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Mimarhkta Gen¢ Olmak

veya Yildizin Ardindan

Geng¢ mimar, yiice el hecerisi ve stilin mirascisi ¢iraktan, baba figiiriinii éldiirerek yeni
tanimlarin dniinii acan asiye, her daim mimarlik sdéylemlerinin parcasi olagelmistir.
Sdylendigine gore, Le Corbusier 1964 yilinda hir konusma yapmak icin Venedik’e gittiginde,
bulundugu tekne kendisini hinlerce dgrencinin bekledigi bir kanala yanasmisti. Dort yil sonra,
1968 olaylarinin ortasinda, bu kez Louis Kahn Venedik’e gittiginde konferans salonunda
sadece yirmi kadar insan vardi*. Gagdas mimarlik bugiin de taninmis mimarlari, yani
yildizlari, 6n cephede hirakan benzer hir reddedilisle karsi karsiya. Zaha Hadid’in
Guggenheim projesi, iscilerin calisma kosullar1 nedeniyle protesto ediliyor; Frank Gehry hir
basin toplantisi sirasinda islerini elestiren gazeteciye el hareketiyle karsilik veriyor. Eger
‘“geng” retorigi, biitiin yas ayrimciligi imalari hir tarafa, disiplini kurumsallastirma veya insa
etme pratiklerine yon vermeyle arasinda belli bir mesafeyle tanimlanmissa, bu terim
kavramsal olarak nasil tartisilahilir? Eger geng, onciilii zaten taklit etmis, parcalayip
coziimlemis, tiimiiyle reddetmis ve tekrar gézden gecirmisse, sirada ne var?

Gencin hir kategori olarak kabulii 20. yiizyilin sonunda, stil iizerine goriislerin, ilgili arag ve
sozciiklerin ¢okmesi ve mimarlik disiplininin hirhirini izleyen stiller yerine deneyselligi getiren
postmodern sapmaya ayak uydurmaya cabalamasiyla ortaya cikti. 1990’larda AIA (Amerikan
Mimarlar Enstitiisii) ve Architectural Review dergisi yiikselen geng mimarlar icin odiiller
vermeye bhasladi. MoMA 2000 yilinda PS1 Gen¢ Mimarlar Programi’nmi kurdu ve son on yilda bu
tiirii dven sayisiz sergi ve yayin yapildi. Somut isler yerine verilen ddiiller,
hiiyiik dlcekli projeler yerine yapilan gecici Kendin-Yap
yerlestirmeler ve hilyiime hikayeleri anlatan hiyografiler
yerine bhasilan kolektif kitapg¢iklarla mimarhk hir
kez daha arac, prosediir, ve iiriinlerini degistirmis
oldu. Bu dosya, mimar ve elestirmenleri, onciilii ile
ask/nefret iligkisi kurmayan hir geng
mimar/mimarhgin cagdas uygulama ve
elestirilerdeki yerini tartismaya davet ediyor.
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The Young in Architecture
or After the Star
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The young has always heen acknowledged in architectural discourses, from the apprentice
inheriting the grand hand and style, to the rebel killing the father in order to give way to
new definitions. It is said that, when Le Corbusier went to Venice to lecture in 1964, his
hoat arrived on a canal that was full of thousands of students waiting for him. Four years
later, in the midst of the 1968 events, Louis Kahn went to Venice and there were only ahout
twenty people in the lecture hall*. Contemporary architecture is now facing a similar
dissidence that places estahlished architects, namely the stars, in the front line. Zaha
Hadid’s Guggenheim project receives major protests over lahor conditions, and Frank Gehry
responds to criticism of his work with a hand gesture at a press conference. If the trope of
the “young,” all ageist connotations aside, is designated a certain distance from
institutionalizing the discipline or dominating building practices, how can we explore the
term conceptually? What happens next if the young has already mimicked, deconstructed,
denounced, and revisited the precedent?

The categoric recognition of the young emerged at the end of the twentieth century,
when all notions of style, and related tools and vocabularies, collapsed, and the discipline
sought ways to adapt to the postmodern turn that replaced the progression of styles with
experimentation. In 1990s, AIA (The American Institute of Architects) and Architectural
Review journal launched awards for young and emerging architects. MoMA estahlished the
PS1 Young Architects Program in 2000, and the last decade witnessed
numerous exhibitions and published collections celebrating
the breed. With awards replacing concrete
commissions, temporary DIY installations
replacing large-scale projects, and collective
pamphlets replacing monographs of coming
of age, architecture has once again
switched tools, procedures and products.
This themed issue invites architects and
critics to explore what the young
architect/architecture -one without a
love/hate relationship with the
precedent- means for contemporary
practice and criticism.
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Genis Igerikli
Bir Portfolyo

Sylvia Lavin B Gengligin varolduguna
dair, beyin geligsimi, hormonlar ve egitime
iligkin ¢ok sayida delille ortaya konmus,
gorunuste kati olan biyolojik gercege
karsin, “genclik” aslinda son derece
plastik bir kavram. Siyasi kulttrlerin
ihtiyacina yetecek kadar ¢ok “geng” var.
Yalnizca yakin donem Bati tarihinde bile,
burada sayilamayacak kadar ¢ok: Tuim
varliklarin ilahi kaynagina isaret eden
erken modern donemin mucizevi dehalari,
medenilesme siirecini mesrulastirmakta
kullanilan aydinlanma hayalinin vahsi
cocugu ve kendi yaratici zimremizi
destekleyen ekonomiler kadar 6ncii
tarihsel hareketler i¢cin de 6nemli olan,
dogal yetenegin ebedi kaynagindan
beslenen 20. yiizyilin yaratici ¢ocugu.
Bunlar, mimarlikla dogrudan ilgili olan
genclik bicimlerinden yalnizca birkagi.
Aslinda, mimarlik agik bir bicimde s6zde
biyolojik figiirlere dayanan kendi retorigi
icinde bu kavramin iglenebilirliginden
gonliince faydalandi: 50 yasinda ve
“yetenek”le dolup tasan geng¢ mimar ve
yine 50 yaginda ancak bu kez ¢ok beceri
ve uzmanlikla dolup tasan yapi ustast,
uydurulmus olan genglik kavraminin
geleneksel temasinda esit derecede kabul
goren, teorik olarak birbirleriyle
uzlagtirilamaz iki ideolojidir.

Opyleyse, bugiin sormaya deger olan soru,
genc¢ mimar diye bir kategori olup
olmadig: degil, daha ziyade bu kategorinin
simdi hangi amaca ve kime hizmet
ettigidir. Ve bu dosyada yer alan
bulgulardan yola ¢ikarak bu konuda ne
ogrenebiliriz, ya da diger bir deyisle, bu
kavramin, burada oldugu gibi, geng olarak
kabul edilenler tarafindan bizzat
benimsendigi ger¢eginden ne 6grenebiliriz?
Sozkonusu gercegin kendisi de bir tiir
kanittir ¢inkti mimarhk alanina iligkin
elimizde varolan diger bulgularla celisir ki
bu alan, tarihsel olarak gencler tarafindan
yurutiilen, yonetmeliklerle baglanmamig
uygulama bigimlerinden uzaklastik¢a
giderek daha da profesyonellesmektedir.
Gegmiste geng mimarlar ilanlar toplar,
hafif manifestolar yazar ve yemek
kitaplarini sisirirken, bugiin doktora
dereceleri aliyor, galericilerle biraraya
geliyor ve kuratorlik yapiyorlar. Aslinda,
geng mimar kavrami, yaratici
ekonomimize kusursuz bir sekilde hizmet

eden 6zel bir iggiicti havuzu olarak
seferber edildigi akademik cevrelerin ve
miizelerin seralarinda en etkin bigimde
yetigtirilen kesimi tanimliyor.

Geng mimar programlarina yeterli kaynak
ayrilmiyor olusundan kamuoyuna nadiren
bahsedildigi, bilinen bir gergek. Elbette,
aile planlamasindan temel egitime
varincaya kadar genglere yonelik bircok
program mali agidan yeterince
desteklenmiyor ve bu destegin yetersizligi
yaygin olarak kabul ediliyor ve ¢cok¢a
tartisihyor. Ancak mimarhk alaninda bu
konu, genclerimizin, gencliklerine yonelik
programlara para 6demelerini talep
etmemiz nedeniyle, kitlesel olarak ifade
edilen bir hayal kirikligi kaynagi olmaktan
ziyade bir tabudur.

Geng¢ mimar programlarina ve buytik
getirileri olmasi umuduyla aktarilmig
kaynaklara dayanan koruma fonlari gibi
diger olanaklara iligkin daha dogru bir
tanim, pekala Geng Fonlari olabilir. Bu
kesinlikle, yalnizca muzelere 6zgii bir
durum degil. Butin tniversiteler,
-sponsorlarca desteklenen arastirma
stitldyosu gibi ya da daha buytk okul
harglari yaratan 6grenci birliklerine
imkan saglamak uzere tasarlanmis kabul
kriterleri ve miifredata yonelik
degisiklikler gibi- agik bir bi¢imde olsun
ya da olmasin, giderek kar amacl yapilara
doniistiikge, bu tniversitelerin kendi
biinyesindeki entelektiiel ekonomiler de
ayni sekilde déniisiir. Ornegin, bir
zamanlar entelektiiel 6zgurlitkle
bagdastirilan bir yap1 olan akademisyen
kadrolari bugiin ¢cagdag akademik
cevrelerde giderek daha da tahammiil
edilemez hale gelen bir isgticii kosuluna
donugmigtir. Neredeyse buitin
universitelerin arayiglari daha az kidemli,
genellikle daimi kadrosu olmayan (ve cogu
zaman buyik bir ders yukunu ustlenecek
olan) 6gretim tyelerine yoneliktir:
Universiteler, taze fikirler ve yeni
yaklagimlar retorigini kullanarak,
“entelektiel 6zgurlik” kavraminin aslinda
hi¢ de genglere 6zgii olmadigini
dusundurecek bicimde, bu pozisyonun
miyadinin dolmasini hizlandirmak igin
gen¢ mimarlara yonelirler.

Tipki disipliner otonomi kavraminin artik
gecerliligini yitirmesi gibi, disiplinin
kurumlari da ge¢mise kiyasla buytk
olgtide piyasalarin inis-¢ikiglarina tabi hale
gelmistir. Bunun sonucunda, disipliner ve
ekonomik konular yeni bigimlerde ve daha

da onemlisi eski retorikleri doniistiiren
yeni bicimlerde birbirine karigir.
Gunumiuzin geng¢ mimari, tam da bu
sureci ornekler: Mimarlik alaninin, 6nemli
geleneksel temalarindan birini yeniden
yapilandirarak baglami igerisinde bu
degisimi ne sekilde tartigtigini yansitir.

Bu acidan bakildiginda, gen¢ mimar, en
iyi sekilde bir fayda-maliyet analizi
araciligiyla incelenebilecek bir figtirdiir.
Egitimleri sirasinda ilave mesleki ticretlerle
karsilagirken, sergileri i¢in fon yaratmaya
¢abalarken ve yayinlanacak kitaplari igin
buiyiik ihtimalle, kendilerinden daha
zengin kurum, sanatci, fotografci ve yasca
biliyitk mimarlara telif ticretleri 6demek
zorunda kalirken, diger bir deyisle,
caligmalari yaratilan kaynaklarin kisitlilig
bir yana yeni maliyetler dogururken, sunu
sormak imkanli ve anlamli hale geliyor:
Geng bir mimar olmanin bedeli nedir ve
buna deger mi?

Bedeli her ne olursa olsun, bundan fayda
saglayan kurumlar agisindan, gen¢ mimar
kategorisini kalic1 kilmak igin yatirim
yapmaya deger; ciinku kategorinin
kendisine iligkin varsayimi kalici kilmanin
da bir bedeli vardir ve burada esas nokta,
sozkonusu bedelin genellikle bu kategoriye
dahil edilmenin bedelinden daha duguk
olmasidir. Fakat gen¢ mimarlar kuliibiiniin
uyeleri i¢in bu bedelleri 6demeye deger
mi? Burada 6nemli olan tercih yapabilme
ve karar tiretebilme yeteneginin varhgidir:
Gengligin tarihsel figiirleri, miithig bir
cesitlilik gostermesine kargin, retorik
gelenegin bir diger tutarl ozelligi de
gencin pasifligine iligkin varsayimdir:
Geng¢ mimarlar, bir dahi veya yaratict bir
¢ocuk gibi, boyun egme veya direnme
yetenegi olmayan bog bir kap olarak
algilanan yasam alanina empoze edilmis
yapilardir. Fakat bugiin insanlar,
mutlulukla degilse bile kendi istekleriyle
gen¢ mimarlar kuliibtine katilmakta,
katisiksiz yenilik ve yaraticilik ortaminda
varolma ayricaligina sahip olmak icin
bedel 6demekteler. Ve bu da, sozkonusu
meselede birer aract konumunda
olduklarinin ilk bakigta goze ¢arpan
kanitidir. Ben, bu kisilere sunu soylemek
isterim: “Iyi sanslar ve umarim 6dediginiz
bu bedelin karsihigini alirsiniz.”

Tartismak istedigim bir diger konu ise,
bugtinlerde en dikkate deger geng
mimarlarin her nasilsa, eski kafali
degilseler bile en azindan orta yash
olmalari. Mimarlik alani igin, orta yash
mimar seklinde yeni bir kategori icat

etmenin faydalarina dair biyolojik
argtimanlar ileri stirebilirim, ¢inki
guntiimizde ortalama yasam siiresine
yonelik beklentiler g6z 6ntine alinirsa,
mimarlik alani epey uzunca bir stre orta
yagh olmak konusunda 1srarli cok sayida
orta yasl mimar ile karg1 kargiya
kalacaktir. Bunun zor olabilecegini kabul
ediyorum ctinkii mimarlar adina “eskinin
60’inin bugiinin 30’u” oldugunu ileri
surmeme izin verecek mevcut bir orta yas
miti yok. Fakat belki de, miti yaratanlar
tarafindan ihmal edilmis olmasi orta yast,
tretken bir tasarim sorunsali seklinde yeni
bir mimari temaya dontistiiriir ki bu benim
ileri stirdigiim, mimarlikta ¢oktan agilmig
ve uretimini surduren, deneysel olarak
tanimlanabilecek bir yoldur. Orta yash
mimar, uzmanlktan ziyade dikkatle, saf
yaraticiliktan ziyade karmagik distinceyle,
degisimden ziyade mesaiyle, desteklenen
kaynaklardan ziyade elindeki kaynaklarla,
piyasada, ortamlarda ve azimle ¢aligir.
Orta yasl mimar, mimari isgiicinu dusiuk
fiyatla satmamay1 ve mimari degeri yiiksek
fiyattan almamayi tercih eder, ama bunun
yerine hem disiplinli hem de ¢ok yonli bir
portfolyo olusturan yontemlerin
arayisindadir. Orta yasli mimar, diger bir
deyisle para ve fikirlerin isgtict
piyasasinda, basariyla muzakere edebilmek
icin, mimarligin uzun vadeli buytimesine
yatirim yapar. B Sylvia Lavin, Mimarlik
doktora programi baskani, UCLA.

Ceviri: Canan Erten

A Well-Diversified
Portfolio

Sylvia Lavin B Despite the apparently
obdurate biological fact that youth exists,
attested to by increasing quantities of
evidence about brain development,
hormones and education, the concept of
the young is enormously plastic. There
have been as many “youths” as political
cultures have required. Even in just our
recent western histories there have been
too many to account for here; the
miraculous prodigies of the early modern
period attesting to the divine source of all
things, the wild child of the enlightenment
imaginary used to justify the civilizing
process, and the creative child of the
twentieth century full of an endless supply
of natural talent as important to the
historical avant-gardes as to the economies
that support our own creative classes.

These are just a few of the fashions of
youth of immediate relevance to
architecture. In fact, architecture has
happily exploited the malleability of the
concept in its own rhetoric that relies on
explicitly pseudo-biological figures: the
young architect who is 50 and full of
“talent” and the master builder, who is
also 50 but is full of skill and expertise
instead, are two theoretically
irreconcilable ideologies equally at home
in the topos of a fabricated youth.

The question worth asking today, then, is
not is there such a category as the young
architect but rather what purpose does the
category serve now and for whom? And
what can we learn about this on the basis
of the evidence of this very journal, which
is to say, what do we learn from the fact
that the notion is being taken up, as it is
here, by the self-reportedly young? The
fact itself is a kind of evidence because it
is at odds with other evidence we have
about the field, which is increasingly
being professionalized as it moves away
from the unregulated types of practice
historically authorized by youth.

Where young architects once collected
ads, wrote gentle manifestos and inflated
cookbooks, today they get PhDs,
gallerists, and jobs as curators. Indeed, the
young architect is a category that is most
actively cultivated in the hot houses of
academe and museums where it is
mobilized as a specific pool of labor that
precisely serves our creative economy.

It is a well-known fact that is rarely
mentioned in public that young architect
programs are poorly funded. Of course,
many programs for the young are
underfunded, from Planned Parenthood to
basic education, and generally, the lack of
support is widely acknowledged and
contested. But the topic is taboo in
architecture rather than a collectively
expressed source of frustration in part
because we require our young to pay for
the programs of their youth. A more
accurate description of young architect
programs and other such opportunities
that, like hedge funds rely on borrowed
resources in the hope of large returns,
might well be Young Funds. This is
certainly not unique to the museum
setting. As universities increasingly shift to
for profit structure, which they are all
doing whether explicitly or not -to wit the
sponsored research studio or the changes
in admissions criteria and curricula

designed to enable larger tuition
generating student bodies- their internal
intellectual economies shift as well. For
example, tenure, a structure once related
to the idea of intellectual freedom, is now
a form of labor condition that is
increasingly untenable in contemporary
academe. Virtually all university searches
are for junior faculty, often without tenure
track (and often with massive teaching
loads): using the rhetoric of fresh ideas
and novel approaches, universities

seek young architects to facilitate the
erasure of this track in ways that make
even the memory of the notion of
“intellectual freedom” sound, well,
certainly not youthful.

Just as the notion of disciplinary
autonomy no longer obtains, the
institutions of the discipline are much
more subject to the rise and fall of markets
than ever before. As a result, disciplinary
matters and economic matters are
entangled in new ways, and importantly in
new ways that transfigure old rhetorics.
Today’s young architect is precisely one
example of this process: it reflects how the
field is negotiating this change in its
context by restructuring one of its
important topoi. Seen in this light, the
young architect is a figure best examined
through a cost benefit analysis. As they
face added professional fees in their
tuition, fundraise for their own biennial
displays, and publish books for which they
have to pay copyright fees to institutions,
artists, photographers and older architects
who all presumably have more money
than they, in other words, as the fact that
their work entails new costs as well as less
funding, it becomes both possible and
necessary to ask what does it cost to be a
young architect and is it worth it?

Whatever the price tag, investing in
maintaining the category of the young
architect is worth it to the institutions who
benefit since while there is cost involved in
maintaining the fiction of the category
itself, the point here is that by and large
that cost is less than the price of admission
to belong the category. But are the dues
worth it to the members of the young
architects club themselves? It is essential to
acknowledge that there is choice and
agency at stake: while the historical figures
of youth have varied tremendously, the
one consistent feature of the topos is the
assumption of passivity on the part of the
young: the young architect, like the
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prodigy and the creative child, are
structures imposed onto a sphere of life
itself understood to be an empty vessel
incapable of resistance or acquiescence.
Today, however, people join the young
architects club, and pay for the privilege of
being associated with unadulterated
novelty and creativity, willingly if not
happily. That they pay is prima facie
evidence of their agency in the matter.
And to them I would like to say “good
luck and you get what you pay for.”

I would also like to argue, however, that
the most interesting young architects these
days are if not quite old fashioned, then at
least, middle aged. I could make biological
arguments for how useful it would be to
the field to invent a new category, the
middle-aged architect, because given
today’s life expectancies, the field is

going to be faced with an increasing
number of middle-aged architects who
persist in their middle age for a very

long time. I acknowledge this might be
difficult because there is no available myth
of middle age that would permit me to
suggest that 60 is the new 30 for
architects. But perhaps the fact that
middle age has been neglected by
mythmakers, makes fashioning it into a
new architectural topos a productive
design problem, one that I submit has
already begun and is producing a way of
working at architecture that can be
empirically described. The middle-aged
architect operates with precision rather
than expertise, complex consideration
rather than pure creativity, through shifts
rather than transformation, on the market,
across mediums, steadfastly and with
available rather than leveraged resources.
The middle-aged architect chooses not to
sell architectural labor low and buy
architectural value high but instead seeks
procedures that both have discipline and
generate a well-diversified portfolio. To
negotiate successfully in this labor market
of both money and ideas, in other words,
the middle- aged architect makes
investments in architecture’s long-term
growth. B Sylvia Lavin, Director of the
Critical Studies MA/PhD program, UCLA
Architecture and Urban Design.

Genclik
Coskunlugunun
Potansiyeli ve Bir
Haylaz Tarihginin
Cesaret Gosterisi:
P(alladio) + X

Tarih tasarima kargl

Alex Maymind M Tarih ve tasarim,

tuhaf hayat arkadaslar; ilging bir

bicimde birbirine bagimli, zaman zamansa
acik¢a birbirine digman. Syracuse
Universitesi’nde gerceklestirdigim bir
atolyede, sunlari sordum: Bu iki parti
arasindaki ayrimin yikilmasinin isaretleri
neler olabilir? Onciil tam olarak nedir ve
onciil klisesi nasil yeniden canlandirilabilir?
Yeniden degerlendirmenin, yeniden
karigtirmanin, diizeltmelerin, revizyonlarin,
derlemelerin, yorumlarin, remikslemelerin,
yeniden yayimlamalarin, yeniden
yapmalarin, kopyalarin vb. hitkmiinde,
mimarlik yazarmin rolii nedir?

Pek ¢ok mimari ofis, tasarim suirecine
oncil kavramui ile baslasa da, tarih ve
tasarim arasindaki hassas iligki, siirekli bir
degisim halinde. Onciiliin tanim
belirsizligini koruyor; terim, farkl bireyler
tarafindan farkl anlarda kullanildiginda
farkli anlamlara gelen mobil bir gosterge.
Simdiyi inga etmek i¢in tarih yeniden ileri
suriilerek, yani tarib isin icine katilarak,
mimarin roli canlandirilmis oluyor.

Analizi analiz etmek

Bu ayrimin ¢okiigti hipotezini irdelemek
icin ozel bir alan, genellikle “formal
analiz” dedigimiz, tarih ve tasarim ya da
yazma ve ¢izme eylemleri arasinda bir
yerlerde uzanan muglak arazidir. Bu
icerikler tizerinden duisiinebilmek igin,
Colin Rowe’un 1947 tarihli makalesi
“Ideal Villanin Matematigi” ve Rudolf
Wittkower’in Hiimanizm Cagimda Mimari
Ilkeler’inin, tekil belgelerden ziyade, daha
genis bir soy agacinin bir tur baslangic
noktasi olarak kabul edilen iki metnin,
yeniden okumasi ile bagladik.

Formal analiz gelenegini tepe taklak eden
sey, Wittkower’in 1949 tarihli kitab:
Hiimanizm Caginda Mimari [lkeler’de,
masum goruntmli bir ¢izim eylemi ile
tarih¢i ve mimar arasindaki disipliner alani

yikmasiydi. Bu durumla ilgili daha sasirtic
olansa, Reyner Banham’in deyisi ile “hem
iyiler, hem de kotuler tizerinde” yarattig
kayda deger etkiye ragmen, kitaba bir
sanat tarihgi tarafindan tretilmis ¢izimlerin
dahil edilisinin, Wittkower ya da kitap
lizerine elestirel literatiirde hicbir sekilde
dile getirilmemis olusu. Analizi analiz
ederek tarihin bir tasarim araci olarak
kullanildigini goriiyoruz; sanat tarihgi,
masum gorunimli jest Uzerinden bir
tasarimciya dontsiiyor.

Sigfried Giedion’un tnli “geriye donuk
bakig, nesneyi doniistiirir” iddiasina
takiben, Mimari Ilkeler’deki cizimler
maniptilasyonu, yalnizca basit bir temsil
alistirmasi degildi; biinyesinde nesneleri
radikalce dontstiiren, cok basamakl bir
siirecti®. Bagka bir deyisle; ¢izim,
Palladio’yu notrlestirdi. Wittkower’in
Paladio’nun ¢izim siirecini yeniden insa
edisi, kendisinin villa planini yeniden
caligmasi i¢in de zemin hazirladi. Sematik
villa planlarini elde etmek adina,
Wittkower yalnizca cografi ve baglamsal
acilardan farkl olmakla kalmayip, ayni
zamanda 6lcek, tamamlanmighk derecesi
ve kompozisyonel netlik konularinda da
hayli genis araliga sahip cesitli villalar
arasinda kiyaslama kurabilecegi bir seri
deneme yapmustir?. Bu islemler,
Palladio’nun inga edilmis olani sanal olan
icin bagkalastirma cabalarindan ¢ok da
farkl degildi - o da, Mimarlik Uzerine
Dért Kitap icin villalarini yeniden ¢izmis
ve bagkalagtirmig ve bunu inga edilene gore
degil tasarlanana gore yapmustir®. Bu kitap
formatina adaptasyon stireci, villay
kavrayigin pastoral peyzaj alanindan,
mimari bir incelemenin sayfalarina kaydig:
bir mobilite siireci baslatir.

Yirmi-Yedi

Gegmis ile simdi arasindaki karmasik
iliskiyi anlamak icin onemli bir bagka
ornek, Wittkower’in 6grencisi Colin
Rowe’dur. Rowe’un 1947 tarihli
makalesinin uyandirdig tiim laf
kalabaliginin arasinda, kritik bir detay,
belki 6nemsiz bir yasam oykusu detay: gibi
gorundugu igin, siklikla dikkatlerden
kagmay1 basarmistir. Rowe, bu 6nemli
makaleyi Wittkower’in damigmanliginda
27 yasinda bir yiiksek lisans 6grencisiyken
kaleme aldi. Ogretmeninin golgesinde
calisirken Rowe, modern mimarlhik
akiginda esasl bir degisim olarak
algilanagelen bir is uretmekle kalmayip,
daha da 6nemlisi, ancak 1949 yilinda
Wittkower’in Mimari Ilkeler yayininda

tam olarak ¢evrelenecek bir alan
oncelikle kayda gegirmeyi bagarmisti.
Ogrenci (Rowe), Rénesans mimarisine
dair bir dizi tarihsel yontem ve gozlemin
altin1 incelikle oyarak, 6gretmeni
(Wittkower) bulgularini kitap bi¢ciminde
sonuglandirmadan once, onlari alternatif
bir okumaya donustirmusti. Bu, eger
modern mimarhigin dipnotlarinda
belirtilmis olsaydi addedilecegi uizere,
aksak bir kronolojiden farkli bir sey.
Makalenin yayimlanigi ile Rowe, birbiri ile
celisen iki gorevi tamamlamay1 basarmisti:
Eszamanl bi¢imde 6gretmeninin agirkanl
akademik sanat tarihsel egilimlerini
cuiriitmiis ve tarihsel polemiklerin
sinirlarini genisletmisti. Zihnimizde bu
dustinceler ile, agikca cesur ve potansiyel
olarak naif bir soruyu ele aldik: Belki de
Rowe, yeterince ileri gitmedi?

P(alladio) + X

Palladio ile karsilastirilirsak,
hepimiz abmagiz.

Harry Weese

Wittkower ve Rowe’un ayak izlerini takip
eden atolye, mimar ciftlerini (Palladio + X)
inceleyerek analiz etti, 6ztinu ¢ikards,
ayikladi, parcalara ayirdi, boldu, yeniden
diizenledi, yeniden konumlandirdi, yeniden
¢izdi, yeniden inga etti ve yeniden kurdu.

Bu ¢abada, analiz araglari yalnizca
incelenen olgular icin yeni bilgi tireten
mecralar olarak goriilmedi; bunun

yerine amaclanan, mevcut dilin plastisitesi
lizerine agik¢a diigtinerek, mimarlhk
yazarlarinin ve onlarin spesifik planlarinin
yeni ve aligilmamig versiyonlarini yeniden
degerlendirmek, yaratmak, icat etmek ve
kesfetmek tizere analiz edilmesiydi.
Atolye, ogrencilerden Palladio ve
modernin alisilmadik, belki de imkansiz
yollarla bulustugu plan versiyonlari
uretmelerini istedi.

Geng ogrencilerin, dolayl olarak atalarinin
farkli kusaklari ile carpistigr odevleri,
nihayetinde tam olarak Palladyan da,
modern de olmayan, kararsiz bir araziye
¢ikiyordu; bu arazi, belki Venturi’nin
erken donem iglerinin, 16. yuzyil
maniyerizmi ile inga ettigi iliskinin tavri

ile karsilastirilabilir. Bu isin nasil
otelenecegine dair sorular gecerli olmaya

&
1

Stiidyo cizimleri.
Workshop drawings.
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devam etse de, buradaki kazanim, tarih,
tasarim ve bilingli olarak sabitlestirilmis
bu alanlarla kurdugumuz bir grup iliski
arasindaki kaygan sinirlarin insa edilmis
dogasina dair bir dizi onsezi oldu.

B Alex Maymind, doktora ogrencisi,
UCLA; 6gretim gorevlisi, Southern
California Institute of Architecture.
Ceviri: Yagmur Yildirim

Notlar:

1 Sigfried Giedion, Space, Time, and Architecture,
Harvard University Press, Cambridge, MA, 1941, s. 5.
2 James Ackerman, Palladio, Penguin, Baltimore, MD,
1966.

3 Andrea Palladio, The Four Books on Architecture,
cev.: Robert Tavernor, Richard Schofield, MIT Press,
Cambridge, Massachusetts, 1997.

The Potential of
Youthful
Exuberance and
The Bravado of a
Certain Mischievous

Historian:
P(Alladio) + X

History vs. Design

Alex Maymind B History and design are
odd bedfellows; curiously dependent on
one another yet openly antagonistic at
times. A workshop that I taught at
Syracuse University asked: what would be
the implications for collapsing the
distinction between these two factions?
What exactly is precedent and how can the
cliché of precedent be re-animated? What
is the role of the architectural author in
regards to the prevalence of revisiting,
remixing, revising, revisioning, mashups,
covers, remixes, reruns, redos, copies,
and so on?

While many architectural studios initiate
the process of design with some notion of
precedent, the exact relationship between
history and design is constantly in flux.
The definition of precedent remains up for
grabs; the term is in many ways a mobile
signifier, meaning different things at
different moments when spoken by
different individuals. By reasserting history
as a means to construct the present, to
put history to work, the role of the
architect is reanimated.

Analyzing Analysis

One particular place to approach this
hypothesis of a collapse of distinction is
what we often refer to as “formal
analysis,” an ambiguous terrain that lies
somewhere between history and design, or
between acts of writing and acts of
drawing. In order to think through this set
of issues, we began with a re-reading of
Colin Rowe’s 1947 essay “The
Mathematics of the Ideal Villa” and
Rudolf Wittkower’s Architectural
Principles in the Age of Humanism,

two texts which are now perhaps thought
of as a kind of origin point of a larger
genealogy rather than as primary
documents in their own right.

The tradition of formal analysis took a

left turn when Wittkower collapsed the
disciplinary space between historian and
architect with a seemingly innocent gesture
of drawing in his 1949 book Architectural
Principles in the Age of Humanism. What
is more surprising about this fact is that
despite the noted influence of the book,
“for good and evil both” as Reyner
Banham opined, is that the inclusion of
drawings fabricated by an art historian has
rarely been mentioned explicitly in all of
the critical literature on Wittkower
generally and the book specifically. By
analyzing analysis we see that history is
used as a design tool; through a seemingly
innocent gesture the art historian emerges
as a designer.

Following Sigfried Giedion’s aphoristic
claim that “the backward look transforms
its object,” the manipulation of drawings
in Architectural Principles is not simply an
exercise of representation but a multi-step
process that radically transformed the
objects at hand!. In other words, drawing
naturalized Palladio. Wittkower’s
reconstruction of Palladio’s drawing
process sets the stage for his own
reworking of the villa plan. In order to
arrive at the schematic villa plans,
Wittkower performed a number of tasks to
set up a comparison between the various
villas, which were not only geographically
and contextually distinct, but ranged
considerably in scale, degree of
completion, and compositional clarity?.
These operations were not so different
from Palladio’s own efforts to alter the
built for the virtual -he, too, redrew and
altered his villas for the publication of
Quattro Libri in order to represent them
according to his designs, and not

necessarily according to how they were
constructed?. This process of adaptation to
the book format initiates a process of
mobility where the context for
comprehending the villa shifts from the
bucolic landscape site to the page of the
architectural treatise.

Twenty-Seven

Another key moment in which to
understand the complex relationship
between past and present is to be found in
Wittkower’s student, Colin Rowe. For all
of verbiage which followed in the wake of
Rowe’s 1947 essay, one critical detail has
often managed to escape attention, perhaps
because it has seemed altogether
insignificant or merely hagiographic in
nature. Rowe penned the efflorescent essay
as a 27-year-old graduate student while
working under the supervision of
Wittkower. While working under the
shadow of his teacher, Rowe managed to
produce what has since been understood as
not only a fundamental sea change in the
tide of modern architecture but more
significantly, he preemptively charted a
territory that would only be full
circumscribed in 1949 with the publication
of Wittkower’s Architectural Principles.
The student (Rowe) managed to subtly
undermine and transform a set of historical
techniques and observations about
Renaissance architecture toward an
alternate reading before his teacher’s
(Wittkower) conclusions were finalized in
book form. This is something other than
an episode of lopsided chronology, which,
if it has been acknowledged in the
marginalia of modern architecture, it has
typically been regarded as such. Through
the publication of this essay the young
Rowe managed to accomplish two tasks
which would seem to be at odds with one
another: a simultaneous rebuttal of his
teacher’s stodgy and academic art
historical tendencies and an extension of
the boundaries of historical speculation.
With these thoughts in mind, we tackled a
flatly bold and potentially naive question:
perhaps Rowe did not go far enough?

P(alladio) + X
Compared to Palladio, we are all Muppets.
Harry Weese

Following in the footsteps of Wittkower
and Rowe, the workshop examined pairs
of architects (Palladio + X) which were
analyzed, extracted, culled, dissected,
fragmented, recomposed, resituated,

redrawn, reconstituted, and reassembled.
In this effort, the tools of analysis were
understood as a means to not simply
produce new knowledge about the artifacts
under examination; instead the goal was to
analyze in order to revisit, create, invent,
discover, and fabricate new and strange
versions of those architectural authors and
their specific plans by thinking explicitly
about the plasticity of the language at
hand. The workshop asked students to
produce versions of the plans wherein
Palladio and modern are joined in unlikely
and perhaps impossible manners.

The task of young students obliquely
engaging multiple generations of their
forebears ultimately leads to an ambivalent
middle territory that is not quite Palladian,
not quite modern; perhaps comparable to
the manner in which Venturi’s early work
constructed a relationship to sixteenth
century mannerism. Questions about how
this work would translate further remain
on the table, however what is gained is a
set of hunches about the constructed
nature of the slippery boundaries between
history, design, and our set of relationships
to these supposedly fixed domains. B Alex
Maymind, PhD Student, UCLA, Cultural
Studies Faculty, Southern California
Institute of Architecture.

Notes:

1 Sigfried Giedion, Space, Time, and Architecture,
Harvard University Press, Cambridge, MA, 1941, p. 5.
2 James Ackerman, Palladio, Penguin, Baltimore, MD,
1966.

3 Andrea Palladio, The Four Books on Architecture,
translated by Robert Tavernor and Richard Schofield,
MIT Press, Cambridge, Massachusetts, 1997.

Emek ile Grafik
Arasinda

Jimenez Lai @ Son zamanlarda, insaatin
paftalar diinyasindan kendini kopararak,
meramini ¢izgi romanlar ve ¢izgi filmler
evreninden bildirmeye baslayan bir grup
mimar ortaya giktt. Isim vermek gerekirse,
Wes Jones’un, Klaus Toons’un, Bjarke
Ingels’in, Diane Berg’in, Sam Jacob’in, Yona
Friedman’in, Brodsky & Utkin’in, Stanley
Tigerman’in ya da Madelon Vriesendorp’un
islerini, -dogrudan ya da dolayl olarak-
usturuplu mimarligin olduk¢a uzagina
diigen, yoldan sapmis bir mecraya ait
gormek, miimkiin. Isler yakindan
incelendiginde, aralarindaki ince farklari
ortaya koyabilecek ti¢ alt kategori
okunabilir: Politik karikaturler, tiretken
sunuglar ve birinci agizdan anlatim.

Klaus Toons, Diane Berg ya da Madelon
Vriesendorp, mimarliga adanmug bir
gazetenin politika bolimundeki bas kose
yazisina yarasir, harika karikattirler
iiretiyor. Ozellikle Berg’in ve
Vriesendorp’un isleri, ritya-benzeri bir halin
kiyilarinda gezen, bir yandan da kent
sakinlerinin ortak endiselerini ya da
ilgilerini cagristiran, alegorik niteliklere
sahip. Tasarimsal bir bakis a¢isindan,
karikatiirler kendi iclerinde formel bir
morfolojiye maruz kaliyor: Vriesendorp’un
Chrysler Binasi ve Empire State Binasi
olceklendirilmis, yamultulmus,
dondurulmus ve kirpilmigtir. Klaus
Toons’un Yeni Miizesi ise, yeni ve metin-
imaj tabanli bir cepheye kavugmustur. Bu
kapsamda, Charles Joseph Dominique
Eisen’in Primitif Barmak’inin (Primitive
Hut, 1752) ikonik cephesini, Parthenon’un
(MO 447) politik bir karikatiirii olarak
gormemek elde mi? Bu tarz bir haberciligin
bir yan triinii olaraksa, sozkonusu temsil
yontemini tamamen tretimsellestiren, yeni
ve paralel tiirler dilnyamiza girmektedir.

Peki ya tamamen uretimsel olan -ve
malumatimizi neredeyse hicten tasarlayan-
sunusglar? Yona Friedman’in “Mekansal
Kent”i (The Spatial City, 1959-64), savas
sonrasi Avrupa’sinda dogup, aldiklar
egitime ve topluma tepkilerini tuhaf mega-
strikttir onerileri ile gosteren mimarlar
kugagina ornek bir proje. “Surekli Anit”
(The Continuous Monument, 1969,
Superstudio), “Durmayan Kent” (No Stop
City, 1969, Archizoom) ya da “Tak-Sok
Kent” (Plug-In City, 1964, Archigram)

projelerinin timi, ¢aglarinin endiselerini
ortaya seriyor. Fakat, ancak Friedman’in
eskizlerinin kabaliginda, 6zgtirlesmenin
sihhatli hissini buluyoruz: Goniilsiiz,
cizgi filme benzer presizyonsuzluk,
Albert Camus’niin neseli ve nihilist
durugunu andiriyor.

Atelier Bow Wow’un “Evcil Mimari” (Pet
Architecture, 2002), “Grafik Anatomi”
(Graphic Anatomy, 2007) ya da “Tokyo
Mali” (Made In Tokio, 2001) gibi presiz
isleri ile kargilastirldiginda, Friedman’in
¢izimlerinin apagik bir presizyona
yonelmeden fazlasini barindirdig farkedilir.
Bu noktada, cizgi romanlarin ortaya ¢iktig
toplumlarda, mimarlarin yaklagim ve
duyarliliklarini dogrudan etkiledigine dair
ikna edici kanitlar var. Japonya’ya ozgi
olan Manga, olaganustii ¢aba gerektiren,
ustalik ve emek anlaminda incelikli
presizyon isteyen, profesyonel bir zanaat.
Japon kiltirinde her alanda oyle bir
presizyon hakim ki; belirsizligin ve
ozensizligin estetigi bile felsefelerinde
incelikle kargilik buluyor. Bu konuyu daha
da kurcalamak, kisiyi Japon sanatinin
grafik niteliklerinin ardindaki wabi-sabi' ya
da mono-no-aware? gibi kavramlara
goturiir. Japon toplumunun grafik
kultiruntn Toyo Ito, SANAA ya da

Junya Ishigami gibi -her biri bagli bagina
cizgi film karakterinde, ancak nesnelerin
“pathos”unu kutsayan- bir grup
“neredeyse 6zensiz” mitkemmeliyetciyi
cikarmig olmasi sagirtict degil.

Franko-Belgika ekoliintin ¢izgi roman
dunyasi (Bandes Dessinées/Stripverhalen,
“cizili cizgiler”), Friedman’in, hatta belki
Vriesendorp’un iglerine dahi farkli bir
kavrayis getirir. Bu diinyada, can alici
noktanin temiz, kisa, 6zlii olmasi ve film
niteligi tagimasi bir gelenektir. 16-24 sayfalik
hikayelerin her sayfasini, kendi can alict
noktalari olan, bagimsiz birer nesne halinde
ele alan profesyonellesmis Manga’dan farkl
bi¢imde, Bandes Dessinéesler kompozisyon
olarak daha kisadir ve dogrudan bir
hikayeye dayanir. Bernard Tschumi’de,
sozkonusu Franko-Belgika egiliminin izlerini
yakalamak stirpriz olmaz. “Manhattan
Transkriptleri”nin (Manhattan Transcripts,
1981) grafik parcalari, tamamu ile kisa
Bandes Dessinées setlerinden olusmustur.
Tschumi’nin cizimlerini, Sergei Eisenstein’mn
gorsel taslaklart ile kargilagtirdigimizda,
birbiri tizerine yigilmig paralel zaman
cizelgelerinin benzer katmanlarini bulabiliriz
-bagimsiz film kareleri, miizik, hikayenin
inigleri ve cikiglar gibi; sanki mimar,
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diizenini bozup sinema ve hikaye anlatiminin
diinyasina atilarak, mimarliga geri donmek,
boylece sahneler ve programlar arasindaki
iligkiyi anlamak zorundadir. Belki de, Bandes
Dessinées’lerin ardindaki program,

Le Corbusier’in pencereleri, acik planl
yapilari, icinde yasayanlari cerceveleyen birer
film seridi olarak gormesinin ardinda yatan
nedenlerden biridir.

Ve son olarak, ticuincu kategori: Birinci
agizdan anlatim. “Evet, Daha Coktur” (Yes
Is More, 2009, Bjarke Ingels) ve “Nelsonlar
ile Tanusin” (Meet the Nelsons, 2009, Wes
Jones) cok farkli projeler olsalar da,
diyaloglarin sunumundaki 6znellik
bakimindan benzesirler. Manga’dan ve
Bandes Dessinées’den farkli olarak,
Amerikan geleneginde iki hakim ¢izgi
roman tipi vardir: Siiper kahraman
hikayeleri ve Amerikan grafik romanlari.
Kaptan Amerika (1920- ) ve Batman
(1939- ), iki farkli Amerika ortamina
dogmustur -1920’lerin Buyiik Savag sonrasi
ekonomik yiikselmesi ve 1930’larin Ikinci
Diinya Savagi 6ncesi depresyonu. Iki
kahraman da, kendi ¢aglarini yansitan
Amerikan durusunun temsilidir ve iki
kahraman da, tipki kiirsiideki bir politikaci
gibi, Amerika halki adina konusur. Mitlerin
ve tanrilarin grafik temsili, Giotto ya da
Exekias kadar eski bir insan gelenegidir; ve
her seferinde, halklarin zihnini rahatlatmaya
yonelik hafif bir propaganda niteligindedir.
“Jimmy Corrigan: Dinyanin En Akill
Cocugu” (Jimmy Corrigan: Smartest Kid in
the World, 2000, Chris Ware) bir grafik
roman olsa da, bir siiper kahraman hikayesi
olarak da gorilebilir. Melankolik, fakat
yine de neseli bir hikaye ile mitolojik bir
kahramanin endiselerini anlatan roman,
daha da 6nemlisi, bu endiselerde yazarinin
ve onu ¢evreleyen ortamin kigisel
miicadelelerini yansitir.

Gerek Wes Jones gerekse Bjarke Ingels,
yasadiklari cagin ruh halini, iyimserlik ve
endigelerini insa eden kigisel hikayelerini
anlatir. Jones (1958), insan teknolojisinde
turimuzun tarihinde belki de esi goriilmemis
ilerleme stirecine taniklik etmistir. Dahasi,
mimarlik egitimini ve meslege atiligini, en
yeni makinelerin boy gostermeye bagladig:
donemde gergeklestirmistir. Sozkonusu
donemde, donanim hizi ve insan hizi
arasindaki fark, diisiinen her kent sakini i¢in
miithis bir endise kaynagi olmaliydi; ve bu
kisisel hikaye, olabilecek en karmagik sekilde
anlatldi. Bjarke Ingels’in (1974) de, grafik
romaninda benzer bir yeni-¢ag hadisesi
vardir; ge¢ 1990’larda, iletisim hizi yeni bir

basar1 hizina erigmistir ve bu hiz, agresifligin
ve iyimserligin sthhatli bir karigimini
gerektirmektedir.

Bjarke Ingels’in “Yes Is More”da yer alan
kisisel hikayesinin ardinda, baska bir hikaye
yatar. Destekleyici nitelikteki bu hikaye,
katilimer emegin giicii ve basariya erigmede
Ogretici rasyonalizmin roli tizerinedir.
2000’lerin bagindan ortasina degin, Joshua
Prince-Ramus’dan Julien de Smedt’e,
Ingels’in akranlarinin timuntin icra ettigi sey,
buydu; havada hiper-rasyonalist mimarligin
kokusu vardi. Basit, aciklayici grafikler;
igverenler gibi izleyicilerin, tasarim stirecine
katilma hissini kucaklamalarina izin
veriyordu. Bu turden bir sahiplenme hissi,
toplumumuzun nasil inga edildigine dair
olduk¢a davetkar okumalar sunuyor; zira
koylerden uluslara, her topluluktaki gibi,
burada da emegin taksimi meselesi
sozkonusu. IKEA nin 6gretici kurulum
grafiklerinden pek de uzak olmayan bir
bi¢imde, katilimer emegin degerlilik hissi
belki de dylesine biiyiik ki; BIG’in de,
IKEA’nin da basarilarinda bu akila
grafiklerin payini gozetmek gerekiyor.
Yiikleniciler i¢in tasarlanan ingaat
paftalarindan farkli olarak, grafik
hassasiyetin ardinda kapsayict olma gayesi
var; tipki fazlasiyla politik bir hassasiyet gibi.
Mimarin keskiyi ve ¢ekici santiyede birakip
¢izim odasma kag¢tig1 andan itibaren, grafik
dile bir hitkiimranlik alan1 dogdu. Merama
dair iletisime gecmek, bir derlemenin
sunusundan bagimsiz nitelik kazandi; daha
da 6nemlisi, ¢izen kisinin hassasiyetlerinin
ardinda yatan siyasi egilimler normallesti.
Opgretici grafik dilin hiikiimranhk alan,
emek ile dogrudan iligkide; kimi gizimler ise,
bireysel emegin degeri ile kolektif emeginki
arasinda kalmis durumda.

Iletisimde metnin ve imgenin tarihi,
Fransa’nin 30 bin yillik Lascaux
Magaralarindaki arkeolojik buluntulara

ya da daha yakina, Gize Piramitlerinin
kesitlerine kadar uzanabilir. 7 milyarlik
niifusa ulasmamuzla birlikte, gelecekte hangi
hikayeyi neden ve ni¢in anlatacagimiz
konusunun giderek daha da karmagik hale
gelecegi ancak tahmin edilebilir. Simdilik,
Alex Cunner’in ve Danny Travis’in bize
anlatacak bir dizi eglenceli, distindiiriicii ve
guzel hikayesi var. B Jimenez Lai, kurucu
mimar, Bureau Spectacular; 6gretim
gorevlisi, UCLA.

Ceviri: Yagmur Yidirim

Cevirmenin Notu:
1 Japonca “alcakgdnillt, dogayla uyumlu” anlamindaki
“wabi” ile “eskimis, yillanmis” anlamindaki “‘sabi”’

kelimelerinin birlesiminden olusan, kusurlulugu kutsayan
Japon estetik anlayis.

2 Gegiciligin farkindaligina dayali Japon felsefesi.
“Sey”lere duyarhlik, yasamin yarattigi duygular gibi
anlamlara gelir.

Between
Lahor and Graphic

Jimenez Lai B In recent times, there are a
handful of architects who deranged
themselves from the world of construction
document sets into the universe of comic
books, graphic novels, or cartoons. In the
more obvious cases, we are able to look at
the work of Wes Jones, Klaus Toons, Bjarke
Ingels, Diane Berg, Sam Jacob, Yona
Friedman, Brodsky & Utkin, Stanley
Tigerman, or Madelon Vriesendorp as
directly or indirectly belonging to an
astrayed medium away from architecture
proper. If one inspected closely, it is possible
to construct three sub-categories to qualify
the refined differences between the work:
political caricatures, generative renderings,
and first-person storytelling.

In the case of Klaus Toons, Diane Berg or
Madelon Vriesendorp, they produce
beautiful caricatures fit for a first-rate
political commentary section in a journal or
gazette dedicated to architecture. In
particular, the work of Berg and
Vriesendorp often contain allegorical
qualities that borderline a dream-like state,
evoking obvious worries or wonders
common citizens share in our cities. From a
design eye, the caricatures in themselves
undergo a formal morphology: the Chrysler
Building and Empire State Building of
Vriesendorp are scaled, warped, rotated,
and sheared. The New Museum of Klaus
Toons receives a new and text-image based
facade. By this extent, could one not
qualify the iconic frontispiece Primitive
Hut (1752) by Charles Joseph Dominique
Eisen as a political caricature of the
Parthenon (447 BC)? As a byproduct of
this type of journalism, new parallel
species are born into our reality,

making this representational technique
completely generative.

What about the renderings that are
completely generative and are designed into
our knowledge almost entirely from
scratch? The Spatial City (1959-64) by
Yona Friedman is an exemplar project from
a generation of architects born into a

post-war European context who responded
to their education and society by
proclaiming outlandish mega-structure
proposals. The Continuous Monument
(1969, Superstudio), No Stop City (1969,
Archizoom), or Plug-In City (1964,
Archigram) all convey similar anxieties
about their times. However, it is in the
roughness of Friedman’s sketches we find a
healthy sense of liberation: the half-hearted,
cartoon-like imprecision is akin to a joyful,
nihilistic, attitude of Albert Camus.

If one contrasted Friedman’s drawings to
the precise work of Atelier Bow-Wow’s Pet
Architecture (2002), Graphic Anatomy
(2007) or Made In Tokyo (2001), one
discovers something more important than
the obvious attitudes about precision. Here,
there is compelling evidence that comic
books indigenous to the societies the
architects are from directly influenced their
approach and sensibilities. Manga,
indigenous to Japan, is a highly
professionalized trade that demands
extreme hard work and highly fine-tuned
precision in the craft and labor. Japan has a
culture so precise about everything that
even ideas about the aesthetics of
imprecision are precisely defined in their
philosophy. As one digs further, soon one
would discover concepts such as wabi-sabi
or mono-no-aware behind the graphic
qualities of Japanese art. It is not surprising
that the graphic culture of the Japanese
society is able to deliver the line of
near-imprecise perfectionists such as

Toyo Ito, SANAA and Junya Ishigami

-all cartoonish in their own right, but
celebrates the pathos of the objects.

The Franco-Belgian world of comic books
(bandes dessinées / stripverhalen, “drawn
strips” in English), offers a different insight
into the work of Friedman, and perhaps
Vriesendorp as well. It is a tradition that
keeps the punchline clear, short, compact,
and filmic. Unlike the professionalized
Manga, which stretches stories to

16-24 pages per punchline and demands
each page to maintain themselves as
standalone objects, Bandes Dessinées are
compositionally much shorter and relies on
a direct story arc. Not surprisingly, one can
trace Bernard Tschumi into this Franco-
Belgique tendency. The graphic portion of
Manbhattan Transcripts (1981) is entirely
comprised of short sets of Bandes Dessinées.
When we compare the drawings of Tschumi
to the storyboards by Sergei Eisenstein, we
find similar layers of parallel timelines

stacked on top of each other -keyframes,
music, peaks and valleys of the storyline-
it is as though the architect had to
deranged himself into the world of cinema
and storytelling in order to return to
architecture and understand the relationship
between stages and programs. Perhaps the
programs behind a physical Bandes
Dessinées is one of the reasons why the
window is in itself a clear filmstrip that
frames the inhabitants of the free plan

for Le Corbusier.

Finally, the third category: first-person
storytelling. Yes Is More (2009, Bjarke
Ingels) and Meet the Nelsons (2009, Wes
Jones) are very different projects, but their
similarity lies in the subjective qualities of
how the dialogues are delivered. Unlike
Manga or Bandes Dessinées, there are two
dominant American traditions of comic
books - the superhero comics, and the
American graphic novels. Captain America
(1920-current) and Batman (1939-current)
were born into two different American
landscapes - the Post-Great War economic
upswing of the 1920s, and the Pre-WWII
depression of the 1930s. Both heroes
represented an American attitude respective
to their times, and both heroes spoke for
American citizens like a politician on a
soapbox. The graphic representation of
myths and gods is a human tradition as old
as Giotto or Exekias, and they are acts of
soft propaganda each time to ease the minds
of the citizens. Jimmy Corrigan: Smartest
Kid in the World (2000, Chris Ware),
though a literary graphic novel, can also be
understood as a superhero story. It tells a
melancholic yet joyful story about the
concerns of a mythical hero, but more
importantly these concerns reflect the
personal struggles of the author and his
surroundings at large.

Wes Jones and Bjarke Ingels both told us
personal stories that clearly constructed the
moods, optimisms, and worries of their
times. In the case of Jones (1958), he
witnessed one of the most ungodly advances
in human technology at any point in the
history of our species. More than that, he
received his architectural training and began
practicing during the introduction of some
of the newest machines. The slippage
between the speed of the hardware and the
speed of the people must have been a great
source of anxiety for any thoughtful citizen,
and this personal story is told in the most
complex way possible. In the case of Bjarke
Ingels (1974), there is yet a similar coming

of age story in his graphic novel. In the
late 1990s, the speed of communication
led to a new type of speed of success,
which required a healthy mixture of
aggressiveness and optimism.

There is another story beyond the personal
story of Bjarke Ingels in Yes Is More. The
underpinning story is about the power of
participatory labor and how instructive
rationalism can achieve success. During the
early to mid 2000s, peers of Ingels were all
doing it -from Joshua Prince-Ramus to Julien
de Smedt, hyper-rationalism architecture was
in the air. The simple, explanatory graphics
allowed audiences such as clients to embrace
the sensation of participation in the design
process. The power of this sense of
ownership is incredibly inviting in how our
society was built, because we are looking at
a distribution of labor, which has always
been the most basic constitution of any
society from villages to nations. Perhaps not
so dissimilar to the graphics of IKEA
instruction graphics, there is a sense of value
in the participatory labor so much so that
the rational graphics contributed to both
success of BIG and IKEA. Unlike the
construction documents designed for
contractors, there is an inclusive intent
behind the graphic sensibility, as well as a
deeply political one. From the moment the
architect left the chisel and hammer at
construction site and retreated into the
drawing room, a territory in the status of
graphic language was born. Not only did a
separation between the communication of
intent to the execution of assembly become
normal, but more importantly a political
undercurrent behind the how an author
chooses sensibilities of drawing began. The
status of instructional graphic language has a
direct relationship with labor, and such
drawings straddle between the values of
labor to oneself, as well as the values of
labor to the collective.

The history of text and image
communication in human history may

go as far back as the archeological

evidence inside the Lascaux Caves in

France some 30,000 years ago, or maybe
more recently on the interior elevations of
Giza Pyramid. As we reach a population

7 billion strong, it is only foreseeable that an
increasing complexity of how, why, and
what stories we tell is in our future. For now,
Alex Culler and Danny Travis have a set of
funny, thoughtful, and beautiful stories to
tell. M Jimenez Lai, founder of Bureau
Spectacular; lecturer, UCLA.
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Jimenez Lai, “Muazzam i¢ Mekanlar”dan segme, 2015.

it could have been war, pollution, or
natural causes - but there is no
documentation to what led to this future.

this world is a desolate landscape
of vast emptiness.

as far as humans go, there is no_rﬁoré
out there, it is toxic and dangerous. exterior.

to survive, humans have resorted to shopping centers, malls, convention
forming villages inside large interiors. halls, and so forth.

with barely any signs of life, the once
bustling cities fell silent and still.

e e

R et il a8

there is no more exterior to walk about,
till, or roam.

the outside is cancelled! the great
outdoors is now a great poche.

bu diinya ugsuz bucaksiz boslugun issiz bir peyzaji / savas, cevre kirliligi, veya dogal sebepler olabilirdi - fakat bu gelecede neyin getirdiginin belgesi yok / belli belirsiz
yasam gdstergeleriyle, bir zamanlarin canli kentleri sessiz ve durgun kaldi / disarisi zehirli ve tehlikeli / insanlar icin artik disarisi diye birsey yok / ytrimek, islemek,
dolanmak igin bir disarisi yok / insanlar hayatta kalmak igin careyi genis i¢ mekanlarda kéyler kurmakta buldular / carsilar, alisveris merkezleri, kongre merkezleri,

vesaire / disarisi iptal edildi! devasa dig mekanlar simdi sadece koca bir leke.

since there is no more exterior, there can the great indoors is safe and enclosed. Itis a the great indoors is fluid, flat, and flexible.
be only a great indoors. controlled environment with little uncertainties. it is a blank canvas, fit for new beginnings.

the great indoors s fixed, specific and exact. it is a ground to be subdivided, marked, it is possible to claim property in this world,
Itis a world of grids, mathematically and territorialized and be lawfully selfish.
manageable. e - =

it is a world with rulesets established between loosely scattered objects to walk around, In a world where the state of nature is a

loose ttered obj n. state of otherness, only the utmost artificial
Y s _objects__ — t_hroug[_1, andbevess. oo may contain the possibility of a human will.

artik dis mekan olmadigina gore, sadece muazzam bir i¢ mekan var / muazzam i¢ mekanlar giivenli ve kapali. cok az belirsizligi olan kontrollii bir cevre / muazzam

ic mekanlar akiskan, diiz, ve esnek. yeni baslangiclara uygun bos bir kanvas / muazzam i¢ mekanlar sabit, spesifik ve net. matematiksel olarak ydnetilebilir bir grid
dinyasi / béliinecek, isaretlenecek ve mintikalara ayrilacak bir zemin / bu diinyada miilk talep etmek ve hukuken bencil olmak mimkin / iliskisizce dagitiimig nesneler
arasinda belirlenmis kural setleriyle bir diinya / etraflarinda, iclerinde ve aralarinda yiirimek icin iliskisizce dagitiimis nesneler / doganin konumunun bir dtekilik
konumu oldugu, sadece azami derecede yapay olanin bir insan arzusu ihtimali tasidigi bir diinya.

~ Jimenez Lai, From “Great Indoors”, 2015.
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Jimenez Lai, “Muazzam i¢ Mekanlar”dan segme, 2015.

to occupy an existing interior and perform

actions independent of its original purpose
is to say architecture retroactively reinterpreted
can only be designed for the wrong reason.

R WS =

every architecture is now independent of
program. and every program for the wrong
architecture.

this house is a museum.

this theatre is a sculpture this ruin is a bank.

bu kiitiiphane bir banka / mevcut bir i¢ mekani isgal etmek ve asil niyetinden bagimsiz eylemler gerceklestirmek, geriye doniik yorumlanan mimarhgin ancak yanlhs
nedenlerle tasarlanabilecedi anlamina gelir / bu tapinak bir turist tuzagi / bu tren gari bir okul / her mimarlik artik programdan bagimsiz. ve her program yanlis
mimarlik igin / bu kilise bir ofis / bu ev bir miize / bu tiyatro bir heykel / bu harabe bir banka.
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a well behave:l citizen would perform a
correct function in the correct architecture.

but, in this world, there is only incorrect
action and reappropriation of program.

what is this strange attraction towards the
wrong architecture for the wrong purpose?
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could there be no correct action if we truly
abided by the designated program of
architecture?

could it be that only the misuse of
something's original intent can
generate the most value?

if we behave correctly, then we must
sleep where there is a bedroom, eat
where it notates dining room, and so
forth.
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it would also mean that corridor is a place
that one can only misbehave.

should a citizen, then, only be designing
for the wrong purpose?

if there is no punishment for making an
eccentric mess, why wouldn’t the great
indoors be more introspective, more
autonomous?

iyi bir vatandas dogru mimarlikta dogru islevi gerceklestirir / fakat, bu diinyada yalnizca yanhs eylem ve programin tekrar kullanimi var / yanhs amaca yénelik
yanhs mimarligin bu tuhaf cazibesi nedir? / mimarhigin atanmis programina timiyle bagl kalirsak hi¢ dogru eylem gerceklesmez mi? / bir seye en biyiik degeri
katmanin tek yolu, onun asil amaci diginda kullaniimasi midir? / e§er dogru davranirsak, o zaman yatak odasinda uyumaliyiz, yemek odasi diye isaretlenen yerden
yemeliyiz, vesaire / bu, koridorun ancak yaramazlik yapilabilecek bir yer oldugu anlamina gelir / dyleyse bir vatandas yalnizca yanls amag icin mi tasarliyor olmali?
/ eger tuhaf bir daginiklik yaratmanin bir cezasi yoksa, bu muazzam i¢ mekanlar neden ice doniik ve daha 6zerk olmasin?

Jimenez Lai, From “Great Indoors”, 2015.
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Yeni, Eski ve Olii:
Berlin’in Kritik
Yeniden Insasi

Iman Ansari B 1839 yilinin Ocak ayinda,
dagerreyotipi fotograf gortictiye ¢iktiginda;
uzun pozlama siireci, fotograflarini
cektirmek icin insanlarin birkag dakika
boyunca oturmasini ya da ayakta
hareketsiz durmasini gerektiriyordu.
Insanlar nefeslerini tutuyor, gozlerini
kirpmuyor, fiziksel harekete direniyor ve
bunun i¢in neredeyse buitiin yasamsal
fonksiyonlarini dizginliyorlardi. Fotograf
¢ekimi sirasinda, kolcak ve boyun destegi
gorevi gorerek modelleri sabit tutacak,
dokme demirden Brady dayanaklar
[Fotograf¢i Mathew Brady’nin adini alan
Brady Stands] iiretildi'. (Resim 1)
Fotograflanabilmek i¢in, insanlar nesneler
gibi davranmak zorundaydi. Tum bu
zorluklarina ragmen, dagerreyotipi
portreler oldukca popiilerdi; sosyal
yelpazede bir “dagerreyotipi ¢ilginhg”
kol geziyordu?.

Fakat fotografin ulagilabilirliginin artist ve
yayginlagmasi, kimi beklenmeyen sonuglar
dogurdu. Yeni bir temsil bi¢iminin bas
gosterisi ile -Onceleri gizimlerle, resimlerle,
siirlerle ve maskelerle viicut bulan- yas
merasimi, postmortem fotografta kendisine
daha somut bir ara¢ edinmis oldu. Erken
donem fotograflar, oluleri yakin ¢ekim ve
tek bagina betimlerken; ¢ogunlukla olay
yerinde, oliniin viicudunu hareket
ettirmek, yiikseltmek ya da dizenlemek
icin hig¢bir ¢caba harcanmadan ¢ekiliyordu.
Fakat 19. yuizyilin ortalarinda, 6liim
sonrasi kurmaca resimler gelenegi takip
edilerek, fotograflarda oliler hayattaymig
gibi gosterilmeye baglandi®. Oznenin
gozleri agiliyor, eger bu mumkiin degilse
baskinin tizerine goz bebekleri isleniyordu.
Oliiniin bedeni bir sandalyenin iizerine
oturtuluyor ve genellikle, 6zel olarak
tasarlanmig bir cerceveyle desteklenerek
dengede tutuluyordu. Fotograf ¢ekimi
sirasinda viicut hareketlerini engelleyen ve
canli modellerin sabit durmasini saglayan
Brady dayanaklarindan farkli olarak, bu
cerceveler oli bedeni yergekimine kars
dengede tutacak struktiirel sistemler olarak
islevlendiriliyordu (Resim 2).

Yine de, 6znenin mekanik
modifikasyonunun ya da fotograf siirecinin
teknik manipiilasyonunun 6tesinde; en
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gercekgi etki, 6lmig kisinin aile

tuyeleri ya da arkadaslar ile birlikte
fotograflanmasiyla saglaniyordu: Oliiyii,
canlilarin arasinda gizleyen ve bir kigiyi
digerlerinin arasinda ayirt etmeyi
glglestiren bir nevi kamuflaj yontemiydi
bu. Hareketsiz kalma zorunlulugunun,
kisinin bir nesne gibi davranmasin
gerektiren aligilagelmis portre
fotograf¢iliginin tersine; postmortem
fotografta pozlama ne denli uzun olursa
olsun, 6zneyi rahatsiz etmiyordu.
Dagerreyotipi fotograf, yasayanlardan
ziyade oliler icin daha uygundu; sonug
olarak oliilerin suretleri, yagayan
emsallerinden daha canli goriintiiyordu.
Fotograflanma siirecinde hareketsiz kalma
zorunlulugu, matemli yakinlari
mimiklerinden mahrum kilarak ters etki
yaratmisti ve ortaya ¢ikan fotografik
paradoksta oliiler daha dogal, rahat, canli
ve enerjik gortintirken, yasayanlar yapay,
gergin, donuk ve hayaletsi bir ifadeye
sahiptiler (Resim 3). Bu baglamda,
postmortem fotograf ne faniligin bir
hatirlaticisi, ne de 6lumiin kutsayicisidir.
Bir eksikligi, bir kayb1 ve asla
gerceklesmemis bir ani yakalamaya
yonelik asir1 arzuyu temsil eder.

Icat ve takdim edilisinden itibaren, fotograf
disiplinlerarasi bir kimlige sahip olmustur:
Sanatsal disavurum igin bir mecra ve giclu
bir bilimsel arag. Dagerreyotipi fotograf,
resmi olarak Paris’teki Giizel Sanatlar
Akademisi (Académie des Beaux-Arts) ile
Bilimler Akademisi’nin (Académie des
Sciences) ortak toplantisinda tanitilmigti
-fotografin hem bir sanat hem de bir bilim
olarak ¢cok yonli kaderini, daha
baslangicindan ima eden bir ittifakti bu.

Fakat sanatsal bir digavurum bi¢iminin

otesinde, fotograf Prusya’da analitik bir
arag, incelemek ve gozlemlemek icin
teknolojik bir aygit olarak goruldi.
Fotografa yonelik bu objektif (tekno-
bilimsel) yaklagimin zirve noktasi,
fotogrametrinin icadi ile, yani fotografik
imgelerle 6l¢ciimleme yapilarak tarihi
binalarin belgelenmesi yontemi ile
gerceklesti. 1858 yilinda Prusyali mimar
ve muthendis Albrecht Meydenbauer
tarafindan gelistirilen fotogrametri,
fotografi bir temsil biciminden, mimari
bir belgeleme aygitina dontsturdi.
Fotogrametrik imgelerin restitiisyon
yontemi, bir binanin perspektifli
suretlerini, planlarinin ve kesitlerinin
ortografik izdusiimlerine donustiirmekte,
izdigimsel geometrinin ilkelerini kullandi
(Resim 4). Postmortem fotografa benzer
olarak, fotogrametri de fiziksel olarak
¢lirimenin ve bozulmanin esigindeki
nesneleri belgelemeyi amacliyordu.

Yine de, salt belgelemenin otesinde,
fotogrametrinin verilerindeki kesinlik

ve hassaslik, belgeledigi nesnelerin
restorasyonlarina, hatta
rekonstriiksiyonlarina imkan saghiyordu.

1885 yilinda, Meydenbauer’in
fotogrametri enstitisii ve arsivi resmi
olarak kuruldugunda; Berlin’deki
Bauakademie’ye, Prusyali tinlii mimar,
planci ve ressam Karl Friedrich Schinkel
tarafindan tasarlanan mimarlik okuluna
yerlesmisti. Schinkel’in erken donem
Neo-gotik ve Neo-klasik tarzindan farkli
olarak; Bauakademie, imparatorlugun
baskentinin kalbinde, modernitenin bir
sureti olarak belirmisti: Etkin, teknik, ve
donuk gortintisiine karsin dobraydi. Bina,

Schinkel’i “mimarlik biliminin 6nctst”
olarak metheden Karl Botticher gibi
Prusyali mimarlar ve tarihgiler tarafindan
ovgliyle kargilanmisti. Schinkel’in iglerine
eslik eden Hiibsch’iin ve Botticher’in
yazilari, binalara mutlak bir natiiralizm
asiladi*. Mimarlik, bir organizma olarak
gortilmekteydi: Fizyognomik cephesi ile
fiziksel bir viicut ve bu viicut i¢indeki,
digsal bir deneyim ile kavranamayacak,
metafizik (hatta ruhani) 6zden meydana
gelen bir organizma. Bauakademie,
Kunstform ile Kernform’un, siisleme ile
stritktiiriin ya da gosteren ile gosterilenin
bir sentezi olan bu yeni tektonik

mimarhgmn simgesi olarak goriilmekteydi®.

Bauakademie’nin tekrarly, iiretken ve
esnek bir organizasyon olarak goriilen dig
cephesi yapimindan bu yana el degmeden

varhgini strdirdiyse de; “modern” i¢
mekani, yeni iglevler agirlamak tizere ¢cok
sayida doniisiim gecirdi®. Fakat yapilan
degisikliklerin ¢ogu, bilingli ya da
bilingsiz olarak, binanin i¢ mantigi ile
uyumluydu -mudahaleler, 6zgiin

diizenlemeden ayirt edilemiyordu. Bu

durum, 1888 yilinda binay: belgelediginde,

Meydenbauer’in tutumuna da etki etmisgti:
Toplamda binanin disina ait sekiz
fotogrametrik gorsele karsilik, binanin
icine dair hicbir belge yoktu (Resim 5).

Bauakademie’nin i¢ mekani kendiliginden,

kontrolstizce sekillendi.

Ikinci Diinya Savagr’nin sonunda,
Bauakademie bos bir kabuga donmuistii;
1950’lerde inisiyatiflerin binanin
restorasyonu igin gosterdikleri cabaya
ragmen, 1962 yilinda Alman Demokratik
Cumhuriyeti’nin yeni Disigleri Bakanhgi’na

yer agmak icin yerle
yeksan edildi”. 1989
yilinin Kasim ayinda,
nihayet Demir Perde
kalktiginda yeniden
birlesen Berlin, iki
yakasi i¢in de yeni ve
zorlu yapilanmalara
sahne oldu ve kent
buytik bir yeniden
gelisme suirecine
girdi. Yeniden
birlesen Berlin’in
“Kritik Yeniden
Insa®” (Critical
Reconstruction)

olarak isimlendirilen =
kentsel gelisim politikasi, kenti “tarihi bir
cekirdegi olan, modern bir metropol®”
olarak tasavvur ediyordu. Bunun bir

sonucu olarak, 1994 yilinda binanin

“tarihi cephelerinin aslina uygun bi¢imde
yeniden insasi”n1 saglamak hedefiyle
Bauakademie’y1 Tegvik Dernegi kuruldu'®.
Bir yil sonra Bauakademie’yi, yarim yuzyil
once isgal ettigi alanda yeniden inga etmek
tizere, Alman Demokratik Cumhuriyeti’nin
modernist Disigleri Bakanligi binasi
yikildi', 2002 yilinda Bauakademie’nin
cephesinin kuzeydogu kosesi insa edilerek,
binanin tamamu ile yeniden yapilabilmesi
i¢in gerekli kaynag saglayacak bagislarin
tegviki amaglandi. Yeniden insa siirecinde,
Meydenbauer’e ait fotogrametrik gorsellerin
kullanilmig olmastysa yeterince sagirticidir!2.

Bugiin Bauakademie, birebir 6lgekte bir
simulakrumla temsil edilmekte: Binanin bir
zamanlar ayakta duran kesiminde strikeur,
lizerine 6zgiin cephenin sureti basilmig
sentetik kumag seritlerle ortiilii. Cephedeki
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1 Bir fotografcinin atdlyesinde Brady dayanadg,
Berlin, Wis. 1893 (Fotograf: BA.H. Wheeler;
Library of Congress Prints and Photographs
Division Washington’in izniyle, D.C. 20540 USA).

A photographer’s studio with a Brady Stand, Berlin,
Wis., 1893 (Photograph: BA.H. Wheeler; Courtesy:
Library of Congress Prints and Photographs
Division Washington, D.C. 20540 USA).

2 Destek striiktiirle ayakta tutulan geng hir kadinin
aile fertlerinden hiri ile postmortem fotografi,
yaklasik 1860’lar.

A postmortem photograph of a young woman held
standing with a bracing structure hesides a family
member, circa 1860s.

3 Ebeveynleri ile hirlikte, geng hir kadinin
postmortem fotografi, yaklasik 1860’lar.

A postmortem photograph of young woman with
her parents, circa 1860s.

4 Meydenbauer’in fotogrametrik restitiisyon siireci
(Kaynak: Albrecht Meydenbauer: Baukunst in
historischen Fotografien, 1985).

Meydenbauer’s photogrammetric restitution
process (Source: Albrecht Meydenbauer: Baukunst
in historischen Fotografien, 1985).

5 Bauakademie, Berlin, 1888

(Kaynak: Albrecht Meydenbauer:

Baukunst in Historischen Fotografien, 1985).
Bauakademie, Berlin, 1888 (Source: Albrecht
Meydenbauer : Baukunst in historischen
Fotografien, 1985).
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6 Palast der Republik’in yikimi karsisinda
Bauakademi, Berlin, 2006 (Yazarin izniyle).
Bauakademi against the backdrop of the
demolition of Palast der Republik, Berlin,
July 2006 (Courtesy of author).

7 Mevcut Bauakademie’nin havadan
goriiniisii, Berlin, 2006 (Alanin ortasinda
konferans salonu gériilehilir; solda, yeniden
insa edilen cephe; altta, Bauakademie’nin
tuvaletlerine ait gizgisel striiktiir).

Aerial view of the current Bauakademie,
Berlin, 2006 (The lecture hall can he seen
in the middle of the space. The
reconstructed corner is on top left. The
linear structure at the hottom of the image
is the bauakademie’s bathrooms).

kosenin bir kismi inga edilmis, binanin

devami ise halen bagiglar1 beklemekte.
Kumas seritlerin ve ¢epecevre donen
struktiiriin ardinda, kendi basina duran bir
nesne olarak bir konferans salonu inga
edilmis. Onde bir Mercedes Benz reklam
panosu goruliyor, diger tarafta ise,
tizerinde “Bauakademie’nin Gelecegi” (Die
Zukunft Der Bauakademie) yazan bir
tabela var (Resim 6). Geceleri, kumas
cephenin tzerine bir beyaz perde
indirilerek, Almanca altyazilarla yabanci
filmler gosteriliyor. Coktan mimari bir
“Frankenstein”a doniismiis halde,
Bauakademie kent teatralligi tizerinden

kendi politik, ticari, hatta temsili
uyumsuzluklarini sergiliyor.

Schinkel’e gore, binanin disi, i¢ mekan
kurgusundan gelisir ve bu kurguyu
yansitir. Fakat Meydenbauer’e ve binanin
kullanicilarina gore, Bauakademie ¢oktan
bir imge olarak kulturel tahayytile
girmistir: Okunakli, temiz ve iyi korunmug
bir dig cephe ile 6nemsiz, bulanik ve
degisip duran bir i¢ mekan'3. Bugiin bile,
binanin diginin fotogrametrik gorselleri
cephenin “birebir aynisi”nin ingasini
mumkin kilmis olsa daj; stirekli olarak
degisime ugramis ve maniptile edilmis
icine dair, tam anlamiyla yeniden insa
edilmesine imkan vermeyecek denli az
belge mevcut. Pek cok bakimdan,
Bauakademie’nin ic mekani, daima

gayri ciddi bulundu; yok sayildi ya da
gormezden gelindi. Bugiin igin bile,

bu durum gegerlidir: Bina, i¢i olmayan
bir digsa, “Kernform”suz bir
“Kunstform”a, imlenensiz bir imleyene
donustirilmistir (Resim 7).

Bauakademie’nin ve Berlin’deki diger
anitlarin'* yeniden insasi; gergegi
temsilden, yeniyi eskiden ya da yasayani
oliden ayirt etmeyi giglestirmistir.
Bauakademie tamamen ve kasitli olarak,
kendisinden birebir olgekte insa edilmis bir
fotograftir; yanliglikla bir bina olmus bir
imgedir. Cephesinin baskisi ile dokunmus
kumaslar1 giyen, ayaga kaldirilan,
arkasindaki destekle saglamlagtirilarak
kentin kalabaligi igine gizlenen
Bauakademie; postmortem fotografin
mimari tezahuridir, bu kaybin yasini
halen tutmakta olan kentin portresidir.

B [man Ansari, doktora 6grencisi, UCLA;
ogretim gorevlisi, University of Southern
California (USC).

Ceviri: Yagmur Yildirim

Notlar:

1 Macy, vd., The Macy Photographic Studio’s Dispatch,
Northampton MA, Bahar-Yaz, 1913, s. 2-3.

2 Patricia Holland, “Sweet it is to scan...:

personal photographs and popular photography”,
Photography: A Critical Introduction, ed.: Liz Wells,
Routledge, 2015, s. 147.

3 Postmortem fotografin kokleri, aristokrat cenaze ve
kurmaca 6liim sonrasi resimleri gelenegine dayanir. Bu tir
portreler, genellikle 6ltyt, yasayan birisi olarak
betimlemeleri yonleriyle ayirt edicidir. Resimlerdeki
saatler, ilag siseleri gibi gérsel veriler, 81im sonrasini
islediklerine dair bildirimde bulunuyorsa da; portreler,
6limde yasamin yanilsamasini yaratmayi
amaglamaktadir: Olimiin aniden vuku bulusu ile yok olan
bir ani kurgulamak ve “gelecedin hafizasi igin bir anit”
insa etmek. Dagerreyotipi fotografin ulagilabilirliginin
artisiyla, bir zamanlar elit kesimin imtiyazli konumuna
mahsus olan postmortem fotograflar yayginlasmis ve
siradan insanlarin erisebildigi bir mecra olmustur. Bkz.:
Beth Ann Guynn, “Postmortem Photography”,

Encyclopedia of Nineteenth-Century Photography, ed.:
John Hannavy, Routledge, New York, Londra, 2008, cilt
I1,s. 1164.

4 Kenneth Frampton’un gozlemledigi gibi, inorganigin
sembolik anlami yoktur; bu nedenle striiktlirel bigim
ancak, tektonik ve organik bicimler arasinda kuracagi
analojilerle sembolik olma statustine erisebilir. Bkz.:
Kenneth Frampton, Bdétticher, Semper, and the Tectonic:
Core Form and Art Form, in What is Architecture?, ed.:
Andrew Ballantyne, Routledge, New York, 2002, s. 139.
5 Alberti’nin ve dnceki diger mimarlik kuramcilarinin
metinlerinde, striiktlirlin ve stislemenin i¢inden mimarhgin
unsurlarini belirlemelerine karsin; Almanya’da striiktiir
(Kernform), kendi kabugunun disinda stislemeyi ya da
cepheyi (Kunstform) yaratir. Bkz.: Karl Botticher, Die
Tektonik der Hellenen, 1844.

6 “Mythos Bauakademie”, Bauakademie Magazine, 5.
sayl. Kasim 2007, s. 10.

7 “Mythos Bauakademie”, Bauakademie Magazine, 5.
sayl. Kasim 2007, s. 4-10.

8 Berlin’in yeniden yapilanmasinin baskin felsefesi “kritik
yeniden insa’ (critical reconstruction), Berlin‘in savas
oncesi “mit”inin yeniden dogmasina aracidir. Planin bir
pargasi olarak, érnedin, yatirimcilar, coklu arazilerde
kiimelenen yatirimlara girmekten caydirilir. Ayni
zamanda, mimarlarin kati bolgeleme kurallarina
uymalarini, celik ve cam Uizerine tag ve seramik cepheler
uygulamalarini gerektirir. Fikir, 19. ylizyil kentine ¢agdas
bir muadil yaratmaktir. Bkz: Gary Wolf , “Venture
Kapital”, Wired Magazine, Haziran 2006:
[http://archive.wired.com/wired/archive/6.06/berlin_pr.ht
ml] Erisim: 1 Mayis, 2015.

9 A. Télle, “Urban identity policies in Berlin: From
critical reconstruction to reconstructing the Wall”,
Institute of Socio-Economic Geography and Spatial
Management, 2010. 27, s. 348-357.

10 Bauakademie-Information, Reconstruction and
Utilization of Schinkel’s Bauakademie. International
Center for Responsible Design of the Living Space, Mart
2013.s. 2.

11 “Mythos Bauakademie’’, Bauakademie Magazine,
sayl 5, Kasim 2007, s. 8.

12 Uzman heykeltiraglar, 6zgiin tas ve pismis toprak
stislemelerin replikalarini yapmistir. Sayisiz
kiitliphaneden, arsivden, ofisten ve miizeden, yaklasik 130
nesne ve 550 6zglin cephe bileseni toplanmis,
kopyalanmis, 6lclilmis, analiz edilmis ve belgelenmistir -
Disisleri Bakanhgi’nin yikimi sirasinda alandan temizlenen
pargalar da buna dahildir. Bkz: “*Mythos Bauakademie”,
Bauakademie Magazine, 5. Sayi, Kasim 2007, s. 7.

13 Schinkel, eski ustalarin islerinin adi taklitlerinin
yapilmasina karsiydi ve bunu asla tarihsel bulmuyordu. Bir
metninde sdyle der: “Tarih, hichir zaman kendinden
dndeki tarihi kopyalamamistir; e§er bunu bir kere olsun
yapmis olsaydi, bitlintlyle durma noktasina gelirdi”.
Schinkel’in goristine gore, tarihsel bir hareket, ancak yeni
bir tarih yaratabilecek yeni bir sey sunmakla miimkiin
olabilirdi: “Tarihsel anlamda lretim yapmalk, elde her
zaman yeni bir unsur bulundurmak; tarihin hareket demek
oldugunun farkinda olmak ve tarihi stirdiirme bilincine
sahip olmak demektir”’. Bkz.: Michael Snodin, Kar/
Friedrich Schinkel: A Universal Man, Yale University
Press, 1991, s. 51.

14 Bauakademie, yeniden birlesen Berlin’de bir anomali
degildi. Bauakademie’nin dtesinde, bir zamanlar kentin
Stadtschloss’una ya da Sehir Sarayi’na (1451-1950),
ardindan da Alman Demokratik Cumhuriyeti’nin modernist
Palast der Republiki'ne (1976-2006) evsahipligi etmis olan
alan benzer bir baskalasim yasamisti. Almanya’nin yeniden
birlesmesini takiben, lobiciler Palast der Republik’in yikimi
ve Stadtschloss’un yeniden insasina yénelik, yani bir saray
pahasina baska bir saray igin detayli planlar hazirladi. Bu
gruplar, Schloss’un (sarayin) yeniden insasinin, Berlin’in
tarihi merkezinde “birligi ve bltinlGgl yeniden
varedecegi’/ni iddia ettiler. Kasim 2003’te, Alman
parlamentosundaki oylamanin ardindan varilan ok partili
¢ozlimle, Stadtschloss’un 6zgiin yerinde kismi olarak
yeniden insasina ve bunun igin Palast der Republik’in
yikilmasina karar verildi. 2008 yilinda Palast der
Republik tamamen yikildi ve acilan alanda 2013 yilinda
Stadtschloss’un yeniden insasi basladi.

The Young, the Old,
and the Dead:

the Critical
Reconstruction of
Berlin

Iman Ansari B When daguerreotype
photography was introduced in January of
1839, the long exposure process required
people to sit or stand still for several minutes
to have their photograph taken. People had
to hold their breath, avoid blinking, resist
physiological movement and restrain nearly
all automatic biological functions to defy
movement. Cast-iron Brady Stands were
made that functioned as an armrest or a
neck-brace to keep the models steady during
the photographic session' (Figure. 1). In
order to be photographed, people needed to
behave like objects. Despite these difficulties,
daguerreotypes became widely popular for
portraiture, instigating a “Daguerreomania”

across the social spectrum?.

But the widespread availability of
photography had other unexpected
consequences. With the emergence of a
new mode of representation, the
commemoration of the dead -previously
manifested in the form of drawings,
paintings, poetry or death masks- found a
more tangible medium in postmortem
photography. Early photographs depicted
the dead close-up and alone, often taken in
the same spot where the person had
passed, without any effort to move, alter,
or arrange the body. But by the mid-19th
century, and following the fictitious
tradition of posthumous paintings, the
photographs began depicting the dead as
living®. The subject’s eyes were propped
open, and if that was not possible, pupils
were painted onto the photographic print.
The corpse was seated upright on a chair
and oftentimes held and braced standing
on a specially designed frame. Unlike
Brady Stands, used to counter bodily
movement and hold the living steady
during the photographic session, this
scaffolding functioned as a structural
system, holding the dead body in balance
in defiance of gravity (Figure. 2).

Nonetheless, beyond the mechanical
modification of the subject or the technical
manipulation of the photographic process,

the most profoundly lifelike affect was the
photographing of the deceased together
with family members or friends

-a camouflage technique used to disguise
the dead amongst the living, making it
difficult to discern one from the other. But
unlike conventional portrait photography
where the need to remain motionless
required the individual to behave like an
object, in postmortem photography,
exposure, no matter how long, did not
discomfort the subject. Daguerreotype
photography was better suited to the dead
than the living, and as a result, their
images appeared crisper and were often of
a higher quality than those of their living
counterparts. The need to remain still
during the photographic session also had a
contrary effect on the grieving relatives
who were depicted with a lack of facial
expression, resulting in a photographic
paradox wherein the dead were rendered
more natural, relaxed, vivid, and vibrant
than the living who appeared artificial,
tense, dull, and ghostly (Figure. 3). In this
sense, postmortem photography was
neither a reminder of mortality nor a
celebration of death. It represented a lack,
a loss, and a fanatic desire to capture a
moment that had never really taken place.

From the moment of its invention and
introduction, photography had a
multi-disciplinary identity: as a medium
for artistic expression and as a powerful
scientific tool. Daguerreotype photography
was officially introduced at a joint meeting
of the Académie des Beaux-Arts and the
Académie des Sciences in Paris, France -an
alliance that foreshadowed the twisted fate
of photography, from the moment of its
inception, as both an art and a science.
But more than a mode of representation
or artistic expression, photography in
Prussia was seen as an analytic tool, a
technological instrument for observation
and analysis. The culmination of this
objective (techno-scientific) approach to
photography is the invention of
photogrammetry -a technique for
documenting historic buildings by means of
indirect measurements of photographic
images. Developed by Prussian architect
and engineer Albrecht Meydenbauer in
1858, photogrammetry transformed
photography from a mode of
representation to an instrument for
architectural documentation. The
restitution methods of photogrammetric
images used principles of projective
geometry to translate perspectival images
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of a building to orthographic projections

of its plans and elevations (Figure. 4).
Similar to postmortem photography,
photogrammetry intended to preserve a
record of the object on the verge of physical
decay or disfigurement. Nonetheless,
photogrammetry went beyond mere
documentation, recording the objects with
such precision and accuracy that enabled
their restoration or even reconstruction.

When Meydenbauer’s photogrammetry
institute and archive was officially
established in 18835, it was housed in
Berlin’s Bauakademie -an architectural
school designed by renowned Prussian
architect, planner, and painter Karl
Friedrich Schinkel. A radical departure
from Schinkel’s earlier Neo-gothic or
Neo-classical style, the Bauakademie
emerged as an image of modernity in the
heart of the imperial capital: efficient,
technical, and candid, even if seemingly
dull. The building was commended by
Prussian architects and historians, like
Karl Botticher, who praised Schinkel as the
initiator of “architectural science.” The
writings of Hiibsch and Botticher, along
with the work of Schinkel, imbued a
certain kind of naturalism to buildings*.
Architecture was seen as an organism: a
physical body with a physiognomic facade
and a metaphysical (even spiritual) essence
within, which could not be perceived by
extrinsic empirical experience. And the
Bauakademie was seen as the emblem of
this new tectonic architecture: a synthesis
between Kunstform and Kernform,
between ornament and structure, or
between signifier and signified.

Although the exterior of the building
remained intact during its lifetime,

seen as a repetitive, generic, and flexible
organization, the “modern” interior of the
Bauakademie was altered multiple times to
accommodate new functions®. But because
most modifications conformed to the
internal logic of the building -whether
consciously or not- the alterations became
indistinguishable from the original layout.
This disparity was also reflected in the
manner in which Meydenbauer documented
the building in 1888: a total of eight
photogrammetric images of its exterior

with no documentation of the interior
(Figure. 5). The interior of the Bauakademie
had taken on a life of its own.

By the end of the Second World War, the
Bauakademie was reduced to a hollow

shell, and despite initiatives promoting the
restoration of the building in the 1950s, the
building was razed in 1962 to make room
for the German Democratic Republic
(GDR)’s new Ministry for Foreign Affairs’.
When the Iron Curtain finally came down
in November of 1989, nearly four decades
later, the reunification of Berlin presented
new challenges for both sides and the city
underwent major redevelopment. The
urban development policy of reunified
Berlin, termed “Critical Reconstruction®,”
envisaged the city “as a modern metropolis
with an historic core®.” As a result, the
Association for the Promotion of the
Bauakademie was established to promoted
“the true-to-original reconstruction of the
historic fagades” of the Bauakademie in
199419, A year later, the modernist building
of GDR Foreign Ministry was demolished
in order to rebuild the Bauakademie -the
building that occupied the same space half
a century earlier'!, The northeastern corner
of the Bauakademie’s facade was
constructed in 2002 to raise funds to
promote the building’s full reconstruction.
Amazingly enough, Meydenbauer’s
photogrammetric images of the building
were used for the reconstruction'?.

Today, the Bauakademie is represented by
a full-scale simulacrum: vinyl sheets with a
printed image of the original fagade hung
on hidden scaffolding where the rest of the
building used to stand. A portion of the
exterior corner is reconstructed while the
rest of the building awaits funding. Inside
the vinyl sheets and the wide ring of
scaffolding, a lecture hall is built as a
freestanding object. A Mercedes Benz
advertisement board appears on the front,
and on the side, a sign reads: “Die Zukunft
Der Bauakademie” (Figure. 6). At night, a
white screen rolls down from the vinyl
facade displaying foreign films with
German subtitles. Already turned into an
architectural Frankenstein, the
Bauakademie further exhibits its political,
commercial, and even representational
disparities through an urban theatrics.

For Schinkel, the exterior of the building
grows from and expresses its interior logic.
But for Meydenbauer, and for its
occupants alike, the Bauakademie had
already entered the cultural imagination

as an image: a legible, clear, and
well-preserved exterior with a trivial,
blurry, and ever-changing interior!®. And
even today, while the photogrammetric
images of the exterior make “true-to-

original” reconstruction of the facade
possible, the continuously modified and
manipulated interior of the building was
too poorly documented to be accurately
reconstructed. In many ways, the interior
of the Bauakademie was always deemed
irreverent, absent, or invisible. And this
remains true today: the building has turned
into an exterior without an interior, a
Kunstform without a Kernform, a signifier
without a signified (Figure. 7).

The reconstruction of the Bauakademie
and other monuments'* in Berlin has made
it difficult to differentiate the real from the
representational, the young from the old,
or the living from the dead. The
Bauakademie has become quite literally
and deliberately a full-scale built
photograph of its original self -an image
mistaken for a building. Dressed in a
printed pattern of its facade, held upright
and braced by a scaffolding structure
behind it, and finally placed and disguised
in the city, the Bauakademie is the
architectural manifestation of a
postmortem photograph; a portrait of a
city that is still mourning its loss.

B [man Ansari, PhD Candidate, UCLA;
lecturer, University of Southern California
(USC).

Notes:

1 Macy, et al. The Macy Photographic Studio’s Dispatch.
Northampton MA, Spring—Summer 1913. pp. 2-3.

2 Patricia Holland, “Sweet it is to scan...: personal
photographs and popular photography”. In Photography:
A Critical Introduction, ed.: Liz Wells, Routledge, 2015,
p. 147.

3 Postmortem photography has its roots in the long
aristocratic tradition of posthumous memorial and
funerary paintings. These portraits were unique in that
they generally depicted the dead as if they were still
living. Although visual clues within these paintings -such
as the inclusion of watches, clocks, or bottles of medicine-
distinguished them as posthumous, the portraits were
intended to create the illusion of life in death: to fabricate
a moment that had been taken away by the sudden act of
death and to construct a “monument for future memory.”
With the availability of daguerreotype photography,
postmortem portraits -once an exclusive privilege of the
elite- became a common and affordable practice among
ordinary people. See: Beth Ann Guynn, “Postmortem
Photography”’; in Encyclopedia of Nineteenth-Century
Photography, ed.: John Hannavy, Routledge, New York,
London, 2008, vol II, p. 1164.

4 In their philosophy, as Kenneth Frampton has observed,
the inorganic had no symbolic meaning, so structural
form could only acquire symbolic status by virtue of its
capacity to engender analogies between tectonic and
organic form. See: Kenneth Frampton, “Bétticher,
Semper, and the Tectonic: Core Form and Art Form”, in
What is Architecture?, ed.: Andrew Ballantyne,
Routledge, New York, 2002, p. 139.

5 Although the writings of Alberti and other architectural
theorist before would have differentiated the elements of
architecture into structure and ornament, in Germany,
structure (Kernform) is seen to be pushed out of its
envelope to form the ornament or the facade (Kunstform).
See: Karl Botticher, Die Tektonik der Hellenen, 1844.

6 Mythos Bauakademie, Bauakademie Magazine,

5th issue, November 2007, p. 10.

7 Mythos Bauakademie, Bauakademie Magazine,

5th issue, November 2007, pp. 4-10.

8 The dominant philosophy of Berlin redevelopment,
“'critical reconstruction,” aims to recapture the “mythos”
of Berlin’s prewar legacy. As part of the plan, for
instance, developers are discouraged to extend
development in aggregation of multiple lots, It also
requires architects to follow strict zoning regulations,
favoring stone and ceramic exteriors over steel and glass.
The idea is to invent the contemporary equivalent to a
19th century city. See: Gary Wolf , “Venture Kapital”,
Wired Magazine, June 2006:
[http://archive.wired.com/wired/archive/6.06/berlin_pr.ht
ml], retrieved May 1, 2015.

9 A. Télle, “Urban identity policies in Berlin: From
critical reconstruction to reconstructing the Wall”,
Institute of Socio-Economic Geography and Spatial
Management, 2010, 27, pp. 348-357.

10 Bauakademie-Information, Reconstruction and
Utilization of Schinkel’s Bauakademie, International
Center for Responsible Design of the Living Space, March
2013, p. 2.

11 “Mythos Bauakademie”, Bauakademie Magazine,
5th issue, November 2007, p. 8.

12 Expert sculptors contributed to the replication of the
original stones and terra-cotta ornaments. From
numerous libraries, archives, offices and museums,
approximately 130 individual objects and 550 original
facade components were collected, copied, measured,
analyzed and documented -including some remains that
had been scavenged during the demolition of the Foreign
Ministry. See: “Mythos Bauakademie”, Bauakademie
Magazine, 5th issue, November 2007, p. 7.

13 Schinkel himself was opposed to slavish imitation of
the work of old masters and considered it in no way
historical. “History has never copied earlier history,” he
once wrote, “and if it ever had, history would come to a
complete halt.” In Schinkel’s own view, the only truly
historical act is one that introduces something new from
which a new history can be generated: “To work
historically is always to have the new element at hand, to
know that history is movement, and to know to continue
history.” See: Michael Snodin, Karl Friedrich Schinkel:
A Universal Man, Yale University Press, 1991, p. 51.
14 The Bauakademie is not an anomaly in the reunified
Berlin. Across from the Bauakademie, the Stadtschplatz
-a space which once housed the city’s Statdschloss, or
City Palace (1451-1950) and then GDR’s modernist
Palast der Republik (1976-2006)- went through a similar
metamorphosis. Following the reunification of Germany,
lobby groups were formed to prepare detailed plans for
the demolition of Palast der Republik and the
reconstruction of Stadtschloss -one palace at the expense
of another. These groups argued that the rebuilding of the
Schloss would “'restore the unity and integrity”” of the
historical center of Berlin. In November 2003, cross-
party resolutions of the German parliament voted to
demolish the Palast der Republik to make room for the
partial reconstruction of Stadtschloss on its original site.
Palast der Republik was completely demolished by 2008
to make room for a reconstruction of the Stadtschloss,
which began in 2013.

Yeni Oyunlar
Eski Numaralar

Brigid Boyle B Ken Robinson’un
“Okullar Yaraticiligi Oldiiriiyor mu?”
konulu TED konugmasi, 2006 yilindaki
ilk gosteriminden bu yana, otuz bes
milyonu agan izlenme sayisiyla gelmis
gegmis en popiiler sunumlardan biri oldu.
Robinson, kendisine ayrilan 20 dakika
icinde, modern egitim pedagojimizin
¢ocuklarimizin 6ziinde varolan siradigi
yaratici yeteneklerini tikettigini ileri
stirdii. Bu, ¢ocuklarin dogustan yaratici ve
sanatsal bir diinya algisina sahip oldugu
yoniindeki modern kiiltiire ait Romantik
gOriisti yansitan bir argiman. Robinson
ve buytuk ihtimalle izleyicilerinden bir
kesimi, cocuklarin dogasinda varolan
yaratici giicii, bir cocugun dogal
eylemleri ya da diger bir deyisle oyun
aracihigiyla, yetiskinlikte de
koruyabilecegimize inaniyorlar.

Cocuklarin yaratici ve yetenekli olarak
dogduklari gorust, Aydinlanmaci
diistincenin bir trinidiir. 18. yiizyila
kadar ¢ocuklar, yetigskinlerin “kii¢iik
versiyonlar1” olarak gortliyorlardi; ancak
bundan sonra masumiyet, merak, nege ve
yaratici ifadenin geligmesine imkan veren
farkli ve dolaysiz bir diinya algisina sahip
oldugu dustincesiyle ¢ocukluga ozel bir
onem atfedildi. Bu nitelikleri ortaya
¢ikarma kabiliyeti nedeniyle oyuna deger
verildi; mantik diinyasindan ¢ikarilmig
negeli oyun (ludic play) kendi i¢inde 6zgur
ve zevkliydi; gergeklikten, simgelemeden
ve hedeflerden azade, kisi en yaratici
halindeydi. Yetigkin diinyasi bu mabedi
korumaya itina ederken [ironik bir
sekilde, Sir Robinson’a gore bu,
kindergarten (kres) adi verilen bir egitim
araciligiyla mimkindi], sanayilesme ve
gelismekte olan pazar ekonomisi de,
¢ocugun oyun dunyasini yeni nesile 6zel
oyuncaklar ve oyunlarla besledi ve Walter
Benjamin’in teshisine gore, oyunun bir
gosteriye doniistigii andi bu.

Mimarliksa, oyuncak ve oyunlar tarihinde
ayricalikli bir yere sahiptir: Sosyolog
Erving Goffman’in diinya kurma etkinligi
olarak tanimladig: bi¢cimde, en popiiler
oyun ve oyuncaklar -modiiler yap:
bloklarinin varyasyonlari- cok kiiciik bir
Olgekte gercek dinyanin mimarisini
siklikla taklit etmigtir. Belki daha da
ilginci, bunun tersinin de gegerli

olmasidir: Oyun ve oyuncaklarin,
mimarlik tarihinde 6zel bir rolt var. En
taninmugi, Frank Lloyd Wright’in Froebel
egitimidir; “Froebel bloklar1” (Frobel
gifts), annesinin 1876 Diinya Fuari’nda
gorerek Wright’a hediye ettigi bir dizi
geometrik bulmaca pargasindan
oluguyordu. Oyun araglari, Charles ve
Ray Eames’in pratiginde oyle buytik bir
oneme sahipti ki, onlar1 oyuncaklari
olmadan diisinmek zor. Dokuz-kare
gridler ve mimari modeller, tasarim
araclari olarak uretilmiglerse de, yeni
ongoriillmeyen olasiliklar ortaya c¢ikaran
birer serbest oyun deneyimi

olarak gortlebilirler.

Yeni bir gayret ve amacla pedagoji ve
uygulama alanina giren oyunlarin,
Amerikan mimarhginda “ciddi” projeler
olarak kabul edilmesi, ancak Soguk Savag
doneminden sonra miimkiin oldu.

Sonradan ortaya ¢ikan bu oyunlar,
ciddiyetlerine kargilik, bir simiilasyon ve
operasyon oyununa dontismek ugruna
Kantgi, eglenceye dayali oyun duygusunu
terketti. Bucky Fuller’in Dinya Oyunu
(The World Game) veya POGE,
METROPOLIS, CLUG ya da INHABS
gibi ilk oyun uygulamalarini herhangi bir
sekilde “eglence” olarak tanimlamak zor.
Bu donugtim, mimarhiga 6zgu degildi:
Ikinci Diinya Savasr’ni takip eden yillarda,
ozellikle sistemler diigtincesinin hizla
yayilmasiyla, ticari ve endistriyel
girisimlerde askeri strateji ve
operasyonlara yer verildi. Yaraticiligin
tabiati da ¢arpict bir sekilde degisti: Uzay
yariginin ve her yani kusatan komiinizm
tehdidinin paranoya ortaminda
yaraticilik, “6zgur ruhlarin®, diger bir
deyisle toplum icin faydali olan
degisimlere katki saglayabilecek insanlarin
karakter ozelligi, dolayisiyla da, buttin
Amerikan vatandaglarinin varsayilan
degerli bir niteligi olarak kabul edildi.
Topluma yonelik bu yeni “kitlesellik” (en
masse) vurgusu mimarhigin, modernizmin
mimar-kahramaninin disiplinin
beklentilerini yeterince kargilamadigini
farketmesiyle ortiisityordu. Bunun
lizerine, alanin siirlar1 hem “katilimci
tasarim” yoluyla egitim gormemis
kullanicilari, hem de sayilari giderek artan
mimarlik okullarina kaydolmus kadinlari
ve azinliklari kurumsal anlamda
kapsayacak bi¢imde geniglemeye bagladi.
Oyun, hizli degisimlere ragmen bu
disiplinin amaglarina istikrar kazandirdi.
Retorik olarak oyun, herkesin i¢indeki
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Huzurevinde “Senior Center Game” oynayan bir grup,
(Henry Sanoff ve Graham Adams, "Collaborative
Design Processes," Journal of Architectural Education,
sayi 33, Eyliil 1979, s. 19).

Participants playing the Senior Center Game, hy Henry
Sanoff and Graham Adams (From "Collaborative
Design Processes," the Journal of Architectural
Education, vol. 33, September 1979, p. 19).

tasarimciy1 ortaya ¢ikarma kabiliyetine
sahip etkili bir iletisim araci olusuna
dikkatleri cekmeden kendisini “eglenerek
ogrenmeye” yonelik kolaylikla anlagilan,
dustik riskli bir arac olarak sundu ve
boylece kullanicinin giivenini kazandi!.

Oyun etkinligi, 1960’larin baslarinda
Cornell Universitesi’nde dolasan iki
ornegin de gosterdigi gibi, mimarhig kendi
disiplini i¢inde zit kutuplara tasidi:
Bunlardan biri 1962’de Allan Feldt
tarafindan gelistirilen “Cornell Land Use
Game” (CLUG) ve digeri ise 1950’lerde
Colin Rowe ve Texas Rangers’in
Austin’de oynadiklari oyunun kuzeyde
yeniden hayat bulan versiyonu “Dot-the-
Dot”di. CLUG, kugtik sehirlerin buytime
ve gerilemesine neden olan ekonomik,
cevresel ve siyasi etmenler tizerine bir
masa oyunuydu. Oyuncular, bir kentin
daha iyi planlanmasi i¢in gereken takimlar
arasi iletigim, goris birligi ve igbirliginin
onemini kavriyorlardi; her turda on bir
gelisme adimi vardi ve en fazla mal
varligina sahip olan takim oyunu

kazaniyordu. Oyunlar genellikle
on saatten fazla surtiyordu.

Ote yandan Dot-the-Dot ise,
“stiper kadavra” (exquisite
corpse) oyununun Colin
Rowe’nin gelistirdigi mimari bir
versiyonuydu: Bir grup mimar,
bos bir kagidi dolastiriyor ve
her oyuncu bir onceki ¢izimin
mantigini takip ederek aklindan
bir plan ¢iziyordu. Sonugcta elde
edilen kolaj, Wright’in Robie
House’u ile Palladio’nun
Rotonda’sinin ayni yapisal
dokuyu paylastigi, hos fakat
melez kasabalari andiriyordu.
Kolajin son hali, bir sonraki
oyuna kadar duvara asiliyordu.
Diinya kurma etkinligi olarak
bu iki oyun, diinyanin gelecegi
konusunda oldugu gibi,
mimarhgin ve kullanicinin
rolleri konusunda da son derece
farkls fikirlere sahipti.

Tipki 19. yuizyilin oyun ve oyuncaklari
gibi, bu iki oyunun basit bir sekilde ortaya
cikigi da ardinda karmasik ideolojileri
barindiriyordu. Kural ve talimatlari igeren
oyun tahtasiyla, CLUG herkese acikti,
ama her kargilasma ve her oyuncu
etkilesim kurmak igin bir firsat olarak
goruliyordu. Soyutlanmig yatay bir
diizlemde oynanan bir strateji oyunuydu
ve oyunda veri elde etmek ugruna tecriibe
gozardi ediliyordu. Dot-the-Dot ise,
mimarlik disiplinine karg: puirist bir
yaklagima sahipti: Her oyuncunun bilinen
bir kurali hatirlamasi, bu alanda egitim
almamis olanlarin oyuna katilmasini
imkansiz hale getiriyordu. Cogunlukla da
mimar olmayanlarin oyuna katilmasi
isteniyordu ve bunun tek sebebi ise bu
kisilerin hatali eskizlerinin mimara
yerinde, yaratici bir “duizeltme” yapma
imkani vermesiydi. Mimarlar bu oyunda
hala birer kahramandilar. Ustelik
neredeyse tamami beyaz adamlardi.

Bir nesnenin incelenmesi i¢in belirli
araglarin secilmesi ile agikca ortaya
konan, araca iligkin varsayimlarin yeniden
dogrulanmasiyla sonuclanacak kaginilmaz
bir totoloji sozkonusudur. Oyun etkinligi,
mimarlikta kisa bir omre sahip olmasina
karsin, birden tedaviilden kalkmadi.
Oyun, mimarlik tarihinde, ilerlemenin
algilanan seyrini bicim ve estetikten ziyade
ideolojinin belirledigi bir donemi
tanimlamaktadir. Boylelikle, ideolojik
temelli bir “gosteri”ye bagli olsun ya da

olmasin disiplinin farkl kutuplarindan
-planlama, dijital tasarim ve hatta giincel
pratiklerden- daha sonra ortaya ¢ikmig
form ve estetik tizerine yeni bir okuma
yapilabilir. Bu karmagik ideolojiler, halen
Ken Robinson’un yaraticihigin dinyayi
kurtaracagina dair 6nermesinin temelini
olugturuyor. Izlenme sayis1 30 milyonu
asmis olsa da, yeterince gorunirlitk
kazanmig sayilmaz. B Brigid Boyle,
doktora dgrencisi, UCLA

Ceviri: Canan Erten

Not:

1 ilging bir bicimde, mimarlik dersliklerinde cekilmis
oyun fotograflarinin pek ¢ogunda kadin 8grencilerin
sayica orantisizhigr dikkat ceker. Kimi oyunlarin yalnizca
gercek diinyanin dedil, mimarligin kendisinin de bir
simiilasyonu oldugunu gdrebilmek adina, “*herkesin
icindeki tasarimciyi ortaya citkaran’ bu arac lzerine
kinik bir okuma yapmak da miimkiindiir. Ornegin, John
Hejduk, kadin ev ekonomisi égrencileri icin 9 kare grid
egzersizini gelistirmistir. Robert Slutzky ise, Hejduk’un
“bagkasinin vekili olarak mimarlik yapan bayan
6grencileri”ni hatirlatir. Bkz. Alex Caragonne, The
Texas Rangers: Notes from an Architectural
Underground, MIT Press, Cambridge, 1995, s.193-194.

New Games
Old Tricks

Brigid Boyle M Ever since its 2006 debut,
Ken Robinson’s TEDtalk “Do Schools
Kill Creativity?” has been one of the most
popular presentations of all time,
currently logging over thirty-five million
views. In his allotted twenty minutes,
Robinson claimed that our modern
educational pedagogy squanders the
inherent and extraordinary creative
talents of our children, an argument that
echoes modern culture’s Romantic notion
that the child’s worldview is naturally
creative and artistic. Robinson, and
assumedly some of his viewers, believe
that we can preserve that inherent sense of
creativity well into adulthood by
cultivating it through a child’s natural
activities, namely play.

That children are born creative and
talented is a by-product of Enlightenment
thinking. It was not until the eighteenth
century that children were seen as more
than “small versions” of adults and that
childhood was granted special status,
considered a distinct and unmediated
worldview in which innocence, wonder,
joy and creative expression were allowed
to flourish. Play was valued for capacity
to draw these out; separated from the

world of reason, ludic play that was
spontaneous, free, pleasurable in itself,
and liberated from reality, representation,
and goals was man at his most creative.
As the adult world took pains to protect
this sanctuary (ironically, for Sir
Robinson, through an education called
kindergarten), industrialization and the
burgeoning market economy cultivated it
through toys and games specific to the
younger generation, which Walter
Benjamin diagnosed as the moment

play turned into spectacle.

Architecture holds a privileged position in
this history of toys and games: described
as world-building activities by sociologist
Erving Goffman, the most popular games
and toys -variations on modular building
blocks- have often mimicked on a
miniature scale the architecture of the real
world. More interesting, perhaps, is that
the inverse is also true: toys and games
play a unique role in architecture’s history.
Most famous is Frank Lloyd Wright’s
training with “Frobel gifts,” a series of
geometric exercises given to him by his
mother, who had seen them displayed at
the 1876 World’s Fair. Charles and Ray
Eames can hardly be considered without
their toys, so essential were the play things
to the seriousness of their practice. The
nine-square grid and architectural models,
though conceived of as design tools,

can be seen as an experiments in free

play such that new unforeseen
possibilities manifested.

It was not until the Cold War that games
began to be considered “serious”
enterprises in American architecture,
entering pedagogy and practice with
newfound fervor and intentionality. The
nature of these later games, in exchange
for their seriousness, relinquished the
Kantian, ludic sense of play for one of
simulation and operational gaming. One
would be hard pressed to call Bucky
Fuller’s The World Game, POGE,
METROPOLIS, CLUG, or INHABS, to
name some of the first gaming exercises,
“fun” in any sense of the word. The
transformation was not specific to
Architecture: in the years following the
second world war, military strategies
and operations were deployed in
commercial and industrial enterprises,
particularly in the rampant spread of
systems thinking. The nature of creativity
also changed dramatically: in the
paranoid atmosphere of the space race

and pervasive threats of communism,
creativity was considered the character
trait of “free psyches,” those people who
would most likely contribute to beneficial
changes to society, and thus an assumed
asset of all American citizens. The

new emphasis on society en masse
corresponded to architecture’s realization
that the architect-hero of Modernism had
not quite lived up to the expectations of
the discipline. In response, the boundaries
of the field began to open, both to
untrained users through “participatory
design,” as well as institutionally to
women and minorities, who entered
architecture schools in growing

numbers. Gaming stabilized the
discipline’s intentions despite the fast
paced changes. Rhetorically, gaming
disarmed the user by announcing itself

to be an easily understood, low-stakes
tool of “fun learning,” simultaneously
diverting attention from its
instrumentality as an effective tool of
communication and a means to draw

out the designer in everyone!.

Within the discipline, gaming pushed
architecture toward opposite poles, as
evidenced by two games both making the
rounds at Cornell University in the early
1960s: CLUG, the Cornell Land Use
Game, developed by Allan Feldt in 1962,
and Dot-the-Dot, a northern
reincarnation of the game Colin Rowe
and the Texas Rangers played in Austin
in the 1950s. CLUG was a horizontal
board game addressing the economic,
environmental and political factors of
growth and decline of small cities.
Players learned the value of
communication, consensus and
cooperation between teams in order to
better plan a city; each round had eleven
steps of development, and the team with
most assets win. Games often took over
ten hours. Dot-the-Dot, on the other
hand, was Colin Rowe’s version of
architectural exquisite corpse: from
memory, a group of architects would pass
a blank sheet of paper around, each
sketching a plan from memory, each
spontaneously following the logic of the
previously drawn plan. The resulting
collage resembled quaint but hybridized
towns, wherein Wright’s Robie House
might share poché with Palladio’s
Rotonda. The final collage was hung on
the wall until the next game. As
world-building activities, the two games
had vastly different ideas about the

world’s future, as well as the roles of
architecture and the user within it.
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Just like the toys and games of the
nineteenth century, the simple
appearance of these two games masked
complex ideologies. CLUG, which
included the rules and instructions with
the gameboard, was open to everyone,
but considered every event and every
player an opportunity for transaction.

It was a game of strategy, its horizontal
plane one of abstraction, wherein
experience was discounted in favor of
data. Dot-the-Dot took a purist approach
to the discipline: each player’s recall of a
recognized canon precluded the untrained
from participating. Non-architects were
often implored to participate, if only for
the opportunity their incorrect sketch
would offer the following architect: a
spontaneous and inventive “fix.”
Architects were still heroes in this

game. They were also almost
exclusively white men.

There is a certain tautology made
manifest by choosing specific tools to
study an object that would result in
reaffirming the assumptions of the
instruments. Though gaming was
relatively short-lived in architecture, it
didn’t simply disappear. It defines a
period in architectural history when
ideology directed the perceived course of
progress rather than form or aesthetics.
As such, we can reread the subsequent
forms and aesthetics that later emerged
from the poles of the discipline -planning,
and digital design, and even forms

of contemporary practice- as

related to, if not consequential of,

the “spectacle” of ideology. These
complicated ideologies are still underlying
Ken Robinson’s basic premise that
creativity will save the world. Over

30 million views, but not quite visible.

M Brigid Boyle, PhD student, UCLA.

Note:

1 Interestingly, many of the photos of games in
architecture classrooms show a disproportionate
number of female students. As a means of “‘bringing out
the designer in everyone,” we might read this more
cynically to understand that some games were used as a
simulation not only of the real world, but also of
architecture itself. John Hejduk came up with the nine-
square grid exercise for his female home economic
students. Robert Slutzky recalled Hejduk’s “lady
students who were doing architecture in a surrogate...
way.” See Alex Caragonne, The Texas Rangers:

Notes from an Architectural Underground,

The MIT Press, Cambridge, 1995,

pp. 193-194.
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Varolmak Igin
Ilging Bir Yer

Selva Giirdogan, Gregers Tang
Thomsen B Hikayemizi daima,
kronolojik sirayla bir dizi 6grenim
deneyimi halinde anlatiriz. Bu
hikayenin bir yerinde Rotterdam ve
New York’un ardindan Kopenhag yerine
Istanbul’a tasinma karari verilir.
“Istanbul’a tasindik, ¢iinkii orada bir
sekilde daha faydali olacagimizi
dustindik” satirlariin ardindan hikaye,
bu kentte yasanan bir dizi olay:
anlatarak stirer gider.

Geriye baktigimizda tuhaf bir

sekilde, vaktiyle kullandigimiz
“faydali olmak” taniminin son

10 yilda nasil da buttnuyle degistigini
fark ediyoruz. Baslangicta, 2006°da,
olanca tecriibesizligimizle, ¢evremiz
bize yanitlanmamig sorulardan kor bir
dugum gibi gortinmustu. Haritalama
caligmalarina baglamamiza bir
sorumluluk duygusundan ziyade

belki de bencilce bir merak duygusu
neden olmustu. Bugiin, basta
distindigiimiiziin aksine, bu kent
hakkinda yapilan arastirmalarin
yetersiz kalmadigini biliyoruz.

geriye bir soru kaliyor:

Bunlara neden kolayca erisilemiyor?
Bu yiginla bilgi neden ortaya
dokilmiyor?

Bundan yaklasik 5 yil sonra, onimizde
yeni projeler vardi. Birlesmis Milletler
“2009 yili ortast itibariyla kentsel
alanlarda yasayan insan niifusunun
(3,42 milyar) kirsal alanlarda yasayan
niifusun (3,41 milyar) tizerine ¢iktigini
ve boylece diinyanin artik daha kentsel
bir kimlik kazandigini*” agikladi. Ve
buytk sirketler, buyuk kultur kurumlari
ve buyiik sirketlerce desteklenen buyiik
kiltir kurumlar: sanki bu beyanla
eszamanl olarak ve tasarim brief’lerinde
bu beyani sayisiz kez tekrarlayarak
ilgilerini butiiniiyle kente, denetlenemez,
heyecan verici megapollere yonelttiler.
Elbette, bu yeni bir durum degildi ama
bize oyle gozuktu.

Cesitli sergiler vasitasiyla Istanbul’u
diinya ¢apinda daha genis bir izleyici
kitlesine anlatmak ve bu kentin
gelecegini tahayyul etmek, insani
miitevazi kilan bir is. Bunun sebebi,

nitelikli sergiler diizenlemenin
gicligiinden ziyade, biiytk bir sergi
diizenlemek ile yasanabilir bir gelecek
saglamak arasinda ¢ok az iligki olmasi.
Zaten ikisi de neredeyse butunuyle
farkli beceriler gerektiriyor.

Ve iste buradayiz.

Onu bunu haritalarken, seyler icindeki
bosluklari fark ediyorsunuz, 6nce
kaldirimlardaki bosluklar: sonra her
biri o kaldirimdan sorumlu olan 20
farkli kurumun i¢indeki. Ve sonra da o
kaldirimin yanibaginda yasayan insanlar
arasindaki bosluklari. Istanbul’daki
ktigtik bir mimarlik ofisi i¢in “faydali”
olmanin sinirlarinin nihayet farkina
varmanin laneti bu. B Selva Giirdogan
ve Gregers Tang Thomsen, Superpool
Ceviri: Sibel Senyiicel

* Birlesmis Milletler’in resmi sitesinden alintilanmigtir.
United Nations, Department of Economic and Social
Affairs, Population Division: [http://www.un.org/en/
development/desa/ population/publications/
urbanization/urban-rural.shtml]

Interesting
Place to Be

Selva Giirdogan, Gregers Tang
Thomsen B We always tell our story
chronologically, as a series of learning
experiences. In that story there is a
decision to move to Istanbul after
Rotterdam and New York instead of
moving to Copenhagen. The line in the
story says, “we moved to Istanbul,
because we thought we would be
somehow more useful there.” And
continues to describe a series of
encounters with this city.

Looking back it is curious to realize
how our definition of “useful” has
changed over the last ten years. In the
beginning, in 2006, as it is with most
instances of naiveté, our environment
seemed to be a tangle of unanswered

Superpool, “Audi Urbaanuture”, 2012.

4 SRR B
questions. Maybe it was less from a
sense of responsibility, but more from a
sense of self-centered curiosity, that we
started mapping. Today, unlike what we
may have thought in the beginning, we
know there is not a shortage of research
about this city. A question remains:
why is it not obvious? Why do piles
of information do not yield
themselves visible?

After about five years, there were new
assignments. The UN declared “By the
middle of 2009, the number of people
living in urban areas (3,42 billion) had
surpassed the number living in rural
areas (3,41 billion) and since then the
world has become more urban than
rural*.” And as if in sync with this
declaration, and repeating it many times
in their design briefs, big corporations,
great cultural institutions, and great
cultural institutions supported by big
corporations seemed all interested in the
urban, in the uncontrollable, exciting
megapolis. Of course this was not really
new, but to us it seemed so.

Having to explain to a broader global
audience what Istanbul is, and imagine its
future for different exhibitions has been a
humbling task. Not because it is difficult
to make good exhibitions but because
making a great exhibition has so little to
do with ensuring a livable future. The skill
sets required are almost entirely different.

And so here we are.

Mapping this and that you realize the gaps
in things, first in the sidewalks then in the
20 different institutions that are each
responsible for a part of that sidewalk. Then
in the gaps among the people living adjacent
to it. It is the curse of noticing. Of not
knowing where the boundary of “useful”
ends for a small architecture office in
Istanbul. B Selva Giirdogan ve Gregers
Tang Thomsen, Superpool

* United Nations, Department of Economic and Social
Affairs, Population Division: [http://www.un.org/en/
development/desa/population/publications/urbanization/
urban-rural.shtml].

Grupo TOMA*
ile soylesi:
“Sinirlardansa
araclar”

Irene Sunwoo: Arredamento Mimarlik’in,
cagdas pratikte “gen¢” kavramimin
tizerinde titizlikle duran bu 6zel sayisinin
temasi “Yildizin Ardindan”. Bu, Grupo
TOMA’nin (Leandro Cappetto, Mathias
Klenner, Eduardo Perez, Ignacio Rivas ve
Ignacio Saavedra), 2012 yilinda kurulan
geng pratigin temellerini, calisma
yontemlerini ve tutkularini kesfetmek icin
muhtesem bir baglam gibi goriiniiyor. Ben,
“TOMA”nin ismi ile baglamak istiyorum.
Derginin bu sayisinin konuk editorii olan
Esra, Tiirk¢e’de TOMA’nin “Toplumsal
Olaylara Miidahale Araci”nin akronimi
oldugunu soylemisti -tazyikli su araci,
yani! Peki TOMA’nin isminin Sili

kokeni nedir?

TOMA: Tiirkce’deki bu akronimi hig
duymamigtik. Bunu 6grenmek harika oldu.
Bizdeyse, “TOMA?” isminin Santiago’da iki
ozel anlami var. Buradaki, yaklasik 2006
yilinda baslayan 6grenci hareketi suresince,
okullar ve universiteler siklikla 6grenciler
tarafindan iggal edilmekteydi. Sili’de bu tur
isgallere “toma” denir. Fakat cagdas
kullaniminin 6ncesinde bu kelime, organize
bir sosyal hareketin pargasi olarak bir ev
inga etmek tizere terk edilmis bir alani isgal
etme eylemini tanimliyordu. Yani,
TOMA’nin iki politik anlamu var: ki,
kolektifimiz ¢calismaya bagladigindaki
sosyal ahvali ima eden; ve ikincisi de,
sehirlerimizin hafizalarina ve kent
topraklarina erisimdeki sosyal
anlagmazliklara isaret eden anlamlar.

TOMA genellikle kendisini “profesyonel
bir kolektif” olarak tanimliyor; bu tanim,
“Yildizin Ardindan” temasimin da
kulaklarimni ¢inlatryor. Profesyonel bir
mimarlik ofisinin konvansiyonel
striiktiiriine yonelik bir elestiri ima ettigi
gibi, TOMA’nm ikili anlamy, tipik olarak
yonetici figiirlerden ismini alan ofislere
karsit olarak, eylemlere vurgu yapiyor.
TOMA, bizim i¢in ve oncelikle, bir
arkadas grubu. Birlikte oynuyoruz, birlikte
disari gikiyoruz, birlikte diigtintiyoruz ve
birlikte ¢alismaya calisiyoruz -ve
¢alismanin, ne anlama geldigini anlamaya.
Kolektiflik baglami, bizim igin oldukga
faydali; zira aldigimiz tim kararlarda

hemfikir olmamiza ¢aba gosterdigimiz,

yatay bir organizasyon olma halini
beraberinde getiriyor. “Profesyonel” terimi
ise daha karmasik. Biz, “mimarlar”1 tercih
ediyoruz; ve mimarinin bir disiplin
olugsundansa mimarin roliinii. Disiplin bir
sinir, rolse bir arag gibi. Sinirlardansa,
araglari tercih ediyoruz.

TOMA’nin olusumundan biraz bahsedin.
TOMA, ti¢ gen¢ mimarlik ofisinin ve bir
sosyal psikologun olusturdugu kiiciik bir
topluluk olarak bagladi. Matthias Klenner,
Eduardo Pérez ve Ignacio Saavedra’nin
-ticti de, Universidad Catolica’daki
mimarlik okulundan arkadastilar- eski bir
evde bir ofisleri vardi ve bu ofisi, yine
Universidad Catolica’da okumus mimarlar
Pia Bettancourt ve Fernanda Ruiz ile

1 TOMA, “Comedor”,
Santiago, $ili, 2014.
TOMA, “Comedor”,
Santiago de Chile, 2014.

2TOMA, “La Azotea”,
Santiago, $ili, 2014.
TOMA, “La Azotea”,
Santiago de Chile, 2014
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.8 our basic functicn: to develop alternatives 1o existing policies, to
keep them alive and available until the politically impossible becomes the
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paylagiyorlardi. Matthias o siralar, Ignacio
Rivas ile ¢calisan Leandro Cappetto ile
birlikte yasiyordu. Basta, bu eski evde
geceleri mimarlik tizerine konusuyorduk.
Psikolog arkadagimiz Alvaro Ramoneda da
orada bulunup konugmalara katiliyordu.
Santiago’da geceleri bisiklet turlar
yapmaya bagladik. Mimarlar olarak bizim,
insanlar i¢in sehirde nasil bir seyler
yapabilecegimiz, aslinda kamusal hayata
nasil mudahale edebilecegimiz ve kentsel
cevremizde yasananlara yanit verebilecek
projeler tiretebilecegimiz tizerine
konusmaya basladik.

O zamanlar genclik hareketi, yani Sili’deki
egitim hareketi miithis kuvvetliydi. Biz,
bundan oldukea etkilenmis bir nesiliz.
Mimarlik okulunu bitirdigimiz zamanlarda,
Sili’deki sosyal adaletsizlik tizerine halk
arasinda cok fazla tartisma vardi.
Ogrenciler, mevcut diktatoryel sosyal yapiy
protesto etmeye baglamiglardi. Onlar, bagka
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bir olusum istiyorlardi. Benzer sosyal
hareketler, tiim diinyada vuku buluyordu.
Tum bunlardan beslendigimizi hissettik ve
bir seyler yapmamiz gerektigini dustinduk.
Mimarlar olarak, “boyle yagamak
istemiyoruz” diye diisinmeye basladik ve
bir¢ok insanin da, hayatlarinin gidisatindan
memnun olmadigini fark ettik. Bu ortamda
ve bu ruh hali icinde, ilk projemiz

“El Sitio/Alan”1 yapmaya basladik.

“El Sitio”, gerceklesmemis bir proje;
Providencia Belediyesi’nin ileri gortislii
idarecilerinin, TOMA’dan yeni bir toplum
merkezi igin bir oneri gelistirmelerini
istemelerinin sonucuydu. Alanda bos bir
arsaya sahip olmaniza ragmen, Onerinizin
esas vurgusu tasarlanmus bir striiktiire
sahip olmayiginaydi.

Bir toplum merkezi i¢in temel olusturacak,
dokuz aylik deneysel bir kent yapmay1
onerdik. Cagdas kentlerin nasil olabilecegi
lizerine birlikte diistinebilecek komsular,
organizasyonlar ve kurumlar arasinda
kurulabilecek yeni is birligi bicimleri
onermek istedik. Kent meselelerine adanmig
bir toplum merkezi olacakti; amaci, kentler
uzerine yeni dusiinme bigimlerini hayata
gecirmekti. Sonugta, siyasi engellerden
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otiirt projemiz iptal edildi. Belki de bu
bizim i¢in bir sans oldu; zira proje
¢ilgincaydi! Dokuz ay boyunca, salidan
pazara programlayarak bu kentin icinde
yasayabilecegimiz fikrine kapilmistik. Fakat
projenin en 6nemli ¢iktisi olarak, muazzam
bir oyuncular ag1 yaratmistik: Egitim
kurumlarindan kultiirel organizasyonlara,
mahalle gruplarindan, mimarlara...
Aslinda, bu kisiler agi bizim ilk projemizdi.

TOMA projelerinin geneline yayilan su
vurguyu goriiyoruz: Kisiler veya gruplar
aglart igin katalizor olacak kamusal
mekanlari yaratmak ya da aktiflestirmek.
Mimarlar ya da kentliler olarak, siz
kamusal mekanin Santiago’daki mevcut
durumuna dair ne diisiiniiyorsunuz?
Insanlar arasinda baglantilarin olusacag1
kurumlar ve kamusal mekanlar yetersiz mi?
Iste, sorun burada! Kamusal mekan
projeleri var; fakat topluluklarla etkin bir
baglantilari yok. Cogu vaka, yalnizca
politik iyi niyet gostergeleri olarak cikiyor,
bunun sonucunda da devletin dayattig
kamusal projeler oluyorlar.

Simdi, TOMA’nin, inanilmaz tarihi ile
Santiago’nun hayli kamusal bir binasi olmus

GAM’daki (Gabriela Mistral Merkezi) isini
sormanin tam sirast. 1972 yilinda Birlesmis
Milletler’in Ticaret ve Kalkinma
Konferansi’na evsahipligi yapmak iizere inga
edilen GAM, akabinde Salvador Allende
idaresinde bir kiiltiir merkezi olarak
islevlendirildi, Pinochet rejiminde bir siyasi
merkeze doniistii, ardindan yangindan
muzdarip oldu, ve yeniden bir kiiltiir
merkezi olacak! GAM’a miidahaleniz

El Comedor’dan (2014) ve binanin tarihine
nasil kargilik verdiginden bahsedin.

GAM, $Sili’deki en buyiik ¢agdas kiltur
merkezi. Ikonik bir bina: Allende’nin
sosyalist hiikiimetinin semboliiydii, sonra
ise Pinochet’nin askeri diktatorlugiiniin
sembolii oldu. Yalnizca birkag yil once, bir
kiltiir merkezi olarak yeniden agildi. Fakat
bugtn, GAM kentten ve hafizasindan
kopuk bir halde.

Islerimizden haberdar olarak, GAM
bizimle iletisime gegti; kurtulus bayrami
vesilesiyle, geleneksel Sili oyunlari
hakkinda bir proje yapabilecegimizi
distintyorlardi. “Tamam, fakat belki
baska bir seyler yapabiliriz,” dedik. Bir
anlamda, El Comedor bir kurguydu:
Allende’nin, demokratik yollarla segilen ilk
sosyalist devlet bagkaninin eski sosyal
yemek odasini yeniden yaratti. Fakat
gercekte de, bir zamanlar GAM’da yemek
yiyen insanlar, orada yeniden ortaya
ciktilar; Allende’nin kizi, hatta 6zgiin
binanm mimart Miguel Lawner bile.
Kamusal mekanda, yemegin yatay bir
platformu baslatabilecegini ve
politikacilari, sanatgilar: ve isgileri
birlestirebilecegini gorduk. Boylece, bir
ayligina bir yemek odasi inga ettik ve
tim siire¢ boyunca oradaydik; bir nevi
restoran midiirleri olarak. Kisa zamanda
fark ettik ki isi ¢ekip cevirmek bizim pek
harcimiz degilmis!

Proje, halk tarafindan iyi tepkiler aldi

ve kullanild: mi1?

Evet, ve hala orada -mutfak degil yalnizca
yemek odasi- ve epey kullaniliyor. Alan
onceleri, fazlasiyla modernist ve bog bir
meydandi. Simdi ise kirmizi ahsap masalar
ve sandalyelerle dolu. Insanlar orada
zaman gegirebiliyorlar; onceden bunu
yapamiyorlardi. Yalnizca meydanin
icinden yuiriyiip gidiyorlardi.

Geng bir ekip i¢in bu, ¢ok kullanilan bir
mekanda olusu ile hayli 6nemli bir is. Basit
bir masanin neler yapabilecegini duymak,
harika! Yemek ve yemek yeme eylemi,
TOMA’nin projelerinde esas temalardan.

Evet, ¢uinki herkesin ayni tavirla
dustindugu bir ana isaret ediyor. Herkes
yemek yemeye ihtiya¢ duyuyor, ve yemek
yemek toplu bir eylem. Konu yemek
oldugunda, herkes birlikte ¢aligabilir.
Ayrica, masada olmak, yatay bir
davranis bigimi. Filtrelerinizin kimisini
kaybediyorsunuz.

Ve her sey goriiniir.

Ayrica, insanlari konusturmak i¢in

kolay bir yol. Isten bahsetmeye geri
donersek; orada bir proje yapmak i¢in
¢ok geng bir gruptuk (ve hala da oyleyiz),
fakat basta cok onemli bir proje degildi.
Cocuklar i¢cin oyunlar tzerine konusarak
basladik, sonra ise proje yemek yenecek
bir alana odaklandi. Kisa siire i¢inde,
binanin 6zgiin programi ve sosyalist
donem ile olan iligkisi ile proje cok giiclii,
politik bir proje oldu.

Yakinlarda, TOMA c¢ok farkli bir baglama
sahip yeni bir proje gerceklestirdi. Chicago
Mimarlik Bienali icin ii¢ hafta Chicago’da
kaldiniz ve projeniz “ESPECULOPOLIS”i
gelistirdiniz. Sehri kesfettiniz, bir
yerlestirme iirettiniz ve ayrica, Speculative
Tribune gazetesinin dort sayisinin
editorliigiinii yaptiniz. Bu ti¢ unsur
arasindaki iligki nasildi?

4 TOMA, “Spekiilatif Kent”’, Chicago
Mimarlik Bienali, 2015

TOMA, “Speculative City”’, Chicago
Architecture Biennial, 2015.

Bienal icin gelistirdigimiz ESPECULOPOLIS
projesinin temel ekseni, daha once
calisngimiz dort belirli alana odaklanarak,
Santiago’daki neoliberal politikalarin
neticelerini acik olarak yansitmakti.

Dort calisma vakasinda da, askeri
diktatorlik ve sonrasindaki hikimetlerde
ortaya c¢ikmig “Chicago Boys”un (Chicago
Universitesi’nde egitim almis Silili
ekonomistler) politikalar ile iliskiye
rastladik. Bienal’in baglami, bu fikirlerin
dogdugu sehri kesfetmemize izin veriyordu.
Bu, Santiago’nun diginda ilk kez
calistiimiz zamandi.

Yeni yansimalar uretecek, acik bir platform
inga etmek ve Bienal siiresince farkl
insanlarla konugsmak istiyorduk. 1lk hafta
boyunca yerlestirmeyi insa ettik:
Calisabilecegimiz, diger insanlarla
konusabilecegimiz ve arastirmamizin
bulgularini gosterebilecegimiz buyuk bir
ofis. Ilerleyen iki haftada ise, sehrin icinde
yuridiik. Santiago’daki yerler ile benzer
tarihleri olan yerleri aradik. Richard
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Sennett’in Chicago’da, Cabrini Green
sosyal konut kompleksinde dogdugunu
hatirladik. Kent, “stire¢” fikri, pazar
politikalari ve topluluklarin hayatlar:
arasindaki iligkileri anlamak icin
6nemli bir yer oldu. Ogrenmeye
geldigimiz her yer ve yaptigimiz tiim
konugmalar, Speculative Tribune
gazetesini yapmakta bize ¢ok faydali oldu.
Yasadigimiz kosullari degistirmek igin,
fikirleri dolagima sokmanin ¢ok 6nemli
oldugunu distintiyoruz.

TOMA projelerinin ¢cogu, Santiago’nun
tarihine biiyiik emek harciyor. El
Comedor’un alt bagligi; “Kentsel
Miidahale ve Hafiza Yenileme Projesi”.
Basit eylemler ve degisimler, arkeolojiye
ve geleneklerin, ya da ge¢miste gizli,
hatta bastirilmis olanin yeniden
aktiflegtirilmesi yontemine doniisiiyor;
aymi zamanda da, simdiyi yeniden
tahayyiil etmek icin yollar 6neriyor.
Evet, sunu anlamaya bagladik ki
yaptigimiz, ya da yapmayui istedigimiz tum
projeler bir gecmise, Santiago’nun ve
Sili’nin, bugiin bir diktatorlik tarafindan
sekillendirilmis bir demokraside yasiyor

olusumuz gergegi ile yukli hafizasina bagh.

Kendinize, “seylerin mevcut halini nasil
degistirebilirim ve katkida bulunabilirim?”
diye sordugunuz zaman, ge¢misinize
bakmaya baghyorsunuz. Bu ge¢mis,
kaybolmus olan ve belki geri
isteyebileceginiz seylere dair bazi

yanitlar igeriyor.

Sili’deki cagdas mimarlarin bu tarih ile
elestirel bir iliski kurdugunu diisiiniiyor
musunuz?

Bizim disiplinimizde bu ¢ok yaygin olmasa
da, benzer temalar tizerine ¢alisan ve bu
tarihten endise duyan baska insanlarla da
tanigtik. Fakat digaridan bir bakisla, sosyal
miicadelede yalnizca Elemental’in iglerini
goruiyorsunuz. Neoliberal oyuna fazlasiyla
gomulmiis olsa bile. Sosyal konut ve
kamusal infrastriiktiir i¢in gercekten iyi
projeler yapmak istiyorlardi; fakat onlar,
“oyunu pazarlarin kurallarina gore
oynamaya ihtiyaci oldugu”nu digtinen,
bagka bir kusaktan. Bir mimar olarak
gercekei olmak gerektigini elbette ki
anliyoruz, fakat kurallarin degismesi
onerilebilir. Aravena’nin isleri bizce harika
fakat pratiginde celiskiler var -herkes gibi.
Ornegin, bizim de kendi sorunlarimiz var.
Ug kiiltiir merkezinde projeler yaptik ve
bunlarin tiimii de, bir sekilde,
soylulastirmanin aracisi oldular.

Yani biz de bunun bir pargasiyiz.

Belki de yanlis yapiyor oldugumuzu, isci
sinift mahallesinin yerlesik halkini,
gercekte oradan ¢ikartacak bir projenin
parcast olmak istemedigimizi dustinliyoruz.
Yasadigimiz sosyal kosullarda, geliskiler
islerimizdeki diiellolara devam etmek icin
cok onemli. Ve bunlarin farkinda olmamiz
da. B [rene Sunwoo, yardunci kiirator,
Chicago Mimarlik Bienali.

Ceviri: Yagmur Yildirim

* Grupo TOMA, 2015 yilinda gergeklesen Chicago
Mimarlik Bienali’nin en geng katilimcilarindan biriydi:
[grupotoma.wordpress.com.

Grupo TOMA*
Interview: “Tools,
rather than limits”’

Irene Sunwoo: The theme of this special
issue of Arredamento Mimarlhk is

“After the Star,” with a particular
emphasis on the concept of “the young” in
contemporary practice. This seems like a
great context for exploring the origins,
working methods, and ambitions of Grupo
TOMA (Leandro Cappetto, Mathias
Klenner, Eduardo Perez, Ignacio Rivas,
and Ignacio Saavedra), a young practice
founded in 2012. I wanted to start with the
name TOMA. Esra, the guest editor of this
issue of the magazine, has told me that in
Turkish TOMA is the acronym for
“Intervention Vehicle at Social Events” -in
other words, a water cannon! What is the
Chilean origin of TOMA’s name?

TOMA: We didn’t know about this
acronym in Turkish. This is great to hear.
In our case, the name TOMA has two
particular meanings in Santiago. During the
student movement here, beginning around
2006, students often occupied schools and
universities. In Chile this kind of occupation
is called a “toma.” But before this
contemporary meaning of the word, it was
used to describe the act of occupying
abandoned land in order to build a house,
which was part of an organized social
movement. Therefore, TOMA has two
political meanings: one that refers to the
social context in which our collective
started to work, and another that refers to
the memory of our cities and the social
conflicts involved in access to urban land.

TOMA often identifies itself as “a
professional collective,” a term resonates
with the theme “After the Star.” It implies

a critique of the conventional structure of a
professional architectural office, but also
the dual meaning of “TOMA? refers to
actions, in contrast to the way offices are
typically named after principal figures.
TOMA is, for us and first of all, a group
of friends. We play together, we go out
together, we think together, and we try to
work together -and to understand what it
means to work. The concept of the
collective is very useful for us because it is
entails a horizontal organization, in which
we strive to agree on all the decisions we
take. The term “professional” is more
complicated. We prefer “architects,” and
we prefer the idea of the architect as a
role, rather than architecture as a
discipline. The discipline is like a limit,
while the role is a tool. We prefer tools
rather than limits.

Tell me about the formation of TOMA.
TOMA started as an ensemble of three
young architecture offices and one social
psychologist. Matthias Klenner, Eduardo
Pérez and Ignacio Saavedra -all friends in
architecture school at Universidad
Catolica- had an office in an old house,
which was shared with Pia Bettancourt and
Fernanda Ruiz, architects who also studied
at Universidad Catolica. Matthias used to
live with Leandro Cappetto, who was
working with Ignacio Rivas. At first, we
would talk about architecture during the
night in this old house. Our friend Alvaro
Ramoneda, the psychologist, was also
there and part of those conversations. We
began to do tours of Santiago at night by
bike. We began to talk about how we, as
architects, should do things in the city for
the people, and actually intervene in public
social life and make projects that
responded to what was happening in our
urban environment.

At that moment there was the super
powerful context of the youth movement,
the education movement, in Chile. We are
a generation that its very influenced by
that. As we were finishing architecture
school, there was much public discussion
about social injustice in Chile. Students
began to protest against the existing
dictatorial social structure. They wanted
another constitution. Similar social
movements appeared all around the world.
We felt empowered by all of this, and also
felt that we should do something. As
architects we began to think, “we don’t
want to live like this,” and recognized that
a lot of people also were not happy with

the current way of life. Within this context
and frame of mind, we began to make our
first project, “El Sitio” (“The Site”).

“Fl Sitio,” an unrealized project, was the
result of an invitation by forward-thinking
leaders of the municipality of Providencia,
who asked TOMA to develop a proposal
for a new community center. Even though
you had an empty lot as a site, your
proposal’s main emphasis was not on a
designed structure.

We proposed to make an experimental city
as the basis for a community center, to last
for nine months. We wanted to introduce
new forms of collaborations between
neighbors, organizations and institutions
who could together think about what
contemporary cities could become. It was
to be a community center dedicated to
urban issues, with the goal of putting into
practice new forms of thinking about
cities. In the end, there were political
complications and our project was
canceled. Maybe this was lucky for us,
because the project was insane! We had
this idea that we were going to live inside
this city for nine months with
programming from Tuesday to Sunday!
But the most important outcome was that
we created a large network of actors:
educational institutions, cultural
organizations, neighborhood groups, and
architects. That network of people was
actually our first project.

A thread that runs throughout TOMA
projects is an emphasis on creating or
activating public spaces that can then
become a catalyst for networks of
individuals and groups. From your
perspective as architects and as citizens,
what is the current state of public space in
Santiago? Is there a lack of institutions and
public sites where such connections
between people can occur?

That’s the thing! There are projects for
public space, but they are not effectively
connected with the communities. In so
many cases they are just political gestures,
resulting in public projects that are
imposed by the government.

This seems like a good time to ask about
TOMA’s work at GAM (Centre Gabriela
Mistral), which is a very public building in
Santiago with an incredible history. Built in
1972 for the purpose of hosting the UN
Conference on Trade and Development
that year, GAM subsequently functioned as
a cultural center under Salvador Allende’s

administration, a political center under the
Pinochet regime, later suffered from a fire,
and would become a cultural center again!
Tell me about El Comedor (2014), your
intervention at the GAM, and how it
responds to the building’s history.

The GAM is the biggest contemporary
cultural center in Chile. It is an iconic
building: it was the symbol of the socialist
government of Allende, and then the
symbol of the military dictatorship of
Pinochet. Only a few years ago it reopened
as a cultural center. But today the GAM is

disconnected from the city and its memory.

Aware of some of our other work, the
GAM contacted us because they thought
that we could make a project about
traditional Chilean games on the occasion
of the independence holiday. We said “ok,
but maybe we can do something else.” In a
way, El Comedor was a fiction: it recreated
the old social dining room of Allende, the
first socialist president democratically
elected. Yet in reality, people that used to
eat at the GAM in the past actually
re-appeared there, such as the daughter of
Allende and even the original architect of
the building, Miguel Lawner.

We saw that food could initiate a
horizontal platform in a public space and
that could connect politics, artists and
workers. So we installed a dining room for
one month, and were there the whole time,
kind of acting as restaurant managers. We
soon figured out that running a business is
not something that we can do very well!

Was project well-received and used

by the public?

Yes, and it is still there -just the dining
room, not the kitchen- and is used very
much. The place was once this empty, very
modernist plaza. Now it is full of red
wooden tables and chairs. Now people can
spend time there, but before they couldn’t.
People used to just walk through the plaza.

That is an important commission for a
young firm, located in a highly public
space. It’s amazing what a simple table can
do! Food, and eating, is a really central
theme in TOMA projects.

Yes, because it signifies a moment where
everybody is in the same mode of thinking.
Everybody needs to eat, and eating is
communal activity. When it’s about

food, everyone can work together. Also,
being at a table is an act of horizontality.
You lose some filters.

Everything is visible.

It is also is an easy way to make people talk.
About the commission: we were (and are) a
very young group to do a project there, but
it wasn’t a very important project in the
beginning. We started by talking about
games for children, and then the project
focused on a place to eat. In a moment, it
became a very strong political project with a
relationship to the original program of the
building and the socialist era.

Recently, TOMA realized a new

project in a very different context.

On the occasion of the Chicago
Architecture Biennial you stayed in
Chicago for three weeks, developing your
project, ESPECULOPOLIS. You explored
the city, produced an installation, and also
edited four issues of a newspaper,
Speculative Tribune. What was the
relationship between these three elements?
The principal axis of ESPECULOPOLIS,
the project we developed for the Biennial,
was an open reflection about the
consequences of neoliberal policies in
Santiago, focusing on four specific areas in
which we had worked. In all four case
studies we found a relationship to the
policies of the “Chicago Boys” (the Chilean
economists trained at the University of
Chicago), which were introduced during
the military dictatorship and subsequent
governments. The context of the Biennial
allowed us to explore the city where these
ideas where born. It was our first time
working outside of Santiago.

We wanted to build an open platform to
produce new reflections, and to talk with
different people during the Biennial.
During the first week we built the
installation: a big office where we

could work, talk with other people, and
show findings from our investigation.
During the next two weeks we walked
around the city. We searched for places
with similar histories to places in
Santiago. We remembered that Richard
Sennett was born in Chicago, in the
Cabrini Green social housing complex.

It became an important place for
understanding the relationship

between the city, the idea of “progress,”
market policies and the life of the
communities. All the places we came to
know and the conversations we had were
useful in making the newspaper
Speculative Tribune. We think that
circulating ideas in public is very important
in changing the context in which we live.
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Many of TOMA’s projects are deeply
invested in the history of Santiago. The
very subtitle of El Comedor is “Urban
Intervention and Memory Recovery
Project.” Simple actions and exchanges
become a way of excavating and
re-activating traditions, or a past, that
has been hidden or even suppressed,
and at the same time offer ways to
reimagine the present.

Yes, we began to understand that all the
projects that we were making, or wanted
to make, were related to a past, to a
memory that in Santiago and in Chile is
very charged by the fact that today we
live in a democracy that is shaped by a
dictatorship. So when you ask yourself,
“how can I contribute to and change the
present state of things?” you begin to
look at your past. That past contains
some answers about things that have
been lost, that maybe you want back.

Do you feel that contemporary
architects in Chile engage critically

with this history?

In our discipline, it is not very common,
but we have met other people working on
similar themes, and who are worried about
that history. But from an outside
perspective you only see the work of
Elemental, in a social crusade. Even that is
very embedded in the neoliberal game.
They try to make really good projects for
social housing and public infrastructure,
but they are from another generation that
is used to thinking “we need to play by the
rules of the market.” We of course
understand that as an architect you need to
be realistic, but you can also propose to
change the rules. We think that Aravena’s
work is fantastic, but he has some
contradictions inside his practice -as
everyone does. For example, we have our
own problems. We have made projects at
three cultural centers, all of which are, in
some way, agents of gentrification. So we
are part of that. We are always thinking
about what we may be doing wrong,
because we don’t want to be part of a
project that actually takes the original
inhabitants out of a working class
neighborhood. In the social context in
which we live, contradictions are a very
important, continuing challenge in our
work. And it’s important for us to be
conscious of that. B [rene Sunwoo,
Associate Curator, Chicago

Architecture Biennial

* Grupo TOMA was one of the youngest participant of
Chicago Architecture Biennial 2015:
: [grupotoma.wordpress.coml.

Mimarhkta
Geng¢ Olmak

Esra Akcan B “30 yasin ustindeki kimseye
giivenme”. Bugiin bu unla deyisi
benimseyecek olsak kuskusuz giincelleme
ihtiyact duyardik. Faydali bir tavsiye
olarak sunuldugu giinden bu yana yaklasik
50 yil gectigi dustintildigiinde sozkonusu
aforizmay1 giinimuze su sekilde uyarlamak
gerekmez mi: “80 yagin tstiindeki kimseye
giivenme”? Yine de bu sekliyle tam
anlamuyla giincellenmis sayilmaz.

Bu deyisi tedavile sokan 1960’larin
toplumsal konulara duyarli politik
gencliginin ardindan gelen nesillerin
nihayetinde ¢ok farkli deger yargilarini
benimsemis oldugu distiniilirse bu
cumleyi “80 yagin tstiindeki 70 yasin
altindaki kimseye giivenme” seklinde
diizeltmemiz gerekmez mi? Oyle
goruniiyor ki genglik namina ortaya atilmig
bu tinlii 6nermenin bugun gecerliliginden
bahsetmek pek de miimkiin degil.

Sozlik anlamiyla (yani en yaygin
kullanimiyla yasa atifta bulunarak)
“mimarlikta gen¢ olma” durumuna iligkin
benzer kabulleri ele aldigimizda, kuskusuz
onermelerimizi megrulastirmak icin saglam
bulgulara ihtiyag duyariz. Ne yazik ki,
mimarlik mesleginin neoliberalizmin
egemenligindeki giincel durumu iginde
gen¢ mimarlarin sahip oldugu imkanlarin
kisitliligi sebebiyle, ginimiiz gencliginin
mimarlik alanina yaratici tretim ve yenilik
anlaminda katkisini kanitlayan ¢ok az
ornek var. Kapitalizmin para ve giiciin
strekliligini sagladig: biliniyor; mimarlik
ofislerinde igleyen siire¢ de bundan farkli
degil. Gegtigimiz 30 yil boyunca bir yanda
SOM ve KPF gibi sirketler giderek daha da
buyudu; diger yanda Rem Koolhaas ve
Zaha Hadid gibi deneysel yaklagimlari ile
tn kazanmig “genc” mimarlar ise
biirolarini buytk sirketlere doniistiirdii ve
bu biiyiimenin boyutlari kariyerinin hentiz
basindaki mimarlarin tretim alanini hayli
kisitli hale getirdi. Meslegi Hobbes’un
Leviathan’da bahsettigi tiirden monarsik
bir diizene donustiiren kapitalist
konsolidasyonun bir bagka gostergesi
olarak AECOM da son dénemde, tipki bir
Leviathan gibi cesitli kentlerdeki kiigiik ve
orta Ol¢ekli mimarlik ofislerini bunyesinde
topluyor. Homo oeconomicus ¢caginda, dev
butgeli buytik yapilarin ve deney alani
saglayan en prestijli projelerin stirekli
olarak az sayidaki, bir grup yerlesik mimar

tarafindan ustlenilmesi sasirtict mi?
Belli bagli sergi ve yayin organlarinin
bekgiligini yapanlarin da bu yapinin
desantralizasyonuna yonelik katkisinin
¢ok sinirh kaldigi gortulmekte.

Dahasi, neoliberal rasyonellik yalnizca
¢ikarlari glivence altina almakla kalmiyor
bir yandan da ¢agin gerektirdigi yenilik ve
ozgunlugh yine ayni rekabet¢i amaglarla
talep ediyor. Sozkonusu ekonomik
ortamda, geng sanatgi ve delikanl
anarsist roliine biirtinenlerin bu kendini
kanitlamis emektarlar olmasi sasirtict mi?
Dolayisiyla, sanki bu diinyanin
sekillenmesine hatirt sayilir katkiyr bizzat
kendileri yapmamiglarcasina, Frank
Gehry’nin orta parmagi, Zaha Hadid’in
yeniyetme cikiglari ve Rem Koolhaas’in
elestirmenlerle siirekli atismasina tanik
oluyoruz. MoMA’da 1988 yilinda
diizenlenen “Deconstructivist
Architecture” (Dekonstriiktivist Mimarlik)
baslikli geng mimarlar sergisinin gosterimi
ardindan mevcut iktidari saglamlastirarak
yeni geng isimlerin ortaya ¢ikmasinin
onuni kesmesi ne biyiik ironi.

Genglere yer verilmeyen bir diinyada, geng
mimarlari 6ne ¢itkmaya cagirmak ve
mimarlik dinyasinda genglerin rola
lizerine bir tartisma baglatmak mantikl
olabilir, yine de bu ¢cagrinin sinirlarini bir
an once kavramamiz gerekir. Halihazirda
suregeldigi bicimde, yerlesik isimlerin
yerini onlarin izinden gidenlerin almasi
gercekte bir fark yaratir mi? Sozgelimi
BIG’in yatirimeinin gozde geng mimari
olarak meslek alaninda ortaya ¢ikist
yeterince buiytuk bir degisim midir?
Sonucta, meslegi devralmak onu
donugtiirmekle ayni anlama gelmiyor:
Simdiye dek hep daha yagh mimarlara
verilmig projeleri onlarla ayni deger
yargilarina ve hassasiyetlere sahip geng
mimarlarin tstlenmesi kayda deger bir
degisim getirmeyecektir.

Bir toplum gencin ne zaman daha ortada
ve goruniir olmasini bekler? Kugkucu

bir bakisla, gencin ise, isvereninse daha
ucuz is gictine erigmesini saglayacak bu
talebin bir firsatcilik gostergesi oldugu ileri
sturilebilir. Fakat ayni zamanda, en
azindan bazilarimiz i¢in, genclerden
disiplinin giincel durumunu degistirmeleri
ve dogru olani yapmalarini beklemek derin
bir isyan duygusunun gostergesi ya da
acizligin itirafi degil midir? Gortunusteki
iyimserligin ardinda yogun bir maglubiyet
duygusu, ¢oziilemeyen bir kriz algist

yatiyor olmali. Gelgelelim, kiginin bu
acizlik duygusundan derhal siyrilmasi
gerekir, ¢linkii aslinda hepimizin bildigi
gibi, eylem yasta degil niyettedir. Sadece
mimarlik meslegi ve disiplininde etkin olan
derin yapilari yadsimamiz ve gozardi
etmemiz durumunda, yas ayrimciligina
dayali retorigi yineler ve sanki yalnizca
geng olmak yeterliymiscesine genclere
gorevi devralma ¢agrisini yapardik. Bana
kalirsa, “gengler” adina ¢ok daha
onemli olan, bu derin (ve eski) yapilarin
kendisini sorgulamaktir, sorgulayanin
yast ne olursa olsun.

B Esra Akcan, Do¢.Dr., Cornell
University, New York

Ceviri: Sibel Senyiicel

The Young
in Architecture

Esra Akcan B “Do not trust anyone above
30”. If we were to take this famous idiom
as our guidance in life today, we would
naturally want to update it. Given the
approximately 50 years that passed
between today and the time this motto
served as good advice, shouldn’t we be
updating the idiom as follows: “Do not
trust anyone above 80”? Yet, more
updating will still be needed. Given the
ultimately different values held by the
generations following the politically
engaged and socially motivated youth of
the 1960s that mobilized this motto, are
we not to rewrite our sentence as follows:
“Do not trust anyone above 80 and below
707? It seems that the most famous axiom
in the name of youth hardly holds any
relevance for today.

If we were to take other similarly-held
presuppositions about the issue of the
“young in architecture” in its literal sense
(i.e. its most communicable meaning
referring to age), we would naturally
search for good evidence to justify our
statements. Sadly, little confirmation is
readily available today to substantiate a
claim that contemporary youth generates
creativity and invention in architecture,
because of the lack of opportunities that
young architects have in the current
architectural profession under the rules of
neoliberalism. It is hardly a secret that
capitalism consolidates wealth and power,
and the story is not too different in the
operation of architectural offices. Over the

last three decades, the cooperate offices
such as SOM and KPF grew bigger and
bigger on the one hand, and the “young”
architects who made a name for their
experimental approach such as Rem
Koolhaas and Zaha Hadid turned their
businesses into big cooperate offices on the
other hand, to such an extent that far too
little number of commissions are available
for emerging architects. Recently, AECOM
has been swallowing small and mid-sized
architectural offices in several cities into its
body like a Leviathan, which is another
indication of the capitalist consolidation
that could as well turn the profession into
a world of monarchy, much like the one in
Hobbes’ Leviathan. Is it surprising in the
age of homo oeconomicus that the biggest
buildings with the largest budgets and the
most prestigious projects with room for
experimentation are commissioned to a
small group of established architects over
and over again? The gate-keepers of
exhibitions and publishing also seem to do
very little to decentralize this structure.

Moreover, neoliberal rationality not only
seeks to secure profit, but also constantly
demands fashionable novelty and
originality for the exact same competitive
purposes. Is it then surprising in this
economic climate that it is the established
seniors who pretend to take the role of the
youthful artists and youngster anarchists?
Hence Frank Gehry’s finger, Zaha Hadid’s
teenager temper and Rem Koolhaas’
relentless hunt to outwit commentators,
protesting the very world that they had
been dominant participants in shaping.
What historical irony that an exhibition

in the name of young architects
-“Deconstructivist Architecture” at MoMA
in 1988- consolidated power and blocked
the emergence of new young names in the
international arena after its execution.

In a world with no youth, it is reasonable
to make a call for the emergence of young
architects and to initiate a discussion on
the young in architecture, however, we
need to observe the limits of this appeal
immediately. Would it really make a
difference if the established names were
replaced with their disciples, as it seems to
be happening already? For instance, is
BIG’s emergence in the field as the
developers’ favorite young architect big
enough of a transformation? Taking over
the profession is not at all the same as
changing it: not much would change if
younger architects (in the literal sense)

with same values and sensibilities began
taking the commissions that were
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conventionally handed to older ones.

When does a society expect the young to
be more present and visible? From a
cynical point of view, one could claim that
this is an indication of opportunism on the
part of the young to have jobs and on the
part of the employers to have cheaper
labor. But, isn’t it also, for some of us at
least, an indication of a profound sense of
rebellion or a confession of impotency to
expect the young to change the current
state of the discipline and do the right
thing? Behind the seeming optimism, there
must indeed be an intense sense of defeat,
of unresolvable crisis. However, one needs
to shake off this sense of impotency
immediately, because as we know deep
down, action is not a matter of age but
intention. Only if we were in denial and
ignorant of the deep structures that are
operating in the architectural profession
and discipline, would we repeat the ageist
rhetoric and make a call for the young to
take over, as if this would be a virtue in
itself. The more important question in the
name of the “young”, according to me, is
to question these deep (and old) structures
themselves, regardless of the age of those
who participate in this enquiry.

B Esra Akcan, Ph.D. Associate Professor,
Cornell University, New York
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Star Sonrasi

Joan Ockman B “Star-sonras1” mimarlik
dusiincesini seviyorum. “Occupy”
hareketine katilan, kamp kuran geng
aktivistlerin, muhaliflerin ve kendini
mimarlik yoluyla sosyal adaletin
gelistirilmesine adamis diger genc
insanlarin siyasal idealizmini de
seviyorum. Fakat sohret kiiltiirt, selfie’ler,
Twitter yayinlari ve reality show’lar
caginda ve ABD’de Donald Trump’in
Yazi siirerken bu inancimi daha ne kadar
koruyabilecegimden emin degilim. Geng
mimarlar, orta yasl ve yasli mimarlar
haline geldiler ve en yetenekli olanlarindan
pek ¢ogu isyankar ve titopyaci genglik
hayallerini geride birakarak buiyuk sohrete
kavustular. Realist, pragmatist veya en
kotii ihtimalle bencil bireylere dontustiiler.
Ancak tarih dontisimlere gebedir.
Postmodern Star, modern Usta’nin yerine
gecti. Peki Star’in tahtina kim ya da ne
gececek? B Joan Ockman, Prof., UPenn.
Ceuviri: Sibel Senyiicel

Post-Star

Joan Ockman B I love the thought of a
“post-star” architecture and I love the
political idealism of young Occupiers,
Campers, dissidents, et al. dedicated to
advancing social justice through
architecture. But in an age of celebrity
culture, selfies, Twitter feeds and reality
TV, and in the Summer of Trump here in
the U.S., I don’t know how much credence
I can really put in it. Young architects
grow into middle-aged and old architects
and the most talented of them often
acquire big reputations and leave behind
the rebellious and utopian dreams of their
youth. They become realists, pragmatists,
and in the worst cases cynics. But history
does bring transformations. The
postmodern Star superseded the modern
Master. Who/what will supersede the Star?
B Joan Ockman, professor of
architecture, UPenn.

Daima Geng

Pep Avilés B Geng mimarlarin ve geng
mimarlik pratiklerinin sergilerde,
yarigmalarda, sanat programlarinda ve
akademik alanlardaki bilinirligi, son yirmi
yilda ivme kazandi. Kiratorler, dergiler,
editorler, mimarlik okullari ve yaymevleri,
alani canlandirmak i¢in, yetismekte olan
kusagin kuramcilarini, elestirmenlerini ve
uygulayicilarini tegvik etmeye odaklanmisg
durumda. Genglige adeta tapan bir
kiiltiirde baska ne olabilirdi ki? Daima yeni
fikirler 6neren ve -kimi zaman yeterince
olgunlagmamug olsalar da- bu onerilerle
onceki kugaklarin kabullenilmis fikirlerini
sorgulamaya katki saglayan giinimiiz
“geng yildiz”lar furyasinin, mimarhga
faydasi elbette ki ortadadir. Bu kademeli
sistem, gelecegin mimar hasadinin geligimi
bakimindan da dikkate sayan: Kiiciik ve
konsept projelerden daha buyiik gorevlere
varincaya kadar, kiiltiirel bir temsilci
olarak gen¢ mimarin, bilgisini ve bunu
sergileyisini agamali olarak artirabilme
sansina sahiptir.

Fakat yine de, mimarlari yaslarina gore
yapay kategorilere ayirma kurgusu,
beraberinde riskleri de getirir. Siklikla, bu
aldatici kategoriler, kisileri ve onlarin
uretimlerini yiikselen kiltiir endustrisinin
idari gereksinimleri ile bagdastiran bir
ideolojiyi de barindirirlar. Bagka bir
deyisle, neticede bu kategorilerin
cogunlukla, kapsamina aldiklari
mimarlarin kariyerlerini engelledigi ve
baslangictaki endiselerini hasiralt ettigi
gortlir. Dahasi, yalnizca “geng mimar”
olmanin, gercekte hicbir degeri yoktur.
Mimarlik alaninda, onerilerin niteligine ve
bu o6nerilerin ardindaki radikal distinceye,
yas onceligini gozetmeksizin deger
bigmeliyiz. Hepsinden onemlisi, mimari
fikirlerin guctne saygi duymaliyiz; bu
fikirler heniiz tohum halinde de olsa,
olgunluk ¢aginda da olsa.

Fakat, bizim alanimizda “gen¢” olmanin
anlami nedir? Bu, biyolojik bir tstiinluk
miidiir? Yoksa, mesleki bir sinirlama
midir? Ve mimarlar naifligin, hevesin ve
enerjinin birlestigi bu imtiyazli zihinsel
alani ne zaman terk ederler? Bir bagka
deyisle kisi kendini kanitlama arzusuyla
gelecek vadeden potansiyelini ne zaman
terkeder ve boylece neyi geride birakmis
olur? Bu sorularin cevabini, tarihten bir
anekdot ile vermeliyim. Bu ara soz,
kliselerin mimarlik alaninda yas ve

profesyonellige dair 1srarci yerlesikligini de
gozler 6ntine serecektir. Gropius’un deyisi
ile Ldszl6 Moholy-Nagy, modernitenin
“buiyiik harekete gecirici”si olan bu enerji
ve yasam dolu kisi; 31 Temmuz 1946°da,
yani losemiden 6lmeden dort ay once,
pedagojik igerikli vasiyetini yazarken
kendisini olduk¢a metanetsiz ya da ihtiyath
hissetmis olmali. Sona yaklastig hissiyle,
Chicago Tasarim Enstittisi’niin (The
Institute of Design in Chicago) danigma
komitesine bir mektup yazmis ve okulu
gelecekte idare edecek kisinin sahip olmasi
gereken vasiflari belirtmistir: Bauhaus’un
Amerika subesinin bagini ¢ekecek yonetici
adayinin, estetik referanslara, yonetme
becerisine ve girisimci ruha sahip olmasi
gerekiyordu'. Listenin en basindaki isim,
yurttagi ve is arkadast Marcel Breuer’di.
Moholy-Nagy’ye gore, Breuer kusaginin
“en parlak mimarlarindan biri”ydi, miithis
bir estetik duyarliliga sahipti, bir sanatci ve
tasarimci gibi egitilmisti. Moholy-Nagy
ikinci sirada, Breuer’in “Latin tiirevi”, ve
rastlanti eseri akrani olan Josep Lluis Sert’i
tavsiye etti. Komitenin Amerikal bir figiire
sempati duyma ihtimalini de gozeterek,
-bagarilarina ragmen, bu pozisyonun
gerektirdigi sanatsal becerilerden yoksun
olsa da- Ralph Rapson’u 6nerdi ve son
derece itibar gosterdigi Charles

Eames’i de bu listeye ekledi. Fakat bu
isimlerin her ikisinin de, hentiz ¢ok geng
oldugu disiiniiliyordu. Buna kargilik,
Moholy-Nagy’nin, Breuer’in adaylhigini
desteklemek adina ortaya attigy; yalnizca
Breuer’in, sanati, bilimi ve teknolojiyi
birlestirebilecek “keskin bir zekaya” ve
“bir is adami1”nin “kurnaz tabiati”na sahip
olduguna yonelik nihai sav, idari bir
hamleydi. Moholy-Nagy, ge¢cmisteki
tecriibelerinden Enstiti’niin idaresinin,

ne denli zor oldugunu biliyordu ve
kurumun girigimci ruha sahip biri
tarafindan yonetilmesini tercih ederdi
-tipki Bauhaus’ta 1920’lerin ortalarinda,
aliminyum sandalyelerini okula
pazarlamak icin firsat kollayan Breuer gibi.

Eger daha yakindan incelersek,
Moholy-Nagy’nin komiteye sundugu
onerinin ardinda kusak farkini isaret eden
bir dustincenin yattigini gorebiliriz. Bu
mektubu yazdigi sirada, Ralph Rapson

32, Charles Eames ise 39 yasindaydi -Breuer
ve Sert’ten yalnizca 5 yas daha gencti.
Yukarida da so6z edildigi gibi, bu gorev i¢in
onlar1 6nerirken Moholy-Nagy’nin esas
tereddudu, genglikleriydi. Yani, her nasilsa,
Moholy-Nagy icin geng bir tasarimcinin,
olgun ve sorumluluk sahibi bir mimara

dontigimii 39 ve 44 yaslar1 arasindaki bir
noktada ger¢eklesmekteydi. Fakat biraz
daha cabayla, daha kesin bir tespitte
bulunabiliriz: Moholy-Nagy’ye,
Chicago’daki Yeni Bauhaus’un idaresini
teklif eden telgraf 1937 yilinin Mayis
ayinda, yani Moholy-Nagy 41 yasindayken
gelmisti. Ayni ay, Gropius’a “Telgraf...
tipki bir yildirim gibi ¢arpti” demisti;
eski Bauhaus yontemini Amerika’ya
nakletme sorumlulugunu tstlenmek icin
oldukga hevesliydi?. Yani, boylesine
zorlu bir pedagojik gorev i¢in kendisini
yeterli goriiyordu.

Dolayisiyla, mimarlik ehliyeti, Eames’in
vasifsiz 39’u ile Moholy-Nagy’nin ehil 41’
arasinda bir yasta ele gegiyor ki; bu, bir
tasarimcinin 40’ma bastigi doneme tekabil
ediyor. Bu yag, mimarin tretiminde yer
tutan ekonomik gerceklige iligkin bir
farkindalik ile ayirt edilebilir. Bu, realizm
icin utopyayi terk etmeye, materyalizm igin
yaraticiligi ve idealizmi reddetmeye hazir
bir yas. Evet, dogru; mevcut bir kurumun
buyrugunu gozeten bu 6rnek tzerinden
kiyaslama yapmak, yeterince adil degil.
Fakat bu marjinal sayilabilecek anekdot,
isleyisinde hepimizin katkisi olan bu
mesleki paradigmaya dair soylenecekleri
acik ve net bicimde ifade ediyor. Oyleyse
sorulacak sorular, sunlar: Daha yash
kusaklar, ni¢in farkli bir diinya diigleme
kabiliyetini yitiriyor? Kulttirleraras
etkilesim ve kiiltiirel dontisiim ideallerini
ne zaman terk ediyorlar? Ekonomik
gerekcelerden azade, yeni bir diinya kurma
distinden ne zaman uyaniyorlar? Ve eger
bu kurumsal zihniyet, olgunlagsmanin
olmazsa olmaz kosulu ise, bu yapay esik ile
neden bu kadar barigigiz?

Mevcut tretim kosullari, mimarlarin
mezuniyetleri ardindan sahneye
cikmalarini surekli geciktirme egiliminde;
cunki toplumun, kamuda ya da o6zel
sektorde deneyim kazanmaya baglamalari
icin geng pratiklere sagladigi imkanlar
giderek daha da sinirli hale geliyor. Bu
baglamda, kiltiirel heveslere sahip geng
mimarlar kurtulus yollarini etkinlik
mekanlarinda, sergilerde, yayimnlarda,
miifredatlarda, pavyonlarda, kisa omurla
nesnelerde ve gelecek mimari zaferlerin
sonsuz vaatlerinde buluyorlar. Bienallerin,
akademilerin ve sanat fuarlarinin son
derece rekabetci pazarlari, onlari, sahalar
kontrol eden ¢oklu karar merkezlerine ve
kiltirel vekillere etkili bir mesaj yollamaya
itiyor. Ilgiyi talep edebilmek icin, miistesna
ve ayirt edici bir sesin, bir kiltiirel

markalagma biciminin, ya da ortiik bir
deyisle, bir “kiiltiirel proje”nin edinilmesi
elzem oluyor. Bu kiilturel proje, dyle 6zgiin
bir hale geliyor ki, eger basarili olursa,
kendi ¢ikmazini yaratiyor. Uziintii verici
ki, “gen¢ mimar” olabilmenin yolu, cogu
kez kariyerini reddetmekten geciyor. Bu
neticenin, alani daraltan ve korlestiren
pazar yariginin kurallarini harfiyen takip
edisi ise sasirtic1 degil. Mimarlik, belirli
olandan ve anekdotlardan ziyade, evrensel
olan tzerine disiinmelidir; bir baska
deyisle, kayda deger bir etki yaratabilmek
icin mimarlar, hepimizin yiizlestigi gesitli
konulara cevap verebilecek daha genig
anlatilar iiretmelidir -genc olsalar da,
olmasalar da. B Pep Avilés, doktora
ogrencisi, Princeton University; Ogretim
gorevlisi, The Cooper Union.

Ceviri: Yagmur Yildirim

Notlar:

1 “Letter from Moholy-Nagy to the Committee of The
Institute of Design in Chicago”, TLS, 31 Temmuz 1946,
University of Illinois at Chicago, Richard J. Dadley
Library, Special Collections, Institute of Design Papers,
MSIDes72.

2 Lloyd Engelbrecht, Moholy-Nagy: Mentor to
Modernism, Flying Trapeze Press, Cincinatti,

2009, s. 549.

Forever Young

Pep Avilés B The recognition of young
architects and practices in exhibitions,
competitions, artistic programs, and
academic venues has accelerated in the

last two decades. Curators, magazines,
editors, architecture schools, and
publishing houses have focused on
promoting the forthcoming generations

of practitioners, theorists, and critics to
rejuvenate the field. How else could it be in
a culture that worships youth? Certainly,
there are obvious benefits for architecture
in the constant flow of youngsters
proposing new ideas every season, for these
propositions, although sometimes not fully
ripe, do contribute to the questioning of the
received ideas of the older generations.

For the development of the future crop of
architects, this gradual system also makes
sense: from small projects and concepts to
larger commissions, the young architect as
cultural agent has the opportunity to
increase his knowledge and exposure
gradually.

However, the establishment of artificial
divisions between architects based on age
does not come without risks. Often, these

specious categories encapsulate an
ideology, accommodating subjects and
their outputs to the managerial needs of an
accelerated cultural industry. In other
words, these categories often end up
trapping the careers of the architects
involved, pigeonholing them in their initial
concerns. Moreover, there is no intrinsic
value per se in being a young architect.
We should validate the quality of the
proposals and the radical thinking behind
them against the field at large, without
considering age privileges. Above all, we
should salute the strength of architectural
ideas, whether in their germinal state or in
their maturity.

But, what does it mean to be young in our
field? Is it a biological distinction? Or is it
a professional demarcation? And when do
architects depart from this assumed
privileged mental space for creativity that
the combination of naiveté, ambition, and
energy generates? To put it differently,
when does one abandon promise for
confirmation, and what do we leave
behind? Let me utilize a historical anecdote
in order to respond to these questions. This
digression will also illustrate how
architectural clichés related to aging and
professionalism persist deeply ingrained in
the field. Laszl6 Moholy-Nagy, the “great
stimulator” of modernity as Gropius
described him, a man of energy and high
stamina, should have felt very weak or
very wary in writing his own pedagogical
testament on July 31, 1946, four months
before his death from leukemia. Sensing
the end, he wrote a letter to the advisory
committee of The Institute of Design in
Chicago to clarify the skills that a future
director of the school should have: in order
to lead the American chapter of the
Bauhaus, the candidate for the director
should combine aesthetic credentials,
management skills, and entrepreneurship’.
At the top of his preferential ranking was
Marcel Breuer, his fellow-country man and
life colleague. For Moholy-Nagy, Breuer
was “one of the most brilliant architects”
of his generation, having great aesthetic
sensibility, trained as he was as an artist
and designer. In second place, Moholy-
Nagy recommended Josep Lluis Sert, the
“Latin variation” of Breuer and,
coincidentally, his coeval. In case the
sympathies of the committee were towards
an American figure, he recommended
Ralph Rapson -who, despite his
achievements, lacked the artistic leanings
required for the position -or Charles
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Eames, highly esteemed by Moholy-Nagy.
Both of them however, were deemed too
young. Instead, the definitive argument
made by Moholy-Nagy in support of
Breuer’s candidacy was managerial: only
Breuer had the “penetrating intelligence”
to unite science, art, and technology thanks
to his “shrewd” nature as a “business
man.” Moholy-Nagy knew how difficult
the management of the Institute had
proved in the past, and he felt comfortable
with someone who from the beginning had
an aura of entrepreneurship, as Breuer had
demonstrated in the Bauhaus during the
mid-1920s, when he sought to
commercialize his tubular aluminum
chairs within the school.

If we look closely, Moholy-Nagy made an
implicit generational argument in his
recommendation to the committee. When
he wrote his letter, Ralph Rapson was

32, and Charles Eames was 39, only five
years younger than Breuer and Sert were.
As stated above, their youth was the main
reason Moholy-Nagy was reluctant to
recommend them for the post. Thus,
somehow, for Moholy-Nagy, the transition
from a young designer to a mature,
responsible architect happened at some
point between the ages of 39 and 44. But
we can attempt to be even a bit more
precise: the telegram soliciting
Moholy-Nagy for the directorship of the
New Bauhaus in Chicago arrived in May
1937, when Moholy-Nagy was 41. “The
telegram...struck like lighting” he told
Gropius the same month, eager to assume
the responsibility of transplanting the old
Bauhaus method to America®. By then, he
indeed felt capable enough to face such a
pedagogical challenge. Thus, architectural
credentials arrived at some point between
Eames’ unqualified 39 and Moholy-Nagy’s
competent 41, that is, right when a
designer reached 40. This age would be
distinguished as marking a sense of
awareness of the economic reality in which
the work of the architect takes place. That
is, an age ready to abandon utopia for
realism, and reject creativity and idealism
for materialism. True: the comparison
might be a bit unfair since the example

I have invoked concerns the command of
an existing institution. But this perhaps
marginal anecdote speaks loud and clear
about the professional paradigm in which
we are all operating. The questions are,
then: Why do older generations lose their
capacity to imagine a different world?
When do they outgrow cultural

transgression and disruption? When

do they forget to reflect on the
unaccomplished dreams of a renewed
environment without the crutches provided
by economic reason? And if this corporate
mindset is a sine qua non condition of
maturing, why do we feel so comfortable
with this artificial threshold?

Current conditions of production are
pushing for a rather belated début for
architects after they receive their degrees
because society provides fewer and fewer
opportunities for young practices to begin
acquiring experience in public and private
work. In this context, young architects
with cultural aspirations find their niche
for survival in the on-going venues,
exhibitions, publications, syllabi, pavilions,
ephemeral objects, and endless promises

of future architectural glory. The highly
competitive market of biennials, academia,
and art fairs, pushes them to send a
forceful message to the multiple decision
centers and cultural agents governing the
field. In order to claim attention, it is
fundamental to have a singular, distinctive
voice, a form of cultural branding, or
euphemistically, a “cultural project.” That
cultural project is becoming so specific that
it creates, if successful, its own cul-de-sac.
Sadly, to be a “young architect” is often to
begin a declining career. Unsurprisingly,
this outcome is the result of following
verbatim the rules of market competition
that narrows and deadens the field.
Architecture should reflect on the universal
rather than the particular and anecdotal: in
other words, to make a significant impact,
architects, whether young or not, should
aspire to produce larger narratives
responding to the multiple issues we all
face. B Pep Avilés, PhD Candidate,
Princeton University, Assistant Professor
Adjunct, The Cooper Union.

Notes:

1 Letter from Moholy-Nagy to the Committee of

The Institute of Design in Chicago, TLS, July 31, 1946,
University of Illinois at Chicago, Richard J. Dadley
Library, Special Collections, Institute of Design

Papers, MSIDes72.

2 Quoted from Lloyd Engelbrecht, Moholy-Nagy:
Mentor to Modernism, Flying Trapeze Press, Cincinatti,
2009, p. 549.

Pekala, Adaminiza
Tiklayin:

Amator Online
Egitim Videolar

ve Yazilim
Kilavuzlarinin
Arayuz Dili ve Talep
Performanslari

Erin Besler, Ian Besler B Kendin-Yap
(DIY) diinyasina ait pek ¢ok insan eseri
gibi, online egitim videolar: ve yazilim
kilavuzlari da, ters bir can egrisi tizerinde
bir yere diismekte; uzmanhgin,
performansin, tretim degerinin ve
sergilenen herhangi bir yetkinlik veya gozle
gorulir tutarhiligin vasatin tstiine
¢itkamadigi bu noktada izlenebilirlik
niteligi de en disiik seviyede. Lynda.com®
gibi internet lizerinden ticretli tiyelik sunan
siteler icin tiretilmis videolar, kusursuz
tretimi, kanitlanmis uzmanlig ve tutarl
¢izgisiyle bu grafigin en sag ucunda yer
aliyor. Grafigin en sol tarafina yerlesenler
ise, genellikle internet ortamindaki biitiin
stiinkori iglerin en nihayetinde
varacaklari yerde, yani YouTube’da
bulunuyorlar. Indirgeyici tanimlar,
-uzmanlara para 6denmesine ragmen
amatorlere 6denmemesi gibi- ekonomik
unsurlara dayali ayrimlarla uzmani

surekli olarak amatorle karst kargiya
biraksa da, online yazihm kilavuzlar
kategorisine bakmak, bu tanimin
tekilligini, buittin tiretim ve performans
modelleri i¢in yetersizligini yeniden
diisiinmeye imkan verebilir.

Onciilii kullanim kilavuzlarina kiyasla
daha cazip ve daha cizgisel bir anlatim
tarzini benimsemis olan egitim videolar
ve online yazilim kilavuzlari, bugiin,
bireylerin yazilim ve isletim sistemi
arayluizlerinde kaybolmadan yollarini
bulmalarini saglamanin yanisira
tasarlanmis etkilesim ve deneyim
sOylemine tretici ve tiiketici olarak dahil
olabilecekleri anlamli bir ortak zemin
olugturan araglar haline geldiler.
YouTube’a yiiklenerek sosyal medya
uzerinde paylagilan kilavuz videolar, kisiye
her giin eristigi senaryolastirilmis dijital
sturecler tizerinde bir hakimiyet duygusu

saglamakta. Bunlar, acilir mentileri, mouse
tiklamasini, stritklemeyi, ekranda
goruntintin kaydirilmasini ve kisayol
tusunu bir dizi performatif harekete -anlam
yuklu ve insana 6zgii niyetlerin silinmez
izlerini tagiyan bireysel 6zerklik ifadelerine-
doniistiiriir ve artan onemine karsin
¢ogunlukla gozardi edilen bir ortami temsil
eder; dijital ¢aligma ortamina kullanicilarin
anlam yuklemesi ve bu icerige sahip
¢ikmasi i¢in sunulmus bu alan, aksi halde
iliskiselligini ve kisiselligini yitirir.

Cok sayida program, kullanicilar
tarafindan hazirlanan egitim videolarindan
olusan operator paketlerini biriktirirken;
Trimble’in ticretsiz 3 boyutlu modelleme
yazilimi SketchUp (daha 6nce Google’a
aitti) ise uretilen ise ve esligindeki egitsel
videolara bilhassa amatér, kontrolsiiz ve
dogaglanmis bir yon katan, etkileyici
cesitlilikteki ozelliklerden bir kombinasyon
sunuyor. Kiyaslama yapilacak olursa,
Adobe Creative Suite’in ve diger bir¢ok
video ve fotograf duzenleme yaziliminin
barindirdig: araglarin, daima amator ile
profesyonel tiretim arasindaki ¢izgiyi
asmayi1, bulaniklagtirmayi ve en
nihayetinde tamamen silmeyi hedefleyen
“Ureten tiiketici” ya da “yari-profesyonel”
zihniyetine acik¢a hizmet ettikleri gorulur.
Ve bu durusa eslik edip onaylayan egitici
videolar da benzer sekilde yalin,
ongoriilebilir ve gorev odakli olma
egilimindedirler. Bunlar, agik¢a
“kitaba-uygun” niteliktedir, “resmi”
uretim bi¢cimini benimserler ve ¢ogunlukla
dogaclamaya yer vermezler. Fakat
kullanim kolayligi saglamak, donanim
gereksinimlerini gorece dusiik tutmak ve
komtinite etkilesimini baglangi¢ seviyesinde
konumlandirma konusundaki israrl
tutumuyla SketchUp, 6gretme askiyla
yanip tutugan kahraman bir kitleyi egitsel
videolar iiretmeye cagirir. Bunun sebebi,
SketchUp’in mevcut varligiyla kullanict
erigimi ve profesyonel tretim etrafinda bir
yanilgi olusturmasi olabilir. Bir SketchUp
kullanicisinin, yaptigi gokdelen tasariminin
sadece yuzeysel bir yazilim bilgisiyle insaat
stirecine taginacagini dusinmesi i¢in aklini
yitirmis olmasi gerekir. Peki oyleyse, eger
herkesi kendi satosunu goklere tagimaya
davet ve tesvik etmeyecekse, “fiziksel

2»

diinyayi sekillendiren insanlara?” yonelik

¢ boyutlu bir tasarim yazilimi neye yarar?

Online egitim videolarini izlemek,
dikkatlice dinlemek ve irdelemek
konusunda asil ilging olan sey ise;
dogaglama yontemi ile caligma halindeyken
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Google 7 Tutoriak Beg

Google SketchUp 7 Animation Tutorial- Beginners

bu videolarin, performatif hareketleri,
operasyonel bir goreve iligkin belgelere
aktarmasidir. Bu videolarin en iyi
ornekleri, neredeyse Hollywood’lu bir film
yonetmeninin yazilim araytizu araciligiyla
yaptig1 bir yorum gibi -kullanicilar olarak
niyetlerimiz ile sectigimiz sistemlerce
yuritilen bilgisayarlara dayali eylemler
arasindaki sinir1 birlestiren ve buna aracilik
eden gevezeligin bir disavurumunu-, bir i¢
monologun sahnelenmesini akla getiriyor.

Egitsel alan, gorece samimi bir ¢evirim ici
ortam sunuyor. Yalnizca videoyu izleyen
kiginin ¢ogunlukla sunum yapanin evindeki
masa Ustl bilgisayari ile kargilagmasi
anlaminda degil, ayni zamanda bu
deneyimin dijital bir gtinah ¢ikarma seansi
gibi islemesi anlaminda da. Pesin
hiikiimlerden azade bir alan, amatoriin
pismanliklarini gayri resmi bir gekilde
itiraf ettigi “gtivenli bir alan”: sydus takma
adiyla bilinen kullanici, 2009 yilinda
YouTube’ta yayinlanan egitsel videosunun
sonlarina dogru, ayni zamanda ogrettigi
yazilim programina atifta bulunarak,
“Heniiz bunu ikinci kullanisim” seklinde
bir aciklama yapiyor3.

Sozkonusu videolar, amatorlerin ellerine
birakildiklarinda profesyonel yazilim
araglari ve egitsel yontemlerine iligkin
havada ugusan vaatleri ve ezici hayal
kirikliklarini goruntr hale getiriyorlar.
Ekran gortintiileri alarak egitsel bir video

but it's worth it? | don't
:1know how you

"Officially" do this. i just

figured out this techniqu

‘Google SketchUp 7 Animation Tutorial- Beginners

4 position. Then in Frame

:12, Paste the guy by
pressing CTRL and V
like this..|

Google SketchUp 7 Animation Tutorial- Beginners

Be==
L %

1 KIRP - “Pekala, adaminiz tiklayin.”
CROP - “Alright click on your guy.”

2 KIRP - “Bunu resmen nasil yaptigini
hilmiyorum.”

CROP - “I don’t know how you
officially do this.”

3 KIRP - “Gocuk oyuncag olacak.”
CROP - “It’ll be a snap”’

4 KIRP - “iste hoyle...”
CROP - “like this...”

hazirlamak insanin; bilgisayar ustaligi,
dijital uzmanlik ve son bin yilin girigimei
ozgliveninin sergilendigi Kendin-Yap (DIY)
reality-show’unda bir yildiz olarak boy
gostermesi demektir. iMovie, Photoshop,
SketchUp ve Google Earth gibi yazilimlar,
yogun bicimde Amerikan tarzi
“Yapabilirsin” ruhunu tagiyan bir vaatte
bulunurlar. Bu tiir videolar: izlemek,
ilgilendigi sorunlarin anlami, agirhig ve
Olgegi konusunda hicbir fikri olmayan
uygulayicinin kor iyimserligine taniklik
etmektir. Kullanicilar tarafindan hazirlanan
egitsel videolarin kogsulsuz amatorligy,
kontrol, uzmanlik ve ustaligin istikrarsiz bir
sekilde sergilenmesinden ileri gelir. Bunlar,
cogunlukla bulanik bir belirsizlik hissi
esliginde belirli bilgi bi¢imleri tireterek,
ictenlik ve guiliing olma arasindaki ince
cizgide gezinirler. B Erin Besler, mimar,
Besler & Sons; dgretim gorevlisi, UCLA;
Ian Besler, mimar, Besler & Sons; 6gretim
gorevlisi, University of Southern California.
Ceviri: Canan Erten
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Notlar:

1 Nick Salvato, “Out of Hand: YouTube Amateurs and
Professionals”’, TDR: The Drama Review 53.3, 2009,
s. 67-83. Erisim: 7 Subat 2015.

2 “The SketchUp Story” SketchUp. n.d. Web. Erigim:
7 Subat 2015: [http://www.sketchup.com/about/sketchup-
story]

3 sydus, “Google Sketchup-Easy To Use 3d Design
Software”, YouTube. Erisim: 28 Kasim 2014:
[https://www.youtube.com/watch?v=S-
Zqdfif6e4A#t=09m23s].

Alright,

Click on Your Guy:
Interface Vernacular
and the Aspirational
Performance

of Amateur
Instructional Videos
and Software
Tutorials Online

Erin Besler, Ian Besler B Like so many
artifacts of the world of DIY, online
instructional videos and software tutorials fall
somewhere along an inverted bell-curve,
where watchability is lowest exactly at the
point in which professionalism, performance,
production value, and any demonstrated
competence or apparent coherence is just
average. Videos produced for paid
subscription providers like Lynda.com® fall
to the extreme right-side on this graph, with
seamless production, verified expertise, and

a coherent arc. Occupants of the extreme left
often reside, where all loose things on the
Internet will eventually land, on YouTube.
While reductive definitions have repeatedly set
the professional in opposition to the amateur
through distinctions based on economics
-essentially professionals are paid for their
work and amateurs are not- looking at the
category of the online software tutorial might
provide an opportunity to rethink the
singularity of this definition and its
inadequacy for all models of production

and performancel.

Today, instructional videos and online
software tutorials -more personable and
narratively linear than the user manuals that
preceded them- have become a means

through which individuals not only learn to
navigate and use software and operating
system interfaces, but also find a
meaningful forum to insert themselves,

as producers and consumers, into the
discourse of designed interactions and
experiences. The screen-captured video
tutorials that are uploaded to YouTube and
shared on social media provide a sense of
dominion over the scripted digital processes
that she or he negotiates on a daily basis. It
turns the menu-drop, the mouse-click, the
drag, the scroll, and the hotkey shortcut into
a set of performative gestures -expressions
of personal autonomy, charged with
meaning and indelibly marked with human
intention-and represents an increasingly
important, and often overlooked, space for
users to convey and assert meaning upon the
otherwise detached and impersonal expanse
of digital workspace.

While any number of programs will
accumulate their attendant suite of user-made
tutorial videos, Trimble’s free 3D modeling
software, SketchUp (formerly of Google),
provides a compellingly rich combination of
qualities, which bestow a particularly
amateurish, uncontrolled, and improvised
tone to the work produced and the tutorials
that accompany that work. By comparison,
tools in the Adobe Creative Suite, and most
other video and photographic editing
software, cater to a distinctly “pro-sumer” or
“semi-professional” mentality, where the
ambition is always to surpass, blur, and
ultimately erase the line between amateur and
professional production. And the tutorial
videos that accompany and affirm this
posture tend to be similarly sober, predictable,
and task oriented. They are distinctly by-the-
book, strongly enamored with the “official”
way of doing things, and leave little room for
improvisation. But SketchUp, in its stubborn
insistence on ease of use, relatively low
hardware requirements, and entry level
community oriented positioning, attracts a
messier, more brazenly cavalier crowd to the
task of instructional video making. This could
be because SketchUp already sets up, in its
very existence, a fallacy around user
affordance and professional production. A
SketchUp user would have to be crazy to
think that her skyscraper design could be
taken through the building process with only
a cursory knowledge of the software. But
then, why would a 3D design software-
oriented toward “the people who shape the
physical world?” - exist at all, if not to invite
and encourage the pursuit of everyone’s own
castle in the sky?

What’s compelling about viewing, close
listening, and scrutinizing tutorial videos online
is the idea that, in their on-the-fly,
improvisational manner, they pass from
performative gestures to documents of an
operational task carried out. The best examples
suggest an enactment of an inner monologue,
almost like a Hollywood film director’s
commentary over software interface-a
manifestation of the chatter that connects

and mediates the threshold between our
intentions as users and the computational
actions that our chosen systems carry-out.

The tutorial space is a comparatively intimate
online space. Not only in the sense that the
viewer is often experiencing the tutor’s home
desktop computer but also in as much as it
performs like a digital confessional. A space
free of immediate judgment, a “safe space” of
informal admissions of amateur’s remorse:
“This is my second time using this ever,” the
user known as sydus comments, referring to
the software program that he is
simultaneously teaching, near the end of his
2009 tutorial on YouTube?.

These videos make apparent the soaring
promises and crushing disappointments of
professional software tools and the method of
instruction, when placed in the hands

of amateurs. To screen capture and narrate a
tutorial video is to cast oneself as the star in a
Do-It-Yourself reality TV show of
computational mastery, digital savvy and
millennial age entrepreneurial self-assertion.
Software like iMovie, Photoshop, SketchUp,
and Google Earth promise what we might
consider to be an intensely American brand of
“Can-Do” spirit. To view such videos is to
witness the blind optimism of a practitioner
who has no sense of the implications, the
gravity, or scale of the problems with which he
or she engages. The immutable amateurism of
the user-made tutorial video is an unsteady
performance of control, expertise and mastery.
They walk a thin line between sincerity and
parody, oftentimes producing certain forms of
knowledge along with a vague sense of
uncertainty. B Erin Besler, Principal, Besler
& Sons; Lecturer, UCLA Department of
Architecture and Urban Design; lan Besler,
Principal, Besler & Sons; Lecturer of Design,
University of Southern California.

Notes:

1 Nick Salvato, “Out of Hand: YouTube Amateurs and
Professionals”’, TDR: The Drama Review 53.3, 2009, pp.
67-83 (Web.: February 7, 2015).

2 “The SketchUp Story”, SketchUp. n.d. Web.: February
7, 2015: [http://www.sketchup.com/about/sketchup-story].
3 sydus, “Google Sketchup-Easy To Use 3d Design
Software”. YouTube, January 27, 2009. Web.: November
28, 2014: [https://www.youtube.com/watch?v=S-
Zqdfife4A#t=09m23s].

Benzerlikler Arsivi*:
Mimarhgin B-Yiizii

Benzerlikler Arsivi, 25 Kare Plan

Soldan Sagda: Bertram G. Goohue, Nebraska State Capital, Plan, Lincoln, Nebraska
/Julian Elliott, Pilcher Evi Plani, Zambiya / Eski Magrip Konut Yerlesimi Plan Tipi,
haz.: C. Uhde / Emilio Ambasz, Houston Plaza Center, Plan, Houston, Teksas, 1982
/ Linlithgow Sarayl, Plan, Linlithgow, Bati Lothian, iskogya, 15.-17. Yiizyillar.

Oscar Niemeyer, Le Havre Kiiltiir Merkezi, Plan, Le Havre, Fransa, 1972-1982 /
Qasr Kharana, Plan / Frank Furness ve George Hewitt, Jefferson Tip Fakdiltesi
Hastanesi, Birinci Kat Plani, Philadelphia, Pennsylvania / Hans Hollein,
Rauchstrasse, House 8, Plan, IBA Apartmani, Berlin, Almanya, 1983 /

E. Matveeva, E. Perel’'man ve L. Dunkin, Yiizme Havuzlu Spor Kompleksi
Tasarimi, Plan, 1983.

“Margravate of Azilia”" igin Plan, Georgia, 1717 / Edward Durell Stone, Kuzey
Carolina Meclis Binasi, Plan, Raleigh, Kuzey Carolina, 1960 / Anthony Ernest
Pratt, Cluedo Masa Oyunu Pantenti, Plan, 1947 / Philip Johnson ve John Burgee,
“General American Life Insurance Company”’, Plan, St. Louis, Missouri, 1977 /
J.N.L. Durand ve J.-TH. Thibault, “Temple Decadaire’ Plani.

Le Corbusier, Hikiimet Binasi Plan Taslagi, Chandigarh, Hindistan, 1952 /
Skidmore, Owings & Merrill, “Boise Cascade Home Office”’, Kat Plani, Boise, Idaho
/ Loro Jonggrang Prambanan, Plan / James Stirling, Distik Maliyetli Konutlar, Kat
Plani, Dort Konut Dairesi, Lima, Peru, 1969 / Mies van der Rohe, Konser Salonu
Eskizi,1942.

Sebastiano Serlio, d’Ancy-le-Franc Satosu, Plan, Fransa, 1544-1550 / Misir
Labirenti, Plan / “*Piramide de los Nichos”, Plan, El Tajin, Meksika / Johannes
Duiker, Agik Hava Okulu, Plan, Amsterdam, Hollanda, 1930 -1932 / Harry Weese,
“Village Hall”, Kat Plani, Oak Park, Illinois, 1971-1974.

Archive of Affinities, 25 Square Plans

From Left to Right: Bertram G. Goohue, Nebraska State Capital, Plan, Lincoln,
Nebraska / Julian Elliott, Plan of the Pilcher House, Zambia / Typical Plan of
Ancient Moorish Dwelling, Prepared by C. Uhde / Emilio Ambasz, Houston Plaza
Center, Plan, Houston, Texas, 1982 / Linlithgow Palace, Plan, Linlithgow, West
Lothian, Scotland, 15th-17th Centuries.

Oscar Niemeyer, Maison de la Culture, Plan, Le Havre, France, 1972-1982 / Qast
Kharana, Plan/ Frank Furness and George Hewitt, Jefferson Medical College
Hospital, First Floor Plan, Philadelphia, Pennsylvania / Hans Hollein, Rauchstrasse,
House 8, Plan, IBA Apartment Building, Berlin, Germany, 1983 / E. Matveeva,

E. Perel'man and L. Dunkin, Design for a Sports Complex with Swimming Pool,
Plan 1983.

Plan for the Margravate of Azilia, Georgia, 1717 / Edward Durell Stone, North
Carolina State Legislative Building, Plan, Raleigh, North Carolina, 1960 / Anthony
Ernest Pratt, Cluedo Board Game Patent, Plan, 1947 / Philip Johnson and John
Burgee, General American Life Insurance Company, Plan, St. Louis, Missouri,
1977 /J.N.L. Durand and J.-TH. Thibault, Plan of Temple Decadaire.

Le Corbusier, Early Plan for the Governor’s House, Chandigarh, India, 1952 /
Skidmore, Owings & Merrill, Boise Cascade Home Office, Floor Plan, Boise, Idaho /
Loro Jonggrang Prambanan, Plan / James Stirling, Low Cost Housing, Floor Plan,
Basic Four House Clusters, Lima, Peru, 1969 / Mies van der Rohe, Sketch for a
Concert Hall, Project,1942.

Sebastiano Serlio, Chateau d’Ancy-le-Franc, Plan, France, 1544-1550 / Egyptian
Labyrinth, Plan / Pyramid of the Niches, Plan, El Tajin / Johannes Duiker, Open Air
School, Plan, Amsterdam, The Netherlands, 1930 -1932 / Harry Weese, Village
Hall, Floor Plan, Oak Park, Illinois, 1971-1974.

* [http://archiveofaffinities.tumblr.com].
Andrew Kovacs ll

9 Kare Grid Plani, 2012
Plan for a 9 Square Grid, 2012.

Editoriin Notu:

*Benzerlikler Arsivi, Andrew Kovacs tarafindan 2010 yilinda kurulan,
mimarligin B-yiiziine adanmig bir web sitesidir. Kovacs, artik, aykiri, tuhaf,
aksilik olarak nitelendirilen proje ve binalari biriktirerek mimarlik
disiplinin merkezi ve ¢eperi arasindaki mesafeyi kaldirmayi hedefler.

““Archive of Affinities*:
The Architectural B-Side”

Editor’s Note:

*Archive of Affinities is a website dedicated to the architectural B-side, launched
in 2010 by Andrew Kovacs. Collecting projects and buildings that are discards,
anomalies, oddities and mishaps, Kovacs aims to collapse the distance between
the center and the periphery of the discipline of architecture.
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Benzerlikler Arsivi, 25 Daire Plan

Soldan Sada:

Pier Luigi Nervi, Spor Sarayi, Plan, Roma,
Italya, 1958-1960 / Bir Etrlsk Ttimdliisti Plani /
Jacques Molinos, Dinlenme Alani, Plan, Paris,
Fransa, 1799 / John Thorpe, Bir Ev Cizimi /
Esmerkezli Tag Cemberler, Plan, Great Rollright,
Oxfordshire, Ingiltere.

Manjak Sefinin Konutu, Plan, Gine-Bissau, 1950
/ Laurent Vaudoyer, Bir Sferik Ev i¢in Tasarim,
1784 /“'Sehir”” Anlamina Gelen Misir Hiyeroglifi
/ ““The Ambo”’, Kdy Plani, Namibya / Adolf Loos,
Chicago Tribune Kulesi icin

Yarisma, Ofis Bollimlerini Gosteren Plan,
Chicago, Illinois, 1922.

Restormel Kalesi, Plan, Lostwithiel, Cornwall,
ingiltere / Welton Becket & Associates, Capitol
Records Binasli, Plan, Los Angeles, California,
1956/ Ovrvill H. Sowl, ABD Patenti 115,577,
Yapi Tasarimi, Plan, 1938-1939 / Neufforge
Cemetery, 1778 / Skidmore, Owings & Merrill,
American Trust Company, Plan, San Francisco,
California, 1960.

Southwick Evi, Plan, Middletown, Rhode Island /
Eduardo Paolozzi, Saat, 1983 / Mansur’un
Yuvarlak Sehir Plani, Bagdat, MS. 766 / Antoine
Petit, Hotel Dieu, Plan, Paris, Fransa, 1774 /
Zincirli Plani.

Kipsigis Evi Plani / E. Vincent Harris,
Manchester Kiitliphanesi, Birinci Kat Plani,
Manchester, ingiltere, 1930-1934 / S. Minofiev,
Arena, Plan, Ivanovo, Rusya, 1931-1933 / Edwin
Lutyens, Lambay Kalesi, Plan, County Dublin,
irlanda, 1905 / Successful Home

Plans, Design S 1428.

Archive of Affinities, 25 Circle Plans
From Left to Right:

Pier Luigi Nervi, Sports Palace, Plan, Rome,
Italy, 1958-1960 / Plan of an Etruscan Tumulus /
Jacques Molinos, Field of Rest, Plan, Paris,
France, 1799 / John Thorpe, Drawing for a
House / The Concentric Stone Circle, Plan,

Great Rollright, Oxfordshire, England.

Manjak Chief’s House, Plan, Guinea Bissau,
1950 / Laurent Vaudoyer, Design for a Spherical
House, 1784 / The Egyptian Hieroglyph for City /
The Ambo, Plan of a Kraal, Namibia / Adolf
Loos, Chicago Tribune Tower Competition,

Plan Showing Division of Offices, Chicago,
Illinois, 1922.

Restormel Castle, Plan, Lostwithiel, Cornwall,
England / Welton Becket & Associates, Capitol
Records Building, Plan, Los Angeles, California,
1956/ Orvill H. Sowl, United States Patent
115,577, Design for a Building, Plan, 1938-
1939 / Neufforge Cemetery, 1778 / Skidmore,
Owings, and Merrill, American Trust Company,
Plan, San Francisco, California, 1960.

The Southwick House, Plan, Middletown, Rhode
Island / Eduardo Paolozzi, Clock, 1983 / Plan of
the Round City of Al-Mansur, Baghdad, 766 A.D.
/ Antoine Petit, Hotel Dieu, Plan, Paris, France,
1774/ Plan of Zincirli.

The Plan of a Kipsigis House / E. Vincent Harris,
The Manchester Central Library, First Floor
Plan, Manchester, England, 1930-1934 /S.
Minofiev, Circus Building, Plan, Ivanovo, Russia,
1931-1933 / Edwin Lutyens, Lambay Castle,
Plan, County Dublin, Ireland, 1905 / Successful
Home Plans, Design S 1428.

Benzerlikler Arsivi, Yatay Kompozisyonlar
Soldan Saga:

Mario Botta, Luigi Snozzi ile birlikte,

Yeni Yonetim Binasi icin Yarisma,

Perugia, Italya, 1971.

B. Lavrov, Lineer Kent, 1927.

Ivan Leonidov, Film Stlidyosu, Proje, 1928.
Nikolai Suetin, Stipermatizm, 1931.

Archive of Affinities, Horizontal Composities
From Left to Right:

Mario Botta with Luigi Snozzi, Competition
for the New Administrative Center,

Perugia, Italy, 1971.

B. Lavrov, Linear City, 1927.

Ivan Leonidov, Film Studio, Project, 1928.
Nikolai Suetin, Suprematism, 1931.

Kalindan inceye Plan, 2012.
Plan from Fat To Thin, 2012.

Benzerlikler Arsivi,

Giindelik Nesnelerden Mimarlik

Soldan Saga: Frank O. Gehry, “Balik”
Chester A. Sanborn, ABD Patenti 85,006,
Yapi Tasarimi, 1930-1931.

Claes Oldenburg, Ingiliz Tipi Uglii Priz
Bigiminde Bina, 1967.

Saul Steinberg, Sifonyer Gokdeleni, 1954.

C. A. SANBORN
BUILDING
Filed Feb. 17, 1530

-

F'_zy.z.

s

Archive of Affinities,

Everyday Obhjects as Architecture

From Left to Right: Frank O. Gehry, Fish.
Chester A. Sanborn, United States Patent 85,
006, Design for a Building, 1930-1931.
Claes Oldenburg, Building in the Form of

An English Extension Plug, 1967.

Saul Steinberg, Chest of Drawers Cityscape, 1954.

Konut igin Cephe, 2015
Elevations For a House, 2015
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Benzerlikler Arsivi, Egik Kuleler Archive of Affinities, Leaning Towers Dog Park Onerisi, Los
Soldan Saga: From Left to Right: Angeles, California, 2015.
Pisa Kulesi, Green Brook, Tower of Pizza, Green Brook, Proposal for a Dog Park,
New Jersey, 1978 New Jersey, 1978. Los Angeles, California, 2015.
Egik Niles Kulesi, Illinois. The Leaning Tower of Niles, Illinois.
René Magritte, Pisa Gecesi, 1958. René Magritte, The Night of Pisa, 1958. Benzerlikler Arsivi, Archive of Affinities, Mimari Kayalik, 2014.
Chicagolu Denizci Giradi Robert Seaman Apprentice Robert Bradford of Sikigtirilmig Yiiksek Yapilar Tall Compactions Architectural Cliff, 2014.
Bradford, Illinois, Egik Pisa Kulesini Chicago, Illinois, Holds Up The Leaning Soldan Saga: From Left to Right:
Dogrulturken, italya, 6 Ocak 1948. Tower of Pisa, Italy, January, 6th, 1948. Alberto Savinio, Anit, 1929. Alberto Savinio, Monument, 1929.
César Baldaccini, Sari Tugla, 1959. César Baldaccini, The Yellow Brick, 1959.
John Chamberlain, “Gimis topuklar”, 1963.  John Chamberlain, Silverheels, 1963.
John Storrs, Soyutlama, 1919. John Storrs, Abstraction, 1919.

Benzerlikler Arsivi, Silastirnlmis Diisey Yiginlar

Soldan Saga:

Franco Purini, Barbar Gékdelen, 1985.

Frank 0. Gehry, Postmodern Oldugu Varsayilan

Diger Onerilere iliskin Hipotezler, Chicago Tribune

Kulesi Yarismasi, Late Entries, 1980.

Franklin Rosemont, Buster Keaton Okulu.

Eduardo Paolozzi, Acimasiz Kule, 1961.

V. Krinskii, Gokdelen Projesi, 1923.

Bela Kadar, Mimarlik Fantezisi, 1925.

Gaetano Pesce, Konut Projesi, Sao Paulo,

Brezilya, 1987.

John Corkill Jr., Washington D.C.’nin Mimari Karikattir.
Louise Nevelson, “Dawn’s Wedding Feast” yerlestirmesinden
Beyaz Siitun, 1959.

Archive of Affinities, Vertical Conglomerates
From Left to Right:

Franco Purini, Barbaric Skyscraper, 1985.

Frank 0. Gehry, Hypotheses about the Form of Other

Benzerlikler Arsivi, Archive of Affinities,

Abartili Eklemeler Extreme Additions Presumably Postmodernist Entries, Chicago Tribune
Soldan Sada: From Left to Right: Tower Competition, Late Entries, 1980.

Wolf Vostell, Aachen Katedrali’ni Wolf Vostell, Proposal for Altering The Franklin Rosemor]t, Bustelr Keaton Collage.
Déniigtiirme Onerisi, Almanya, 1967. Cathedral of Aachen, Germany 1967. Eduall'do Iﬁao\ozzu Tyi’aﬂﬂlc_a| Tower, 1961.

Claes Oldenburg, Allen Memorial Art Claes Oldenburg, 3-Way Plug as an V. Krinskii, SI<ysclraper Project, 1923.

Museum‘a Ek Yapi Olarak Uclii Priz, Addition to The Allen Memorial Bela Kadar, Architecture Fantasy, 1925.

Oberlin, Ohio, 1977. Art Museum, Oberlin, Ohio, 1977. Gaetano Pesce, Project for a Residential Building,
Guggenheim’da Miizik, Duyuru, New Music at the Guggenheim, Sao Paulo, Brazil, 1987.

York Magazine, 11 Eyliil 1972 Announcement, New York Magazine, John 90V|<W|| Jr., Architectural Caricature of
Simon Ungers, Biikres 2000, Yarisma, September, 11th, 1972. WaS_hlﬂgtOH D.C. .

Biikres, Romanya, 1996. Simon Ungers, Bucharest 2000, Konuta Ek Yapi Onerisi, Louise Nevelson, White Column, From:

Competition, Bucharest, Romania, 1996. Giiney Cephesi, 2014. Dawn’s Wedding Feast, 1959.

Proposal for an Addition
to a House, South View, 2014.

W Andrew Kovacs, konuk égretim dyesi, UCLA. Jenerik Bir Yapi i¢in Oneri 005, 2013.
Andrew Kovacs, visiting assistant professor, UCLA. Proposal For A Generic Building 005, 2013.
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Gen¢ Amerikalilar:
Ayricahikl
Mimarlhik Sanatini
Icra Eden
Hanimlarin ve
Beylerin Hayatlari
ve Fikirleri

Cristina Goberna Pesudo, Urtzi Grau l
Dokuz Perdelik Oyun

Sahne: Bir restoranin ic mekan

replikasi. Genis pencerelerden, tipik

bir New York kis manzarasini goriiyoruz.
Sokakta, bir geng insan kalabalig:
revacta olan bir sanat galerisinin
etrafinda toplannustir. Kar yagmaktadir.

Girig

KABARE SUNUCUSU (oyunbaz

bir sesle): Bugtinlerde herkes, Mimari
Tartismalar icra ettigini iddia ediyor.

Yine de, konusmalarimiz ne kadar siklikla
monologlar, konsensusler, notr sohbetler
ya da banal uzlagsmalar olarak sonlaniyor?
Mimari bir diyalogun icine Cekisme’yi
sokabilir miyiz? Mimarlik alanini
ilerletmeye yarayacak uyusmazliklari,
tartismalarimiza titizlikle katabilir miyiz?
Bunu, dogrudan saldirmanin retorik
kligelerine diismeksizin yapabilir miyiz?
Eger az sonraki stratejileri dogru olarak
kullanirsaniz, hayal kirikliginizi,
anlagmazliginizi, hatta onaylamayiginizi
zekice ve nefis bir bicimde ifade
edebileceksiniz; 6yle ki, bir daha hig
kimse sizinle ylizeysel mimari tartismalara
girmeye ciiret edemeyecek.

Birinci Perde

KARSI TARAF: Harika

haberlerimiz var.

S1Z: Inanamiyorum! Igvereniniz
nihayet size borcu olan bes yiiz bin
dolar1 6dedi, degil mi?

KARSI TARAF: Hmm... Hayir.

SiZ: Ah. Oziir dilerim. O halde harika
haber ne?

KARSI TARAF: Brooklyn merkezde bir
banyo i¢in kumtasindan yeni bir mozaik
dogemesi tasarliyoruz.

SiZ: Ah! Bu da elbette ki harika!

KS: Kullanilan strateji; “Beklentilerin
Kasitli Olarak Miibalagas:”.

ikinci Perde

KARSI TARAF: Harika haberlerimiz var.
SIZ: Hadi soyle!

HASIM: Bir mimarlik sergisi igin kuratorluk
yapmak, tasarlamak, para toplamak ve
uygulama yapmak i¢in davet edildik.

SIZ: Vay canma! Sergilenecek is sizin mi
olacak?

KARSI TARAF: Hayir.

SiZ: Ucret dahil mi?

KARSI TARAF: Bu kamu yararina bir
proje.

SIZ: Pekala, bagkalarinin islerini sergilemek
icin boyle buiylik bir zaman, para ve yetenek
yatirimi yapmaniz dikkate deger. Ayrica,
size 6deme yapmayacak bir kurum icin
boyle siki ¢alismaniz muazzam
comertliginizi gosteriyor. Eger onlari,
isminizi gecirmeleri i¢in ikna edebilirseniz,
serginiz size biraz prestij kazandirabilir

ve belki de gelecekte, isiniz bir sekilde
hesaba katilabilir.

KS: Kullanilan Strateji; “Siiphe Tohumlart”.

Uciincii Perde

KARSI TARAF: Harika haberlerimiz var.
SIZ: Devam et!

KARSI TARAF: Bir yarigma teslimi yaptik.
SIZ: Yarigma mi? Harika! Anlat bakalim:
Agik bir yarigma mi? Juri kim? Eger
kazanirsaniz, tasariminizi inga edecek
misiniz? Teslim, cok is ¢ikardi m1?
KARSI TARAF: Yarigma agik, jiiri
bilinmiyor—

SIZ (garsona): Affedersiniz! Meniideki
deniz tarag gercek “dalgic” taragi mi,
yoksa yanhs mi1 yazilmig?

GARSON: Mutfaga sorup kontrol
edecegim.

SIZ (karg: tarafa): Bazen yaniltiyorlar. Her
neyse, yarigmayi anlatmaya devam et.
KARSI TARAF: Diyordum ki; yarigma
acik, juri bilinmiyor ve yalnizca sembolik
bir para odiili var.

SIZ: Garson! Deniz taraklarini bosver.
GARSON: Nasil isterseniz, bayim.

SIZ: Affedersin, liitfen devam et.

KARSI TARAF: Dedigim gibi; acik¢asi
oneri i¢in epey ¢aligmak gerekiyordu. Bir
hafta i¢in igimi biraktim ve yalnizca baski
500 Dolar’a mal oldu...

SIZ: Bilmiyorum... Sence “dalgic
taraklari”na gercek dalgiclar tarafindan
toplandiklari i¢in mi “dalgi¢” deniyor?
Yoksa “degisik” anlamina gelen modasi
ge¢mis bir deyig mi bu? Hep merak
etmigimdir [“diver” ve “diverse”
kelimeleriyle bir kelime oyunu yapiliyor].
KS: Kullanilan Strateji; “Kesinti
Yagmuru”.

Déordiincii Perde

KARSI TARAF: Harika haberlerimiz var.
SIZ: Bunu duymam lazim!

KARSI TARAF: Misafir 6gretim gorevlisi
olarak Paris’e davet edildim.

SIZ: Fransa’ya tagimyorsun! Tebrikler!
KARSI TARAF: Paris, Teksas.

SIZ: Ah! Hmm... Séylemeyi unuttum: Ben
kanserim.

KARSI TARAF: Ne? Ne zaman... Cok
lizginim. Yapabilecegim bir sey var m1?
SiZ: Olursa soylerim... Giinden giine
ilerliyor. Demek istedigim, su an yalnizca bir
benek. Tuhaf sekilli, tabii -bu seyler hep
boyledir ya. Dermatologum goziimii tistiinde
tutmamu ve yaklagik 24-26 ay sonrasinda
tekrar kontrol ettirmemi istedi. Neyse, sen
benim i¢ karartict halimi bogver -Fransa
hakkinda bir seyler diyordun.

KARSI TARAF: Teksas. Paris, Teksas...

KS: Kullanilan Strateji; “K-Bombasi™.

Besinci Perde

KARSI TARAF: Harika haberlerimiz var.
SiZ: Séyle bakalim!

KARSI TARAF: Konugma yapmaya davet
edildik.

SIZ: Bu harika bir haber! Biliyordum, biitiin
¢abalarinizin sonunda nihayet iyi okullarin
birinde bir konusma serisindesiniz!

KARSI TARAF: Tam olarak olmasa da, yine
de ayni sehirde: Greenpoint’te gelecek yaz
Pecha-Kucha’da konusacagiz.

SIZ: Tanr askina! (Fisildayarak) Sakin
bakma, normal davran.

KARSI TARAF: Ne?

SIZ: Az énce Kenneth Goldsmith restorana
girdi ve barda Ben Lerner ile oturuyor. Buna
Inanamiyorum.

KARSI TARAF: Kim? Nerede?

SIZ: Kameran var m1? iPhone’'umun

sarji bitti.

KARSI TARAF: Elbette, al, ben onlar1
goremiyorum. Bu kadar ilging olan ne?

SiZ: Bekle bir saniye, bu an1 tweetlemeliyim.
Eger boynunu Seytan filmindeki kiz gibi
dondirmeyi birakirsan, sana hikayeyi
anlatacagim.

KS: Kullanilan Strateji; “Gercek
Dedikodunun Sézde Kalan Citlatmalary”.

Altinci Perde
KARSI TARAF: Harika haberlerimiz var.
SIZ: Meraktan catlatma!

KARSI TARAF: Ofise on bes stajyer aliyoruz.

SIZ: Bu harika bir haber! Her seyi anlat!
KARSI TARAF: Pekala, alti ay gibi bir sure
i¢inde biiyiik bir yarigma teslimi yapiyoruz...
SIZ: Ah. Ha ha ha ha ha ha ha ha ha!

KARSI TARAF: Ne?

SIZ: “On bes stajyer aliyoruz” dedigini, “on
bes maassiz stajyer aliyoruz” olarak
anladim. Yanlig anladigim igin ¢ok
rahatladim.

KARSI TARAF: Yani...

SIZ: Bir an icin on bes insani istismar
edeceginizi sandim. Dustinebiliyor musun?
Siz! Occupy Wall Street hareketinin
sempatizanlar! Siz! Uluslararast Af Orgiitii
bagiscilar! Ozellikle siz! Ha ha ha ha ha!
KARSI TARAF: Pekala, 6grenme
asamasindalar, onlara 6gretecegiz...

SiZ: Garson! Hesap liitfen!

KS: Kullanilan Strateji; “Kasitli Olarak
Yanlis Duymak”.

Yedinci Perde

KARSI TARAF: Harika haberlerimiz var.
SIZ: Herseyi anlat! Tiim detaylariyla!
KARSI TARAF: Isimiz yayimlanacak.

SIZ: Bagka bir sey soyleme. Biliyordum!
Nihayet Bedford Press bir monografinizi
basacak! Yoksa Lars Miiller Yaymevi mi?
Girisi Beatriz Colomina m1 yazacak? Ya da
Jean-Louis Cohen mi?

KARSI TARAF: Tam olarak degil.

SIZ: Ne demek istiyorsun?

KARSI TARAF: Bir 6grenci dergisi i¢in bir
makale yazmaya davet edildik.

SiZ: Kesinlikle cocuklar arkadan 6éne geciyor
-(sark1 soyleyerek)- « Ustiinliigtimii
yitiriyoruml... Ustiinliigiimii yitiriyorum!..
kiigiik ceketleriyle sanat okullu
Brooklynlilere karst... ve hatirlanmanus
seksenlerin ddiing nostaljisine...”

KARSI TARAF: Ne demek istiyorsun?
Gergekten sarki mi soyliiyorsun?

SIZ: “-Fakat oradaydim!... Evet!
Oradaydim!”

KARSI TARAF: Neden bu sarkiy
soyltiyorsun?

SiZ: Oziir dilerim. Gelirken LCD
Soundsystem’in New York Terminal 5’teki
konser kaydini dinliyordum da. Ne miithis
bir sarki. Ne miithig bir grup. Buyiik kayp...

KS: Kullanilan Strateji; “Sanat Takdiri”.

Sekizinci Perde

KARSI TARAF: Harika bir haberim var.
SIZ: Seni dinliyorum.

KARSI TARAF: New Yorklu tinli bir
mimarlik ofisi tarafindan ige alindim.
SIZ: Senin igin gergekten sevindim!
Nasil oldu?

KARSI TARAF: Eski hocalarimdan
birisinin ofisi ve birlikte ¢calismamiz igin
beni davet etti.

SIZ: Cok iyi! Ne zaman bagliyorsun?

KARSI TARAF: Yarin.

SIZ: Yarin mi? Haftasonunu, sevgilinle
birlikte sehir diginda gegirecegini
saniyordum.

KARSI TARAF: Maalesef gidemeyecegim.
Oniimiizdeki 12 haftasonunda da -belki
daha fazla- sehirden ¢ikmayacagim; fazla
mesai ticreti 6demiyor olmalari cok koti.
SIZ: Fazla mesai mi?!... Bir mimarin ofiste
yaptigi mesaiden fazlasini bir doktor
hastanede yapiyor mu, merak ediyorum.
Ya da New York’taki mimarlik ofislerini
Cin’deki ortalama calisma saatleri ile
kiyaslasak, ne ¢ikacagini. Yeni isin haftada
seksen saat ¢calismayi gerektiriyorsa bile,
muhtemelen Cin’de caligmakla
karsilagtirildiginda bu hicbir sey; saglik
sigortan ya da ¢aligma vizen olmasa bile...

KS: Kullanilan Strateji; “ Ayrint1 Odakl:
Konu Saptirma”.

Dokuzuncu Perde

KARSI TARAF: Harika haberlerimiz var.
SIZ: Soyle bakalim.

KARSI TARAF: Yeni ofis mekanimiza
tasindik.

SIZ: Bu gercekten harika, peki nerede?
KARSI TARAF: Pell St. 149,
Chinatown’da. Bodrumda; tam olarak,
mekana girdiginde saginda kalan ilk masa.
SIZ: Ya iig ortagin?

KARSI TARAF: Masayi iki grup olarak
paylasiyoruz. Her giin dort saatlik
vardiyalarla caligiyoruz. Bir siiredir

epey iyi isliyor.

SIZ: Biz neredeyse hic altyapisi olmayan ve
yalnizca ozel projeler icin gegici is
ortakliklarinin saglandigi yeni ad-hoc ofis
pratigi modelleri tizerine galisiyoruz.

KARSI TARAF: Tamam, benden bu kadar.

Aksam yemeginde seninle anlamli bir
konusma yapma zahmetine neden
girdigimi bile bilmiyorum. Demek
istedigim, evet, Universitede arkadastik;
ama bunca zaman tek yaptigin, mimari
degerlerim yuziinden kendimi, baskalarina
ifade bile edemeyecegim bi¢imde kot
hissettirmeye ¢abalamak oldu. Kusura
bakma, ben gidiyorum.

(Kars1 taraf ¢ikar.)

SIZ (garsona): Arkadasim kendisini iyi
hissetmiyor. Yani tek kisilik olacak. Deniz
taraklari nasil hazirlaniyor?

GARSON: Miihiirleniyor ve—

SiZ: LCD Soundsystem sever misin?
GARSON: Ben mi? Kesinlikle. Ozellikle de
canli performanslarini, fakat buyiik
arenalardakileri degil—

SIZ: Oradaydin, degil mi? Sen James
Murphy’sin. Yalan soyleme.

GARSON: Hayir. Ben James Murphy
degilim. Yalnizca bir garsonum.

SIZ: Ama en az onun kadar, ya da ondan
daha iyi sark: soyleyebilirsin.

GARSON: Hayir... Fakat itiraf etmeliyim
ki ben bir mimarim.

SIZ: Biliyordum! Siyah kiyafetine bakarak
bunu soyleyebilirdim.

GARSON: Deniz taraklarina donersek;
istiyor musunuz, istemiyor musunuz?
SIZ: Belki... Ama 6nce dinle, harika bir
haberim var!..

KS: Kullanilan Strateji; “Dongii Taklitcisi”.
B Cristina Goberna Pesudo, kurucu ortak,
Fake Industries Architectural Agonism;
ogretim gorevlisi, University of Technology
Sydney; doktora dgrencisi, E.T.S.A.B.;

Urtzi Grau, kurucu ortak, Fake Industries
Architectural Agonism; master programu
direktorii, University of Technology Sydney.
Ceviri: Yagmur Yidirum

Not:

Diinya az ya da ¢ok ilging mimari anlatilarla dolu; daha
fazlasini eklemek istemiyoruz. Sevgili okuyucu; okumus
oldugunuz senaryo, Paul Simms tarafindan yazilan ve The
New Yorker’in “'Shouts & Murmurs” késesinde 3 Eyliil
2012’de yayimlanan “Bir Konusma Nasil Kazanilir” adli
metnin bir varyasyonu. Kopyalamak ve esinlenmek igin
béylesine dederli bir kaynak yaratmis olmalarindan étiirti
Bay Simms’e ve editérlere tesekkiir ederiz.

Young Americans:
The Life and
Opinions of Ladies
and Gentleman
Practicing the
Peculiar Art of
Architecture

Cristina Goherna Pesudo, Urtzi Grau

A Play in Nine Acts

Setting: Replica of the interior of a
restaurant. Through the wide windows we
can see a typical New York City winter
day. Across the street, crowds of young
people gather around a hip architectural
gallery It snows outside.

Prologue

CABARET EMCEE’s (playful voice):
Everyone claims to practice Architectural
Discussions these days. Yet, how often our
conversations end up being monologues,
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consensual talks, neutral chats, or banal
agreements? Could we introduce Agonism
into an architectural dialog? Could we
deliberately inject friction into our
discussions that might serve to advance the
field? Could we do it without falling into
the rhetorical cliché of the direct attack?
Use the following strategies correctly and
you will be able to express disappointment,
disagreement, and even disapproval with
such subtlety and taste that no one will
dare to engage in a superficial architectural
discussion with you ever again.

Act One

OPPONENT: We just got some pretty
good news.

YOU: I can’t believe it! Your client finally
paid you the five-hundred-thousand-dollars
they owe you, didn’t they?

OPPONENT: Err...no.

YOU: Oh. Sorry. So what is the good news?
OPPONENT: We designing a re-tiling
pattern for a bathroom in a downtown
Brooklyn brownstone.

YOU: Oh! That is certainly good, too!

MGC: Strategy used, “Intentional
Ovwerstatement of Expectations”.

Act Two

OPPONENT: We just got some pretty
good news.

YOU: Do tell!

OPPONENT: We’ve been invited to curate,
design, produce, fundraise, and install an
architectural exhibit.

YOU: Wow! Will the exhibited work

be yours?

OPPONENT: No

YOU: Is there any honorarium involved?
OPPONENT: It is a pro-bono project.
YOU: Well, it is remarkable that you are
making such a big investment of time,
money, and talent to exhibit the work of
others. It also shows a great deal of
generosity on your part to work that hard
for an institution that will not pay you. If
you can convince them to credit you for it,
your exhibit might earn you a bit of prestige
and maybe in the future they will take your
work into account somehow.

MC: Strategy used, “Seed of Doubt™.

Act Three

OPPONENT: We have some pretty good
news.

YOU: Go on!

OPPONENT: We have just submitted a
competition entry.

YOU: A competition? Great! Tell me:

Is it an open contest? Who is the jury? Will
you build your design if you win? Was the
submission a crazy amount of work?
OPPONENT: The competition is open, the
jury is unknown-

YOU (to waiter): Excuse me! Are the scallops
on the menu actual “diver” scallops or is that
a misprint?

WAITER: Pll check with the kitchen.

YOU (to opponent): Sometimes they fib.
Anyway, tell me more about the competition.
OPPONENT: I was saying that it is actually
an open competition, the jury is unknown and
there is just one symbolic cash prize.

YOU: Waiter! Forget about the scallops.
WAITER: As you wish Sir.

YOU: Sorry, please continue.

OPPONENT: As I was saying, it was quite a
lot of work to come up with the proposal
indeed. I left my job for a week and the
printing alone cost $500...

YOU: I don’t know... do you think that “diver
scallops” mean they were caught by actual
scuba divers? Or is it just some old fashioned
way of saying “diverse”? I always wondered
about that.

MGC: Strategy used, “Barrage of
Interruptions”.

Act Four

OPPONENT: We just got some pretty good
news.

YOU: This I have to hear!

OPPONENT: I have been invited to be a
visiting lecturer in Paris.

YOU: You are moving to France!
Congratulations!

OPPONENT: Paris, Texas.

YOU: Oh!.. Err... I forgot to mention: I have
cancer.

OPPONENT: What? When did you... Pm
really sorry. Is there anything I can do?
YOU: I'll let you know...’m just taking it
day by day. I mean, right now it’s only a
freckle. Oddly shaped, of course -as these
things always are. My dermatologist says to
just keep an eye on it and come back for
another look in twenty-four to twenty-six
months. But enough about my dreary
travails- you were saying something

about France.

OPPONENT: Texas. Paris, Texas...

MGC: Strategy used, “The C-Bomb™.

Act Five
OPPONENT: We just got some pretty good
news.

YOU: Lay it on me already!

OPPONENT: We have been invited to
give a lecture.

YOU: That is really great news! I knew it,
finally after all your efforts you are in an
Ivy League school lecture series!
OPPONENT: Not quite but also in the
city: We will be talking at the Pecha-Kucha
in Greenpoint next summer.

YOU: For God’s sake! (Whispering) Don’t
look, act normally.

OPPONENT: What?

YOU: Kenneth Goldsmith has just entered
the restaurant and is sitting at the bar with
Ben Lerner. I can’t believe it.
OPPONENT: Who? Where?

YOU: Do you have a camera? My iPhone
just run out of battery.

OPPONENT: Sure, here you are, [ can’t
see them. Why is it striking anyway?
YOU: Wait a second; I need to tweet this
moment. [ will tell you the story if you
stop turning your neck as if you were the
girl from The Exorcist movie.

MC: Strategy used, “Unfulfilled
Intimations of Actual Gossip™.

Act Six

OPPONENT: We just got some pretty
good news.

YOU: Don’t leave me hanging here!
OPPONENT: We are hiring fifteen interns
in our office.

YOU: That is fantastic news! Tell me
everything!

OPPONENT: Well, we are submitting a
big competition in six months or so...
YOU: Oh. Ha ha ha ha ha ha ha ha ha!
OPPONENT: What?

YOU: What you said was “hiring fifteen
interns,” what I heard was: “hiring fifteen

unpaid interns”. What a relief to be wrong.

OPPONENT: Well...

YOU: For a moment I thought that you
were going to exploit fifteen people. Can
you imagine? You! Sympathetic with
Occupy Wall Street! You! Sponsor of
Amnesty International! You of all people!
Ha ha ha ha ha!

OPPONENT: Well, they are learning, we
are going to tutor them...

YOU: Waiter! The check please!

MC: Strategy used, “Intentional
Mishearing”.

Act Seven

OPPONENT: We just got some pretty
good news.

YOU: Tell me everything! Every
detail of it!

OPPONENT: Our work is getting
published.

YOU: Don’t say anything else. I knew it!
Finally Bedford Press is publishing a
monograph of your work! Or is it Lars
Miiller Publishers? Is Beatriz Colomina
writing the introduction? Jean-Louis
Cohen?

OPPONENT: Not exactly.

YOU: What do you mean?
OPPONENT: We have been invited to
write an article in a great student-run
journal.

YOU: Definitely the kids are coming up
from behind -(singing)- “I'm losing my
edge!.. I'm losing my edgel.. to the art-
school Brooklynites... in little jackets...
and borrowed nostalgia for the
unremembered eighties...”

OPPONENT: What do you mean? Are you
really singing?

YOU: “-But I was there!.. Yeah! I was
there!”

OPPONENT: Why are you singing that
song?

YOU: 'm sorry. I was just listening to
an LCD Soundsysem bootleg from
Terminal 5 in New York on the way
over. Such a killer song. Such a killer band.
Such a loss...

MGC: Strategy used, “Appreciation
for the Arts™.

Act Eight

OPPONENT: I just got some pretty good
news.

YOU: I am listening to you.

OPPONENT: I got hired by a famous New
York architecture office.

YOU: I am really happy for you! How did
it happen?

OPPONENT: It is the office of one of my
former professors; she invited me to
collaborate.

YOU: Very good! When are you starting?
OPPONENT: Tomorrow.

YOU: Tomorrow? I thought you planned to
spend this weekend upstate with your date.
OPPONENT: 'm afraid I won’t be able to
go. ’m staying in the city at least the next
12 next weekends or so, such a shame that
they don’t pay for overtime.

YOU: Overtime?!.. I wonder whether a
physician does more overtime in a hospital
that an architect in an office. Or how the
average working hours in a Chinese and a
New York architecture office compare?
Even if your new job requires you to work
eighty hours a week that is probably
nothing in comparison to working in

China, although you probably aren’t
getting any health insurance or a working
visa out of it...

MC: Strategy used, “Detail-Oriented
Side-tracking”.

Act Nine

OPPONENT: We just got some pretty
good news.

YOU: Bring it on.

OPPONENT: We have just moved in to
our new office space.

YOU: That is really great news, where is it
located?

OPPONENT: It is in Chinatown, Pell St.
149. It is in the basement, more precisely,
the first table on your right when you enter
the space.

YOU: And your three partners?
OPPONENT: We share the table in groups
of two. We are working in shifts of four
hours per day each. It has been working
pretty well so far.

YOU: We are trying new models of ad-hoc
office practice ourselves, where we have
almost no infrastructure and only get
temporary associates for specific projects...
OPPONENT: O.K, I'm done. I don’t know
why I even bother trying to have a
meaningful conversation with you over
dinner. I mean, yes, we were friends in
college, but all you ever do is try to make
me feel bad about my architectural values
in ways I can’t even begin to describe to
other people. Sorry, I am leaving now.
(Opponent exits.)

YOU (to waiter): My friend is not feeling
well. So it is just going to be one. How are
the scallops prepared?

WAITER: They are pan-seared in a—
YOU: Do you like LCD Soundsystem?
WAITER: Me? Absolutely. Especially the
live shows, but not in big arenas, though—
YOU: You were there, right? You are
James Murphy. Don’t lie.

WAITER: No. I'm not James Murphy. 'm
just a waiter.

YOU: But you can sing as good as or
better than him.

WAITER: No... But I must confess that I
am an architect.

YOU: I knew it! I could tell by your black
outfit.

WAITER: Going back to the scallops, do
you want them or not?

YOU: Maybe... But listen first, I just got
some pretty good news!..

MGC: Strategy used, “The Loop

Impersonator”. B Cristina Goberna

Pesudo, Founding Partner, Fake Industries
Architectural Agonism; Senior Lecturer,
University of Technology Sydney; PhD
Candidate, E.T.S.A.B.;

Urtzi Grau, Founding Partner, Fake
Industries Architectural Agonism;
Director Masters of Research Architecture
DAB University of Technology Sydney,
Senior Lecturer.

Note:

The world is full of architectural narratives, more or less
interesting; we do not want to add any more. The script
that you, dear reader, have just read, is a détournement
of the piece “"How to Win a Conversation”, a text by
Paul Simms, published in The New Yorker’s section
“Shouts & Murmurs”, on September 3rd, 2012. We
thank Mr. Simms and his editors for having produced
such a valuable source for copying and inspiration.
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Saarinen’in Hiz
Asimi, Bilginin Hizi

Randy Nakamura B ABD federal
yonetim organlarindan “Civil Service
Commission”a ait 11 Kasim 1942 tarihli
bir belgede, Eero Saarinen, tutuklama,
para ya da hapis cezasini gerektiren
herhangi bir sug isleyip islemedigine
yonelik soruya cevaben soyle bir itirafta
bulunur: “Hiz limitini asmaktan iki ya da
ti¢ kez tutuklandim. Ancak cezam higbir
zaman 10 dolar1 asmamuistir!.” S6zkonusu
belge, yoneticilik pozisyonu igin Stratejik
Hizmetler Biirosu’ndaki Ozel Sergiler
Bolumir’ne (Special Exhibitions in the
Office of Strategic Services) yaptigi
basvurunun bir boliimiina
olusturdugundan Saarinen’in abartih
itirafi, 6zel baglami i¢inde buttniyle
makul gortlebilir.

Asirt hiz cezalar genclige 6zgii
cilginliklarin teshis edilmesinde bir nevi
gosterge gorevi goriir. Kurallarin ihlali
tecriibesizlige ve aldirmazliga isaret eder.
Bir de o meshur “hiz tutkusu” vardir ve bir
yandan da failin yag1, kasith patolojik bir
kural tanimazlikla hiz yapildigina yonelik
imayi giiclendirir. Saarinen’in trafik
ihlallerini agir sug ve kabahatler
mertebesine tagimasi ihtiyath bir
sorumluluk duygusunun gostergesidir ki
bu, savas doneminde faaliyet gosteren {ist
duizey bir devlet guivenlik tegkilat:
biinyesindeki bir pozisyona basvuran,
sonradan vatandaslik kazanmus bir kisi icin
anlagilabilir bir durumdur. Yine de bu
gonillilik diizeyindeki boyun egme
halinin genglige 6zgii bir naiflikten
kaynaklandigini disinmek de miimkiin.
Saarinen, OSS’de (Office of Strategic
Services) goreve basladiginda 33
yasindaydi. Kronolojik normlara gore

geng sayilamazdi belki ama mimarlik
kariyerinin zaman 6l¢eginden bakildiginda
“gen¢”ti. OSS icin kiymetli bir genglikti
bu: Cok iyi referanslari, yarigma dereceleri,
az sayida insa edilmig yapisi vardi ve
yerlesik disipliner bir otoriteyle bagi yoktu.
1942 yilinda Saarinen hala, endustri
tasarimcist Norman Bel Geddes ile ortak
urettikleri igi “yaratici bir tasarim™ gibi
muammali ve kagamak bir ifade ile tarif
edecek kadar gengti. OSS’nin Sergileme
Boliimii'nde Ozel Sergiler Miidiirii (Chief
of Special Exhibitions in the Presentation
Branch) olarak, giinimuzde veri
gorsellestirme ve simiilasyonu olarak

tanimlanabilecek islerle gorevlendirilmisti?.
OSS i¢in yaptigi isler mimarliktan ziyade
medya tasarimu ile ilgiliydi; diinyanin dort
tarafindan, Avrupa, Asya ve Afrika’dan
gelen veri ve gorunti akiginin damitildigs
multi-medya sunumlari ve sergi odasi
tasarimlarini igeriyordu.

OSS’nin iki ve ti¢ boyutlu tasarimlarinin
denetlendigi “Presentation Branch”
biinyesinde konumlanan Ozel Sergiler
Mudiru pozisyona ait gorev taniminin ¢ok
kritik bir yani vardi. Saarinen’in gorevleri
oncelikle “mimari ya da bolgesel bir yapinin
birebir 6lcekli maketleri”nin? {iretimi
etrafinda yogunlagiyordu. Bu maketler,
tasarim strecinde yararlanilmak tizere
uretilmediler; senaryolarin reproduksiyonu,
istihbaratin maharetle damitilmasi ve yeni
askeri stratejilerin gorsellestirilmesinde
kullanilmalar1 amaglandi. OSS, mimarlik
yontemlerini strateji tireten araclara
dontistirmeyi denedi. Bunun “enformasyon
mimarlig” ile ilgisi yoktu; daha ziyade

bilgi ve aklin araglariyla yonetilen yeni bir
diinya anlayisi igin 6zgtin bir epistemoloji ve
yeni bir malzeme olarak tariflenebilecek bir
mimarlikti bu.

Neredeyse koza evresinde oldugu bu
donemde Saarinen hentiz, korumasi
gereken bir itibar1 olan yerlesik bir figur
degildi, manevra alanina sahipti. Gengligin
disipliner esnekligi ve savag donemi
kosullari, ne tam anlamiyla mecra ne de
bina tasarlamak diye tariflenemeyecegi bir
yerde mimarligin sinirlarina yapilacak
miudahalelere hem firsat tanidi, hem de kilif
olusturdu. Special Exhibitions’da ortaya
konan isler, kolaylikla gen¢ mimar pratigi
olarak yorumlanabilecek bir tiretimin
izlerini tagir. Bu tiretiminin buyiik
bolumiint i¢ mekan renovasyonlari, sergi
ve mobilya tasarimi ile sinema i¢in sahne
aksesuari tasarimlar gibi tek seferlik
siradis1 projeler olusturur.

“Presentation Branch”in giiniimiize ulagan
tretiminin 6nemli kesimi organizasyon
portreleri olarak tanimlanabilir. Burada
geleneksel organizasyon semasi,
miithendislik ¢izimlerinden ve burokratik
temsilin iki boyutlulugundan kurtularak,
mimari tasarimin aksonometrik yapisina
kavusur. Masif bir kaide lizerine oturan
yapilar arasindan ilerleyen bilgi akisi, bir
boyuta sahiptir. Savag zamani ekonomileri
diyagrama aktarilirken, karmagik,
geometrik kati cisimler kullanilir; isgtict ile
askeri malzeme, bu cisimlerin sakli
yuzeylerinde gozle goriinmeyen bir

strtiinme halindedir. Elektrik devresi, savas
biirokrasisi ve mimari temsilin karigimi
gunimiiz network kultiiriniin kogullarini
ongoren bir ey uretir, topyekiin savas
vizyonuna kendini adamig bir toplumun
diyagramidir bu ayni zamanda.

Saarinen’in kendisi, usta-mimara 6zgi
aligildik biyografik anlatilardan
soyutlanmis bir figtirdi. Erken olumu
sebebiyle tiretimi, genclik donemindeki
mesleki kariyerini gormezden gelmeyi

ya da duygusallastirmayi kolaylastiran,
zoraki bir perspektife hapsoldu. JFK
Havalimanr’ndaki TWA Terminali gibi
yapilarinin, kutsal olmaktan ¢ikarak turist
kapanina doniisen altyapi mirasinin bir
parcasi haline geldigi ginumuzde, belki de
en iyisi Saarinen’i ucus ve hizin ge¢ modern
yapisalligini cagristiran bir figtir olarak
degil, bilgi hizinin geri planda kalmis
kurnaz mimari olarak diisiinmektir.

B Randy Nakamura, doktora 6grencisi,
UCLA; ogretim gorevlisi, California
College of the Arts.

Ceuviri: Sibel Senyucel

Notlar:

1 Eero Saarinen’in Stratejik Hizmetler Biirosu Kisisel
Dosyasi‘nda “Declaration of Appointee” baslikli bir
belgede 15. soruya verdigi yanittan alintilanmistir.
Buradan erisilebilir: National Archives and Records
Administration, College Park, MD. Record Group 226
Entry 224 Box 671.

2 Presentation Branch’in tasarimsal ve mimari
faaliyetleri icin bkz.: Barry Katz, “The Arts of War:
‘Visual Presentation’ and National Intelligence.”, Design
Issues 12, no. 2, 1996, s. 3-21.

3 Personel mudiiri tarafindan yazilmig 23 Subat 1943
tarihli 0SS belgesindeki bir gorev tanimindan.
Saarinen’in 0SS’deki Kisisel Dosyasi’ndan alinmistir.

Saarinen Speeding,
the Velocities of
Information

Randy Nakamura B On a United States
Civil Service Commission document dated
November 11,1942, Eero Saarinen, in
answer to a question regarding arrests,
fines, or convictions for any criminal
offense, admits that he has “been arrested
two or three times for exceeding the speed
limit. My fine has never been above
$10.00".” In this unique context Saarinen’s
exaggerated confession of sin could be seen
as completely reasonable. This document
was part of an application for the position
of Chief of Special Exhibitions in the
Office of Strategic Services.

Speeding tickets are a kind of indicator
species for youthful folly. The infraction
implies inexperience and insouciance.
There is also the proverbial “need for
speed,” and as the age of perpetrator
increases the implication of a
pathologically willful disobedient streak.
Saarinen’s elevation of traffic infractions
in his application to the level of felonies
and misdemeanors indicates a wary
conscientiousness that is understandable in
a naturalized citizen applying for a
position within a massive wartime state
security apparatus. But this overzealous
level of compliance can also be read

as a youthful naivety. Saarinen was
thirty-three years old when he was hired by
the OSS. Not young by any reasonable
chronological standards, but “young” in
the timescale of a career in architecture. It
is this kind of youth that was prized by the
OSS: a list of outstanding references and
competition wins, a small list of built
work, and a lack of established disciplinary
authority. In 1942 Saarinen was still
young enough to describe his stint with
industrial designer Norman Bel Geddes as
“imaginative design,” a phrase both
enigmatic and evasive. As Chief of Special
Exhibitions in the Presentation Branch of
the OSS Saarinen was tasked with what is
recognizable in a contemporary sense as
data visualization and simulation?. His
work for the OSS would be less about
architecture in a strict sense, than

the design of media; the creation of
multi-media presentations and the
presentation rooms that distilled the
massive streams of data and imagery from
every front in Europe, Asia and Africa.

Situated within the larger Presentation
Branch that oversaw all two and three-
dimensional design for the OSS, the job
description for Chief of Special Exhibitions
reveals a crucial facet. Saarinen’s duties
would primarily center around the creation
of “exact scale models of an architectural
and terrain nature’.” These models were
not to be used in the process of design; they
were intended as reproductions of scenarios,
highly crafted distillates of intelligence
gathering, and a means to visualize new
military strategies. The OSS sought to
transform the methods of architecture into a
means of producing strategy. This is not
about “information architecture” rather it is
architecture as a novel epistemology and a
new material for an emerging concept of the
world as governed by the apparatus of
information and intelligence.

1L (a) Aro you Lolding any position or office under the United States or under avy State, Territory,

i N

ocounty, or munlei-

o or
1f wo, state the place, , and salary ... ... o T i
hmmhmmdumum“,nm.mmmmmrm ) i1t LS
to do 80 In order to hold the Federal position? . ——.—....
e Hoan TE Sl
12. (a) Have you served in any branch of the military or naval service of the United States at any Hme? =Sy

1f s0, state service .. oz

[ LS I PR S . Aie W e —

[

ARG o€ lange IR to Ay
government in the Uniled States? __

o)
organization or tieal or organization which advocates
tin the United s%poli ke

or do you have members) hip in or any sffilistion
or

e If so, name the organiza-

nid Executive orders coneerning
nof to seoure .nmoﬂm,Ot::IlunW“W

s L3

in every . 3

i
mm‘, mlh” with name glven n

In this near chrysalis stage Saarinen was
not yet an established figure with a
reputation to maintain, he had room to
maneuver. The disciplinary plasticity of
youth and the exigencies of war provided
both opportunity and cover for forays
into the boundary conditions of
architecture where it was not quite media
or the design of buildings. The work
produced at Special Exhibitions retains
traces of what is easily construed as a
young architects practice. Renovations of
interiors, exhibition design, furniture
design, and oddball one off projects such
as prop design for movies comprise the
majority of Special Exhibitions output.

A significant portion of the Presentation
Branch’s surviving work can be
described as organizational portraits.
Here the conventional org chart is
transformed from the engineering
schematic and the flattened dimensions of
bureaucratic self-representation into the
axonometrics of architectural drawing.
Flows of information have dimension
and course through buildings set on
massive plinths. War economies are
diagrammed using complex geometric
solids with hidden surfaces where labor
and materiel produce unseen frictions.
The confounding of the electrical circuit,
war bureaucracy and architectural
representation produce something

that anticipates conditions of
contemporary network culture,

as much as it is also a diagram

of a society committed to a vision

of total war.

Saarinen’in 0SS’deki gorevi
icin “Atama Beyani”
(Declaration of Appointee)
(National Archives and
Records Administration,
College Park, MD).
Saarinen’s “Declaration of
Appointee” for 0SS
employment (National
Archives and Records
Administration, College
Park, MD).

Saarinen himself is a figure that is detached
from the typical biographical progression
of a master-architect. His early death
creates a kind of forced perspective on his
work, making his professional youth seem
odder and easier to elide or sensationalize.
At present when Saarinen’s work, such as
the TWA Flight Center at JFK, has become
part of the heritage of deconsecrated
infrastructure turned into tourist trap, it
may be best to think of him not as a figure
evoking the late modernist structural
gestures of flight and velocity, but the wily
and hidden architect of the velocities of
information. @ Randy Nakamura, PhD
candidate, UCLA; Adjunct Professor,
California College of the Arts.

Notes:

1 From an answer to question 15 on a document in Eero
Saarinen’s Office of Strategic Services Personnel File,
titled “Declaration of Appointee.” Available in the
National Archives and Records Administration, College
Park, MD. Record Group 226 Entry 224 Box 671.

2 For the definitive account of the design and architectural
activities of the Presentation Branch; see. Barry Katz’s
“The Arts of War: ‘Visual Presentation’ and National
Intelligence”, Design Issues 12, no. 2, 1996, pp. 3-21.

3 From a job description on an 0SS memo dated
February 23, 1943 authored by the Director of
Personnel. Found in Saarinen’s 0SS Personnel File.
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Gokadalar,
Bulutsular,
Neredeyse-Yildizlar:
Mimari Tasarim
Egitiminde

Geng Pratik

Bir baslangic

Aslihan Senel B Bir gokada (galaksi)
kutlegekimi kuvvetiyle birbirine bagli
takimyildizlar, yildizlararasi gaz, toz ve
karanlik maddedir. Gokadanin farkl
ogelerinin arasindaki kitlecekimsel
etkilegsim onlarin geligsimi ve hareketlerinde
onemli bir etkiye sahiptir. Gokadanin bir
Ogesi olan bulutsu (nebula), degisken
kiitlecekimsel yogunluklar olusturan,
birbirine serbestge ¢ekilen yildizlararasi
gaz ve toz bulutlaridir. Bulut igindeki
yogunluklar yildizlara dontigebilir ya da
omriiniin sonuna gelmig bir yildizin
patlamasiyla uzaya sagilan tozlar ile
yeniden bir bulutsu olugabilir. Bir bulutsu,
belirsizlikler, bilinmezler ve olasiliklar
barindirir; maddeler ve sabit noktalardan
cok etkilesimler ve degisken ¢ekimler ile
tanmimlanabilir. Yildiz patlamasindan
kaynaklanan sok dalgalari sonucu veya
bulutsunun kendi agirligi nedeniyle
bulutsuda kiitlecekimsel kuvvetler
degistiginde, ¢okme ve cekilmeler baglar.
Cekilme arttiginda kutlecekimsel enerjinin
termal enerjiye dontigmesi sonucu sicaklik
da gittikce artar, digariya radyasyon olarak
isimaya baglar. Bu olug bir neredeyse-
yildizdir (protostar). Neredeyse-yildiz,
yildiz olusumunda erken evredir, yaklasik
on milyon yil siirer?.

Bir hasgka baslangic

Bu yazida, geng mimarlik pratiginin genel
olarak mimarlik pratigi ve elestirisi i¢in ne
anlama geldigini, tiniversitedeki bir mimari
tasarim studyosundan bakarak tartigmak
istiyorum. “Geng” kelimesini “erken yas”
anlamindan ¢ok “olgunlasmamiglik” ve
“dinamik bir olug halinde olma”
¢agrisimlariyla ele almak istiyorum.
Burada kesfedecegim geng pratik, ayni
zamanda yeni bir stiiddyo. “Genglik” bu
stidyonun yagi kadar dinamizmine de
isaret etse de, genclik ileri yaglarinda olan
bir studyonun da bilingli olarak
surdurdigi bir 6zellik olabilir. Sormak
istedigim baglica sorular ise, tiniversitedeki

bir mimari tasarim stiidyosunu siirekli olus
halinde olan bir pratik olarak gormek
mimkiin mii? Mimarlik pratiginden,
tekil ve yalniz “yildiz” konumlarin
uretimleri yerine oluslar, gecici “bulutsu”
yogunlagsmalar igindeki etkilegimler
baglaminda bahsedebilir miyiz? Mimari
tasarim egitimi baskin kiltirel normlarin
urettigi yildiz mimar konumu ve onun
egemen mimarlik pratiklerinin yeniden
uretilmesinin 6tesinde yeni ve alternatif
diisiinme, elestirme ve tasarlama
bigimleri onerilebilir mi?

Burada yildiz mimar ve alternatif geng
mimari pratikler tizerine genellemeler
yapmak yerine belirli bir konumdan
kendine 6zgii bir durum tzerine yazmak
istiyorum. Cogunlukla bulundugum,
mimarlik ve tasarim tizerine
diistincelerimin tekrar tekrar sinandigi,
dontstiigii ve yenilendigi yer olan
universitedeki mimari tasarim
studyosundan bakmayi istiyorum.
Boylelikle, “yildiz” kavraminin profesyonel
mimarlik pratiklerine 6zgu olmadigini,
piyasa ile eszamanli ve ayni politik
temellerle mimarlik egitiminde de
tretildigini ortaya koymak istiyorum.
Alternatif anlayiglar da olabilecegi gibi
genellikle hakim anlayisin dogallastirilarak
pratigin i¢inde surdurtlmesiyle bu
alternatiflerin ortaya ¢ikamayabildigini
gorliyoruz. Bu nedenle, burada genellikle
stiidyoda dogal sayilan mimari tasarim
egitimi ve pratiklerinin politik iligkilerine
dikkat cekmek istiyorum.

Bir bulutsu: Olus olarak stiidyo
Mimari tasarim stiiddyosunun alternatif
pratikleri hayal ettigimiz ve disarisi-
tniversite zithgini yeniden iiretmeden
farkli olasiliklari denedigimiz bir yer
olabilecegini dusiiniiyorum. Amacim
ekonomik ve sosyal iligkiler agisindan
farkli durumlar tanimlayan profesyonel ve
egitimdeki mimarlik pratiklerini ayni
potada eritmek, birini 6tekine benzetmek
ya da birbirinin yerine gecebilir olduklarini
ima etmek degil. Aksine, universitedeki
mimari tasarim stiiddyosunu profesyonel
studyonun bir simulasyonu olarak
gormenin sakincali oldugunu
diisiiniiyorum. Ote yandan hakim piyasa
degerleri ile hareket eden profesyonel bir
mimarlik yaklagiminin kendisini ¢ogaltmak
uzere elegtirel-pedagojik herhangi bir
ongorusu olmadan egitim stiidyosu gibi
davranmasini da kabullenemiyorum. Bu iki
durum da yalnizca hakim piyasa degerleri
cercevesinde diistinebildigimiz, farkl:

olasiliklar Giretemeyecegimiz ve mevcut
glicli pratigin olasi cesitliligi yok ettigi
duzeni stirdiirecegimiz anlamina gelirdi.

Burada digari-tiniversite zithgini
olusturmamaktan kastim, mimari tasarim
stitdyosunun diglayict ve kendi icine kapali
bir ortam olarak ele alinmamasi. Burada,
hem kiiresel hem de yerel politik,
sosyokultiirel, ve ekolojik iliskilerin
farkinda oldugumuz ve onlarla mizakereye
girdigimiz bir studyodan bahsetmek
istiyorum. Bu stiidyoyu alternatif dinyalar
kuran geng (elestirel-pedagojik) bir mimari
tasarim pratigi?, bunun da 6tesinde olasi
baska geng pratiklere doniisebilecek bir
deneme olarak goriiyorum. Bu donem
Istanbul Teknik Universitesi Mimarlik
Fakultesi’ nde 19 tg¢unci yariyil
ogrencisiyle boyle bir deneme yapiyoruz.
Bu deneme, mimari tasarim stiidyosunun
baskin profesyonel ve egitim pratiklerine
alternatif, olus halindeki geng bir siire¢
olarak kurgulanmasi ile ilgili.

Stiidyo politiktir, olmadigini iddia etmek
toplumun yerlesik gii¢ hiyerarsilerini ve
iligkilerini gizlemeye ve yeniden tiretmeye
aracilik eder. Cesitli tasarim normlar:
¢ocukluktan beri aldigimiz formel ve
enformel egitimden kaynaklanir, belli
davranis bigimleri baskin kiilturel degerler
aracihigiyla mimarlik anlayigimiza ve
pratiklerimize de yansir. Universitedeki
formel egitim de baskin degerler tiretiminin
parcasidir. Ornegin, kadinlarin duygusal,
erkeklerin rasyonel oldugu gibi bir
onyarginin rasyonel yaklagimlarin
yuceltilip duygularin diglandigi bir mimari
tasarim egitimi ile pekistirildigini
gorebiliyoruz. Bu tiir ayrimlar, sosyal
hiyerarsileri mesrulastirip giictin elit bir
azinhgin elinde kalmasini sagladigi gibi3,
stildyoda olasi farkli tasarimlarin
bastirilarak hakim mimarlik anlayiginin
yinelenmesine neden olur. Asagida
deginecegim uzere, alternatif mimarlik
anlayislar1 pesindeki bu geng stildyonun
odagindaki konulardan biri mevcut gii¢
hiyerarsilerini acik etmek ve farkli sosyal
iligkiler kurmaya ¢aligmaktir.

Mimari tasarim stidyosu yuriitiicisi ve
kuramci Thomas Dutton’un “gizli
miifredat” ismini verdigi stiidyo igerigi
kadar “sosyal iligskilerden de kaynaklanan
ve ortuk olarak isleyisi yonlendiren
degerler, yaklagimlar ve normlar*”,
studyodaki aktif politikalarin ve
hiyerarsinin nedeni olarak goruliyor.

Ornegin, stiidyoda hiyerarsik giic iliskileri

treten sosyal diizenlemelerden bazilari,
yurlitliciniin giin ve donem programinin
yapiligi ve zamaninda isleyiginden sorumlu
olmasi, cogunlukla yiiruticuniin
konusmasi dgrencilerin dinlemesi,
yuruticunin hatalardan, teredditlerden,
ve zayifliklardan arinmig izlenimi
yaratmasi, ogrencilerin tiretmesi
yuritiiciiniin elestirmesi, yuriitiictiniin
uretimini gizlemesi ve degerlendirmeyi
yuriitiicinin (ya da baska bir otoritenin)
yapmasi olarak sayilabilir.

Stiiddyodaki hiyerarsi, isleyisi
kolaylastirirken belli sorunlari da
beraberinde getiriyor. Ornegin, bilen
yuriitiicii ve 6grenen 6grenci kabuluyle
yurutiicunin sadece kendi bakig acisini
aktarmast, tek sesli bir studyoya neden
oluyor. Yuritici bir yildiz gibi cazip bir
¢ekim merkezi olusturuyor ve onun
yortingesinde yaklagimini taklit eden yildiz
ogrenciler ile kendi dugtincesini
kesfedemeyen sessiz bir ¢ogunluk 6grenci
grubu olusuyor. Stiildyoda farkli seslerin
ortaya ¢ikmasi zorlagiyor. Ogrenci daha
sonraki donemlerde de baska bir stiidyoda
diger bir yildiz yiirtitiicti yorungesine
girerek kendi diigtincelerini olugturmakta
gecikebiliyor. Bu durumda yuiriitiicii de
rahat ediyor, ¢linkii catigan dusiincelerle
karsilasmak zorunda kalmiyor.

Italo Calvino, “Gelecek Bin Yil Icin Alti
Oneri” derslerinde diinyanin ancak
“cokluk” ile anlagilabilecegini ve “bugtin
artik potansiyel olmayan, varsayimsal
olmayan, ¢ogul olmayan bir butunlugu
distinmenin” mimkun olmadigini soyler?.
Tasarim strecinde de bu ¢ogullugu
yadsiyamayiz. Turkiye’de yillarca mimari
tasarim egitimine, kuram ve elestirisine yon
vermis olan ITU Mimarlik Fakiiltesi
ogretim tiyeleri Hulya ve Ferhan Yurekli,
tasarimin cokluguna isaret ederek, mimari
tasarim studyosunun tiim evrene acik
olabilmesi gerektigini, yurituctinin de
onden giderek ¢oziimii gostermek yerine
arkadan takip ederek 6grenciye yonler
onermesini ve stiidyoda herkesin 6grenen
konumda olmasini savunur®. Bu yaklagim
her ne kadar yuruticunun ¢oklugun
baskilanmamasi i¢in buyitk emek
sarfetmesini gerektirse de, yuriitiicii ve
ogrencileri 6zgurlestirerek stiidyoyu

ortak arastirma mekani olarak

gormemizi saglayabiliyor.

Egitimci ve mimari tasarim kuramcisi
Sherry Ahrentzen, ¢oklugun sizofreni
ve histeri ile bagdastirilarak

Collective Imaginations Mimari

Tasarim Stiidyosu bulut eskizleri.

Cloud sketches of the Collective
Imaginations architectural design studio.
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Collective Imaginations Mimari

Tasarim Stiidyosu bulut eskizleri.

Cloud sketches of the Collective
Imaginations architectural design studio.

anormallestirildigini ve bireysel olarak
dustince ve duygu diinyamizdaki ¢coklugu
disavurmayi 6grenmedigimizi ve hatta
toplum i¢inde buna izin verilmedigini
ortaya koyar’. Akilcr dustinee ile ulagilan
bilginin, bedensel olarak strekli tiretilen
degisken bilgi ve duygulardan tstiin
tutuldugu hakim anlayista, herkesin
demokratik olarak deneyimleriyle trettigi
bilgi yerine bir bilenin 6grettigi teknik
bilginin 6n planda tutuldugunu
soyleyebiliriz. Bu bilenin de stiiddyoda
genellikle ayricalikli siniftan, erkek, yas
almis ve inga eden mimar oldugunu
gozlemleriz. Kendi egitimci deneyimimde,
universitede kadin ve geng bir mimari
stidyo yurtitucisu olarak bilen kisi
normlari diginda kalmanin, ayni
deneyimsiz 6grenci pozisyonu gibi,

bir 6zgiirlik alani sagladigini
sOyleyebilirim®. Boyle bir 6zgiirlik
alaninda bu donem, 6grencilerin ve
yuritiiciinin konugsmaktan ve
sagmalamaktan daha az ¢ekindikleri,
verili bilen ve 6grenen, treten ve elestiren
konumlari arasindaki sinirlarin
bulaniklasmasindan zevk aldiklar: ve
ogrenciler ve yuriitiicii arasinda ortak
tretim olanaklarini kesfedildigi bir
stiidyo kurmaya bagladik.

Birlikte iiretimin ortamlarindan biri,
donemi ve giinii programlama. Program,
stitldyoda sabit bir diizen koyucu olarak
yuritici-ve-6grenciler-tisti ozelligiyle
politik bir tercih ve dogallastirilmig bir gig
icrasidir. Yurutiiciiniin programi
tartigmaya agmasi, programdaki
aksakliklar ve gecikmeleri ¢ozimleme
sturecine ogrencileri davet etmesi kendi
icinde tereddiitler barindirsa da olumlu
sonuglar dogurabiliyor. Ornegin,
projelerden biri olarak programda yer alan
donem gezisini 10/10 Ankara teror olayi
nedeniyle uzun tartigmalar sonucu iptal
etmek zorunda kaldik. Bu tartigmalar grup
icinde ¢atisan fikirlerin ortaya ¢ikmasiyla
kimsenin kimseyi fikrini degistirmeye
zorlamadigi bir samimiyet ortami
yaratilmasini sagladi. Program ortak
kararla degistirildi. Bu acik tartigma

sureci daha sonra stiidyodaki diyalogun
devam etmesini olanakl kildi. Gezi i¢in
birlikte iiretilen eskiz defterlerinin teror
olayinda yaralananlara yardim amacgh
satilmasi diyalogun stiidyonun da
sinirlarini agmasina ve isin bir sosyal
sorumluluk projesine dontigmesine
aracilik etti. Ogrencilerin programda

daha etkin olmasiyla stidyoda bir
ortaklagma sagladigi soylenebilir.

Birlikte ve ¢oklu iiretiminin olanaklarin
artiran geylerden biri de konular, yerler ve
yontemi, diger bir deyisle politik iliskileri
tartisgmaya acmak olabilir. Bu donem
amacimiz; miistereklerin ve kentte ortak
iyilik i¢in tasarimlarin imkanlarini
arastirirken tasarimin sahiplik tizerinden
tanimlanmasini sorunsallastirmak.
Geleneksel olarak stiidyolarda proje
arsasinin ele alinigiyla baglayarak sahiplik
konusu pekistiriliyor. Arsanin sahip
olunmasi orada ortak iyiligi hige
sayabilecek her turli insa faaliyetini de
megrulastirabiliyor. Bu durumu elegtirerek,
yeri haritada ol¢tilebilir ve sahip olunabilir
sinirlartyla degil oradaki canli cansiz
karakterlere ve olaylara dair mitlerle
anlamaya basliyoruz. Yeri, gelecek
olasiliklara kapatacak sekilde insa etmek
ve tuketmek yerine ortak anlatilar,
kullanim ve yagsamla iiretmeyi ve
¢ogaltmay1 oneriyoruz.

Stildyonun isminde de yer alan kolektiflik®,
¢oklu yaklagimlarin eszamanli varliginin
saglanmasi ve hem sosyal iligkilerde hem
de tretilen bilgide hiyerarsinin kirilmaya
caligtlmasini gerektiriyor. Bunun igin
stidyoda uyguladigimiz yontemlerden
bazilar1 degisen gruplar ile ¢alismak,
projelerin el degistirmesini ve birden fazla
kisi tarafindan birbirine karst sorumlulukla
iiretilmesini tesvik etmek ve tiretimlerden
birini ya da otekini segmek yerine ¢oklu
trinleri desteklemek sayilabilir. Dutton
ortak ¢aligmanin ontindeki en buytk
engelin rekabet oldugunu soyler!®.
Stiidyonun rekabet ortami “6grencilerde
tek baslarina caligmalarinin iyi tasarim i¢in
gerekli oldugu ya da kendileri gibi
diistinenlerle ¢alistiklarinda fikirlerin
“safliginin” bozulmayacagi inancini
yerlestirir!®.” Dutton’un belirttigi gibi,
ogrenciler arasinda siralamalar yapilmasi
kendilerinden daha az becerili biri ile
¢alismanin ortak ig igin iyi sonug
vermeyecegini diiginmelerine yol agacaktir.
Boylece ortak ¢aligma ve 6diin vermenin
asag goruldigh ortamda, paylagim azalir.
Gunumiuzde sayisi artan sinavlar ve

basar1 odakli egitim anlayiglari ile
rekabetin arttugini goriyoruz. Stidyoda
ortak ¢alisgmanin yollarini agmak i¢in
rekabetin azaltilmasi ve yiiriitiiciiniin

her diisiinceye esit mesafede yaklagsmasi
onemli goriiniiyor.

Ahrentzen ¢oklu yaklagimlarin ve bilginin
hiyerarsi olmaksizin birarada bulunmasiyla
olusan gerilimde donustiriici bir giic
oldugunu soyler'?. Kolektif Hayaller

stiildyosunda hentiz tam anlamiyla ¢coklu
bir ortam saglayamamus olabiliriz, fakat
bunun i¢in ¢alisgmak ve bundan agik¢a
bahsetmek bile stidyoyu ve katilimeilarini
donustiiriiyor denebilir. Burada énemli
gordugum bir sey, bir ¢esit cokluk elde
etmek i¢in herseyi kendine ¢eken ve
teklestiren yildizlar yerine dinamik
bulutsular ve 6gelerinin birbiriyle
donustiriict bir etkilesimde oldugu
gokadalara dair hayal kurmak gerekiyor.
Boylece, studyonun her bir tyesi, hem
yuritiici hem de 6grenciler, bu ¢oklu
ortamda bir arada bulunmanin getirdigi
artan paylasim imkanlariyla kendine 6zgu
bir sekilde degisip dontisebilecektir. Her
bir bulutsu ve gokada 6zgun birliktelikler
olusturacaktir. Sonug olarak benim
kendime hatirlattigim sey, yildizin geri
kalan bulutsuyla iligkisi teklestirici ve
tahrip edici bir ¢ekim/itki uygulamakken,
bulutsu tarafindan bakildiginda ortam hig
bitmeyen bir imkanlar ¢coklugu sunar.

Bir baska bhitis

“[...] geng yildizlar dogduklar1 gaz
bulutunu sadece iyonize etmekle kalmaz.
Zaman iginde, tekil yildizlarin vahsi
yildizsal riizgarlari bulutsu maddeyi
pargalayarak uzaklastiracaktir. Sonug,
bazisi stipernova patlamasiyla goriinmez
olacak olan bir grup yildizdir3.”

W Aslihan Senel, Do¢.Dr., Istanbul
Teknik Universitesi.

Bu dénem Collective Imaginations stiidyosunu birlikte
kurdugumuz ve tiim dénem boyunca mimari tasarim
stlidyosu konusunda heyecan duymami saglayan
dgrencilere (Alpcan Hastlirk, Aysenur Temur,

Cansu Ozay, Cansu Yagcioglu, Cem Giines, Emre Giinel,
Ezgi Yilmaz, Melike Baltalar, Merve Biyik, Miinire
Biiyiikgiillti, Nida Ekenel, Oguzhan Koral, Onur Kalkan,
Sinem Celen, Segil Yatan, Siimeyye Yildiz, Tildem Kirtak,
Zeynep Cabuk, Zeynep Irem San’ a) tesekkiir ederim.

Notlar:

1 Bilgiler Vikipedi‘den toparlanmistir.

2 Burada mimari tasarim pratigi, insa etme ile sinirh
olmayan genis bir uygulama alanina isaret eder.
Uygulama kelimesinin Tiirkce’de insa etme ile esdeger
yerlesik kullanimindan uzaklasmak icin pratik kelimesini
kullanmay: tercih ediyorum.

3 Megan Boler, Feeling Power: Education and Emotions,
Routledge, Londra, 1999, xvii. Boler’in da dahil oldugu,
feminist ve elestirel pedagoji bize giic ile egitimin
iliskisini gdsterir.

4 Thomas Dutton, “Design and Studio Pedagogy”,
Journal of Architectural Education 41/, 1987, s. 16-25.
5 Italo Calvino, Amerika Dersleri: Gelecek Bin Yil igin
Alti Oneri, Can Yayinlari, istanbul, 2000, s. 157.

6 Hilya ve Ferhan Yurekli, Mimarlik: Bir Entellektiel
Enerji Alani, YEM Yayincilik, istanbul, 2004,

5. 21-22, 50.

7 Sherry Ahrentzen, “The F Word in Architecture:
Feminist Analyses in/of/for ArchitectureSherry
Ahrentzen”, Reconstructing Architecture: Critical
Discourses and Social Practices iginde, ed.: Thomas A.
Dutton ve Lian Hurst Mann, University of Minnesota
Press, Minneapolis, 1996, s. 71-118.

8 Dustincem biiyiik oranda, bilen konumunu tartismaya
acarak demokratik bilgi tiretimini ve 6zglirlesmeyi
savunan feminist ve elestirel pedagojiden etkileniyor.
Bkz.: Bell Hooks, Teaching to Transgress: Education as
the Practice of Freedom, Routledge, Londra, 1994;
Paulo Freire, Ezilenlerin Pedagojisi, Ayrinti, Istanbul,
2013 [19981.

9 Stiidyonun adi “Collective Imaginations” (Kolektif
Hayaller), ve amaci hem ortak calisma yollari aramak
hem de ortak iyilik igin bir mimarlik tasarlamak igin
birlikte toplumsal hayalleri kesfetmek, ve yeni hayaller
iiretmek. Stiidyo ITU Mimarhk Fakiiltesi’nde 2015-16
Giz Yaryilinda baslamistir. Stiidyonun blogu:
[collectiveimaginations.wordpress.com]

10 Dutton, “Design and Studio Pedagogy”, s. 18.

11 A.g.e.

12 Sherry Ahrentzen, “The Space between the Studs:
Feminism and Architecture”, Signs: Journal of Women
in Culture and Society 29/1, 2003, s. 179-206.

13 “Baby Stars are Ripping Their Stellar Nursery to
Shreds”, Discovery News. Erisim: 15 Aralik 2015:
[http://news.discovery.com/space/astronomy/baby-stars-

are-ripping-their-stellar-nursery-to-shreds-140702.htmI.
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Galaxies, Nebulae,
Protostars:

Young Practice
in Architectural
Design Education

A beginning

Ashihan Senel B A galaxy is a gravitationally
bound cluster of stars, planets, interstellar
gas, dust and dark matter. The gravitational
interaction between different elements of the
galaxy have a significant impact on their
evolution and movement. A nebula, which is
an element of a galaxy, is an interstellar cloud
of gases and dust, loosely attracted in order
to dynamically form gravitational densities
which may or not become stars.

A nebula includes uncertainties, unknowns,
and potentialities; it may be defined with
interrelations and changing attractions more
than materials and fixed points. When the
balances of gravitational forces in the
interstellar clouds change due to shockwaves
caused by exploding dying stars or under its
own weight, the cloud begins to collapse and
contract. Further contraction increases the
temperature, which is caused by conversion
of gravitational energy into thermal energy,
which is emitted as radiation. This is a
protostar (an almost-star). A protostar is an
early stage in the process of star formation,
it lasts about ten million years!.

Another heginning

In this article, I would like to discuss what
young architectural practice means for
architectural practice and criticism in
general by looking from an architectural
design studio at university. I wish to regard
the word “young” with its connotations
such as “immaturity”, “energeticness”, and
“being in a dynamic state of becoming”,
more than with its meaning of “early age”.
The young practice that I will explore here
is a case of a new studio. Although “young”
refers to the dynamism of our studio as well
as it’s age, youth may well be a consciously
prolonged characteristic of a studio at an
advanced age. Primary questions I would
like to ask are whether it is possible to
regard an architectural design studio at
university as a practice at a continuous state
of becoming. Could we talk about
architectural practice through interactions
within temporary nebulous densities, rather
than singular and isolated “star” positions?

Could this point of view suggest new and
alternative ways of thinking, criticizing, and
designing beyond star architect positions
and its architectural practices which are
produced by the dominant cultural norms?

In this text, I would like to write about a
unique situation by looking from a certain
position, rather than generalizing about
star architects and alternative young
architectural practices. I'd like to look from
the architectural design studio at university,
where I usually happen to be, my thoughts
on architecture and design are continuously
challenged, transformed and renewed. In
this way, I aim to argue that the concept of
“star” is non-specific to professional
architectural practices, it is produced
simultaneously with the market and with
same political basis in architectural
education. There may be alternative
understandings but it may not be possible
for the alternatives to flourish as the
dominant understanding continues being
naturalized within the practice. In this
regard, here I would like to draw attention
to the political relationships of architectural
design education and practices which are
usually accepted as natural in the studio.

A nebulous: studio as hecoming

I think that architectural design studio is a
place where we imagine alternative practices
and experiment with new possibilities,
without reproducing the dichotomy of
outside and university. My aim is not to melt
in the same pot the professional and
educational architectural practices, which
define different economical and sociological
situations, neither to assimilate one to the
other, nor to suggest that one may replace
the other. On the contrary, I think it is
problematic to regard the architectural
design studio at the university as a
simulation of the professional one. Besides,
I cannot accept the situation where a
professional approach that acts with the
market values behaves like an educational
studio in order to multiply itself with no
critical-pedagogical perspective. Both of
these two situations would mean that we
may only think within the hegemony of the
market values, not being able to produce
different possibilities and continue the order
where existing powerful practice suppresses
any multiplicities. What I mean here by not
reproducing of the dichotomy of outside
and university is not thinking of the
architectural design studio as an
exclusionary and introverted place. Here,

I would like to write on a studio where

we are aware of and negotiate with the
political, socio-cultural and ecological
relationships within both global and local
scale. I regard this studio as an experiment
of a young (critical-pedagogical)
architectural design practice* which builds
alternative worlds, and further which may
transform into other possible young
practices. This term, we are making an
experiment with 19 third semester
students at Istanbul Technical University.
This experiment is about envisioning the
architectural design studio as a young
process which is in a state of becoming,
alternative to the professional and
educational hegemonic practices.

Studio is political, to claim it as apolitical
serves to hide and reproduce the existing
power hegemonies and its relationships.
Several design norms originate from the
formal and informal education that we

get since we were a child, certain behavioral
stereotypes are reflected by our
understanding and practice of

architecture through dominant cultural
values. For example, we may be able to
observe the impact of a prejudice about
how women are emotional and men are
rational, disregarding emotions in favor of
rational approaches within architectural
design education. These kind of “divisions
justify social stratifications and maintain
power in the hands of an elite few?,” in the
studio, suppress possible diverse designs
and cause the dominant architectural
understanding to be reproduced. As I will
mention below, this young studio, which is
after an alternative architectural
understanding, aims at exposing existing
power hierarchies and building different
social relationships.

“Hidden curriculum” named by the
architectural design studio tutor and theorist
Thomas Dutton, that which refers to “those
unstated values, attitudes, and norms which
stem tacitly from the social relations*” of the
studio as much as the content of the
projects, is accepted as the cause of active
politics and hierarchies in the studio. For
example, those that produce hierarchical
power relationships at the studio are social
orders such as, tutor being responsible for
the making and keeping time for the day
and term programs, tutor talks and students
listen, tutor being seemingly devoid of
mistakes, hesitations, and weaknesses,
students produce while tutor criticizes, tutor
hides her/his production, and tutor (or any
other authority) makes the evaluation.

Hierarchy in the studio, while easing the
operation brings with it certain problems.
For example, the acceptance of tutor as
knower and student as learner causes a
single-voiced studio, where the tutor
transmits only her/his point of view. Tutor
creates a desirable gravitational center like a
star, and star students are formed who
imitate her/his approach in the orbit with a
majority of silent students who cannot
explore their own thoughts. It becomes
harder for different voices to flourish. The
students may fall behind with forming their
own opinions by entering the orbit of
another star tutor in another semester. This
situation is comforting for the students and
the tutor alike, so they do not need to face
conflicting ideas.

Italo Calvino, in his lectures in “Six Memos
for the Next Millennium”, claims that it is
only possible to understand the world with
“multiplicity”, and “today we can no longer
think in terms of a totality that is not
potential, conjectural, and manifold®”. We
cannot dismiss this multiplicity in the design
process. Hiilya and Ferhan Yirekli, who has
led architectural design education, theory,
and criticism for years at ITU Faculty of
Architecture, one of the leading universities
in Turkey, by pointing at the multiplicity of
design, argue for an architectural design
studio that is open to the whole universe,
tutor being in a position where s/he follows
the student and suggests directions rather
than leading them and showing the
solutions, in a studio where everyone is in a
learner position®. Although this approach
requires much effort in avoiding the
suppression of multiplicities, it also allows
us to regard studio as a space of research.

Educator and architectural design theorist
Sherry Ahrentzen shows us that we have
been discouraged to learn how to express
multiplicity in our world of thoughts and
emotions, furthermore we are not allowed
to do so in the society, as multiplicity has
been associated with schizophrenia and
hysteria, and seen as an abnormality’. In a
dominant understanding where knowledge
that is achieved through rational thinking
suppresses knowledge and emotions which
are bodily produced, we may assume that
technical knowledge that is taught by a
knowledgable person is preferred against
knowledges that are democratically
produced by anyone through their
experiences. We observe that this
knowledgeable person in the studio is
usually from a privileged class, man, elderly,

and a constructing architect. In my own
experience as an educator, to be outside the
norms of the knowledgeable person in the
university by being a woman and young
studio tutor, like the inexperienced student,
provides me with a field of freedom®. In
such a field of freedom this term, we have
started to build a studio where both students
and tutor are less concerned about talking
and making a fool of oneself, enjoy the
blurring of the boundaries between the
pre-given positions such as knower and
learner, producer and reviewer, and explore
ways of collaborative working among
students and tutor.

One of the occasions of collaborative work is
programming the day and the term. Program
is a political choice and a naturalized
performance of power, as it a fixed
regulatory means superior to tutor and
students. For the tutor to open the program
to discussion and invite the students to
resolve its conflicts may result positively,
however this process involves some
hesitations. For example, we had to cancel
our field trip, which was one of the scheduled
term projects, as a result of long discussions
due to 10/10 Ankara terror bombing. These
discussions created an atmosphere of sincerity
where clashing ideas were revealed in the
group without anyone needing to change
others’ minds. Program was changed by
consent. This open discussion allowed the
dialogue in the studio to continue. The
sketchbooks which were collectively
produced for the field trip were sold to help
ones that were left injured after the terror
attack, the dialogue exceeding the limits of
the studio and transforming the task into a
project of social responsibility.

Another way of extending possibilities of
collaborative and multiple production may be
to open to discussion the themes, sites, and
methods, in other words political
relationships. This term we aim to
problematize the definition of designing
through ownership, while we explore the
potentialities of commons and common good
in the city. Traditionally, in the studio,
ownership is reinforced beginning from the
handling of the site. Owning of site may
legitimize any building activity that threatens
common good. Criticizing this situation,
instead of understanding the site with its
measurable limits, we start with mythologies
about the animate and inanimate characters
and events at that place. We suggest
producing and multiplying the site through
common narrations, uses, and lives rather

than building in order to consume and close
it to future possibilities.

Collectivity, which is also included in the
name of the studio’, requires hierarchies to be
disrupted both in social relationships and in
the produced knowledges in order to ensure
simultaneous existence of multiple
approaches. For this, some of the methods we
try in the studio are working in changing
groups, exchanging of the projects between
students and co-producing them with a
responsibility towards others, and supporting
multiple productions rather than eliminating
possibilities. Dutton notes that competition is
the biggest obstruction in front of
collaboration!®. The competitive environment
in the studio make students “believe that they
must work alone, or with those who see the
world similarly to ensure the ‘purity” of
ideas!'’.” As Dutton mentions, ranking of
students causes them to think that working
with a less qualified person would not
produce good results. In this regard, in an
environment where collaboration and
compromising would be discredited,
participation would be diminished. Today, we
observe that competition is increasing with
the rising number of examinations and
success-led educational approaches. For
provoking collaborative work, it seems
important for the tutor to minimize
competition and to approach with an equal
distance to every thought.

Ahrentzen claims that there is a
transformative force behind the tension that
appears within the co-existence of multiple
approaches and knowledges without
hierarchy'?. We may not yet have achieved
a multiplicity in real sense, but even to
work for this and to talk about it openly
transforms the studio and its participants.
Here, what I find crucial is that in order to
obtain a kind of multiplicity, we need to
imagine about dynamic nebulae and
galaxies within which elements are in a
transformative interaction rather than stars
which attract and unify all. As such, each
member of the studio, both tutor and
students change and transform uniquely,
through the increasing communication
possibilities made available by gathering.
Each nebulae and galaxy would form
unique collaborations. Finally, what I
remind myself is that the relationship of the
star to the rest of the nebulous is applying a
a unifying and destructive attraction/
repulsion, while looking from the nebulous
the environment suggests a multiplicity of
never-ending possibilities.
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“[...] young stars don’t only ionize the cloud
of gas they were born from. Over time,
violent stellar winds from the individual stars
will blast away the nebulous material, ripping
it apart. The endgame is a cluster of young
stars, some that will quickly explode as
supernovae, with the once-glowing nebula
nowhere to be seen'®.” B Aslihan Senel,

PhD (UCL) Associate Professor, Istanbul
Technical University

I'would like to thank the students (Alpcan Hastlirk,
Aysenur Temur, Cansu Ozay, Cansu Yagcioglu, Cem
Giines, Emre Glinel, Ezgi Yilmaz, Melike Baltalar, Merve
Biyik, Miinire Bliytikgiillii, Nida Ekenel, Oguzhan Koral,
Onur Kalkan, Sinem Celen, Segil Yatan, Stimeyye Yildiz,
Tildem Kirtak, Zeynep Cabuk, Zeynep Irem San), whom
with we have built the Collective Imaginations studio and
who allowed me to get excited about the architectural
design studio all throughout the term.

Notes:

1 Information gathered from Wikipedia.

2 Here, architectural design practice refers to a wide field
of production, which is not limited to constructing.

3 Megan Boler, Feeling Power: Education and Emotions,
Routledge, London, 1999, xvii. The theory and practice of
feminist and critical pedagogy, which Boler’s is a part of,
has shown us the relationship of power and education.

4 Thomas Dutton, “*Design and Studio Pedagogy”,
Journal of Architectural Education 41/1, 1987,

pp. 16-25.

5 Italo Calvino, America Lectures: Six Memos for the
Next Millennium, Harvard University Press, Cambridge,
Massachusetts, 1988, p. 116.

6 Hilya and Ferhan Yirekli, Mimarlik: Bir Entellektiiel
Enerji Alani | Architecture: An Intellectual Energy Field,
YEM Publishing, Istanbul, 2004, pp. 21-22, 50.

7 Sherry Ahrentzen, “The F Word in Architecture:
Feminist Analyses in/of/for ArchitectureSherry
Ahrentzen”, in Reconstructing Architecture: Critical
Discourses and Social Practices, ed.: Thomas A. Dutton
and Lian Hurst Mann, University of Minnesota Press,
Minneapolis, 1996, pp. 71-118.

8 My thoughts are deeply influenced by the feminist and
critical pedagogy, which opens to discussion the position
of the knower and claims democratic knowledge
production and emancipation. See for ex. bell hooks,
Teaching to Transgress: Education as the Practice of
Freedom, Routledge, London, 1994; Paulo Freire,
Pedagogy of Freedom: Ethics, Democracy, and Civic
Courage, Rowman & Littlefield Publishers, Oxford,

2001 (1998).

9 The name of the studio is Collective Imaginations and its
aim is both to search for ways of collective working and to
explore society’s collective imaginations and produce new
ones in order to design for common good. Studio started
in the 2015-16 Fall term at ITU Faculty of Architecture.
The blog of the studio:
[collectiveimaginations.wordpress.com].

10 Dutton, “Design and Studio Pedagogy”’, p. 18.

11 Ibid.

12 Sherry Ahrentzen, “The Space between the Studs:
Feminism and Architecture”, Signs: Journal of Women in
Culture and Society 29/1, 2003, pp. 179-206.

13 “Baby Stars are Ripping Their Stellar Nursery to
Shreds”, Discovery News, accessed December 15, 2015:
[http://news.discovery.com/space/astronomy/baby-stars-
are-ripping-their-stellar-nursery-to-shreds-140702.htm1.

12 Yas Alti
Genc Mimarlar

Evangelos Kotsioris B En gen¢ ne zaman
biiytik mimar olunur? Dahasi, mimarlik
“deha”sim belirleyen doga midir, yoksa
egitim mi? Bu iki soru, mimarlik
tarihgilerinin tekrar tekrar mucadele
etmekte oldugu sorular. Belki daha da
ilging olani, 20. yuzyilin en etkili
mimarlarindan bazilarinin hi¢ akillarindan
¢ikaramadiklari sorular da yine bunlar.

Wright’in kariyer kaderi erken yasta annesi
Anna Lloyd Wright tarafindan yazildi.
“Annem binalardan buyiilenmis halde,” der
Wright, “babasinin onu abone ettigi resimle
ilgili bir siireli yayin olan “Old England”dan
tam on tane eski Ingiliz katedralleri ahsap
graviirt aldi, sade bir meseyle cergeveletti

ve oglunun olacak olan odanin duvarlarina
asti... Oglu mimar olacakti. Giizel binalar
insa edecekti!”
mimarin egitimi besikte baglardi.

Wright'in annesine gore,

Frank Lloyd, bilindigi gibi Anna
tarafindan, Alman pedagog Friedrich
Wilhelm August Froebel’in “kres” egitim
sistemine gore egitildi. Evde egitim
“miufredat1” piyano ¢almayi, resim
yapmayi, ¢izmeyi, sarki soylemeyi, ve ¢cokca
okumayi igeriyordu?®. Yine de, Wright’in en
glzel anilari, Froebel pedagojik metodunun
da merkezinde yer alan, geometrik yapilar
insa etmekle ilgili olanlaridir. Yaklasik kirk
yil sonra, “mesleki hediyelerin” ilk
egitiminin temellerini atisini yadettigi
otobiyografisinde Wright soyle der:

“Renkli kagit seritler, sirli ve ‘mat,”
fevkalade yumusak renkler. Sira bu
cezbedici kareli renk kombinasyonlarmn
geometrik oyunlarinda! Bezelyeler ve
kiiciik diiz cubuklarla yapilacak olan
striiktiirel sekiller: Birlesimlerin kiiciik yesil
bezelye kiirelerle kuvvetlendirildigi narin
yapilar. Hissi parmaklari bic terketmeyen o
piiriizsiiz sekilli akcaaga¢ bloklarryla insa
etmek: Formun hisse doniismesi. Kutunun
tizerinde, akcaagac kiipleri ve kiireleri ve
ticgenleri asmak icin kullanilan, ikincil
formlar kesfetmek icin onlar: dondiiren bir
cubuk diizenegi vardi. Ve al renkli
yiizeyleriyle heyecan verici karton sekiller
-hem de ne al! Piiriizsiiz iicgen sekiller,
beyaz zemin ve kenarlar, diiz masa zemin
iizerinde tasarimlar yapabilmek iizere
paralel kenarlar halinde kesilmisler. Biri
izin verse elbette ne sekiller yaparlardi’!”

Wright’in islerine yon veren her geometrik
prensibin, onun kres egitimine
dayandirilabilecegini israrla savunan
akademisyenler konu hakkinda sayisiz
metin yazdilar®. Ve eger Wright’a
inanirsak, cocukken akcaagag ahsap
bloklarla oyun oynamak, dini bir tezahiire
esdegerdi; “parlak kaftanli melekler...
gelip masanin tizerinde ugusurlardi.

Altin harplarindan yiikselen basit ritmler,
ruzgarin kanatlarinda taginip bereketli
topraga ugan tohumlar gibi, nazikce ¢ocuk
akillara diiserdi... Yine - mimarlik®.”

Benzer bir ilahi 1g1k, mesihi mimarlik
karakterine biiriinmeden ¢ok once, geng
Charles-Edouard Jeanneret’in tizerinde
parlamisti. Geometri, “kendisi de yap1
bloklariyla egitilmis olan gen¢ Charles-
Edouard’in kimliginin 6nemli bir
parcasiydi®.” Jeanneret, herkesin
bildigi gibi, hentiz dort yasinda bile
degilken Montessori kresinde

“Bayan Colin’in 6zel Froebel sinifi”na
kayit olmusgtu’.

Mimarlik tarihgileri (tipki Wright igin
oldugu gibi) Le Corbusier’nin karmagik
geometrik formlarin altinda yatan Platonik
cisimleri kavrayiginin, Froebel sisteminden
ogrendiklerine dayandirilabilecegini

iddia ederler®. La Chaux-de-Fonds’da
aldig1 Froebel egitimi olmasaydi,

Le Corbusier’nin Antik Roma mimarhigini
bir dizi “elementer form” olarak
okumasinin miimkiin olmayacagina
inanilabilir®.

Simdiki zamana hizla gelirsek, bu
anlatilarin Rem Koolhaas ve Zaha Hadid
gibi mimarlarin kisisel mitolojileriyle
kargilagtirilmasi cezbedici. Geg olgunlasan
seklinde tarif edilen bu iki mimar da
yolculuklarina mimarlik disinda basladilar.

Koolhaas genellikle “Bebek Rem’ler” genis
ailesinin “baba”s1 olarak adlandirilir'
-1980’lerin sonlarindan beri sahneye
egemen olan iki gen¢ mimarlar nesli igin
sefkatli bir lakap. Oysa o, bilindigi gibi,
AA ve Cornell Universitelerinde mimarliga
soyunmadan o6nce bir senaryo yazari,
yonetmen ve gazeteciydi. Her nasilsa,
2014’te duizenlenen 14. Venedik Mimarlhik
Bienali ziyaretgilerine verilen ¢ift tarafl tek
sayfa yazida, Koolhaas alisildik kibirli
aforizmalar setini sunmadi. Bunun yerine,
mimarlig elemanlarin kombinasyonu
olarak yorumlayigini agiklamak icin kendi
¢ocukluguna giden anilar yol seridinde bir
icsel gezintiye ¢ikti.

Ikinci Diinya Savagi sonrasi Rotterdam ve
Amsterdam’da gecen, 1952°de Jakarta’ya
gitmek icin ayrilmadan hemen 6nceki ilk
yillarint anarken Koolhaas yakinir: “Ah,
higbir seyin cocuksu olmadigi zamanlarda
cocuk olmak!!,” Tlk mimari kavrayiglarini
60 yildan fazla bir zaman 6nceki bu
dénemde konumlandirir ve soyle der: “Ilk
asansorimi hatirliyorum... muhtemelen
ilk metropolitan hissi'2.” Delirious New
York kitabindaki modern metropol
saplantis, OMA’nin M’si, ve hatta The
Harvard Design School Guide to Shopping
kitabinin kapagi aniden o “ilk asansor”e
baglanir. Kigiik Rem’in her gozlemi
mimari bir aydinlanma anina doniisiir:

“Tavan arasindaki yiiksek sekizgen aciklik,
delik olarak algiladigim ilk pencere...
Annemin savas sonrast izinsiz yerlestigi
konagin amtsal kapist. Svuf kavramupun ilk
deneyimi... Parkenin girift yapist ve
cesitliligi mubtemelen karmagikligin ilk
kanitryds... Biiyiikbabanun bana binasin

gosterdigi zamanki ilk asansor deneyimi'3.”

Koolhaas’in her edebi ve tasarim saplantisi,
o ilk kisisel kavrayis anina uzanir. Venedik
sergisinin parcali konsepti, “diinyanin obur
ucuna giden bir gemiye” binerken yasadigi
bir rampa deneyimiyle hayatinin ilk yillar
-tesadiifen- sona eren bir ¢cocuk mimarin
tutarsiz kavrayisiyla agiklanir. Koolhaas,
kendi kendini egiten ¢cocuk mimarin
senaryo yazarinin ya da tim geleneksel
mimarlik egitiminin 6nctli olduguna
inanmamizi ister.
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Hadid Londra’da AA’de okumadan 6nce
matematik okumusgtu. Oysa son yillarda
sturekli olarak on ve oniki yaglarindan
itibaren -hangi roportaji okudugunuza
gore degisir- mimarlik kariyeri yapmakta
kararli oldugunda 1srar eder!. Hatta
Hadid, 59 yasinda New Yorker dergisine
verdigi bir roportajda mimarlik merakini
¢ocukluguna dayandirir: “Cocukken neden
bu seylerin farkli gorindigini gergekten
bilmek istedigimi hatirliyorum. Neden bu
kanepe herhangi bir kanepeden farkli's?”

Belki en bariz olani, AA’de Zenghelis ve
Koolhaas’in 6grencisi oldugu donemle ilgili
“acilig cimlesi”nin yakin zamanda,
Bagdat’ta gegen ¢ocukluguyla ilgili daha
kisisel bir anekdotla degistirilmis olmasidir:

“Mobilyacuun atélyesine gidip yeni
mobilyanuzi goriisiimii hala hatirlarim.
Sarimtirak renkle bitirilmis, koseli ve
modernist bir iisluptaydi ve odam icin
asimetrik bir ayna vardi. Aynaya hayran

!“-T" 3 1 Frank Lloyd Wright’in cocukluk kartviziti,

yak. 1874, yas: 7 (Wright collection, 1869-1968;
John P. Lewis; Wisconsin Historical Society Archives,
Madison, Wisconsin).

Carte-de-visite of Frank Lloyd Wright as a young hoy,
ca. 1874, age 7(Wright collection, 1869-1968;

John P. Lewis; Wisconsin Historical Society Archives,
Madison, Wisconsin).

2 Wright’in annesinde de kopyasi bulunan An Illustrated
Catalogue of Kindergarten Gifts and Occupational Material
(Kres Hediyeleri ve Mesleki Geregler Resimli Katalogu)
yaymninin ilk ii¢ sayfasi (E. Steiger, New York, 1876).

First three pages of the publication An Illustrated
Catalogue of Kindergarten Gifts and Occupational Material
(E. Steiger, New York, 1876), a copy of which was owned
hy Wright’s mother.

3 Geng Charles-Edouard Jeanneret-Gris (solda) ebeveynleri
Georges Edouard Jeanneret ve Marie Charlotte Amélie
Jeanneret-Perret ve erkek kardesi Albert ile bir aile
portresinde (Fondation Le Corhusier, Paris).

A very young Charles-Edouard Jeanneret-Gris (left) in a
family portrait with his parents (Georges Edouard
Jeanneret and Marie Charlotte Amélie Jeanneret-Perret)
and older hrother, Albert (Fondation Le Corhusier, Paris).

kalmistim ve boylece asimetriye olan askim
basladi. Eve geldigimizde odami yeniden
diizenledim. Kiiciik bir kiz cocugu
odasimdan bir gen¢ odasina doniistii'®.”

Bu hadiseyi baska bir tasvir edisinde soyle
devam eder: “Kuzenim yaptigim seyi
begendi ve onun icin de yapmamu istedi,
daha sonra teyzem yatak odasini
tasarlamami istedi ve boylece bagladi!”.”
Geg olgunlagmig olma sohretine ragmen
Hadid’in ilk uygulanmug isi yedi yaginda
gelmisti bile.

Bir tarafta, kanonik mimarlar ve koruyucu
elestirmenleri, seyirci kitlelerine dogustan
gelen deha seviyesine ancak geleneksel
mimarlik egitimi almamig harika
¢ocuklarin ulagabilecegini anlattilar.

Bu, ozellikle, Frank Lloyd Wright ve

Le Corbusier gibi, hi¢ mimarlik okuluna
gitmemis ya da okuldan mezun olmamig
mimarlar icin gecerliydi. Ve, bilgili
ustalarin ya da zamanin taninan
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4 Le Corhusier’nin Bir Mimarliga Dogru kitabinda
yer alan ““Roma’nin Verdigi Ders”’ holiimii gorseli
(Le Corbusier, Toward an Architecture, cev.: John
Goodman, Getty Publications, Los Angeles, Ca.,
2007, s. 200).

Illustration from Le Corhusier’s ““Architecture,
The Lesson of Rome” in Toward An Architecture
(Le Corhusier, Toward an Architecture, trans. John
Goodman, Getty Publications, Los Angeles, Ca.,
2007, p. 200).

51,2,3, Rhapsody filmini ¢ektigi donemde 21
yagindaki Rem Koolhaas, yak. 1965 (Rem Koolhaas:
A Kind of Architect filminden goriintii. Yon.: Min
Tesch & Markus Heidingsfelder, 2008).

A 21-year old Rem Koolhaas around the time he
filmed 1,2,3, Rhapsody, ca. 1965 (Film still from
Rem Koolhaas: A Kind of Architect. Directed by Min
Tesch & Markus Heidingsfelder, 2008).

6 Zaha Hadid Bagdat’ta hir cocukken (“Zaha
Hadid’s Light-Filled Labyrinth’”, CNN, 2012).
Zaha Hadid as a kid in Baghdad (“Zaha Hadid’s

Light-Filled Labyrinth,” CNN, September 28, 2012).

uygulamacilarinin
yaninda gegen
cirakliklarina ragmen,
modernizmin
“buiytikbabalar1”
hararetle, gelisim
yillarini ¢ocukluklarina
dayandiran bambaska
bir anlatida 1srar ettiler.
Ustalikla hazirlanmis
mitolojileri, dogustan
gelen dehanin
canlandirilmasi modeline dayandirildi.
Isin gercegi ise, boyle hatiralar genellikle
geg sekillenir ve kendi kendine telkin
carpitmalarina meyillidirler; disaridan
gelen elestirmen ve gazeteci anlatilari,
Wright gibi isimler tarafindan

bile i¢sellestirilirler!s.

Bu bilgiler 1s18inda, mimarlik pedagojisine
maruz kalmanin kinanmasi karsit
gorusleriyle birlikte okunabilir, Koolhaas
ve Hadid’de oldugu gibi. Ancak ikinci
ornekte, egitimin inkar edilmesi geriye
doniik bir dirtii seklinde ortaya ¢ikar;
sonradan akla gelen bir diigtince olarak
yurtrliikten kaldirma. Ve, fazla sayida
kanonik mimar kariyerine bebek
karyolasinda baslamig gibi gortinse de,
aslinda durum tam tersidir: Belirli bir
statiiye yiikselince, dahi masali ancak

12 yag alti gen¢ mimar olmug olmayi iddia
ederek surdurilebilir. B Evangelos
Kotsioris, doktora 6grencisi, Princeton
University; yardimecr kiirator, 3. Istanbul
Tasarum Bienali.

Ceviri: Esra Kabveci

Notlar:

1 Frank Lloyd Wright, Frank Lloyd Wright: An
Autobiography, ikinci edisyon, Faber & Faber Limited,
1946, 15, 36.

2 A.g.e., 18.

3 Age., 17.

4 Ozellikle: Stuart Wilson, “The ‘Gifts’ of Friedrich
Froebel,” Journal of the Society of Architectural
Historians 26, no. 4, Aralik 1967, s. 238-41; R. C.
MacCormac, “Froebel’s Kindergarten Gifts and the
Early Work of Frank Lloyd Wright,” Environment and
Planning B: Planning and Design 1, no. 1, Haziran
1974, s. 29-50.
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Young Architects
Under 12

Evangelos Kotsioris @ How young does
one become a great architect? Even more
s0, is architectural “genius” determined by
nature or nurture? These are two questions
that architectural historians have struggled
with again and again. What is most
interesting perhaps is that these are the
very same questions some of the most
impactful architects of the twentieth
century have obsessed over.

Wright’s career fate was sealed early

on by his mother, Anna Lloyd Wright.
“Fascinated by buildings,” he writes, “she
took ten full-page wood-engravings of the
old English Cathedrals from ‘Old
England,’ a pictorial periodical to which
the father had subscribed, had them
framed simply in flat oak and hung them
upon the walls of the room that was to be
her son’s... Her son was to be an architect.
He was to get beautiful buildings built!.”
For Wright’s mother the architect’s
education began at the cradle.

Most famously perhaps, Frank Lloyd was
educated by Anna according to the
educational system of the “Kindergarten”
developed for early child development by
German pedagogue Friedrich Wilhelm
August Froebel. The home schooling
“curriculum” included playing the piano,
learning to paint, draw, sing, and reading a
lot?. Yet, Wright’s fondest memories relate
to the geometric constructions he got to
build and that were central to Froebel’s
pedagogical method. Reminiscing some
four decades years later about the
“occupational gifts” that formed the core
his early education, Wright marveled in his
autobiography:

“The strips of colored paper, glazed and
‘matt,” remarkably soft colors. Now came
the geometric by-play of those charming
checkered color combinations! The
structural figures to be made with peas and
small straight sticks: slender constructions,
the joinings accented by the little green-pea
globes. The smooth shapely maple blocks
with which to build, the sense of which
never afterwards leaves the fingers: form
becoming feeling. The box had a mast to
set up on it, on which to hang the maple
cubes and spheres and triangles, revolving
them to discover subordinate forms. And

the exciting cardboard shapes with pure
scarlet face -such scarlet! Smooth
triangular shapes, white-back and

edges, cut into rhomboids with which to
make designs on the flat table top. What
shapes they made naturally if only one
would let them3!”

Much ink has been spilt since then by
scholars who have passionately argued that
virtually every single geometrical principle
governing Wright’s work can be traced
back to his Kindergarten education*. And
if are to believe Wright, playing with
maple wood blocks as a kid was the
equivalent of a religious epiphany, when
“bright-robed angels ... would come and
hover over the table. From their golden
harps simple rhythms were gently falling
on child minds like flying seeds carried on
the wings of the wind to fertile ground...

”»

Again -architecture’.

A similar kind of divine light might have
shined down on a young Charles-Edouard
Jeanneret, long before he took on his
Messianic architectural persona. Geometry
was “an element of the very identity of the
young Charles-Edouard who was also
schooled with unit building blocks®.
Jeanneret was notoriously enrolled to a
Montessori kindergarten while still less
than four years old to “Miss Colin’s

private Froebel class’.”

Architectural historians have contented
that (similarly to Wright) Le Corbusier’s
understanding of Platonic solids underlying
complex geometrical form can be traced
back to the lessons of the Froebel system?.
Had it not been for his Froebel education
in La Chaux-de-Fonds, one is led to
believe, Le Corbusier might have never
performed his famous reading of the
architecture of Ancient Rome as a series
of “elementary forms®.”

Fast-forwarding to the present moment,
one is tempted to compare these
narratives with the personal mythologies
of architects such as Rem Koolhaas and
Zaha Hadid. Commonly described as
late-bloomers, they both started on paths
outside architecture.

Koolhaas is often cited as the “father” of
the extended family of “Baby Rems!?” -an
affectionate moniker for two generations
of young architects dominating the scene
since the late 1980s. Yet, he was
notoriously a scriptwriter, director and

journalist before taking on architecture at
the Architectural Association (AA) and
Cornell University. In the single two-sided
piece of writing that was given to the
visitors of the 14th Venice Architecture
Biennial he curated in 2014, Koolhaas
curiously did not provide his usual set of
pontifical aphorisms. Instead, in order to
explain his interpretation of architecture as
a combination of elements, he takes an
introspective trip down memory lane all
the way back to his early his childhood.

Remembering his early days in Rotterdam
and Amsterdam after WWII, before
departing for Jakarta in 1952, Koolhaas
cries: “Ah, to have been a child when
nothing was childish'.” It is during this
period, more than 60 years ago, that he
locates his first architectural realizations:
“I remember my first escalator... probably
the first sense of the metropolitan'*” he
writes. Suddenly his obsession with the
modern metropolis in Delirious New York,
the M in OMA, even the cover of The
Harvard Design School Guide to Shopping
are linked back to that “first escalator.”
Every observation of little Rem becomes an
architectural “aha” moment:

“The octagonal opening high in the attic,
the first window I understood as a
perforation... The monumental door of the
mansion that my mother had squatted
after the war. A first experience of class...
The intricacy and variety of the parquet
was probably the first evidence of
complexity... First experience of an
elevator, the day my grandfather showed

2

me his building"®.

Every literary and design obsession of
Koolhaas is threaded back to its original
moment of personal realization. The very
fragmentary concept of the Venice
exhibition explained through the disjointed
outlook of a child architect, whose early
life -coincidentally- ended by the
experience of a ramp, while boarding “the
ship to the other end of the world...” The
self-taught child architect, Koolhaas wants
us to believe, preceded the scriptwriter or
any formal architectural education.

Hadid had studied mathematics before
studying at the AA in London. Yet, in
recent years she has frequently insisted on
her certainty to follow the career of an
architect by the age of ten to twelve,
depending on which interview one reads!®.
In an interview to the New Yorker at the
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age of 59, Hadid even tracks her
architectural curiosity back to her
childhood: “I remember as a child
really wanting to know why these
things looked different. Why is this sofa

different from an ordinary sofa'?”

Most obviously perhaps, her previous
“opening line” regarding her studies
under Zenghelis and Koolhaas at the
AA has recently been substituted with a
more personal anecdote from her

childhood in Baghdad:

“I can still remember going to the furniture
maker’s studio and seeing our new
furniture. The style was angular and
modernist, finished in the chartreuse
colour, and for my room there was an
asymmetric mirror. | was thrilled by the
mirror and it started my love of
asymmetry. When we got home, [
reorganized my room. It went from
being a little girl’s room to a teenager’s'®.”
Recounting this incident elsewhere she
continues: “My cousin liked what I had
done and asked me to do hers, then my
aunt asked me to design her bedroom,
and so it started'”.” Contrary to her
reputation as a late-bloomer, Hadid’s

first realized commission had come
already at the age of seven.

One the one hand, canonical architects
and their patron critics have told their
mass audiences that the level of innate
genius is only achieved for prodigy kids
with no formal architectural schooling.
That has been particularly the case of
architects who never officially attended or
graduated from an architecture school, like
Frank Lloyd Wright or Le Corbusier. And
despite their apprenticeships next to
knowledgeable mentors or already
established practitioners of their times,
the “grandfathers” of modernism have
fervently insisted on a different narrative,
tracing their formative years in their very
early childhood. Their carefully crafted
mythologies relied on the model of the
innate genius stimulated. The truth of the
matter though is that such memories often
formulate late and are prone to the
distortion of autosuggestion, where
external narratives by critics and
journalists are internalized even by
figures like Wright!8.

It is under this light that one could only
read the denouncement of exposure to

architectural pedagogy by their
counterparts, such as Koolhaas and
Hadid. Only in the case of latter, this
denial of education comes across more
as a retroactive urge; abolition as an
afterthought. And even though it
seems a few too many canonical
architects started their career in the
crib, it is actually the opposite: once
reaching a certain status, one can only
sustain the myth of genius by claiming
to have already been a young architect
under 12. B Evangelos Kotsioris, PhD
candidate, Princeton University;
Assistant curator, 3rd Istanbul Design
Biennial.
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Mimar Figurune
Kars Istisnalar:
‘“Geng¢” Olan ile
‘“Karsit” Olan

Sevgi Tiirkkan B Mimarin yetkin bir figtir
olarak insa edilme seriiveni, mimarlk
disiplininin ve kurumsallasmanin tarihi
olarak da degerlendirilebilir. Mimarlar
nesiller boyunca kurumlar ve disipliner
egitim aracihiiyla edindikleri yetkinliklerini
siirdiirmek icin miicadele verirken, kimi
zaman da ayni kurumlar ve disipliner kurgu
tarafindan mimarlik yapma bicimleri
kisitlandig1 ve olast agihimlar giiglestirildigi
icin onlar1 agmaya ¢aligmiglardir.

Mimar figiirtiniin belirgin olarak
kurgulanmaya baglanmasi Alberti’nin
mimara yari-tanrisal bir statii, yoktan
varedebilme, ulvi giizellikleri yeryiiziine
aktarabilme gibi yetileri atfetmesine
dayandirilir. De re aedificatoria (yak. 1452)
metninde Alberti okuyucuyu mimari nesneye
bakarak onun fiziksel varliginin 6tesinde,
degerli, nadide bir niteligi kesfetmeye davet
eder. Bu nitelik onu tireten niyet ve aklin
ispatidir: Mimar miellif ortaya ¢cikmugtir
(Anstey, 2003). Mimari iiretiminin yegane
yaratict kaynagi, dolayisiyla tim hak ve
yetkilerinin sahibi olarak betimlenen mimar
figlirii degisen kosullara gore doniisiime
ugramis da olsa, bu 15. yiizyil kavrayist
gliniimiiz mimari mielliflik kavraminin
temelini olusturur.

O gitinden beri miielliflik ile iligkili bir seri
kavram mimarin otoritesini ve yetkilerini
stirdiirmek ve yonlendirmek igin is
bagindadir. Bu kavramlar araciligiyla egitim
sistemi, kurumsal standartlar, kanunlar,
gelenekler ve bir takim inaniglar mimarin
toplumdaki yerini ve rolini sabitleyen
diizenlemeler saglar. Latince kokenleri ile
akraba olan kavramlardan miiellif (author),
telif haklari (authorship), 6zgtinlitk
(authenticity), yetkilendirme (authorization)
bu amaca hizmet eden baslica araglar
arasinda sayilabilir.

Mimarlik alani, bahsedilen kurgu
cercevesinde diizenini siirdiriirken, cesitli
donemlerde, mimarin miiellif roliinii
sorgulayan deneysel ve kigkirtict 6rneklere de
sahne olur. 1930’larda mekanik yeniden
uretim olasiliklar ile ortaya ¢ikan 6zgunlik
tartigmasi, 1960’larin sosyo-kultiirel

baskaldirisi ile otoriterlige karsi bireyi
ozglirlestiren soylem ve pratikler, 2000’lerin
dijital devrimi ile ortaya ¢ikan yepyeni
birlikte tiretim, etkilegim ve paylagim
platformlari bu anlamda ilham verici
esiklere ornek gosterilebilir. Bu egikler ile
“ozgunluk”, “biriciklik”, “yaratici-deha” ve
benzeri kavramlar ile onlarin yayginlagtirdigi
davranig kaliplarinin 6tesinde, katilimeils,
acik uclu, asagidan yukariya orgiitlenen,
kullaniciyr merkeze alan, stilistik endiselerin

ikinci plana atildig: gesitli soylem ve pratikler

mimarlik digtincesi ve tretiminde kendini
gostermeye baslar.

Bu soylem ve pratikler arasinda en radikal
tavirlardan biri kurumsallagma ve disipliner
yapinin muelliflik tizerinden dayattigi
normlari hedef alan “kargit” (anti)
soylemidir. Mimarlik bilgisi ve stireglerinin
karmagikligi nedeniyle alinabilecek “karsit”
konumlar da bir o kadar cesitli ve
katmanlidir. Bunlardan en bilineni Fun
Palace projesini tasarlarken kendine taktig
“karsgit-mimar” (anti-architect) lakabiyla
Cedric Price’in birden ¢ok yerlesik norma
karg1 aldigi tavirlar butunudir; tekil iktidar
sahibi yerine kendini gesitli uzmanlarin
olusturdugu bir ekibin tiyesi olarak
konumlandiran karsit-mimar, zaptedilemeyen
bir 6zgtinlik anlayis1 ve endustriyel yapilarin
karsit-estetik dili, tekil bir kullanimi
dayatmayan, belirgin veya sabit formu
olmayan, mekansal programini kullanicilar
ile sibernetik sistemlerin maniptilasyonuna
gonilli olarak acan bir kargit-yapu.

Price, mimara atfedilen abartili otoriteden ve
dunyay: degistirebilecekleri inancindan hem
¢ok rahatsiz, hem de motive oluyordu.
Meshur soylemlerinden birinde “ben
radikalim ¢tinki mimarlik kayboldu.
Mimarlar ¢ok budalalar, kendilerinin bir sey
olduklarina o kadar ikna olmuslar ki” diyor.
Ayrica bina inga etmenin de mekansal bir
sorunu ¢ozmenin pargasi olduguna
inanmiyor, mimarlart mimarlik yaparken
bina yapmamay1 da degerlendirmelerine
tegvik ediyordu.

Yine de, Fun Palace projesindeki “kargit”
motifi sadece mimarlik disiplinine duyulan
bir tepkiye indirgenemez. 1960°larin iyimser
ve umut dolu havasi ile Ingiltere’nin savas
sonrasi sosyo-politik vizyonunda bireylerin
bos zamanlar1 degerlendirmeleri ve
toplumsal 6zgiirlikleri ile ilgili glindemdeki
tartismalar da 6nemli derecede belirleyici
olmustur. Price politik felsefe ile yakindan
ilgilenen, koyu bir sosyalist olarak bilinirdi.
[lgi alanlari onu giiniin yaygin akimi

enternasyonal modernizmden ¢ok,
Buckminster Fuller’in diisiinceleri, the
Independent Group’un sanat ¢aligmalari,
Situasyonizm, gelisen sibernetik teknolojiler,
oyun kuramu ve bilgisayarlara yonlendirmisti
(Mathews, 2007). Tiyatro prodiktoru Joan
Littlewood kendisinden “sahneleri,
oyunculari ve izleyicisi olmayan, tamamiyla
performans ve etkilegsimin mekani olan yeni
bir tiyatro tiirii” tasarlamasini isteyince,
ortak bir goriiste birlesip bir grup sibernetik,
enformasyon teknolojisi, oyun kuramu,
mihendislik uzmaniyla biraraya gelerek
meslek pratiklerini bastan dustinebilecekleri
bu “eglence laboratuar1” tizerine
diigtinmeye bagladilar.

Geng olmak da katilagmis mimar

-miiellif figiirtini agindiran olgulardan bir
digeridir. Price’in Fun Palace 6rnegindeki
rolii gibi, mimarlik tarihinin en ilham verici
anlar1 kuskusuz distincede, pratikte veya
nesil olarak gen¢ olmayla dogrudan
iligkilidir. Sorgulama, degisim, farklilasma
vb. gen¢ olmanin ategledigi motivasyon,
enerji ve isyankar distince yapisi ile
tetiklenir. Geng olmak bir yaniyla ge¢mis
nesillerin miras biraktigi, direngler, giic
semalari, digtince yapilari ve
aligkanliklarindan bagkalagmanin tavri
olarak da degerlendirilebilir.

Hem geng olmak hem de kargit olmak tek
tiplesmis muelliflik kurgusunu agindiran,
yeni olasiliklar 1s1ginda alternatif muelliflik
kurgularini a¢iga ¢ikaran diirtiiler olarak
karsgimizdadir. Her ikisi de mimarin tasarim
stirecindeki rolii, performansi, tasarim
araclarinin kullanimi gibi konularda yerlesik
kaliplarin otesini merak eder, heves edinir.
Geng olan kargitliklardan beslenmeye
heyecani ve ihtiyaci geregi aciktir. Kargit
olan ise her zaman geng olmayabilir, ama
genclik ve karsitlik birlikte daha ¢ok
gliclenip, daha ¢ok ses ¢ikarabilir.

Bu iki durti ortak yonlere sahip olsa da
aralarindaki farklar da tizerine diigiinmeye
degerdir. Kargit dogasi geregi muhaliftir.
Geng ise kugaga ait bir donemdir. Karsit,
gecmig veya mevcut olani isaret ederek ondan
ayrigir. Geng ise gecmis nesillerin kilturel,
sosyal, tarihsel vb. mirasinin devaminda
konumlanir. Karsit olanin yonu belirgindir.
Geng olan dizendeki mevcut dagitici ve
toparlayici giiclerin degisken etkisi altinda,
hareket halindedir. Karsit olan giiriiltiiciidiir.
Geng olan kendi ¢eligkileriyle doludur.

Mimar figtirti bir yandan yetkin ve otoriter
bir kimlik olarak yeniden insa edilip, bir

yandan degisen olasiliklar ile agindirilirken,
“genc” olan bu kargilikli giiglerin etkisi
altinda, ikisinin arasinda bir yerlerde salinir.
Bir yandan farklilagsma ve kendini varetme
dirtistuyle itkilenirken, egitim ve mesleki
kurumlarin sirtina yukledigi kulttrel
kimligin, geleneklerin, mitolojilerin agirhig
altindadir. Ironik bicimde, ayni formasyon,
kendisinden mevcut normlari agip yepyeni,
ozgtin ve daha ileri olani tiretmesini bekler.
Celigkilerle ve potansiyellerle dolu olan geng
olma durumu, tekil mimar miiellif figiiriiniin
yerini alabilecek ¢ok ¢esitli muelliflik
kurgularinin agiga ¢ikmasi ve bu vesile ile
mimarlik bilgisinin elestirel olarak
geniglemesi acisindan biiylik 6nem tagir.

W Sevgi Tiirkkan, doktora bgrencisi ve
arastirma gérevlisi, Istanbul Teknik
Universitesi.
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The “Young”’
and The “Anti”’
Against The
Architect

Sevgi Tiirkkan B The making and breaking
of the architect figure can be considered

as an adequate illustration of the history

of architectural discipline and of
institutionalization. Generations of architects
have been under the pressure of maintaining
the authority granted to them by the
disciplinary establishment, as well as trying
to break the same conventions to access a
multiplicity of authorial relations and tools
that expand their practices.

The figure of the architect has been under
construction, prominently since Alberti’s
attribution of a semi-divine status, genuine
abilities to create out of nothing and a
capacity to canalize into the world a
heavenly sense of beauty in De re
aedificatoria (c. 1452). Anstey (2003)
remarks that Alberti invites one to discover
by looking at the phenomenal object of
architecture “a single valuable quality which
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is distinct from its physical presence, and
whose existence is evidence of the will and
mind of a (single) ‘creator’: the architect as
author has arrived”. The characterization of
the architect as the sole creative source,
owner and authority for his architectural
product has constituted the basis of modern
architectural authorship as we know today,
and so long has been maintained in
accordance with changing paradigms.

Ever since, an army of author-related
concepts has been in charge of establishing
and governing the authority status for the
figure under changing circumstances.
Myths, conventions, institutional regulations
and disciplinary principles have been
employed to stabilize architects’ role and
responsibilities in society. Authorship (as an
ownership and control devise), authority
(for status and power), authorization (by
educational and professional institutions),
authenticity (genuine creation of unique
forms reflecting one’s personality) can be
quickly mentioned among the author-
related forces at play in the continuous
reinforcement of the figure-of-the-architect.

Meanwhile, along the history of architecture,
provocative forces have also entered the
scene, pluralizing authorial possibilities,
opening to a range of experiments regarding
the roles and positions for the architect.
1930’s new modes of mechanical
reproduction, 60’s socio-cultural upheavals
against authoritarianism and 2000’s digital
revolution can be counted among thresholds
where mystical narrative built around
“authenticity”, “originality”, “creator”, etc.
was disrupted. Emanating from free culture
and digital technologies new platforms for
open-ended, collaborative, bottom-up design
practices started to penetrate into
architectural thinking and production.
Critical discourse on authorial constructs
and articulation of technical allowances
blurred the boundaries of ownership and
control, open the process to intervention,
valorize not only the acts of the creator but
all actors involved in its performance,
including the work (text) itself.

The “anti” discourse is a radical stance
against institutionalized powers and
disciplinary establishment, with an intention
of bringing aforementioned author-related
notions etc. on their heads. Due to inherent
complexities of architecture, the amount of
“anti” positions one can take are
proportionally various. Most prominently, in
his self-acclaimed role as an “anti-architect”,

Cedric Price challenged a number of these
notions in designing Fun Palace; a building
with no pre-established static form,

an anti-architect who withdraws from his
authority in exchange of becoming a member
of a multi-disciplinary team of experts and
cybernetic automation, an ungovernable
authenticity of anti-aesthetic industrialized
components in constant state of change, an
anti-building that doesn’t authoritatively
imply a singular program and willingly
opens itself to manipulation of its users etc.

Price was deeply disturbed and motivated by
the overrated authority and blinded belief for
the architect’s ability to change the world.
He famously stated that he is only radical
because architecture got lost. “Architects are
such a dull lot and they’re so convinced that
they matter.” He also had a strong disbelief
in building as a solution to a spatial problem
and urged architects to consider not building
as part of architecture.

Yet the “anti” motive in Fun Palace was not
only an opposition fired by a frustration
towards the architectural discipline. 1960’s
optimism and hope, as well as Britain’s
post-war socio-political debates regarding
individuals’ leisure time and freedom in
society were also defining influences. Price
was heavily interested in political philosophy
and was known as a committed socialist. His
interests had taken him far from the
conventions of international style modernism
to embrace the ideas of Buckminster Fuller,
the art of the Independent Group,
Situationism and emerging technologies of
cybernetics, game theory, and computers
(Mathews, 2007). When theater producer
Joan Littlewood approached him with her
inspiration “to create a new kind of theatre
-not of stages, performers, and audiences,
but a theatre of pure performativity and
interaction”, their visions collided in the
excitement to question the nature of their
actions in experimenting with this laboratory
of fun, together with an army of specialists
on cybernetics, information technologies,
game theory and engineers.

Being “young” is also a fundamental
provocation on the stiffened norms of
authorial establishment. The stimulating
moments in architectural history are
undeniably acquisitions related to being
young at thought and practice, such as Price
in the case of Fun Palace. Challenging,
breaking and alternating do spur from
youth, fuelled by the motivation, energy and
rebellious mindset of adolescence. These

dynamics can also be regarded as an
upheaval against past generations’
endurances, legacies, power structures,
thoughts and habits.

Both the “anti” and the “young” are
incentives that diverge authorial constructs
and the notion of authorship in the light of
emerging possibilities. Both inherently
provoke and inspire deviations on the roles,
performances and use of design tools based
on a rejection of established habits. Young is
inspired by more by anti-isms, either by
necessity or by pure enthusiasm, compared
to the already established. Anti is not
necessarily young in concept, but resonate
higher when being young. They don’t
necessitate each other but become more
powerful in tandem.

Having commonalities in their direction,

it is also critical to examine the distinctions
between them. Anti is oppositional by nature.
Youth is a generational stage. Anti builds on
complete rejection of the past, by pointing it.
Young is the heir of generational inheritances,
cultural, societal, educational and historical.
Anti is more distinct in its direction. Young is
in a state of flux between the co-existent
forces that preserve and diffuse the
disciplinary establishment. Anti is blatant by
nature. Young is paradoxical by formation.

While the architect’s authority is preserved
and diffused simultaneously, the young stands
in between the convergent and divergent
vectors that both dissolve and reformulate the
architect as the author. Being fuelled both by
opposition and continuity, the young bears on
her shoulders a burden of genetic inheritances
of cultural identity, traditions and myths
during her educational and professional
formation. Ironically, by the same formation,
she is trained to supersede the norms by
generating the novel and more advanced.
With her inherent complexities and potentials,
the paradoxical nature of the young is
puzzling yet central for the critical expansion
of architectural knowledge and opening
towards new paradigms of authorship in
architecture. B Sevgi Tiirkkan, PhD
candidate, Istanbul Technical University;
lecturer, Istanbul Technical University.

References:

T. Anstey, Authorship and Authority in L.B. Alberti’s De
re aedificatoria, Nordic Association for Architectural
Research, vol. 4., Gothenburg, 2003, pp. 19-25.

J. Till, “Architecture and contingency”, Field, vol. 1,
no. 1, 2007, pp. 120-135.

S. Mathews, From Agit-Prop to Free Space: The
Architecture of Cedric Price, Black Dog Publishing
Limited, 2007, p. 75.



