International
Monetary Fund), were promoting enclosures of “commons” everywhere:
from community land and water resources to entitlements, to welfare benefits
and education; from urban spaces subject to new pro-market urban design
and developments to rural livelihoods threatened by the “externalities” of

environmentally damaging industries, to development projects providing
energy infrastructures to the export processing zones (An Architectur, 2010,

p. 3).

As a result of the globalization that started in the 1990s, neoliberalism has spread
over many countries, especially those with uncultivated resources and inadequate
economies. Mining companies have been scanning the underground of forest areas,
deforesting the land, and polluting the water resources for their benefit, neglecting
the population’s rights or interests living in the area. Other energy companies do not
hesitate to cut water resources that feed the agricultural lands of the villages nearby
for constructing hydroelectric power plants. As healthcare and education are
privatized and specialized for the privileged ones, inequality has emerged in these
fundamental citizen rights. As the city center has been marketed as a potential profit
arena, low-cost, affordable housing has become an imaginary scenario for those
living there, and displacement has become a harsh reality. Instead of the existing
housing areas and public spaces, “gated mega-development projects” have filled the
city center (Brenner & Theodore, 2002, p. 371; Hodkinson, 2012, p. 505). The
displacement of the poor from the city center to the peripheries is the “very essence
of the enclosure,” leading to the commaodification of labor power and the space as a
highly valuable asset (Hodkinson, 2012, p. 504). The commodification of public
space is another aspect of neoliberal enclosure policies. Brenner and Theodore
(2002, p. 371) state that the neoliberal enclosure mechanism destroys the urban
public spaces by “eliminating or intensifying the surveillance of it” and creates “new

privatized spaces of elite/corporate consumption, gated communities, urban
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enclaves, and other purified spaces of social reproduction.” One can assume that the
social reconstruction of society has been targeted through these attempts. The
‘community’ is divided into pieces alienated from each other; hence, it becomes
effortlessly manageable. This assumption clarifies an essential reason for the state’s
embracement of neoliberal policies. Klein clearly summarizes the process of
engaging neoliberalist agenda as below;
In a period of ‘unprecedented prosperity’, people were told they had no
choice but to slash public spending, revoke labour laws, rescind
environmental protections — deemed illegal trade barriers — defund schools,
not build affordable housing. All this was necessary to make us trade-ready,

investment-friendly, world competitive. Imagine what joys await us during a
recession (Klein, 2001, p. 4).

Thus, the common resources subjected to the practice of commoning cover each and
every entity that the public can claim right. This broad definition actually widens the
horizon of commoning and enables its adaptability in all cases representing violence
of right and imposition of an enclosure by any authority. For instance, a guerilla art
practice in the public space defines a form of resistance both to the privatization and
isolation of public space and enclosure of the -cultural property by
institutionalization. It proposes a reclaim in the public space while commoning the
artwork the artist produces simultaneously. In some cases, these practices are held in
vacant areas and abandoned buildings that break the conventional property
relationship in the cityscape. The area can be transformed into and declared as a

commons by the practice itself.

2.2.2 Community:

While defining the ‘community’ conceptualizing the commons, De Angelis indicates
that it is a set of commoners sharing the resources according to the rules they set for
themselves, and the communities are not necessarily homogenous in their culture or

material features, and they do not need to be local. (An Architectur, 2010, p. 2) In
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this sense, De Angelis’ definition of commons is based on Ostrom’s concept of
‘community.” Similar to Ostrom, De Angelis criticizes Hardin’s ‘tragedy of the
commons’ for neglecting the notion of community and “commoning as a social
praxis” (ibid.). As a result of the negligence of such an essential parameter, Hardin’s
statement remains idle and does not cover the up-to-date commoning practices.
However, community represents the very essence of the commoning. Community in
this context stands for a group of people gathered around a common agenda, sharing
and resisting together. De Angelis’ emphasis on heterogeneity is essential to describe
the intention of the gathering. Commoning practices occur regardless of the
similarities of the people participating. The common problem, the common resource,

and the common opponent are sufficient for an organization.

On the contrary, Stavrides claims that the homogenous groups hold the risk of ending
up as an enclosed community which would eventually lead to the loss of
communication with other communities (ibid.). Therefore, Stavrides proposes to use
the term ‘public’ instead of the community since the community refers to a
homogenous group of people. The public emphasizes the relation of diverse
communities, and the public realm is a space where different groups of people can
merge (ibid.). On the local scale, the community sharing the commons consists of a
manageable amount of people, sharing a mutual history and traditions, and being
familiar with each other. As a result, one can assume that the consensus in local
communities is straightforward. However, in the urban commons, we have to
consider gathering a diverse set of people belonging to different economic, social,
and cultural backgrounds, having different perspectives and sometimes intentions.
In contrast to the local commoners, Kip (2015) states that urban commoners are
“often not even aware of an entity such as the ecosystem, water, and electric supply,

road usage and qualities such as silence being a ‘common.’”

Nevertheless, the notion of ‘being on the same page’ in terms of gathering around a
common issue eventually leads to collaboration and consensus. Commoning
comprises all the debates, conflicts, and thought-sharings during the process. The

conflict is inevitable yet fruitful in such processes. The essential aspect of
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commoning is that the community, or the public in broader sense, acts with

solidarity, wills to negotiate within itself, and resists in alliance.

Although the heterogeneity is proposed as a condition of the public by De Angelis
and Stavrides (An Architectur, 2010, p. 7), certain cases represent a certain group’s
struggle on the commons. For instance, Federici (2019) narrates the story of women
leading commoning practices and struggles worldwide. The history of female
poverty, commodification, and exclusion from the workforce dates back to the 13th
century (Linebaugh, 2008, p. 52), when women were deprived of their marital rights
in widowerhood, commodified, and forced into prostitution. The struggle of
feminism today collaborates with commoning practices when women’s
empowerment is aimed through communal land use and public space occupation
(Federici, 2019).

To follow a similar example in the previous item, we can claim that the guerilla art
initiatives represent a relatively enclosed community. However, the practice itself is
divided into many sub-fields in which the contributors have different motivations
and intentions. Moreover, the contributors of guerilla art need not be professionals
in arts. The consensus in guerilla art is the belief that the public space belongs to the
public. Therefore, one can assume a notion of a heterogenous community gathering

around a common motivation and will.

2.2.3 The Practice of Commoning:

In the previous parts of the chapter, the two components of the triad of the commons
are analyzed in detail; the common resource would be the subject of commoning and
the community collaborating in operating this common resource. The final
component of the triad, the commoning practice, stands for the alternative means
that communities seek to access resources under the market circumstances driven by
neoliberal policies. De Angelis states that the main problem is the transformation of

individual interest to a common interest and indicates that common interests cannot
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be postulated; they can only be constructed through the ‘process of commoning” and
asks the question: “Can we as a group, as a community or as a collectivity reflect our
ideas and values in the form that we choose to carry out our struggle?” (An
Architectur, 2010, p. 7) The question stands not only for the disadvantaged groups
that are discriminated against, displaced, and deprived of their rights but also for the
rest of the society, for all of us, since the commoning practices target the existing

market structure and need collective action.

Urban commoning represents a key practice to challenge the interests of capitalist
accumulation driven by rent and finance (Di Feliciantonio, 2017, p. 716). Capitalist
accumulation is based on the property ownership structure, which manipulates the
urban sphere to benefit through neoliberalist operations. There is no place for social
welfare tools such as affordable housing, free public space, and collective production
areas in this systematic manipulation. The public is methodologically detached,
individualized, and exploited by the consumption mechanisms. The enclosure, as
Hodkinson (2012) states, is not the result of capitalism but the essence of it since the
enclosure is the solution that capitalism proposes for its ongoing crises and the
resisting communities. The prevention of gathering in a physical environment or
participating in a collaborative operation is provided by the new urban enclosures.
Through a broader lens, Soja demonstrates the framework of the enclosure as below;

Not only are residences becoming increasingly gated, guarded and wrapped

in advanced security, surveillance, and alarm systems, so too are many other

activities, land uses, and everyday objects in the urban environment, from

shopping malls and libraries to razor-wire protected refuse bins and spiked

park benches to stave off incursions of the homeless and hungry (Soja, 2010,
p. 42).

Soja’s mention of the precautions on homeless and hungry is particularly essential.
The increasing privatization and gentrification of the public space alienate the people
outside the capitalist mechanism. The new, sterile public space is, therefore,
announced as in the service of a privileged group. If one cannot afford the rent, one

gets immediately displaced, if one does not participate in labor, one does not get
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insurance for healthcare, and if one is not a part of the capitalist workforce, one is
nothing. Therefore, searching for alternative means of access to the resources is vital
for an equal society in which participation, collaboration, and solidarity are the key

concepts.

Dellenbaugh-Losse (2020, p. 13) defines commoning as “the interaction between
commoners which includes the internal negotiation of rules” and distinguishes
commoning from other resource use arrangements via this participatory process.
This process aims to invert the conventional capitalist market relationship, which
subjects the community to the consumer role and establishes a new form of the
articulation of social production (An Architectur, 2010, p. 8). Indicating that urban
commons are ‘the material re-organization of a post-capitalist mode of exchange and
production,’ in which the infrastructure needed for this transition is commonified by
the citizens; Bauwens and Niaros explain how commons reinterpret the existing
market structure as below:
The commons allows for a re-organization of the current destructive logic of
production and value creation, by combining a global-local response to
material and scientific challenges, and by creating sustainable logics of
products and services that bypass the need for planned obsolescence. Second,
the mutualization of infrastructures for human provisioning systems (shelter,

energy, mobility) allows for a drastic reduction of the human footprint,
augmented by the relocalization effects (Bauwens & Niaros, 2017, p. 21).

The methodology of commoning in the production cycle is an essential part of the
discussion. However, within the scope of this study, it is more significant that the
involvement of production within a commoning practice excludes capitalist market
value and opens up new territories for a self-governed exchange of resources. De
Angelis emphasizes the internal circulation of what is produced in the commons
since it is essential to keep it to reduce the “capitalist circuits” (An Architectur, 2010,
p. 8). Reduction of capitalist market and re-organization of the exchange establishes
a new form of relationship in the community subjected to the commoning practice.

Commoning is, therefore, where individual interests and differences are articulated
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into common interests, and people produce to share and share what they produce
(Hodkinson, 2012, p. 516).

As the new forms of resistance are developed by the commoning practices in the
current market structure, De Angelis classifies how capitalism reacts to these
alternative forms on three levels: (i) the criminalization of alternatives in every
process of enclosure, both historically and today; (ii) a temptation of the subjects
fragmented by the market to return to the market; (iii) a specific mode of governance
that ensures the subordination of individuals, groups, and their values, needs and
aspirations under the market process (An Architectur, 2010, p. 10). Capitalism’s
ever-inclusive character and slippery ground might easily swallow the well-
intentioned but less-organized attempts of commoning in the existing market
conditions. Moreover, the state guarantees the market — the two power mechanisms
that are integrated into each other under the reign of neoliberalism — and the state
might declare these commoning practices illegitimate. Similarly, Tan (2008) states
that the neoliberal state “becomes a consummate agent of — rather than a regulator
of — the market, the new revanchist urbanism that replaces liberal urban policy in

cities.

To resist the market pressure supported by the state organs, Stavrides (ibid.) claims
that the communities should struggle against the state dominancy since the State is
the guarantor of the market and property rights. The important thing is the
collaboration of communities in resistance instead of isolated communities in their
own agenda during this struggle. We should rather understand ourselves as members
of different communities in the process of emerging (ibid.). The new communities
and the commoning practices in which sharing, negotiation, and self-decision

mechanisms, as Ostrom (1990) proposed, are involved.

Lefebvre (1991, p. 90) states that the social space is produced through the gathering
of the society and the collective action. Accordingly, the reproduction of the social
space in the public sphere would be possible via the reproduction of the urban

commons, which are not the shared resources but the resistance and solidarity.
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Commoning practices, therefore, are essential in breaking the hegemony of
neoliberal enclosures in the public space. Similarly, while pointing out the three
fundamental norms of city life that urban commons might rely on, Hodkinson (2012,
p. 516) states that “the city is also ‘public sphere’ based on human interaction,
interdependence, and cooperation from which no one should be excluded.” These
statements also demonstrate the core principles of the decision-making process in
commoning practice; collective action, inclusiveness, and consensus. Commoning
practices encourage the direct participation in all decisions that produce urban space
and regard the urban dwellers “right to appropriation, that is, to physically access,
occupy and use urban space, including the right to produce new urban space to meet
the needs of inhabitants” (ibid.).

Considering all the substantial aspects explained above, one can claim that urban
commons are in various forms based on these key concepts. The main aim is to
protect us against enclosure and market forces, enabling us to survive independently
or with degrees of independence from wage labor (ibid.). Solidarity and resistance
constitute the foundation we should gather at. As urban commons have various
forms, so does the resistance. Occupation of public space, reclaiming the one once
we own, happens in a diverse set of operations that we have had a chance to observe

in several cases worldwide in the 21st century.

2.3  Commoning in the Era of Global Uprisings

In the 21st century, the world has witnessed the revival of public space, particularly
by the occupy movements. The global economic crisis in 2008 and the changing
political atmosphere have led to many uprisings in the 2010s. Starting with the Arab
Spring, triggered by the governments' non-democratic, oppressive policies and
ideological impositions, these uprisings in the Middle East have inspired and spread
over different geographies in Europe and in the Americas. Although each case
represents different reasons and methods within its context, the common ground for

these uprisings was the public spaces, i.e., the squares, the parks, and in some cases,
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the vacant areas, the limbos between the public and the private in the urban sphere.
This part of the chapter investigates the commoning practices during the occupy
movements of the 21st century and the spatiality of commoning. By this
investigation, the common ground of the urban commons and the diversity of the

spatiality will be represented.

2.3.1 The Occupy Movements

The wave of neoliberalism has dominated the world, especially in the 2000s when
globalization has gained an acceleration. Western capital has been invested in the
under-developed and developing countries for their resources such as work labor,
improving construction and tourism sectors, and natural resources for the sake of
corporates. The agreements between these corporates and governments have
neglected the interests of the public by nature and eventually led to the violence of
rights. The exploitation of the resources has ended up with social struggles that have
been enduring for years. Exemplifying all the violations of citizen rights worldwide
for the sake of the neoliberalist global economy, Klein (2001, p. 4) states that “it is
trading democracy in exchange for foreign capital.” Klein’s examples include many
different cases such as the NAFTA® in Mexico, the unsustainability of the oil
companies, under-paid work labor, and deforestation for the sake of food chains, the
child labor exploited by Nike in Asia, and against this exploitation, another form of
reaction, different than the traditional party politics, have been developed by the
communities resisting (Klein, 2001). Brown (2015, p. 21) states that although
neoliberalism has some key features constant in each case, such as naming “a
historically specific economic and political reaction against Keynesianism and

democratic socialism” and being a “more generalized practice of ‘economizing’

& The North American Free Trade Agreement (NAFTA), which was enacted in 1994 and created a
free trade zone for Mexico, Canada, and the United States. Retrieved from
https://www.trade.gov/north-american-free-trade-agreement-nafta on July 22, 2021.
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spheres and activities,” it has the capacity and ability to shape itself according to the
changing dynamics and indicates that;
Yet in its differential instantiactions across countries , regions, and sectors,
in its various intersections with extant cultures and political traditions , and
above all, in its convergences with and uptakes of other discourses and
developments, neoliberalism takes diverse shapes and spawns diverse content
and normative details, even different idioms. It is globally ubiquitous, yet

disunified and nonidentical with itself in space and over time (Brown, 2015,
p. 21).

The dynamics of neoliberalism have been changing; yet, the exploitation is constant.
Similarly, the reactions against harsh neoliberal policies have distinct characters
regarding the context and content, yet the discourse behind these reactions is
common. Therefore, the solidarity infrastructure should be established worldwide,
connected, including the local struggles and the global ones. As Klein states;
Neoliberal economics is biased at every level towards centralization,
consolidation, homogenization. It is a war waged on diversity. Against it, we

need a movement of radical change, committed to a single world with many

worlds in it, that stands for ‘the one no and the many yesses’ (Klein, 2001, p.
4).

In the light of these neoliberal economics, the USA experienced an economic crisis
based on its mortgage strategy. Besides the economic reflections of the crisis, the
ongoing gentrification and displacement programs caused by the neoliberal policies
have led to social struggles between the authorities and the displaced communities.
The real estate market crisis has led to a global economic crisis in 2008, affecting
Europe and leading to several austerity programs obtained by the governments. This
economic shift caused by the congestion of invasive neoliberal policies would be

responded to by mass public opposition in many countries of Europe.

Another determinant that has triggered the social movements, particularly in the
Middle East and North Africa, was the non-democratic actions of the governments.

Although many other reasons were leading the public to revolt against the
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governments, such as economic crisis and increasing unemployment, one can
assume that the main reason for the uprisings was the non-democratic, authoritarian,
oppressive, ideological, and religious policies. The uprisings started in Tunisia with
the Jasmine Revolution’, then spread out to several other countries such as Egypt,
Libya, Yemen, Bahrain, and Syria. Citizens of these countries gathered in the city
squares to witness the mass protests in the upcoming days. Tahrir Square was one of
the symbolic public spaces of the movement. People from different economic
backgrounds, religions and social groups met in Tahrir Square with the same
motivation and desire to challenge the existing government for secularity and

equality.

Figure 2.1. Tahrir Square during Arab Spring. Left: "Tahrir Square - June 2, 2012"
by Jonathan Rashad; Right: "Tahrir Square™ by Al Jazeera English. (Source: Left:
https://search.creativecommons.org/photos/fa987ea6-fc30-4c3e-a7e8-

aa916731e737; Right: https://search.creativecommons.org/photos/e68e32ch-d9f8-
4507-a43d-210b037d94dc)

Simultaneously, the anti-austerity movements against these programs started in
Greece and spread out Europe between 2010-2012. Greece has witnessed mass
protests with the involvement of student collectives, NGO8s, and many other groups
besides the public. Violent attacks of security forces increased the tension during the
protests and caused many of the protestors injured and some dead. One of the

7 Retrieved from https://www.britannica.com/event/Arab-Spring on July 22, 2021.
8 Non-Governmental Organizations
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symbolic places of the occupy movement in Greece was the Syntagma Square.
Thousands of people gathered around a common motivation and accommodated in
the square for days. The Syntagma Square hosted protests and other civic
organizations such as forums, workshops, concerts, etc. Stavrides explains the

organizational scheme at the Syntagma Square as below;

Syntagma Square developed into a network of connected micro-squares, each
one with a distinct character and spatial arrangement, all contained or, rather,
territorialized in the area of what was known to be the central Athens public
square. Each micro-square had its own group of people who lived there for
some days, in their tents, people who focused their actions and their micro-
urban environment on a specific task: a children’s playground, a free reading
and meditation area, a homeless campaign meeting point, a ‘time bank’ (a
form of exchange of services based on the elimination of money and profit),
a ‘we don’t pay’ campaign meeting point (focused on organizing an active
boycott of transportation fees and road tolls), a first aid centre, a multimedia
group node and a translation group stand, et cetera. There were various levels
on which those micro-communities were connected and, of course, all of
them had to follow the general assembly’s rules and decisions (Stavrides,
2016, p. 166).

Figure 2.2. Syntagma Square Protests. Left: Syntagma Square Protest, taken on June
5, 2011, by George Ampartzidis; Right: Athens 15 October 2011, Syntagma Square
by Odysseas Gp. (Source: Left: https:/flickr.com/photos/ambageo/5820140057/;
Right: https://flickr.com/photos/odysseasqr/6247253364/)

As the prime minister declared that Taksim Military Barracks would be restituted as

a mall, on its former place where today Taksim Gezi Park is located within the Urban
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Development Plan of Istanbul in 2013, the initial protest against the restitution
project was on a local scale. When the police burned the tents of a few protestors
accomodating in the park down and tear-gassed the peaceful protestors, they also lit
the flame of the massive protests all around the country. Gezi Resistance was the
final chain of an ongoing series of anti-democratic actions by the government since
2002 that Justice and Development Party was elected as the ruling party. These
actions are including the ideological neglection of secularism, violation of citizen
rights, the privatization and wasteful consumption of public resources, and
systematic oppressions against the media, the universities, the women, the LGBTIQ+
community, the other ethnic and religious minorities, the political organizations,
everything and everyone out of their ideological stratum. Therefore, it was not
surprising when the masses from different parts of the society in Turkey gathered in
Gezi Park and Taksim Square for the protests. The public reached up a social
consensus based on citizen rights and built out a new form of sociality based on

solidarity and resistance.
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Figure 2.3. Gezi Park Encampment Map. (Source:
https://occupygezipics.tumblr.com/)

A large group of people accommodated in Gezi Park, established a common kitchen,
medico, and a library, and organized several activities such as yoga classes, music
workshops, and forums to discuss the future of the movement and possible scenarios
protests would evolve into. Besides the peaceful protests taking place inside Gezi
Park, many protesters were fighting against the police brutality, the tear gas and
water cannon attacks of the police, in different parts of Istanbul and other cities of
Turkey. When police shot Ethem Sarisiiliik in Glivenpark, Ankara, the protests had
reached a climax in the city and all around the country. The deaths of 22 young

people during the protests have unified the various parts of the society belonging to

different ideological positions.

-* e W : (R

Figure 2.4. Taksim Gezi Park during Occupy Gezi Movement. Left: Aerial view of
Taksim Square and Gezi Park; Right: “My Gezi Workshop” for children, by Dada
Verd, taken on June 10, 2013. (Source: Left: https://occupygezipics.tumblr.com/;
Right: https://flickr.com/photos/dadaverd/9014611914/)

The square occupations are significant in this study since they demonstrate some of
the major examples of commoning practices in the last decade. One can observe the

mutual aspects of these events in terms of spatiality, organization, and motivation.
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The occupation of a city square is in itself a common tendency when it comes to

mass action. Linebaugh states that;
Taksim Square, Tahrir Square, Syntagma Square, Puerto del Sol, Zuccotti
Park, Oscar Grant Plaza, St. Paul's Cathedral: historically, the city grew
around these places expanding concentrically. They came alive again as
gathering places whose primary purpose was to spark discussion locally and
globally. They were a commons inasmuch as internal relations were not those
of commodity exchange, an anti-hierarchical ethos, or "horizontalism,"
prevailed, and basic human needs such as security, food, waste disposal,

health, knowledge, and entertainment were self-organized (Linebaugh, 2014,
p. 24).

In addition to these aspects assigning them in the center of commoning practices, the
city squares offer the possibility of re-definition and reproduction of space by the
communities. By collective action and spatial organization, Taksim Square and Gezi
Park were re-defined to provide space for separate groups. The attending
communities developed another form of relationship, a new possibility of a dialogue
released from their differences. Stavrides (2016, p. 165) states that the common
space created by the communities in movement is “open to anyone who participates
in the actions and accepts the rules which were collectively decided upon.” In all the
occupy movements, one can observe the collaboration of diverse groups despite their
even conflicting believes and positions. The solidarity is the basis of conversation
for these groups, and it is “the one no and the many yesses,” as Klein (2001)

previously states.

2.3.2 The Spatiality of Urban Commons

The spatiality of urban commons has various dimensions with distinct features. The
two significant cases of this spatiality are the public space, i.e., the parks, the squares,
the streets, and the vacant areas in the urban sphere, i.e., the urban voids. The former
represents the hegemonic scope of the authority, whereas the latter is a bug in the

city’s rationality. Stavrides defines the common space in the urban sphere as a
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“threshold,” gathering the different parts of the society together and carrying the
potential of being a mediator;
In the occupied public spaces of the squares movement, common spaces
became live, albeit temporary, urban thresholds. Such spaces neither define
people who use them nor are defined by them. They, rather, mediate
negotiations between people about the meaning and use of the space they
share. Common threshold spaces thus correspond to a process of identity

opening which characterized the squares experience (Stavrides, 2016, p.
170).

Therefore, the public space is reproduced as the common space in these cases. Unlike
the public space, which represents the authority that defines and controls it, common
space is an opened space in a process of opening towards newcomers (Stavrides,
2016). The communities reproducing common space establish their own decision-
making mechanisms, resource-sharing policies, and many other rules and concepts
essential for collective living. The people participating in commoning practices
experience the autonomous organization and democratic participation based on the
consensus, without ignoring the minor groups but considering their perspectives
instead. Since commoning practices involve the shared motivation of reclaiming the
public space, diversity is appreciated and promoted in these practices. Therefore,
they are more inclusive than the traditional governing mechanisms. Heterogeneity of
the community, thus, requires a non-hierarchical organization in which each
individual and group are represented and considered equally. While conceptualizing
“urban” within the commoning practices, Dellenbaugh-Losse states that;
Having conceptualized the wide range of dimensions of the urban, we might
sum up “the urban” as a spatial organization of society. It is comprised of
structural aspects, i.e. the acceleration and densification of connections,
which are materially embodied in the development of the built environment,
but also cultural aspects, i.e. ways of dealing with difference and complexity,

which are based in the micro-physics of the everyday encounter rather than
sovereign planning (Dellenbaugh et al., 2015, p. 17).
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Commoning practices offer an alternative method to the problem of dealing with
difference and complexity. The negotiation-based, participatory decision-making
processes facilitate the integration of the people from different sections of the society
to the practice. The more active positions and responsibilities the community
members take, the more embracement they feel to the public space they reclaim and
transform and to the community itself. Soja (2010, p. 45) already states that the
public space is “a localized urban expression of the notion of common property,”
i.e., the commons. The public space, therefore, represents that the public once had
and lost to the privatization, displacement, enclosure, and gentrification policies that
alienate the public from the public space. As the commoner detached from the
commons and the production accordingly, the public has been detached from the
public space, similarly for the benefit of primitive accumulation in the cities (Harvey,
2012; Hodkinson, 2012). As capitalism has been in crisis because of the blocked
neoliberal methods, reclaiming the public sphere via urban commons has been more
and more reliable every day. Soja defines community-based content of the urban
commons as below;
Actually, all these are zones of contention between public and private
property rights and focal points for social action aimed at assuring residents’
rights to the city, in the sense of collective access to the common pool of
public resources the city provides. Extending these arguments to the scale of
the metropolitan or city region is relatively straightforward, creating the
foundation for what some now call community-based regionalism,

regionwide coalition building for local community development and
environmental justice (Soja, 2010, p. 46).

As is previously mentioned in this study, commons involve different scales.
Moreover, representing collective responsibility, the urban commons have various
scales, and they extend to involve “many geographical scales, starting with the
property ownership itself” (Soja, 2010). The pre-admitted conventional capitalist
property relationship that has been imposed throughout history usually prevents the
public from acting outside the system. In other words, commoning practices in the

urban sphere face the obstacle of private property when it is organized outside the
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public space. However, alternative operating systems can be materialized in the
unguarded parts of the system. For instance, Tan uses Augé’s ‘non-place’ term to
describe the urban voids in the urban sphere; however, unlike Augé, who defines
non-places as the result of poor urban planning, Tan interprets them as the spaces

that “fall out of the predetermined logic of the city” (Augé, 1995; Tan, 2008, p. 136).

Besides the empty lands caused by the urban planning, as Augé suggests, the concept
of urban void in this study involves the vacant lands and the buildings that remained
outside the capitalist transformation of the city due to possible property ownership
problems. There are many lands and buildings that are the properties of some people
but have remained idle for years. In that sense, they “escape being marked by power”
(Tan, 2008, p. 136). Therefore, these areas in the midpoint between the public and
the private propose a potentiality in terms of being reproduced as the urban
commons. In fact, the public has already used these urban voids, i.e., publicized, in
many forms, as a playground, a picnic area, waste disposal in some cases, housing
for the homeless, canvas for the street artists... As a result, it is not unlikely to

produce the spatiality of commoning in these vacant areas.

There are many examples of urban commons in the abandoned properties. One
noteworthy example is the guerilla gardening movement spread out in the cityscape,
especially in the last decades. Besides the examples in Europe and the Americas,
Turkey has many examples, such as Yedikule Bostanlar1 in Istanbul and 100. Yil
Berkin Elvan Bostan1 in Ankara®. The struggles in Turkey have been ongoing since
2013 when the municipality decided to destroy Yedikule Bostanlar1 that has been
used as a gardening area for over 1500 years for a park project and canceling the
gardening function.’® As a result of the struggle organized by the residents of
Yedikule and the NGOs, the municipality paused the project; however, they have not

® Bostan is the garden in Turkish, a term used especially for vegetable gardens.
10 https://yedikulebostanlari.tumblr.com/post/137338317545/we-believe-that-the-municipality-

should-stop-the
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been canceled permanently. Yedikule Bostanlari has been used as a community
garden by an organized community consisting of residents and volunteers. Similarly,
100. Y1l Berkin Elvan Bostan1 was settled as a community garden in 100. Yil, a
neighborhood where most of the residents are the students of METU and other
universities, in 2014 (Ates, 2015, p. 83). The garden was laid out on abandoned land
in the neighborhood by the members of 100. Yil Initiative, the neighborhood
collective, and developed by the 100. Y1l community. Ates (2015, p. 85) states that
along with ecological concerns, the motivation behind the 100. Y1l Berkin Elvan
Bostan1 is “stimulating the sharing among neighbors and submitting a common
ground for new acquaintances in the neighborhood” and the continuity of the sharing
and social network via production. Guerilla gardening practices demonstrate the
collective action, the production, and sharing of resources, dividing the responsibility

and the essence of being an autonomous community on a local scale.

Another significant example is the squatter movement that involves many different
reasons, such as the displacement due to gentrification and privatization of neoliberal
policies and migration. Accordingly, some of the squattings are non-political and
intend to propose a short-term solution for an emergency. However, some squatter
movements are more organized and political, based on forming an autonomous
community life. Cattaneo & Martinez explains the motivation behind political

squatting as below;

Self-produced and creative commons culture opposing intellectual property
rights; space required for holding political meetings and campaigns;
alternative exchanges of goods, foods and beverages; social interactions and
debates without the pressure of paying with money, and similar phenomena
are possible thanks to the availability, accessibility and openness of many
buildings which have previously been occupied illegally. Regardless of the
kind of social needs behind squatting, political squatters argue that is not
legitimate to leave private property abandoned. The right of use should be
prior to the defence of absolute private property (Cattaneo & Martinez, 2015,
pp. 9-10).
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Therefore, the abandoned buildings respond to the need for housing and the
communal organization of that particular squatter group. The notable examples in
Turkey were the squatter houses of the Yeldegirmeni and Caferaga Solidarities. After
the meetings involving the forums and discussions in Gezi Park have been
transferred to the local neighborhood parks, each neighborhood established its own
solidarity organization. Considering the continuation of the forums during winter
conditions, the initiatives occupied abandoned buildings in their neighborhood and
established their squatter houses. Until the solidarities have completely lost their
effects as the Gezi Resistance has faded out, the residents of squatter houses have
conducted many forums, discussions, workshops, and other cultural gatherings
(Yilmaz et al., 2020). They have been the mediator in the decision-making processes
in the neighborhood, encouraging the active participation of the residents of the
neighborhood. The initiatives have demonstrated the possibility of establishing a
collective culture, considering the community's needs, producing resources and
solutions accordingly, and managing a democratic, community-based organizational
scheme. Moreover, by occupying abandoned buildings (political squatting) and
transforming them into a communal value, these initiatives represented the
potentiality of an urban void for grounding a commoning practice. In an interview
with Tan, Neil Smith declares that;

Empty spaces represent the failure of capitalism. Not in our terms but in

theirs. Empty spaces are good, socially, awaiting social creativity — a game,

a circus, a debate, an encampment, children playing — but in a world run by
ground rent, empty space is a crisis (Tan, 2008, p. 137).

Commoning suggests bottom-up organizations against the hegemony of dominant
forces in various spheres. These practices require long-term resistance, a certain kind
of dedication, and effort; however, success is not guaranteed. Yet, we should
undoubtedly suggest a revolutionary agenda against the increasing oppressions that
lead to violence by the dominant forces. By the time this thesis is written, a huge
amount of forest area, including the forest villages in Western and Southern Turkey,
is on fire, whereas there are massive and destructive floods in the Northern and
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Eastern regions. Besides the solid fact of the global climate crisis fed by capitalism,
it is undeniable that the governments’ neoliberal and ideological policies in a wide
spectrum are responsible for this conclusion. This spectrum includes isolating forests
by decreasing the number of forest villagers, privatizing and idling the emergency
response institutions, giving room for the opportunists by transforming every single
part of the nature reserve into a commodity. Meanwhile, we face an undeniable
invasion of the public sphere in the cities caused by privatization and disciplinary

motivations.

Commoning suggests an emancipatory agenda against this violence of rights. The
practice considers the need of the community, not only humans but also the rest of
the living environment, and the future and sustainability of the resource
simultaneously. As a result, it has been more and more visible and discussed every
day. Urban commons support the disadvantaged people’s struggle for rights in the
urban sphere, propose equitable solutions. Therefore, Harvey suggests;

The creation of a new urban commons, a public sphere of active democratic

participation, requires that we roll back that huge wave of privatization that
has been the mantra of a destructive neoliberalism (Harvey, 2003, p. 941).

Urban commons is practiced in a wide spectrum of events. Right to city struggle is
the main pot, representing the common motivation. However, it is practiced as a
resistance against the invasion of the public sphere, whereas in some cases, it is
realized as a guerilla gardening movement. In other cases, it can reflect a minor
group’s motivation to obtain the urban sphere. Therefore, the spatiality of the
practice suggests more than the practice itself. Urban commons occur in the in-
between spaces of the city, in the thresholds that lead to coincidence, gathering, and

resisting.

In some cases, it occurs at the urban voids of the city, undiscovered spaces that
contain much potential. The practice itself transforms the space for the benefit of the
practice itself, providing a temporal reorganization. Thus, the practice keeps the
dynamism it intrinsically contains. Therefore, the upcoming chapter of this study
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investigates an ‘urban void’ in Ankara, representing another form of urban
commons. Its historical and cultural context causes the potentiality of the case.
Hence, besides the practices that led me to evaluate this building within the urban

commons framework, the phases that evaluated this building into an urban void

should be mentioned.
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CHAPTER 3

A THIRDSPACE IN ANKARA: THE BINA

3.1 The “Placeness” of Bina

Man dwells when he can orientate himself within and identify himself in an
environment, or, in short, when he experiences the environment as
meaningful. Dwelling therefore implies something more than ‘shelter’. It
implies that the spaces where life occurs are places, in the true sense of the
word. A place is a space which has a distinct character (Norberg-Schulz,
1980, p. 5).
In his milestone book, Genius-Loci—Towards A Phenomenology of Architecture,
Norberg-Schulz (1980) defines genius-loci—the spirit of the place by the meaning it
contains for the human being*! that experiences it. It is a complex phenomenon, one
of many, on which the theory of architecture is grounded. The author emphasizes
“place” by defining “dwelling”—not a shelter but a space that involves much more
than functionality. How an individual perceives the surroundings directly affects the
behavioral habits based on spatiality, especially in the urban structural context.
Starting from the most fundamental element of architecture, the notion of “place”
dominates all the spatial design concepts. Based on Norberg-Schulz’s discussion, we
can assume that the proximity that an individual establishes with the urban context
determines the places that will survive and be condemned to death. This assumption
would be sufficient if the place is defined and sustained solely by human interaction.
However, this assumption neglects the top-down interventions to the place by certain
authorities. In the age of neoliberal policies, in which governments and capitalist

11 Although Norberg-Schulz actually refers the subject of the book as “man”, I will paraphrase it as
“human-being”, “person” or “individual” due to the intention<a” of gender-neutral language in this
study.
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corporations reshape the urban life and its manifestation in the public sphere, it might
be optimistic and even naive to presume that the individuals’ tendencies define the

place’s or city’s dynamics.

Although these suppressive policies and all the interventions under the light of
governments and corporations mentioned in the previous chapter predestinate and
dictate the urban sphere of today, there are certain exceptions of spatiality that
deform the current logic of the city. To better conceptualize these exceptions in a
theoretical framework, it would be useful to investigate the spatial theories on which
this study is grounded. Lefebvrean triple dialectic, i.e., the “trialectic of space” has
guided many focused on the theorization of space as a principle reference. The
trialectic of space consists of spatial practice (perceived space), representations of
space (conceived), and the representational space (lived space) (Lefebvre, 1991, pp.
38-39). The former two concepts refer to how we perceive the space through
physical forms and structures and conceive it through signs and symbols. The latter
one, however, is based on our experiences in the urban sphere. Therefore, social
space is produced via interrelations, experiences, incidents, gatherings, and
resistance (Lefebvre, 1991). Lefebvre’s trialectic of space is reformed in Soja’s
conceptualization and starts with the existing dual-mode of thinking as explained
below;
Firstspace perspective and epistemology, fixed and mainly on the concrete
materiality of spatial forms, on things that can be empirically mapped; and
the second, as Secondspace, conceived in ideas about space, in thoughtful re-
presentations of human spatiality in mental or cognitive forms. These
coincide more or less with Lefebvre’s perceived and conceived spaces, with

the first often thought of as “real” and the second as “imagined” (Soja, 1996,
p. 10)

In addition to the existing duality, Soja introduces Thirdspace as “an-Other form of
spatial awareness” that has emerged in the late 1960s and “the product of a thirding
in the spatial imagination, the creation of another mode of thinking about space that

draws upon the material and mental spaces of the traditional dualism but extends
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well beyond them in scope, substance, and meaning” (Soja, 1996, p. 11). Thirdspace
intersects the former two, involving the real and the imagined simultaneously. It
represents the trialectic of Lefebvre’s social space — with no one inherently
privileged a priori (Soja, 1996, p. 68). Thirdspace, therefore, signifies a set of
relations and experiences that are performed outside the margins of the top-down-
defined urban life. Besides the heterogeneity that this broad definition proposes,
Thirdspace represents the envisagement of a potential social structure. As Soja
argues;

Combining the real and the imagined, things and thought on equal terms, or

at least not privileging one over the other a priori, these lived spaces of

representation are thus the terrain for the generation of “counterspaces,"”

spaces of resistance to the dominant order arising precisely from their
subordinate, peripheral or marginalized positioning (Soja, 1996, p. 68).

The physical equivalent of social space or the thirdspace might vary within the
cityscape. In some cases, the in-betweenness of a place leads to the formation of
social space. For instance, a place that formerly lived and died resurrects more than
once, changing its purpose and function each time and representing a significant role
in the context it stands in each case. From one perspective, one can claim that this
might be because of this place’s genius-loci, that it has a spirit by nature, which puts
it in the center of proximity and familiarity. However, from the perspective obtained
in this study, this familiarity, proximity, and return calls are related to the place’s
heterotopic quality. Soja’s Thirdspace demonstrates certain similarities to Foucault’s
heterotopia, such as the counter-sites, the “other spaces,” the places outside of all
places, absolutely different from all the sites they reflect or speak about (Foucault,
1986, p. 24). Heterotopia represents the parallel motivations that define the
Thirdspace, such as otherness, heterogeneity, and marginality. Therefore, it gathers
the ‘others’ in the society; the other people, the other actions, the other thoughts, etc.,

forming a counter-existence to the current.

Similarly, Sargin (2004) states that instead of defining the “superb place in the far,”

heterotopia is the “place” of reality, the “place-of-the-others (alternates).” The
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conflict between the majority and the minorities, the central and the periphery, and
the ordinary and the marginal, he explains, is the primary factor determining the
heterotopic place (Sargin, 2004, pp. 53-54). Hence, one can claim that what makes
a dead, abandoned, timed-out place revived is the in-betweenness it represents, the
potential it involves, and the possibility of both convention and confliction. On the
other hand, to clarify the distinction between the heterotopia concepts of Foucault
and Lefebvre, Harvey defines the Lefebvrean heterotopia as below;
Lefebvre’s concept of heterotopia (radically different from that of Foucault)
delineates liminal social spaces of possibility where “something different” is
not only possible, but foundational for the defining of revolutionary
trajectories. This “something different” does not necessarily arise out of a
conscious plan, but more simply out of what people do, feel, sense, and come

to articulate as they seek meaning in their daily lives. Such practices create
heterotopic spaces all over the place (Harvey, 2012, p. xvii).

The key indicator in this statement is the possibility of an unconscious rise of
“something different.” The potentiality that these gatherings, encounters, and
interrelations might propose much more than the actions within an agenda. In this
sense, these gatherings are similar to the urban commons that occur as a sudden
reaction by a certain group in society. Declaring a place in the urban sphere as a
commons by the act, gathering around or inside it, and establishing a spatiality based
on identity and practice through this Thirdspace will be investigated through the
selected case in this study.

The case chosen for this study exemplifies the characteristics of a place that lives
and dies more than once, as mentioned above. It is in the center of Kavaklidere
District, one of the most popular districts for Ankara’s high-income level population.
However, the building alienated itself from this conventional popularity; it had been
vacant for years and hosted many underground incidents. As a result of this alienated
spatial nature, the building had performed the characteristics of a Thirdspace, where
social agenda defines the spatial necessities and leads to the formation of a certain

kind of collectivity and commoning.
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3.2 A Chronological Inquiry: The Three Phases in the Lifespan of Bina

Brand (1995, p. 17) claims that architecture means “unchanging deep structure,” and
it is an illusion since buildings constantly change from the first drafts to the final
demolition; they are reshaped by usage, changing cultural currents, and changing
real estate value. Each change that a building experience represents the dynamics
that affect its timeline and the change in its urban context. Since this study is based
on the human interaction and the intervention that transform the space, and lead to a
social transformation in return, a comprehensive case demonstrating the these

transformations is chosen.

Until 2017, if one would walk along Tunus Street, one would seize the ruin of an
old, abandoned building at the corner of John F. Kennedy Street, covered with torn-
out posters, graffitis, and other writings. One would also realize several art
installations on the walls of the garden, which was filled with empty beer bottles,
trash bags, etc. Considering its recent situation, one can claim that the building was
not an attraction point for many. However, it has a significant place in Ankara’s
urban memory. It was called the Bina (the Building); among its regulars, the place
once hosted many popular rock bars of Ankara. To better understand the motives
that locate the Bina within the scope of the study, it would be useful to make a
chronological analysis of the Bina, considering its context in the period and

examining each phase in a socio-spatial framework.

The Bina has three particular phases in its life span; (i) first period is when Bina
functioned as a housing block and day-time commercial facility; (ii) second is when
the Bina transformed into a rock bar complex and a significant place in Ankara’s
subcultural night life; (iii) third and the last phase before it was demolished is when
the Bina was abandoned and evolved into a shelter for the guerilla urban artists and
possibly many others. Among the transformation within the building, the
transformation of the context it is located also needs to be considered during the
change evaluation. In Bina’s case, the transformation of Ankara has a significant

role; therefore, it will be briefly explained in this study. Furthermore, social

55



transformatios are also mentioned based on the interviews conducted with the former
users during the study, besides the physical and functional transformations. The
interviewees’ personal experiences provide qualitative data regarding the physical
qualities and social life in the Bina and their perspectives through the spatiality of
the Bina and the subcultures it had hosted for years. Therefore, a brief spatial analysis
of the Bina based on chronological phases is proposed in this chapter to ground the

argument and open up a potential field of discussion.

321 Early Mortal Life: The Bina as a Housing Unit

The Bina was constructed as an apartment block for the family use by the Kardesoglu
family.'? The architectural application project of the building is dated 1959, and it
was constructed in 1960 on plots no.13 and 14 of block 2517, Kavaklidere District.*3
The building was located in a central position, close to Atatiirk Boulevard, where
many administrative buildings and embassies such as German, Italian, Austrian, and
the U.S.A. are also located. Kavaklidere District, and Tunali Hilmi Avenue, in
particular, have been a prominent location for the foreign residents on diplomatic
duty in Ankara, especially after the 1950s. Resuloglu explains the transformation of
the district by the end of the 1950s as below:

The existence of embassies along the neighboring Atatiirk Boulevard played
a significant role in the development of the Kavaklidere District. They
affected the increase in the number of foreigners living in the district,
providing the increase in the number of new type of apartment blocks that
they preferred on and close to the Tunali Hilmi Avenue. The fact that
foreigners, especially Americans, chose to live in the district also affected the
formation of the Avenue as an urban sub-center, affecting daily life styles
experienced there (Resuloglu, 2011, p. 100).

12 Personal conversation with G. Kardesoglu Erdemli, one of the former owners of the block on the
Plot-14, on July 20, 2021.
13 For the documents obtained from Ankara Metropolitan Municipality archives, see Appendix A.
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The multicultural demographic body of the neighborhood, the developing social life
with new types of gathering spaces such as the pizza houses and cafes, as well as the
shops and the cinemas have made Kavaklidere neighborhood an attractive residential
area, especially for the educated, intellectual, upper class of Ankara, consisting of
the academicians, bureaucrats, artists, et cetera. The social life in the Kavaklidere
neighborhood was organized around the foreign, particularly American, culture and
economy, and the residents of Ankara who would like to obtain a modern, Western

lifestyle were charmed by it.

The building was located in the junction of two busy streets, Tunus Street and John
F. Kennedy Street!. In addition, with the construction of the Tiirkiye Is Bankasi
skyscraper in 1977 and TUMAS — Turkish Engineering, Consulting & Contracting
Co. in 1983, business facilities in the area have gained importance. (See Figure 3.1)
The area, therefore, could be assumed as a superimposition of the business district,
the administrative district, and the diplomatic district. Furthermore, its closeness to
the Ataturk Boulevard proposed a remarkable advantage since the boulevard has

represented many features of modern life, as Resuloglu states;

Atatiirk Bulvar: constitutes the spine of the capital city of Ankara. It is the
modern appearance of the new spatial configuration and the new social life.
It has a powerful symbolic value for the Republic of Turkey. As well as its
symbolic meaning, the Boulevard has also practically affected the daily life
(ordinary life) of Ankara (Resuloglu, 2011, p. 72).

14 Former name of John F. Kennedy Street was Boylu Street.
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Figure 3.1. Bina in the 1960s. Left: Aerial view through Kavaklidere District,
Bagkent Hotel, and Turkish Grand National Assembly. The Bina is marked at the
front, 1969; Right: Construction of Is Bankas1 skyscraper, 1974-75. Bina on the right
side of Boylu Street which is John F. Kennedy Street today. (Source: Left: Ankara
Apartmanlart personal archive; Right: Mustafa Caliskan personal archive)

Figure 3.2. Tunus Street, (the Bina on the front left side), the 1960s. (Source: Eski
Ankara Fotograflari Instagram page)
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The Bina was a double apartment block that consisted of three stories and two units
per floor of each block. Having a simple geometry with square windows and narrow
balconies on the entrance facades of both blocks, lacking any kind of ornament or
architectural tectonics, the Bina represented an extremely modest housing typology
of its time. Unlikely, the building was located below the street level from which a
stair reaches down to the main entrance. Although in the 1960s, the street level
should have been lower, it is observed that the building entrance was still below that
level. (See Figure 3.2) This characteristic would provide the building an exceptional

situation during the later stages of its life.

The building on Plot-14 had the entrance from Tunus Street, whereas the building
on Plot-13 was reached out from Kennedy Street, although it has a mirrored plan of
the front unit. The former staircase connecting Kennedy Street to the garden appears
to be replaced due to some structural transformations in time. The main entrances of
both blocks were a half story high from the garden level, where two apartment units
had direct entrances. The entrances of the other four units in each block were inside
the block. The twin blocks in adjacent plots were strictly separated from each other
via garden walls.'® Kardesoglu Erdemli, who lived there until she was 5 or 6, recalls
a decorative pool on the entrance atrium, next to the stairs from Tunus Street and the
storage units under the entrance atrium, where they hung a curtain in front and

presented theatrical performances with her cousin.®

15 Personal conversation with G. Kardesoglu Erdemli, on July 20, 2021.
16 Ibid.
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Figure 3.3. The Bina Site Plan 1/500 (Source: Developed by the author)

Although the application project is missing in the Metropolitan Municipality
archives, an approximate plan layout is proposed according to the descriptions and
the drafts of the interviewees.!” The blocks have a compact vertical circulation core
and a plan layout. Unlike the typical apartment units of the time, consisting of two
or more bedrooms, in the Bina, each unit consists of one living room reached directly
by the entrance door, one-bedroom, and the wet core opening to the living room and
enlightened by a common skylight for both blocks. Balaban®8, who lived in the block

on Plot-14 for one and a half years in 1976, recalls that they were accessing the

17 The information given by the interviewees is cross-checked with the former residents of the
building.
18 Personal conversation with M.Y. Balaban on 25th of May, 2021.
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building via stairs from Tunus Street. His apartment was on the first floor, with a
corner living room facing both Tunus and Kennedy Streets, a kitchen on the left side
of the entrance, and a bedroom. The apartment across was symmetrical of his

apartment. (See Figure 3.4)
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Figure 3.4. The Bina Former Approximate Plan Layout 1/250 (Source: Developed
by the author)

The bedrooms receive daylight by square wooden windows, whereas the living

rooms had both windows and french balconies following a symmetrical order at the
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facades. The window organization of the circulation core distinguishes itself from
the overall alignment of glazing. A typical pitched roof connects to the skylight at
the top. With all these characteristics, Bina represents all but mundane existence as
Onen signifies;

For instance, when you enter some apartment blocks, they fascinate you. Or,
the Apartments of Ankara Instagram account shares nice apartment blocks,
and | already know them all. This building, however, was nothing like that.
This building was extremely ordinary and had no meaning at all.*®

Considering its features, one can assume that the Bina was designed as a rental
apartment, not for family use but an individual one, possibly for the embassies’
foreign personnel. However, Kardesoglu Erdemli indicates that the building was
constructed by her grandfather as a family apartment block and had been used by the
family members for a long time. She explains that as the family members moved to
different parts of the city, the apartments started to get rented by the daytime work
spaces such as a hairdresser or a translation and visa office.

Although there is no exact date of transformation, Gékaydin Yenal remembers when
her mother regularly went to a hairdresser in the Bina and accompanied her in the
1980s. Despite the dullness that the Bina represents for many, Gokaydin Yenal

recalls the building as “bright, clean, and nice.”

It was a pretty exclusive building. It was old then, too; however, it was well-
maintained. Tunus was one of the special places in Ankara. My mother had
a hairdresser of high quality in the building. | remember that the building was
very bright. I assume there was a skylight. It had large windows with wooden
frames; | remember it clearly.?

19 “Mesela bazi apartmanlara giriyorsunuz hakikaten cezbediyor sizi. Ya da seyde ¢ok giizel
apartmanlar paylastyorlar, ben biliyorum hepsini zaten, Ankara Apartmanlari’nin. ama bu binanin hig
dyle bir seyi yoktu. Bu bina baya siradan, bence higbir sey ifade etmeyen bir binaydi yani.” (U.Onen),
translated by the author.

20 “Gayet hani seckin, eski bir binaydi, yani o zaman da eski bir binayd1 ama bakimliydi. Tunus, hani,
say1lt mekanlardandi1 Ankara i¢in. Kaliteli bir kuaforii vard: annemin. Binanin ¢ok aydinlik oldugunu
hatirliyorum, i¢inin mesela. O g¢ocuk goziiyle baktiginiz zaman. Sanirim bir aydinlatmasi vardi o
catida olabilir. Camlar1 biiyiiktii. Tahta ¢erceveleri vardi mesela, o ¢ok net aklimda.” (Z.Gokaydin
Yenal), translated by the author.
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For Gokaydin Yenal, the Bina represents the characteristics of Ankara of her

childhood before “transformation.” Being an interior designer, she professionally

describes Bina as follows;
The spaces were floating in each other, like washing halls, hairdressing halls,
etc. It had a spatial organization, let’s say not deformed but alternated, caused
by the transformation from a residential unit, but it was spacious. It had many
nice windows that made you perceive the space as bright, spacious, and clean,
although it was small. This specialty is something that | clearly remember.
Moreover, | liked the stone floors, like the continuation of the building; 1
mean, starting from the entrance of the apartment block, the stairs take you

inside, floating up and down, and you enter the unit, but the brightness does
not change.?!

Norberg-Schulz (1980) states that the meaning of a building is derived from its
structure and its articulation which determines “how a building stands and rises, how
it receives light.” In addition to these characteristics, for Gokaydin Yenal, the
meaning she assigns to the Bina includes her childhood, her love of former Ankara,
and memories with her mother. She declares her aspiration to those times. These
memories are why she intensifies Bina’s transformation in the 1990s and states her
disappointment and disturbance. Kardesoglu Erdemli relates the first transformation
of the building with her aunt’s death, stating that from then on, “things got spoiled.”
She indicates that her father had become the only owner of the building on Plot-14,
except for one apartment that a famous contractor bought, as a strategic move to

participate in the future transformation of the building. %2

2L “Mekanlar birbirine akiyordu. Yani mesela yikama salonu, sa¢ yapma salonlari... Bu evden
doniisiimiin getirdigi, bdyle bir bozulma demeyelim de degisime ugramis mekansal kurgusu vardi
ama ¢ok ferahti. Camlari ¢ok ve giizel camlar1 vardi. Mesela bu mekana hep dogal 15181 getirdigi i¢in
kiiciik dahi olsa siz onu ¢ok aydinlik, ferah ve temiz algiliyordunuz. Benim mesela direk
hatirlayabildigim seylerden biri budur. Yerlerin de tas olmasi ¢ok hosuma giderdi, binanin devami
gibi. Yani mekandan mekana gegerken farkli malzemelerle degil de hani o apartman girisinden
baslayarak sizi alan bir merdivenler, yukar1 asagi oynarken mekanin igine giriyorsunuz ama o
mekanin aydinlik seviyesi de degismiyor.” (Z.Gokaydin Yenal), translated by the author.

22 Personal conversation with G. Kardesoglu Erdemli, on July 20, 2021.
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3.2.2 A Centre for the Subcultures: The Bina

Ankara had long been known for inhabiting many alternative sub-cultures, precisely
in music. It was a time when the sense of belonging established by these sub-cultures
defines the territorial habits for the youth in Ankara. The clash among rappers, rock
music and metal music fans, punks, and other local and ethnic music fans lead to a
new segmentation type. These groups settle in different parts of the city center while

socializing, precisely in Kizilay and Tunali, and define invisible zoning there.

During the interviews in the documentary ‘Black, Not Gray: Ankara Rocks!” (Onen,
2019), several interviewees explain the spatial division of subcultures in Ankara,
mentioning that all the hard rock and metal music listeners and performer youth of
Ankara were wearing black leather biker jackets, had long hair, and were hanging
out at the Yiiksel Street in the 1990s, whereas, punks were skate-boarding at the
Meclis Parki (The Assembly Park, in front of the Turkish Grand National Assembly),
and ethnic music listeners were mostly going to Sakarya Street in the meantime. All
cases represented the identity these people chose for recognition, affecting their
sociality, spatiality, and daily routines. In “Expressions of Identity: Space,
Performance, Politics,” Hetherington introduces “marginal space” and discusses the
relationship between subcultures and the marginal space by stating that;
For those who reject the norms and beliefs of society, such places facilitate
the ordering of a new identity or identities. In this geography of the
elsewhere, margins become centres, centres become margins, and the
meaning of centres and margins becomes blurred. Those who see themselves

as marginal or different are likely to see such places as socially central to
their alternative values and beliefs (Hetherington, 1998, p. 124).

Hetherington’s argument explains how the spatiality of these subgroups identified
by their musical taste was organized in the marginal spaces in the city, in the parks,
in the streets, or this case, in an old building. Their existence in these defined spaces
signifies a construction of identity through spatial practice and freedom of self-

expression and representation. The case of Bina, however, demonstrates a more
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hybrid form of spatiality, involving separate identity representations merged within
a mutual space. It represents a heterogenous spatial character with certain basic

motives that lead to a flow within the space.

3.2.2.1  Binaas aRock Bar Complex

At the beginning of the 1990s, the building had its first radical functional
transformation. First, a rock bar named Roadhouse was opened on the left side, the
ground floor of Plot-14. Within a few years, the whole building had converted into
a rock bar complex. Immediately, the Bina had become a popular place for the
alternative youth of Ankara, together with another bar in the district, Nicky’s. Onen

explains the reasons they prefer the bars in the Bina and Nicky’s as follows;

I think it was because we knew most of the people there. Even though you go
alone, you would go there, and seven out of ten people in the place would be
your friend. People kept saying “Hi, how are you?” to each other, and it took
like half an hour, and it was like that for three or four days a week. People
were acting as if they had not seen each other for years. I don’t know why,
but it was like that. I think we were going there because of this. The place
meant nothing, but I would like to emphasize that, when Nicky’s was opened,
we said “That’s it, this is the place!” because none of the places we used to
go to with our friends played the music we liked. Nicky’s was the first place
that played rock and metal music loudly.?

Most of the regulars of these rock bars interviewed during this study describe the

spatial organization in Figure 3.5. Roadhouse and Valor had their separate entrances

23 “Bence orada herkesi taniyor... Herkes tabi abart1 bir laf da, cogu insan1 tanryor olmak. O giizel bir
seydi. Tek basiniza bile gitseniz, gidiyorsunuz iste on kisi varsa ¢evrenizde en kotii ihtimalle yedisini
taniyorsunuz. Siirekli insanlar birbirleriyle “Vay, naber, nasilsin!” filan ilk bir yere gittigin zaman
yarim saat onla gegiyor. Bir de haftanin ii¢ dort giinli boyle. Sanki yillardan beri gérmemis gibi
insanlar birbirlerine “Aaaa” bilmem ne... Niye bilmiyorum ama 6yleydi. Galiba onun i¢in gidiyorduk.
Mekanin hicbir 6nemi yok ama sdyle bir sey var; 6zellikle altini ¢izmek istiyorum, Nicky’s ilk
acildiginda “Aaa” filan olduk biz, “Sonunda iste burasi!” filan... Ciinkii arkadaslarimizla bir yere
gidiyoruz ama istedigimiz miizigi ¢alan bir yer yoktu. Nicky’s ilk defa giiriiltiilii bir sekilde bu rock-
metal miizigi ¢alan ilk yer, benim hatirladigim, Nicky’s’di.” (U.Onen), translated by the author.
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that allow garden use as well. The other bars were accessed via the block’s
circulation core. Old School and Beer Park were neighboring places, although they
embodied separate musical positions. Many interviewees recall Graveyard as it was
placed on the whole floor. However, Onen indicates that there was a translation
office that was constantly closed. Similarly, Kardesoglu Erdemli verifies the
existence of the translation office that also worked as a visa consultant for the

Austrian Embassy and was the only loyal tenant of her father.?*

GRAVEYARD Tromlation Office

IND FLOCR

STREET LEVE

OLG SCHOOL BEER PARK

ST FLOOR

CRCULATION CORE

ENTRANCE 1EVEL

ROADHOUSE VALOR

GARDEN LEVEL [/ GROUND FLOOR

Figure 3.5. Section diagram of spatial organization on Plot-14 1/200 (Source:
Developed by the author)

Each rock bar represented a different genre of music and a different audience
accordingly. Roadhouse was playing hard rock at that time, which attracted a wide
group of regulars. The place was the most popular one in the building, always
crowded and noisy. Beer Park played nu-metal, grunge, hardcore, and hosted

relatively younger people who usually went there for pogo. Yiicel says that;

24 Personal conversation with G. Kardesoglu Erdemli, on July 20, 2021.
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Actually, we were going there (Beer Park) for pogo, and the atmosphere
inside was like Fight Club. We were apparently going there to be beaten.
During pogo, we were laying into each other. | had my shoulder dislocated
once, and | broke my nose another time, but we were already going there for
this. It had a nice atmosphere. Although nobody knows each other, there was
a concert atmosphere.?®

In the meantime, Old School had an audience who like electronic music, and the
place had D.J. performances from time to time. Its audience was “different” than the
general profile, and the electronic music was “not favored” among the rock or metal
fans. Yet, its location and neighboring with the Beer Park led it to participate in the
overall circulation flow in the Bina. As its name recalls, Graveyard was the darkest
place in the Bina, playing dark tunes like death metal or goth. Being a former regular
of Graveyard, Alatas mentions that;

It was a dark place. Yes, there was a dim light on the stairs, but even though

you entered the bar... I don’t remember proper lighting in any of the places

in Bina. You enter, and the bar’s location is clear since there is light. You
take your drink and move on...2

Despite the darkness Alatas refers to Graveyard, she also defines the place as “cozy
and lively; a place where you can freely enjoy and no one disturbs each other.”?” The
perceived spatiality in the Bina explains the familiarity established among the
regulars. It exemplifies how the marginal become central; the rejected by the

mainstream becomes favored by the ‘others.” The dark atmosphere, the doomed

%5 “Biz aslinda pogo yapmaya gidiyorduk oraya ve Bira Parki’nda ortam biraz Fight Club gibiydi. Biz
oraya dayak yemeye gidiyorduk resmen. O pogo sirasinda otomatikman kafa g6z daliyorduk
birbirimize. Benim bir kere omzum ¢ikt1, bir kere de burnum kirilda orada ama bunun i¢in gidiyorduk
zaten oraya. Cok giizel bir ortamd1. Hi¢ kimse birbirini bilmese, tanimasa bile orada bir konser ortami
oluyordu.” (G.Y{icel), translated by the author.

% “Karanlk bir yer yani orasi. Hani merdivenlerde los bir 151k, tamam ¢ikiyorsunuz mekana ama,
girdiginizde de... Higbir mekanda ben Oyle diizgiin bir aydinlatma hatirlamiyorum. Giriyorsunuz,
barin yeri belli zaten orada 1s1k var. Gidip bir icecek alip devam ediliyordu.” (S.Alatas), translated by
the author.

27 “K eyifli ve eglenceli, kimsenin kimseye dyle bakmadigi, karismadig, rahatca eglenebileceginiz bir
yerdi.” (S.Alatas), translated by the author.
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tunes, and the angry lyrics had been obtained and embodied as a part of the identity
construction through gothic and glam make-ups and outfits independent from
gender. Valor had a different concept regarding the rest of the Bina. The place did
not represent a significant musical genre and was more like a pub or tavern, serving
food and drinks like beer and raki. Many regulars remember the live performances

on Friday and Saturday nights in the early 1990s.

GRAVEYA D

R @& C K B R

Tunus Caddesi 45

Figure 3.6. Graveyard Logo by Evren Veral, 1992. (Source: Private Facebook group
Roadhouse — Bina — Ankara)

It is uncertain how the other half of the Bina on plot 13 was used in the 1990s. Some
interviewees indicate a music rehearsal studio named ‘Bohem’ on the first floor.
Moreover, many recall the kebab restaurant serving soup late at night on the second
floor of the building. The restaurant was placed on the whole floor and had a direct

entrance via a raised platform on the same level as Kennedy Street. On the other
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hand, the rest do not remember how the building functioned or if there were any

buildings at all.

The spatial quality of the bars in the Bina did not promise much in terms of design
aspects. The design concept of the time is clearly different than today. Unlike the
sterile, over-designed, fancy pubs and restaurants of today, all the bars in the Bina
displayed a messy, dirty, and noisy atmosphere. A minimum effort is shown for the

interior organization. Some of the descriptions of the Bina are as below;

| remember that the toilets were extremely old, and I think the Bina did not
have any restoration after a certain time. The approach was like, “Let’s use
it, it is already old, it would get older and the end.” I don’t remember anything
new.?

For instance, I had a girlfriend who I call “preppy,” and when I proposed her
go to the Bina, she refused. When | asked the reason, she told me, “That place
smells urine.” That was the exact reason I went there. ... There was no interior
wall; they were removed. The Bina was composed of columns, beams, and
exterior walls. ... %

It was like a ruin. Even this thing happened once; its water was cut due to
debt, and the Bina was called a “shitty Bina, shitty bar.” The wise thing, of
course, was to drink from the bottle. ... It was an extremely old building. I
mean, it was in bad condition; it was a neglected building. Its oldness was not
the issue; I’m not a person who thinks the new building is better than the old,
just like some other people, but it was neglected rather than old; it was
dismantling. I think that was the problem.°

28 “Tuyaletlerinin ¢ok eski oldugunu hatirliyorum ve Bina’ya bence belli bir yildan sonra iyilestirme
adina higbir sey yapilmamis. Sadece kullanalim, eski zaten, eskisin ve bitsin seklinde bir yaklagim
vardi. Yeni yapilmis hicbir sey hatirlamiyorum.” (S.Alatas), translated by the author.

29 « Mesela benim ¢ok kisa dénem tiki diyebilecegim bir kiz arkadasim vardi, ‘Hadi Bina’ya gidelim’
dedigimde ‘Ben gitmem oraya’ dedi, nedenini sordugumda, ‘Ciinkii orasi sidik kokuyor’ dedi. Tam
da bunun i¢in gidiyordum ben Bina’ya. ... I¢ duvar yoktu, i¢ duvarlar kaldirilnusti. Zaten Bina’nin
tamami sadece kolon kirislerden olusuyordu. Bir de dis duvarlardan olusuyordu, i¢ duvar diye bir sey
neredeyse yoktu.” (G.Ylicel), translated by the author.

30 «Zaten baktigimiz zaman harabe gibi bir yerdi. Hatta bir ddnem sey oldu, borcu varmus suyu kesildi,
susuz bir bina haline geldi. O yiizden adi bir ara seye ¢ikmisti, boklu bina, boklu bar gibi seyler
sOyleniyordu. Yani hani orada tabi ki akillica olan siseden bir seyler igmekti. ... Yok, baya eski bir
binaydi. Yani kotii durumda, bakimsiz bir binaydi. Eskiligi bence ¢ok énemli degil. Hatta bazen simdi
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Roadhouse and Valor both used the garden where people sit on cheap white plastic
chairs under the promotion gift umbrellas of beer sponsors. At the interiors, the
paintings on the walls were peeling off, and there were several posters, graffitis, and
other artworks on the walls. However, this giving up suggests user participation,
which increases the embracement and sense of belonging. Onen states that;
| think the thing was that, especially in “rock places,” the place was opened
somehow without so much investment in it. Cheap plastic chairs, plastic
tables... It was already dark, and there was not any recessed fancy lighting as
of today. One or two posters were hung on the walls, and you could also
contribute, like “I have this poster,” and everyone could do whatever they

want. Frankly, it seems very intimate to me. The place starts to construct itself
with the contribution of the regulars.®!

In the 1990s, the Bina had been a favorite pit stop, especially for the time’s rock and
metal music fans. The nightlife for these subgroups was spatialized mostly in Kizilay
and Tunali. Among several other pubs like Manhattan, A Bar, and Graffiti at Cevre
Street,? Golge and Limon Bar at Sakarya Street, and Nicky’s at Bestekar Street, the
bars in the Bina hosted the alternative youth. Unlike the other places, the bars in the
Bina were open until 4 a.m, and they offered cheap beer, which made the Bina
popular, especially among the university students. The interviewees indicate that the
building had a marginal look from the outside, especially for unfamiliar ones to this

lifestyle.

insanlar tutturuyor ya yani yeni bina iyidir, eski bina kétiidiir, baz1 insanlar dyle diistiniiyor. Ben
kesinlikle katilmiyorum ona. Hani eskiliginden ¢ok bakimsizlig1 vardi, dokiiliiyordu yazik Bina yani.
Sorunu oydu bence.” (U.Onen), translated by the author.

31 “Bence sdye bir sey vardi o zamanlar, dzellikle hani bu “rock mekanlarinda,” orasi bir sekilde
aciliyordu iste el yordamiyla, ¢cok da fazla bir yatirim yapilmiyordu. Baya bildiginiz kotii plastik
iskemleler filan vardi, kotii plastik masalar... Ondan sonra bdyle siislii piislii gomme 1s1klar yok zaten
karanlik. Iste iki poster yapistirilir, ondan sonra siz de katkida bulunabilirsiniz, “Bende su poster var”,
isteyen istedigi seyi yapabiliyordu. Agikcasi bana ¢ok samimi geliyor. Mekan bir siire sonra kendi
kendini yapmaya basliyordu yani oradaki miidavimlerin katkilartyla da.” (U.Onen), translated by the
author.

32 The current name is Uskiip Street.
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If you were not a university student or if you had a conservative family, those
types of places were frightening for those people; this or that might happen
inside... Especially for Tesisler (she states that the Bina was called Tesisler,
which means “Facilities” among her friends), | can say that because you
wouldn’t guess what was happening inside. One place plays a piece of music,
and another one plays a piece of different music. Although I have never been
into it, it was also a time full of fights.

The Bina was attracting the outsiders because of the people in front of and
inside it. Because then the long hair (for men) was something “marginal,”
and it was attracting people. Most of them did not like it, anyway. So, as far
as | see, there was a reaction to the Bina. It was not a favored place for
many.34

The reaction to the Bina from the outsiders eliminated these people and led to a dense
group of regulars in time. Most of the users knew each other and shared time apart
from their subcultural identity. Although the clash among the subgroups based on
music genres ended up in fierce fights in Ankara, sometimes absurdly in a punk
festival organized in a wedding hall,® the Bina is known as an inter-mediating place
for the youth. (See Figure 3.7) These conflicting groups, says Kilig, were spending

time together in the bars of the Bina;

3 «Universiteye gitmiyorsaniz ya da tutucu bir aileniz varsa o tiir yerler ¢cok korkulan yerlerdi; iste
basina bir sey gelir o gelir bu gelir... Ozellikle tesisler igin bunu sdyleyebilirim. Ciinkii gercekten
uzaktan baktiginizda hani ne oluyor orada? Bir yerden bir miizik sesi geliyor, baska bir yerden baska
bir ses geliyor. Ben ¢ok i¢inde bulunmadim ama bolca kavganin da oldugu dénemler.” (S.Alatas),
translated by the author.

34 “Bina ilgi ¢ekiyordu. Ciinkii bence giren ¢ikan ve oniindeki insanlardan dolay: ilgi ¢ekiyordu.
Ciinkii o zaman uzun sa¢ ¢ok “marjinal” bir seydi, insanlarin o ¢ok ilgisini ¢ekiyordu. Sevmiyorlardi
da ¢ogu insan zaten. Dolayisiyla Bina’ya karsi, benim goérdiigiim kadariyla bir tepki vardi. Boyle hani
pek bir sevilmeyen bir yerdi.” (U.Onen), translated by the author.

% In the 1990s, the lack of a concert hall or venue, which would host these alternative concerts, led
some amateur musicians to organize concerts in the wedding halls in Maltepe, a location where
wedding halls and nightclubs are settled or in the theatres in Kavaklidere. During the conversations
with the mucisians of the era, it is mentioned that some of these punk concerts ended up with the raid
of metal fans, or vice versa.

71



| was a minor, so | was hanging out with them (rappers) in the day. Both hip
hop and grunge, moving songs were played inside, and those people were
hanging out at the same place. Weird.3®
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Figure 3.7. Handmade flyer of a punk concert at a wedding hall in Maltepe, Ankara,
2001 (Source: Saygin Ay)

The groups from different identities existed in a single space compared to the spatial
segregation in the rest of Ankara. The dynamics affecting the communality have
various determinants. For instance, Onen emphasizes mobility and circulation in the
Bina. He believes that this is the main motivation that diminished the differences and

integrated the users of the Bina. He indicates that;

There was an extraordinary circulation. Nobody would spend time in one
place during the night. Since there were no tables in the rock bars, you would
buy your drink and pay for it. Then the second one at the second floor, the
third one on the third floor. You could go on like that.3

3 “Yani ben giindiiz yasim tutmazdi bunlarla takilirdim. Igerde hem hiphop ¢alardi, hem de grunge
gibi boyle ziplamali seyler de galardi ve yani tipler hepsi ayni anda ayni yerde takilirdi. Cok acayip.”
(E.Kilig), translated by the author.

37 «_. acayip bir sirkiilasyon vardi orada. Kimse bir yerde durmuyordu. Bir de sey ya, boyle bir masa
olay1 yok, gidiyorsunuz bir i¢ki aliyorsunuz parasini veriyorsunuz. Ondan sonra ikinciyi ikinci katta,
figlinciiyii figiincii katta devam edebildiginiz igin.” (U.Onen), translated by the author.
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This circulation eliminated the differences in the tribes of the Bina, as it eliminated
the separation of individual bars. The building had become a single space consisting
of sub-spaces amalgamated into each other and involving people from diverse
identities. From a similar perspective but including the association of the Bina in his
mind, Yiicel explains the motivation behind his sense of belonging as below:
Actually, one of the fascinating things about the Bina is that it was not
designed as a concert venue or a gastronomic facility. It was an apartment
block, and Old School and Beer Park were actual neighbors across. When we
got bored of Beer Park or messed up after pogo, we went to Old School for a

rest. The feeling was like running to the neighbor across when your mother
beats you.®

The freedom and coziness that the Bina proposed for their users, the student-friendly
prices, the musical quality and diversity, the people, and the friendships made it
irreplaceable for the young generation of the 1990s. (See Figure 3.8)
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Figure 3.8. Roadhouse in the Citadel yearbooks of Ankara American High School.
Left: Image of Roadhouse in Citadel yearbook, 1996; Right: Image of Roadhouse in
Citadel yearbook, 1998. (Source: http://www.e-citadel.com/)
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38 «Aslinda Bina’nm bir biiyiisii de oydu; buras1 bir konser mekani olarak insa edilmemis veya ne
bileyim bir yeme igme mekani olarak inga edilmemis, konuttu ve Bira Parki ve Old School karsilikli
iki komsuydu. Bira Parki’ndan sikildigimizda veya iste ne bileyim kafayr gozii dagittigimizda
dinlenmek i¢in Old School’a gidiyorduk mesela. Sey gibi, annenden dayak yiyip komsuya siginmak
gibiydi mesela yani o duygu.” (G.Yicel), translated by the author.
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Although the building did not propose much, it had been a stream bed for the good
friendships, intellectual discussions, and share of interests among these people. The
establishment of communality through flowing spaces and social interaction in the
Bina proves that the building represents a form of social space produced by the
interrelation of regulars. Livion®® defines their existence in the Bina as a form of
“postmodern tribes” divided within the buildings, representing diverse
characteristics; however, they acted as one tribe when they were outside the Bina.
Livion explains the notion of the postmodern tribe as below;

It was as if we belong to the same place. Although each floor has different

postmodern tribes, when we were outside the Bina, we had to become one

tribe because we needed to defend ourselves outside since the city was not
open to such people with long hair, chained necks, and eye makeup.*°

Livion’s statement clearly defines the form of identity, communality, and collectivity
they established through the Bina. The representation of their identity as a spatial
quality had been the essence of their sense of belonging. Re-establishment of the
margins for the subcultures based on musical taste within the city involved Bina as
a significant ‘other space.” This involvement led Bina to become a dwelling in terms
of Hetherington’s definition — a space that provides a sense of belonging in a new
type of ethically and effectually committed lifestyle with others (Hetherington, 1998,
p. 127). One can assume that the Bina had always represented the identity of its users.
It was a place for the subcultures who alienated themselves from society's de facto
values and norms and tried to express their beliefs and thoughts through several
mediums. Hetherington states;

Looking at the relationship between space and identity will aid our
understanding of the nature of what has been described as an emerging ludic

39 The interviewee prefers to use a nickname.

40 «“Aym mekanim gocuklar gibiydi herkes. Her ne kadar iist katta farkli bir postmodern kabile alt
katta farkli bir kabile varsa da, disar1 ¢iktiginda bu kez kendi bir kabile haline geliyordu. Ciinkii
disarida kendini savunmasi gerekiyor ve sehir o kadar kabule agik degil bu kadar uzun sagli, bogazi
zincirli, gozleri boyal1.” (Livion), translated by the author.
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and transgressive politics, acts of resistance, and the creation of alternative
lifestyles through which these Others ritually produce their identities in Other
places. (Hetherington, 1998, p. 108)

At the beginning of the 2000s, the interest of former regulars in the Bina started to
decline. The university students of the 1990s were graduated, and they had to face
some changes in their lives. The daily and lifetime concerns such as finding a job,
military duty for men, getting life into order, and earning money replaced the spare
time spent in the Bina. The building lost its energy and was left to die until the

upcoming phase.

3.2.2.2 Transformation and Abandonment of the Bina

As a result of the decline in the popularity of the Bina among its former regulars,
some of the bars were closed, some of them were renamed, and some remained but
transformed. Although the building was still working, it started to lose traces of the
past. However, in time, the Bina transformed into a place for another subculture in
the society; it was known as a complex for the LGBTIQ+ community. Roadhouse
on the ground floor kept the name but updated its concept. It was known as a “trans
bar,” where mostly transgender people and their lovers were going. Bacil** explains
that;
The one on the ground floor was Roadhouse, | guess, and this was where
‘gact’s (trans women) were going. | have never been there, but some of our
friends had been. But, it was a problematic place where someone got stabbed
frequently. ... He (a friend) was also going to Roadhouse, maybe to flirt with

the ‘laco’s (masculine, active gays) that the gacis were hanging out with, or
the music was nice.*?

41 The interviewee prefers to use a nickname and no pronouns.

42 «Alt kat1 Roadhouse’du galiba ismi ve alt kat1 ‘gacilarin’ gittigi bir yerdi. Oraya ben hi¢ gitmedim,
daha 6nce giden arkadaglarimiz oldu ama siirekli olay ¢ikan, siirekli hani birilerinin bigaklandigi... O
(bir arkadas1) mesela Roadhouse’a falan da gidiyordu, hem gacilarin bagli oldugu ‘lagolart’ belki
almak icin falan bdyle onlarla flortlesmek igin ya da miizigi filan da giizel oluyordu.” (Bacil),
translated by the author.
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Another transformed bar was the Old School that became an LGBTIQ+ bar. Bacil
states that gay and lesbian bars have always been one at a time in Ankara, and Old
School was the only one at that period. Although the audience has changed in terms
of expression of identity, the spatial quality remained the same. Yet, Bacil indicates
Baci1l’s engagement with Old School as below;
Actually, the features used in the spatial organization were the ones | told
you; the smoke, darkness, use of light, the color red, etc. Those were the
things that attracted me. I mean... Or it was doing something secret. When it
is about homosexuality, | was attracted and thrilled by darkness and the

criminal atmosphere. | was excited to go there because | expected to find
someone, as an ordinary 3rd-grade student, or gain attraction or be loved.*®

The last bar that has transformed into a queer space was Valor, as Bacil states,
replaced by another ‘gay bar’ named Turuncu (Orange) in the 2000s. Emphasizing
on the essence and the spirit of place, i.e., genius-loci, Bacil compares Turuncu’s
atmosphere to Old School’s as below;
Turuncu was where everything is in orange; as if there is a concept intention,
it was a more sterile place. It was preserving the spirit; however, it was not

so original like Old School. Old School looked so natural and original,
whereas the other one, Turuncu, was artificial **

43 “Ya aslinda mekanin organizasyonunda kullanilan elemanlar, anlatigim seyler aslinda, mekanin
iste dumanli olmasi, karanlik olmasi, 1gik kullanimi, kirmizi vs. Bunlar falan béyle beni aslinda
kendine ¢eken seylerdi ve... Gizli bir sey yapiyor olma ya da iste... O hani escinsellik falan gibi
mevzularda hani boyle biraz dark bir yer oldugu i¢in heyecanlandirmasi, kriminal havasi, vs. agik¢asi
beni kendisine ¢eken seylerdendi ve hani oraya giderken heyecanlandigim, yani ilk bile olsa, hani,
birileri olsa, benim igin bir hani ilgi, her {iniversite 3. sinif 6grencisi gibi, hani ilgi gorebilecegim bi
alan buldugum falan boyle, kendimi sevdirecegim falan gibisinden bir alan buldugum bir yer haline
geliyordu.” (Bacil), translated by the author

4 “Tyruncu her yerin turuncu oldugu falan bdyle konsept yapilmaya calisilan, daha beyaz bir yerdi.
Ama hani ruhu devam ettirmiyor muydu, ettiriyordu ama hani daha boyle, dedigim gibi, o kadar, sey,
orjinal durmuyordu, Old School gibi. Old School ¢ok dogal ve orjinal duruyordu. Ama digeriyse biraz
daha yapay bir hali vardi Turuncu’nun.” (Bacil), translated by the author.
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Bacil clearly separates the characteristics and the audience of Roadhouse and Old
School. Bacil states that, unlike Old School, Roadhouse involved prostitution, and it
was a more criminal place than the other bars in Bina; thus, Bacil did not prefer to
go there. Akgiimiis, who spent his adolescence and early 20s in the Bina, makes a

similar clarification about the function of Roadhouse as below;

Because Roadhouse was not a place of entertainment, not for transvestits
either, there was their place of work. They did not go to Roadhouse for fun;
they were working, eventually. Trans people do not usually tend to “Let’s
dress up and have fun with the people like us.” They can easily go to a gay
bar, and the gay people usually love them. They also have much fun in gay
bars, but in Roadhouse, it was working hours for them, not leisure hours.
Therefore, we were concerned about going there because people had fought
there, throwing bottles, raising voices, etc. It is because the clients were going
there all in all.*®

Akglimiis declares that similar to Bacil; he was a regular of the Old School at the
same years. He, however, states that Old School had always been an LGBTIQ+ place
camouflaged under a rock bar. Hence, the ones that would like to keep their gender
identities anonymous to the outsiders preferred the place for social interaction.
Akglimiis explains that;
The rock bar image of Old School was so powerful, and it was important for
a gay bar, especially in those years. | had looked inside its window for years
in my early youth since it was in the middle of Tunali. Because you are at the
forefront, you are predicted if they see you entering there but going to Deep*®

made it easy for me. | got used to the Bina. Furthermore, Old School already
had a rock bar image, and you are a rocker, you dressed up accordingly. Even

4 “Ciinkii Roadhouse bir eglence mekam degil, travestiler igin de degil. Orasi onlarin is yeri. Orada
kesin, net bir ayrim var. Onlar eglenmeye Roadhouse’a cikmiyorlardi. Onlar calistyorlard:
nihayetinde. Translarda boyle bir egilim ¢ok daha az yani “Hadi giyinelim, kusanalim ve bizim gibi
olan insanlarla sabaha kadar eglenelim.” gibi bir seyleri yok. Onlar ¢ok rahatlikla gay bara
gidebilirler, gayler de ¢ok sever onlar1 genellikle. Cok da eglenirler gay barlarda ama orasi onlar i¢in
caligma saati, eglence saati degil. O yiizden ¢ok tedirgin olurduk. Ciinkii kavgalar ¢ikardi, siseler
atilirdi, patlardi, bir seyler olurdu, sesler yiikselirdi. Ciinkii sonugta oraya miisteri gidiyor.”
(C.Akgiimiis), translated by the author.

46 A rehearsal studio performed in the place of Bohem studio, at the building on Plot-13 in the 2000s.
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if you go there for a date and see your classmate, you can wave hands and
enter the building.*’

The oppressions and security threats by the state and the society over the LGBTIQ+
community and the unacceptance and prejudices of the society have led the
community members to hide their identities for decades. Therefore, the spatial
expressions of their identity have always been important for the queer community.
Moreover, distinct characteristics of the queer places in the Bina demonstrate the
diversity in queer spatiality. This diversity and the inclusiveness of the Bina made
the Bina as “the fortress of queerness” among the LGBTIQ+ community in Ankara.
Particularly in the last decades, when social media and online communication tools
were not as developed as today or did not exist, LGBTIQ+ people needed spaces
where they could freely reveal themselves. Akgiimiis explains that the older
generations were meeting at the parks, the bars, or at the hammams where they can
establish a face-to-face interaction. His generation usually uses social media, which
might subject the queer individual to any form of violence. The marginal physical
space, therefore, assures the existence of marginal identity by accomodating and
symbolizing it. Thirdspace re-emerges in the Bina as the merge of both the real and
the imagined (Soja, 1996, p. 10)

From the interviewees’ statements, it iS observed that the former circulation
interacting with the audiences of different bars is interrupted by the involvement of
certain dynamics, such as the change in the demographic structure, criminal
activities, and the transphobic, alienating attitude to the newcomers. To compare

these two stages of the Bina, one can claim that there was a relatively closed

47 “Yani Old School’un o rock bar imaj1 o kadar giiclii ki, bu bir gay bar icin cok énemli, hele ki o
yillarda. Tunali’nin ortasinda, ben senelerce, o ilk gengligimde, sadece camindan igeri baktim. Ciinkii
herkesin gozii Onilindesin, oraya girerken anlasilirsin, anlarlar ama iste Deep benim i¢in onu
yumusatmis oldu. Ben o binaya alismig oldum. Hele ki Old School’un bir rock bar imaj1 zaten oldugu
i¢in. Sen rockgisin, 6yle giyinmissin. Old School’a dateine gidiyorsun ama lise arkadagini gorsen el
sallayip igeri girebilirsin.” (C.Akgiimiis), translated by the author.
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community of youth consisting of people belonging to similar demographic qualities
in terms of income, education, and culture at the former stage of Bina when rock bars
existed. However, the latter stage of queer spatiality expanded the demographic

spectrum of the regulars, melting them in a pot.

One final aspect that makes the Bina significant among several subcultures is a
unique physical quality: its formal relationship with the street level. As mentioned
in the 3.1 section of the chapter, Bina’s ground floor level was below the street level.
The building was accessed via two stairs, one for each block. This physical aspect
provided the Bina a certain form of privacy, although it is located in a popular
location in the neighborhood. Livion mentions that it was as if the Bina did not rise
three floors above ground but buried three floors underground. This perception
triggers the notion of ‘otherness’ and alienation from the mainstream. Moreover, this
aspect had hidden the ones who would like to hide. Indicating that the setting out
typology is the main reason that makes Bina the space of subcultures, Akgiimiis
mentions that;

The transparency of the Bina's location, its dual character of being both

forefront and negligible simultaneously, the hidden spaces it contained... The
main reason is the Bina itself.%®

In the upcoming stage of the Bina, these spatial aspects had played a significant role
for the future regulars. The potentiality it represented attracted a certain group of
people searching for their spatial performances when the street had been stirring. The
building had been evacuated due to the loss of attraction and technical problems

caused by becoming old and led to the emergence of a new phase: the life after death.

48 «Q yiizden ashinda Bina’nin o donemki igine yapildig1 lokasyonun gegirgenligi, ne ok gz niinde
ne ¢ok gbz arkasinda, hem gizledigi alanlarin olusu, bunlarin hepsinde sebep Bina’nin kendisi.”
(C.Akgiimiis), translated by the author.
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3.2.3 Life after Death: The Abandoned Bina as a Guerilla Art Place

The block on Plot-14 has been evacuated almost fully in the 2010s. The only place
left open was the betting shop that replaced the translation office and was accessed
via a raised platform similar to the adjacent pub on the second floor of the block on
Plot-13. In the meantime, the block on Plot-13 had sustained its consistent existence
with a pub that replaced the kebab restaurant on the second floor, a rehearsal studio
named Drum & Bass Studio on the first floor, and carpentry at the ground floor. The
twin blocks of the Bina, therefore, shifts their role in the 2010s. When life ended at
Plot-14, the dynamics of Plot-13 changed simultaneously. Although this phase is
called “life after death” since the former life of the Bina completely ended in Plot-

14, the life of the other block remained nearly the same.

Egemen Unal states that he established Drum & Bass Studio in 2004 after he returned
from Austria. For ten years afterward, the studio hosted many musicians from diverse
genres, and generations particularly drummers and bass players. Several amateurs
and professional bands of Ankara were the regulars of Drum & Bass Studio,
including Manga, Metropolis, Dengesiz Herifler, as well as the individual musicians
as Ak Bagcioglu. Unal explains the potentiality of the Bina in terms of musical
production as below;

The advantage of the Bina was that you would play drums at 3 a.m. No

voices, no disturber. Who would complain about the noise? There is no place

that you can play drums 24 hours a day. You can play at 3 a.m. or p.m.;

nobody would say anything.

Moreover, it is central, at Tunus Street. Later Sakal was opened, and it has

become a fantastic place. They have done a good job. Thousands of people
were hanging up in front of Sakal Pub, and we had a studio there.*°

49 “Bina’nin da soyle bir giizelligi var, gece iicte gidip davul ¢alabiliyorsun. Ses yok, rahatsiz eden
yok. Kim bir sey diyecek ki, giiriiltii geliyor diye? 24 saat davul ¢alinabilecek ve o kadar merkezi olan
bir mekan yok baska. Oglen iigte gir ¢al, gece iigte gir cal, hi¢ kimse hicbir sey demez. Art1 merkezi,
Tunus Caddesi. Sonradan Sakal agildi, acayip bir yer oldu Sakal, acayip is yapt1. Oniinde binlerce
insan sokakta takiliyor falan, bizim orada stiidyomuz var.” (E.Unal), translated by the author.
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The thousands of people hanging out in the street that Unal mentions a former
tradition of Ankara called minibar. Minibar is a social practice conducted by the
youth groups of Ankara, gathering on the empty spaces in the streets like the walls
of the apartment blocks, the stairs, the pavements, the side of a tree, etc., to drink the
beverages they have bought from the grocery shops, to chat and to have fun (Altay,
2004, p. 3). The crowd has usually gathered on the Tunali Hilmi and Tunus Streets,
John F. Kennedy street, and the secondary streets adjacent to these main streets, such
as Bestekar and Biikliim streets. As most of the garden walls of apartment blocks in
the neighborhood have been fenced to prevent the residence of Minibar, the crowd
has transferred to Kennedy Street in the 2010s, where significant pubs of Tunali are
located, such as Sakal and Sekans. These two neighboring pubs re-organized the
social life in the street around themselves in time. The Kennedy Street has become
the center of the Minibar, especially in front of the Bina, starting from the junction
of Biikliim Street and including the front garden of TUMAS. Emre Alptekin, a
former regular of Drum & Bass Studio and the guitarist of Dengesiz Herifler, recalls
the dynamic atmosphere in front of the Bina that they are also a part of. Minibar is a
lived social space produced by the youth of Ankara, representing a re-definition in
the urban sphere (Altay, 2004, pp. 67—70). The Bina, therefore, had been at the center

of a marginal space once more.

Figure 3.9. The Bina, Ibrahim Karakiitiik, 2014. (Source: Ibrahim Karakiitiik
personal archive)
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The dynamism and the potential of visibility that Minibar has brought to the spot of
the Bina inspired many groups and individuals of guerilla street artists. After plot 14
was totally abandoned, the block had been covered with many artworks by the
guerilla artists and casual writings, as well. There are particular reasons for guerilla
practicing in an abandoned building. One of them is that an abandoned building
provides an intermediate option between the public and the private. Therefore, it
neglects the control of the state forces, eliminates the police intervention or
municipality recovery.

Moreover, since the building is abandoned, it demonstrates the neglect of the
property owner as well. As a result, the artwork installed on an abandoned building
remains longer than the public space. The artists interviewed during this study

indicate a similar motivation for practicing on the Bina as an abandoned place;

It provides a comfortable environment during application since nobody
intervenes. If the building doesn’t have any security, the application becomes
more practical. Moreover, the visibility of your work becomes longer, and it
satisfies me, to be honest. Because I installed my works in Tunal1 at night and
if I haven’t recorded, almost nothing remained in the next morning.*

Then, when we passed by, we decided to work there (the Bina) because it is
a prominent place at the crossroads. If we put something here, we can reach
more people. That was a place we always saw and were around. ... In case of
an incident, we were hiding there. For instance, during installation, if the
police passed by, we were hiding in the garden. When the police went away,
we were going out to continue the installation. That was a building that you
could hide. It has an invisible quality because of the garden level.>!

%0 “Hem uygulamay1 yaparken daha rahat bir ortam sagliyor, ¢iinkii karigan yok goriisen yok hani.
Eger bir bek¢i vs. gilivenligi yoksa uygulama c¢ok daha pratik oluyor. Hem de yaptiginiz isin
gOriiniirliigii biraz daha uzun siire kaliyor, o da insan1 tatmin ediyor ac¢ikcasi. Ciinkii Tunali’da
yaptigim iglerde gece ¢ikip yapmistim. Neredeyse kendim kayit altina almasam sabaha kadar hicbir
sey kalmamist1 yani yaptigim seylerden.” (A.Tanay), translated by the author.

51 “Sonra aksam gecerken buraya da is yapalim dedik ¢iinkii goriinen, giizel bir yer, dortyolda hani.
Daha ¢ok insana ulasabiliriz buraya bir sey yaparsak diye. Siirekli gérdiigiimiiz siirekli orada
oldugumuz bir yerdi yani. ... Bir sey oldugu zaman orada saklanabiliyorduk. Mesela is yaptigimiz
zaman, polis gectigi zaman hemen bahgeye iniyorduk, orada bekliyorduk. Polis gegiyordu, sonra ¢ikip
yapistirmaya devam ediyorduk. Saklanabilecegin de bir binaydi, herkesin gdz oniinde olmayan bir
seyi vardi, kottan iniyordun ya bahgesine filan.” (H., Avareler), translated by the author.
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People prefer it because it is easier. Because that building has an owner and
that owner is not there at that moment, and nobody can intervene or complain
about you painting the building. If you install your work on the street,
someone is living there, the doorman sees you, you might have problems. If
the police see you, you might have problems. Above all, there is the fact of
taxi-driver-pragmatism.>?

Figure 3.10. Wheatpaste artworks by Aykut Tanay, 2009. (Source: Metropolis —
Karabasan song video,
https://www.youtube.com/watch?v=vRRgan7831k&ab_channel=blumanta)

Besides these practical reasons, there are also motivational reasons to prefer the Bina
for artwork installation. The flexibility caused by the abandoned buildings being in
the limbo of public and private leads guerilla practicing artists to examine their
performative limits. Kilig, for instance, evaluates the Bina as an exercising arena for
her practice. She explains that she was already familiar with the place via Drum &

Bass Studio, and she intrinsically decided to paint the perimeter walls of the Bina;

52 “Daha kolay oldugu igin insanlar tercih ediyor. Ciinkii o binanm bir sahibi var ve o sahibi o esnada
orada degil ya ve kimse de o binaya is yapiyorlar diye sikayet edemez ya. Simdi, sokaga is yaptigin
zaman orada biri yastyor, kapicisi seni goriiyor, sorun yasayabilirsin. Polis seni goriirse sorun
yasayabilirsin, her seyi geg, yillarca taksici isgiizarliklariyla ugrastik.” (C.Sonel), translated by the
author.
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Then I said, “I can paint something larger here.” I went to Hacettepe
University to get a lousy scaffold, carried it with my car, and finished the
whole painting in a week. Then we organized a gala, just for drinking.>®

Figure 3.11. Murals by Ekin Kilig. Left: “Mural” opening party in the Bina, 2010;
Right: Kili¢ painting the mural. (Source: Ekin Kili¢ personal archive)

On the other hand, H. from Avareler explains how the Bina had been an irreplaceable
canvas due to its location and the familiarity the group already established. Avareler
used the Bina for many series they applied in the urban sphere. Since the group's
main motivation was to express their thoughts, feelings, and proposals about politics
to a broader audience via their artistic medium in the public sphere, Avareler
obtained the Bina as a center for their practice. Among many works applied in the
Bina, one of them was particularly significant. Kale Arkas: (Back-Goal) was an
installation placed on the balcony of the former Graveyard. The installation consisted
of twelve mannequins with banner heads. Each banner indicated slogans and the

messages that the group aimed to deliver, especially to the white-collar workers

53 “Sonra da oturup sey dedim yani, “Ben buraya kocaman bir sey de yapabilirim.” Hacettepe’den
gittim iskele buldum ama ¢ok dandirikti yani. Kendi arabamla onu tasidim, bir haftada da yaptim o
full resmimi. A¢iligini yaptik, igmek i¢in yapilan bir etkinlik yani.” (E.K1li¢), translated by the author.
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passing by in the morning. H. explains how the police were confused about the
installation, assuming them as real people, then interpreting them as a political
demonstration. Finally, the police seized them because in one banner it is written;

“Make love.”

Figure 3.12. Kale Arkas1 (Back-Goal) by Avareler, 2012. (Source:
https://www.boxinaboxidea.com/tr/post/avareler )

Along with these installations exemplified in the Bina, several other artwork
installations, tags, and slogans filled the walls of the building. As a result of loose
property ownership relations, the abandoned building had been a platform for free
expression of any kind. One of the unique examples of a guerilla performance is the
hardcore concert organized in the Bina. As the organizator of the concert, Aydin
explains that he was already a regular of Drum & Bass Studio with his band,
Exposed, and attracted by the spatial quality of the Bina, recalling the squat houses
he stayed in Europe. Therefore, when a friend asked whether he could organize a
concert for a French band on tour and planning to add Ankara to their program, he

decided to organize that concert in the Bina.
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Figure 3.13. International Underground Gathering Guerilla Concert poster by Mert
Aydin (Source: Firat Acu personal archive)

Despite the objections of the property owner, the concert was realized with a great
attendance of people. Aydin explains how they prepared the space for the concert as
below;

The ground was filled with trash; we collected them. We collected the trashes,
lit candles everywhere. We told people not to throw garbage and placed
thrash bags, though people ignored our warning. The entrance fee was 5
Turkish Liras. We put a man at the entrance. How many people came, it was
more than 300, and we were pleased if we had 100 people in a concert in
venues. However, here, people couldn’t even enter inside. It was
overcrowded.>*

5 “Yerler ¢6p dolu zaten, o ¢opleri de biz topladik. Asagida hakikaten ¢opleri falan topladik, her yere
mum yaktik. Cop atmayin dedik, boyle seyler koyduk, ¢op posetleri koyduk falan ama yine insanlar
sey yapmadi yani. Girig STL’ydi. O girise bir adam koyduk. Kag kisi geldi ya, hani 300°den fazla
insan geldi ve gergekten mekanda konser yaptigimizda en fazla 100 tane insan gelse seviniyorduk
yani ama burada insanlar igeri giremedi. Tiklim tiklimdi.” (M.Aydin), translated by the author.
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Figure 3.14. Guerilla concert in the Bina — Rektal Tuse performing, 2014. (Source:
Uygar Ekeyilmaz personal archive)

w6

A S
Figure 3.15. Guerilla concert in the Bina — Warfuck performing, 2014. (Source:
Uygar Ekeyilmaz personal archive)
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As it is intrinsic to the genre of hardcore and grindcore, the concert was so wild that
three ambulances arrived at the Bina to respond to the injured ones. The crowd was
triggered by the performances and the spatial experience they had for the first time
in such a vacant space that they had already known but never experienced. The
illegality of the event in an abandoned building met with the underground character
of the music and created a wave of revolt against all kinds of control. The
performance was a one-time event for all the attendees, even for the French band, as
they stated in their blog.>® Through the guerilla concert, the temporal, lived space
within a heterotopia was produced once again in the Bina. The building was

transformed into a gathering space, representing the spatial aspects of a Thirdspace.

Parapets surrounded the Bina after a person fell into the garden.>® However, it did
not prevent either the trespassing to the building or the street art installations. (See
Figure 3.16) The building was demolished in 2017, and the plot has been used as a

parking lot since then.
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Figure 3.16. Street art on the parapet of the Bina. Left: IN! by Cem Sonel, 2015;
Right: Tag by Chaker, 2016. (Source: Left: Cem Sonel’s Instagram account; Right:
Chaker’s personal archive)

%5 http://www.warfuckgrindcore.com/turquie-report/
%6 Personal conversation with G. Kardesoglu Erdemli, on July 20, 2021.
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Although the primary existence of the Bina does not demonstrate a significance
among other housing blocks in Kavaklidere, the transformations it had experienced
in time determined a particular value in the urban sphere of Ankara. As the Bina
transformed, so did the practices and the communities inside. Each phase defined
distinct spatial characteristics, demographic structures, and performances. However,
after the first transformation, the common aspect of each phase is that the Bina
provided space for the subcultures. First, it hosted rock and metal music fans and
performers who represented themselves through certain images and perspectives.
Secondly, it hosted the LGBTIQ+ community alienated from the society that
embraced binary-gender definitions for decades. Their pre-admitted otherness had
evolved into a diverse set of representations in the Bina, presenting a platform of
self-expression within itself. Finally, it hosted various guerilla practices, including
street art, illegal concert, and squatting. With these qualities, Bina had an essential
role in this particular location in Ankara. The potentiality it contained resulted from
its location and physical advantages and its neutral and adaptable character that
allowed many forms of social interaction. The social interaction was established
through diverse mediums, and the building had performed as a multi-layered space

with a heterogenous population.

In the upcoming chapter, the final phase of the Bina will be investigated within the
framework of guerilla art practices. Focusing on the guerilla urban art examples in
Ankara and recalling the concept of urban commons from the previous chapter, Bina

will be re-evaluated.
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CHAPTER 4

COMMONING THROUGH GUERILLA ART IN THE BINA

Art has always been political. However, the relationship between art and politics, art
and the public has always been subjected to interrogation. The well-known duality
of “art-for-art” and “art-for-public” degrades the discussions on art to an unfruitful
surface since this duality does not represent the actual statements of the parties.
Instead, it should be considered that art production is a multi-layered practice that

has many spheres, concerns, and objectives.

Starting from the Modernists that were followed by the avant-gardes of the early 20™
century, art has been representing a stand against the authority, against the
hegemonic power, the culture, and the mainstream. For instance, the Impressionists
rejected compromising with the museums of the period and isolated art from the
‘praxis of life.” They believed they would reach the autonomy of art represented by
Kant and Schiller’s aestheticism (Artun, 2021, p. 38; Biirger, 1984). On the other
hand, this attempt and institutionalization of art have been criticized by the avant-
gardes of the period, as Biirger states, for being isolated from the public (Biirger,
1984). Artun (2021, p. 40) indicates that Biirger’s theorization of the avant-garde,
defining it as a counter-argument to modernism, limits the avant-garde between two
world wars and rejects its relationship with the history of modernism. Instead, Artun
(2021, p. 40) suggests that art becomes political by declaring its autonomy and
isolating itself from society, citing Adorno’s statement:

Much more importantly, art becomes social by its opposition to society, and

it occupies this position only as autonomous art. By crystallizing in itself as

something unique to itself, rather than complying with existing social norms

and qualifying as “socially useful,” it criticizes society by merely existing,
for which puritans of all stripes condemn it (T. W. Adorno, 2002, p. 225).
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Art is political by rejecting the dynamics of society and culture. Yet, art contains the
ever-lasting internal conflict, surrounded by the fluctuating relationship with these
dynamics and the other power mechanisms such as the state and the economic
authorities. Based on the predecessor arguments of the avant-gardes, the
institutionalization of art has been criticized by the postmodernists for engaging art
to all instruments and cultural regimes that have been rejected throughout the history
of modernism, including the market, the administrative, the communication design,
and the micro-power policies of the corporates, the privatization and the
financialization of culture and art, the neoliberal economic policies such as “cultural
industries,” media, and the fashion (Artun, 2021, p. 44). When postmodernists
introduced pluralism instead of modernism and celebrated the ‘end of art’ with the
end of modernism, they believed that from then on, everything would be art, and art
was freed from its historical context. However, Artun states that postmodernism was
‘merely a transition period ideology,” proving how organized and strong the
autonomy of art is (Artun, 2021, p. 45). Postmodernism was a transition between
modernism and contemporaneity. Yet, the spectrum of possibilities it introduced to

art has been affecting contemporary art for years.

We experience today the reflections of globalization on art, enabled by the financial
support of corporates that have economically replaced the nation-states in the 1990s
(Tan, 2003, p. 14). As the dynamics of globalization have directed contemporary art
and the corporates have sponsored the biennials, the conservatory form of an
exhibition of art in museums have been replaced with the media-oriented art shows
—a fact that has been foreseen by the postmodernists earlier (Artun, 2021, p. 44; Tan,
2003, p. 14). Both Artun (2021) and Tan (2003) indicate that contemporary art
involves hybridization that breaks the central-periphery positioning in Western-
oriented art. The biennials have become the arena for the ‘others’ to represent their
art and emerge a new form of interrelation. Tan states that;

The main aim of the biennials is to break the institutionalized art and the

interpretation of art that is entangled in the gallery spaces, to establish a more
interactive relationship with the audience, to elude the centralist approach,
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and to enable the artists to express themselves with their artwork
independently in various spaces (Tan, 2003, p. 19).

Furthermore, it is essential to define spatial determinism in contemporary art based
on postmodern pluralism. Since the expression or the embodiment of art stands on
slippery ground, there should be certain parameters to define a piece as ‘art.” Carroll
(2002, p. 6) indicates that we assume that Marina Abramovic and Ulay sitting and
staring at each other is an art performance because it happens at the MoMA.%’
Otherwise, we would think of them as a ‘seated couple,” and once we categorize it
as ‘artwork,” we, as its audience, derive our responses to it accordingly (ibid.). The
concept of art, aesthetics, and phenomenology behind the fact that defines our
assumption of art is beyond the scope of this study. Yet, the determination and
evaluation of an artwork, particularly in the public space, will be mentioned in

further discussions.

It is a fact that biennials and international exhibitions reform the liaison of parties in
the art ‘market’ by generating an arena of expression and a gathering space for a
diverse group of artists and performances. The revolt against the system itself is
frequently expressed within the spatiality of the market mechanism itself. On the
other hand, these events also introduce a ‘self-promotion’ stage for these artists,
which should be discussed within the market value of art. Although many biennials
claim to have a standpoint against the commodification of art and many artists use
this medium to criticize and revolt against the ongoing situation, it is arguable to
defend this standpoint in the arena where the financial support is provided by a
corporate. For instance, since 2006, Ko¢ Holding has been the official sponsor of the
Istanbul Biennial.®® On the other hand, one can assume that contemporary art
exhibitions represent a more decent attitude — at least none of the contributors deny

57 Marina Abramovi¢, The Artist Is Present (2010), Museum of Modern Art, New York.
%8 https://bienal.iksv.org/en/16th-istanbul-biennial/supporters-and-thanks
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that these exhibitions are actually ‘art markets’ where upper-class elites crowd and

scramble for ‘prestigious’ artworks.

4.1 Guerilla Art — Graffiti, Street Art, and Art Activism

In the current atmosphere of contemporary art, in which the kinesis of art-making
and representation is shaped by capitalist supremacy, there is another group of artists
that reject this atmosphere and engage with the audience via a common medium: the
street. Public space has been used for self-expression by the subcultures, the
minorities, namely the ‘others” who aim to declare “We are here, too!” for decades.
In the 1940s, the German group ‘The White Rose’ painted slogans against the Hitler
regime, and in the 1960s and the 1970s, student revolts expressed themselves via
posters and slogans (Ganz, 2004, p. 8). Using public space as the medium enables
reaching a broader audience and directly at the targeted authority. Besides the
political content of the street use, keeping the ‘art is political’ discourse in mind,
artistic expression comprises a major part of street activism. Investigating and
theorizing the graffiti and street art, Austin states that;

... graffiti art emerged in a historical era in which even avant-garde aesthetic

assumptions and possibilities were fragmenting, shifting, and perhaps

decentralizing within the authorized, institutionalized New York City art
world (Austin, 2010, p. 37).

The beginning of street art is, therefore, graffiti. Graffiti art is a social practice where
the visual aspects are primary to the semantic content. (Austin, 2010, p. 35) Although
graffiti dates back to even Pompeii, where election slogans, drawings, and
obscenities have been found, the current version of graffiti was invented in the 1970s
in New York and Philadelphia (Ganz, 2004, p. 8). According to Foth (2017, p. 2),
marginalized and economically threatened communities should be enabled to engage
with their neighborhood on their own terms and create their own urban imaginaries.
Consisting of name tags and figurative representations of ethnic cultures, graffiti art

demonstrates the ethnic communities, immigrants, and the poor living in the USA
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and the heterogeneous structure of society. In this sense, Austin (2010, p. 36)
declares that graffiti art belongs to the Pluralist Era, when the alternative
possibilities of an aesthetic judgment and an art definition related to the historical
frameworks of the past but proposing a new fragmented stage at the same time, were

in search.

Graffiti art, therefore, was legitimized as ‘art’ in the USA when several street artists
like Jean-Michael Basquiat and Keith Haring entered the galleries. New York art
society received the fresh blood needed in these artists’ works that resemble pop art.
The embracement of graffiti art by the art society in the USA carried it to another
level — a level that we still observe the effects in various artists’ works or actions.
The symbol of resistance, unacceptance, and reclaim for the ‘others’ were somehow
carried in the white cube again for a privileged audience. The capitalist art market
obtained graffiti, exhibited, and commodified it. Basquiat’s works are worth millions
of dollars, Haring’s works are on many commercial products. The walls that British
graffiti artist Banksy sprayed are ripped off and exhibited and auctioned in the

galleries.*® (See Figure 4.1)

%9 https://www.theguardian.com/artanddesign/2013/feb/18/banksy-london-miami-auction
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, / DT
Figure 4.1. The graffiti, titled ‘Banksy Slave Labor (Bunting Boy). London 2012’,
as it was on the side of Poundland store in Wood Green, London. Photograph:
Matthew Chattle/Alamy

(Source:  https://www.theguardian.com/artanddesign/2013/feb/18/banksy-london-
miami-auction)

Besides the popularity of graffiti among the art society of the 1980s, graffiti art has
a local context that retains its principles among the local communities in different
countries that are interconnected. Although a major part of the graffiti art consists of
name tags, the primary motivation is to visualize the tag in a style that would be
identical to the tag artist, namely the ‘writer.” The identity and the territorial
dominance, therefore, are the main objectives of the practice. Chaker®® explains
many stages and styles of name-tagging, such as the ‘tag’ itself, which is more like
a signature, ‘throw-ups’ that are fast-produced works, and ‘pieces’ that are more
complicated and colorful.®* As the work becomes challenging, the writer’s reputation

among the community increases. Graffiti art has a closed community, involving

8 The interviewee prefers to use the writer nickname.

61 “Tag bizim yazdigimz sey aslinda. Grafik de zaten oradan bashyor. Tagler daha sonra throw-up
dedigimiz daha hizli ¢alismalara doniisiiyor. Straight letter denilen daha diiz harfler, daha okunakli.
Sonra iste piece dedikleri, daha komplike daha renkli... Ben genelde ii¢ rengi gegcmem, iki renk
calisirim. Tag su an su gordiigiin (elindeki sticker1 gosteriyor), imza diye diisiinebilirsin.” (Chaker),
translated by the author.
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secret identities due to the illegality of the practice itself and certain principles. For
instance, Chaker indicates that one should not overwrite another tag, which is a
disrespectful act, might lead to a battle, and even in some cases, it ends up with
murder in the USA.%? Furthermore, public buildings, such as mosques, churches,
hospitals, and schools, are out of the scope. Chaker explains the reason as below;
Let me explain; suppose that we sprayed the fagade of a hospital. Cleaning
of that writing costs approximately 700-1000 Turkish Lira in Turkey. That
water-jet cleaner costs approximately this price. If I do that, I will cause an
extra expense to the hospital budget, and it is almost one-fourth of a nurse’s
wage; | made the cost up, but anyway, | consider it. Most of us also consider
it, also in the abroad. Once, we sprayed a hospital in Hong Kong, and the next

day, we voluntarily cleaned it. It is not ethical. What we do is already
misbehavior; at least, we should have principles.®®

Graffiti symbolizes certain groups, cultures, and identities. It need not contain any
political discourse; however, the practice itself is political regarding representational
content. The guerilla action of graffiti practice neglects the authority’s rules,
challenges the property ownership, and reclaims the city, though it does not have an
emancipatory agenda. On the contrary, the sole catalysts express the defined identity
and challenge the others through territorial dominancy. Yet, graffiti art practice has
its regulations and principles, which demonstrates collectivity in action. Indicating
that graffiti art is practiced collectively within skilled and locally-organized

subcultures, Austin states that;

b2 “Birisi eger senin iistiinden gegmisse sen de onun iistiinden gegebilirsin. O bir savasa, gatismaya
doner. Ankara kiigiik bir yer oldugu i¢in dyle sikintilar1 ¢cok yasamiyoruz. Benim iistimden gegen her
yeni baslayan ¢ocugun ben {istiinden gegsem onun motivasyonu 6liir. Zaten surada 20-30 kisiyiz. ...
Amerika’da insan dldiiriiyorlar bunun i¢in, saka degil.” (Chaker), translated by the author.

83 «“Sgyle anlatayim, hastanenin dis cephesini boyadik. Onu adam akilli silmenin su an Tiirkiye’de
masrafi 700-1000TL. O su atan makineleri kiralamk filan asag1 yukar1 dyle bir rakama denk geliyor.
Simdi ben onu yaparsam hastane biit¢esine fazla harcama olarak girmis oluyorum ben. Orada bir
hemgirenin maasinin dortte biri mesela, kafadan attim simdi rakami ama ben onu diisiiniiyorum. Cogu
kisi de diistiniiyor yurt diginda filan. Bir sefer Hong Kong’da hastaneyi boyadik, ertesi giin biz gidip
sildik, goniillii olup. Etik degil. Yaptigimiz zaten piclik, en azindan prensiplerimiz olsun.” (Chaker),
translated by the author.
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Graffiti art defaces the commonsensical, recognized, expected authority
lodged in the property ownerships of classical (and neo-) liberalism, public
or private, effecting a detraction of pleasure and security in some viewers. It
performs a re-writing of foundational cultural symbols and materials (Austin,
2010, p. 44).

The irony in the commodification of graffiti art by the market is that it refuses all the
dynamics determining graffiti itself. First of all, it neglects the fact that it is an
unauthorized practice, based on the invasion of the surfaces of the cityscape, though
there have been commissioned graffiti artworks in the public space in the last
decades. The ‘guerilla activist’ content of the practice is eliminated. Moreover, the
representation of graffiti in a legitimate art space shifts the artist’s position and limits
the audience to an exclusive group. The practice becomes individualistic, isolated
from the community, the content is isolated from its context, and financial input is
added to the process. Distinguishing the commissioned works from their ordinary
practice and labeling them as the ‘legal works,” Chaker informs that his friend Stak
has been working with Sincan Municipality for a year and expresses that;
Stak himself says that for every legal work he is commissioned for, he sprays
two illegal ones. He knows that when you are commissioned, it is not graffiti.
For one of them, you get paid and put that money aside; for the other, you do
it rapidly, and the next day it is already closed. It’s not a problem; it’s in the

nature of the work. When you go out regularly, you can be ever-lasting, if
that’s what you want.%

The potentiality of graffiti art is related to its contextuality in the urban sphere, its
repetitiveness, and temporality. These factors determine the characteristics of graffiti

art and the other forms of art in the public space.

64 «“Stak kendisi diyor iste ‘Legal yaptigim her calisma icin disarida iki tane illegal yapryorum’ diye.
O iste para aldig1 zaman onun graffiti olmadigini biliyor. Biri i¢in para aliyorsun kenara koyuyorsun,
obiirii ¢ik ¢ik hizlica yapiyorsun, ertesi giin kapamiglar. Sikint1 degil yani, isin dogasinada var.
Diizenli olarak ¢iktigin zaman hep var olabilirsin, eger hedefin oysa.” (Chaker), translated by the
author.
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Performing art in the urban sphere comprises an entirely discrete set of dynamics
than the conventional artistic production and representation. As a relatively new
concept compared to graffiti art, ‘street art” emerged in the 2000s (Radosevic, 2013,
p. 9). Street art is a diverse, comprehensive set of artistic activities in the urban
sphere, including graffiti, installations, ceramics, dance, and other physical
performances. It does not contain certain technical rules or principles;% however,
certain aspects define the process of performance. Similar to graffiti art, street art is
an unauthorized practice of art in the urban space. Due to the state security
mechanisms in the city, these practices usually need to be rapidly produced and
striking at first glance. Political content is not a must; individual, artistic, self-
expression performances are also a part of street art. However, street art is a
frequently used medium for the artist’s political manifestation and critique of the

city’s ongoing political agenda.

In the 2010s, the political atmosphere in Turkey was stirring up. As the existing
government’s ideological policies started to intervene and oppress the lifestyle of the
citizens increasingly, and neoliberal policies of the state invading the public sources
and neglecting the citizens’ rights for the sake of a certain privileged group of
proponents have become more and more visible every day, the objecting voices have
become louder gradually. Besides the ongoing protests of political organizations and
civil initiatives, another group started to express themselves in the public sphere —
the street artists. Although many art initiatives used the streets for political
engagement, this part of the study particularly focuses on the art initiatives in
Ankara. Since Ankara is the capital and the fortress of the bureaucracy, the dynamics
affecting the artistic production in the streets are slightly different from the other

cities. Firstly, the content is more political. Stating that although some of the

85 https://www.tate.org.uk/art/art-terms/s/street-art
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installations are more personal, H. from Avareler®® explains the main argument in

the group’s works as below;

But usually, it was about the street culture, the street, and the problems of
public space and the city. It was more like, “This city is yours; you should
use it!” Most of our slogans were based on this; all the writings we found, the
visuals, the installations... All of them were about it.%’

Similarly, Sonel from Kiif Project explains how they got disappointed with the re-
election of Melih Gokgek in 2009, former mayor of Ankara Metropolitan
Municipality, and how this disappointment transformed into a guerilla action which

would end up with the Kiif Project as below;

It was 2010 local elections, I suppose, [2009], Melih Gokgek was re-elected.
Then he had the slogan, “You are Ankara, think great!” We truly got
devastated and decided to do something. We used the office hours in the
agency to prepare something. Our boss was not at the office that day, so we
prepared simple stencils. Since | knew the technique from school, we
prepared single-layered stencils. ... I designed a man with a bulb-head and
hands clasped behind the back, the sheep behind that man, and the slogan
“You are Ankara, graze!” We felt relieved that day. You finished school, the
agency literally exploits you, but you don’t have the strength to resist. Also,
Melih Gokeek is in charge, again. It became a motivation for us when we
were demoralized. It was a euphory for me and C. It was then; we actually
decided to go on.%8

% Since the group prefers to be anonymous, the initial of the interviewee’s name is used in the study.
67 “Ama genelde sey vardi, sokak kiiltiiriiyle ilgili seyler, sokakla ilgili, kamusal alanla ilgili dertler
vardi, sehirle ilgili dertler vardi. “Bu sehir senin, bu sehri kullanmalisin!” gibi. Hep sloganlarimiz
bunlar {izerine doniiyordu yani buldugumuz yazilar, gorseller, enstalasyonlar hep onunla ilgiliydi.”
(H., Avareler), translated by the author.

88 «“Tam 2010 segimleri miydi Melih Gokgek geldi. O dénem “Sen Ankara’sin biiyiik diisiin” diye bir
slogan1 vardi. Bizim ¢ok canimiz sikildi yani tekrardan karalar1 bagladik. Bir seyler yapalim dedik.
Ajansta hemen kendi mesaimizden ¢alip bir seyler hazirladik. Patronumuz da yoktu o giin ofiste, basit
stenciller hazirladik. Teknigi de ben daha Oncesinde okulda vs yaptigim igin basit tek katmanl
stenciller hazirladik. ... Ben de elleri arkasindan baglh kafasi ampul olan bir adam yaptim arkasinda
koyunlar olan “Sen Ankara’sin otla” yazan. Biz o giin kendimizi ¢cok nefes almig hissettik. Her sey
iste liniversite bitmis, ajansta resmen somiiriiliiyorsun ama giiciin yetmiyor bas kaldirmaya. Bir de
Melih Gokgek gelmis falan. Moraller ¢ok bozukken bize bir anda moral motivasyon kaynagi oldu, bir
ofori geldi C. ile beraber. Biz aslinda as1y1 orada aldik.” (C.Sonel), translated by the author.
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Street art is a medium for those motivated to express their thoughts, emotions, critics,
and manifestations through art. A graphic representation of an issue through an
artistic perspective catches much more attention than a sole manifestation.
Moreover, there is a certain distinction between the audience of a sterile art
environment such as a museum or a gallery and the audience in the street, namely
the public in scalar terms. Besides the other dynamics differentiating between these
two spaces, this distinction affects the work's content, technique, and timing. All
these artist interviewees mentioned in this chapter of the study produce artworks both
for street and gallery. Unlike the individual artistic production of an artist that finds
its audience in the galleries, artistic quality or genuine in street artworks are not the
primary concerns for the initiatives. However, individual street artists still consider
the identicality of their work. Sometimes an image from our shared past awakes the
vague feelings that once felt, and reanimating these feelings relates to the artwork
more than expected. Therefore, most street art initiatives and the sole artists prefer
to use common images that the audience would find relatable, such as public figures,
artists, movie characters, and cartoon characters. Although most of the figures are
well-known public figures, the message they transfer is associated with the authors,
expressing the anger, the revolt, and the disappointment in a maneuvered method.
For instance, Avareler uses Yesilcam® movie characters to criticize the popular
media hegemony or propose musicians, poets, writers, and political figures as the
administrative staff for a so-called political party before the local elections in 2014.
(See Figure 4.2) Each work of Avareler represents the group members’ personal
interests, imaginaries about Ankara, reminiscences about their childhood, and
desires. Yet, the issues they declare about Ankara are relatable, especially for the
people of their generation. These issues vary in a wide range, including the
prejudices about the city and the wasteful exploitation of it and their anger for the

oppressiveness they face as the young adults of this country.

% Yesilgam term represents the Turkish cinema between the 1950s and the 1980s.

101



Figure 4.2. Posters by Avareler. Left: “Luckily Acun Ilicali was not born then,”
2011; Right: Cemal Siireya as the mayor candidate of Honey Badgers Party, 2014.
(Source:  Left:  https://laankara.com/ankara-duvarlarinin-renkli-yuzu-avareler/,
Right: https://www.boxinaboxidea.com/tr/post/avareler, retrieved on July 17, 2021)

Kaptan’ reinterprets the symbol of MonAmi oil pastels in his works. By this figure,
he recalls his elementary school years and the economic inequality he realized with
the accessibility of this oil pastel brand. Kaptan explains his association with the
MonAmi figure as below:
For many generations in elementary school, MonAmi... You wear the
uniform, go to school without understanding what’s going on. You are in an
oppressive thing; they teach you things by beating. They pull your ears; they
slap you, etc. Also, you learn how life is, and you learn about the rich and the

poor. You learn who has the money. The main reason for the MonAmi figure
is that it introduced me to this situation and the world.”

Kaptan’s realization of the economic gap in society and his environment combined
with his upbringing, adolescence, and worker-student experiences brought him a

unique perspective that he reflects in his works. He associates himself with the

0 Gokhan Tiifekei uses Karagoziiktiikaptan nickname, which will be reduced to Kaptan in this study.
L “Monami de bir siirii neslin ilkokulda... Iste o {iniformay1 giyiyorsun, gidiyorsun, ne oldugunu
anlamiyorsun. Baskici bir seyin igerisindesin, dove dove sana bir sey Ogretiyorlar. Kulagindan
cekiyorlar, tokat yiyorsun, bilmem ne. Bir de hayati 6greniyorsun iste, zengini-fakiri 6greniyorsun.
Kimin parasi var 6greniyorsun. Monami’nin en bilylik nedeni, bu durumun, diinyay: bana tanitan
seyin o olmasiyd1.” (Karagdziiktiikaptan), translated by the author.
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subcultures of Ankara and salutes the similar people of his generation. (See Figure
4.3)

Figure 4.3. Street artworks by Karagoziiktiikkaptan. Left: MonAmi, 2021; Right:
Bombing, 2020. (Source: Left: Karagoziiktiikaptan’s Instagram account; Right:
Courtesy of the author)

Ranciére (2010, p. 135) states that by showing us revolting things, art constrains us
to revolt. Therefore, the public interacts with the familiar figures revolting against
the government’s oppressive policies, economic instabilities, increasing economic,
ideological, and cultural gap between the authority and themselves, and embraces
the artwork, which is an urban-hacking practice in the city. Hence, these small
gestures of resistance in Ankara were engraved in the city’s memory.

The potentiality of street art for change and resistance is one of the main reasons it
should be open to a wider audience. Instead of transforming into an art form existing
in the white cube, Austin (2010, p. 42) steps forward and states that graffiti art is
already the continuation of modern art since it emerged as a response to the changes
in the common experiences of the modern environment and indicates that illegally
placing work on public walls is a “significant contribution to modern art.” The

innovative spirit demonstrated by the avant-gardes of the period is revived in graffiti
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art. Therefore, graffiti art and other forms of street art should be independent of the
gallery or the museum that commodifies the artwork. Similarly, Ranciére (2010, p.
135) states that when it is taken outside the workshop or the museum, the artwork
mobilizes, and “it incites us to oppose the system of domination by denouncing its

participation in that system.”

On the other hand, some argue that the autonomy of art should be enacted through
the sole artistic production instead of politicized art. Art should be political by
isolating itself from politics. Ranciére (2005) states that art is political “to the extent
that it remains faithful to the autonomy of its sphere and insofar as it gets out of itself
and weaves the fabric of a new common life.” To establish the art’s relationship with
the ‘real world” and the politics, Ranciére argues that;
Art does not enact politics by reaching the real. It enacts it by inventing
fictions that challenge the existing distribution of the real and the fictional.
Making fictions does not mean telling stories. It means undoing and
rearticulating the connections between signs and images, images and times,

or signs and space that frame the existing sense of reality (Ranciere, 2005, p.
3).

The artist’s position between the ongoing capitalism-sauced hegemonic relationships
in the conventional art spaces and the total reduction of such a system and re-
establishment of an artistic expression medium in an autonomous sphere is ever-
fluctuating. There are certain differences between these two mediums in terms of the
representation and content of the artwork. H. explains the significant differences in

his street art dynamics and gallery dynamics as below;

When | crawl into my shell and try to produce something unique, some people
are interested in that unique work. I am fine with it. When we put artwork on
the public space, we had to use mainstream subjects for everyone’s
understanding, though we made our unique, personal additions. It was not a
must; however, we placed them in our own style but regarding the current
agenda or creating one. Or we were placing something about Ankara or our
problems. There, they were open to the others; everyone could have done
anything on it, take it out, whatever; it was like, “I put it here, and I don’t care
what happens to it afterward.” On the other hand, the high-art atmosphere is
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like, “You are unique, so special, so valuable, and could you please open your
special world to us? If you do, this is the quality and price we charge for it.”"2

Besides the content that differs between the two artistic mediums, artistic production
processes also vary. Since individual production is a more “personal” practice in an
intimate working environment, it requires different dynamics than an urban
installation. For Kaptan, the content is not different in both mediums. He explains

the differences between his practices as below;

The only difference is the moment of production. One is in an enclosed
environment, in your house, without anyone seeing it. You wait for months
to reach a conclusion; you cover it if you don’t like it. On the other, you don’t
have that chance. If it is okay, it is okay; otherwise, it is not, and in this one,
you produce it open to the public. You are open to every kind of danger. Sure,
the heartbeat is entirely different; the excitement of the work is different. For
instance, I do not prepare sketches prior to the production, like “I prepare the
sketch at home, and then I paint it at the street.” It happens seldom. Usually,
| put the sprays on my backpack and start to go around wandering; | take my
chance...”?

For many artists, the duality between two spheres, namely the gallery and the street,

imposes a selection of either one of them. However, there are artists using these

72« kendi i¢ime ¢ekildigimde daha biricik bir sey ¢ikarmaya ¢alistyorsam ortaya, o biricik seyi

merak eden insanlar var. Buray1 kabul edebiliyorum ben. Orada da sey oluyor birazcik daha mesela
kamusal alana is yaptigimiz zaman, tamam kendi i¢imizden kendi biricik seylerimizi de katiyorduk
oraya, o kesin ama birazcik daha herkesin bildigi seyleri yapmak zorunda kaliyorduk. Zorunda
kalmak demeyelim de, o an giindem neyse ona gore bir sey bulup kendi tarzimizda yapryorduk oraya
veya bir glindem olusturmak i¢in bir sey koyuyorduk oraya. Ya da Ankara’yla ilgili, bir derdimizle
ilgili bir sey koyuyorduk oraya. Ora baskalarina agikti, isteyen istedigini yapabilir, al sok, “Ben bunu
buraya koydum artik ne olacagi umrumda degil.” gibi. Diger tarafta sey mevzusu var gibi, yiiksek
sanat mevzusunda, “Sen biriciksin, ¢ok degerlisin, bizim i¢in ¢ok giizel bir sanat¢isin sen ve senin
kendin i¢in yaptigin, o 6zel diinyan: liitfen bize agar misin? Acarsan da iste degeri bu, kalitesi bu.”
(H., Avareler), translated by the author.

73 “Aradaki tek fark iiretim an1. Birisi ¢ok kapali bir ortamda, evinde, kimseler gérmeden. Bir sonuca
ulasmasi igin aylarca bekletiyorsun, begenmeyip kapatiyorsun. Obiiriinde dyle bir imkanm yok.
Obiiriinde oldu oldu, olmad1 olmad ve birisinde halka acik sekilde iiretiyorsun, her tiirlii tehlikeye de
aciksin. Tabi ki kalp atislari ¢ok farkl oluyor, isin heyecan1 da ¢ok farkli oluyor. Ben mesela “Onden
eskiz hazirlayayim, evde eskiz hazirlayip sokakta boyayayim” gibi bir sey yapmiyorum. Cok nadir
oluyor o durum. Cantaya atiyorum boyalari, dolanmaya, gezmeye basliyorum, ne ¢ikarsa...”
(Karagoziiktiikaptan), translated by the author.
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diverse mediums for separate expressions. Moreover, re-politicizing art in the public
space searching for reality does not always represent an honest political standing
(Ranciere, 2005, p. 3). In contrast, in some cases, an artwork inside a sterile art space
is a hand-grenade without a pin. Mouffe defines the art activists as ‘artivists’ and
states that she is in favor of both “artists who want to make a political intervention”
and “activists who use artistic strategies” (Mouffe, Chantal et al., 2016, p. 36).
Instead of being critical towards artists working in the art world, Mouffe states that
“one should try to occupy all the places where one can make an intervention” and
indicates that;
Artistic activism is important, but it is not enough. It can play a role in
creating new forms of subjectivity and designing new forms of social
relations but those practices cannot be a substitute for more traditional forms
of political involvement, trying to gain power, occupy the state and attempt
to transform society from there. ... We need to fight within the institutions.

From the counter-hegemonic perspective you have to try to transform the

existing institutions, because they won’t simply go away (Mouffe, Chantal et
al., 2016, pp. 37-38).

Mouffe’s statements bring a broader perspective to the autonomy and activism issues
in art. To reform the institutions, art activism should be integrated into these
institutions. Although the comfort area that an art institution proposes to the artist
might be a risk, the interventions from the outer sphere of these institutions do not
seem to change them. On the other hand, unlike the galleries with the moneyed and
tasteful bourgeois audience, the urban sphere contains the new possibilities of the
audience, the art form, and the critics (Austin, 2010). The public space suggests an
endless set of alternative surfaces, collectivities, and perspectives. It enables to meet
a wider public with diverse demographic aspects. An artwork represents an honest
and critical approach to a certain issue. Hence, an artwork in the public sphere might
denote much more than any other conventional manifestation tool. This potentiality
is the essence that distinguishes street art from others and places it in an exceptional

space. It is the potential of resistance and revolution. As Austin states;
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Whether the revolution will be televised is still an open question, but we can
be certain that the revolution will not be offered for authorized purchase or
display (Austin, 2010, p. 43).

4.2  Commoning Practices and Guerilla Art

Urban commons is the act of collective action based on the shared motivation in the
urban sphere. The practices are centered around the ‘right to city’ concept, claiming
the public space for society's use. They are organized against the privatization of the
public space, standing against the segregation, displacement, and gentrification via
the neoliberal urban enclosures. Although the intentions vary, the common ground
of these practices is the discourse that the public space belongs to the public. To
reclaim the public space, communities resist either with mass actions or with local
scale guerilla practices. One particular example of these guerilla practices is guerilla
art. This part of the chapter investigates the similarities between guerilla art and
commoning practices. This investigation is based on certain aspects in terms of the
‘right to city’ concept, their responses to enclosures, and their structural aspects such

as bottom-up organization, collective action, and temporality.

First of all, guerilla urban art is a form of urban commons within the framework of
‘right to city.” When the street artists place their installations of the writers or tag
artists sprayed the surfaces on the public sphere, it is an act of resistance and
reclaiming. When governmental authorities invade the public sphere with billboards
and other advertising tools for profit or self-promotion, they impose an ideology of
themselves and the capitalist impetus. Guerilla artists’ occupation of advertising
media, therefore, is hacking the signifier for their self-expression. lveson (2010, p.
436) argues that “graffiti writers demonstrate by their actions that they do have a
right which is denied them by law — the right to use the surfaces of the city as a
medium of public expression. The ‘right to the city’ is a cry, a demand and a lived

experience in the face of exclusion.”
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During this study, the street artists interviewed significantly expressed their
opposition to these billboards and propaganda mediums and indicated their approach
to these items. For instance, explaining how he hacked the candidate posters on the
refuge of Eskisehir Road, Chaker explains his motivation as below;
| was blackening them entirely. When someone sees it, it disturbs this
someone. But when I see that man, it also disturbs me. It’s sad because |
probably paid for that poster. We already pay it, and we also pay to blacken
it. I wonder if they are even legal. | presume the youth branches of the parties

are placing them. Whatever if hanging them is important to them, blackening
it is important to me.”™

When a guerilla artwork occupies a billboard or another advertising tool, a
transformer unit in the middle of a sidewalk, it demonstrates the artists reclaiming
the public space invaded by authorized interests. These practices emphasize what
has been imposed on us in the public space and triggers our perception. When
Avareler painted several objects varies from billboards to trash cans, sculptures,
transformer buildings, and an overpass with a mediocre hue of pink, they flashed
them around the citizens of Ankara, intending to awake them from their everyday

routines and make them realize their urban environment. (See Figure 4.4)

74 “Bagtan asag1 karaliyordum. Birisi de onu gériince rahatsiz oluyordu iste. Ben de o adami gériince
rahatsiz oluyorum. Uziicii bir sey, ben ona cebimden para harcadim yani. Zaten kendi cebimizden
¢ikiyor bir de ona ekstra ¢ikiyor. Onlar acaba yasal mi1? Onu da merak ediyorum ben. Genglik kollar1
falan yapiyordur. Neyse, onlar i¢cin asmak onemliyse benim i¢in de yapmak onemli.” (Chaker),
translated by the author.

108



Figure 4.4. The Pink Serie, Avareler, 2011. (Source:
https://www.mashallahnews.com/pembe-serisi-avareler/)

H. indicates that as an artist practicing in the public sphere, he is in constant search
of new surfaces in the city, and the billboards attract him in these terms. He expresses
that it is a part of the public sphere which actually belongs to him as a citizen and
states that;
You see it as a surface, but you are constantly imposed on an image there.
“Today, buy the cheese; tomorrow, the watermelon is in discount; look, the
elections are coming!” The billboard constantly tells me something. Then you

think that “Shall I tell someone something by this billboard, or a space, or a
wall...”™

Investigating the guerilla art installations of the art initiatives of the same period,
Avareler and Kiif Project, one can assume that although their perspectives are clearly
different, these groups share a similar motivation and an attitude towards the
impositions in the urban sphere. When the municipality covered Kugulu Underpass

with baby-blue ceramics with swan figures resembling the retro bathrooms of the

75 “Sen oray1 bir alan olarak gorilyorsun ama siirekli sana bir gorsel dayatiliyor orada. “Bugiin peynir
al, yarin karpuz indirimde, bak se¢imler olacakmis!” Bana bir geyler anlatiyor hep o billboard. Sonra
sey diyorsun iste, “Ben de mi birilerine bir seyler anlatsam bu billboardda veya bir mekanda, bir
duvarda...”” (H.-Avareler), translated by the author.
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1970s Ankara apartments, most citizens have already recalled the same image of a

bathroom and criticized the mediocre design accordingly. (See Figure 4.5)

Figure 4.5. Figurative ceramic wall applications. Left and middle: The swan figures
on Kugulu Underpass; Right: A typical bathroom of the 1970s Ankara apartment.
(Source: Left and middle: http://mimdap.org/2007/10/renkli-tathyt-alt-gecitleri-
ankara/; Right: Mimarlik Tarihi Facebook account)

This resemblance inspired the Kif Project team, and they placed a polystyrene
urinary on the municipality logo and added a public restroom price tag. By
emphasizing the resemblance that most people are aware of, the group engaged their
work in the public sphere as a signifier of common sense, made it visible to the
public. (See Figure 4.6) The Urinary work drew much of the public attention since
it was considered a bomb and blasted by the police’s bomb disposal unit. The group’s
name was in the evening news, and the risk of unanonimity emerged as a threat to

the group.

Figure 4.6. Kiif Project “Pisuvar” [The Urinary] work. Left: The urinary on the logo
of the municipality; Right: The model urinary blasted by the police. (Source: Kiif
Project Facebook account)
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Although Sonel practices individually since 2013, he expresses an ongoing
motivation for his works in the public sphere. He uses his art to engage with the
public; however, he indicates that he doesn’t have a political message concern and
adds;

The only message | would like to give is that the public is ours. If someone
doesn’t ask my permission while placing a billboard there, I don’t have to
take permission to paint in the public space. Yet, if you create a bit of a ripple
in one’s feelings when one sees your work, this is a highly motivating type
of communication. This communication is one of the greatest pleasures of
street art.”

These street artists’ common perspective on the capitalist approaches in the public
sphere and their common responses reveal that guerilla street art proposes a method
of opposition to the ongoing hegemony. Therefore, guerilla art practices demonstrate
a similar approach to urban commons by occupying the public space and hacking the

instruments of neoliberalism.

Secondly, in addition to the resistance against neoliberal urban enclosures and
commodification of public space, guerilla art practices also compete against the
enclosure of culture via the institutionalization of art. Hyde (2010, p. 56) states that
copyright and patent are the easiest cases to describe the enclosure of the cultural
commons, for in these cases, the changing rules are a matter of record, and their
context has a long history. Through these tools, the intellectual productions are
commodified and enframed to prevent free distribution. Similarly, the certificate of
authenticity proves the ‘originality’ of an artwork, assuring its uniqueness and value.

Furthermore, the edition quantity of a printed artwork is one of the primary

76 “Tek mesaj kaygim var, kamu hepimizin. Biri oraya reklam tabelas1 asarken bana sormuyorsa, ben
de resim yaparken kimseye sorma ihtiyacim yok demek aslinda ama su ¢ok biiyiik bir motivasyon;
biri oradan gegerken duygularinda ufak bir kipragim yaratabiliyorsam bu ¢ok motive eden bir iletisim
tarzi. Bu sokaga is yapmanin en biiyiik hazlarindan biri.” (C.Sonel), translated by the author.
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determinants of its value. The institutionalized art, therefore, ensures its impetuses

via these enclosures.

Although it cannot be oversimplified for each case of the practices, neglecting the
institutionalization in art is one of the initiators of guerilla art. Some artists prefer to
represent their art directly to the public through the public sphere, without any
mediator in between. The artist's engagement via art in the public space is itself a
form of commoning the artwork, publicizing it, opening it to any kind of intervention
within the living organism of the street. Therefore, the artist accepts that the artwork
need not be permanent, unique, and valued by commodification. In contrast, it shall
be temporary, ever-changing and transforming, and reproducible. By occupying,
hacking the urban sphere, the artist establishes a new form of relationship with the
city, in which “the city’s fixed visuals, structures, objects, and areas no longer
represent the end result of an urban design process, but the beginning” (Burnham,
2010, p. 138).

Besides these motivational similarities between guerilla art and commoning
practices, there are also structural and characteristic resemblances. To begin with,
both practices contain bottom-up organizational approaches. As is previously
mentioned, both practices stand against certain authorities, representing the
disadvantaged in a hierarchical relationship. To establish a self-ruling body within
and realize the practice in an effective manner, both urban commons and guerilla art
practices construct their autonomous decision-making mechanisms, rules, and
perspectives. One common aspect for the guerilla urban artists is to consider and
respect each other’s efforts in the arena by not tagging or painting another artist’s
work. All interviewees declare painting or installing on another street artwork as
disrespectful, assuming that those are unaware of the principles of the street. Instead
of superimposing one artwork or tag on another, these artists prefer to represent
themselves on a genuine spatiality that would increase the work's value while
encouraging the others. Therefore, these guerilla artists define a commonality in the

public sphere.
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Thus, another structural resemblance is the communality resulted from collective
action for both practices. Besides the tendency to consider and respect each other,
the street art itself contains collective action and cooperation, although there are
many individual street artists. Along with the guerilla art initiatives consisting of
several members, the individual street artist coincides with others and form a
gathering. Sonel narrates the time that he, Kaptan, and several other graffiti artists
gather and ‘bomb’ a wall at night;’’

Normally, the writers and the street artists don’t get along, for instance, in

Istanbul or else. However, we had a nice atmosphere in Ankara. We were

going out as 5 or 6 people, two writers, three painters, or vice versa. We were

bombing a whole wall altogether and then going to my place in Tunali for
drinking and fun.”®

Similarly, H. defines Avareler’s ‘40 Haramiler’ guerilla exhibition’ as a collective
claim to the right to city of artists. The exhibition was an autonomous representation
of artists choosing to express themselves in an independent medium they choose,
creating a spatial possibility apart from the conventional art spaces and engaging a
broader audience without any mediator. One other form of collaborative practice by
Avareler is the birds on the perimeter walls of an institutional building at Eskisehir
Road. H. indicates how their installation has evolved in time as below;

When we installed that work at first, it consisted of a boy playing zurna and

the birds coming out of it, black and white. It had stayed like that for two

years. Then the students of METU added red birds, among others. We loved
it and thought that it was evolving. Someone came and supported our work

7 Bombing: An act of painting many different walls inside one city area or train within a very short
timeframe. Retrieved from https://berlinstreetart.com/graffiti-words/ on July 26, 2021.

78 “Normalde Istanbul’da falan writerlarla sokak sanatcilari falan pek anlasamazlar, iki taraf birbirini
boklar falan, Ankara’da ¢ok giizel bir ortam olustu. Biz ¢ikiyoruz iste 5-6 kisi, iki tane writer var ii¢
tane resim yapan var, ya da tam tersi. Cikiyoruz, bir gecede bir koca duvari boyuyoruz Tunali’da, hop
patlatip sonra benim o donem Tunali’daki evimde bulusuyoruz, igiyoruz, kaynatiyoruz falan.”
(C.Sonel), translated by the author.

8 40 Haramiler [40 Robbers] street exhibition was held in 2012 with involvement of 40 artists and
80 artworks in total. The artworks, consisting of posters, manifestos, collages, photographs, drawings,
etc. were prepared as blueprints and placed on the billboards and electronic advertising scroller units
in Cankaya, Ankara.
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instead of spoiling it. So we kept their birds as a gesture and revised the work
as two people with birds coming out of their chests. ... This time, we did it
colored; at first, it was black since we were out of money.%

One can claim that such examples of collective action in guerilla urban art practices
do not refer to any emancipatory agenda for the society as usual in urban commons.
However, these practices demonstrate the possibility of an alternative form of
representation, collectivity, and production in art. Tan states that being aware of the
symbolic changes of public space, resisting the instrumentalizing role of public art
in urban spaces, and creating artworks that intervene in normative social spaces can
genuinely lead to socially engaged artworks (Tan, 2008, p. 137). They represent a
critical perspective to the existing and propose a potential route to follow. Moreover,
Iveson (2010, p. 437) states that the insistence that graffiti writers and artists show
on the use-value of urban space suggests “strategies to both enliven and democratize

the city.”

The final resemblance between the guerilla art and urban commons practices is the
temporality of both practices. Urban commons represent a quick reaction to a sudden
action in the urban sphere. Since most commoning practices occur on a local scale,
though they might address a larger problem, they last until the moment of consensus
or oppression. Furthermore, in the ever-changing agenda of the societies, urban
commons change forms and methodologies accordingly. Similarly, guerilla urban art
is temporal as a result of its spatiality. The street’s dynamics are also ever-changing.
The street is alive, transforming, growing. The artwork, therefore, is affected by
external dynamics, including the interventions of other artists, the weather
conditions, the property owners, and the authorities. However, this affection

80 “Biz o isi yaptigimiz zaman bir kisi zurna caliyordu zurnanmn ucundan kuslar ¢ikiyordu, siyah
beyaz. Sonra o iki yil kaldi. Sonra ODTU’liiler oraya kirmizi kuslar eklemisler o bizim kuslarin
arasina. Bizim ¢ok hosumuza gitti, aa dedik bak gelisebilen bir sey. Biri de gelmis bizim igimizi
bozmamis, destek ¢ikmis. Biz de onlara jest olsun diye onlart kuglarini biraktik. Sonra sey yaptik iste,
g6gsiinii agmis iki kisi boyle, gégiislerinden kuslar ¢ikiyor. ... Renkli yaptik biz onu, ilk yaptigimizda
paramiz olmadig: i¢in siyah spreyle yapmistik.” (H., Avareler), translated by the author.
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transforms the artwork, as well. The artwork becomes engaged to the public space
and adapts to its progress. Even if the artwork is lost, this is also a part of the progress.
Each guerilla practice means a bite from the invaded public space, and bit by bit, the
public space would be restored as a space of expression and existence for the
community. Burnham states that;
These interventions, at their core, are more than a creative play between the
artist and the physical city, and could be seen as a nascent form of DIY urban
design. They signal a step-change in not only the street art scene but in the

relationship between the power of the individual and the aesthetics of the city
(Burnham, 2010, p. 137).

The transformative potential of guerilla practices proposes a new urban sphere
agenda, both in social and spatial aspects. As these practices are formed in a diverse
spatiality, they lead to a certain kind of consciousness to the latent aspects of the
neglected areas in the cityscape. One common field of application for urban art is the
abandoned buildings. Located on the margin of public and private, these grey zones
involve an imaginable scenario for the intersection of commoning and guerilla art
practices. Bina had been a significant example of this intersection, demonstrating an

exceptional form of urban commons, though it had never been declared one.

4.3  Re-Interpreting the Abandonment of the Bina

Among the city’s signs, urban voids and uncertain places — those land masses
that break the continuity of the urban logic and appear as sites without a
specific identity or usage — become exotics, uncanny spaces that challenge
the very idea of the well-defined, planned city. They represent spatial
potentialities and possibilities and lend themselves to speculative readings
and artistic interpretation. ... What | mean here is that, aside from their
physical peculiarity and their seemingly arbitrary existence in the urban
sphere, those spaces could have or produce a specific relation to individuals
and other particular social cases (Tan, 2008, p. 136).

As Tan states, the in-betweenness, the limbo-state of space, might suggest many
potentialities in the urban sphere. The evolution of Bina represents how an
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abandoned space in level zero might adapt to the dynamics set by the users. In its
early stages, Bina was a symbol for the subcultures obtaining the place as a dwelling.
Hetherington explains dwelling as belonging, “aiming to create alternatives to
conventional modes of living, to create new lifestyles and become someone else”
(Hetherington, 1998, p. 128). In this sense, Bina embodied the spatial equivalents of
the identity structures and provided an arena for self-expression. It also contained
the diversity within a subculture, allowed individual spatialities and performances
while gathering them under its roof. Different musical genres were represented
through separate bars during the rock bars period, similar to the LGBTIQ+ period
when the spatiality of different queer communities was represented in distinct spaces,
as well. The heterogeneity it involved led to a wide range of possible social

interrelations. Moreover, it contained dynamism through heterogeneity.

The conditions that led to its abandonment provided an alternative life for the Bina.
The emergence of the limbo state in terms of property ownership, being in-between
the public and the private, resulted in the occupation of the Bina by several groups
for different purposes and sustained this occupation for a long time. As the Bina was
left to its fate, the decision-makers had become the actors actually practicing in the
building. The Bina, therefore, gained a significant role in the spatiality of guerilla
urban art practices. Many urban art installations have been on the abandoned
buildings in Ankara, particularly in Cankaya, where wild urban transformation
occasionally leads to these “urban voids” in the cityscape. Furthermore, some cases
have been abandoned for a long time and transformed into ‘an academy for the new-

beginner street artists,” such as Biiklim Street, No.53. (See Figure 4.7)

Figure 4.7. Artworks at Biikliim Street, No.53 (Source: Courtesy of the author)
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Besides the practical reasons, such as the lack of control and intervention, leading
street artists to install artwork on abandoned buildings, there are common
motivational reasons that trigger the occupation of an abandoned building. Kili¢ and
Chaker explain how their former relationship affected their motivation to occupy
Bina. Their familiarity with the Bina led them to consider the building as a canvas
and maintain its relationship through their own mediums. Kaptan, on the other hand,
explains how he establishes a relationship with an abandoned building during his
practice as below;
There are many characteristic buildings in Ayranct; I’m especially after them.
Besides painting it easier, my main aim is to communicate with the building’s
architect. Because when you enter that abandoned and vacant building, I
think you face the core of the architect’s art. That naked concrete where
nobody lives, and there is someone that designed it. | think the spirit of the

building summons when nobody lives there. In a sense, the experiences form
it; however, it continues to live when abandoned. I prefer those buildings.!

Kaptan’s motivation is significant since it demonstrates the artist’s intimate
relationship with the abandoned building, proving that this motivation contains
emotional aspects. The Bina, as Kaptan states, continued to live after it was
abandoned. It represented a new adaptation to the changing environment and
program that was attributed to it. Therefore the Bina represents the characteristics of
lived social space in Lefebvrean perspective and Thirdspace in Soja’s theorization
of the space (Lefebvre, 1991; Soja, 1996). Soja explains the similarities between the
social space and the Thirdspace as below;

They are the "dominated spaces,” the spaces of the peripheries, the margins
and the marginalized, the "Third Worlds" that can be found at all scales, in

81 “Cok karakteristik binalar var Ayranci’da, dzellikle kovaliyorum yani. Daha rahat boyamanin

disinda asil amacim o mimarla da bir iletisime gegmek. Ciinkii o binanin metruk halinin i¢ine girdigin
zaman, terkedilmis halinin igine girdigin zaman, bence binanin, o mimarin 0z sanatiyla
karsilagiyorsun. O ¢iplak, kimsenin yasamadigi betonlar ve onu tasarlayan birisi var. Bence kimse
yasamadig1 zaman binanin ruhu daha rahat ortaya ¢ikiyor. Bir yerde yasanmisliklar onu olusturuyor
ama terkedilince de o yasamaya devam ediyor. Oyle binalari tercih ediyorum.” (Karagéziiktiikaptan),
translated by the author.
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the corpo-reality of the body and mind, in sexuality and subjectivity, in
individual and collective identities from the most local to the most global.
They are the chosen spaces for struggle, liberation, emancipation (Soja, 1996,
p. 68).

The practices, the gatherings, and the incidents in the Bina illustrate the potentiality
derived from its multi-layered heterogeneity. Combining all the discussions
abovementioned in this study, the question is, therefore, apparent: Could this
potentiality evolve into a medium of autonomous practice? How? Tan argues that
artists searching for free relation and action between the individual and space would
end up in social spaces not defined by the global economy or neoliberal state (Tan,
2008, p. 138). Therefore, it is possible to organize an autonomous practice in such
abandoned spaces. Due to the temporality of the practice and the adaptability of the
space, abandoned spaces might propose a generative platform for artistic
performances in the public sphere. The collective action is intrinsic to guerilla art
practices. Even though the artist performs individually, the artist considers the other
artists and their works. This consideration is a principle of coexistence in the public
sphere. This new form of communality through places, infrastructures, and
buildings, as Tan states, is the essence of commoning practices that enforce

collective action in the urban sphere (Tan, 2019, p. 140).

Consequently, the abandonment of Bina shall be reconsidered as a spatial
transformation that led to the emergence of multi-layered interrelations. Its powerful
yet modest existence enabled many experiences and gatherings that would inspire
future practices in the field. Its assigned architectural quality did not promise much.
However, its evolution in time with each incident leading its transformation and each
gathering defining its spatiality as a lived space demonstrates the potential scenarios.
It suggests a broader perspective and a fresh point of view in evaluating these left-

over pieces in the cityscape.

EAN13

Guerilla urban art practices can be assumed as the artists’ “right-to-city”” manifestos

in the urban sphere. These practices demonstrate the artists’ reaction to the ongoing
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hegemonic power relations in the public space and art institutions. They propose the
possibility and the resistance of ‘another.” Moreover, it proposes a possibility of
autonomy against institutionalized art. By collective action and self-decision-making
mechanism, guerilla urban art neglects all kinds of authority and establishes its own
organization. The practice is intrinsically temporary; it neglects the commaodification
of the artwork. The artwork is applied in the public sphere, open to any kind of
intervention. Therefore, its duration and consequence are uncertain. However, the

essential part of the practice is not the artwork’s stability.

On the contrary, it might be and should be integrated into the public space's
dynamics. Performance is an essential concept in practice. The core motivations
behind the practice are installing artwork in the public space, participating in
collective action, and engaging the urban sphere via an artistic medium. Ignoring any
type of mediator between the artwork and the audience, guerilla artists represent their
work directly to a broader audience. Therefore, the dynamics of the practice are

revised accordingly.

All these determinants of guerilla art represent a parallelity to the urban commons.
The common aspects of guerilla art and urban commons are the temporalities,
collective action, bottom-up organization, reclaiming the urban sphere, and
negotiation. Therefore, this study suggests that guerilla art practices are part of the
spatial, motivational, and organizational characteristics of urban commons. The
spatiality of both practices is organized in places outside the hegemonic stratum of
the authorities. Urban voids and abandoned places represent the in-between spaces
in the urban sphere. Therefore, these spaces can be assumed as a potential arena for
guerilla art and commoning practices that might be evaluated with a generative
platform of expression developed via these spaces, demonstrating the adaptability in
the ever-changing dynamics of the urban sphere. It has been progressively urgent to
search for the alternatives of the current system for a fair, ethical and equitable life.

Therefore we need to evaluate our possibilities within the system itself.
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CHAPTER 5

CONCLUSION

Only when politics focuses on the production and reproduction of urban life
the central labor process out of which revolutionary impulses arise will it be
possible to mobilize anti-capitalist struggles capable of radically
transforming daily life. Only when it is understood that those who build and
sustain urban life have a primary claim to that which they have produced, and
that one of their claims is to the unalienated right to make a city more after
their own heart’s desire, will we arrive at a politics of the urban that will make
sense (Harvey, 2012, p. xvi).

The ever-changing structure and organization of the city have been affected by the
market dynamics that led to the city’s capitalism-centric transformation, especially
by the neoliberal policies in the last decades. Privatization of resources, the
commaodification of land, and the replacement of people by the hand of governments
for the sake of the market signify the priority order in today’s world from the
governments’ perspective. The current course of events illustrates that Lefebvre’s
argument that the destruction of urban society is the common strategy of state powers
and economic interests is still valid today (Lefebvre, 1996, pp. 128-129). The
economic gap between social classes has been increasing as access to resources is
limited by privatization and allowed to use the privileged. With the invasion policies
of powerful states and corporates on the urban scale, among other global
interventions, which occur on a micro-scale, gentrification has become a reality for
the lower class groups living in the city center. Both ideological and economic
factors considered by the State and the corporates led to the displacement of
minorities to the city’s periphery. As a result, the city center is ‘sterilized’ and
‘restored’ for the benefit of the bourgeoisie. Therefore, it is certain that under the
reign of the capitalist and ideological hegemony, there is no place for a righteous,

autonomous way of living prioritizing human life.
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This study aims to represent a focused perspective to the emancipatory agendas
based on commoning practices in the urban sphere. As the main scope of the study,
guerilla art practices are investigated through urban commons. Based on the
presumption that guerilla art practices are a form of commoning in the urban sphere,

this study investigates the interrelation of these two practices.

To signify the resemblances between urban commons and guerilla art practices, a
brief introduction to urban commons forms the second chapter of the study. Among
many movements that have stood against the violation of rights in the urban sphere
organized around Lefebvrean discourse of “right to city,” the reclaim of urban
commons and the commoning practices are the main scope of this study. Based on a
local organization for distributing common resources among the appropriators,
commoning practices aim to restore the inequality while building up a relationship
based on consensus in society. Although commoning practices may vary in a wide
spectrum, they have the triad of these inputs; a common resource should be governed
and shared, the community that will share this common resource and the practice
itself. Thus, commoning proposes autonomous self-organization within a

community on a resource apart from the existing capitalist property relationships.

In the urban scheme, the commoning involves various spatial practices. Harvey
(2012) defines this spatiality by Lefebvrean heterotopia concept and explains how
the practices based on what people do, feel, and sense create the heterotopic place.
Another significant theory based on Lefebvre’s trialectic of space is the Thirdspace
introduced by Soja. This spatial concept proposes a third dimension of the real and
imagined spaces, an in-between space constructed via interrelations and gatherings
(Soja, 1996). The bottom-up approaches, emerging heterotopic places, and lived
social spaces, as a result, represent the spatiality of commoning, such as squatting

movements, guerilla gardening, and guerilla art movements.

In the third chapter, an abandoned building in the city center of Ankara is selected
as a case to investigate to rationalize the discussion. Among the aspects, it

represented as a heterotopic place and a lived space regarding Lefebvre’s and Soja’s
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conceptualization, the Bina had a significant place in Ankara’s urban memory for
certain subcultures in particular. Hence, this study should have mentioned its history,
which led to questioning the role of a sense of belonging as an aspect of a heterotopic
place. Although there have been many studies and inquiries on the relationship
between guerilla art and commoning, this study might distinguish itself from the rest
by involving this particular case of the Bina. Besides the fact that the Bina has never
been investigated in such detail, its existence and significance in the history of many
subcultures, its lives, deaths, and resurrections assign it an importance in the urban
memory of Ankara. All the interviewees who have experienced the Bina declare their
sense of belonging with the building and express their gratitude for witnessing its
existence and the sadness caused by its destruction. Although their motivations to
experience Bina are varied and determined by the Bina’s period’s dynamics, they all
mention its potentials and possible scenarios that would have changed its destiny.
Therefore, the involvement of the Bina enriches the scope and the field of the study.
It allows looking up into the fertile minds of Ankara, most of whom somehow

encountered in the Bina.

In the fourth chapter, guerilla art practices are investigated in Ankara. The spatiality
of guerilla art requires an inquiry involving discussion of public space, community
participation, and the artist's engagement with the public through art. The
motivations leading to guerilla activism in art contain the artist’s perspective on the
urban space and politics. Guerilla art is represented as a stand against the
institutionalization and commodification of art in this study. Although guerilla
artwork need not represent a political standpoint, the installation of artwork on a
public surface is by and of itself political. Most of the artists interviewed during this
study indicate their intention to claim a right on the public space. The public space
is invaded by the tools of economic interests, such as billboards, scroller units, or the
OSB boards framing the construction sites. The installation of artwork using these
tools of capitalist hegemony over the public sphere is the artist’s tactic of reclaiming

the city. The moment of performance represents resistance.
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In some cases, the content of the artwork represents a manifesto of the artist. Instead
of existing in the public space as a visual element, the street artwork signifies a
common problem and conveys the public. It triggers the thinking of the audience.
Thus, the dynamics affecting guerilla movements involve the artist’s or the art
collective’s approach, both as artists and citizens. Along with the external dynamics,
including the state-force oppression or economic reasons, the tension between this
duality directly affects the end product and the temporality of the movement. The
methodology and the process of street art require unique techniques and approaches
due to its intrinsic temporality. Due to the illegality of the performance, the
installation is usually processed at night for a short period. Therefore, some artists
prefer to place their artwork on abandoned buildings. These buildings represent an
in-between character — both demonstrating the characteristics of public and the
private. An abandoned building is more accessible than private property, and it is out
of the state forces’ assigned area. As a result, the practices in abandoned areas are
more flexible and enduring than those in public space, whereas they are equally
visible and open for the audience. Another criterion for the desirability of abandoned
buildings is the mediator between the artists and the city in their memories. Most of
the artists establish a connection with the building they installed artwork. The
building’s architectural quality, its existence in the cityscape, and its characteristics
as a lived space affect its selection as a canvas for street art. In Bina’s case, it is
significant that the building’s architectural characteristics made it an attraction point

for several artistic performances.

The study, to summarize, clusters around three main concepts: the urban commons
and commoning practices, the Bina and its heterotopic quality, and the guerilla art
practices in the urban sphere and abandoned buildings. The latter concept
comprehends and harmonizes the former two and consequently develops the main
argument in the study. First, urban commons are investigated within a theoretical
framework to analyze the structure of the practice and its motivations. This analysis
is essential to explain the possibilities of urban commons in a wide spectrum of

practices. Guerilla urban art is claimed as a commoning practice in the study due to
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this aspect of urban commons. Secondly, the selected case, the Bina, is represented
in a comprehensive framework, including its architectural qualities, historical
timeline, and socio-spatial aspects within the urban context of Ankara. Hence, the
case features an essential part of the study. Finally, the guerilla urban art practices

are investigated in detail; in artistic, political, spatial, and performative contexts.

Based on the abandoned character of the Bina, this study questions the potentiality
of abandoned buildings in the cityscape as a generative ground for commoning.
During the investigations of guerilla urban art practices in Ankara, | observed that
many installations are on the abandoned buildings. This observation is questioned
and supported with several interviews with the practicing artists. The result derived
from this study represents a unique character of abandoned buildings as the canvas
of such practices and proposes a possible ground for commoning practices. One
particular result that derived from this study is a potential definition of the spatiality
of urban commons. The abandoned buildings represent another version of a
heterotopic place on the margins. In this sense, this study has a genuine aspect for

representing an alternative perspective to the spatiality of urban commons.

Moreover, the potentiality of abandoned buildings might demonstrate a generative
model for the autonomous art organizations, which address another form of
commoning. For the artists willing to detach themselves from the institutionalized
art community, self-governed mechanisms might be realized through commoning
practices. Accordingly, similar to the guerilla art practices, the heterogeneity and the
thirdspace character of the abandoned buildings and areas might encounter the

spatial requirements of these self-governed art communities.

Besides the generative models investigated, this study has an archival quality since
it investigates a popular yet never-examined building in Ankara’s urban culture. Bina
had been a well-known figure in the urban life of Ankara in many aspects. It had
been a cultural medium for the generations in the last decades and an arena for urban
practices. In addition, the interviews with graffiti and urban artists strengthen the

archival quality of the study. Considering these qualities, this study represents a
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comprehensive approach involving various discussions merged into each other. As
a result of this comprehensiveness, this study might evolve into a wide range of
possible fields. The assumptions derived by this study can analyze several other
commoning practices in Ankara and Turkey. Although each has a different plan and
context, the common patterns of these practices might be analyzed to determine a
system of commons in Turkey. In the presentation part of the Turkish translation of
Harvey’s Rebel Cities: From the Right to the City to the Urban Revolution, Temiz
mentions that in the minds of the citizens of Turkey, a public land, building, or a
natural resource refer to terra nullius,®? a legal gap which is nobody’s responsibility
instead of common property.® This mindset and its reflections on the commoning
practices might be investigated within an architectural and urban theoretical
framework. The study might involve the active participation of a community by
conducting a series of workshops so that the concrete outcomes would support the

thesis statement.

Another possible field for the future projection of this study is the spatiality of the
subcultures. This study has briefly introduced the spatiality of subcultures, especially
in the 1990s and the 2000s in Ankara. According to my research during this study, |
can claim that rock and metal music fans and performers have their own spatial
mapping in the city. This mapping can be investigated through a brief theoretical
analysis and a field study to enrich the inquiry. Unfortunately, Ankara has failed to
preserve an urban memory against the aggressive urban transformation. Being a
relatively new city and the Republic symbol, Ankara has witnessed an inadequately
planned and processed urban transformation that represents the current government’s

tendency of an ideological shift in Turkey.

82 no man’s land. Translated and defined by the author.
8 Harvey, D. (2015) Asi Sehirler: Sehir Hakkindan Kentsel Devrime Dogru, ¢ev. Ayse Deniz Temiz.
Metis Yayinlar.
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Along with other neoliberal policies affecting the city for the last 30 years, Ankara’s
modern urban identity has lost most of its unique qualities that have been constructed
since the beginning of the 20" century. Moreover, under the dominance of current
cultural and ideological hegemony, it has been severely difficult to maintain the
relationship with the city as social life has been transferred to the periphery or to the
shopping mall, which is another solid fact of Ankara today, the city center has been
abandoned. Hence, an archival study following the traces of the spatiality of social
life in Ankara from the perspective of a particular subculture would propose a

genuine contribution to the literature.

In addition to all the qualities they represent mentioned above, these alternative
future projections allow a multidisciplinary framework including architecture, urban
politics, visual studies similar to this study. Since architecture is a multidisciplinary
practice (or praxis), it can converge into many other fields. This convergence
proposes fruitful collaborations and opens up new perspectives. The city is a
complex composition of structures, relations, and incidents. Therefore, urban

dynamics should be discussed and theorized within a collaborative mindset.
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C. Questions for Interviews

l. Questions for Interviews with Regular Users

1. How can you describe your relationship with the Bina?

2. For what purpose have you been in the Bina? (Customer, staff, resident,
artwork installer)

3. Between which years have you been in the Bina?

4. How did your relationship start with the Bina?

5. Could you describe the architectural qualities of the Bina in terms of its
relationship with the surrounding?

6. Could you describe the spatial organization between the apartments in the
Bina?

7. Could you describe the spatial organization inside the apartment?

8. Could you describe the social interaction in the Bina?

9. Was there any conflict regarding differences?

10. Could you describe the gender based relationships in the Bina?

11. Could you describe the social life in Ankara by the time you were in the Bina?

12. When did you stop going to the Bina?

13. Is there any particular reason for you to stop going to the Bina?

14. Do you feel any sense of belonging of familiarity to the Bina?

1. Questions for Interviews with Guerilla Actors

1. How can you describe your relationship with the Bina?

2. For what purpose have you been in the Bina? (Customer, staff, resident,
artwork installer)

Between which years have you been in the Bina?

How did your relationship start with the Bina?

When did you start practicing as a street artist?

o a ~ w

What are the motivations of street art?
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7. What are the technical requirements in the practice?
8. What are the challenges you face during practice?

9. How can you compare the guerilla street art and conventional artistic

production?

10. Do you think that guerilla street art is a form of reclaim in the city?
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D. Drawings Received from E. Alptekin
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