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sPatial Practices 
of oda Projesi 
and the 
Production of 
sPace in istanbul
 Derya Özkan 

In 1997, Özge Açıkkol, Güneş Savaş, and Seçil Yersel, three  
women artists who met as graduate students at Marmara Uni- 
versity Fine Art Academy (Istanbul), rented a ground floor 
apartment in one of the buildings surrounding the Italian 
Courtyard in Galata. Initially, they intended to use  
the apartment as a shared artists' studio. Born into urban 
middleclass families and having grown up in Istanbul, the 
three women, by then in their early to mid 20s, and who 
would later initiate the art collective Oda Projesi1, were 
in search of a space that would allow them to dissociate 
themselves from their parental homes and to work in a re- 
latively independent environment. Diverging from the atti- 
tudes of most of their fellow artists moving into Galata 
in the 1990s, Özge, Güneş, and Seçil started to commu- 
nicate with their low-income neighbors living around the 
Italian Courtyard, which physically facilitated face-to-
face encounters.2 The first encounters were with local 
children, who began to pay frequent visits to their artist 
neighbors' apartment to join them painting or chatting. 
Next came the women of the neighborhood, who felt 
comfortable enough to share their daily lives with the 
artists. Acquaintances developed and the studio gradually 
transformed into a gathering place for the children and 
women living around the courtyard. In 2000, the three 
women artists gave themselves the group-name Oda Projesi, 
deciding to operate as an art collective and to further 
explore the possibilities arising from their lived 
experiences in Galata.

The motivation for initiating the art collective lay in 
questions around how to make art in relation to and with 
an awareness of their immediate urban surroundings. In 
other words, for Oda Projesi members, deciding to form an 
art collective meant deciding to explore how art could  
not only be inspired by but also become a material response  
to urban social life in Istanbul. Defining Oda Projesi as 
an art project proposition or an initiative in search  
of new ways of art-making, Özge, Güneş, and Seçil describe 
their work as "an everyday life performance both shaping 
and being shaped by relationships between people and 
spaces" (Interview, 24 April 2006; Oda Projesi Archives 
2005). Asked about what is at the basis of their work, 
Seçil defines their initial motivations in the following 
way:

"Oda Projesi is so much related to Istanbul in  
many different senses. First of all, we take  
inspiration from the spatial relationships that 
form the city of Istanbul. [This is about] a 
creative way of thinking about how spaces function. 
(...) We are making a direct appropriation of  
the ways in which this city functions, by using  

  1
Oda means room in 

Turkish. A literal 
translation of Oda 

Projesi would be 
"The room project".  
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the Oda Projesi 
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the existing potentials of the spaces in which we 
live together with other people. (...) You can 
easily see that there are always interventions in 
urban space in Istanbul, small or big touches... 
Everybody touches the city and in a way makes it 
his/her own (Interview, 31 May 2005)."

Becoming aquainted with everyday life in and around the 
courtyard and exploring the city from 1997 to 2000, Özge, 
Güneş, and Seçil recognized the prevalence of the inha-
bitants' interventions in urban space in Istanbul and the 
roles such interventions play in the social production  
of space in the neighborhood they were actually part of. 
Motivated by the complex spatial constellations produced 
via the inhabitants' interventions, and taking them as 
their model, Oda Projesi started to realize art projects 
in Galata. In their own words, "the constantly changing 
courtyard, the multiple uses of penthouses, the make- 
shift ladder used as a shortcut from the courtyard to the 
apartments on upper floors, the kitchens extended into 
balconies in relatively small apartments, the laundry dry- 
ing rope stretched between windows" are some of the habits,  
practices, or situations Oda Projesi members consider as 
models which they borrow from everyday life in the neigh-
borhood (Interview, 24 April 2006).

Oda Projesi experiments with these models in various art 
projects that could be grouped in numerous ways. Filtered 
through my perspective that highlights their involvement 
with space and urban spatial practices, a major group  
is what I call situational works in Galata. The situational  
works functioned almost like a catalyst for Oda Projesi  
in its process of becoming an art collective; and the art 
collective continues using the artistic strategies deve-
loped in Galata in projects realized elsewhere. The situa- 
tional works interweave several strategies: the first 
strategy is to make use of already available socio-spatial 
situations in the neighborhood, interact with them, learn 
from them, and develop a response to them. The second in- 
volves creating situations by bringing to the Italian  
Courtyard people, ideas, and practices which are normally 
foreign to the neighbors – although they are readily avail- 
able within walking distance around Tünel. This strategy 
was deployed to create collaborative artworks or realize 
various events (such as a book reading, a shadow play  
show, an experimental music workshop) that took place either  
in the apartment, in the courtyard, or elsewhere in its 
close vicinity. All these works are necessarily site-
specific and require corporeal involvement. They animate 
social spaces and create spatial situations, in search of 
innovative forms of artistic representation.

2
I use the artists' 
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Oda Projesi plays with alternative forms of representation 
also in its exhibition works that are made to be displayed 
in traditional art spaces such as museums, galleries, and 
biennials. In the exhibition works, Oda Projesi changes its  
artistic strategy, remaining within the space of the art 
institution and bringing into space things from the outside.  
For instance, a shanty, an illegitimately produced build-
ing that does not deserve to be called proper architecture 
due to its precarious existence is constructed by workers 
(hired by the art collective) in the backyard of a biennial  
venue, the legitimate site for art.

Alternatively, in some other works, the art collective si- 
tuates itself inside the art institution while simultaneous- 
ly extending its artwork towards the outside. An example 
of this was Oda Projesi's contribution to the exhibition 
becoming a Place, curated by Vasıf Kortun in 20013 (Açıkkol  
2001). becoming a Place took place at Proje 4L, a museum 
of contemporary art located in the middle of a low-income 
neighborhood of run-down apartment buildings, as well as 
near a business district full of high-rise business blocks 
with glossy facades. Oda Projesi had a poster on the wall 
of the gallery space that directed the museum visitors  
to another address in the neighborhood – that of an apart- 
ment rented by Oda Projesi and turned into a space for 
various events from home visits to discussions on art. In 
the case of Oda Projesi's contribution to the exhibit,  
this apartment was in the process of becoming a place as 
it was constantly being filled with people and activities.

A handout produced by Oda Projesi reads: "Spatial practices  
taking place in a specific place are what make it exist 
and give it its shape" (Oda Projesi Archives 2005).4 The 
stuff of the situational works in Galata is this process 
of activation. Galata works, in this sense, are spatia- 
lizing actions that animate the social dynamics embedded  
in established places and transform them into political 
spaces of representation. The inhabitants actively partici- 
pate in the making of the social space, be it their own 
apartments or the courtyard. In the situational works, then,  
the concrete lived experiences of the project participants 
turn space from an inert thing, a being in and of itself, 
into a fluid and alive, thereby becoming process.

The conception of space as a becoming process rather than 
a being as such is reminiscent of Henri Lefebvre's under-
standing of the production of space (Lefebvre 1991a).  
Considering space no longer as a thing in itself, a con- 
tainer in which things are located or practices take 
place, Lefebvre shifts the emphasis from space solely as 
an object to the spatiality of social life. Just as Marx, 
who made the conceptual and political shift from things in 
exchange to social relations of production, Henri Lefebvre 
worked through a shift from things in space to the pro- 
duction of space (Lefebvre 1991a; Merrifield 1995). Lefebvre  
opens his spatial thought to the unsettling effects of 
rethinking the everyday and its instabilities; and thus 
one of the major buttresses of his spatial thought is  
the becoming quality of space (Lefebvre 2006, 2002, 1991b).

For Lefebvre, space is a process; it is fluid and alive. 
It is not a dead or inert thing; it is not merely a 
physical container (Lefebvre 1991a). Thus space is always 
becoming, not a being as such. Lefebvre's work troubles 
the dualistic understanding of space restricted to its use 
and exchange values and to a merely causal (determined-
determining) relation between the two. Combining his work 
on space with a critique of everyday life, Lefebvre ele- 
vates lived experience to the status of a critical con- 
cept in rethinking the production of space (Lefebvre 1991a,  
2002; Kaplan & Ross 1987). This move, in turn, leads 

Lefebvre to expand his spatial thought and to develop a 
spatial trialectics.5 Seeking to exceed the dualism between 
use and exchange values of space inherent to normative 
definitions of the capitalist production of space, Lefebvre  
draws attention to a third level at which space can be 
understood. He calls this third level lived/social space 
or representational space; and he argues that the relation- 
ship between space and politics can be understood only  
if this third level is also included in the analysis of 
the production of space (Lefebvre 1991a, Merrifield 1995).

In its artistic commentary on the production of space and 
spatial practices, Oda Projesi relies on a definition of 
representational space akin to that in Lefebvre's trialec-
tics. For Lefebvre, representational/lived/social spaces 
are political spaces; and their politics is colored by  
the social practices that they are made up of. Similarly,  
the art collective explores the politics of the user-
inhabitants' spatial practices in Istanbul. In Oda Projesi's  
projects, everyday spatial interventions by the inhabi- 
tants in their immediate urban environments appear as 
integral to the production of space in the city. In other 
words, just like practices of urban designers, decisions 
of the state and real estate developers, processes of 
gentrification and large-scale urban regeneration projects,  
these minuscule interventions that are relatively difficult- 
to-name should nonetheless be recognized as practices  
and processes that play roles in giving shape and color to 
urban space.

Oda Projesi's work can be seen as one among many contem-
porary art practices that have recently been explored by 
critics and theorists as suggestive of an emerging rubric 
in the history of art. These practices go by a variety  
of names such as collaborative, relational, socially/po- 
litically engaged, situationist, or new genre public art. 
There is an ongoing discussion on the definition of this 
new rubric which comprises multiple discourses. Suzanne 
Lacy situates some of these practices within the tradition 
of public art, and thus calls them "the new genre public 
art" (Lacy 1995). While Miwon Kwon rethinks these practices  
in terms of rethinking site-specificity with regard to 
locational identity (Kwon 2002; Demos 2003), Claire Doherty  
calls them the new situationists with reference to the 
interventionism of the Situational International of the 
1960s (Doherty 2004). Carlos Basualdo and Reinaldo Laddaga 
argue that this new rubric can be defined as the politi-
cally engaged art of the age of globalization dedicated to 
social change through the creation of experimental commu-
nities (Basualdo & Laddaga 2004). Last but not least 

3
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specific projects. 
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importantly, Nicolas Bourriaud coins the phrase relational 
aesthetics to theorize these practices (Bourriaud 2002). 
Bourriaud's theory is in turn confronted by Claire Bishop, 
who considers the emergence of these practices as a social 
turn in aesthetics and criticizes them for privileging 
ethics over aesthetics (Bishop 2006, 2004).

These critical discourses share an emphasis on the artwork 
less as a product than as a process, as well as an interest  
in collective production and social communication. Taking 
place either inside traditional exhibition spaces or in 
actual public space, some of these practices look like urban  
activism, some like community-based art education. While 
some of the artists considered under this rubric went so 
far as to instrumentalize art to help disadvantaged urban 
inhabitants or empower them, some others self-consciously 
distanced themselves from this instrumentalization and 
strived not to resemble the social work services provided 
by the state to offer solutions to social problems and 
help maintain the stability of the existing society.6 Some 
of the artists in this last group, who refrained from 
educating the ordinary inhabitants who become collabora-
tors in their art projects, prefered rather to learn from 
them. The projects realized in Galata by Oda Projesi 
followed this last strategy, by recognizing their colla-
borators' already existing forms of relating to urban 
space, and by making use of these forms as models in their 
own art projects.

This new culture in the arts, as Carlos Basualdo and Reinaldo  
Laddaga call it, problematizes the definitions of art's 
production, exhibition, and consumption by rethinking them 
with regard to contemporary social issues, and by recon-
sidering art's proximity to the social sphere in the parti- 
cular historical conjuncture of globalization. Basualdo 
and Laddaga further state that the growing number of artists  
that characterize this emergent culture effects a "globali- 
zation from below" (Basualdo & Laddaga 2004, p.  169). 
Engaging in "the creation of exchange networks" through a 
"non-hierarchical collaborative production," these artists 
are in search of "new representational forms" (Basualdo  
& Laddaga 2004, pp.  166–169).

Considering both the art institution and the urban realm 
as spaces of political representation, Oda Projesi super- 
imposes the social practice of art onto social practices 
of urban everyday life. The art collective raises questions  
about the relation between space and authorship, comments 
on the discursive representations of space, and experiments  
with the political potentials of representational spaces. 
Oda Projesi investigates the cases in which normative 
definitions of the capitalist production of space is com- 
plicated by everyday spatial practices of the inhabitants 
of Istanbul. Oda Projesi's work is a demonstration of  
how the user-inhabitants of the city of Istanbul create 
spatial constellations and become spatial authors by 
activating/actualizing what I call the misuse value of 
space.7 Oda Projesi pushes the boundaries of spaces beyond 
their prescribed definitions and creates openings where 
the inhabitants' practices come to acquire spatial author-
ship.  Space is thus realized through an activation of the 
misuse value of space, at the point where the causal 
relationship between the use and exchange value of space 
is transgressed.

The misuse value of space is an excessive value that comes 
into being as an excess of the practices that make social 
spaces. This value is neither required nor predictable.  
It comes on the scene when space is realized by the users 
at the moment of its deflection. Oda Projesi's spatial 
practices are partial experiments where this realization 

is sought. Through transgressions of spatial boundaries, 
the art collective explores the political openings 
engendered by the activation of the misuse value of space. 
In this sense, the works of Oda Projesi are propositions 
that strive to rethink the multiple definitions of the 
production of space and to imagine emancipatory represen-
tational forms that urban space potentially can take in 
the contemporary social geography of Istanbul.
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art's indecent ProPosal: 
collaboration.  
an attemPt to think collectively
 Derya Özkan in Conversation with Oda Projesi 

This discussion, 
originally con- 

ducted in Turkish, 
took place in 

April 2006 through 
e-mails exchanged 
between Istanbul 

and Rochester. At 
that time, Derya 

Özkan was writing 
the chapter of her 
Ph.D. thesis which  

focused on Oda 
Projesi. She read 
a text by Claire 

Bishop in the Feb- 
ruary 2006 issue 
of Artforum. In 

this text, Bishop 
criticises colla- 

borative art prac- 

bu muhavere, 2006 
Nisan ayında 

İstanbul ile 
Rochester ara- 

sında gidip gelen  
e-mail'ler üzer- 

inden Türkçe 
olarak gerçekleş-

tirildi. Derya 
Özkan o esnada 

doktora tezinin Oda  
Projesi ile ilgili 
bölümünü yazıyordu 
ve 2006 yılı şubat 

ayında Artforum 
dergisinde yayın- 

lanmış olan, 
işbirliğine dayalı 
sanatı eleştiren 
ve Oda Projesi' 

nden de bahseden 

tices and discusses  
Oda Projesi. After  
reading Bishop's 

text, Derya  
addressed some 

questions to Oda 
Projesi's three 

members (Özge Açık- 
kol, Güneş Savaş, 
Seçil Yersel), and 
thereby initiated 
this discussion. 

The text then grew 
from the answers 
given to Derya's 

questions and com- 
ments; new ques- 
tions were then 

added to the exist- 
ing answers. This 

version of the 

claire bishop 
imzalı makaleyi 

okudu. Derya, bu 
okuma esnasında 

kafasında oluşan 
soruları Oda 

Projesi sanat-
çıları Özge 

Açıkkol, Güneş 
savaş ve seçil 
Yersel'e yönel- 

terek muhavereyi 
başlattı. 

başlangıçtaki 
sorulara verilen 
cevaplara, onlar 
hakkında yapılan 
yorumlar ve yeni 

sorular eklenerek 
bir metin oluştu- 

ruldu. Doğrusal 

Picnic in the courtyard in front of the Oda Projesi space in Galata, 2003 / Galata'da Oda Projesi mekânının önündeki avluda piknik, 2003.

text, which was 
very difficult to 
read in a linear 
fashion, was re- 

viewed by its four 
authors in Feb- 

ruary–April 2011. 
We have added 

subtitles to mark 
the disconti-

nuities in the 
text, but they are 
not meant to di- 

vide the text into 
sections devoted 

to a single issue. 
We suggest that 

our readers think 
of these subtitles 

as cumulative 
discussion topics. 

olarak okunması 
çok güç olan bu 

metin, 2011 
yılının şubat- 

Nisan aylarında 
muhaverenin dört 

müellifi tarafından 
yeniden gözden 

geçirildi. Metin- 
deki kesintilere 

işaret etmek üzere 
ara başlıklar 

eklendi. bu ara 
başlıklar, metni 
tek bir konunun 

tartışıldığı 
parçalara bölmek 
için konulmadı. 

Okuyucularımıza, 
bu ara başlıkları 
üstüste, birbirine 

In other words, 
when there is a 

new subtitle, this 
does not mean that 

the discussion 
under the previous 
subtitle is com- 
pleted. Rather, 

one topic adds to  
the other and they 
keep accumulating. 

eklenen, yığılan, 
biriken tartışma 
konuları olarak 

düşünmesini öne- 
riyoruz. Yani, 

yeni bir başlık 
açıldığında bir 
önceki başlık 

altındaki tartışma 
bitmiyor; aksine, 
bir konu diğerine 
ekleniyor, konular 
üstüste yığılmaya 

devam ediyor. 
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 Derya: When I read the Artforum text by Claire Bishop 
(Bishop 2006), I was intrigued by some of her arguments.
 
1. She argues that Oda Projesi strives to minimalise 
authorship, that this is a conceptual gesture, and that  
this move is used by Oda Projesi to develop an ethics 
based on the rejection of the authorial position (Bishop 
2006, pp.  180–181).

2. She claims that aesthetic judgement is not something 
that concerns Oda Projesi and that, for the art collective,  
even the concept of aesthetics is a dangerous word that 
has to be kept out of the discussion (Bishop, p.  180).

3. She further argues that the group openly conceives its 
work as antagonistic or activist (Bishop 2006, p.  180). 

4. Referring to Grant Kester's conversation Pieces, she 
writes: "for (...) supporters of socially engaged art,  
the creative energy of participatory practices rehumanizes 
or at least dealienates a society rendered numb and frag- 
mented by the repressive instrumentality of capitalism. 
But the urgency of this political task has led to a situa- 
tion in which such collaborative practices are automati- 
cally perceived to be equally important artistic gestures 
of resistance: there can be no failed, unsuccessful, un- 
resolved, or boring works of collaborative art because  
all are equally essential to the task of strengthening the 
social bond" (Bishop 2006, p.  180).

5. For Bishop, in collaboration-based art practices, 
creativity is reduced to collective action and to sharing 
ideas (Bishop 2006, p.  180).

6. She says that unlike the practices of artists like 
Thomas Hirschhorn, who deliberately makes visible the ex- 
ploitative character of his relation to his collaborators, 
Oda Projesi expresses a kind of generosity that has a 
tendency to turn its collaborators into volunteering and 
harmonious participants (Bishop 2006, p.  181). 

7. Finally, there is also the problem of how we should 
conceive the concept of community. Bishop does not elaborate  
on this issue in her 2006 essay but instead she discus- 
ses it at length in her previous Antagonism and Relational 
Aesthetics (Bishop 2004). There is no reference to Oda  
Projesi in this earlier text, but one might find a similar 
criticism about collaborative art in general. She claims 
that such an artistic approach tends to comprehend commu-
nity as something unified, requiring the mutual identi- 
fication of its members and relying on harmony rather than 
conflict or contradiction. However, she argues, community 
can be transformed into something democratic and political 
only if it is understood as a platform for continuous 
antagonism. 

Neighbouring 

 Seçil: The issue of community is rather significant here. 
I prefer to define it as an ensemble of people whose 
qualities establish a whole. The motif of artists working 
with community should lead us to reflect upon what 
reducing community merely to a material for art involves. 

Could we say that Oda Projesi proposes the concept of the 
neighbour rather than that of community? I am not only 
referring to our experiences and positioning in the Galata 
neighbourhood in Istanbul. What I am trying to indicate is 
the need to reverse the process in which both the neigh- 
bourhood in which we spent eight years and our neighbours 

are reduced to a mere cate- 
gory by some of those seeking  
to describe our work. Does 
theorisation necessarily 
entail squeezing a group of 
people into the term commu-
nity? Neighbouring is a 
state of becoming which has 
to be metaphorically sub-
stantiated and constantly  
re-formed. A unified and 
harmonious structure is 
always already unrealistic 
and impossible; or if any 
such claim exists, it is 
perhaps constructed retro- 
spectively, or amounts  
to pretension. For instance,  
we were once invited to an 
exhibition project in Bristol  
and the organisers asked  
us to work with that group 
or that community. We sug-
gested working with people 
who form a collectivity upon 
meeting us and each other, 
and who then disperse once 
the project has finished, 
rather than working with a 
predefined group of people.  
Our proposal was rejected.
Community is indeed a frag- 
mented, procreative, dis-
harmonious, and conflictual 
structure. That's why it  
can survive and produce new 
thinking. Therefore, I would 
propose a definition of  
Oda Projesi as a project in- 
volving neighbours rather 
than a pre-defined community

 Derya: I suppose what you 
mean here is not physical 
proximity but something else.  
So not only your neighbour 
next door, right? What exac- 
tly do you have in mind? 
Something like states of be- 
coming, in a world that is 
multiple, antagonistic, and 
fluid? 

 Özge: To understand where 
one stands, one has to look 
at those who stand nearby. 
The word neighbour refers to 
people who are sharing the 
same space, coincidentally 
or not, that is, who are 
face-to-face. This sense of 
sharing shapes the course  
of life. We don't construct 
our lives alone. The power 
of architecture emerges  
at the boundary lines that 
separate lives from each 
other. If this boundary re- 
fers to the walls of a flat 
or a house, we can argue 
that the situation intensi-

fies in certain spaces and 
cases more forcefully than 
in others. Oda Projesi, on 
the other hand, is perhaps 
willing to soften and erase 
these sharp divisions. Neigh- 
bourhood is actually a 
notion that relies on spa- 
tiality; it is something that  
shapes space; it requires 
everyone to define the 
boundaries of private life 
as they want to: some neigh- 
bours prefer to remain  
unseen and hidden and that 
creates particular uses  
of space, whereas some others  
develop more extroverted 
structures. For instance, 
some people use curtains, 
some do not; and these deci- 
sions depend on to what 
extent people want to relate 
to the exterior world and 
the people who are physically  
nearby. In that sense, 
establishing a relationship 
with one's neighbours is 
perhaps the first step to 
becoming part of the public 
sphere. Therefore, for  
Oda Projesi, it is perhaps 
important to discuss public-
private divisions, and how 
architectural paradigms 
shape these divisions along 
with different modes of 
neighbourhood. This includes 
not only two persons being 
neigbours but also two urban 
spaces being neighbours... 

 Derya: Here, I perceive  
a positive significance that 
you attach to the process of 
becoming part of the public 
sphere. This reminds me of a 
perspective that presumes 
the state of being public as 
something automatically good 
– which I find problematic. 
Would definitions like be- 
coming collective, collective  
living, or commonality  
perhaps be more suitable in 
this context?
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 1
Ada was Oda  

Projesi's contribu- 
tion to the 8th 

Istanbul Biennial.  
As part of this 

contribution,  
a gecekondu called 

"Mustafa Tetik 
Model" was built on 

the premises of  
the Biennial venue 
Antrepo by Mustafa 

Tetik and his 
friends, who were 
experienced gece- 

kondu master- 
builders. The build- 
ing process and the 

accompanying dis- 
cussions were video- 

taped but this 
footage was not used 

later in the pre- 
sentation of the 

work. The gecekondu 
was accompanied  

by Annex, a newspaper  
composed of texts 
discussing urban 

issues by way of the 
idea of the gece- 
kondu. Annex was 

designed by Oda Pro- 
jesi and distri- 

buted free of charge 
during the Biennial.

Authorship 

 Derya: Using Hirschhorn as an example for the concept of 
authorship,  Bishop argues that Hirschhorn's decision not  
to abandon artistic authorship is a correct move. I think 
Bishop does not really discuss the issue of authorship  
in a way that questions it. What I find appealing in  
Oda Projesi's works is exactly a dimension that is missing  
in Bishop: namely, the problematisation of authorship.    
A complete abandonment of authorship is perhaps impossible 
for artists today. Yet raising the subject for discussion 
is quite meaningful. I would say that Oda Projesi pro- 
blematises authorship in two different senses of the term: 
artistic authorship and spatial authorship.  For me, the 
central problem is not about who holds authorship, or 
whether it is transferred (easily and heroically) from the 
artists to the participants (or from the architect/city 
planner to the neighborhood community) or not – as exempli- 
fied in Bishop's argumentation. The main issue is con-
ceiving and dissecting authorship itself as a problem.  
When it comes to spatial authorship, it becomes even more 
difficult, since the knowledge of architecture, urbanism, 
and design is taken as a given and its authority and 
dominance are usually not challenged. This dominant expert 
knowledge and its professional ideology do not allow any 
dispute about who holds the authorship of space. I would 
say, here one also needs to think of the concepts of 
autonomy and authorship together. Authorship involves an 
authorial position and almost implies some sort of autho- 
rity. Is it possible to hold authorship and be autonomous 
at the same time? Perhaps there is a need to reflect upon 
the concept of autonomy from the scratch. These questions 
remind me of Michael Hardt and Antonio Negri's work, the 
Zapatistas, and John Holloway's change the World without 
Taking Power. Perhaps there is a need to conceive autonomy 
not as the autonomy of the individual but as autonomous 
sites emerging at the intersections of singularities. Can 
we think of autonomy in this sense as a concept challenging  
authorship?

 Özge: The real issue is to generate states of autonomy in 
contexts formed through authorship.  Only at this point can 
autonomy perhaps equalize anonymity and authorship.  Yes, 
Oda Projesi is a signature, and I think there is room for 
autonomy in the spheres it creates as long as it main- 
tains open-endedness in its projects. I guess you are bring- 
ing up the issue of rethinking this spatially when you 
talk about the intersection points of singularities? 

 Derya: Yes, I mean a rethinking of authorship in spatial 
terms. 

 Özge: This is also an issue that is bound to context. For 
instance, Hirschhorn produces his work as an artist in  
the context of contemporary art. He pays the participants 
from the neighbourhood and as an artist he himself is  
also a remunerated part of the chain. This is also what 
distinguishes the early phase of Oda Projesi: if there is 
no public funding for contemporary art in Turkey, we told 
ourselves that we can then develop alternative strate-
gies. As Hüseyin Alptekin once said, "complaining does not 
help." I think it is important to be aware of these kinds 
of institutional conditions while discussing the works  
of artists operating in these kinds of art systems in a 
European context. There the artist is paid for criticising 
the state; and this is a by-product of compensation poli- 
ies in Europe. Artists oppose the state with funds from 
the state; that is, and I am exaggerating of course, the 
state is buying self-criticism.  

Additionally, the lived ex- 
periences have to be taken 
into consideration. Relation- 
ships and art works in a way 
lose their lived quality when  
they are discussed according 
to theories. In this sense, 
artistic and everyday expe- 
riences are not shared to  
a sufficient extent. For in- 
stance, the ethical, aesthe- 
tic, and political dimensions  
of Hirschhorn's work are 
discussed intensively, but as  
someone coming from the Oda 
Projesi experience, I am 
more curious about the back- 
ground events of that par- 
ticular work: what kind of 
experiences did the artist 
make during the project? 
What kind of interventions, 
changes, or exchanges did 
the work produce within the 
lives of its contributors? 
There is an instance of 
having contact with a com- 
munity, and therefore it 
cannot be perceived as a 
one-dimensional work and it 
cannot be read solely through  
the context of art. We made 
a similar mistake in our work  
Ada in that we could not  
reflect sufficiently on the 
details of our collabora-
tive experience with Mustafa 
Tetik.1

 Güneş: I want to go back to 
the question of "what kind 
of interventions, changes, or  
exchanges the work produces 
within the lives of its  
contributors". Each project 
brings me a sense of ex- 
citement and unforesee-
ability. Then come moments 
of exchange. When the project  
comes to its end, what re- 
mains are relations that  
are produced during these ex- 
changes. In several instan- 
ces, we realized that we 
could not fully manage to 
share the relations that had 
emerged during the project. 
Intervention sounds to me to 
be an excessively sharp con- 
cept. I would say that Oda 
Projesi does not intend to 
intervene but it imagines an 
exchange triggered by the 
sense of being displaced in 
the places and positions it 
occupies, and by a corres- 
ponding potential transfor- 
mation. The question is what 
kind of things can you  
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see anew while reinspecting routine and banal elements of 
your everyday life? 

Making Mistakes 

 Derya: Özge, can you elaborate a little bit more on what 
you have called a mistake? 

 Özge: The mistake was that we got lost in the process that 
made the project. The part of the project that we presented  
to the public was limited to a presentation that did not 
reflect the process of production; in other words, it re- 
mained mere decoration. This is what I call a mistake. 
Although it might sound much too much like a generalisation,  
Marius Babias's On the strategic use of Politics in the 
context of Art, published in the catalogue of the Istanbul  
Biennial in 2005 is relevant here. He writes: "Within  
the process of globalisation, art was given a new role as 
embellisher and visual coloniser of everyday life... For 
instance, artists organised exhibitions and projects first 
to criticise the city and its urbanity in the 1990s,  
only to see them become politically instru-mentalised and 
absorbed by city marketing strategies." (Babias 2005, 
p.  291).

 Derya: What Babias describes is happening at the present. 
I could cite many examples, but one also has to be cautious  
about generalisations... Teddy Cruz is a case in point  
in the field of architecture. A US citizen of Guatemalan 
origin, Cruz places the makeshift settlements in Tijuana 
on the US-Mexico border at the center of his architectural 
philosophy, and thus elevates the status of these shacks 
made informally of mostly found materials. He emphasises 
the flexibility of these dwellings, their democratic and 
creative qualities, and cites them as inspirations of  
his own architectural production. Against the dullness of  
gated communities and American suburbs that are breeding 
alienation, he proposes "a humane model" inspired by these 
dwellings.

If we go back to the notion of mistake that you mentioned, 
I suppose that the structures of relations are quite  
different from those of presentation (or exhibition, or 
indeed of representation). Could this be the reason for 
the difficulties one encounters while exhibiting? It seems  
to me that those works of Oda Projesi which rely on rela- 
tions or, in other words, which are based solely on 
relations, diverge considerably from those projects where 
something is displayed as part of the exhibits. In the 
latter case, difficulties arise as a consequence of the 
exhibition setup, the artworld and its institutionality.  
There is a given framework of representation which has  
to be challenged. In some cases, this forces your work to 
convey too literal political messages. I am saying this 
from my own perspective, as someone who has reflected upon 
and written on Oda Projesi. For instance, it is really 
difficult to put into words and describe what you did in 
Galata since these are practices that challenge theorisa-
tion. But Ada, the work that we have just talked about, 
almost loses the richness that comes from the ambiguity  
of the process behind the work and acquires an explicitly 
political message. We can even say that it acquires a 
certain kind of representational force within the frame-
work of the biennial, which you would not expect or 
necessarily want. 

 Özge: Here, we can bring up the issue of the transforma-
tive power of theory. Could we say that we as a group make 
use of transformative means at experience-sharing stage? 
This refers both to shifting the space of that experience 

and also to its presentation.  
I would prefer to use the 
concept of re-presentation 
rather than representation. 
Exactly at that point when 
we start reflecting upon the 
work or the action, we are 
interested in discussions 
that emerge from our presen- 
tation rather than in spe- 
culating on its success or 
failure. 

 Seçil: I do not believe that 
projects lose their lived-
ness when they are exposed 
to various sorts of theoreti- 
cal deliberation. Lived-ness 
is lived-ness, and in pro- 
jects like ours it is fairly 
instant. What can ever re- 
place these moments anyway? 
I think sound theorisation 
does not damage lived-ness 
but transforms it. We also 
enjoy theorising our ex- 
periences while explaining 
them to others, and some- 
times we find ourselves in 
situations of over-theo- 
risation. The ideal case is 
when the project itself 
develops its own terminology 
and theoretical tools.  
I guess we intend to, or at 
least tend to, do it this 
way. I think in our expe-
rience there are four stages 
of project making: 1. Pre- 
project reflection; 2. The 
practice itself; 3. Theory 
of lethargy; 4. Theory of 
the project. These occur in 
this sequence but they also 
merge into each other. 

 Özge: Can you expand a little  
bit on the theory of lethargy?  
What I am really trying to 
say is that lived-ness dis- 
appears in the depths of 
theory when it is not shared.

 Seçil: What I mean is this: 
after the intensive practi- 
cal phase, a sense of aliena- 
tion emerges in relation 
with the case and the space – 
which is actually something 
positive. It entails some 
sort of intermission, distan- 
tiation, and even a little 
bit of escape from the pro- 
ject. We can describe this 
as the theory of the impossi- 
bility of perpetual produc- 
tion. The state of lethargy, 
which involves stillness and 
to a certain extent resig-
nation, can be considered as 
a healthy period following 

intensive lived-ness; but 
the control over the dura-
tion of this period should 
be in the hands of the 
artist or of the collective 
as the producer(s) of space 
and relations. I think that 
this intermediate period 
also needs theorisation and 
reflection. While complete 
withdrawal or relaxation is 
not possible, or should 
remain short-termed, there 
are occasions within this 
phase that enable theoretisa- 
tion – with the help of new 
perspectives emerging in  
the distance. The theory of 
lethargy is a transitional 
state that proceeds towards 
the theory of the project. 
It softens the shift and the 
leap from practice to theory:  
it operates as an awareness 
of the potentiality of theory  
construction, in opposition 
to swift, drastic transitions 
and over-theorisation.

 Özge: Actually these are not 
the goals but the outcomes. 
They are required to discuss 
the ethical dimension of  
the work. It is crucial for  
Oda Projesi to make effects  
and consequences visible. But  
let me return to the issue  
of mistake: I am perhaps re- 
peating myself, but I still 
think that it was crucial 
for us to present points of 
convergence between the 
experience of Mustafa Tetik, 
who constructed the gecekondu  
as part of Ada in the bien- 
nial venue, and our ex- 
perience with them. These 
convergences could not be 
made visible for people who 
we consider a secondary 
audience. How could we have 
succeeded without exotising 
these characters? This  
makes the problem of presen- 
tation significant. In that 
sense, visual media such  
as video also have their own 
traps. 

 Seçil: Oda Projesi explains 
its own practice as an 
intention, and this affords 
its production coherence.  
In a certain aspect, this is 
also a protective definition:  
appealing to the word inten- 
tion would narrow down our 
field of responsibility and 
enable concentration. In that  
respect, intention is  
not the end product but the 
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(bottom left) Oda Projesi poster, courtyard wall: "Whose neighbourhood is this?"  

101.7 efem radio project in collaboration with Bookstr and THEN, Galata, Istanbul, 

2005 / Avlu duvarında Oda Projesi posteri: "bu mahalle kimin?" bookstr and THeN işbir-

liğiyle 101.7 Efem radyo projesi, Galata, Istanbul, 2005.

(top) Ada, Mustafa Tetik Model, in collaboration with Mustafa Tetik and his  

colleagues, 8th Istanbul Biennial, 2003 / Ada, Mustafa Tetik Modeli, Mustafa Tetik ve 

meslektaşlarıyla işbirliğiyle, 8. Istanbul bienali, 2003.

(bottom right)"Gecekondu for sale" billboard advertisement, Ada, 8th Istanbul 

Biennial, 2003. "Gecekondu for Sale: Homes in Beautiful City Gecekondus, in coherence-

with the complexity of the city, open to modification in case of necessity. 

Two options in size: one bedroom or two bedrooms. Open a space for yourself."

/ "satılık gecekondu" ilanı, Ada, 8. Istanbul bienali, 2003. "Güzelşehir Gecekonduları'nda

kentin karmaşık yapısıyla uyumlu, tek göz ya da iki oda seçenekleriyle, eklemelere 

açık, yıkıp yeniden yapabileceğiniz, bir gecede terk edebileceğiniz evler. Kendinize

yeni bir yer açın."
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process. This differentiates the practices of art collec-
tives from those of social workers. Intention is the nexus 
between projects. One might relate the gecekondu project 
to the notion of intention, considering that it was presen- 
ted at the biennial; yet it emerged as an outcome. It 
passed through the stages I mentioned above and presented 
itself. 

Here I would pose a question to the other members of Oda 
and Derya: what does it mean to exoticise a situation? 
Özge, do you use this term because it is about gecekondu? 
Would we then say, in relation to our work Picnic, that 
the notions of picnic and neighbourhood were exoticised  
as well?3 And relative to The Picture of My life, were the 
contributors from the neighbourhood exoticised as well?4 

 Derya: Well, criticism actually emerges at this stage.5 
Accordingly, the response to your questions should be: 
"yes, there is exoticisation in these works". Exoticisation  
can emerge during the process as well as at the outcome. 
It is not intended but it may arise anyway. The crucial 
question is what kind of strategies can be produced to 
avoid this. 

 Özge: Exoticisation means presenting a situation, ob- 
ject, or subject without establishing a mutual relationship  
or exchange with it, contending with merely seeing it, 
perceiving it, and displaying it to others, or indeed ex- 
hibiting it to others. In that respect, what I value is 
striving for the visibility of the established relations 
and for openness about further participation. And I find 
it understandable that the gecekondu building was con-
ceived as an exotic and authentic object by the audience 
since it was presented in isolation from its production 
process (although its presentation was supported by our 
Annex publication and billboard advertisements).6 The 
processual character of relations brings with it stories.  
I don't have any problem telling these stories. I don't 
think that these stories are exotic. But in the case of 
Picnic and The Picture of My life there is a process;  
both the process and the story are visible. Perhaps Picnic 
can be considered a special case: what became a spectacle 
was the constructed space and not its content; moreover, 
we had our experience on this constructed stage. The 
photographs of the neighbourhood are exotic when they are 
considered in their isolated presentation. But we never 
exhibited them in isolation; well, actually, we didn't 
exhibit them at all. These photographs were taken and 
given to their owners. What mattered there was the mutual 
experience. 

İstanbul 

 Seçil: Could we perhaps reformulate the question of author- 
ship in terms of "Istanbul and authorship"? 

 Derya: Yes, this makes sense to me. In the final analysis, 
what makes us discuss issues concerning space and author-
ship are the spatial practices that produce everyday  
life in Istanbul. And we cannot start discussing Istanbul 
without touching on the issues of space and authorship.  

 Seçil: The European Capital of Culture projects brought 
the emerging triangle between culture, art, and the city 
to public attention. Also, it seems that this might trig- 
ger attempts to redefine what is minor and what is major 
in the context of urban problematics of Istanbul. 

 Özge: The concept of author- 
ship, just like the concept 
of gentrification, origi-
nates in the West. We might 
argue that authorship never 
existed here in Istanbul in 
the Western sense; the city 
was not structured predo- 
minantly according to this 
dynamic. Perhaps we should 
look for a corresponding con- 
cept of authorship in 
Turkish, our own language; 
that is, we should ask what  
the equivalent for author-
ship would be in the context 
of Istanbul. Actually, space 
is first formed and then 
appropriated. That is, from 
the beginning there is no 
authorship.   We can discuss 
the author of the space of 
Oda Projesi from this per- 
spective. The space is first 
established and then come 
the signature and naming. 

 Seçil: Actually, what now 
heads the agenda are the 
urban lots entrusted to pro- 
minent, giant architects – 
an urban situation formu-
lated through ownership.  When 
we examine the scale of  
our existence in the Galata 
neighbourhood, we can talk 
about situations and ex- 
periential modes to which we 
partly conform and from which  
we borrow things as the ren- 
ters of a certain space.  
We can consider these things 
through the misuse value. 
The author of the space seems  
to be us – but only as an  
as if.

 Derya: The culture-arts- 
city triangle is actually not  
that new. We are already 
witnessing the transforma-
tion it has entailed, I 
think. The cultural industry 
evolves into a position of 
comprising all of these three  
fields and of blending them 
into each other. I agree 
with Seçil; the process of 
transformation which has 
become evident in the last 
couple of years in Istan- 
bul forces us to reformulate  
our understanding about 
scales. The production of 
urban space in Istanbul has 
long been based on makeshift 
structures, and the city  
has been reproducing itself 
based on this character. 

3
 The project 

undertaken by Erik 
Göngrich (June 

10th, 2001) was 
based on his ob- 
servations about 

Istanbul as a 
picnic city. The 

courtyard of 
Şahkulu Street and 

its garden were 
open to all 

passers-by who 
wanted to take  

a breath. On the 
day of the court- 

yard picnic, every- 
one left their 

shoes "outside" 
and came into the 

carpet-covered 
courtyard, which 
became like the 

living room of the 
neighbourhood, a 

private space with- 
in public space. 

The courtyard was 
redefined in this 

project. Food, 
beverage, cutlery, 
pots and pans were 
provided from the 
nearest neigbour-

hood public market. 
 Invitations were 
prepared and sent 
to the neighbours 

one week before 
the event. For the 
picnic, the court- 

yard was covered 
with multi-func- 

tional plastic 
carpets. According 
to Eric, "wherever 

you put these 
carpets, in public 
or private space, 
the place becomes 

immediately 
yours!" Producing 

a sense of dis- 
placement with 

shoeless people pic- 
nicking on the 

street, the picnic 
posed the follow- 
ing question: to 
what extent does 
the distinction 

between "public" 
and "private" 
spaces have a 

relevance in the 
specificity of 

Istanbul?

4
Ada also included 
a series of acti- 
vities in Galata 
under the title 

saturday Meetings. 
Oda Projesi  

invited various 
artists to produce 
projects that in- 
volved collabora- 

tion with the 
residents of the 

neighbourhood. The 
Picture of My 

life, a project by 
Belmin Söylemez 

and Orhan Cem 
Çetin, consisted 

of producing photo- 
graphic portraits 
of whoever wanted 

to be a part of 
the project. The 

neighbours decided 
on the details  

of their portrait, 
such as the sett- 

ing, the pose, 
etc. This process 
was video-taped. 

The resulting 
photographs were 

given to the 
participants. A 

collage of all of 
these photographs 

and the video 
footage were later 

exhibited in the 
Oda Projesi space. 

5
 Derya is grateful 

to Rachel Haidu, 
her dissertation 
advisor and dear 
friend, for her 

criticism on this 
subject.

6
As part of Ada, 
advertisements 
were posted on 

actual billboards 
around the city  

to promote a 
fictional gecekondu 

for sale.
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What would be the impacts of large-scale projects on small- 
scale interventions? The former are driven by big capi- 
tal and hailed as so-called urban transformation. This is 
a crucial point. Will giant projects swallow up small 
interventions? 

 Özge: Actually, what Oda Projesi can do at the moment is 
try to excavate such micro-situations as much as possible. 
Just as in the theory of throw-away cities, what we find 
here is the case of throwing away of a whole past – and 
micro-formations are parts of this wasted past. But on the 
other hand, these survival structures are completely re- 
liant on the economy. As long as there is a need for survi- 
val, these micro-formations will be able to keep repro-
ducing themselves. But everything changes along with the 
economy – from marketing campaigns of newly constructed 
gated communities, which are displayed flagrantly in public  
space, to discourses that are shaped to find solutions  
to the congestion problem in the transport sector. The  
latter should be taken seriously since, along with improv-
ing access to neighbourhoods in the city, there are  
increasing proposals for beautifying these neighbourhoods. 
The upper-middle classes are tired of wasting time in  
traffic; improving transport would accelerate innercity 
safaris; the accessible parts of the city are already  
being exposed to transformation. One example is Bilgi 
University, which located its campuses in decaying suburbs 
or slum areas of the city twenty years ago; another is the 
development of city marketing strategies along with the 
increasing interest in the city of Istanbul, aimed at ge- 
nerating capital from tourism – all these phenonema pro- 
ceed with mutual interaction. Yet I am inclined to see all 
of them as urban dynamics – carnage committed in the name 
of the European Capital of Culture, for example. That  
is, the negligence and destruction of spaces that are consi- 
dered to be a problem – we can well define some of these 
things as spatial genocide. The shift is undertaken at a 
terrifying speed, along with mottos like "we have to destroy  
all gecekondu buildings until the year 2010 and we must 
renovate all buildings that are of historical importance".7 
Such problems have been overlooked so far since the macro- 
economy was based largely on micro-economies. But what 
they are trying to do now is to destroy all of these at a 
miraculously swift speed. They see the residents of neigh- 
borhoods under urban transformation simply as a mass – 
whereas all these residents have particular needs, different  
desires, and different lifestyles. 

Empathy 

 Güneş: Oda Projesi does not aim to strike roots at the 
sites it visits. Instead, it adopts a curious and sometimes  
even skeptical approach. But the issue of empathy intrigues 
me. What we do entails being a spectator and a guest, 
listening and opening things up to discussion. If empathy 
is about placing oneself in someone else's position,  
Oda Projesi's attitude involves prompting others to ask 
themselves questions rather than empathizing with them. 
This might sound fine at first glance but I think such  
an approach has its own problems. 

 Özge: I don't think that we have a negative approach to 
the concept of empathy. I even think that it has been  
one of the basic dynamics of Oda Projesi. The first three 
years in the neighbourhood, which were not marked by art 
projects, attests to this fact. One question has remained 
significant throughout: "How can I establish together- 
ness with someone who is different?" The neighbourhood had 
also this dimension. Empathy is a precondition for estab-
lishing this togetherness. 

I have never lived in a  
flat that consisted only of 
a single room but I saw it 
there, existing in the life 
of my neighbour. I expe-
rienced it spatially when I 
visited its residents; I be- 
came a guest in a flat that 
was basically a single room. 
This is quite different from 
seeing similar things on  
the TV screen. If I were not 
present in that space, I 
would not believe that such 
living conditions existed. 
That single room and our 
room established a natural 
affinity. 
Just next to a space that 
was overloaded and saturated 
with functionality, our  
definition of a space of no 
use gained a different mea- 
ning. How could these two 
opposites live next to each 
other without appealing to 
the sense of empathy? I am 
talking about a mutual empa- 
thy, for sure. Without it 
how can I relate to anyone 
other than myself? If a 
relationship emerges in the 
absence of empathy, it would 
be absolutely superficial. 
Empathy is something that re- 
lates to what has been expe- 
rienced. Another example of 
this was the Marmara Earth-
quake in 1999. If we hadn't 
experienced that trauma 
ourselves, not many people 
would have rushed to support 
those badly affected by  
the earthquake. We encounter 
news of disasters only 
through the coldness of the 
media; and since television 
tends to blend tragic things 
with entertainment, images 
of trauma seem to us not 
sufficiently credible. Expe- 
riencing a situation by 
inhabiting a place induces 
empathy. 

Representation 

 Derya: Has Oda Projesi be- 
come a trademark? This 
branding does not necessa-
rily involve being an art 
collective representing 
Turkey. Perhaps it represents  
collaborative art practices? 
I don't necessarily mean a  
negative implication in ask- 
ing this and I'm not saying 
that Oda Projesi is confined 
to this. I would just say that 

7
 When this text 
was undergoing 

revision in 
March–April 2011, 

the events of 
Istanbul 2010 

European Capital 
of Culture had 

already been fina- 
lized. It would 
be meaningful to 

evaluate the EcoC 
and rethink our 
discussion here 
in the light of 
this evaluation, 

but we shall 
leave this for a 
later occasion.
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(top) The Picture of My life, in collaboration with Orhan Cem Çetin

and Belmin Söylemez, 8th Istanbul Biennial, 2003 / Hayatımın 

Fotoğrafı, Orhan cem Çetin ve belmin söylemez ile işbirliğiyle,  

8. Istanbul bienali, 2003. 

(middle left) Entrance to the courtyard from the street above, 

Galata, Istanbul, 2001 / Avlunun üst girişi, Galata, Istanbul, 2001.

(middle right) The courtyard, Galata, Istanbul, 2001 / Avlu, Galata, 

Istanbul, 2001.

(bottom) locked room, Güneş Savaş, from One Day in the Room series, 

Oda projesi space, Galata, Istanbul, 2000. / Kilitli Oda, Güneş savaş, 

Oda'da bir gün serisinden, Oda Projesi mekânı, Galata, Istanbul, 2000.
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there is a need for developing strategies that could 
respond to the contingencies of differing situations. And 
this links back to the issue of representation, of course. 
Oda Projesi acts. And when these actions enter the field 
of presentation, an exterior of these actions starts to 
form and Oda Projesi is forced to somehow come out of its 
protective shell. Dealing with this exteriority requires 
cultivating strategies. This would be like a perpetual re- 
thinking, re-reading, and re-discussing. 

 Özge: The issue of context is significant here. If you 
consider things only through the perspective of represen-
tation, the things that you see in urban life or in  
an exhibition come to the same level. And I don't see a  
problem in that. The pleasure I derive from graffiti is 
the same as the pleasure I experience in front of a piece 
of art. I try to read them by considering their intention 
or the things they represent since they result from a 
productive process and have become exhibits; so naturally 
they represent something. I guess what is problematic with 
the art context is that art is still conceived to be some- 
thing sublime while it remains part of consumer culture. 
Advertisements, promotion efforts, and signatures become 
components of the context. From our perspective, this 
should be something disturbing and questionable, something 
that leads to the problematisation of art, its circles, 
its buyers, exhibition openings, and modes of presentation.  
Problematisation may take place by writing or talking; it 
might also be undertaken through experimenting with 
exhibition making. 

Production of Space 

 Derya: Can we expand a little bit more on the subject that 
Seçil has just raised, namely, "temporal, nomadic, mundane,  
and future-less uses"? I believe these nomadic uses refer 
to the uses of space that Oda Projesi found already exis- 
ting in the neighbourhood and borrowed. It seems to me 
that the spatial author of the nomadic practices that you 
mention in the context of Galata are the neighbourhood 
people themselves. Don't you think so? And can we say that 
Oda Projesi can be defined as an author as much as it 
belongs to the neighbourhood? I mean as much as it contri-
butes to the production of space in the neighbourhood.  
And we can even consider whether we are obliged to define 
the author of space.
 
 Seçil: Let's consider the neighbourhood as a stratified 
structure. Rigo, an apartment building built at the end of 
the 19th century on Şahkulu Street, has a specific charac-
ter with its courtyard and passage, while its design 
complied with the conditions and needs of its historical 
urban context. This specific architectural fabric started 
hosting temporary uses along with incoming migrants 
in the second half of the 20th century. Building blocks in 
this region keep changing their functions according to  
the endless demands of the city, and they have been main- 
taining their existence by being adapted to new situa-
tions. Some examples of borrowed situations are: the cons- 
tant changes in the courtyard; the transformation of ter- 
races into rooms by covering them up with walls or plastic 
panels; the iron staircase, which was installed to provide 
a short cut to one of the flats in the upper floor and  
to have a visually dominant position from the top to moni- 
tor the courtyard; a balcony-kitchen, that is, a balcony 
transformed into a kitchen to create a larger cooking space  
for the single-room flat; clothes lines that fly over  
the courtyard from one window to the other...8 

 Özge: Probably, it is dif- 
ficult to talk about a state 
of authorship on our side 
unless we come up with an 
intervention into the space 
or add a piece of art onto 
it. Things that happen there 
are built upon lived expe-
rience; at that stage who is 
the author and who isn't 
becomes rather complicated. 
The stage that turns Oda 
Projesi into an author is 
the moment at which it 
claims that what is happen-
ing is an art project – now 
whether this happens in the 
neighbourhood or in the 
gallery doesn't matter. But 
in the meantime, let's  
also remember that we aren't 
making any such claim. We 
aren't saying that this is 
an art project. Instead we 
say that it is a proposal 
for an art project. Lived 
experience forces us to say 
so; that is, it remains a 
proposal since there are no 
strict definitions and rigid 
limitations in daily life. 

 Derya: At this point, we can 
return to the issue of the 
production of space. Within 
this production, especially 
in the case of Istanbul,  
it is rather a confusing task  
to decide who is the author, 
and of what exactly. Follow-
ing Antonio Negri, can we 
define it as the production 
of the common space of the 
metropolis, by everyone 
living in the city, defined 
as a multiplicity of compli-
cated singularities that do 
not necessarily make a uni- 
fied and harmonious whole? 
What I refer to as the mis- 
use value of space emer- 
ges at this very point: the 
activation of the misuse 
value of space in Istanbul 
has a profound impact on the 
production of urban space. 
Can we argue that this mode 
of space production, which 
is based on the activation 
of the misuse value of 
space, has been the dominant 
mode of production in Istan- 
bul for a long time? I'm 
asking this with reference 
to the ongoing large-scale 
urban renovation programmes: 
how does the big capital 
invested in urban trans-
formation projects alter the 
dominant mode of space 

8
There have been 

drastic changes in 
the neighbourhood 

since this conver- 
sation took place 

in 2006. The 
facades of the 

buildings around 
the courtyard have 

meanwhile been 
redone, painted, 

and the courtyard 
redesigned.  

The Rigo apartment 
block is now 

"secured" by two 
gates fitted with 

an electronic 
security system. 

Some of the 
renovated flats are 

being used as 
apart-hotels and 

the neighbourhood 
is perceived by 
popular media as 

one of the hip 
places in town.
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production that is currently based largely on misuses;  
and how is it going to alter it in the future? 

 Seçil: The activation of the misuse value of space sounds 
quite appealing but it contains a paradox. Using the term 
misuse means presuming that a structure generating itself 
through conservative and functional uses actually exists. 
That would mean that we are inserting what we have been 
criticising so far into the definition of space. However, 
space already does have this quality; we don't need to 
name it as a separate value.

 Derya: I would say what you are referring to here is a 
capitalist definition of the production of space. Or we 
could talk about hegemonic, normative definitions of space 
in the present. These definitions do exist, even if they 
are never ideally realized or realizable, or even if we 
don't believe in them or accept them. We cannot deny them. 
But their presence does not mean that we cannot be criti- 
cal of them and cannot search for alternative definitions. 
Just the opposite: being aware of such definitions should 
indeed urge us to be critical. I have created the concept 
of the misuse value of space to develop an alternative 
perspective. All the disciplines that are based on spatial 
design, from architecture to urban planning, operate 
through such conservative definitions. I was educated at 
architecture school very much this way. Just a short time 
after I became aware of the prevailing definitions, I 
became skeptical because life didn't resemble these defi- 
nitions at all. And having the urge to think of other 
possible ways of producing space that would not fit into 
these conservative definitions, I departed from them 
completely and became a restless thinker! And once you  
see things from a different perspective, you find out that 
potentials and alternative practices have existed all 
along. Istanbul urges us to conjure up new definitions 
since when seen from the normative perspective Istanbul 
becomes reduced to an unconceivable, peculiar thing,  
and not much more. But Istanbul says, look once more! As 
regards the use and exchange values of space as pre-
scribed by normative capitalist definitions, I add the 
misuse value of space and refer to Istanbul as evidence.

 Özge: Actually, we can adapt Maria Lind's phrase of the 
actualisation of space to this case: activation and also a 
constant actualisation (Lind 2004). At the sites which 
Seçil has defined as temporary spaces, I believe that we 
are witnessing a process of that sort. Do we not keep 
saying that Oda Projesi always borrows the dynamics that 
are active in the city? So in a space undergoing constant 
actualisation, I mean in the city, Oda does in effect 
actualise its own sub-space. And it does this via its art 
projects. Can we see the city in this sense as a primary 
space, and Oda as one of the sub-spaces in it? Actually, 
we aren't talking about an act of writing here (which en- 
tails authorship) but one of translation: the translation 
of space, but a translation into a hybrid language. And 
this language is involved in a due process of formation. 
Instead of claiming that this is the correct translation, 
I refer to a sense of translation suited to constantly  
and even spontaneously changing situations; sometimes even 
translation itself requires translation. 

 Seçil: The actualisation of space is the realisation of 
space, I believe – and not exactly making the space ac- 
tive or actual. Activation sounds like mobilising a static 
situation; and actualisation may be understood as adap-
tation. But the phrase is important since it refers to a 
process and implies an intention. 

Signature 
 
 Özge: There is an additional 
problem in relation to art 
and authorship: should Oda 
Projesi be seen as a signa- 
ture despite being an art 
collective composed of three 
persons working together? 

 Seçil: Yes, inevitably. 

 Güneş: A signature with 
multiple partners. A group 
of partners in which the 
partners constantly change. 

 Derya: A provocative ques-
tion then would be: does Oda 
Projesi lose the partners 
with whom it (actually) 
shares the signature at the 
very moment it starts 
putting up its signature? 

 Özge: It is rather difficult 
for the audience to instant-
ly understand what the  
unity called Oda Projesi is 
composed of. Nevertheless,  
I would still insist that 
there is a need to distin-
guish Oda's neigbourhood 
projects from those in which 
we act more like an author. 
There are signatures in each 
project and these can be 
bracketed under the umbrella 
of Oda Projesi. If we claim 
that we work collectively, 
then we talk about partners. 
Concentrating on the concept 
of authorship slightly dis- 
places the context. It is  
of course quite easy to say 
that this is a signature 
when art is our sole 
framework. 

 Derya: Here I think the 
attempt to imagine a collec-
tive authorship is impor-
tant. For this takes us one 
step further than authorship- 
as-we-know-it, that is, 
individual authorship.  Can we 
not imagine a world in which 
authorship is shared or 
doesn't exist at all in its 
present sense? Eventually, 
the current definition of 
authorship is based on the  
notion of private ownership, 
one of the main pillars  
in the construction of capi- 
talism. 

 Seçil: Authorship is in-
evitable. But it is in our 
hands to challenge and dis- 
 

sect it. Even we can argue 
that challenging it without 
denying its presence faci-
litates the production of 
new forms. I think a world 
without authorship is not 
possible, but a world in 
which it is endlessly con- 
tested is. Its full cancel-
lation would evoke new types 
of authorships. What we can 
do is to accept its presence 
but also to try to trans-
form it by questioning it. 

 Derya: A world in which 
authorship is endlessly con- 
tested sounds to me like a 
world in which its familiar 
meanings would dissolve, new 
descriptions would emerge, 
and these alternative des- 
criptions themselves would 
also be questioned. I'm not 
talking about a world in 
which authorship is banned or  
forcefully abolished. I'm 
rather referring to a world 
in which authorship in its 
present (capitalist) sense 
becomes insignificant. 

 Özge: Can we say that Oda 
Projesi creates situations in  
which authorship becomes  
insignificant? On the other 
hand, a discussion about 
authorship within the frame- 
work of Oda Projesi would 
not lead us anywhere since 
no present structures  
are based on such a notion.  
This is why I prefer to  
talk about translatorship  
rather than authorship.  I 
think it is useful to read 
Oda through the concept of 
translation. But can this 
evolve into a state in which 
a sort of common language 
can be expanded, stretched, 
and given form? Since even 
linguistic translation, if 
analysed roughly, is under-
taken with questions in mind 
like "how would the writer 
express this in the Turkish 
language?". At that point, 
interpretation is also pos- 
sible and we may then con- 
sider a state of authorship 
that is tied to the existing 
text/space. But the transla-
tor is an intermediary bet- 
ween two languages, which is 
reminiscent of Oda Projesi's 
situation. The issue of 
language is also crucial for 
Oda Projesi; therefore, the 
project has to be analysed 
through the perspective of 
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language as well. What we call third space may well be 
seen as third language.

Translation and Mimicry 

 Seçil: Özge, you have been emphasising the issue of trans- 
lation. Would you expand on that with concrete examples? 
It sounds to me somewhat optimistic to explain Oda Projesi 
through the notion of translator-ship; it sounds even a 
little bit too positive. 

 Özge: Authorship is something rigid; it is about signing a 
completed work. Oda Projesi is about a series of inten-
tions and proposals, just like the difference between two 
different translations of the same text. A translator may 
come up with a completely different translation in compari- 
son with others because what he or she produces is a pro- 
posal of the original text in a second language. When  
I speak of translation, I also refer to the play with the 
inner dynamics of translation – a translation made with 
the intention of generating a common language. And I don't 
give a single meaning to the word. What we were doing in 
our long-term projects, realised outside the Galata neigh- 
bourhood, was the translation of the everyday life of 
these new neighbourhoods. We did exactly what people were 
doing in their everyday lives over there and we didn't  
add any object to these spaces. What we did was the trans- 
lation of space; and there was also the translation of 
everyday life into what was being experienced within the 
art space. Seçil, perhaps you could further explain what 
you have in mind in relation to the link between 
translation and optimism. 

 Seçil: Claiming that Oda Projesi has the position of a 
translator means saying that Oda Projesi has done a good 
job by transforming an intention from a process into an 
outcome. I would suggest the concept of mimicry instead  
of translation. I think there is more authorship in trans- 
lation, whereas in mimicry there is some sort of repeti-
tion and de-authorization. The translator proposes her/his 
own translation of a text, s/he rewrites the original  
text in her/his own language. If you think of mimicry in 
the light of the concept of the original, you can think  
of it as an interpretation of the original. The optimism I 
am talking about lies in an assumption that there can be 
no bad translation. When you, as a translator, say "I  
see it in this way, therefore I give voice to it in this  
way," this provides you with a kind of defense. 

 Derya: The issue of mimicry seems crucial to me. Is there 
a potential creativity in mimicry? At what point do trans- 
lation and mimicry converge? What I have in mind here  
is that translation is more a matter of mediating than a 
question of authorship.  And interpretation is present in 
both mimicry and translation, I would say. 

 Özge: I definitely wouldn't regard translation as an end 
result, which explains my emphasis on the word translation;  
everyone produces a specific version of the text, and this 
refers to a state of enunciation. Indeed, translation  
is a type of mimicry, the mimicry of the original text. At 
this point, differentiation between good and bad disappears;  
this is how I define translation that operates outside  
the context of art; even the translator's mood or frame of 
mind has an impact on how the enunciation is built up.   
Just like Derya, I share the view that the translator is 
actually a mediator, and therefore I consider the expe-
rience of Oda Projesi through the context of translation. 
Interpretation is definitely present within translation  
(a notion some people would certainly object to). The 

state of translation is a 
stance that resists literal 
perceptions and rigid de- 
finitions. 

 Derya: We are talking about 
a common production but at 
the end the signature appears  
to belong to the artist(s) 
and not to the people that 
have had a part in the pro- 
ject. This is because the 
artist is positioned and acts  
within the art world as long 
as he or she holds onto  
the artist's identity. But 
this is not doom and gloom. 
One can raise questions 
about authorship and proble-
matize the art world, and 
such questioning can lead to 
institutional critique.9

 Özge: Instead of collabo- 
ration with groups, can we 
perhaps define what is 
happening as the merging of 
different groups on a plat- 
form facilitated by Oda Pro- 
jesi? In that sense, does 
Oda Projesi let itself dis- 
appear? It's like when the 
radio project was halted  
for a day when there was  
a funeral in the neighbour- 
hood – that is, allowing 
projects to conform to the 
flow of everyday life.10 A 
normal radio station cannot 
afford a similar interrup-
tion for it is financially 
dependent on broadcasting 
advertisements. But our 
radio project could be sus- 
pended or make swift changes 
to its programme. Coming 
back to the issue of signa-
ture, I think when there is 
no audience the signature 
also fades away automatical-
ly. And in that sort of 
relational, live, collective 
projects, we call whoever 
isn't participating the 
audience. 

 Seçil: I don't think that 
signature ceases in this 
instance either; it cannot 
cease. For example, there 
was no audience in Özge's 
bring something From Home 
and Güneş's locked Room 
(both presented within A  
Day in Oda) but there were 
still signatures. Why? 
Because we decided to add 
them to our résumé and  
count them as works of Oda 
Projesi. Another option 
would be to say that we did  

9
Here I refer  

to what is called 
"institutional 

critique" in art 
history, which in- 
cludes self-reflex- 
ive art practices 

that treat the art 
world and its con- 

ventions in a 
critical fashion. 
The works of Hans 
Haacke are good 

examples of this.

10
 The radio project 
101.7 eFeM is the 
last work of Oda 

Projesi before 
moving out of the 

neighbourhood. The 
space of Oda Pro- 
jesi was trans- 

formed into a 
radio studio in 

collaboration with 
Matthieu Pratt 

from February 19th 
to March 16th, 
2005. The radio 

programmes focused 
on the gentri-

fication process of 
the neighbourhood. 

The radio was 
accessible only to 
the neighbourhood 

residents and 
those who came to 
Oda Projesi space 

especially  
to listen to the 

radio station.
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(top left) bring an object from your home, Özge Açıkkol, from One day 

in the room series, Galata, Istanbul, 2000 / Evinden bir eşya getir, 

Özge Açıkkol, Oda'da bir gün serisinden, Galata, Istanbul, 2000.

(top right) so far so good/so weit so gut, Nadin Reschke, Oda Projesi 

space, Galata, Istanbul, 2004 / şimdilik fena değil, Nadin Reschke, 

Oda Projesi mekânı, Galata, Istanbul, 2004.

(below left) About a useless space, Özge Açıkkol, Oda Projesi space 

opens, Galata, Istanbul, 2000 / Yararsız bir uzama dair, Özge Açıkkol, 

Oda Projesi mekânı açılıyor, Galata, Istanbul, 2000.

(below right) A random day in the room, Galata, Istanbul, 2000 / 

Oda'da rastgele bir gün, Galata, Istanbul, 2000.
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these works but we don't mention them and don't list them 
in our résumé. 

 Derya: Another question would concern the issue of child 
labour in relation to your work One Day in Oda (this  
issue has also been raised by Rachel Haidu). Could someone 
detect therein an example of exploitation – in the case  
of Nurşen's labour, I mean? This question could also be 
raised in relation to Claire Bishop's comparison between 
Hirshhorn and Oda Projesi. In her article in October, 
Bishop discusses the same thing with reference to Santiago 
Sierra. It sounds as if for Bishop Sierra and Hirschhorn 
are more honest since they paid those who contributed  
to their projects. And in her analysis, projects based on 
collaboration, including Oda Projesi, only pretend to 
integrate participants into the process. A sound discus-
sion about Oda Projesi first requires considering everyday 
life in Istanbul, the way in which people in Galata relate 
to each other, and so on. As a matter of fact, Bishop 
talks about "the aesthetic regime of art ... as we under- 
stand it in the West" (Bishop 2006, p.  183). Thus, she 
adopts what she calls a Western-centric perspective, and 
this perspective prevents her from seeing some of the 
local specificities in Oda Projesi's work. What would you 
say about this? 

 Güneş: What I can say about the issue of child labour is 
this: I guess what differentiates the case is the bracket-
ing of what will normally be considered daily experience. 
When I share the video recording of the half day I spent 
with Nurşen, something strange happens. And it becomes 
even more complicated because she is a child. It was such 
a long time ago; even I am struggling to reflect upon the 
case now. At that time, what mattered to me was to share 
things with her and to create a temporal space for  
her. But now, even I find it odd to have shared the video 
recordings with others and to have signed them as Güneş 
Savaş. But I can also add that my main intention at the 
time was definitely not to add these works to my résumé.  
I guess I did it under the influence of my previous art 
education. My contact and collaborations with children 
started at that period and the time I shared with them had 
a deep impact on me. I still work with children, albeit  
in a different format. How to share these works with 
others still puzzles me. Although there is no problem of 
signature in these works, the question still exists.11 
Regarding the signature of Oda Projesi, I think that it  
is rather a consequence of the process of re-collecting 
and sharing accumulated experiences. It can be regarded as 
some sort of editorial work perhaps. What matters is that 
when we go and stay somewhere we don't have the same 
intentions as the residents. As new neighbours, our inten- 
tions differ from theirs. We start a process and we pro- 
ceed step by step with the directions given by the people 
with whom we share the process. And then we try to share 
those experiences with others in other environments. 

 Özge: Why do we place so much emphasis on the issue of ré- 
sumé? Do we not consider it as a memo book, an account  
of what we have done so far? Do we not see it as something 
different than a simple CV? It is a summary of a whole,  
in which we make visible everything of Oda Projesi, a wide 
collection of things ranging from the smallest gestures 
(one-day events) to large-scale productions such as Annex 
at the Venice Biennial.12 Résumé is just an instrument for 
sharing information and otherwise it has no representa-
tional role. In the meantime, perhaps we can look closer 
at the concept of gesture. It is an important concept for 
Oda Projesi, I believe, since our projects are comprised 
of gestures: a short visit to the neighbourhood, going  
on trips and making observations within the city, reading 

texts... It's all about these  
minor gestures, and they 
comprise the whole project. 
Giorgio Agamben defines 
gesture as something belong-
ing "to the realm of ethics 
and politics and not simply 
to that of aesthetics."  
He adds that "what charac-
terizes gesture is that in 
it nothing is being produced 
or acted, but rather some-
thing is being endured and 
supported. The gesture in 
other words, opens the sphere  
of ethos as the more proper 
sphere of that which is 
human" (Agamben 2000, p.  57). 
I would like to discuss 
further the notion of ges- 
ture, as I think it also 
resolves the issue of sig- 
nature. 

 Derya: This is an interesting  
point. But does signature 
really disappear? Does it 
not keep on existing after 
the work is finalised and 
begins to be conceived and 
acclaimed as an artwork?  
It is true that signature 
disappears during the pro- 
cess of making live art 
works like Oda Projesi's; 
but when the work is titled 
and put into your résumé, 
and when you become the sub- 
ject of critics like Bishop 
and others, does its ghost 
not reappear? 

 Özge: Yes, Oda Projesi is a 
name. And as long as it re- 
mains a name we cannot avoid 
talking about signature. 
This is a result of acting 
within the art field. But 
playing with signature, and 
trying to displace it, is 
nevertheless possible and 
crucial. As long as the site 
of signature shifts, one 
might make it flexible, I 
believe. For instance, Oda 
Projesi sometimes publishes 
newspapers, sometimes it 
acts as a radio station, 
sometimes it appears on the 
banner of an art exhibition. 

 Güneş: It doesn't mean much 
to probe deeper into the 
meanings of the word signa-
ture. At the end, we operate 
as three people who come 
together as Oda Projesi; we 
collaborate with others and 
we share the results of  
such collaboration under the 
name Oda Projesi. Or we 

11
 I have been work- 

ing in a kinder- 
garden for the last 
seven years. I work 

with children be- 
tween the ages of two  

and four, and we 
make compositions 
with paint, tex- 

tiles, thrown-away 
objects, and various 

other types of 
material in my own 

small studio – 
separate from other 
courses and class- 

rooms. The fact that 
the sharing of the 
photographs, and 
video and audio 

recordings of these 
practices is under 

my control  
raises questions in 

my mind.

12
 Annex was produced 
for the exhibition 
The structures of 

survival, curated by 
Carlos Basualdo 

within the framework 
of the 50th Venice 

Biennial in 2003. It 
dealt with the in- 
formal extensions 

attached to prefabri- 
cated houses 

designed for those 
who survived the 

earthquake in the 
Marmara region in 

1999. These exten- 
sions were archi- 

tectural units that 
were made by the 

families inhabiting 
these houses. They 

built these annexes 
to expand their 
rather limited 

living space. Annex 
included photo- 
graphic documen- 

tation of some 
examples of these 
extensions and it 

was distributed in 
the form of post- 

cards free of charge 
to Biennial visi- 
tors. One of the 

prefabricated houses 
that was no longer 

used was transported 
from the earthquake 

region to Venice and 
the first issue of 

the newspaper Annex 
was also published 

as part of  
this biennial work.
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receive invitations to other occasions as Oda Projesi. The 
names of the participants are always shared, but for the 
next round we are invited again as three people. Therefore 
it's not possible to cancel out signature. But constantly 
protecting one's own attitude and signature would be quite 
problematic for a formation like ours. Oda Projesi does 
not have a clear-cut style or attitude. As Özge has just 
tried to explain, we are trying to deal with the burden  
of signature by sharing it in various sites and in many 
projects, inscribing it commonly into projects undertaken 
with other people. 

 Özge: I am not calling for a full cancellation; what I am 
trying to do is to underline the relation of signature to 
audience. What I meant was this: if there is no audience 
at the moment of realisation, then there is no need for 
signature. But this moment is crucial. If someone observed 
us during the project or entered it from the outside as  
a participant, then the project would take another shape.  
Video-recordings are a different matter since the decision  
whether to use them or not is up to you; they can also be  
seen as dead archival material. It is not theatre or 
staging, this is what I mean: we all become an audience or 
we don't become an audience at all... Our one-day projects 
required face-to-face relations and intimacy; they were 
close to private life, even mimicking it – something like 
bringing an object from your home or celebrating someone's 
birthday... What I wanted to say was that the absence  
of audience in the moment of experiencing an intensive re- 
lationship helps to establish a healthier relationship.  
 Here the issue of sharing resurfaces. The field of art is 
actually a space in which we can share these things. It  
is a field that we value as democratic, that we want  
to become democratic, or that, we think, has to be demo- 
cratic. 

 Derya: Art has been something that is seen, watched, 
looked at, that appeals to sight, or is something forever 
visual. The question about why it has been so and similar 
questions that follow from such a view are also significant.  
Even conceptual art cannot become a lived thing, even 
though it appeals to the senses other than seeing. Here, 
we can link our discussion to the art historical debates 
about the relationship between art and life, and to dis- 
cussions about art movements such as Dadaism and Fluxus. 

 Özge: Do you consider the practices of Oda Projesi con- 
ceptual art? It is partly true, of course, when we say 
that Oda is a proposal for a project. This question 
actually bugs me as well. On the other hand, categorisa-
tions such as social art and so on are also very restric- 
tive13. Reflections on Oda Projesi should not be devoid  
of considering the localities that it is tied to. Perhaps 
it is a particular category in itself. Perhaps we should 
read different types of art formations from that angle. 
For example, in which category would you locate Hafriyat 
or HaZa VuZu art collectives? In the case of Oda Projesi, 
we can perhaps open up the discussion about the issue  
of authorship through the notions of artwork and audience. 
And we can also discuss the problems of studying groups 
like Oda Projesi from the outside. I guess that just 
because of these problems we strive for establishing 
face-to-face contacts. For instance, as we did in Tensta, 
tactics like the artist's presence next to his or her 
work, his or her direct contact with each visitor, which 
attempt to facilitate mental participation, become 
prominent.14 Or the preference of the speaker's mode over 
those of the author or the writer... 

 Derya: Does this lead us  
to suggest that we speak to 
rather than listen to the 
other? There is also a re- 
ference to that in Necmi 
Erdoğan's states of Poverty.

Presentation 

 Özge: Let's also consider 
Gayatri Spivak's can the sub- 
altern speak? Spivak cri- 
ticises Gilles Deleuze for 
charging the concept of 
representation with a single 
meaning. She is especially 
critical of the following 
assertions made by Gilles 
Deleuze: "A theory is exactly  
like a book of tools. It has 
nothing to do with the 
signifier." Or "representa-
tion no longer exists; there 
is only action" (Deleuze 
1977, p.  205). In response, 
Spivak makes a distinction: 
"two senses of representa- 
tion are being run together:  
representation as 'speaking 
for,' as in politics, and 
representation as 'represen- 
tation' as in art or philo- 
sophy. Since theory is also 
only 'action,' the theore- 
tician does not represent 
(speak for) the oppressed 
group.  Indeed, the subject is 
not seen as a representative 
conciousness (one represent- 
ing reality adequately)." 
This distinction touches up- 
on the issues we are trying 
to discuss here. On which 
side of this distinction does  
Oda Projesi stand? We don't 
speak for others but re-
present; could we put it like  
that? 

 Güneş: This is an important 
question. Re-presenting  
or proposing something new? 
Let's consider an example, 
the radio project... Radio 
is basically a means of 
communication. And what Oda 
Projesi did in the context 
of radio was to design sound 
collages based on distorted 
sounds and interferences.  
So was Oda Projesi proposing 
a new radio methodology or 
only reflecting upon a multi- 
plicity of possibilities 
through a change of methods? 

 Özge: There is actually no new 
proposal in representation.  

13
(http://www.

republicart.net/
disc/aap/kravagna 

01_en.htm).  
Kravagna, 1998

14
Proje4l took place 

in Tensta Konst- 
hall, Stockholm, 

between August 17th 
– October 24th, 
2004. It was the 

first exhibition of 
the institution 
after it was re- 
opened under the 

curatorship of Ylva 
Ogland, Rodrigo 
Mallea Lira, and 

Jelena Rundqvist. 
Oda Projesi was 

unfamiliar with the 
institution and its 

neighbourhood. In 
order to have a con- 

tact with the dyn- 
amics of the context,  

the members of Oda 
Projesi set out to 

study Tensta and to 
employ the art space 
as a means to gene- 

rate some energy out 
of the existing 
social networks. 

Tensta is a suburban 
district which is 

populated mostly by 
large families from 
migrant backgrounds 
living in five-floor 
apartment blocks. 
The title of the 

project refers to 
the Proje 4L con- 

temporary art museum 
in Istanbul. The 

museum was located 
in Gültepe, close to 
working-class neigh- 
bourhoods. Oda Pro- 

jesi remained in 
Tensta for the dura- 

tion of the entire 
project. A series of 
working islands were 

created in the art 
space and each is- 
land, marked with 

yellow on the ground,  
referred to specific 

spaces in Tensta: 
library, shopping 

mall, women's 
center, school, gym, 

and so on. One of 
these islands, whose 

shapes were deter- 
mined according to 
the geometric pro- 

jection of their 
reference spaces, 

was atttributed to 
the flat of Oda 

Projesi in Galata, 
and this space 

hosted the documen- 
tation of Oda Pro- 

jesi's earlier 
works, including 

catalogues and other 
materials.
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(top) swing, seçil Yersel, 2000, Oda Projesi space, Galata, 

Istanbul / Salıncak, Seçil Yersel, Oda Projesi mekânı, Galata, 

Istanbul, 2000.

(below left) Neighbourhood children's drawings hung on clotheslines 

in the courtyard, Galata, 1999 / Mahalle çocuklarının yaptığı 

çizimler avluya çamaşır iplerine asılıyor, Galata, 1999.

(below right) Plan of Oda Projesi space in Galata, 2000-2005 /

Oda Projesi'nin Galata'daki mekânının planı, 2000-2005.
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I think of re-presentation as taking an existing thing  
and presenting it again in its re-formed version (rather 
than deforming it); this re-formed version takes shape 
according to changing spaces and situations. The radio 
example follows the same procedure. Oda changes methodo-
logies, and thereby reflects upon a multiplicity of 
possibilities. 

 Seçil: The quest and intention for cancelling out repre-
sentation and for enacting its finalisation are signi-
ficant. Otherwise we might easily be caught up within the 
vortex of contemporary discourses while trying to repeat 
the present we are inhabiting and to elaborate a critique 
or re-reading from the inside. This is pleasurable but at 
the same time dangerous! There is a need to escape from 
presentation, I believe. And the concept of re-presenta-
tion does not sound very different to me. Oda Projesi has 
been reflecting upon models of relationships all along.  
Is production devoid of any (re-)presentation possible? 
It's actually a somewhat self-destructive attitude; could 
we start from scratch by nullifying ourselves? 

 Özge: This depends on what you mean by without presentation.  
I'm using the word in its basic meaning. If Oda Projesi  
is about making things visible, then it would mean that it 
presents something. For me the real issue is how to 
position ourselves against the spectacle that unfolds under  
the influence of marketing. Where does our spectacle reside  
in relation to this spectacle. or does it not reside any- 
where at all in relation to the spectacle? But representa-
tion is not something bad; as long as we look at our 
surroundings, as long as we are interested in the city, we 
are going to be bombarded by representations. Perhaps we 
can escape from the stableness or the single-signification 
of representation by regarding representations simply as 
signs. Or can there be a counterstance in relation to what 
Roland Barthes describes: "Now, for a very long time – 
probably for the entire classical capitalist period, i.e. 
from the sixteenth to the nineteenth century, in France –  
the uncontested owners of the language, and they alone, 
were authors; if we except preachers and jurists (enclosed 
moreover in functional languages), no one else spoke, and 
this 'monopoly' of the language produced, paradoxically, a 
rigid order, an orderless of producers than of production: 
it was not the literary profession which was structured 
(it has developed greatly in three hundred years, from  
the domestic poet to businessman-writer)" (Barthes 1982, 
p. 185).

The Misuse Value of Space 

 Derya: If we go back to the concept of the misuse value  
of space that I have proposed, can we say that Oda Projesi 
misuses space? Oda Projesi bends and transforms space  
by trying to find usages that are beyond the prescribed 
meanings of space; it makes visible and realises the poten- 
tials of spaces by misusing them – on the condition that  
we understand misuse not in a negative sense. The question 
of spatial authorship enters the discussion here. Conse-
quently, the status of specialists who are assumed to 
possess the authority on the production of space is opened 
up for interrogation. What I'm actually trying to do is  
to talk about space by looking at the field of art. What  
are the convergences between art and authorship, between 
space and authorship, in the context of Oda Projesi? 

 Özge: Perhaps we can go back to the beginning of Oda 
Projesi's activities. Perhaps we should first look at the 
ways in which designed space fails to operate as a con- 
sequence of the dynamics of everyday life and is forced to 

change. Perhaps we should 
also take the temporal dimen- 
sion into consideration as 
we speak about process; and 
here we might look at the 
concept of pause, as elabora- 
ted by the curators of the 
Gwangju Biennial, who wanted 
to relate it to the ways in 
which relational projects 
tend to arrest time.14 It is 
about regarding the present 
instead of glorifying the past  
(official history) or the 
future (ideals). It is about 
stopping and reflecting for 
a while (this is also a 
mental process) in the midst  
of experienced time and space  
in order to produce a punc- 
ture. And doing it with other  
people and formations of 
course, since the other route  
is being experienced natural- 
ly among ourselves. Actually 
at this point we can talk 
about Oda Projesi's function 
as the preservation of 
memory: paradoxically, we are  
trying to document what seems  
to be fragile, short-lived, 
or awaiting imminent destruc- 
tion. The temporal dimen- 
sion is important in that re- 
spect – not in the sense  
of lost time but rather of 
captured time. 

 Derya: I also think that the 
temporal dimension is cru- 
cial. Placing time, that is 
history, next to space... But  
for a moment I want to go 
back to Bishop now. How does 
Oda Projesi consider the 
issue of political engage-
ment? Is Oda Projesi an acti- 
vist project, as Bishop 
portrays it? Can we see the 
works of Oda Projesi as ges- 
tures of resistance? And if 
we can talk about resistance,  
what kind of resistance is 
this and what does it resist?  
Is it oppositional, and  
if so, what is it opposing?
 
 Özge: Actually, the first 
act of resistance was to 
create a space for ourselves 
in Istanbul, the city we 
live in and that we are deeply  
concerned with. But it was 
not a conscious resistance. 
As time went by, and as we 
started operating within the 
sphere of art, we realized 
that we don't fit into the 
model of the artist locked 
up in her/his studio and who 
doesn't produce artworks 

14
 Moving Room was 

exhibited within the 
framework of the  

4th Gwangju Biennial 
from March 29th to 

July 29th 2002.  
It was the first occa- 

sion on which Oda 
Projesi partici- 

pated in an art event  
outside the Galata 
neighbourhood. The 

biennial, curated by 
Charles Esche and Hou  

Hanru, was devised 
to bring together 

collectives from all 
around the world and 

to display their 
working methods. The 
sub-exhibition that 
hosted Oda Projesi 

re-built the working 
spaces of collec-

tives on a one-to- 
one scale. The three 
rooms of Oda Projesi 

were re-activated 
with documents and 

workshops in collabo- 
ration with students 
and teachers of pri- 
mary schools nearby.
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unless s/he is invited to diplay works at an exhibition. 
We realized it is important for us to be in that parti-
cular space in Galata. It was important for us to be able 
to realize a project we had in mind right there whenever 
we wanted. Oda Project transformed later on, of course.  
At this point, it is also important to take the initia-
tive. The second resistance, I believe, involves pro-
ducing art beyond all kinds of top-down definitions  
or requests. We can resist the macro by researching micro- 
situations and relationships, and by looking at their 
dynamics. 

 Seçil: I rather think that Oda Projesi purposefully enacts 
resistance. It's rather a matter of reading a particular 
project in such a way retrospectively. We create gestures 
of resistance. But I cannot claim something like we re- 
sisted this first, and later we resisted that. Resistance 
is a process. It contains tensions and conflicts; in some 
areas you win, in others you lose. During resistance,  
the sides feel the presence of their rivals, and resistance  
emerges accordingly. Resistance is something more than 
opposition; it creates new spaces. And there is a conti-
nuity in resisting. 

 Güneş: For me the project involved curiosity rather than 
resistance at the beginning. This involved creating a 
space for ourselves in a declining neighborhood in central 
Istanbul and transforming it over time into a space of 
resistance. I also think that we interpreted this as resis- 
tance retrospectively. Well, opening an art space and 
funding this with pocket money in the midst of a huge art 
system is itself a kind of resistance. However, I think we 
weren't necessarily doing all this as a challenge to that 
system; or at least I didn't think of it that way as a 
member of the collective at the time. 

Aesthetics-Ethics 

 Derya: Let me raise another question, again by referring 
to Bishop's argumentation: how does Oda Projesi see  
the relationship between aesthetics and ethics? How does  
it approach aesthetics? Does it sacrifice aesthetics in 
favour of ethics, as Bishop puts it? What are the roles  
of aesthetics and ethics in the works of Oda Projesi, and 
how and where do they arise? 

 Özge: Well, Bourriaud's Relational Aesthetics was also 
criticised. Perhaps here we should talk a little bit  
about the risks of aestheticisation. For instance, while  
Istanbul is not an aesthetic city in the most well-known 
meaning of the term as that which is beautiful, it is being 
aestheticised. The fact that there is always an act of 
aestheticisation behind the notion of aesthetics somewhat 
annoys me. I think Oda Projesi creates a series of scenes 
– aesthetic or not. A possible scene of what could be done 
together, micro set-ups, etc. When I say scene, I don't 
only mean this in a visual sense of the word, of course.  
I am talking about an approach that realizes projects with- 
out thinking via aesthetics. 

Ethics work similarly. We realize a project without thinking  
ahead about its artistic success or failure. We simply 
rely on our personal ethics, as we move along proportionally  
with everyday life. If you establish a rule for this is 
ethical and that is not, you unavoidably end up otherising 
whom you are faced with. But if you see your counterpart 
as someone with whom you can share an experience, at that 
point the relationship between you and the other develops 
its own specific ethics. It is also useful to think the 
other way around: we have also produced products and we 

cannot ignore their relation- 
ship with aesthetics. None- 
theless, the aesthetic is 
not necessarily bad. But I 
say we cannot talk about an 
aesthetic structure in the 
works of Oda Projesi, because  
this isn't our aim. In other 
words, I think aesthetics  
is something that you aim at,  
whereas we have no such aims 
in our way of production:  
we produce by taking risks; 
and we usually don't make 
decisions in advance about 
how a project will end. 

Community 

 Derya: I would like to come 
back to one of my initial 
questions: how does Oda Pro- 
jesi approach the neighbour-
hood community? Do you aim 
to achieve community em- 
powerment? This also raises 
another question, namely, 
about the place of subjecti- 
vity in Oda Projesi's works.  
How relevant is the distinc-
tion between the self and 
the other (which Bishop also 
talks about) in the neigh-
bourhood? 

 Özge: In fact, the problem 
is right there. Christian 
Kravagna (1998) also talks 
about an approach that he 
calls "working with others". 
I think this is a problema-
tic approach. For Oda Pro- 
jesi, the question of "who 
are our neighbors?" was 
always important. Community, 
in this sense, corresponds 
to those sharing a common 
space. If we think of a com- 
mon space, then Oda Projesi 
is one of many community 
members who share this space;  
that is, it is integral  
to that community. In this 
sense, we cannot talk about 
a target group; never- 
theless, many times we are 
labeled as "Oda projesi works  
with such and such kinds of 
groups". At this point, I 
think we should rethink Oda 
Projesi's definition of com- 
munity via space. Those who 
share a common space make  
a community; life takes shape  
in relation to space and 
space in turn takes shape  
in relation to life. Sharing  
as neighbors is important, 
because only then can we talk  
about exchange. Experiences 
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vary, of course, but once you open yourself up to the 
other's experience, that otherness can undergo change.  
For instance in the neighbourhood, we were perhaps the 
others ourselves, a minority group with a way of life 
different from that of the majority of people living there 
at the time. Isn't it more healthy if those who have  
this other role keep changing? Empowerment is too large a 
claim; it actually suggests that we have the power. Why 
don't we take this as something done together, collabora-
tively? At that point we can talk about empowering space 
and everyday life rather than persons. Empowerment is  
not something that can be done only by one side in a re- 
lationship.  Oda Projesi, which takes nourishment from urban 
space, and whose survival is based on the city's dynamics, 
cannot have power by itself. 

Open-endedness 

 Derya: What is the role of open-endedness in Oda Projesi's 
works? In her article in October, Claire Bishop (2004) 
discusses the question of open-endedness, and argues that 
it is a problematic artistic strategy. She thinks that art 
can convey political messages by performing disruptive 
gestures that make spectators question themselves rather 
than by being open-ended. 

 Özge: Open-endedness is not something that those sharing 
an environment (including us) are aware of in practice. 
Rather, this is specified during the process; in other 
words, we cannot design a project as open-ended from the 
beginning. Only if the will of the participants has  
continuity or if a state of action-reaction is created may 
the project become open-ended. This is like not cutting 
the process with an abrupt end; and if there is a halt,  
it is a matter of resuming the process with new things  
to say... the fact that objects appearing as products 
actually function as vehicles defines open-endedness.  
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Erdoğan, Necmi (ed.) (2002). Yoksulluk 
Halleri: Türkiye'de Kent Yoksulluğunun 
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