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EDITORDEN

Nur CAGLAR

TOBB Ekonomi ve Teknoloji Universitesi,
Giizel Sanatlar, Tasarim ve Mimarlik Fakiiltesi, Mimarlk Boliim Bagskan:




Derginin igerigi tiimiiyle TOBB-ETU Sosyal Tesislerinde, 21 Mayis
2012°de Mimarlik Bolimiimiiziin evsahipliginde gerceklestirilen
Oris Giinleri 2012 etkinligini barindirtyor. Oris Giinleri 2012
etkinligi baglaminda mimarlar, akademisyenler, cesitli pratik

alanlarindan meslektaglar ve mimarlik 6grencileri, biraraya geldiler.
Cok deneyimli ve diinya ¢apinda tin kazanmig mimarlar ve yanisira
heniiz kariyerinin baginda olan gen¢ mimarlar mesleki pratik
alanlarindaki bilgi ve deneyimlerini dinleyicilerle paylagtilar. Kendi
deneyimleri tizerinden giiniimiiz mimarlig1 tzerine ¢esitli goris
ve yaklagimlar sunarken ilging saptamalarda bulundular. Boylece
mimarhgin interdisipliner alaninda siiregelen tartigmalar igin yeni
ve giincellenmis zeminler olusmasina olanak sagladilar. Ulkemiz
mimarlik okullarinin en genglerinden biri olan TOBB Ekonomi
ve Teknoloji Universitesi Giizel Sanatlar, Tasarim ve Mimarlik
Fakiiltesi, Mimarlik Boliimii icin bu etkinlik bir ¢ok anlamda ilk
olurken cesitli onemli deneyimler kazandirdi.

Mimarlik bolimiimiiz ilk kez uluslararast bir mesleki bilimsel
etkinligin diizenlenmesi sorumlulugunu tstlenirken Oris Giinleri
etkinligi ilk kez kendi Balkan/Avrupa cografyasi digina ¢ikarak
Turkiye'de gerceklestirildi. Etkinligin butiinleyicisi olan Cagdas
Hirvat Mimarhig Sergisi (fig.1) etkinligin ardindan TOBB-
ETU Sergi Salonunda agildi. Mimarlik Béliimiimiiz béylece ilk
kez mesleki bir serginin kiiratérliginii ve evsahipligini tistlenmisg
oldu. Diger yandan Boliimiimiiz Serbest MIMAR Dergisi'nin
comert igbirligiyle etkinligin kazanimlarini belgelemek ve yayina
doniigtiirerek goriiniir kilmak olanag: buldu. Serbest MIMAR
Dergisi Eyliil 2012, 10 nolu sayust ilk kez Tiirkge-Ingilizce yayinlanan
ve konuk editérliigiinii boliimiimiiziin iistlendigi bir Ozel Sayidur.
Konferans, Sergi ve Yayindan olugan ve kisaca Oris Giinleri 2012
olarak adlandirmay1 siirdiirecegimiz bu etkinlik TiirkSMD’nin
paydaghigiyla Mimarlik Bolimiimiize ulusal ve uluslararas: diizeyde
egitim ve i dinyasiyla tanigiklik yaratmak ve gelistirmek tizere
onemli bir olanak sagladi.

This magazine documents the activities from the Days of Oris
2012 event hosted by our Architecture Department at the TOBB-
ETU Social Facilities on 21 May 2012. Architects, academics,
students and colleagues from various fields came together at this
event. Both internationally-famous and experienced architects and
young architects on the eve of their career shared their knowledge
and experiences of their professional practices and made interesting
evaluations on today’s architecture while presenting their point
of view and various approaches. In this way, they happened to
provide a new and updated basis for the ongoing discussions on
the interdisciplinary field of architecture. This event being the first
in many senses paved the way for the Architecture Department
of Faculty of Fine Arts, Design and Architecture of TOBB,
University of Economics and Technology, which is one of the
youngest among our country’s architecture schools, to gain a variety
of important experiences.

For the first time ever, our architecture department took the
responsibility of organizing an international profession-related
scientific event. This was the first time that the Oris Days were
held in Turkey - the event is traditionally held in Balkan/European
territories. An integral part of the event was the Contemporary
Croatian Architecture Exhibition (fig.1) that took place in the
TOBB-ETU Exhibition Lounge — the first time that our department
hosted and curated a professional exhibition. Thanks to the generous
collaboration of the Serbest MIMAR Magazine, we had the chance
as a department of making the Oris Days visible by documenting
and publishing the acquisitions of this event with The Issue, number
10 (September 2012). Published in Turkish and English, this issue
was the first special issue of Serbest MIMAR Magazine. This event,
which we will continue calling Days of Oris 2012, consists of the
conference, the exhibition and the publication. It has provided
our department with a chance to get acquainted with the world
of education and business in general on national and international
level.
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Andrija Rusan

Oris Giinleri 2012 etkinligini ayni zamanda TOBB-ETU’niin
is dinyas: ile Gniversiteyi bulusturmay: ve isbirligini gelistirmeyi
hedefleyen, egitimde kuramla pratigin bitiinlik i¢inde kazanilmasini
saglayan Ortak Egitim modelini destekler ve bitiinler niteligiyle
de one ¢kt Etkinligin hemen ontindeki hafta sonu, 19 ve 20
Mayis 2012 tarihlerinde, konuk konusmacilarimiza tilkemizin ve
bagkent Ankaranin tarihi ve modern mimarlik mirasini tanitan
geziler diizenledik. Bu gezilere sagladiklar katkidan 6tiirii Zeynep
Uludag ve Esin Boyacioglu'na ¢ok tesekkiir ederiz.Geziler sirasinda
cesitli goriismeler yaparak kentlerin gelecegi ve mimarlik tizerine
distincelerimizi paylagma olanagi bulduk. Bu tiir deneyimler, 6zellikle
mimari tasarim egitimini mesleki pratik alaniyla iliskilendirmeye,
bu iligkiyi mimarlik egitimi tizerinden gelistirmeye ve iyilestirmeye
odaklanmis yepyeni bir mimarlik okulu i¢in son derecede degerlidir.

Oris kurulugu calisma ilkeleri, alanlari, etkinlikleri ve daha birgok
agidan  TirkSMD’yle  benzerlikler gostermektedir.  Ozellikle
TurkSMD Mimarlik Merkezi’yle Oris Mimarlik Evi’nin etkinlikleri,
Serbest MIMAR ve Oris Dergilerinin yaymncilik yaklagimlari ¢ok
benzerdir. Oris hakkinda kisa bir bilgiyi Maroje Mrdulja$ tarafindan
Ingilizce olarak hazirlanan metinden tiirkgelestirerek ve sadelestirerek
okuyucularimizla paylagiyoruz. Gelecekte gergeklestirecegimiz gesitli
etkinlikler ve isbirlikleri agisindan yararli olacagina inaniyoruz.

1990°arin  sonunda, Hirvatistanda mimarlar avasinda, Hirvat
MimarlarBirligitarafindanyayinlanan, yayinpolitikasi Oris inkinden
tamamen farkls olan Covjek i prostor (Insan ve Mekan) dergisinden
baska bir mimarlik dergisine daha gereksinme oldugu goriisii
belirmistir. 19987de kurulan Oris sirketi Orta Avrupa baglaminda
marka degeri yitksek olan mimarlik islerine vurgu yapan bir dergi
yaratmak arzusuyla Oris dergisini yayimlamaya baglamastsr.

Oris bagimsiz bir dergidir. Andrija Rusan, Ante Niksa Bilié, Sanja
Filep, Tadej Glazar ve Vera Grimmer isimli mimarlarin fikir birligiyle
yayin yasamina baglamistir. Derginin igerigi kadar tasarimi da
onemsendiginden ilk yayin kurulunda mimarlarin yanisira fotograf
sanatgist Damir Fabijanic ve gorsel sanatlar uzmani ve tasarimer Ante
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Days of Oris 2012 has come out as supportive of and integrant with
the Cooperative Education model, which provided for education
within the integrity of theory and practice. The weekend before
the Days of Oris, 19-20 May 2012, we held excursions to introduce
the historical and modern architectural heritage of Turkey and its
capital, Ankara. Thanks to Zeynep Uludag and Esin Boyacioglu for
their contribution to the excursions. During these excursions, we
had the possibility to interview our guest speakers and exchange
viewpoints on the future of the cities and architecture. These kinds
of experiences are extremely valuable for a brand new architectural
school, which is focused to correlate architectural design education
with the practical field of the profession and to improve this
relationship via architectural education.

Oris has similarities with TiirkSMD in terms of working principles,
fields, and events. The publication approaches of the Serbest
MIMAR and Oris magazines and the activities of TirkSMD
Center of Architecture and Oris House of Architecture are very
similar. We would like to share some brief information about Oris,
written by Maroje Mrduljas with the readers. We believe the content
of the information will be beneficial in terms of future events and
collaborations.

“At the end of the 1990’s, the need for another architecture magazine
emerged besides Covjek i prostor (Man and Environment) which at
that time was being published by the Croatian Architects Union and
had a completely different journalistic policy than Oris. The Oris
Company, which was founded in 1998, began publishing with the
desire of creating a magazine that gives importance to architectural
works that had high brand value in Central Europe.

Oris is an independent magazine. It started being published on
consensus of architects such as Andrija Rusan, Ante Niksa Bilié, Sanja
Filep, Tadej Glazar ve Vera Grimmer. Besides architects, visual arts
expert and designer Ante Rasié and photographer Damir Fabijanic were
involved in the works since the design of the magazine was considered
as imporﬂznt as the content.



Rasié de yer almigtir. Dergi yayin yasamini, geng kusaklardan yeni
iyelerin de katilimuyla siirekli genglesen dinamik bir yayin kuruluyla
yaklasik 15 yildsr siirdiirmektedir. Oris dergisi iki ayda birve yilda 6 say:
¢than, Hirvatea-Ingilizce olarak yaymlanan bir dergidir. Cogunlukla
mimarlar ve mimarlik ogrencileri tarafindan izlenmektedir.

Oris dergisinin yayincilik yaklasimi tasarim ve mimarlik kiiltiiriinii
ve niteligini gelistivecek mimarlk orneklerini yiiceltmektir. Orta
Avrupadan ve uluslavarasi alandan vyiiksek nitelikli calismalars
arastirmakta ve yaymlamakta dengeli bir tutum sergilemektedir.
Dergiye baglica katkryr uluslaras: taninivligs olan gesitli sanatg,
tasarimet ve mimarlar saglamaktadr.

Mesleki basarilar: goriiniir kilmanin yan: sira, Oris ozellikle kentin
biitiinii agisindan onemli, duyarls ve bityiik olgekli givisimlere elestiriler
gelistirmeye calismaktadyr. Bu  agidan, yazarlarini metinlerinde
degindikleri calismalars tarafsiz bir gozle ve ¢esitli agilardan
degerlendirmeleri igin yiirekslendirmektedir.

Oris sirketi 2009 yilinda cesitli konferanslar, calistaylar, sergiler
diizenleyen, Oris dergisini yayinlamaya devam eden, Oris sirketiyle
birlikte Oris Giinlerini diizenleyerek mimarlik kiiltiirinii tesvik
eden bu amaglarla yurt icinde ve disinda mimarlik, sehircilik ve diger
kiiltiirel etkinliklerle ilgilenen cesitli kurum ve kuruluslarla isbirligi
yapan bir STK olan Oris Mimarlik Evini kurmugtur.

Oris Giinleri, Oris ve Oris-Mimarlik Evi tarafindan gerceklestirilen
baglica organizasyondur. Oris Giinleri katilimcilar: ve Oris dergisi
yazarlar: yillar iginde giiclii bir iletisim agr kurmugstur. Bu derginin
uluslararas: platformda goriiniirligiinii artirmaktads. 2000 yilindan
bu yana Ljubljanada, Zagrebde, Dubrovnik’te ve Belgrat ta irili ufakls
cesitli Oris Giinleri etkinlikleri diizenlenmistir. Oris Giinleri etkinligi
Oris dergisinin tamamlayicr unsurudur.

Orisiin dizenledigi cesitli organizasyonlarda Steven Holl, Peter
Zumthor, Tom Mayne, Shigeru Ban, Fumihiko Maki, Kazuyo Sejima,
Rafael Moneo, Mansilla+Tunon gibi diinyaca iinlic mimarlarin yan:
stra Sami Rintala, Frangois Roche R&rSIE (n) veya Next ENTERprise
gibi konvansiyonel ve deneysel tasarimcilar ve mimarlar konusmac
olarak yer almagslardsr.

Oris Giinleri 2012’ye Oris’i temsilen katulan mimar Andrija Rusan
(fig. 2) konugmasinda ozellilkle Zagrebde Vatroslav Lisinski Konser
salonunda 23-24 Ekim 2010'da Oris Giinlerinin 10uncusu olarak
gergeklestirilen etkinlikten gururla s6zederek kisa bir video sundu.
Balkanlar ve Avrupa iilkelerinden gelen ¢ogunlukla mimarlar ve
mimarlik 6grencilerinden olusan 2300 kisilik bir dinleyici kitlesiyle
ve Peter Zumthor’un konugmaci olarak katilimiyla gergeklestirilen

bu etkinlik Biiyiik Oris Giinii olarak anildigini s6yledi.

Oris Giinleri 2012 tilkemiz kogullarinda oldukea iyi sayilabilecek bir
dinleyici kitlesiyle gerceklesti. (fig.3) 2002 Pritzker Madalyasi sahibi
usta mimar ve bilge kisilik Avusturalyali mimar Glenn Murcutt
heyecaniyla tatlandirdigi ve giinimiiz mimarliginda dayatmalar
ve duyarliliklari yer, yerellik ve strdurilebilirlik kavramlar
tizerinden tartigufl olaganistii ¢arpicilikta bir konugma yaptu.
Salondakiler hizina yetismekte zorlanmakla birlikte bu konugmay:
nefeslerini tutarak dinlediler. Oris Giinlerinin gediklilerinden olan

The magazine has been active for 15 years with a dynamic publication
board that keeps adding new members from the young generation.
Oris is published every 2 months (6 editions a year). It is published
in both Croatian and English. The readers are mostly architects and
architecture students. Oris’ publishing approach praises those examples
of architecture that will develop the culture and quality of architecture.
It conducts research on high quality international works and also
from Central Europe, which can be quite a balancing act. The main
contribution to the magazine comes from internationally-known artists,
designers and architects. Besides making professional success visible,
Oris is especially effective in critiquing large-scale entrepreneurism
regarding the whole city. In this respect, they encourage their writers
to evaluate the works in an objective way. In 2009, the Oris Company
organized numerous conferences, workshops and exhibitions. While
continuing to publish Oris magazine, the Oris Company founded the
Oris House of Architecture, which is an NGO aiming to encourage the
culture of architecture. The Oris House of Architecture collaborates
with foundations, both domestic and foreign, that are involved with
city planning and architecture.

The Days of Oris is the main event that is organized by Oris and the
Oris House of Architecture. Qver the years it has built up a following of
attendees who are magazine writers, which has increased the magazine’s

visibility in the international arena.

Since 2000, numerous large and small Days of Oris events have been
organized in Ljubljana, Zagreb, Dubrovnik and Belgrade. The Days of
Oris is the integral element to the Oris Magazine. Besides world-famous
architects like Steven Holl, Peter Zumthor, Tom Mayne, Shigeru Ban,
Fumihiko Maki, Kazuyo Sejima, Rafael Moneo, and Mansilla+Tunon,
conventional and experimental designers and architects such as Sami
Rintala, Frangois Roche, R&SIE (n) and ENTERprise have attended

Oris organizations as Spmkers.

Architect Andrija Rusan, who attended the Days of Oris 2012
representing Oris, presented a video and also talked about the 10th
Days of Oris that took place at Zagreb’s Vatroslav Lisinski Concert
Hall on 23-24 October 2010. He said that 2300 people attended
this event, mostly architects and students from the Balkans and

European countries, when Peter Zumthor gave the keynote address.

The Days of Oris 2012 has materialized with a satisfying number
of participants. 2002 Pritzker Prize winner and Australian master
architect Glen Murcutt gave a magnificent speech in which he
discussed the impositions and responses towards today’s architecture
through the concepts of place, locality and continuity. The audience
had a difficult time keeping up with his quick pace, but listened to
his speech holding their breaths. One of the veterans of Days of Orris,
Spanish architect Francisco Mangado, gave a work-ethic lesson in
architectural practice while discussing the concept of place in relation
to context and history while sharing his own design principles and
some of his own designs with the audience. The designs that two
young Croatian architects, Idis Turato and Toma Plejic, presented

on experimental architecture were thought provoking. Brigitte
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Ispanyol mimar Francisco Mangado’nun yer kavramini tarih ve

baglam tzerinden tartisirken kendi tasarim ilkelerini ve bu ilkeler
dogrultusunda gergeklestirdigi tasarim ¢aligmalarini dinleyicilerle
paylagugi sunumuyla adeta mimarlikta mesleki etik dersi verdi.
Geng¢ Hirvat mimarlar Idis Turato ve Toma Plejic’in sunduklar
tasarimlar1 deneysel mimarlik iizerine diisiindiiriiciiydii. Istanbul'da
yasayan ve calisan Alman mimar Brigitte Weber Istanbul Trump
Towers ve Ankara Next Level tasarimlari ve uygulamalari tizerinden
deyim yerindeyse Tiirkiye'de mimarligin piyasa kosullarin: tartigti.
Han Tiimertekin yer kavramini bolgesel baglamsalcilik tizerinden
tartistigt sunumunda mimari tasarim yaklagimlarini kuramsallagtirma
ve mimarliga dair soylem tiretmekteki yetkinligiyle herzamanki gibi
gurur kaynagimiz olurken o6zellikle gen¢ mimarlar ve mimarhik
ogrencilerinin goziinde birkez daha idollegti. Konusmacilarimizdan
bir digeri de Ankara’li mimar Kerem Yazgan'd.

Etkinligin niteliginden ve bagarisindan tatmin  oldugumuzu
belirtmeliyiz. Bizce etkinlikleri kalabaliklagtiran ve sinerjisini
artiranlar gergekten mimarligi yagam bigimi olarak benimsemis
olanlardir. Dolayisiyla mimarlik egitiminin en dramatik bagarisinin
mezunlarin mimarlik digtincesini giindelik yasantilarinin  her
diizeyiyle iligkilendirerek yagam bi¢imine déniigtiirmeleri olacagina
inaniyoruz.

Bolimiimiizde mimarlik ve sanat ortamlarindaki her tiirlt sosyal ve
kiltirel etkinligi ders programi igeriklerine katmaya programinin
enformel igeriklerinin formel iceriklerine es diizeyde ve agirlikta
olmasina 6zen gosteriyoruz. Bu nedenle heniiz hazirlik sinifinda
olan tim ogrencilerimize Oris Giinleri 2012 etkinliginde yer ve
gorev verdik. Heves ve heyecanlari bizi umutlandirdi.

Mimarlik Bolimi olarak mimarlik disiplininin temel bilimlerle
uygulamali bilimler arasinda, kuramsal kavramlarla mesleki
uygulamalar arasindaki baglayici rolinii, bilim ve sanat arasinda
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Weber, a German architect who lives and works in Istanbul discussed
the current market conditions in Turkey via the examples of Istanbul
Trump Towers and Ankara Next Level. Han Tiimertekin discussed
the concept of place in relation to regional contextualism. With his
talent in producing discourses and conceptualizing architectural
design approaches, Tumertekin proved to be in the eyes of young
architects and students the idol that he is. The Ankara architect

Kerem Yazgan was also one of the lecturers.

We should confess that we have been very satisfied by the quality and
success of the event. In our opinion, what makes the events crowded
and full of synergy are the people who truly embrace being an
architect as a life style. Therefore, we believe the most drastic success
of architectural education for the graduates is to link architecture to

all aspects of their life and turn the profession into a life style.

In our department, we include a variety of social and cultural
activities into the curriculum, thereby giving equal weight to both
the formal and informal features of our program. This is why we
allowed our prep class students (those accepted to the program who
are completing their language requirements) to participate in the

Days of Oris 2012. Their enthusiasm and excitement gave us hope.

We acknowledge the key role of architecture between the hard
and applied sciences, the link between theory and application, the
creativity that sails between science and the arts and the impacts that
close the gap between the academic and real world. In this respect,
our program promotes an educational model that is based on strong

and continuous collaboration with all areas of design.

At the Department of Architecture at TOBB-ETU, we have an
original and experimental curriculum that is being implemented

for the first time in Turkey. We have structured the curriculum of



salinan yarauicihigini, gergek diinyanin sorunlariyla akademik
aragtirmalar arasindaki uzakligi azaltici rolint benimsedik ve
tasarimin tiim alanlariyla butiinlesik ve siirekli iletisim ve etkilesim
i¢inde bir egitime ulagmaya niyet ettik.

TOBB-ETU GSTMF Mimarlik Boliimiinde Tiirkiye'de ilk kez
uygulamaya gegen 6zgiin ve deneysel bir egitim programimiz var.
Egitim programimizi yaratici nitelikte yeni bilgi tiretmeyi hedefleyen
ve bu bilginin kullanma ve uygulamaya doniigme stratejilerini
orglitleyen bir stire¢ olarak kurguladik. Bu stire¢ Mimari Tasarim
Studyolari, Mimarlik Kiiltiirii, Tarih ve Kuramlari, Tasarim, Sunum
ve Aragtirma Yontem Teknikleri, Yapt Teknolojileri ve Se¢meli
Dersler olmak iizere baglica bes modiiler eksenden olusuyor.
Modiillerin siirekli artan, degisen ve cesitlenen bilgi ve kogullara
gore igerik ve siire olarak giincellenme yeteneginden yararlanmay1
ve programi strdiiriilebilir kilmay1 amagladik.

Bu bes cksenin iginde yer alacak modillerin metaforik maypole
(fig4) kurdeleleri gibi ritmik ve ahenkli devinimleriyle 6grencinin
mesleki kisiligini dokuyacagini 6ngériiyoruz. Bu yéntemin, mimari
tasarim  dugiincesini  derleme, yorumlama, tasarima aktarma,
donisgtiirme, tasarim yoluyla ifade ederek ortama sunma, tartigmaya
agma, tartigmalardan geri besleme kazanma aligurmalarinin egitim
strecinde, yeterli ve gerekli miktarlarda yer almasina olanak
saglayacagina inaniyoruz. Kurdelelerin artirilmasi ve eksiltilmesi ve
dolaysiyla farkli dokular elde edilmesi olanag programin esnekligini
ve degisen kosullarin getirilerini sogurabilme yetisini yiikseltirken
TOBB-ETU'niin &zgiin yapisint olusturan ve {iniversite sanayi
isbirliginin modeli olan Ortak Egitiminse akademik kazanimlarin
profesyonel ortama aktarilma becerisini gelistirecegini umuyoruz.

Mimarlik bagta olmak tizere tasarim egitiminin gorgt ve kiltir
gerektirdigini, ilkemizde orta Ogretim programlarinin tasarim
kiiletiriinti - giiglendirmeye yonelik igeriklere sahip olmadigini
hepimiz biliyoruz. Oysa mimarin yagam disiincesi ve paylastig
ortamlardan ve deneyimlerden kazanimlari mesleki bagarisi i¢in cok
onemlidir. Oris Giinleri 2012’yi boliimiimiizde diizenlemeye istekli
olmamizin baglica nedeni boylesi bir ortam sunmakti. Akademik
cevreler kadar, STK’larin, tasarim ve mimarlik alanlarinda hizmet
veren gesitli kurum ve kuruluglarin bu etkinlik araciligryla tasarim ve
mimarlik ortaminin sosyal ve kiiltiirel boyutlarina katk: saglamaya
ozen gostermeleri bizi sevindirdi ve gelecek caligmalarimiz icin
yiireklendirdi. Bu baglamda Serbest Mimar Dergisi Ozel Sayisr’n
basariyla gerceklestirmemizde pay: ve katkisi olan herkese, 6zellikle
ana sponsorumuz TURUN A.S. ve paydagimiz TiitkSMD’ye,
i¢tenlikle tesekkiir ederiz. Etkinlige katlamamis olanlara da bu yayin
araciligtyla ulasma sansi bulabilecegimize inaniyoruz.

Serbest MIMAR dergisinin Eyliil 2012, 10 nolu ilk 6zel say1sina ko-
nuk editor olmaktan duydugumuz kivanci okuyucularimizla igtenlik-
le paylagiriz. Gorevimizi layikiyla yerine getirmis olmay: umuyoruz.

NOT: Ingilizce konusma metinleri ses kayitlarndan “Way With Word Group’
tarafindan metne donigtirilmistir. Konugma dilini yazi diline dontstiiren Tirkge
terctimelerde orjinal metinler kisaltlmugtur.

our department as a process, with the aim to produce new creative
knowledge and organize strategies where such knowledge can be
applied to resolve real world problems. Our curriculum, therefore,
consists of five principal modules: Architectural Design Studios;
Architectural Theories, Histories and Cultures; Design Presentation
and Research Methods and Techniques; Building Technologies and
Elective subjects. Our principle is to utilize the progressive and
updatable characteristics of the modules as content and time and
therefore keep the curriculum sustainable.

We presume these modules will shape the professional personality
of the student like the metaphoric maypole ribbons (fig.4) with their
rhythmic and harmonious movements. We believe that this method
will provide an educational process consisting of the adequate and
necessary experiments — such as to compile architectural knowledge,
interpret, transform into design, express by means of design, open
to discussion and get feedback from discussions. We hope the
possibility of multiplying and lessening these ribbons will increase
the flexibility of the program and raise the ability to absorb no
matter what the changing conditions might bring. Cooperative
Education, which is a model of collaboration between the industry
and the university and gives TOBB-ETU its original structure,
will develop the skills to transport academic achievements into

professional work.

We all know that architecture and design education requires
strong cultural sensitivity and social skills. It is a well-known
fact that secondary education in Turkey lacks curricular activities
that strengthen art, architecture and design culture. Here, at
our department, the architect’s understanding of life and his/
her experiences with different environments gain importance.
The main reason that we were eager to organize Days of Oris
2012 at our department was to present such an ambience.
We have been pleased to see NGOs as much as the academic
environments, as well as numerous institutions of design and
architecture, contribute to social and cultural aspects of design
and architecture, which has encouraged us to look forward to
our future works.

For that reason, we would like to thank everyone who has made
it possible for us to successtully materialize the Serbest Mimar
Magazine’s Special Issue especially our main sponsor TURUN
A.S., collaborator TiirkSMD. We also believe that, through this
journal, there is a possibility for us to reach out to those who could
not make it to the event.

We sincerely express our pride in being the guest editor of Serbest
MIMAR Magazine’s first special issue. We hope that we have
completed such a task justly.

NOTE: The talks in audio records are converted into texts by “Way With Word
Group. The Turkish translations of colloquial speeches have been shorten in the
texts.
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GLENN
MURCUTT

Glenn Murcutt was born in 1936 in London. He
graduated from the department of architecture
in University of New South Wales in 1961. He
established his own office in 1970. Pritzker
holder Murcutt’s design is described to be as
a synthesis of Ludwig Mies van der Rohe and
the native Australian wool shed. His concern for
nature, expressed with the Aboriginal proverb
“touch the earth lightly,” and the practice of
Aboriginal people of Western Australia is seen to
be very influential on his design works.
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Sozlerime hizla yitirmekte oldugumuzu distindiigiim bir konumu
anlamaya calisarak baglamak istiyorum. Bu digiince benim yagimin
bir sonucu olabilir. Ayni zamanda, hakkinda ciddi sorularim olan bir
yola yonelmis oldugumuzu kabul etmenin bir sonucu da olabilir.

Doganin zamani, onun giinlitk déngiisti, mevsimsel dongiisii, ayin
evrelerinin zamani ve bunun sonucunda ortaya ¢ikan gelgit hareket-
leri, bir firtinanin olugumu, bulutlarin toplanmasi ve dagilmast igin
gereken zamandir. Doganin zamani budur. Gegmigte doganin zamani
ve insanlik zamani birlikte ilerlerdi, artik 6yle degil. Insanlik zamany,
gectigimiz 60 yilda ivmelenmis bir zamana doniistii ve doganin zama-
niyla eszamanliligini yitirdi. Bu dénemde, mimarlikta mitkemmel ¢a-
ligmalar yapildi, ama higbiri zaman sinavina direnebilir gériinmiiyor.
Son zamanlarda, gegmiste benzeri goriilmemis bir refah diizeyine ula-
sildi. Ama doyumsuzluk doganin zamaniyla insanlik zamani arasin-
daki ahengin bozulmasina neden olmugtur. Kentlerimize bakiyor ve
Juhani Pallasmaa’nin s6z ettigi gibi, cogu mimari olmaktan ¢ok ticari
meta olan buyiik 6l¢ekli, cok giriiltiilii binalarin bollugundan yakini-
yoruz. Bunlarin ¢ogu insanlik zamaninda insa edilmistir ve doganin
zamaniyla uyumlu degildir.

Stirdiiriilebilir mimarlik kavramini duymaktan yoruldum, bu siniflan-
dirmaya sokulan ¢ogu binanin konuya tek tarafli yaklagtigini gériiyo-
rum. Tabi ki, tasarim ve yapim agamalarinda ve kullanim émiirleri bo-
yunca enerji titketimine ve performansina iligkin konulara duyarli bi-
nalarin yapilmasinin 6nemini kabul ediyorum. Ancak, bu mimarligin
sadece bir parcasi ve su tesisatini ve onun atik su yonetim sistemlerine
nasil baglandigini bilmekten daha 6nemli bir ey degil. Stirdiirtilebi-
lirlik yerine duyarlilik sézctigiinti kullanmayi benimsiyorum; Duyarlt
mimarlik. Bunun ilerlemeye, gelismeye daha yatkin bir yaklagim ol-
duguna inaniyorum.

Bana gore, bir yerin, kiiltiiriin ve teknolojinin mimarligina giden yol,
yavas bir kegfetme siirecidir. Bu siire¢ i¢in su ana kadar bulunabilmig
cizmekten daha iyi bir yontem yok. Juhani Pallasmaanin “Thinking
Hand/Diisiinen E[” kitabin1 okumanizi oneririm. Edebiyat 6dilla
Amerikali sair, Billy Collins® el yazisiyla m1, yoksa klavyeyle mi yaz-
mayi tercih ettigi soruldugunda;

“Daima kursun kalem veya tiikenmez kalemle yazarim ciinkii klavye
bence her seyi ifadesiz ve donuk gosteriyor, oysa sayfa iizerine yazmak
bana yazmanin akiciliginy anlik ve gegici oldugunu hissettiriyor. Ayns
zamanda, yazmaya basladigim siirin nereye gidecegini bilmedigimden
ve oraya varana kadar da bilmek istemedigimden, kendimi daima sii-
rin kendisi gibi veya yazmakta oldugum siiri anlamaya calisryormusum
gibi hissediyorum” diye yanitlamigtr.

Ceviren/Translated by: Nur CAGLAR

I would like to start with reading for you a position that I think we are
rapidly losing, and it may be a consequence of my age. It may also be a
consequence of recognising that we’re heading down a path that I have
very great questions about.

So, the time of nature is her daily cycle, her seasonal cycle, the time of the
phases of the moon, and the consequential tidal movements, the time it
takes for a storm to develop, the clouds to gather, and then pass. This
is nature’s time. Human time once worked with nature’s time, but no
longer. Human time has over the last 60 years developed into acceler-
ated time, and it is out of synch with nature’s time. During this period of
human time, there have been in architecture works that have shown bril-
liance, but such brilliance may not stand the test of time. Afluence, dur-
ing this recent period of human time, has been unprecedented and greed
has provided the disconnect between the rhythms of nature’s time, and
human time. We look to our cities, and suffer the plethora of large scale,
very noisy buildings, most not architecture but merchandise, as Juhani
Pallasmaa refers to them, and most have been hatched in human time,
and are out of synch with nature’s time.

I am so tired of hearing about sustainable architecture, and I suggest that
most works carrying such classification are done by one dimension prac-
tices. Of course, I recognise the importance of buildings that address
issues of energy consumption, and in construction, the performance and
that during the occupation and the life cycle, and all of those things,
but that is only part of architecture. It is no more important than the
reticulation of water, and knowing how the plumbing is connected to
waste management systems. Rather than use the word sustainability, I
would use the word sensible. Sensible architecture. Surely, that is a way
forward?

For me, the road to an architecture of place, culture and technology is
a slow process of discovery, and there has been no better way yet found
than drawing. Read Juhani Pallasmaa’s book, the Thinking Hand. When
the former US poet Laureate, Billy Collins was asked, do you write long-
hand, manual or compose with a keyboard? And, he said:

T always compose by either pen or pencil, only because the keyboard, to me,
makes everything kind of look done, look frozen and writing on a page gives
me a feeling of fluidity, that what I am writing is provisional for the mo-
ment. And also, since I don’t know where the poem is going, and I don’t
want to know until I get there, I always feel like the poem, as I am writing it,
is working toward some kind of understanding of itself”
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Mimarlikta dikkate alinmasi, degerlendirilmesi gereken ¢ok fazla gey
vardir. Ornegin, yere duyarli mimarlik yapmakta kiltir 6nemli ama
dikkate alinmasi gerekenler bununla sinirli degildir.

KULTUR- Josep Anton Coderch 1973 yilinda bana demisti ki; zop/u-
ma ozgii mimarlik yapmak igin, onun olusmasina ve gelismesine olanak
saglayacak uzun bir kiiltiirel zaman dilimi gereklidir. Ve tabii birgok
bagka seyin de dikkate alinmasi gereklidir.

JEOMORFOLOJI-

JEOLOJI/HIDROLOJI- tonlar ve ekotonlar,
TOPOGRAFYA- su akigi ve drenaj 6zellikleri-
ENLEM-Giinesin konumu, gezegenimizle olan iligkisi, sicaklik

RAKIM- sicakligt ve hava basincini etkileyen rakim, bolgenin sahille
veya i¢ kesimlerle olan ilintisi, nemin, sicakligin, yagisin, karin etkileri
ve 1gtk niteliklerini tanimlar. Havanin agik veya puslu olmasi fark eder.
Ve hepsinden 6te floray: belirler.

FLORA- Floranin etkisini topraga, drenaja, iklime, rakima, soguk-
luga, glinesli saatlere, glines 1s1g1n1n yogunluguna ve zayifligina, acik
veya bulutlu havaya yanit veren bitki tiirleri belirler.

FAUNA- floraya bir yanittir. Ve biitiin bu kogullarin tistiinde su gelir.
SU- suyun var olmasi veya olmamasi ¢ok fark eder.
ATIK- uygun atik yonetimi ve ¢evre sorumlulugu gerekir.

MALZEME- bélgede bulunabilen, kolay erisilebilen, uygun malze-
meler, ekolojik olarak duyarli malzeme se¢imi ve bu malzemelerin
sokiiliip yeniden kullanilabilmesi i¢in uygun yapma yontemi se¢imi
onemlidir. Vida, ¢ivi veya tutkal yerine, civatali baglant gibi.

STRUKTUR - KONSTRUKSIYON- ingaat, agikliklara uygun yaps,

teknoloji ve montaj

MEKAN- mekanin kalitesi, 151k, malzeme, sicaklik, 1s1, sogukluk ve
havalandirma ve benzeri 6zellikler mekan kalitesini belirler.

KULTURLE CALISMAK- iilkemizdeki insanlar Avrupali, Asyals,
Avustralya Aborjinleri ve Araplar farkli kiiltiirlere sahiptir.

INSAN GEREKSINMELERI- ve istekleri... benzer gereksinmelerin
istekleri nasil kargilayacagi 6nemsenmelidir.

BAGLAMLAR- ornegin kentsel, alt kentsel ve kirsal gibi.

Ve bu konularin tiimii mimarlik diigiincemiz kapsaminda dogallikla
yer alacak, yere, kiiltiire, teknolojiye ve temel zorunluluklara duyarli
alt anlamlar olusturmalidir. Dayatma mimarligindan ¢ok, duyarlilik
mimarligini benimsiyorum.

Yale Universitesinde ders verirken, harika bir gengle tanistim, ad:
Steven Kellert ‘di, bana yazd: ve bir konferansa davet etti, konferansa
katilma olanagim yoktu. Ancak yazdigi mektupta bana séylemesine
gereksinmem olan her seyi soylemisti. Mektup soyle, alintuliyorum,

“Steven Kellert, Yale Universitesi Sosyal Ekoloji Profesirii,

Insan viicudu ve zibni duyumsal, zengin ve zorlu bir dogal ortamda ev-
rilmigtir. Isik, sesler, kokular, riizgar, bitkiler, peyzaj, su, hayvanlar ve
daha fazlast insan evrimi ve 6grenmesi igin gerekli iliskiyi saglar. Biiyiik
olgekli tarim, endiistri ve mega kentlerde gectigimiz 1000 yilda yasanan
gelisme tiirlerimizin dogaya egemen olmakta iistin mithendislik de-
hasini kullanma aldatics yetenegi ve biyolojik koklerimize iistiin gelme
yanilsamastyla sonuglanmastir. Bu bakss agis insanin doganin disinda
ve hatta iizerinde oldugu ve insanin dogal gelisiminin ve uwygarliginin
dogal diinyaya egemen olmaya bagimls oldugu goriisiinii yiireklendir-
di. Ancak insanlarin fiziksel ve zibinsel refahinin milyonlarca yi siiren
evrimin dayatmacasindan kagabilecegini varsaymak anlasilr degildir.
Gergekte insanlar, fiziksel ve zihinsel agidan islevsel bir biitiin olabilmek
igin dogal sistemler ve siireclerle iliskilerine oldukga giivenirler.

10 A Glenn Murcutt

There are so many issues that require consideration. In the makingofan
architecture that is responsive to place, such as but not limited to:

CULTURE- Josep Antoni Coderch in 1973 said to me, that 0 make an

appropriate architecture for society, there must be a long cultural period for
it to develop.

GEOMORPHOLOGY

GEOLOGY/HYDROLOGY- tones and ecotones,

TOPOGRAPHY- defines water flow and drainage,

LATITUDE - defines the relationship of the sun to our planet,
-influences temperature,
-and the sun’s position at a specific site.

ALTITUDE- influences the temperature and air pressure.

THE SITE’S RELATIONSHIP- to the coast/to the inland influences

of humidity/moisture, temperature, rainfall/snow,
LIGHT- clarity or the lack of clarity,

All of the above influence FLORA - the species respond to the soils, to
the drainage, to the climate, to the altitude, heat/cold, sunlight hours,
sunlight intensity/frailty, light/cloud.

FAUNA- a response to the flora, and all of the above conditions,
WATER- availability/lack availability,
WASTE- appropriate management and responsibility to the environment.
MATERIALS- appropriate/available to the region,

-making responsive choices ecologically,

-and methods of assembly, so the

-materials are easily retrieved and able to be reused, like bolt con-
nections and screw fixings, rather than nails, and gluing.

STRUCTURE/ CONSTRUCTION:- that is appropriate to spans,
technology and assembly

SPACE- quality of space/light/materials, the temperature, the warmth,

the coolness, the ventilation, done naturally.

WORKING WITH CULTURE-whether it be European, Asian, Aus-
tralian Aboriginal, Arabic

HUMAN NEEDS and aspirations and how those close needs can meet
aspirations, as opposed to wants.

CONTEXTS- urban, suburban and rural.

And, all of these issues must form a natural inclusion in our thinking
aboutarchitecture that is responsive to place, culture, technology and the
clarification of the essential. An architecture of response, rather than an
architecture that is of imposition.

When I'was teachingat Yale University, I met avery marvellous guy there,
his name was Steven Kellert, and he wrote to me, and asked me to come
to a conference, which I was not able to attend, but he said everything I
needed to say in a letter to me, and this is the letter, and I quote it

“Steven Kellert, Professor of Social Ecology at Yale University
The human body and mind evolved in a sensory, rich and challenging

natural environment. Light, sounds, odours, wind, vegetation, landscape,

water, animals and more provided the connect for human evolution and
learning. The development during the past one thousand years of large-scale
agriculture, industry and the mega city, has resulted in the seeming abil-

ity of our species to use its engineering prowess to dominate nature, creating
the illusion of our ability to transcend our biological roots. This perspective
has encouraged a view of people as outside and even above nature, with

human material progress and civilisation dependent on dominating the
natural world. It is unreasonable to assume, however, that people’s physical
and mental well-being could have escaped the dictates of millions of years of
evolution. Indeed, people remain highly reliant on contact with natural sys-

tems and processes, to be physically and mentally functional as a whole.

Recent scientific evidence of this experiential dependence on the natural

environment confirms this assumption, indicating that:



Dogal gevreye olan deneyimsel bagimliligin yakin taribli bilimsel
kanitlar: bu varsayimi dogrulamaktadsy.

Dogayla iliskinin insan sagligini olumlu etkiler, Hastaliklardan
iyilesmek de buna dihildir.

Nispeten giiglii dogal sistemleri olan topluluklarda yasayan in-
sanlar daba olumlu cevresel degerlere ve daba yitksek yasam ka-
litesine sahiptir.

Dogal gevrede veya dogal cevreye yakin yerlerde yasamak dogal
cevreden uzak yasamaya kiyasla insanin fiziksel ve rubsal refahi-
ni daha fazla artirmaktadyy.

Dogal aydinlatma, dogal havalandirma, bekleme ve dinlenme
elemanlars ve diger cevresel unsurlara sahip is ortamlar: ¢alisa-
nin mutlulugunu ve verimini artir, stresi azalti.

Dogal sistemlerle ve siireclerle iliskide olmak entelektiiel perfor-
mansi ve problem ¢ozmeyi gelistirir.

Cocuklukta doga deneyimi duygusal ve entelektiiel olgunlasmay:
ve gelisimi destekler.

Bu kanitlara ragmen, modern toplumdaki cogu insan insanin gelisimi-
ni dogal gevrenin biyiik olgiide doniistiiriilmesi ile denk tutmaya devam
etmektedir. Bu varsayimdan yola gikarsak, su anda egemen olan yapils
cevrenin gelistivilmesi paradigmas: yitksek enerji ve kaynak tiketimine
dayanmaktadyr.  Yiiksek atik ve kivleten olusumu ve insanlarin dogal
cevreden uzaklasmast ve dogal cevreye yabancilasmasi. David Orr'un
da belirttigi iizere,

“Cogu modern bina bir ekoloji veya ekolojik siire¢ anlayisini yansitmayor.
Cogu kullanicilarina nerede olduklarin bilmenin onemli olmadigini
soylisyor. Cogu kullanics enerjinin ucuz ve bol oldugunu ve isvaf edilebi-
lecegini dissiinizyor. Cogunluguna malzeme ve su tedarik ediliyor, atik-
larmdan kullanicilarina sanki genis bir yasam aginin bir parcas: degil-
migiz gibi diisiindiiren yontemlerle kurtuluyorlar. Cogunlugu biyoloji-
mizden, evrimsel deneyimimizden veya estetik duyarlilsktan habersiz.”
Modern insaatin cevre ve saglik iizerindeki olumsuz etkilerinin goriilme-
ye baglanmas: siivegelen mimarlik wygulamalarinin yeniden diizenleme-
sine yol agmustyr. Bu noktada dikkate deger konulardan biri LEED olarak
bilinen ve enerji ve cevre tasarim yaklasiminda Amerika Yesil Bina Kon-
seyinin liderliginde ortaya ¢tkan siivdiriilebilir tasarim ilkeleridir. Ancak
LEED ve diger siirdiriilebilir tasarim sistemleri cevre ve insan saglg
uzerindeki olumsuz etkileri azaltmakta yetersiz kalmagstir.  Son derece
diisiik bir cevresel etki tasarim anlaysss. Bunun aksine, bu yaklasim insa-
nin dogal sistemlerle ve siiveclerle temasins artirma yolunda az da olsa ba-
sart saglamastir. Diigiik enerji stratejilerini biinyesinde barindiran daha
olumlu cevresel etki modelleri, dogal cevreyle iliskilerini giiglendirerek
binalarin ve peyzajin insan sagligs performansini ve verimliligini gelistir-
mesinin yollarins belirlemek icin bu kisitl anlayisin otesine gegmelidir”

Su anda bu konum kendimi ¢ok daha rahat hissettigim bir konum.
Yakin dostum Juhani Pallasmaa’nin yillar 6nce soyledigi gibi,

“Mimarligin biyolojiden tiiremis ilk islevsel ideallerine dondiigi, eko-
lojik olarak wyarlanmas bir yasam biciminden daba arzulanabilir bir
gelecek hayal edemiyorum. Mimarlik kokenini, yine kiiltiirel ve bolgesel
topraginda temellendirecektiv, bu mimarliga ekolojik islevsellik denebilir.
Bu goriis mimari agidan paradoksal bir goreve isaret eder. En temel insa-
ni gereksinmeleri karsilamak ve ekonomik bir ifadeyle, insanin diinyayla
iliskisine ortam olusturmak icin daha ilkel olmas: gerekir. Ve, gerck mad-
de gerek enerji olarak ve doganin dongiisel sistemlerine uyum saglamak
anlaminda daba sofistike incelikli olmas: gerekir Ekolojik mimarlik ayni
zamanda binay: bir iiviinden ¢ok bir siire¢ olarak gorir. Ve, geri donii-
stim agisindan yeni bir farkindalik ve insan omriiniin otesine gegen bir
sorumluluk anlayisi benimsenmesini onerir.

Oyle goriiliiyor ki mimarin zanaat ile sanat kutuplar: arasindaki rolii
yeniden tanimlanmas: gerekecek. Yillar siiven refah ve bollugun ardin-
dan, mecazi ifade ve uygulamaly zanaatin yeniden i¢ ige gectigi, kulla-
nislilik ve guzelligin biitiinlestigi bir gereklilik estetigine donecek gibi
goriilmektedir”

Contact with nature positively affects human health, and healing.

Including recovery from illness.

People living in communities with relatively robust natural systems

have more positive environmental values, and a bigher quality of
life, as well as the converse.

Living in or near the natural environment enhances human physi-

cal and mental well-being, when compared with those with little or
70 access.

Work settings, with natural lighting, natural ventilation, elements

of prospect and refuge, and other environmental features enbhance

worker satisfaction, and productivity, and reduce stress.

Contact with natural systems and processes foster intellectual perfor-

mance and problem solving.

The experience of nature during childhood stimulates emotional and
intellectual maturation, and development.

Despite this evidence, most people in modern society continue to equate hu-
man progress with large scale transformation of the natural environment.
Reflecting this assumption, the prevailing paradigm of development of the
built environment has relied on massive consumption of energy and resources,
huge generation of wastes and pollutants, and pervasive separation and alien-
ation of people from the natural environment. As David Orr has surmised.:

“Most modern buildings reflect no understanding of ecology, or ecological

processes. Most tell its users that knowing where they are is unimportant.
Most tell its users that energy is cheap and abundant, and can be squan-
dered. Most are provisioned with materials and water, and dispose of their
wastes in ways that tell its occupants that we are not part of the larger web
of life. Most resonate with no part of our biology, evolutionary experience or
aesthetic sensibilities.”

An emerging recognition of the adverse environmental and health impacts
of modern construction has resulted in a movement to reform prevailing ar-
chitectural practices. Notable in this regard has been the emergence of the
so-called sustainable design principles, reflected in the U.S. Green Build-
ing Council’s Leadership in Energy and Environmental Design approach
(known as LEED). LEED and other sustainable design systems, however,
have been deficient in their almost exclusive emphasis on minimising ad-
verse environmental and human health effects, a “largely low environmen-
tal impact design’ perspective. By contrast, this approach has achieved little
in the way of enhancing beneficial human contrast with natural systems and
processes, a more positive environmental impact model that embraces low
environmental strategies must go beyond this limited perspective, to identify
ways of building and landscapes can foster human health performance and
productivity by enhancing connections to the natural environment.”

Now, that is a position that I feel very very comfortable with, and I would
say that my very close friend, Juhani Pallasmaa has said, in summing up
many years ago, and I quote,

I cannot imagine any other desivable view of the future than an ecologically
adapted form of life, where architecture returns to early Functionalist ideals,
derived from biology. Architecture will again take root in its cultural and
regional soil. This architecture could be called Ecological Functionalism...
this view implies a paradoxical task for architecture. It must become more
primitive in terms of meeting the most fundamental human needs, with an
economy of expression, and mediating man’s relationship with the world...
and, more sophisticated in the sense of adapting to the cyclic systems of na-
ture, in terms of both matter and energy. Ecological architecture also implies
a view of building more as a process, than a product. And, it suggests a new
awareness in terms of recycling, and responsibility exceeding the scope of life.

It also seems that the architect’s role between the polarities of craft and art
has to be redefined... After decades of affluence and abundance, architecture
is likely to return to the aesthetics of necessity, in which elements of meta-
phorical expression and practical craft fuse into each other again; utility and
beauty again united.”
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Avustralya ¢ok buyik bir tilke. Amerika ile kargilagtirmali olarak

baktigimiz zaman; Amerikadan daha genis ve daha yiiksek. Avrupa
iizerinde kapladig alan kuzeyde Ingiltere ve Irlandadan baglayarak
Ispanya, Iralya ve Adriyatik iizerinden Tiirkiye'ye kadar uzaniyor. Bu
nedenle ¢ok 6nemli bir bityiikliik (Fig. 1-2).

Ben muson tropikal kugagi olan Kuzey Avustralyada ¢alistim, nemli/
yagmurlu tropikal kusaklarda caligtim, astropikal kugaklarda, sag ta-
rafta sicak iklimde, alt tarafta soguk iklimde, sahilde ve daglik bélge-
lerde, yaklagik 3,000 metrede, genis karli bolgelerde ve Avustralya’nin
sicak, corak bolgelerinde caligtim.

Ben Papua Yeni Gine'de bitytidiim. Adanin benim biiytidagiim kismi
cok tehlikelidir, Cookacooka Ulkesi olarak bilinir ve Kunai ¢ayrrs deni-
len ¢ayirlar ve yagmur ormanlari bulunur. Gergekten gok 6nemli bir
bolgedir. Diinyanin bu kisminda yagayan insanlar tiim mimarlik olgu-
sunu ve yenilenebilirligini kavramistir. Dolayisiyla burada bitkilerden
yararlanmak temel ingaat yontemidir. Her seyi palmiye agaglarindan
yetli tamarind agaglarindan, buytik ¢am agaglarindan elde edebilirsi-

niz (Fig. 3-4).

Kuzey Avustralya muson tropikal kusaginda, kuzeyin daha kuru olan
i¢ bolgesinde, taskin ovalar olaganiistiidiir, sulak alanlar da 6yle (Fig.
5). Aborijin halki Eskiden beri yasadiklar1 Kuzey Avustralya sahilin-
de sagaklarin altinda oturmaya alismuglardir (Fig. 6). Denizlerin daha
yitksek oldugu zamanlardan kalma mercan kayaliklariyla kargilagtigi-
miz ¢evredir.

Sicak, kurak bélge olan Orta Avustralyada peyzaj genis kayalik alan-
lardan ve genis bir alana yayilmis olan saltbush (Atriplex) calibitkisi
ve agaclardan olugur (Fig. 7). Istk diizeyi peyzaj elemanlarinin ayirt
edilmesini saglar. Orta Avustralya, yagmurda ve agaclar 1181 arar (Fig.
8). Bunlarin tiimii dogal olusumun birer parcasidir.

Yer ¢ekimine uyarak agagiya dokiilen ¢aglayanlar, yaklagik 800 yagin-
daki antik agaclarin oldugu (Fig. 9), peyzajin harika bir kesimi olan
cayirliklar, ya da 1.000 metre yiikseklikte Sydney’in arka kisminda-
ki taragali kayalik kumtag: alanlar ¢ok giizeldir (Fig. 10). Angophora
costatanin belirledigi floranin saydam, gegirgen giiclii ayn1 zamanda
zarif oldugu goriilir. Saydamlik, gii¢ ve zarafet tizerinde caligilmasi en
giizel unsurlardir (Fig. 11).
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Australia is a vast place. There is the width of Australia, and there is the
height of Australia related to the United States. In the same sense in look-
ing at European, start from the part of the Nordic region, the United
Kingdom and Ireland, Spain, and around Italy, come down into the Adri-

atic and then of course, into Turkey. So, it is a very major land (Fig. 1-2).

I've been working, in Northern Australia, which is the monsoonal trop-
ics, the wet tropics, the subtropics, in the warm temperate, the cool tem-
perate, the coastal to the mountain regions, rising to about 3,000 metres,

vast snow fields, and hot, arid region of Australia.

I grew up, in Papua New Guinea. This region of the island, where it was
very dangerous, known as the Cookacooka Country and where there are
the grasslands, the Kunai grass and the rainforests. A very remarkable re-
gion. The people in this part of the world have understood the whole
area of architecture and its renewability where the plants, the regrowing
of plants, was the essential method of building, and so you get everything
from the palm trees to the native Tamarind trees, to the great hoop Pine

trees in the region (Fig. 3-4).

Northern Australia, this is the monsoonal tropics, and coming into the
dryer country of the north there, the flood plains are just fantastic, as are
the wetlands (Fig. 5), and then on the coast of Northern Australia, the
aboriginal people just sit under, have been used to sitting under shelters,

and this is part of the environment of a coral reef, when the seas were

higher (Fig. 6).

In Central Australia, in the hot arid region, you've got just rock lands,
and then the landscape of these big, vast land areas of salt bush (Atriplex)
and trees (Fig. 7), where the light level served to separate the elements in
the landscape. In the centre of Australia, in rain, the trees look for light

(Fig. 8). These are all part of the natural phenomenon.

The water falls down, defining gravity all the way through, very ancient
trees, about 800 years old (Fig. 9), amazing part of landscape, or the ter-
raced rock sandstone areas of the back of Sydney at 1.000 metres (Fig.
10). The angophora costata defines the flora which we are able to look
through it. So, there’s a strength, the delicacy, transparency, these are
most beautiful elements to work with (Fig. 11). So, one is able to have

prospects through our landscape.



Avustralyada Kuzey Amerikada ve Avrupada goriilen yogunluk yok-

tur. New South Wales'in taskin ovalarinda sularin daglardan doki-
lerek tagkin ovalarina geldigini agaclar anlatir. Bu bolgede genellikle
melaleuca agaglar: goriliir. Kiyr bolgelerinde pandanus palmiyeleri
gorilir (Fig. 12). Bitkiler bélge hakkinda bilgi verir, toprak kosulla-
riny, su tabakasini anlatr. Bitkiler bize bu béolgedeki bocekleri, kuglar:
anlatir. Bunlarin hepsi birbiriyle ilintilidir. Avustralyadaki karli bolge-
lerden orman yanginlarina gegildiginde; tohumlarin ¢ogu tireme iin

atese gercksinme duydugundan orman yanginlari da dogal bir olgu-

dur (Fig 13).
Kuzey Avustralya’ya gidelim ve dkaliptus magnoliphiata’ya bakalim.

Tepenin en usti rizgarla stiptirilmis, rizgarin ¢ok daha az oldugu
kisimda ise zemin yikanmig ve daha az su tabakasi var, en agagida ise su
tabakasi yiiksek, zemin ¢ok daha zengin. Burada aga¢ tamamen fark-
I1 bir sekilde yetisir (Fig 14-15). Bu benim i¢in énemli, ¢iinkii yerin
onemli oldugunu anlamamizi saglar. Dogada yer her zaman 6nemli

olmustur, doga tizerinde neler olup bittigini ¢ok iyi anlatir.

Dogal olarak Aborijin halki yer yapmayi bilir. Aborijin halk: kigin
giines 1s1g1nda oturur, sirtlarini kuzey bati riizgarlarina dayarlar (Fig.
16). Bu arada, bizim giinesimizin kuzey gokyiiziinde olmadigini gii-
ney gokyiiziinde oldugunu belirtmem gerek. Tabii ki giines dogudan
dogup batidan batar, ancak bizim konumumuza gére kuzey gokyi-
ziinde yer alir. Yazlar1 diger tarafa donerler, sirtlarini diger tarafa verir-
ler, kendilerine golge yaratirlar. Kis rizgarlari kuzey batiya dogru ha-
reket eder, yazlari kuzey batudan gelir, bu nedenle Makassan’lar ticaret

i¢in Kuzey Avustralya’ya gelirdi.

Kuzey bat riizgarlar1 ayni zamanda orman yanginlarinin dumanini
alip gotiiriir. Aborjinlerin bir kism1 muson tropikal kusaginda yasar-
lar (Fig. 17). Sicak ve kurak bir bélgedir ancak yogun yagmurlar ve
seller olur. Seller tuzlu su ve deniz timsahlarinin bolgeye gelmesine
neden olur. Deniz timsahinin gelmesi bir felaket demek ¢iinkii tim-
sah insan eti yiyen bir hayvandir. Ates timsahi korkutur, ayni zamanda
sivrisinekleri uzaklagtirir. Yapilarin yonelimi kuzey bati, giiney bat
riizgaridir, dolayisiyla kuru bir platformda siirekli serinlik elde edilir.
Aborijin halki ne oldugunu tam olarak biliyordu.

It is not the density that you get in North America or European. In
the flood plains of New South Wales, where the water comes from the
mountains down into these flood plains, and the trees tell you about
it. These are the melaleuca trees, and in the coastal arcas, with the pan-
danus palms (Fig. 12). The plants tell us about the land, about the soil
conditions, the water table, the insects that are going to be there, and the
bird life. These are all interrelated and so we go from snow regions in
Australia, to the burning of our forests, and the burning of our forests is
a natural phenomenon, because many of the seeds require fire for propa-

gation (Fig 13).

Or, we go to the Northern Australia, and we look at the eucalyptus mag-
noliphiata. 'This is the same tree as this tree here, same species. On the
top of a hill, windswept, down at the bottom where the wind is much
less, up here, where the ground is leached and less water table, down at
the bottom here, where the water table is high and the ground is richer.
The tree grows entirely differently (Fig 14-15). This is significant to me,
because it gives us an understanding that the place is significant. Place
has always been significant in nature, and nature defines understanding

of what is occurring.

And, of course the Aboriginal people knew about place making. Ab-
original people sit in the winter sunshine, with their back against the
North West winds (Fig. 16). By the way, I should tell you, our sun is
in the southern sky, not the northern sky, still rises in the cast and west
of course, but it is in our northern sky. In summer, they'd be turning
around the other side, with the bark on this side, to give themselves
shade. The winter winds moving towards the north west, and they’re
coming from the north west, in the summertime, so this is where the
Makassans used to come in their trading, to Australia, to Northern

Australia.

The aboriginal people live in the monsoonal tropics (Fig. 17). We have
floods that come up over this area, which gives rise to the crocodile, the
salt water crocodile, which is a disaster. The crocodile is the man eater,
and so a fire underneath terrifies the crocodile, but it also gets rid of the
mosquitoes, and the orientation of this is to the north west, south east
wind, so you get continual cooling, and on a dry platform. The Aborigi-

nal people knew exactly what was happening.
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Papua Yeni Gine'de insanlar giizel kerestelerden binalar inga eder. Bu

binalar dolabindan catisina, tagiyici sistemine kadar, asma ¢ardaginin
baglanmasindan, kullanimina kadar ger¢ek siirdiriilebilir mimarlik
ornekleridir. Bu binalarin yapiminda higbir metal veya diger modern
malzemelerden kullanilmaz (Fig. 18). Cat1 sepetlerle ayn1 yontemle
yapilmis. Kesinlikle ayni siireg; palmiye yaprag ikiye boliniir, yap-
raklar birbiriyle 6riiliir. Sepet veya ¢at1 kaplamasi olarak kullanilabilir
olan dokuma elde edilir. Cat1 kaplamasi gok ender bulunan gergek
stirdiiriilebilir 6rneklerden biridir. (Fig. 19)

1963 yilinda Hirvatistan'da Trogir (Fig. 20) ve Dubrovnik (Fig. 21).
Bu mimarlig1 buyiik olasilikla siirdiriilebilir olarak tanimlarsiniz. Yiiz
yillardir var olan bir mimarlik. Olgegin giizelligine, 6lgek degisimle-
ri, ve malzeme butinligiine dikkat cekmek isterim. Tek bir malzeme
ve onun giiciiyle ortaya ¢ikan bitiiniin giizelligi etkileyicidir. Bir¢ok
kiigiik degersiz parcaya béliinerek biitiinselligi bozmaz. Bu biitiinsel
anlayzs stiregelen bir yontem. Bence, bu yollar ve yéntemler atalarimi-
zin bize birakug ok degerli bir miras. Bu yerler bana mimarlikea ¢ok
degerli yaklagimlar gelistirme olanag: sagladi.

Bir Yunan adasinda bir avluda oturarak on Yunanliyla birlikee iki bi-
yik balik yedik. Meltem esiyordu. Meltem bir riizgardur, giicli bir
riizgar. Asma ¢ardag alundaydik ve muhtegem bir 1tk vardi. Karima
dedim ki: Aman tanrim mimarlik bu. Bu beyaz kire¢ boyali, boya-
st taglarin aralarina girmis, kumtagindan duvarlari olan serin, sakin,
giizel avluda oturmak gercekten paha bigilemezdi. Bir toprak tirtinii
olan kireg sondiirildiigiinde su gegirmez bir malzeme elde edilir, ayn
zamanda 1s1 yansiticy, 151k yansitict olan bu malzeme mikrop oldiriir.
Binanin catisinda 11§1n yansimasi giizelce goriiliir (Fig. 22). Malze-
menin kullanilig bigcimi ¢ok giizel, oysa sadece bir tag. Ve mimarlik en
basit bicimde ele alinmigtir. Oksitler, kirmizi oksit ve ozellikle kilise-
lerde kullanilmig olan mavi oksit bu adanin ¢ok degerli varligidir.

Fas'ta, Sahra Coliinde, kesinlikle biiyiileyici bir bina (Fig. 23). Kegi
yiiniinden yapilmis ve bu malzeme 1sindiginda daraliyor. Uzerinde de-
likleri var, arasindan hava gegiyor ve en sicak giinde bile iceride hafif
bir esinti oluguyor. Yagmur yagdiginda malzeme genlesiyor, ve kuru
bir tabaka olugturuyor. Tipki tizerine gerilmis bir yagmurluk gibi,
boylelikle igeri su girmiyor. Ne kadar giizel degil mi?
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In Papua New Guinea, the people make their buildings out of these
beautiful timbers. This is probably a truly sustainable work of archi-
tecture, and everything from the making of drums to the roofs, to
the structure, to the binding of vines, using vines, not a single piece
of metal or any modern material made here for architecture (Fig. 18).
How the roof is made, is exactly how baskets are made as well. Exactly
the same process, that you cut the palm leaf in half, and you weave the
leaf into one another, and that becomes the basket, or it can become
the roof. The roof cladding, and it is truly one of the few sustainable
things (Fig. 19).

1963 in Trogir (Fig. 20) and Dubrovnik (Fig. 21). This is architecture
that is most likely you would deem as sustainable. This is architecture
that’s been here for hundreds of years. The scale, the scale changes and
the unity of material are beautiful. One material, the power of that one
material unifies the whole. It’s not a breaking down of a whole lot of little
pieces of junk. This is a whole understanding, or in fact a way that they
had to work. It is the most wonderful gift, I think, of humans before us,
to show us these paths, and these places gave me great understanding of
architecture.

I sat in the Greek island, in a courtyard, and I was having two big fish
with ten Greek people, and the Melzami was blowing, which is the wind,
the huge wind, and we were under grape vines, and the beautiful light,
and I said to my wife. My God, this is architecture, to sit in this beauti-
ful, calm courtyard of white walls, of sandstone with the paint going be-
tween the stones, the lime, it was just marvellous. When you slake lime,
a product of the earth, then you have it as a waterproofing agent. You
have as a light reflector, you have a heat reflector, and you also have it as
a disinfectant (Fig. 22). The way this material is worked from the land
is beautiful, and it’s just stone. And, architecture created it in the most

simple ways. Oxides, red oxide and blue oxides are a very precious oxides

of the island.

In the Moroccoen desert, the Sahara, absolutely amazing, beautiful struc-
ture (Fig. 23). Itis made out of goat wool and this material, when it heats
up, it shrinks. It has holes in it, and in the holes the air is drawn through,
so even in the hottest day, there’s a wind generation through there, and
when it rains, the material expands, and becomes a dry sheet, like a rain-

coat over it, so water doesn’t come through, and how beautiful is that?



Strdurilebilir ve ayni zamanda duyarli mimarlik 6rnekleri, ya elde

edildikleri kaynaga doniigiimii olan ya da hayvanlardan elde edilen
dolayistyla siirekli yenilenebilir malzemeden yapilir. Ornegin, Ame-
rika Birlesik Devletlerinde ki Anasazi Bilgesinde, yukaridan salla-
nan kaya parcasinin altinda yer alan yap1 mitkemmel bir mimarlik
ornegidir (Fig. 24). Giiney yarimkiirede ki giinesin konumu iyi de-
gerlendirilmis. Kig mevsiminde giines igeri stiziiliir, ancak yaz mev-
siminde sadece giinesin ucunu goriiriiz. Ortaya ¢ok giizel bir barinak

ctkmuis.

Aborijin halk: iki yilda bir veya yilda bir topragini yakar. Yanma to-
humlarin kirilarak agilmasi, topraga diigmesi ve sicaklikla birlikte cat-
lamas1 agisindan oldukg¢a 6nemlidir. Sonraki ti¢, dort hafta icerisinde
cok sik yagmur yagar ve tiim bitkiler gelismeye baglar (Fig. 25-26).
Ardindan Aborijin mevsimleri gelir. En harika mevsimler. Aborijin
halki su anda bizim bildigimiz mevsimlerden fazlasini tanimlamistir.
Ornegin gigeklerin agtig1 ve meyvelerin biiyiidiigii mevsim. Aborijin
diinyasinda bir 6n 1slanma mevsimi vardur, siddetli yagislarin ve biyi-
menin mevsimi, ¢i¢eklerin agma, meyvelerin bitylime mevsimi, ilk ku-
rak mevsim ve ana kurak mevsim. Mevsimleri tanimlayan bitkilerden
biri de chesium’dur. Cigekleri ve meyvesi var (Fig. 27-28). Yerli halk

bu meyveye yerli erik adini verir.

Avustralyada Aborijin sanati ¢ok 6nemlidir. Uzak bolgelerdeki bu
kaya tablolar. Burasi Quinkan Country olarak bilinen yer, Aborijin
halkinin tabiatinin ve tarihinin 6nemli bir kismi bu tablolarda yer alir

(Fig. 29-30).

Avustralyada 1930’larda ve 40’larda 6rnekeeki gibi gergekten giizel
evler inga eden devlet mimarlar vardi (Fig. 31-32). Resimde 20 mm’ye
10 mm kalinliginda, 10 mm’lik bogluga sahip dikey citalar goriliiyor.
Giin 1g1ginda disaridan igeride ne oldugunu géremezsiniz, ancak ig
taraftan, disarida ne oldugunu tam olarak gorebilirsiniz, bu Aborijin
halki i¢in son derece 6nemlidir. Bir Aborijin ailesi i¢in tasarim yapar-
ken farkli tasarimlara bakarim (Fig. 33). Havanin harcketi 6nemlidir.

Riizgar azsa sorun yok ancak, saatte 150 kilometre hizla gelen bir

The architectural cxamplcs sustainable and sensible as well, are made of
either the materials go back to where they came from, or the constant
renewing of the material from the animal. In the Anasazi Region of the
United States, this wonderful architecture, under this great rock over-
hang, and this is in its winter period, but this is in its summer period (Fig.
24). They understood the sun in the southern sky here, as you have. This
gives us the penetration in wintertime, but in summertime, there’s the

edge of the sun there. You get this beautiful shelter.

The Aboriginal people used to burn biannually or annually and then
the renewal, after burning, a matter of three, four weeks later, the re-
newal, and the burning was very important in terms of the breaking
open of the seeds, the seeds dropping down onto the ground, cracking
open on the heat, and then very often rain would fall within the next
few days, and then you get the whole plant developing again (Fig. 25-
26), and then there’s the Aboriginal seasons. The most fantastic sea-
sons, the Aboriginal people have defined far more than the seasons that
we actually work with, and this is the flowering season and the fruiting
season, so in the Aboriginal world, there’s a pre wet season, the season
of heavy rain and growth, the season of flowering, the season of fruit-
ing, the carly dry season and the main dray season, this is the chesium
which has both the flower and the fruit, which is what they call the
native plum (Fig. 27-28).

The Aboriginal art is very important in Australia. These rock paintings
are in remote areas. This is in what’s known as Quinkan Country, re-
markable part in the landscape and the history of the Aboriginal people
embodied in these paintings (Fig. 29-30).

There were also the government architects, in the 1930s and 40s, built
these houses that were really quite beautiful (Fig. 31-32). In the picture
are just vertical slats of 20 mm by 10 mm thick, and 10 mm gap, and you
cannot see from the outside during daylight time, inside at what’s go-
ing on, but from inside, you can see exactly what’s going on outside, and
that’s extremely important for Aboriginal people. And, I start looking
at various designs, in designing for an Aboriginal family (Fig. 33). How
the air moved is important. It’s fine when there’s only very low wind, but

when you've got a cyclone of 150 kilometres an hour, and you pressurise
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hortum varsa, bunu bir darbogaza sikisgtirmamaniz gerekir (Fig. 34).
Cunki bu durumda saatte 190 ila 200 kilometre’lik bir hiz elde eder-
siniz, ortada hi¢bir sey kalmaz, bu yiizden ¢ok aptalca olur.

Tasarimda bizim agimizdan 6nemli olan gey aptal seylerin tistesinden
gelmektir. Tasarladigimiz ¢ogu sey oldukea aptalca ama bence insa-
nin aptal seyleri 6nemli seylerden ayirabilecegi bir zaman gelecek, bu
da baz1 aptal seylerin aragtirilmasi demek. Bu aptal seyleri anlamanin
onemli oldugunu gostermek istiyorum.

Bir Aborjin Evi Eskizleri

Ornekeeki tasarimin baslangic stratejisi oldukga uygundu. Tatli su
mangrove ormanlariyla, kuzeye, bitytileyici okyanusa agilan alanda ko-
numlaniyor (Fig. 35). Aborijin halki uyuma mekanlarinda ¢ok iyi bir
bolme olmasini tercih eder. Ornegin, erkek kardesler ve kiz kardegler
bir arada uyuyamaz. Bu nedenle onlara ayri mekanlar saglamak ¢ok
onemlidir. Cogu dinlerde oldugu gibi baz1 akrabalar ayni ortamda
bulunamazlar, iletisim kuramazlar. Dis tarafta bir yerde abdest almak
i¢in uygun bir yer olmasi ¢ok onemli. Miigterime tasarimi gosterdi-
gimde kesinlikle mikemmel oldugunu séyledi (Fig. 36), ancak gece
geg saatte tuvalete gitmem gerekirse bu yol agik m1 diye sordu. Evet,
acik dedim, ¢iinkii burasi havalandirmay ok iyi sagliyor. Bu gergek-
ten 6nemliydi. Peki, kotii ruhlar ne olacak, kotii ruhlar girebiliyor mu
diye sordu. Ve bu soru tasarimi ¢okertti. Bu nedenle, bu tiir geylere
kars1 ¢ok hassas olmak gerekir.

Bunlar uzun uguglar yaparken tizerinde ¢alisigim planlar. Kuzey dogu
riizgarlarinin ve giiney bat1 riizgarlarinin dogrudan evin iginden ge-
cebilmeleri i¢in, okyanusa dogru inen yanlamasina bir kesit ¢aligtim
(Fig. 37). Burada riizgarin saatte 220 kilometreyi bulan hiza ulagug:
kasirgalarda, giicli gelgitlerle denizin kabardigi durumlarda ingaat
alaninin yarim metre iistiine ¢ikan firtina dalgalari olugur. Bu nedenle,
zeminden ylikselterek inga etmek gerekir.

Mimarlik ayni zamanda kesiti anlamakur. Bir plan ayni zamanda bir
kesittir. Sogani bize plan ve kesit anlatir (Fig. 38-39). Plan ve kesiti an-
lamazsak, sogani anlayamayiz. Bir meyvenin ne oldugunu, bir sebze-
nin ne oldugunu anlamayiz. Bambuyu asag1 dogru dikey, yana dogru
yatay kestiginizde, nasil ¢alistigin1 anlamaya baglarsiniz. Malzemenin
nasil calistigini agiga ¢ikarmak binalarimizda mithendislik agisindan
cok etkilidir. Mithendisler bu tarz seyleri ytizyillardir anliyor. Kesitle
caligmak ve giinesin nerede oldugunu ve riizgarin nerede oldugunu,
havalandirmanin nasil yapilabilecegini, vezzurs'nin nasil kullanilabile-
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it (Fig. 34) into a venturi like that, then you're going to get about 190 to

200 kilometres an hour, and nothing would remain, so it’s very stupid.

The important thing about us, in designing is to be able to get through
the stupid things. Most things we design are pretty stupid, and I think
there’s a time that comes where one actuaﬂy is able to clarify the silly
things from the important things, and this is going through some of the
silly things. I just want to show you that it’s important to understand

these silly things.

An Aborjin House Scetches

For example, this was a fairly appropriate sort of planning strategy. These
were beautiful, were freshwater mangrove forest here, this was the north
here, out to the fantastic ocean (Fig. 35), and the Aboriginal people liked
to have very great separation in their sleeping spaces. For example, broth-
ers and sisters can’t sleep with one another. They’ve got to communicate
through another party, and so to give them separate areas is important.
To actually have a place for ablution that’s outside somewhere is very im-
portant, so if certain relatives are not able to communicate in any way
from the same plates, very much like sometimes the other, the various
religions, and so, when I showed my client this one here (Fig. 36), she
thought it was absolutely wonderful, but she said, if I've got to go to the
toilet at night time, along this passageway, is that open? I said, yes, it is.
Because this gave the most beautiful ventilation. It was extremely im-
portant for that, but she said, what about the evil spirits, the entry of evil
spirits? And, that of course destroyed everything in that sort of design.
So, one’s got to be really sensitive to these sorts of things.

These are the sort of plans that ’'m working on, when I’'m doing these long
flights. This is a section through the side, down into the ocean, so that the
north east winds and the south west winds can go straight through the
house (Fig. 37). In cyclonic conditions, where we get wind velocities up
to 220 kilometres an hour, and we get a tidal surge on high tide, that goes
half a metre over our site. So, one has to build up off the ground.

Architecture is also about understanding section. A plan is a section,
and the section tells us about the onion (Fig. 38-39). Unless we under-
stand that, we don’t understand section. We don’t understand what a
fruit is, we don’t understand what a vegetable is. When you cut bamboo
down the vertical and across the horizontal, you start to understand how
it works, so to understand how it works, to reveal how it works is very
influential on our engineering, in our buildings. Engineers have been
understanding these sorts of things for centuries. And then, starting to
work with section and understanding where the wind is and where the
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cegini anlamak gerekir. Avustralya'da gelistirilen hava emilimi yaratan
giizel venturi sisteminde, bir tarafta negatif basing olusur, bir taraftay-
sa pozitif basing olugur, boylece hava zeminden emilerek digar1 atilir.
Bu sistem miitkemmel caligir (Fig. 40).

Ancak baz1 dezavantajlar1 da vardir. Yazlari 6gleden sonra hava sicak-
liginin 32 dereceyi buldugu durumlarda, binaya hig¢ giines 15181 gel-
mez ¢iinkii daima ¢ok sicakeir. Yazin 34 derece, kigin 30 derece, kigin
%28 ile %30 arasinda nem, ancak yazin %99 nem vardir. Bu nedenle
yaz i¢in mantolama yapmak gerekir. Kigin, ev ger¢ekten mitkemmel
bir sekilde caligir. Belki de burada evin kombinasyonunu anlatmam
gerekir. Ebeveynlerin batiya bakan yerde, ¢ocuklarin ise ebeveynlerin
dogusunda yer alan kisimda uyumas: gerekir (Fig. 41). Ebeveynler
giin sona erdigi icin, giines battg icin, artk giin gegmis oldugu igin
batiya dogru uyurlar, bu nedenle ebeveynler ge¢mise daha yakindr.
Oliime daha yakindir. Cocuklar ise gelecege bakar, ¢cocuklar dogu
tarafinda uyur, dogu gelecegi temsil eder. Giiniin baglangicidir. Kiz
cocuklar1 ebeveynlere en yakin uyuyan ¢ocuklardir. Oglan ¢ocuklar:
ebeveynlerden en uzak noktada uyur. 14 yagina gelindiginde, kendi
alanlarina gegerler, kizlar bir arada uyur, ergen erkek ¢ocuklar bir ara-
da uyur.

Her yerde boksit ve demir oksitin oldugu bu ortamda binalar kirmiz1
toprak rengine benzer renk haricinde bir renge boyansa dahi alt ay
icerisinde bu renge doner (Fig. 42).

Marika Alderton Evi

Bu ornekte resimde ev sahibi migterim Bandak Mambara Marika ve
yapiy1 yapan ustalar ve Aborijin olan vaftiz kizim goriilmekee (Fig. 43-
44). Evin i¢ tarafindan, disariy1 da oldukga iyi gorebiliyorsunuz (Fig.
45). Yapinin tamami kasirgada devrilmeye altiist olmaya karg1, birbi-
rine civatalanmugtir, higbir sekilde bir kaynak yapilmamigtir (Fig. 46).
Cocuklar platformlar tizerindeki evi fotografta gorildugi bigimde
sekilde kullaniyor. Burada oturup, kahvalt yapiyorlar (Fig. 47). Siir-
giilii kapilari aciyorlar (Fig. 48). Bu yapilarda klima yok. O nedenle
havalandirma ¢ok 6nemli. Sirtimizda havay: hissetmemiz gerek, diz-
lerimizin ve bileklerimizin etrafinda havay: hissetmemiz gerek. Ha-
valandirma belli noktada dizlerimizin belli noktada da bileklerimizin
arkasina gelecek bi¢imde tasarlandi. Havalandirma tiim binay: dolagir
ve zeminde otururken insanlar havay: sirt ve enselerine, ayaktayken
dizlerine ve bileklerine dogru alir. Binada klima veya mekanik hava-
landirma yoksa bunlar dikkat etmeniz gereken 6nemli unsurlardir.

sun is, and understanding how it can ventilate and using the venturi, the
beautiful venturi system developed in Australia, that creates suction, so
you get negative pressure on this side, through here, and positive pressure
on this side, sucking up air from under floor, out through here, and it
works in the most remarkable way (Fig. 40).

The only disadvantage is in summertime, when it’s 32 degrees in the
afternoon, there’s no sunshine gets on the building at all, because it’s al-
ways too hot. 34 degrees in summer, 30 degrees in winter, 28% to 30%
humidity in winter, but 99% in summer, so they need to put a cardigan
on in summertime. In wintertime, the house works really wonderfully
well. Maybe I should have said to you here, there is in this combined
area. Aboriginal houses require the parents to be sleeping to the west,
this is north on this side, down the bottom. This is western side here, the
parents sleep to the west, the children all sleep to the east of the parents
(Fig. 41). The parents sleep to the west because it’s the end of the day,
it’s the dying sun, it’s the past, so they as parents are closer to the past.
They’re nearer to death. The children is to the future, the children sleep
on the castern side, which is the future. It’s the beginning of the day, so
this, and the daughters sleep nearest the parents. The sons sleep further-
est from the parents. At the age of 14, they go into their own spaces,
the girls all sleep together, and all the boys as adolescents sleep together,
and of course, building in this environment, where there’s bauxite, and
there’s iron oxide everywhere, to build a house that was anything but
this colour, it would be that colour within six months (Fig. 41).

Marika Alderton House

In the picture you see my client, Bandak Mambara Marika, and construct-
ing people and my Aboriginal Goddaughter (Fig. 43-44). The inside of
the house, you can see quite well outside (Fig. 45). For overturning mo-
ments, in the cyclonic winds, whole house is bolted together, everywhere
is bolted. No welding on site whatsoever (Fig. 46). The kids use the house
on platforms like this. They sit on the seat here and have their breakfast
(Fig. 47). They slide the doors open (Fig. 48). These buildings are not air
conditioned, so the ventilation is significant. We need to have air around
the nape of our neck. We need to have it around our back, we need to
have it behind our knees and around our ankles. It is designed to get it
behind our knees at a certain point here, our ankles here. The ventilation
that goes all the way through the building and people sitting on the floor
have itaround their neck and back, or when they’re standing, they get the
air into their knees and below, on their ankles. These are significant areas
that you've got to deal with, when you don’t air condition buildings, or
have mechanical ventilation in them.
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Evden digar1 dogru peyzaja bakugimizda, binanin biiytik firtinalarin
geldigi alana agik oldugu goriiliir (Fig. 49-50). Bu kasirgay: kirar. Bina-
nin dig tarafi duvar yiizeyindeki basinci azaltir. Ancak binanin tama-
minda hi¢ cam yok. Tamamiya suntaya da kontrplak. Venturiyle kasr-
ga geldiginde veya hortum vurdukga bir negatif basing elde edilir, evin
icerisinde pozitif bir basing olugur, bu ortamda evlerin ¢ogu patlar.

Avusturalyada evlerin patladigint duyarsiniz, aslinda durum pozitif
basincin negatif basingla emilmesinden ibarettir. Ancak, bu tasarimda
tum duvarlar agikken ve venturiler iist kistmdayken, pozitif basing ve
negatif basing birbirine kargt hareket etmez. Bu nedenle riizgar kuzey-
den, giiney dogudan ve kuzey batidan eser, ev oldukga iyi havalandiril-
mis olur ve ¢ok iyi bir mahremiyet elde edilir (Fig. 51).

Evin arka tarafinda bir perdeleme sistemi bulunur (Fig. 52). Bu yal-
nizca hava i¢in degildir, ayn1 zamanda giines i¢indir. Giines 30 derece
giiney dogudan yiikselir, bu nedenle giinesi daima binadan uzak tut-
mak gerekir. Ustte bir gélgelendirme diizenegi bulunur, asagida bagka
bir golgelendirme diizenegi bulunur. Ortada katlanirlar ve tiim bu
diizeneklerle birlikte glinesi tiim giin binanin diginda tutarlar. Giines
batarken de ayni sey olur. Bu yaz boyunca goriilebilir. Riizgar kuzey
batdan eser. Bina buradaki venzurilerle rizgarin hangi yonde oldu-
gunu bize soyler. Gelencksel bir Aborijin evi (Fig. 53) ve benim bu
insanlara yaptigim ev resimlerde gériiliir (Fig. 54).

Lightning Ridge Opal ve Fosiller Miizesi

Karim Wendy Lewin’la birlikte Lightning Ridge'de opal ve fosiller
i¢in miize tasarliyoruz. Yine sicak, kurak bir bolgede. Sahadan ve
madenden kesitlerle caligmaya bagladik (Fig. 55-57). Bu bir yar1 yeral-
t1 binast. Béyle bir binanin nasil tasarlanacagina iliskin ¢esitli digiin-
celerimiz var ancak bu distincelerin bazilari tasarimin igerisinde yer
alabiliyor digerleri ige yaramayabiliyor.
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And, this is looking out, into the landscape, and this is the area from
where the major storms come (Fig. 49-50). This breaks down the cy-
clonic condition. The eddying, the outside of the building reduces the
pressure on the wall surface. But as you can see, we don’t have any glass
in this building at all. They are cither all slats, or it’s plywood. With the
venturis, when the cyclone comes, you've got a negative pressure outside
as it hits, you've got a positive pressure inside the house, and most houses
in this environment explode.

You hear about a house exploding in this sort of situation, when in fact
it’s the positive pressure being sucked into the negative pressure, whereas
in this house here, with all the walls open and the venturis at top, positive
pressure and negative pressure are not working against one another. From
the south cast winds and the northwest winds, the whole house is very
ventilated, and you get very good privacy (Fig. 51).

Here is a screening system on the back not only for the air, but for the
sun (Fig. 52). In the morning, the sun is rising 30 degrees south of east,
so you've got to keep the sun out of the building all the time. There’s a
shading device up and another shading device down. They fold down in
the middle, with all those devices, they keep the sun out of the building
all day, and the same thing happens when the sun sets. You can sce this
is during summertime, it’s the north west wind blowing. The building is
telling you, by the Venturis there, what direction the wind is. The build-
ing is identifying what is happening in its environment. In the pictures
you see the traditional Aboriginal house (Fig. 53), and the house that I
have given these people (Fig. 54).

Lightning Ridge Museum for Opal and Fossils

I go to Lightning Ridge, where my wife, Wendy Lewin and I are doing a
museum for opal and fossils. It’s again in the hot, arid region. These are
sections through the site and the mining (Fig. 55-57). This is a semi-un-
derground building. Some of our design ideas might work in the build-

ing and be eliminated at other times.
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Tasarimui bir dizi avlu ¢evresinde gelistirdik. Bu avlular sicak, kurak
bolgede mitkemmel seyler, ¢inkii avlularda su elemani kullanilabilir
ve sogutma sistemlerinizin ¢aligmasi i¢in buharlagmanin gizli 1s1s1n-
dan faydalanabilir (Fig. 58-59). Sicak havay1 cat1 sisteminden digar
atmakta riizgardan yararlanacagiz (Fig 60-63).

Kempsey Evi

Daha 6nce Avustralya Queenslandde etrafi verandayla gevrili binalar
tasarlamigtim. Burada benim agimdan 6nemli olan veranday: bina-
ya yapistirmaktansa binay1 bir veranda olarak nasil tasarlayabilecegi-
mi gormekti (Fig. 64). 1973-74’te tasarladigim ilk evi bu diigiinceyle
tasarladim. Aslinda bu bir yenileme ve genigletme caligmasidir (Fig.
65-66). Evde hicbir sey kayip degildi, tiim panjurlar saglamdi. Yan du-
vart yeniledim ve verandalart yeniden tasarladim. Igerde kullandigim
malzeme Okaliptiis Microcorys tirinden harika bir ahgap palet agaci,
diinyanin en dayanikli sekiz ahsabindan biri (Fig. 67-71).

Sydney’de Ev

Sydney kentsel bélgesinde yer alan bir yenileme (Fig.72). Planlarda,
garaj, merdivenler, ve giris goriiliiyor (Fig. 73). Alt katta oturma ve
yemek odalar1 var. Isigi evin merkezine aldim. Eskiden ¢ok karanliken.
Artik, tamamen 1gikli (Fig. 74-75). Yatak odast kuzey dogu riizgar-
larina bakiyor. Burada en giizel serinletici kuzey dogu riizgarini, kig
riizgarlarini ve serinletici yaz riizgarlarini hissedebilirsiniz, yataginiz-
da uzandiginiz yerden manzarayi seyredebilirsiniz (Fig. 76). Giris ala-
nindan yagam alanina ve yatak odasi alanlarina kadar tiim alanlar ayni

We have a series of courtyards, and a series of courtyards are wonderful
things in the hot, arid region, because you can introduce water, and get
the latent heat of vaporisation to get your cooling systems working (Fig.

58-63).

Kempsey House

I had designed buildings in Australia, Queensland with a veranda all
around it. What was important to me was to see how I could develop the
building as a veranda, rather than have it attached (Fig. 64). I redesigned
the first house I designed in 1973-74 with this idea. This is a renewing
and extension of the building (Fig. 65-66). Nothing was lost, all the lou-
vers were intact. The gable at the end and verandas are renewed. This is a
wonderful timber pallet wood which is Eucalyptus Microcorys it’s one of
the five of the cight world’s most durable timbers (Fig. 67-71).

The house in Sydney

This is a terrace house in urban Sydney area (Fig.72). In the plan, there
are the garage at the back, the stair, the entry of the house, the living
and dining rooms at the lower level (Fig. 73). This is inside, entering
the house, light in the bcﬂy of the house now, so before it was very
dark. Now, it’s full of light (Fig. 74-75). The bedroom is looking out
into the north east winds. You get the most beautiful cooling north
east wind, winter and cooling summer winds, looking just at angles at
views from lying in bed, looking over and just looking at the edge of

that (Fig. 76), because that wall’s the same plane, and then from the en-
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diizlemde (Fig. 77). Igeriden disar1 baktiginizda avlular ve su eleman-

larinin bulundugu alan gériiliyor (Fig. 78). Burada mevcut bir ev
var. Tasarimimiz kendi ¢evresinde, komgu evlerle tutarli bir tipolojiye,
morfolojiye ve dneme sahip (Fig. 79).

Murcutt Evi

Burast karimla benim yagadigimiz ev. Yar1 miistakil bir kuliibe, yarim
eve egdeger. Sydney’in agagi kesimlerinde Sydney Harbour Bridge yer
alir (Fig. 80). Cok miitevazi kiigiik bir bina, bu tarz ortamlarda yaga-
may1 seviyorum (Fig. 81-82). Bu nedenle bu evin yarisinda yagtyorum.
Yapugimiz gizimleri ve kesitleri gorebilirsiniz (Fig 83-85).

Tasarladigimiz ve ¢izimlerde yer alan tiim unsurlar bir araya getiren
tiirden bir yap: (Fig. 86-88). Gelistirdigimiz biiyiik cam elemanlar var
(Fig. 89-94). Bize New South Walesdeki tireticiler camin striiktiirel
niteliginin yeterli olmayacagini séylemiglerdi. Bizde tamam biz ken-
dimiz yapariz dedik ve yaptik, su anda dokuz senedir burada, gayet
iyi caligtyor. Evin tist kisminda yatak odalar1 var. Yatak odalarinda da
cam kullanildy, kisin en giizel 1gik igeri giriyor, 151k camdan gegip du-
varlarda kiriliyor (Fig. 95-96). Asagida Wendy'yi goriiyorsunuz, ka-
rim burada caligtyor. Burast bizim stiidyomuz (Fig. 97-98). 1ki metre
otede caligtyorum, ayri bir ofisim var, hicbir calisanim yok. Kimseyi
ise almadim. Kariyerimde bir mithendis ile ¢aligirim, tiim cizimleri ve
tasarimlari kendi bagimiza yapariz. Ayri pratiklerimiz vardir, beraber
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try area (Fig. 77), from the living area up into the bedroom areas, same
thing here, looking up into the bedroom areas, and then looking from
inside out, and then the courtyards and the water element area (Fig.
78), and that’s the house there, in its environment, with a typology, the
morphology and materiality not inconsistent with the adjacent, exist-
ing properties (Fig. 79).

Murcutt House

This was the house that my wife and I live in. It’s a semi-detached cot-
tage, which is cquivalcnt to half a house. It is in Sydncy down the Sydncy
Harbour Bridge (Fig. 80). A very modest little building, and I like to be
living in that sort of environment (Fig. 81-82), so I live in half of that
house, and these are the drawings that we do (Fig 83-85). The sections,
you can start to see, the building is developing through here.

Looking back to the entrance way, looking from the entrance back into
the living area, the door was taking the old glass, the ventilation systems in
the building, opening here, closing over here. Here, coming up, this is the
bathroom area here, the entry door and then looking into the bathroom
again there, looking from the living room back into the garden, or look-
ing back into the entrance area of the house. It is the sort of construction,
bringing in elements like that, the drawings that we do (Fig. 86-88). These
are the big glass elements that we developed (Fig. 89-94). We were told
it wouldn’t work by the structural glass people in New South Wales, so
we said, okay, we’ll do it ourselves, we did it, and it’s now been there nine
years, and it’s working very nicely, thank you very much. The sections of
the house upstairs in the bedrooms. The bedrooms, the glazing has lou-
vers over it, so that in wintertime, we get the most beautiful light in, you
get refraction of light over the walls from the glazing (Fig. 95-96). Down-



yapmaya deger bir proje varsa bir araya geliriz. Evin eski ve yeni halini

gorebilirsiniz (Fig. 99-100).

Simpson Lee Evi

1000 metre rakimdaki daglarda yer alan ev, yagmur ormanlarinin, se-
rin, iliman yagmur ormanlarinin bulundugu giizel bir bolgede yer ali-
yor. Bu ¢ocuklari olmayan bir ciftin evi, evde iki yatak odas1 var (Fig.
101-103). Burasi yagmur ormanina giden vadiye ¢ikan Aborijin pa-
tikasinin tizerinde, eve dogru devam eden bir patikanin olmasi bana
onemli goriindii, bunlarin her birinden gelen magara benzeri yerler ve
bir su elemani var.

Bir yangin bolgesinde yer aliyor, cok 6nemli bir yangin bélgesi, yangin
stiresince binalari 1slak tutmamiz gerekir, bu nedenle tamami ¢atinda
toplanan sularin bulundugu 90,000 litrelik bir su depolama havuzu
var (Fig. 104-105). Bu genel su besleme sisteminden, atik yonetimi
sisteminden bagimsiz bir havuz, bu nedenle kendi atigimizi yénetme-
miz, bu ortama kendi suyumuzu getirmemiz gerekir.

Buradaki en harika sey catiya takugim, su ¢izgide ¢alisan sulama sis-
temi, bu sistem bir yangin sirasinda tamamen kendi su kaynagimizla
bizim evimizi kurtardu, ayrica yakinlardaki ti¢ diger evi de kurtardi. Bu
kadar 6nemli bir su kaynag:. Farkli iklim kogullarinda, dogudan gelen
giines 15181 6nemlidir (Fig. 106-107). Tasarim ilkeleri biomimicry ola-
rak ele alinmad, yalnizca mithendislik i¢in tasarland: (Fig. 108).
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stairs is Wendy, my wife working. This is our studio (Fig. 97-98). I work
just two metres away, we have a separate office, I don’t have any staff at all.
I've not employed. I work with one engineer in my career, and we do all
the drawing and all the design ourselves. We have separate practices, and
we come together when we have a project worthy of doing together. This
is the old condition of the house and its new condition (Fig. 99-100).

Simpson Lee House

The house is in the mountains, 1,000 metre altitude, and in the most
beautiful region of rainforests, cool, temperate rainforests. A house for
a couple that didn’t have children, so it’s a house with two bedrooms
(Fig. 101-103). This is on the path of Aboriginal to the valley through
the rainforest, it scemed to me important to have that path through the
house that continued, and then rather cave like spaces coming off each of
those, with a water element here.

We are in a fire zone, a very major fire zone, and we have to keep the
buildings wetted during that period, so 2 90,000 litre water storage pond,
all collected from the roof (Fig. 104-105). This is independent of the wa-
ter supply system, independent of the waste management, so we have to
manage our own waste, and we have to bring our own water into this
environment.

The fantastic thing was the beef sprinkler system that I've got on the roof
that runs through that line there. It saved our house during the fire, and
it saved three other houses nearby, with all our water supply. It’s such a
terrific water supply. In different climatic conditions, sunshine from the
east is significant (Fig. 106-107). This was never designed to be biomim-
icry, but for engineering only (Fig. 108).
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Ama kendiliginden florayla biitiinlesen bir yap1 ortaya ¢ikti. Yerin il-
kelerini dogru anlarsaniz, tasarim unsurlari ise yarayacakur.

Cali yangini konusunda ¢ok dikkatli olmamiz gerekiyor. Bu ¢evrede
cali yanginlart sik oluyor, yangin bagladiginda, sulama sistemimizle
suyla ¢ok iyi bir koruma sagliyoruz.

Avustralya Islam Merkezi

Victoriada yaptigim bir cami. Camiye yonelik caligmalarin ilk eskizleri,
cami hakkinda yapugim okumalardan ve 15181, caminin tiim yapisiny,
yapinin nasil gelistirilecegini, 15181n ne kadarinin igeri girecegini anlama
cabalarimdan esinlenerek hazirladigim caligmalar goriiliiyor (Fig. 109-
112). Bu ¢aligmayr mitkemmel bir gen¢ mimarla birlikte yapiyorum.
Ad1 Hakan Elevli olan bir Tiirk mimar. Bu projede yer almak gergekten
cok giizel. Cami yapimina baglands, baglayali bir ay kadar oluyor.

Arthur ve Yvonne Boyd Egitim Merkezi (1996-99)

Bu yap1 Avustralya’nin en giizel yerinde, iliman bélgede, giiney kiysin-
daki Riversdale'de yer aliyor. Eski bir 6grencim Reg Lark, karim Wendy
Lewin, ve ben beraber yaptik. Boyd bir ressam. Bu miilkii Avustralya’ya
hediye etti (Fig. 113). Inzivadaki sanatgilar ile ziyarete gelen sanat, mii-
zik ve tiyatro 6grencilerinin barinmas igin tasarlandi. Bina iki ayr1 bo-
liimden olugur (Fig. 114). Biri mutfag: da olan ¢ok amagli bir salon ve
32 kisilik yurt yapisi. Manzara gergekten ¢ok giizel. Tasarimin amaci
Boyd'un avlusundan bu giizel manzaray1 hep gormesini saglamaku (Fig.
115-116). Burada ¢ok giizel bir nehir var. Yemek odasi nehir ekseninde
(Fig. 117-118). Giizel bir veranda var. Verandadan yurtlara gegilebili-
yor. Her bir yurt odasi nehir manzarasina bakiyor (Fig. 119-122).

Binanin malzemesi betonarme, basit bir ingaat teknigi var ancak 6zen-
le detaylandinild: (Fig. 123). Kuzeydogudan ve giineydogudan serin-
letici esintiler gelir. Batidan gelen sicak esintiler arkada yer alan bir
dag tarafindan kesilir. Biiyiik beyaz paneller Shoalhaven nehri tizerin-
den dogan sabah giinesini iceri alirken sicak 6gleden sonra giinesini
engeller. Binada 1s1tma veya klima gereksinimi yoktur.
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It just so happened to integrate in our flora. If you get the principles right,
sometimes it will work with other elements.

Australia Islamic Center

A mosque I am doing in Victoria. These are some of the early sketches on
how things might be working for that mosque, and the ideas that come
from reading about it, and trying to understand light and understand the
whole organisation of the mosque, how the structure might develop and
how much of the lighting might develop in it, and so this is the idea that
the mosque coming down through here (Fig. 109-112). I'm doing this
with a wonderful youngarchitect, a Turkish architect by the name of Ha-
kan Elevli. It’s already started, just started construction by one month.

Arthur and Yvonne Boyd Education Center

This structure is in the most beautiful area of Australia, in the temperate
area in Riversdale on the south coast of Australia. An ex student of mine
Reg Lark, my wife Wendy Lewin and I did together. Boyd was a painter,
he gifted this property to Australia (Fig. 113). It serves as a retreat for
artists in residence and visiting students of art, music and theater. The
building is divided into two distinct parts (Fig. 114), a large multipur-
pose room with kitchen, which is adjacent to dormitory rooms that can
house up to 32 people. This is a most beautiful view here. This is starting
to bend to the axis of the bending of the river here, and our tenuous con-
nection into the existing. This was to maintain, Boyd always had this
beautiful view from their courtyard up into the landscape (Fig. 115-116).
There is the most beautiful river, so the dining room is on the axis of the
river. There is also the veranda. Down the veranda there are all the sleep-
ing spaces and each of the rooms have an outlook, so every bed looks out
into that environment (Fig. 119-122).

The structure is reinforced concrete with simple construction techniques
that are highly detailed (Fig. 123). Cooling breezes are coming from
north east and south east. Hot breezes from west are cut because of a
mountain behind. Large white panels guide the morning sun as it rises
over the Shoalhaven river. They also block out the hot afternoon sun,



Bu binadaki tiim kalaslar 6nceden kullanilmig, geri dontgtiirilmis
kalaslar. Tamamu yerel dilde fir¢a kutusu / Tristania yerel bir malzeme-

den yapilmadir (Fig. 124).

Sozlerimi su sekilde toparlamak istiyorum, mimarlar olarak konumu-
muzu tanimlarken hem bir firsata hem de bir zorluga sahibiz. Mi-
marligin ne oldugunu veya ne olmak istedigini diigiinme 6zgirligi
acik uglu olmast dolayisiyla zorlayicidir. Mimarligin tagiyabilecegi
anlamlar tizerine kararlar vermek, yeni bagtan diisiinmeye, benzerleri
i¢in ge¢mise bakmaya veya isteyerek ge¢misi kopyalamaya karar vere-
bilecek olan tasarimcinin sirtina bir sorumluluk yikler.

Henry David Thoreau soyle soyler, ¢ogu insan bir evin ne oldugunu
asla diisinmemistir ve komgularinin sahip oldugu ev gibi bir eve sahip
olmalar1 gerekeigini digiindiiklerinden tiim yasantilarinda gergekten
yoksul olmasa da aslinda yoksuldur. Kisiler biraz digtinceyle, yere,
kiltiire ve ekolojik taleplere yanit veren mimarligin uygun teknolojik
coziimleri kapsadigini kegfedebilir. Biz tasarimcilar olarak bu konuma
erisebilmek i¢in, yalnizca mimarligin ne oldugu disiinmekle kalma-
maliyiz, ayn1 zamanda kiiltiirimiiziin, zamanimizin ve mekanimizin
uygun mimarliginin ne oldugunu da sorgulamaliyiz. Thoreau’nun
dedigi gibi basar1 kendi topragimizdan, kendi kafalarimizin distince
tarziyla ortaya ¢ikarabildigimiz mimarlikla kazanilir.

Mimarlik 6grencilerine bazi 6gtitlerim olabilir.

Babamin bana harika bir 6giit verdigini digtiniiriim. Kendi mesleki
pratigime baglarken bana sunlari soyledi; oglum simdi meslegini icra et-
meye bagliyorsun, unutmamalisin ki, bir ige nasil bitirmek istersen dyle
baglamalisin. Soyledigi diger sey de suydu; unutma, isinde bilerek vere-
cegin her 6diin bir sonraki miigterinin kalitesini gosterir. Odiin vermek
kibirle ilgili degildir. Odiin vermek yapmaman gerektigini bildigin bir
seyi yapmaktir. Bu nedenle, bunu yapmanin daha iyi bir yolunu bul-
man gerekir, boylelikle yapacagin seyden daha iyisini yapma firsatini
elde edersin, 6diin vermek yaptigin seyi 6nemsiz kilmaz, sana hareket
etme esnekligini saglar. Bunlar en 6nemlilerinden ama bana soyledigi
daha bir¢ok sey vardir. Bu bir Thoreau deyisidir. Cogumuz siradan sey-
ler yapmakta oldugumuzdan en 6nemlisi bu siradan geyleri sira digi bir
iyilikte yapmaktir. Babam sunlari ekledi, kimsenin seni tanimadig bir
sahile gidebilmelisin, yani tin kazanmak benim i¢in bir 6ncelik degildir.
Baginizi 6ne egip, dikkatleri tizerinize ¢ekmeden, yapabileceginizin en
iyisini yapmayi siirdiirmek, tek yapmaniz gereken budur.
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negating the need for any heating or air conditioning in the buildings.

All the timbers in this building have been used previously. They’re all re-
cycled timbers, using brush box/ Tristania, as a local material (Fig. 124).

I'd just like to sum up by saying to you, that as architects, we have both an
opportunity as well as a challenge in defining our positions. The freedom
to consider what architecture is, or what it wants to be is challenging by
its openness. The decisions about the meanings architecture can convey
places a responsibility on the designer, who can determine whether to
think afresh, look to the past for precedent, or wilfully replicate the past.

Henry David Thoreau said, most men appear never to have considered
what a house is, and are actually poor, though needlessly poor all their
lives, because they think they must have such a one as their neighbours
have. With some thought, one can discover architecture that responds
to its place, culture and ecological demands, incorporating appropriate
technological solutions. To achieve this position, as designers, we must
not only consider what architecture is, but also ask what an appropriate
architecture of our culture, our time and our place is. Success will depend
on our building out of our land, with our own heads style of thought, as

Thoreau said, and not some appropriate style of expression.
I may give a few advices to the architecture students and young architects.

I think that my father gave me wonderful advice. He said to me, when
I was going into my own practice, now that you’rc entering practice, my
son, you must remember, start off the way you would like to finish, and
the other thing he said, and remember, for every compromise you know-
ingly make in your work, that represents the quality of your next client.
Now, compromise is not about arrogance. Compromise is doing some-
thing you know you ought not do. And, so you have to find a better way
of doing it, so that it gives you the opportunity of making it better than
what you had, not a compromise that makes it lesser, so it gives you great
flexibility to move on, so I think there are some of the important things,
and the other thing he used to say. It was a Thoreau statement. Since
most of us are going to be doing ordinary things, the most important
thing about those ordinary things is to do those ordinary things extraor-
dinarily well. And, my father then added, and be able to go to the beach
where nobody knows who you are, so publicity is a very low priority for
me. It was just to keep my head down and just to keep doing it as best
you can, that’s all you do.
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Calisma konusuna gelecek olursak, ¢ok iyi ofislerde ¢alistim ve bu
ofislerde ¢ok iyi olduklar: icin caligim. Ancak en iyi ofisler size en
kot ofislerin verdigi paray veremez. En kotii ofisler iyi para kazanur,
size de ogunlukla iyi para verir. Bu ofislere gitmeyin. 1yilerine gidin,
daha az para alin, ¢iinkii en ¢ok seyi burada 6grenebilirsiniz. Bahse
girerim beni dinlemekte olan ¢ogu meslektagim personeline ¢ok para
odeyemez. Ama, bu ytizden buradaki genglerin iyi ofislere gitmesi ge-
rekir, az para alin ve biraz kendinizi gelistirmeye bakin. Evet, bu bir
ogrenme deneyimidir. Bu nedenle mesleki kariyerinizin ilk yillarinda
bityitk mimar olmaya ¢aligmayin, ama her geyi ¢c6zmeye caligin.

Asla bagariy1 yakalamak telag i¢inde olmayin, babam boyle derdi. Ba-
kin ne diyecegim, tek bagima ilk yapimi yapmak on senemi ald1. Bu bir
evdi. O zamana kadar, tadilatlarin ve eklemelerin kraltydim. Kesin-
likle birinin arkasindan digeri geldi. Bir veya iki ev yapana kadar ne-
redeyse yiiz elli kadar tadilat ve ekleme yapmam gerekti. Yaptigim her
bir tadilat bana deneyim katti. Bagari icin telag etmemenin en 6nemli
yant da bu birikimdir. Tadilatlar1 yaparken kendimi geligtirdim. Ayn1
zamanda bir s6zciik dagarcig olugturdum. Unutmayin ki mimarlikea,
mimarlik tarihini de igeren bir sézciik dagarciginiz olmalidir; yoksa
bu durum Ingilizce siir yazan bir sairden sadece 25 kelime kullanarak
mitkemmel bir iir yazmasini istemek gibi olur. Bu iyi bir ey olabilir,
25 kelimeyle bir seyler yazilabilir, 25 kelimeyle berbat bir siir de yazi-
labilir, 25 kelimenin i¢ine girmeyi bagarabilirseniz muazzam bir iir
de yazabilirsiniz. Ancak mimarligin ge¢cmisindeki birgok seyi anlama
yetenegi kazanmak size tizerinde geliseceginiz bir zemin saglar. Bence
mimarligin ge¢misini bilmek son derece 6nemlidir.

Her zaman tarihe bagvurun, benim igimin i¢inde tarih vardir, bu ytiz-
den daima gelencksel yontemler, geleneksel yollar tizerinde diistini-
riim.  Ornegin, ates, binalarimin 1stnmamast ve sogumamasi, daha
serin yerlerde termal kiitleye dayanmak ve tropikal alanlarda havalan-
dirmanin iyi olmasi gerekir... gibi bircok konuyu digiinmeyi dikkate
almay1 timit edersiniz. Nasil olacagini, zeminde mi yoksa zemin tize-
rinde mi olmasi gerektigini, termal kiitleyi, hafif malzemeyi, 15181 na-
sil engelleyeceginizi, 15181 nasil igeri alacaginizi ve benzeri bircok seyi
yani aslinda 19. Yiizyilin sonuna kadar ¢ogu cift¢inin ve ¢ogu insanin
bildigi tiim dogal seyleri dikkate almaniz gerekir.

Giiney kiyida evi inga ederken, temeli kazmaya bagladigimizda gor-
dugtimiize inanamadik. Bir cift¢inin inga ettigi eski bir evin temelleri
kargimizdaydi. Tam olarak cift¢inin segtigi bir bolgeyi se¢mistim. Bu
yiizden, gen¢ insanlara, gen¢ mimarlara 6giit vermek gerekirse, isle-
ri hizlica kavrayin, ofisinizde edinebileceginiz her tiirlii deneyimden
ders ¢ikarin, ¢linkii kotii ofisler dahil her ofisin size verecek ¢ok iyi bir
deneyimi vardir, hi¢ olmazsa ne yapmayacaginizi 6grenirsiniz, bu da
onemli bir deneyimdir, neyin iyi olmadigini, neyin iyi oldugunu, ne-
yin pek de iyi olmadigini 6grenme sansiniz olur. Geng bir mimar i¢in
kritik konular vardir, ancak en 6nemli ey ve bir gen¢ mimarin sahip
olabilecegi en 6nemli deneyim kendi kendini elegtirebilmek, neyin ye-
terince iyi olmadigini bilebilmektir.

Tasarladiginiz seyin yeterince iyi olup olmadigini bilmek gercekten
kritik bir konudur ve bu yiizden yeterince iyi olana kadar ¢ok ¢alis-
maya devam etmeniz gerekir ve kimi zaman sonug diisindiigiintizden

daha iyi olabilir.
Soyleyeceklerim bu kadar.
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Now, in terms of employment, I worked in very good offices, and I
worked in those offices, because they were so good, but the best of offices
can’t afford to pay you like the worst offices. The worst offices earn a lot
of money, and they pay you very well mostly. Don’t go to them. Go to
the good ones, and take less money, because that’s where you learn most,
right? Ibetyou can’t pay your staff'a lot, right? Right, so you've got to go
to the good ones, like these guys, and don’t get all the money, but go for
alittle. Yes, it’s a learning experience, so don’t try and be a big architect

and solve everything at the beginning of your career.

Never be in a rush to be a success, my father said. I'll tell you what, it took
me ten years to do my first single, one off building, a house. Up dill then,
I was the king of alterations and additions. Absolutely one after another.
I must have done a 150 alterations and additions by the time I'd done
one or two houses, and then it gave me, cach alteration represented, and
this was the important thing about not being in a rush to be a success,
one little development at a time in those alterations gave me the oppor-
tunity of building up a vocabulary, and remember, in architecture, unless
you have a vocabulary of architecture, and that includes the history of
architecture, very much so, it’s like asking a poet to write a wonderful
poem, in say English, and you've only got 25 words to use. It might be
a good thing, 25 words might write something, you can make a terrific
poem out of 25 words, you can make a fantastic poem if you can get it in
25 words, but to have an ability of understanding of many things, many
past in architecture, I think is very important, that it does give you a basis
from which to develop, and I think that the history in architecture is

extremely important.

Refer to history all the time, but my work does have history in it, so 'm
all the time thinking about traditional methods, traditional ways. For
example, the fire, the not heating and cooling of my buildings, and re-
lying on the thermal mass in cooler areas, and good ventilation in the
tropical areas, you don’t have to think about...well, you hope to think
about everything, about how, whether it should be on the ground, above
the ground, thermal mass, lightweight material, ventilation, light, how to
reject light, how to include it, all the natural things that most farmers and

most people knew, up till the end of the 19 Century.

Where I built the house down on the southern coast, when we'd dug
the foundations, couldn’t believe it. There was the foundation of an old
house that a farmer had built. I'd chosen a site exactly where the farmer
had chosen. So, giving advice to young people, young architects, is take
things quietly, learn from every experience you can take from an office,
because every office even the bad offices have very good experience for
you, for what not to do, that’s good experience as well, to know what it
not good, and to learn the good from what is good and what is not so
good. These are critical issues for a young architect, but the most im-
portant thing, and the most important experience a young architect, any
architect can have is to be self critical, to be able to know when it’s not

good enough.

When what you've designed is not good enough, to know that is a really
critical issue, and therefore it makes you go on until you do, make it so
that it is good enough, and then sometimes it’s better than you thought
it would be.

That’s all I would say.
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Guniimiizde siirdiriilebilirlik her alanda gittik¢e 6ne ¢ikan bir kav-
ramdir. Herkes stirdiirtilebilir tasarimlarin nasil yapilacagina dair
‘dogrular’ tanimlamaya soyunmaktadir. Fakat birakin diinyamizin
ortak geleceginin nasil olacagina dair bir uzlagma saglamayi, heniiz

sorunun 6ziiyle tam olarak yiizlesebildigimiz séylenemez.

Son yillarda bir¢ok aragtirmaci, ekolojik yikima yol agmis “po-
litik, ekonomik ve kurumsal yapilarin”? ve bu yapilar1 ortaya
cikaran diinya gortstiniin degistirilmesi gerektigi konusunda
birlesmektedir. Gintimiizde kullanilan bir¢ok strdurulebilir ta-
sarim metodunun, modernist digiincenin izinde olugturuldugu
ve bu disiince yapisinin insanlarin siirdiirebilirlik sorununu bile
anlamasini zorlagtirdigr soylenmekreedir. Basitlik, kesinlik ve do-
laysizlik gibi kavramlari destekleyen bu diinya goriigii “stirdii-
riilebilirlik i¢in ¢ok temel olan degisime acik ve adapte olabilir
olmay1 engellemistir.”® Iste bu nedenle aragtirmacilar “mekanik
diinya gorisiiyle beslenen bu paradigmadan, ekolojik (yasayan/
canli sistemler) diinya gériisii tizerine kurulmug bir paradigma-
ya”* ge¢gmemizin gerekli oldugunu savunmakeadir. Bu paradig-
madan yola ¢ikan; baglama 6zel, sistemik ve karmagiklik odakls
yeni tasarim yaklagimlarinin tartugilmaya bagladigini gérebil-

mekteyiz.’

Bu yazinin amaci yeni, ¢igir agan ve ilham verici olarak goriilen
‘ckolojik diinya goriisii’ tizerine kurulmug olan stirdiiriilebilirlik an-
layisinin kokenlerini ortaya ¢ikartmaktir. Bu nedenle yazimda, siir-
duriilebilir mimarligin babasi olarak taninan Pritzker 6dillii Glenn
Murcutt’'in ORIS Giinleri Ankara 2012'de yapug: sunumdan ve
kendisiyle yapilmig roportajdan faydalanarak, Murcutt'in tasarim
anlayiginin yarim ytizyili agan mimarlik pratiginin, simdi yeni ola-
rak sunulan siirdiiriilebilir tasarim anlayigiyla paralelligini aktarma-

ya ¢aligacagim.®

Sustainability has become a mainstream issue in many fields. Every-
body is making, what Michel Foucault called, ‘truth claims” about
how to develop sustainable designs; however, let alone a single
agreement on what “common future” will be, it does not seem pos-

sible to keep up with the major problem.

Over the past few years, a broad range of researchers converge on
the need to change the worldview that has shaped “human inten-
tions and that larger political, economic, and institutional structure
that permitted ecological degradation.” In fact, they underline that
most of the currently used methods deemed to lead to a sustainable
design are envisioned following the footsteps of modernist think-
ing, which have rendered human minds “unable to comprehend, let
alone begin to address, the challenge of sustainability.” While favor-
ing notions such as simplicity, certainty and immediacy, this world-
view has “serve[d] to impede adaptive learning deemed essential for
sustainability”* So researchers call for a shift in paradigm from “the
current one framed by a mechanistic worldview to one informed by
a whole/living systems,” thus an ecological worldview. They have
already started to tackle design approaches based on such an aspired
paradigm that foresees architectural design from a systemic context-
specific and complexity-oriented approach.*

The purpose of this paper is to trace one of the origins of the whole/
living systems sustainability paradigm, which is referred to as new,
groundbreaking, or inspiring. The core of this paradigm its roots,
main promises, tools, and ways of doing may be seen in Pritzker
Prize winning Glenn Murcutt’s architecture. Known as the father
of sustainable architecture in his homeland Australia, he has always
been keen on explaining through his designs what is now introduced
as a new design approach. In order to indicate the prevalence of his
ideas, this paper benefits from his speech in Days of ORIS Ankara

and the interview held with him.’
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MEKANIK DUNYA GORUSUNUN SURDURULEBILIR-
LIK UZERINE ETKILERI

Diinya goriisiinii konseptlerden, teorilerden ve énermelerden (ki
dogru olmalari 5nemli degil) olusan bir derlemin sekillendirdigi bir
perspektif olarak digiinebiliriz. Bu perspektif sadece diinyaya ba-
kisimizi, onu algilayisimizi ve onun hakkinda diistinmemizi degil,
ayni zamanda onun tizerinde siirdiirdtigiimiiz hayatimizi da oldukga
derin bir sekilde etkiler. Siirdiiriilebilir olmayan ‘modern’ toplumu-
muzun temelinde yatan en temel problemin insanlar1 dogadan iis-
tin ve ondan bagimsiz gorerek, dogay sadece kullanilabilecek bir
seymis gibi gorme anlayist oldugu séylenmektedir. Bu problemin
ise 17. yizyil Kartezyen-Newton mekanik diinya goriisiinden kay-
naklandig: belirtilmektedir.” Bu durumun en ¢arpict yansimasini,
Murcutt ‘insan zamani ve doganin zamani’ kavrami tizerinden goyle

actklamakeadir:

Doganin vakti onun giinliik dongiisii, mevsimsel dongiisii, ayin
asamalarinin vakti ve bunun sonucunda ortaya ¢tkan gelgit
hareketleri, bir firtinanin gelismesi, bulutlarin bir araya gel-
mesi ve dagilmasi icin gegmesi gereken vakittir. Bu doganin
vaktidir. Insanin vakti doganin vaktiyle bir zamanlar ¢alss-
maktaydy, ancak simdi degil. Insanin vakti gectigimiz altmas
senede hizlanmas bir vakte doniismiistiir ve bu doganin vakti
ile senkronize degildir. Insanin bu yeni vakti boyunca, mima-
ride mitkemmellikler gosteren calismalar olmustur, ancak bu
miikemmellik zamana yenik diisebilir. Insanin bu yeni hizlan-
drilmas vakti, zenginlik emsalsiz ve doyumsuzluk noktasina
ulasmis ve doganin vakti ile insanin vaktinin ritimleri avasin-
daki baglantinin kopmasina sebep olmugstur.®

Ayni zamanda antroposentrik (insan merkezli) diinya gorisi, in-
sanlar1 doga karsisinda gittikge giiclendiren teknolojik gelismelerle
birlikte aslinda insanlari doganin bizim i¢in zor olan kogullariyla
miicadele etmesini saglamistir.” Murcutt bu problemi soyle agikla-
maketadir:

“Stirdiiriilebilirligi yeni teknolojiler iiretmemiz sonucunda
kaybetmemiz igin bir neden yoktur. Sirdiiriilebilirlik aslinda
yine de olabilir, ancak biz kendimiz icin bir problem yarattik,
biz binalarimizi tamamen disariya karsi yalitmak istiyoruz.
Tozun igeri girmemesini istiyoruz. Havay: kontrol istiyoruz.
Varsayalim biz ber seyi kontrol etmek istiyoruz.™’

Mekanik anlayis, sadece dogaya kargi durusumuzu ve onunla olan
iliskimizi degil, aslinda onun yapisini algilayisimizi da degistirir.
Dogayi, genel olarak sistemleri ve hatta binalar1 da birer makine
ya da karmagik sistemler gibi algilamamiza sebep olan bu yaklagim,
hem doga, hem de insan dogasinin dl¢iilebilir, 5ngériilebilir, kontrol
edilebilir ve yinelenebilir faktorlerden olugtuklarini savunur. Stirekli
olarak dengeye ulagmay: hedefleyen bu sistemler, onlar1 olugturan
parcalarina kadar ayirabilecegimizi ve biitiintin 6zelliklerini, parga-

larin 6zelliklerinin toplamindan ¢ikarabilecegimizi 6ngoriir.
Bu diinya goriisiiniin tasarimda siirdiiriilebilirlik anlayigint da ge-

killendirdigini soyleyebiliriz. Bu goriise paralel tasarlanan binalarin
“kendiliginden dengede oldugu bir noktaya ulagan sirkiiler bir me-
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REPERCUSSIONS OF THE MECHANISTIC WORLD-
VIEW ON SUSTAINABILITY

A worldview, an overall perspective shaped by a collection of con-
cepts, theorems and assumptions (that are not necessarily accurate),
is known to have a deep impact on not only how we look at, perceive
and think about the world, but also how we carry out our lives on
this world. The major problem underlies the unsustainable “mod-
ern” society, that is, implicitly considering humans dominant over
and independent of nature, while attributing only instrumental and
‘use’ value to nature, is explained to have its roots in the Cartesian—
Newtonian mechanistic worldview of the mid-17th century.® The
consequence of this view, that is synchronization problem, is con-

cisely explained by Murcutt as follows:

“So, the time of nature is her daily cycle, her seasonal cycle,
the time of the phases of the moon, and the consequential tidal
movements, the time it takes for a storm to develop, the clouds
to gather, and then pass. This is nature’s time. Human time
once worked with nature’s time, but no longer. Human time
has over the last 60 years developed into accelerated time, and it
is out of synch with nature’s time. During this period of human
time, there have been in architecture works that have shown
brilliance, but such brilliance may not stand the test of time.
Affluence, during this recent period of human time, has been
unprecedented and greed has provided the disconnect between

the rhythms of nature’s time, and human time.”

At the same time, the so-called anthropocentric worldview, coupled
with technological innovations, which empowers humans against
nature, has paved the way to address problems caused by the “exter-

nal limits” of nature.® Murcutt describes this problem as follows:

“[...] theres no reason why we should lose sustainability as a
consequence of inventing technology. Sustainability could still
be within that but we create for ourselves a problem and that is
we want to seal our buildings up. We don’t want dust to come
in. We want to control the air. Assume that we want to control

everything”

The mechanistic metaphor impels humans to conceive not only na-
ture, but also systems or buildings, as machines or as complicated
systems, and assumes that both nature and human nature have mea-
surable, predictable, controllable and replicable factors. While aim-
ing for balance or homeostatis, thus equilibrium, these systems can
be reducible to their parts and the properties of the whole can be
deduced from the sum of the properties of the parts.

This worldview is seen to have shaped the purpose of sustainability
in designing. Buildings conceived “as closed, localized system with
circular metabolisms that self-regulate into an equilibrium state,”™°
are designed following the objective of no waste and maximum
resource efficiency, thus conservation of the status quo. A further

problem lies in this understanding:



tabolizma gibi kapali ve yerellegmis bir sistem”"! olarak kurgulandig
goriliir. Tasarim kararlarinin maksimum kaynak verimliligini sagla-
maya ve minimum atik olugturmaya, yani var olan durumun korun-
masina yonelik verildigini soyleyebiliriz. Murcutt aslinda bu gori-
stin mimari tasarima tek yonlii yaklagmanin bir 6rnegi oldugundan
bahseder ve ozellikle verimlilikle ilgili alinan kararlarin, binanin
ornegin tesisati ile alinmig olan kararlardan ¢ok da farkli olmadig:
konusunu belirtir. Bir bagka agidan, dengeye ulagmak, siirekli ayni
konfor kogullarini saglamak tizerine yapilan tasarim kargimiza bir

bagka problemi de ¢ikarir:

“Simdi teknolojiye bizim hava kosullarini kontrol ederek, bii-
tiin yil ayni kosullarda olmasini istedigimizi soyledik. Aslinda
bu cok sagliksiz, ciinkii viicudumuzun degisikliklere ihtiyact

vardyy”

Yani bir yandan siirdiiriilebilir olmayr bu kadar isterken, kendi
sturdiiriilebilirligimizi de diinya gorigiimiiz nedeniyle kisitlamig
oldugumuzu séylemek belki de ¢ok yanlig olmaz. Tasarimda opti-
mizasyon, denge ve verimlilik gibi kavramlari 6n plana ¢ikaran bu
yaklagimin, istenilenin aksine sonuglar dogurdugunu soyleyebiliriz.
Parcalara odaklanmak, parcalar arasindaki iligkileri sorgulamamak
ve butiini algilamamak, tasarim siirecinde problem taniminin ve
analizinin indirgeyici olmasina sebep olmaktadir. Ayni zamanda bu
durum tasarim problemlerinin bulunduklari baglamla beraber algi-
lanmasini da sekteye ugratmakeadir.

EKOLOJIK DUNYA GORUSUNUN SURDURULEBILIR-
LIK ANLAYISI UZERINE ETKILERI

Ekolojik paradigma ise, birbirine bagli ve bagimli olan olaylardan ve
elemanlar olugan dogayi, insanlar1 ondan ayirmaksizin tek bir biitiin
olarak algilayan, ¢evre merkezli diinya goriisii tizerine kuruludur.
Yaklagimdaki bu degisiklik epistemolojik olarak diinyay: algilama-

miz1 i yonde etkiler.

Birincisi, ¢evre merkezli diinya goriisii “insanlarin, kendilerinin da-
hil oldugu, ekosistemin tiretimine, degisimine ve evrimine katlarak
ve kendi kendine olugan bir sistem”'* algilayisina yonlendirmektedir.
Bu algilayis insanlara sadece diinyadaki ayak izlerinin sorumlulugu-
nu degil, ayn1 zamanda bitiin doganin iyiligini, diizenini saglama-
nin sorumlulugu yiikler. Bu yaklagim insanlar1 da dahil ettigi icin,
insan dogasinin nitel, belirsiz ve mantik dig1 yonlerini, yani kiiltiirel

farkliliklar1 da dikkate almamizi gerektirir.

Ikincisi, karmagik bir sistemden kompleks adapte olabilen bir sis-
teme gegis, parga-biitiin iligkisini yeniden tanimlar, ¢inkii kompleks
sistemlerde elemanlar birbirlerine bagli ve bagimlidir. Biitiin aslinda
parcalarin toplamindan daha fazladir. Bir elemanin sistemden ¢ika-
rilmast lineer olmayan sistemin performansini 6nemli derecede etki-
leyebilir. Elemanlarin ve dolayisiyla sistemin bulunduklar: ¢evrelere
bagimli olarak degisebilen esnek fonksiyonlara sahip olmalar, adap-
te olabilme 6zelliklerini saglamaktadir. Bundan dolay artik “diinyay:
determinist bir saat diizenegi olarak” algilamamiz miimkiin degildir.

Ugiinciisii ise, dengesizligi temel alan bir model, bizleri artik statik
bir sistem kurgulamak yerine, kaginilmaz degisimi kabul ederek, ka-

“Now, the technology said what we decided was we want to
control the climate to being the same throughout the year, and
that is very unhealthy for us because our body needs to have

changes.”

It might be reasonable to presume that while aiming to attain sus-
tainability, due to our worldview we are limiting our own sustainable
conditions. This view enhances optimization, balance and efficiency
in designing and has resulted in unwanted consequences. Focusing
on parts, ignoring the couplings of parts, and not conceiving the
whole render these design processes reductive in problem definition
and analysis. Such an approach impedes the contextualization of

design problems.

REPERCUSSIONS OF THE WHOLE/LIVING SYSTEMS
WORLDVIEW ON SUSTAINABILITY

Whole/living systems paradigm is based on an eco-centric world-
view, which conceives nature and humans as one and only, com-
posed of interconnected and interdependent phenomena. This shift
alters our epistemological approach to the world and thereby its re-

ality in three ways.

First, the shift to the eco-centric worldview conceives an “autopoi-
etic system where members of Homo sapiens participate in the pro-
duction, transformation and evolution of the ecosystem in which
they find themselves.”"! This gives humans the responsibility of not
only their footprints on earth, but also the general well-being of the
whole of nature, which includes them and cautions to be aware of
the qualitative, the uncertain and the nonrational aspects of human

nature, cultural ambivalences.

Second, the shift from complicated to complex adaptive systems
redefines the part-whole relationship, since the elements of the
complex systems are interdependent and the whole is more than the
sum of the parts. Removal of one element might change drastically
the performance of the system, which is non-linear. By exhibiting
flexible functions that are contextually bounded, these systems are
adaptive. As a matter of fact, we cannot consider “the planet as a

deterministic clockwork system” anymore.

Third, the shift to a non-equilibrium model implies that instead a
pursuit of a static system, humans may accept “the inevitability of
change” and reconfigure their actions with “an emphasis on adapta-

tion and resilience.”!?

Epistemological shifts in understanding the world would unveil
profound and radical changes to the structure of society, thus a revi-
sion of the way leading to sustainability in the built environment.
The purpose of sustainability is foreseen to sustain and regenerate
life enhancing conditions through holistic approaches that conceive
“the evolution of the whole of the system of which we are part”*?

Hence, we, as designers, are expected to re-conceptualize our de-
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rarlarimizi “adaptasyona ve dayanikliliga 6nem vererek”"® almamizi

gerektirir.

Dunyayr algilayisimizdaki degisiklikler, sosyal yapida derin ve radi-
kal degisimlere yol agmakla beraber stirdiiriilebilirlige nasil ulagaca-
gimizin yeniden gézden gegirmemizi gerektirmekeedir. Bu goriige
paralel sirdiirtilebilirlik, “bizim de pargasi oldugumuz tiim sistemin
gelisimini”'* dikkate alan biitiinsel yaklagimlarla, hayati destekle-
yici ve iyilestirici kogullar1 siirdiiren ve yeniden tireten bir amaca
yonelir. Biz tasarimcilarin da tasarim sorularimizi —yani tasarimci
olarak bilme yollarimizi— yeniden tanimlamamizin yani sira, tasa-
rim siireglerimizi de “sosyal ve ekosistem faktorlerini igeren, yani
dogay1 da bir paydas olarak goren igbirlikli bir siire¢”® olarak ye-
niden gekillendirmemiz beklenmektedir. Bu amaca ulagmak icin,
giintimiizde bir¢ok aragtirma 6ncelikle daha 6nce de bahsettigimiz
senkronizasyon problemini ¢6zmemizi ve bunu yapabilmek i¢in de
tasarima baglangi¢ noktasini ‘yer’ olarak kabul etmemiz gerektigini
one stirmektedir.

Tasarimlar1 yerin 6zgiin sosyal, ekolojik ve ekonomik imkanlarina
bagli olarak diigiinmek ve ¢evreyi bina bloklar1 olarak degil de bir
sistem olarak algilamak aslinda tasarim siirecine biitiinsel yaklagma-
mizi saglar. Binalarin bulunduklari yerin sosyal, ekolojik ve ekono-
mik durumlarini pozitif yonde etkileyecek sekilde, kompleks adap-
te olabilen sistemlerde oldugu gibi, esnek ve “konumlu” tasarimlara
ulagmak hedeflenmektedir. Evrensel bir surdirtlebilirlik modeli
bulmanin veya siirdiiriilebilirligi sadece bina performansinin iyileg-
tirilmesi olarak algilanmasinin 6tesinde, yer odakli tasarim aslinda
tasarimcinin roliini de bir bag yonetici olmaktan ¢ikarip, agiga/or-
taya ¢ikarmay1 kolaylagtirana/yonetene ¢evirir.'® Mimar yeri ortaya
cikartir, yani “yerlesik bilgiyi” (situated knowledge). 7

Yeri temel alan tasarim anlayigini destekleyen birgok aragtirmac,
bu anlayis1 benimseyen 6rnek bir tasarim siireci veya bina gostere-
medikleri konusunda elegtirilere maruz kalmiglardir. Ancak yeni
alternatifler arayiginin 6tesinde, pesinde olunan bu gériigle uyumlu
tasarim yapan Glenn Murcutt’a tasarim siirecini anlatmast igin sozii
birakmanin dogru oldugunu disiinmekteyim.

“..Miigterilerimle ilk goriismem mutlaka yasadiklar: evde
olur, onlarla asla kendi ofisimde goriismem. Bu sekilde onla-
rin aile yasamlarini anlar, zevkleri ve begenileri ile ilgili fikir
sahibi olurum. Meselelerinin neler oldugunu, yasayacaklar:
mekinlarin iyi yonlerinin neler olabilecegini tartisiriz. En
onemlisi de niye benim bu projeyi yapmama istediklerini so-
rarim, bu is icin dogru kisi olup olmadigim: anlamak isterim.
Boylece onlara onemli gelen biitiin konular: diisiinmelerini ve
diisiinmemi saglarim. Daha sonva arsay: ziyaret ederiz ve arsa

benim igin cok kritiktir.

Arsaya gittigim zaman gesitli tespitler yaparim, mesela; Topog-
rafyaya bakarim, agaglar ve flova cok onemlidir, zemin hakkin-
da pek cok sey soyler. Ciinkii, hangi sartlarda hangi tiir agacin
yetisecegini bilebiliviz. Belli yitksekteki bir agag ancak belli de-
rinlikteki toprakta yetisir, eger genel agag dokusu kisa agaglar-
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sign questions, thus ‘designerly ways of knowing’ and reconfigure
our design processes that “integrate social and ecosystem factors in
a co-creative process.”* For keeping us on track with this purpose,
a considerable amount of research aims to resolve the synchroniza-
tion problem, and to do so they accept and promote ‘place’ as the

primary starting point for design.

Framing design solutions bound to unique social, ecological and
economic opportunities of places and conceptualizing the envi-
ronment as systems rather than building blocks foster a holistic ap-
proach to the design process. In line with complex adaptive systems,
this view intends to attain flexible, ‘situated’ designs by progressively
harmonizing dynamic systems that positively influence the social,
ecological and economic health of the places, where the buildings
are located. Rather than attempting to find a universal model and
confining sustainability to the performances of the building as a
separate entity, focus on place calls also for a shift in the role of the
designers or architects from being a master mind to a facilitator of a
process of revealing.” The architect reveals the place, thus the “situ-
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ated knowledge.

Proponents of place-based approach are actually criticized for not
exemplifying any design process or building, which redefine a de-
sign approach that internalizes this worldview. To show that such
critiques are unwarranted, the paper leaves the floor to Gleen Mur-
cutt, who has been silently designing in line with this aspired world-

view to describe his design process:

“I always meet [the clients] at their house, never at my place, so
that I have an idea of their background, idea of their tastes. We
discuss where they live now and what are their issues, what are
the problems, what are the good things about where they might
be living, why they want me to do it. They have to write to me
and tell me why they want me to do it. So then it makes them
have to think about all those issues that matter — to them, and

to me. Then we visit the site and the site is critical...

When I go to site, I look to the topography, I look to the trees
because the trees will, if there are trees or not in the city, it tells
me about the flova, it tells me about the ground conditions. 1
know that certain trees grow in certain soil conditions. I know
that certain heights of trees occur in very deep soil and, if it’s a
tree with potential height but it’s pretty well fully grown and
it’s not huge, then I know that it’s another soil condition or lack
of water... Then you start looking at the prevailing wind direc-
tions... where there might be water. If you've in a dry climate,
you start to look at water as a potential for cooling... Or you'll
look at whether youre in the tropics, the subtropics, the warm
temperate, the temperate, the cool temperate. You'll look at the
coastal situation. You'll look at the mountain situation of 1,000
to 2,000 metres. Then you'll look at the inland for the hot arid.
So all these produce different types of solutions and so I'm work-
ing with climate, I'm working with geology, I'm working with



dan olusmaktaysa bu bize zemin suyu seviyesinin az oldugunu
gosterir... Ardindan riizgarin hareketini anlamaya ¢alssirim,
sicak riizgar ile soguk riizgar nasil harcket etmektedir? Iklim
tropikal midir? Arsa deniz kiyisinda mi? Veya dagda 1000 m
ile 2000 m yiikseklikte mi? Veya i¢ bolgelerde mi? Bu sekilde ta-
sarimda iklimle, jeolojiyle, jeomorfolojiyle, hidrolojiyle, giinesle,
riizgarla, yagmurla, karla, soguk havayla calisryorum, tiim bu
Jfaktorler farkly coziimler gerektirir. Bu yiizden peyzaj benim
mimarimin daima ayrilmaz bir parcast olmugstur. Ve tabii ki,
Aborijin bir ailenin evi olacaksa, kiiltiirleriyle, kiiltiirel ozellik-
leri ile ilgili diisiinmeye baslaman gerekir ve bu gercekren cok
onemlidir, ¢iinkii bir Aborijin evi tasarlayabilirsin ve bu ev cok
yanlss olabiliv.. Daba sonra evin boyutlar: gelir. Havalandir-
may: nasil saglayabilirim? [...] Siirekli olarak iklim sartlarin
maksimize etmek igin bakarim...

[-..] 151k seviyeleri. Isik ile ugrasryorsan, ne kadar isik gerekti-
gine bakmalisin, ne kadarini istiyorsun ve ne kadarin: geri ce-
virmek istiyorsun... Daha sonva Avustralyadaki sinek sorunu

gelir.. Yani bircok sistemden olusan bir biitiin vardr.

[-..] bina programs, miisteri ii¢ odals bir yer mi istiyor, yatak
odalars ve calisma odasi, ya da dort veya sehirlerde bir stiidyo
daire. Bina kentsel, kirsal veya banliyo dokusunda olursa olsun,
onemli olan binanin aktif olmasini saglamaktir. Benim tasar-
ladigim binalar: sanki bir yelkenli gibi kullanabilirsin. Yani
binay: ¢alisacak sekilde degistirebilirsin. (vurgu eklenmistir)

[-..] ve tabii ki biitce, miisterilerin biitgesi... Degiskenlerin mik-

geomorphology, I'm working with hydrology, I'm working with
sun, wind, rain, snow if it’s snow, cold weather, wet weather...
So you're bringing all these threads together from everywhere.
Then, of course, if it's dealing with an Aboriginal family, you've
got to then start thinking about the culture, the cultural aspects,
and that's very significant because you can design an Aboriginal
house and be very wrong.... And so that is, for a start, signifi-
cant. Then come the dimensions of the house. How do I get the
ventilation working through here? ... [a]ll the time looking to

maximise the climatic conditions...

[...] light levels. When you're dealing with light, youve got to
look at how much light you need, how much you want and how
much you want to reject. So there’s a light level in it. Then there
comes the issue of insects... in Australia... So there are a whole

lot of systems.

[-..] the brief, whether the client wants to have three spaces, bed-
room sleeping spaces and a study, or four or none or one or a bed-
sitter in the urban environment. That’s whether it be the urban
Jfabric or the rural fabric or the suburban fabric. 1t’s all about
how you can get the building being active and you can operate
these buildings that I design like you sail a yacht. So you can
manipulate the building to make it work. (emphasis added)

[...] the budget of course and their budget will tell me whether
they've got a beer income and a champagne taste or whether, in
Jact, theyve got a beer income and a beer income ability and un-

derstanding how to deal with it. The variables are enormous.”

»
tarr muazzam. Even though the process emerges from the place, this worldview im-

Siireg yerin 6zelliklerini dikkate alarak baslasa da, bu diinya goriisii plies that the designer should be aware of the larger ecosystems, and

mimarin bir tane bina tasarliyor olsa da, ayni zamanda daha genis materials when devising objectives for individual buildings as well.
ckosistemlere ve elbette ki malzeme secimlerine de dikkat etmesi ge- ~ [his is clearly indicated by Murcutr as follows:

rektigini belirtir. Murcutt yaklagimini s6yle agiklamaktadir: “[IJn terms of sustainability, there is not much in the archi-

“Siirdiiriilebilirlik  konusunda, mimarlikta siivdiiriilebilir
olan seyler yoktur, siirdiiriilebilir olan seyler yonelim, ozellikle
daha soguk iklimdeyse bina kesinlikle kisin giineslenme mik-
tarini arttirmak veya sicak bir iklimdeyse yazin giines alma
miktarin azaltmak [...] Binay: nasil yaptiysan, ayni sekilde
de par¢alara ayabiliyor olman gerekir |[...] Bu siirdiiriilebi-
lirdir. Absap olarak tasarladigim gercekten sirdiiriilebilirdir,
tiim cwatalar sokiilebilir. Tiim absap malzemeyi ayirabilivim
ve ahsabi yeniden kullanabilivim [...] Absap sirdiiriilebilivdir
mesela. Tabi ki kestiginden daha fazla absap iiretebiliyorsa [...]
Gordiigiiniiz gibi ahsap geri doniisiimlii bir kaynaktir ve belki
siz giyim veya binalarin izolasyonunda kullanilan yiniin de
siivdiiriilebilir bir malzeme oldugunu diisiinebilirsiniz. Ancak
Avustralyada insanlar, tavsanlar ve koyunlarla beraber top-
ragi tahrip ettiler. Avustralyals hayvanlarin yumusak yastikly
ayaklar: oldugu icin toprakta yiriidiikleri zaman sikistirmaya
sebep olmazlar. Catal tirnakly hayvanlar ise sivri, ince topuk-
lu ayakkabilarin zeminde yarattigs etkiyle ayn: etkiye sahiptir.

tecture that’s sustainable but things that are sustainable are
about orientation, maximising, absolutely maximising your
winter penetration if you're in a cooler climate, to minimise the
summer penetration if youwre in a hotter climate... You put to-
gether a building the way you can pull it apart easily... That is
sustainable. That house that I've designed in timber is largely
sustainable. All the bolts can undo. I can pull all the timber
apart and I can reuse the timber.... Wood is sustainable, for ex-
ample. So long as youre producing more timber than you cut...
So you can see that timber is a very renewable resource but you
might think that wool might be a renewable resource as well
Jor, for example, clothing, for insulation in buildings, things
like that but, in Australia, together with the rabbit, the sheep
and humans have destroyed the land. So that's hardly sustain-
able. Australian animals had soft padded feet. All Australian
animals had soft padded feet so, as they moved over the ground,
there was no compaction. With a cloven foot it's like a stiletto

heel. The cloven footed animal is equivalent to a stiletto heel on
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Zaten ok az miktarda topragimiz var ve sikistirma gercekten
ok korkung. Koyunlarin agac altindaki golgeye cekildikleri
zaman her yeri pislikleriyle kirletiyorlar ve damlattiklar: yag,
agacin almasi gerekenden cok daha fazla besin maddesi iceriyor
ve agaglar: oldiriiyor. Tavsanlar yeraltina giriyorlar ve su da
onlarin agtigs deliklerden iceri giriyor ve toprags tabrip ediyor.
Erozyon meydana geliyor. Bu nedenle koyunlar, insanlar ve
tavsanlar bizim cevremiz igin tam bir felaket. Bu nedenle yiin
bizim cevremiz igin sirdiirebilir dogal bir malzeme olamaz.
Stirdiiriilebilirlik hakkinda konusuyorsan iste bunun gibi sey-
leri diisiinmen gerekir. Gergekten ciddi sinirlamalars olan bir
durum ve terciben malzeme gii¢ gerektirmeyecek sekilde yere ait
olmals. Kaynaklarin bityiidigii veya iivetildigi alanin arsami-
za olabildigince yakin olmasini gerektirir. [... [Yaptigin binalar

yiiz sene ayakta duracak sekilde yapildigrysa, iste o zaman siir-
diiriilebilir olabilirler”

Belki daha da ileri gidip, neden Avustralya diginda bir tilkede tasa-

rim yapmadigini da sormaliyiz. Bu soruya Murcutt’in cevabi su se-

kildedir:

“[...] Avustralya disinda ¢alismamamin nedeni, kendi kiiltii-
riimii cok iyi tansmamdan kaynaklidi. Ben iilkemin arazisi-
ni dogusundan batisina, kuzeyinden giineyine, kryilarindan
daglarina, daglarindan collerine kadar cok iyi biliyorum. 71
senedir burada yasiyorum ve kendi yerim hakkinda nasil soru-
lar sormam gerektigini cok iyi biliyorum. Bagka bir yeri dogru
anlamak igin ovada yasamam gerekirdi. Aksi takdirde, o yer

hakkinda diisiindiiklerim bityitk olasilikla bir karikatiirden
bagka bir sey olamazds.”

SONUC YERINE

Tarih boyunca ‘siirdiiriilebilir tasarim’ ¢ogu zaman farkinda olmasak
da aslinda siirecimizin bir parcasiyd, ancak giiniimiizde stirdiiriile-
bilir bina tasarimi yapabilmek i¢in kesin yontemlerin arayis i¢inde-
yiz. Bu durumda yukarida anlattigim ve ¢oktan gecerliligini yitirmis
bir diinya gortisii ile hentiz mimarlik alaninda bir temel olugturabi-
lecek sekilde igsellestiremedigimiz bir diinya goriisti ile bagbagayiz.
Ancak Glenn Murcutt aslinda yeni diinya gortsii olarak tariflenen
bu yolda elli yildan fazla zamandir devam etmekte ve bizlere yere
ozgiin yorum yapmanin,' tasarim yapmanin ¢ok da miimkiin ola-
bildigini gostermektedir. Stirdiiriilebilir mimarlik ya da Murcutt’in
deyimiyle “duyarli mimarlik” i¢in, “bulundugu ¢evreye zorla bir
yiikleme yapan bir mimari tasarim yerine, o ¢evreye yanit veren bir

. . »] 20
mimari tasarim

? yapmaliyiz. “Ekolojiye uygun bir yagam gekline”
yeniden kavusabilmemiz i¢in belki de stirdiirtilebilirligi bu diinyada
nasil elde edebilecegimizi gosterebilecek epistemolojik yaklagimla-
rimizi ve tasarim sorularini nasil sordugumuzu degistirmeliyiz. Ve
belki de en 6nemlisi Murcutt’in dedigi gibi “yerin, kiiltiirtin ve tek-
nolojisinin mimarisine ulasmanin yolunun yavag bir kesif stireci™!

oldugunu kabul etmeliyiz.
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the ground [...] Weve only got a very little amount of soil and
the compaction is terrible and then they go for shade under the
tree, the sheep, and then they piss and shit all around there and
all their oil drops off and so it becomes nutrients too high for the
trees and it kills the trees. The rabbits go into the ground and
the water gets into it and it destroys the ground. Erosion takes
place. So sheep, humans and rabbits are really disasters in our
environment. So wool can’t be considered a natural material
that'’s sustainable in our environment. So there are all these
sorts of things that you've got to think about if you're really talk-
ing about sustainability. It has a very serious limitation and
the material has to be placed in a way that requires minimum
human effort, preferably not machine effort. It requires the re-
source to come ﬁom as near to the site as to where it is grown or
produced [...] Theyre the sorts of things that, you could argue,
are sustainable if theyre put in a way that will last hundyreds

of years.”
Maybe we should go further and ask why he does not design outside

Australia. To this Murcutt responds as follows:

“The reason I don’t work outside of Australia is that
I know my culture well. I know my land from east to
west, north to south, coastal to mountains, mountains
to the desert. I've lived there for 71 years, and in know-
ing it so well and the questions I ask of my own place, for
me to understand another place, I'd have to live in that
place to understand it properly. Otherwise, I'm giving,
potentially, a caricature of what I think that place is

about.”

IN LIEU OF A CONCLUSION

Even though in the past designing sustainably was part of the de-
sign agenda, implicitly most of the time, nowadays there is a call for
precise methods of sustainability. Then we are left with an outdated
worldview overviewed above and with a ‘new’ worldview that has
not yet been internalized as a fundamental knowledge base in our
field. It thus has not yet reached its main aspirations in designing.
However, Murcutt has been walking on this road, most of the time
alone, over 50 years and he has proved that situationally specific
interpretation of the setting'” is actually possible. A prerequisite
to attain sustainable architecture, or sensible architecture, as Mur-
cutt calls, is to design “an architecture of response, rather than an
architecture that is of imposition.”"® For regaining an “ecologically
adapted form of life,””* we need to alter the way we pose questions.
In this manner an epistemology that is suitable to know where and
how sustainability in this world can be attained. In other words,
“the road to an architecture of place, culture and technology is a

slow process of discovery.”*
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FRANCISCO
IMANGADO

“Mimarlikta guizelligi aramaya inaniyorum,
fakatisadece duyularimizla hissedilen
bir olguyu kastetmiyorum.”

“I believe in the séarch far beauty in
architecture, but ['don’t regard this beauty
only In sensory tekms.”

Born in 1957, Mangado studied architecture at the
University Of Navarre, School of Architecture, and
has since made this institution the centre of his
teaching career. He has also been a guest professor
at Harvard, Yale and [IEcole Polytechnique
Fédérale de Lausanne. In 2008, he set up the
Fundacion Arquitectura y Sociedad to help
increase architecture’s interaction with other fields
of knowledge and action. Throughout his career, he
received many awards including RIBA International
Fellowship. He combines this academic and
foundation work with his architectural practice,
which he runs from his studio in Pamplona.



Merhaba, s6zlerime burada sizlerle ve TOBB ETU Mimarlik bolimii
ogrencileriyle birlikte olmaktan ne kadar memnun oldugumu ifade
ederek baglamak istiyorum. Ve tabii Orise arkadagim Andrija Rusan’a
da ayrica tesekkiirlerimi sunarim. Tabii ki, TOBB ETUniin degerli
ogretim tiyeleri, benden 6nce ¢ok giizel konugmalar yapan meslekras-
larima da tegekkiir ederim. Konugmamu iki boliime ayiracagim.

Once size bir bildiri okuyacagim. Isvigre'deki Lausanne mimarlik oku-
lu tarafindan ders vermek tizere davet edildigimde bolim bagkani 6g-
rencilere ne gibi tavsiyelerde bulunabilecegimi sordu. Bunun tizerine
onemli olduguna inandigim, mimarlik mesleginin nasil gériindiigiine
dair fikirlerimi kapsayan ve 6grencilerin neler yapmasi gerektigine
vurgu yapan soyle bir mektup yazdim:

“Yagadigimiz diinyayr umut ve 6zlemlerin olmadig bir ortam olarak
karakterize edebiliriz. Bu oyle bir diinya ki pazar kurallari temel refe-
ranslarimiz m1 olmus? Stirekli iletisim halindeyiz ve yaratmak istedigi-
miz gelecegi hayal etmeyi stirdiirmek zorundayiz. Her sey gegici ve her
sey yuizeysel midir? Mimarlikea, 6zellikle taahhiitler meveut mudur?
Mimarlik yagadigimiz toplumun bir yansimasi midir? ve yagadigimiz
zamanin bir sonucu mudur? Gérselligin var olmaktan daha 6nemli
oldugu bir mimarlik yaratmiyor muyuz?

Bence mimarlik zamanimizin taleplerinin sekillendirdigi gorsel im-
gelerin gok 6tesinde olmasi gereken bir olgudur. Gegmis yillarda, ide-
olojilerin son bulmasiyla, pazar ekonomisi sartlarinin baskisiyla, biz
mimarlarin kafasi mimariyi siislemeyle karigtirir hale getirildi. Tekrar-
lanan bu siisleme imgesiyle baglamindan uzak, ¢ok sasirtict ve ¢arpici
olmaya caligan bir mimarlik anlayig1 gelistirildi.

Sevgili 6grenciler daima aklinizda tutunuz ki; mimarlik topluma hiz-
met eder, bir baglamda ve zamanda dogar. Bu yiizden, mimari tasarim
stislemenin 6tesindedir, daha zengin ve karmagikur ve ideolojik boyu-
tu oldugu unutulmamalidir. Sadece bu baglam esasli mimariye olan
ihtiyaca duyulan tutkuyla bir seyler yapabileceksiniz. Gegmis yillarda
abartilmus olan yiizeysel kaligrafiden uzak durmaliyiz. Kaligrafi sade-
ce gorseldir.

Farklt mimari birimler arasinda iligki kurabilme kapasitesi oldugu
i¢in, kamusal alana ilgi gostermek ve oncelik vermek gerekir. Kamusal
alanla kurdugumuz bu iligki mimariye dogru boyutunu, uygunlugunu
kazandirir ve bu yiizden de ger¢ek degerini veren etmendir.

Bence mimarligin disiplinler arasi olma fikri tekrar tanimlanmalidir.

Ceviren/Translated by: Figen GUL

Thank you very much. So, good afternoon, I will start just telling that it
is a pleasure to be here with you, with the students of the TOBB School
of Architecture. Thanks, yes, to Oris, my friend, Andrija. Of course, to
the professors of the architectural department of the TOBB School of
Architecture, and also my colleagues, that have given such nice lectures,
so I'm going to divide my lecture into two different parts.

The first one, 'm going to read a statement. So, when I was invited for
teaching at the School of Architecture of Lausanne in Switzerland, the
director asked me about some recommendations for my students, I de-
cided to write a letter, expressing my ideas which is the most important
province of the architecture of nowadays, thinking that detecting, ma-
king a reflection about these problems will be extraordinarily helpful for
the students, to know what they have to do.

The world we live in character wise mainly by lack of hope and aspiration.
Is ours a world where market laws are the ultimate reference? We com-
municate continuously but do not stop to think about the times we want
to create. s everything temporary and superficial? Do commitments,
specifically in architecture, exist? Is architecture a reflection and a conse-
quence of these times? Are we not creating architecture where seeing is
much more important than being?

I believe in architecture that goes beyond the mere concern for market
derived images. In the past years, perhaps as a consequence of a soci-
ety that presents the end of ideologies and the dream of a market as a
grid work, we architects have come to confuse architecture with the arc-
hitectural ornament. A repeated tool ornament may be developed in a
laboratory and the strip of references, more worried about his outward
appearance and capacity to amaze, than about its contents.

Remember, students, that architecture serves society, and is born in a
context and a time. Because of this, architecture transcends the orna-
ment, it is richer, much more complex and must never forget its ideo-
logical component. Only with this conviction of the need for content
based architecture, you will be able to go about your work. We have to
overcome the superficial calligraphy that has abounded in the architectu-
ral orient of the past years. Calligraphy is just appearance.

Because of its capacity to establish connection between different archi-
tecture, you should be interested in public space, and give it priority. The
connection that our establishment, public space is taking into account,
and giving importance, takes precedence over the project. This connecti-
on is what gives architecture his dimension, suitability and therefore his
true value.

Architecture, in my opinion should redefine the idea of interdisciplinary.
The connection of architecture to other disciplines and realities is a fact,
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Proje 1 La Balastera Stadyumu (Palencia)

Mimarligin diger disiplinlerle olan baglantis1 yadsinamayacak bir ger-
cektir. Bu durum aslinda tarih boyunca da béyle olmugtur. Hizmet
esasli sosyal bir disiplin olarak, mimarlik entelektiiel bir merak ge-
rektirir. Merak, soru sormanin zorunlu bilegenidir, yapma eyleminin
olmazsa olmazidir. Belki bu evrimsel siirecin sonucu olarak disiplinler
arast olma durumu da giintimiizde yok olma noktasindadir.

Mimarligin gelisimine her agidan katk: sagladigina inandigim disip-
linler aras1 olma durumuyla her zaman ilgilenmisimdir. Mimar her
zaman program, yer, peyzaj, mekan kararlarinda, siire¢ icerisinde
projenin uygulamasinda en son karari verecek pozisyonda olmalidur.
Mimari projelere bir¢ok farkli yaklagma yolu oldugunu kabul ederek,
temel goriiglerimizden feragat etmeksizin, disiplinler arasi bir tutum
izleyebiliriz, bu isbirligi her agidan olumlu sonuglar doguracakur.

Ayrica meslegimizin kendine 6zgii bir disiplin olma inancindan
kaynaklanan daha 6zel bir anlayist da savunurum. Entelekeiiel bir ig
olarak gordiigiim mimarlikta, ginimiizde spekiilasyon kelimesi agir1
kullanilmaktadir. Oysa ben 6grenciyle aragtirma hakkinda konugmay:
tercih ederim. Aragtirma spekiilasyondan ¢ok daha derinligi olan bir
konudur. Aragtirma aksine bilgi gerektirir. Cok siklikla, spekiilasyon

kavrami mimarideki gorsel imge ve stisleme olgularindan beslenir.

Ogrenci kesinlikle anlamalidir ki, hata yapma hakkiniz her zaman var-
dur, ileri gitmeyi istemeli ve risk almalisiniz. Alinan riskler her zaman
aydinlatic olur, bilginin yerlesmesine katki saglar, mimariyi sadece
gorsellige, sadece imge ve goriintige indirgememek gerekir. Ayrica
kimlik ihtiyac ile de pek ilgilenmiyorum. Kimlik aramak bence bir
imge aramakla eg anlamlidir. Problem sadece ihtiyaglarinin pazar tara-
findan belirlenmesindedir. Ben bazi endiseleri olan ve bir mimari dile
gonderme yapan mimari hakkinda konugmay tercih ederim.

Her zaman mimari yaptigimi digiiniirim, yaptigim zaman ve mima-
riden hognut oldugum zaman. Zaman mimarlikta diisiinceyi gelis-
tirme, bina yapma ve bundan memnun olma i¢in kullanabilecegimiz
en 6nemli malzemedir. Zaman i¢inde gelismeyen, degismeyen higbir
bina bilmiyorum. Pek ¢ok binanin, agik¢ast en basarili olanlar1 i¢in
bile, 6zellikle de ilk agildiklarinda zamanin gegipte, ileride degismeleri
gerekecegi pek de idrak edilememistir. Ve sadece inga anlaminda da
soylemiyorum, fakat ayn1 zamanda kullanim ve yapinin ideolojisinin
degisimi agilarindan da bu boyle.
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and has been throughout the history in the same way. As a social dis-
cipline, and a service orientated one, architecture requires intellectual
curiosity. Curiosity, the compulsion to ask questions, is a prerequisite to
making, for making architecture, yet in our times, perhaps as a consequ-
ence of this evolution of principles, interdisciplinary has been taken as a
solution of near disappearance of the architectural discipline.

I am of course always interested in the interdisciplinary connection, that
contributes to improving architecture response throughout every consi-
deration, and a reassertion of our discipline. It should continue to be
architecture and architect that might make the final decision regarding
the programme, relationship to place, to landscape, space, or the process
by which the project is materialised. It is throughout this attitude, wit-
hout renouncing our foundation, though accepting that there are many
different ways of facing architecture projects that we can make through
an interdisciplinary that is positive and not dissolutive.

I then defend a generalistic conception of our work, that stems from a be-
lief in the existence of a spccific disciplinc. In the intellectual exercise of
architecture, the term speculation has been overused. I prefer to talk to a
student about research. Research and something much deeper than spe-
culation. Very often, from the concept of speculation, all that has sprung
in an [....] architecture of calligraphy and image.

A student must essentially understand that they have a right to make mis-
takes, that they should want to go farther, and take risks, but that these
risks must be enlightened, the fruit of serious knowledge, and not of re-
ducing architecture to pure appearance, just only appearance or image.
Then, 'm not too interested in the need for identity. In my view, the
the problem
at hand, just only for being identified by the market. I prefer to speak of a
conceptual unit as something that by presenting the concerns, and basis
of a particular architectural world...

search for an identity is similar to looking for an image, ...,

I like to think that I have all the time to make architecture, but I don’t
know. Time for doing it, architecture and time for enjoying it. Time is
the most important material in architecture, the most important mate-
rial for thinking, building, and also enjoying it. I so far don’t know of
any good buildings that doesn’t improve with time, and yet, I know of
many buildings, apparently very successful ones, especially when they are
opened, that do not understand the passage of time. And, I mean this not
only in the construction sense, but also in an ideological and therefore
architectural one as well.

Ibelieve in the search for beauty in architecture, but I don’t regard this beauty
only in sensory terms. Isee it as being linked to content, and even further.



Mimarlikta giizelligin aranmasina inaniyorum fakat bu giizellik ke-
limesinin sadece hissedilebilirlik anlaminda kullanilmasini redde-
diyorum. Ben giizellik kavramini ¢evresel baglamla ve daha 6tesiyle
iligkilendiriyorum.

Mimarligin ahlaki boyutuna gelince... Mimarlikta ilerleme siireci sim-
di oldugumuz gibi duygusal ve sezgisel kesinliklerin goriiniimii olma
yerine, baglam ve yaptigimizin degerinin ne oldugu meselesini igerir.
Ahlaki boyut ile ilgili diigtincelerimi ¢evreyle olan iligkiler baglaminda
aciklamak isterim. Her projenin anlami ve sonu dogru ¢er¢evede kur-
gulanmalidir diye diigtintiriim. Bu kavram benim giizellik fikrine ulag-
mami saglar. Toplumun mimari anlami harcamasina miisaade edilme-
melidir, bunun i¢in sorumluluk gerekir. Fakat sorumluluk daha fazla
mimari entelektiiellik gerektirir, duyarli mimarlik gerektirir, bu ytiz-
den fikirlerin kargisinda, olaganiistii teknolojik yontemleri savunan,
ve daha sofistike yeni teknolojiyi kullanmay: savunan, bir tiir ¢evreci
bir stil gelistirilmesini gerekli kilar. Ben buna daha fazla mimarlik,

daha fazla duyarlilik, daha fazla bilgi ve akil diyorum.

Doga taklit edilemez ve bununla ilgili her ne olursa olsun, komplek-
se kapilmaya gerek yok. Mimarligin dogay: taklit etmesi gerektigi ve
doga icinde yok olmasi gerektigiyle ilgili vaaz verenlerden pek hoglan-
miyorum. Bence bu dogaya saygt kavraminin yanlis yorumlanmasidir.
Mimariyle en iyi sekilde bagli olan gehirler ve binalar, zeka tirtind, bir
cesit dogal aktivite olan beseri davraniglar igerir. Dogayla saygili bir
iligkisi olan mimarlig1 savunuyorum, fakat daha soyut, yapay uygula-
ma ve bir zeki yapim isi olarak yapilan mimarligi. Bu yaklagim, dogaya

daha az saygili olmak demek degildir.

Hizmet kelimesini savunarak toparlamama miisaade edin. Mimarlik
eylemi, mimarlik meslegi temelde bir hizmet isidir, ancak kolece ya-
pilan bir is degildir. Diger bir degisle, mimarligin hizmet ettigi top-
lumun salt yansimasi olduguna inanmiyorum. Simdiye kadar toplum
bizden ne istedi? Uriin ve gosteris? Evet, spekiilasyon, evet bu pazar
ekonomisi, sadece gosteris tizerine! Benim hizmet anlayisim gore, top-
luma istediginden daha fazlasini vermek gerekir. Bunun gergeklesmesi
i¢in, mimarligin sadece ¢ok ya da az siislii yapilar yapma isi oldugunu
aklimizdan ¢ikarmaliyiz, bagta da sdyledigim gibi, fikir tirtitme istegi,
baglam yaratma istedigine geri donmeliyiz”.

Benim tasarim yaklagimimin temel noktalarini sizlerle paylasmama
izin verin, tamamen mimarlik mesleginin temel prensipleriyle ortii-
str. Bu prensipler, daima aklimin bir kogesinde yer alirlar, sizlere de
kullanmanizi tavsiye ederim. Birincisi yer kavramiyla, baglamla ve her
ikisinin birbirleriyle olan iligkisiyle ilgilidir.

Bir yer sadece fiziksel bir olusumu ifade etmez, ayn1 zamanda kiiltiirle
iligkilidir, ayn1 zamanda ideolojiyle de ilgilidir. Bir yer olabildigi kadar
hayal edilir, doniigebildigi kadar arzu edilir.

Benim i¢in ¢ok onemli olan ikinci mesele ise mekan kavramidir ve
ozellikle ozel alan ile kamusal alanin iligkisi tizerinde 6zenle durmak
gerekir. Mekanlarin dizisi, 6zel ve kamusal alanin iligkisinin kurulma-
s1, fiziki ve sanal iligkisi, mimarlik tarihinin en giizel 6rneklerini orta-
ya koymustur. Bugiin, 6grenciler sadece iki boyutlu gorsel malzeme-
ye odaklanmuglar, sadece cepheyi goriiyorlar. Bilgisayar ekranindaki
resmi gortiyorlar. Kesit ile ¢aligmiyorlar, plan ile ¢aligmiyorlar, ¢izim
yapmuyorlar. Sadece ekrandaki goriintiiye odaklanmig durumdalar. I¢
mekanlar ve bunlarin iligkilerinden haberdar degiller.

To an ethical dimension of architecture. The process of advancingin arc-
hitecture consists precisely ofreplacing the sensory and intuitive certain-
ties of view that we have just now, with questions regarding the content
and value of what we need to do. As for an ethical dimension, allow me to
reflect an architecture responsibility toward the environment. T have al-
ways thought that in a project means and ends must rule out in the right
way. This is a concept that at leads to my idea of beauty. I believe that
in a society that cannot allow itself to waste the means, what’s needed is
responsibility. But, responsibility means more architectural intelligence,
and sensitive architecture, so in the face of ideas, that advocate extraordi-
nary technical means, even more sophisticated new technologies, or even
more technologies that aspire to develop a kind of environmentalist style,
all 'm calling for is more architecture, more intelligence, more knowled-
ge, more sensitive.

Nature cannot be imitated, and we should not in any case have a complex
about it. ’'m not keen on those who preach an architecture that secks
to mimic, and altogether disappear in natural. I think that is the wrong
interpretation of respect. The cities and buildings that have been best
connected with architecture are the fruit of a more abstract and intelli-
gent kind of thinking, one that in terms of human activity is precisely the
more natural kind, to reach our target. I am for architecture that has a
respectful relationship with nature, but from the angle of an abstract and
artificial practice, an intelligent practice of architecture. This does not
make it any less respectful towards nature.

Let me close by defending the terms of service. Architecture, the practice
of architecture is mainly service, but service is not servile. In other words,
I don’t believe in architecture being a mere reflection of the society it
serves. What has society asked of us so far? Production, or a spectacle?
Yes, speculation, yes, this idea of market, just spectacle? My idea of servi-
ce has to do with a certain idea of transgression to give more than what
society demands. For this to happen, we have to leave behind the idea of
architecture being just a matter of making more or less beautiful orna-
ment, and as I was saying at the start, bringing back the desire to produce
content. To produce ideas.”

Allow me to share readily with you the main points of my work, all is
strictly pertaining to the real of the architectural discipline. The points
I'm interested in, when I work and that I suggest you use for using. The
first has to do with the place, with the context, and the relationship with

this.

A place that is not just only physical, it’s cultural, ideologically active as
well. A place that is imagined as much as it really exists, that is desired as
much as it is transforming.

The second question that for me is absolutely important, is the idea of the
space, and particularly, the relationship between the private and public
space. The sequences of spaces and the relationship established between
public and private, between physical and visual, have brought some of the
most beautiful, fruitful moments of the history of architecture. Today,
students see only images, bi-dimensional images for the facades. They
don’t work with section, they don’t work with the plans, they don’t draw.
They see just images on the screen. They have not an idea about the re-
lationship, interior spaces. They don’t speak about what is happening in
the inside, so this interior space and the relationship with the public and
the stereo spaces is absolutely important.

Finaﬂy, the materialisation, materials and tcchniqucs. The capacity to
express an idea, and to be constructed. Surely, this work of materialisati-
on, absent of the most attractive reflection of the moment and reflection
that are written into this, absolutely into this for me.

I chink that these three questions are absolutely basic for working in arc-
hitecture. It’s absolutely wrong that you are going to face just a paper that
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I¢ mekanda neler oluyor, mekanlarin kamusal alanla iliskisi ve ikili
mekanlarla ilgili konusmuyorlar.

Son olarak uygulama, gergeklestirebilme, malzeme ve teknoloji konu-
larini 6nemsedigimi belirtmek isterim. Bir fikri ifade etme kapasitesi,
uygulanabilir olmasi yani ifade edilenin gergeklestirilebilmesi benim
mimari anlayisimda ¢ok 6nemli unsurlardir.

Bence bu ti¢ mesele mimarlik i¢in temel sorunlardir. Bog bir kagitla
karst kargiya kalip tasarlayacaginizi digiintiyorsaniz yaniliyorsunuz,
bu kesinlikle yanlistir. Bu yiizden baglam ve program analizlerine dik-
kat etmek gerekir, ayrica tarihle olan iligkilerde ¢ok 6nemli olacakur.
Sevgili 6grenciler tiim bu kaynaklar ¢ok giizel mimarlik yapmak i¢in
climizde olan kaynaklardir. Bu yiizden aptalca seyler kesfetmek i¢in
aptalca seyler yapmaya hig gerek yok. Yapmaniz gereken, ihtiyaciniz
olan zekice ve duyarlilikla aragtirmak, mimariyi takdir etmekeir.
Simdi size ilk gosterecegim, biraz farkli bir proje. Tiim bu projeler, ya-
rigma kazanmiglardir, bazi projeler son beg sene iginde gelistirilmistir.
Projelerin ana fikrini, farkli yaklagimlarini agiklamaya ¢alisacagim.

Birincisi Ispanya'nin ortasinda Madrid’in kuzeyine dogru konum-
lanan bir futbol stadyumu projesidir. Bu proje merkezi Ispanya’nin
tarihi kentlerinden olan Palenciada yer aliyor. Bu proje i¢in mimari
yarisma agild1. (Proje 1. La Balastera Stadyumu, Palencia. Tarihi do-
kuyu, elimizdeki hazineyi burada okuyabilirsiniz). Bu futbol stad-
yumunun avantaji, pek ¢ogunun sehirlerin etrafinda konumlanmig
olmalarinin aksine, sehir merkezine yakin bir alanda bulunuyor
olmasidir. La Balastera stadyumu icin ayrilan arsa, sehir merkezine
¢ok yakin bir yerde. Bu yiizden bu yapinin biiyiik bir alt yap1 uygu-
lamasi olmasindan ka¢indim. Genellikle stadyum yapilari insanlarin
arabalariyla ulastig1, cok biiyiik 6l¢tide trafik yaratan ve bir o kadar-
da altyap: yatirimi gerektiren yapilardir. Bu projede bundan miim-
kiin oldugunca kagmaya ¢alistim. Bu yapiya sehir merkezinde olmasi
sebebiyle bir altyap1 yatirimi degil de, biiytik 6lgekte bir binaymug
gibi yaklagtim.

Ikinci fikirde projenin programuyla ilgiliydi. Hatirlayin, yarisma igin
davet edilmigtik. Ve belediye bagskani bu yapinin gerceklesmesi igin
verdigi miicadeleyi anlatmistim. Burasi i¢in digiiniilen diger bir fonk-
siyonda belediye hizmetleri i¢in bir ofis binast yapmakti, ancak bagkan
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is completely empty. So, the context, so the programme, so all the pro-
jects that we have analysed, the history as linked is absolutely important.
They provide us, the students, with an enormous amount of resources for
doing architecture, so you don’t have to invent stupid things for making
solutions that are stupid. What you need precisely is to analyse what you
have called intelligence, with sensitive and appreciating architecture.

So, what I’'m going to show just now is for a project that the first one, very
different. All the projects have been won by competition, some projects
that have been developed during the last five years, and I will try to exp-
lain just briefly. I will try to explain the main issues that are behind the
project, and the reasons that explain the different approaches.

The first one is going to be a soccer stadium in a place that is the middle
of Spain, towards the north of Madrid. So, this is the historical city. It’s
an historical city of the centre of Spain, so we have to, it was a competi-
tion for building a soccer stadium, football stadium. You can read the
historical treasure of the city, and one of the advantages or interests was
that in contrary to the majority of the soccer stadiums that are usually in
the outskirts, this soccer stadium was very close to the centre, so my idea
was precisely trying to avoid this idea that the soccer stadium is a big
infrastructure. Usually it’s in the outskirts, where people are using their
cars, with enormous flows of cars.

I wanted to create this idea that an infrastructure or that it’s not an inf-
rastructure, it’s something much more closer to the idea of building, so
the fact of being very close to the city helped to develop this. The second
idea was coming precisely for the idea of the programme, and remember
that we were invited for the competition, the Mayor was complaining,
because he has been reduced by it, and the alternative was making the
construction of the soccer stadium, or just making an office building.
They need this office building for housing all their services of the muni-
cipality, but finally, he was fighting it politically and he considered that it
was much more fruitful doing this soccer stadium.

So, my idea was precisely to think that it would be possible to reconcile
this ideological terms, the idea of the programme. So, why is it not pos-
sible to create a building that is at the same time a soccer stadium, and
it is at the same time an office building? So, the proposal was precisely
to reconsider this idea of the programme, so it was very easy, and just to
put in the basement and the ground floor in our, along the perimeter, the
8,000 square metres, that were necessary for doing this office building.

We propose the measure that we could have basically for the same pri-
ce, here just the office building that also providcs us with the kind of
functionality that was helping, was supporting this idea that we have, in
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politik olarak futbol stadyumu yapilmasinin daha renkli bir sonug ya-
ratacaginin savagini vermistir.

Bu yiizden burada benim onerim, verilen programi degistirmenin
olanaklarini aramak tizerine geligmistir. Hem bir futbol stadyumu,
hem de ayni zamanda ofis binast olan bir yap1 neden olmasin, diye
yaklagtim. Oneri bu temel fikirden yola gikilarak gelistirildi. Projeyi
cok basit olarak ¢ozdiik, bodrum ve zemin katta yapinin cevresinde
ofisler yer alacak sekilde bir diizenleme yapuk. Yapinin 8000 m?*lik
ingaat alan1 vardir. Boylece yapi sehre her iki hizmeti de verecek sekil-
de diizenlendi.

Onerimizi destekleyen diger bir 6l¢iide maliyet hesabi, stadyumun ya-
pim maliyeti icerisinde ofis mekanlar1 da boylece ¢6ziilmis oldu. Bu
sekilde insanlarin her giin is igin gittigi veya haftada bir maga gittigi
bir yap1 oldu. Ayrica biiyiik bir altyap: uygulamas: goriintiisiinden de
kurtulmus olduk.Arsanin yanindan ge¢mekte olan suyu bir kanal ige-
risine aldik. Ilging olan, bu yapinin ingaatinin bitimini takiben etrafi-
nin al¢ak katli binalarla dolmug olmasidir. Bu ¢ok ilging ciinkii, yap:
cevresel baglami igerisinde ¢ok iyi oturuyor. Stadyuma ulagmak igin
binanin dig yiiziinde tasarladigimiz rampalar sirkiilasyon elemani
olarak kullandik. Bu yaklagim binanin her iki fonksiyonunu birbirin-
den ayirmamiza da yardimei oldu. Bu projede jiirinin degerlendirmesi
nasil oldu, yarigmay1 nasil kazandik onu tam olarak bilemiyorum. Pro-
jede yeni, kesif mahiyetinde hicbir sey yok, sadece verilen problemi
cok iyi analiz ettik ve programu gelistirdik, bu sekilde 6nerinin gev-
resel baglami ve peyzajiyla iligkilerini iyi oturtmug olduk. Yarigmay:
kazanma sebebimizin bu oldugunu diisiiniiyorum.

La Balastera Stadyumu 15.000 kisilik olduk¢a net bir i¢ mekan kur-
gusu olan bir yapidir. Tagiyict stritkeiiri saklama gayretine girmedik.
Cephe tasarimina 6nem verdik. Yer yer bogluklar1 olan bir aliimin-
yum cephe kaplamasi kullandik. Cephe ayrica tagiyici sistemin bir
parcast olarak disiintildi, bu sekilde ¢ercevelerin rijitligini de sagla-

mig olduk.

Ayrica, aydinlatma kuleleri ¢ok 6nemli bir temel eleman olarak kulla-
nilmigtir. Bildiginiz gibi bu kuleler hep birbirine benzer. Bu 6nemli bir
problemdi. Stadyum binasini farkli kilacak bir eleman olmas: gerekti-

T
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order to avoid the imagcs of a big infrastructure, looking for this imagc
of a building, so this helped us extraordinarily in the sense that people
is going every day, just to solve the problems, to this office building. At
the same time, there’s one time every two weekend, for playing or just for
sccing the soccer, football. So, also we have to canalise this water. What
is the thing that’s very interesting is just after making the building, now
it’s completely surrounded with flat buildings, which is very interesting,
because this provided us with this certain images and context to the buil-
ding itself. After that, we walk, so the ramps, through these ramps, trying
to establish an independence between the access to the soccer stadium,
and to the building. Another question, this is the soccer stadium, and
this is the perimeter, yes, that offices that of course we won the compe-
tition. It was, I don’t know which was the reflection of the jury, but I
imagine that this reflection about the programme was very important, so
we have not invented anything. We had to analyse the problem carefully,
the problem relationship with the context, with the landscape, with the
programme, so I think that it is much more important.

So, this is the stadium for 15,000 people, very simple. Also the structure
obviously exists. It was very important, also the way of treating the facade.
The facade is made just with aluminium pieces that are just with holes,
which...and also we used an incline in order to raise the structural resistan-
ce, which avoids us to have just an extra frame structure that could be ex-
pensive, so we worked with this idea that also provided the building with
the kind of dcpth that cxprcsscd prcciscly that this tectonic approach.

So, one core element that was very important was the light towers. The
light towers, you know are always the same. It’s an important problem,
it’s picking out the soccer stadium, because the majority of the teams are
supported precisely by the incomes that are coming from the TV.

We make cxactly these pieces of hght, looking very simplc. Of course,
geometrically far away, but with an infrastructure that is very simple, in
the sense that we have these vertical elements and this is inclined, in order
to provide lighting to the centre, and also provide with the kind of image
from the distance that is in order to understand that this is the actual
soccer stadium.

So, next project I will explain is especially important for me, because this
is developing important and very rough, we could say, an historical con-
text, so we are speaking about an archaeological museum downtown, in
one of the oldest cities of Spain, in the capital of the Bask country, and
particularly in the downtown. Here, you can read the perimeter, and cle-
arly the treasure of the streets is absolutely medieval. The city is coming
from the first years of the tenth century and this is the top level of this,
what used to be a big, it was a little mountain, a meadow, with the most
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gini diisiindiik. Iyi bir aydinlatma oynanacak maglarin yayinlanmasi,
kaliteli goriintii alinmasi igin 6nemlidir. Bu takimlar i¢in 6nemli bir
gelir kaynagidir. Bu kuleler ¢ok sade goriiniislii olarak tasarlandi. Ge-
ometrik olarak birbirlerinden uzaklar, ancak sahanin ortasina dogru
egik durmaktadirlar. Bunlar yapinin bir stadyum yapist oldugunu da
ayrica disaridan bakanlara igaret ediyorlar.

Gosterecegim ikinci proje, benim igin 6zellikle 6nemli, ¢iinkii bu pro-
jenin gelisimi cok megakkatli oldu. 50 katilimcinin oldugu bir yarigma
projesinde birincilik aldik. (Proje 2 Alava Arkeoloji Miizesi, Vitoria)
tarihi bir gevre igerisinde, Ispanya'nin Bask bolgesinin bagkentinde,
en eski tarihi gehirlerden birinde bir arkeoloji miizesi projesidir. Hava
fotografinda goriilebilecegi gibi, tamamen bir Orta Cag sehri, tarihi
10.yy kadar uzaniyor, 6nemli bir kilise var ve hafif tepede konumlan-
mistir. En 6nemlisi tarihi duvarlar hala ayakeadir. Tum bu verileri tasa-
rim kararlarini verirken géz 6niinde tutmamiz gerekti.

Aslinda arsa ¢ok biiyiik degil, fakat verilen program biraz yogundu.
Programda sergi alanlari, derslikler, ofis mekanlari, depo ve argiv alan-
lar1 yer almakreayd. Iki temel tasarim yaklagimimiz oldu. Birincisi, ilk
analizlerimizde tarihi ¢evrenin ve baglaminin getirdiklerinin oldukga
onemli oldugunu idrak ettik. Ikinci olarak ta, temel fikrin ne olabi-
lecegi, bir arkeoloji miizesinin ne oldugu ve bunun tarihi bir ¢evrede
nasil konumlanabilecegi fikri tizerine diigiinmemiz gerekti. Arsa etra-
findaki iki cadde arasinda Sm’lik bir kot farki bulunmaktadir. Ayrica
arsa etrafindaki yapilagma da oldukga yogundur.

Pek ¢ok sebepten arsa tizerinde L geklinde bir yap: tasarladik. Birinci
neden giris i¢in bir veranda yaratabilme arzusuydu. Bu veranda hem
binay1 hem de sokaktan giris i¢in olusturdugumuz mekani bir anlam-
da kademelendirildi. Bu ayn1 zamanda boyle yogun yapilasmanin ol-
dugu bu yogun Orta Cag kentinde komgu binalarla iliskiyi saglayacak

bos bir alan yaratmamuiza da yardimei oldu.

Bu tarihi ¢evreye baktigimizda bizim tasarladigimiz bina ¢ok iyi okun-
maktadir. Yapinin cephesi ile tarihi ¢evre arasinda bir diyalog kurmaya
caligtik. Cephe ayni zamanda tagiyici eleman olarak da tasarlandi. Ce-
lik ve bronz elemanlar kullanildi. Dogal 15181 saglamak i¢inde disey
151k elemanlarina yer verildi.
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important buildings that are in the top, the cathedral, some palace, these
walls of course and a wall surrounding this perimeter.

The lot was not very huge, but we have to work with this to deal with the
problem that includes of course estuary in areas, but of course display in
areas, so the exhibition areas, but all of these elements that are comple-
mentary of the users as offices, but also some areas for cataloguing the
different pieces that are arriving from the excavations, the film archi-
ves, etc. There are two main reflections, that are coming. The first one
precisely from the analysis, from the reflection about the historical city.
The second one is also coming about what is an idea, my idea about an
archacological museum and also the relationship with these contextual
situations.

Here we have a street that is five metres higher than this other one, and
here you can read how dense is the width of this medieval city. We decide
to create this L shape, for many reasons. The first one is that this provides
us with the possibility of having here a patio for access. This patio provi-
ded us with a kind of sequence for the entries, between this area that is in
the street, to the entry that the doors of entry are at the end of this patio.
Also, providing us with a free space that establishes a kind of relationship
between the two, the pre-existing building and the new building, and
also, what is very important, create this void, an empty space that is parti-
cularly important, in order to signify architecture especially in these very
dense medieval place.

But, the most important is that at the same time, here you can read the
building in this historical context, but also provides us with something
that is very important.

All of these elements are structural, so the facades at the same time is
a structural facade, so this means that this made with steel pieces that
are enveloped with this bronze element, but all of them are...and here,
we developed, here we have just an corridor, that is crossed through this
bridge with our own ... providing natural light to...that was behind and
the entry to the exhibition area. So, the second idea that was very impor-
tant, in order to provide the final form of the project, has to do with this
idea of what is for me just an archacological mission, so what is the most
important material for doing architecture, for doing archacology? It is
time, it is not the wood, or the fantastic bronze, it’s just the time. The
time is precisely what transforms any material in archaeology, also the
city and the time is very important, but at the same time, it’s very difficult
to represent the time.

But, the time, we could create an atmosphere that in some way referred
to the time, and then the light and the space becomes something very
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Bu tarihi ¢evre i¢inde yapiy1 okuyabilirsiniz. Bu yapilanma ayni zaman-
da ¢ok 6nemli bir iglevde iistleniyor. Programda yer alan tiim ofisler ve
gegici sergi alanlar1 bu kiigiik alanda konumlandi. En 6nemli unsur bu
koridor baglantiy1 sagliyor, bu L seklindeki kanat sayesinde tarihi ¢evre
ile bir diyalog kurmusg oluyoruz. Kullanilan tiim elemanlar stritktiiriin
bir pargasidir. Yani cephe ayni zamanda striiktiirel bir elemandir. bura-
da yer alan ¢elik parcalar bronz elemanlarla kaplanmigtir. Binanin ni-
haiyi formunu verme agisindan bir arkeoloji miizesi benim i¢in ne ifade
eder? mimarlik i¢in en 6nemli malzeme nedir? Arkeoloji icin bu ne
olabilir? Bu sorularin cevaplari benim i¢in ¢ok 6nemliydi. Ahgap mi?
Harika bronz mu? Cevap kesinlikle zamandir. Ciinkii arkeolojide bir
malzemeyi doniigtiiren zamandir. Zaman ayrica sehir icinde cok 6nem-
lidir, ama zamanin temsili bir o kadar da zordur. Zamany, 1181 referans
alacak atmosferler yaratabiliriz. Bunlar bir mekanda ¢ok 6nemlidirler.
Ciuinkii zamanin temsili, mekanda ancak 11k kullanarak yapilabilir.

Projede diger bir onemli husus da arkeolojik eserlerin nasil sergilene-
cegi meselesidir. Cepheyi olusturan duvarlarin kalinligini ayarlayip, bu
yiizeyleri hem bir sergileme alani olarak kullandik, hem de mekanik
sistemin yer aldig1, nem ve 151k igin gerekli ayarlamalari yaptigimiz bir
yiizey olarak tasarladik. Bu oldukca karmagik ve sofistike bir sistem-
dir. Tamamen duvar ylizeyi boyunca stirekliligi olan bakir bir ytizey
sergileme alani olarak kullanildi. S6zii edilen bu duvar yiizeylerinde
gerekli gordugiimiiz yerlerde 6rnegin, kilise veya sehir manzarasinin
oldugu belli yerlerde pencereler konumlandirildi.

Yine cephelerde derinlik etkisini yaratmak icin ahgap ve bakirdan
tiggen elemanlar kullandik. Tasarimlarimda daima dogal malzeme-
ler kullanirim, bunun pek ¢ok sebebi var, ¢elik, tas, ahsap veya sadece
cam. Bence yeni malzemeler, 6rnegin plastik gibi bunlarla fazla ilgili
degilim ¢tinkii bunlar zaman i¢inde degisme olanagina sahip degil-
lerdir. Eski malzemeler, geleneksel malzemeler zamanla degisim geci-
ritler, bunlari senelerdir kullaniyoruz. Daha 6ncede bahsettigim gibi
bence zaman mimaride 6nemli bir unsur.

I¢ mekanda ise oldukga kapali bir atmosfer vardir. Siyaha yakin kah-
verengi ahgap malzeme kullandik. Katlar arasinda 151tk bu diigey stirek-
li aydinlatmalarla saglands, giindiiz bu noktalardan gelen dogal 151k,
gece ise yapay aydinlatma kullanilmigtir.

important in architecture, because precisely if you cannot represent the
time, you can precisely with these two devices, you can represent in some
way the time.

So, another programme was very specific, was how to display all the ele-
ments, all the very rich archacological pieces that we have to display in
this building? And, we used precisely this idea of the thickness in the
facades, and we display all the pieces precisely in this facade. This was im-
portant in the sense that all the mechanical systems that are required, the
humidity, the degree of light, people, can access through these walls and
then they can change continuously this mechanical system in between.

So, quite sophisticated and complicated infrastructural system, precisely
in the thickness of these walls, so it’s a kind of copper that displays clearly
this idea of it’s a copper I always use natural materials for many different
reasons, so the steel, the stone, the wood. I think precisely or just the
glass, I think that the new materials, there are some new materials, plastic
and other materials that I'm not very interested in. I'm not keen on the-
se, because precisely, they have no possibility of changing through time.

Inside, this is an atmosphere that is quite closed. We use this brown, this
near black wood, precisely for...this is the staircase that is going up, in
order to leave clear the skylights that are closing, the different slats. They
are working during the day, with natural light, and during the night with
artificial light and all there between where the different pieces are displa-
yed, this is the entry behind the betweens, in order to run to the control
of the different pieces.

So, the third project is the last one that we have finished. This is specifi-
cally a project in the Mediterranean, so this for me is absolutely more im-
portant, it was my first time that I was working in the Mediterranean. It
was a place that I wanted to work, and the light is completely different to
the light that we can find in Victoria or in Palencia, where are the previo-
us projects that T have shown you, so this is completely different. Precisely
what happened in the Mediterranean is that the light is extraordinary
and absolutely very intense. Another question that was very interesting
in this project is that for a city that is divided in two different courts, so
it’s the same city politically and strategically, but there is one city that is
on the beach, and there is another city that is on the mountains. There is
a height difference of about 400 metres between one and the other, and
also there is a distance of three kilometres, so in this context, we have to
do this auditorium.

For me, this is the other landscape that is precisely in the mountains, so
it’s a more interesting administrative city, it is always in between the pe-
ople that is living in the mountain, and people that is living on the beach.
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Ugiincii proje Akdeniz'de bir yapi, Akdenizde yaptigim ilk yapi oldu-

gundan benim i¢in ézellikle ¢ok 6nemlidir (Proje 3 Teulada Oditor-
yumu ). Bu projede bir yarigma projesidir.

Arsa tam da calismak isteyebilecegim bir yerde konumlaniyordu.
Burada 15tk daha once gosterdigim yerlerdekinden ¢ok bagkadur.
Akdenizde 151tk hem ¢ok yogundur, hem de harikuladedir. Projenin
diger bir ilging yan1 da arsanin konumladigi sehrin, politik ve stratejik
olarak ayni olmasina ragmen konum olarak iki ayr1 parcaya ayrilmig
olmasidir. Bunlardan ilki deniz kenarinda yer alan yerlesim yeri ve
digeri de dagda konumlanmus olan yerlesim yeridir. Her iki yerlesim
yeri arasinda 400 m yiikseklik ve 3 km mesafe farki vardir. Bu gevre-
sel baglam icinde konumlanmis olan, tepede yer alan bir arsada bu
oditoryum binasini tasarladim. Sehrin ¢ogu yonetim birimi sézini
ettigim bu dagda konumlanmigtir.

Benim i¢in 6nemli bir proje oldugu kadar aslinda bu kiigiik sehir igin
de onemli bir projeydi ¢iinki, bu onlar i¢in oldukea biiytik bir yati-
rimdi ve belkide bunun ardindan uzunca bir siire bagka bir yatirim
yapamayacaklardi. Proje arsast dagda en yiiksek noktada konumla-
niyor. Asagidaki plajlarin manzarast muhtesemdir, bu yiizden binay:
bu yiikseklikte bir balkonmug gibi diisiindiim, insanlarin manzaray:
seyredebilecekleri bir ¢esit fener gibi yorumladim. Ancak bu noktada
arsanin giineye konumlamasi biiyiik bir problem yaratti. Yani hem bu
giiney cepheyi agmak zorundaydik ama ayni zamanda da giines 1s1nla-
rint direke almayi engellemeliydik.

Cok dikkatli ¢alistik pek ¢ok geometri kiitle ¢aligmasi yaptik, giinesin
ay ve yil icindeki farkli konumlarina gore cepheyi sekillendirdik. Sehir
dokusundaki beyaz ve siyah rengi kullanip, farkli bakis agilarinda seh-
rin bir devami niteliginde goriinen bir yap1 elde etmeye calistik.

I¢ mekanlar oldukga aydinlik, ama asla direke giines 15181 girmemek-
tedir. Geometrinin bir stirekliligi vardir. Malzeme olarak briit beton
kullandik, bu malzeme iklimle oldukga iyi uyum sagladi. Yaz mevsi-
minde serin, kig mevsiminde de sicak bir i¢ mekan elde ettik, ayrica sa-
caklarin altinda ¢ok yaygin kullanilan yerel bir malzeme olan mozaik-
seramik kaplama kullandik.

Sunacagim son proje temel aldig: fikir itibariyle benim i¢in oldukga
onemli bir projedir (Proje 4. Ispanyol Pavilyonu). Bu konugmaya bas-
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It means a bigeffort economically also and it was going to be probably the
most important public building that was going to do for them in many
years, so with this idea this building is on the top of the mountains, so it
is in the highest point, and they have wonderful views on the beach, and
I wanted that it could be a kind of balcony from here, towards the beach,
on the kind of light house for the people that is living here, and can see
the building on the mountain, so it was extremely important, but one of
the most important problems of the period was that he was facing, in or-
der to see...to look at the sea, the problem was that this was south orienta-
tion. That is absolutely the worst in this point. So, we have to work with
the..., on the one hand, we had to be open to this south orientation, but at
the same time, we have to avoid that the sunlight could get in directly to
the so the building, the area that is facing to the little villas is completely,
it’s much more ordered, and then what happened is that this facade is a
building facade, where it’s very important that this is a space facade that
is very important what is happening here, because we have to study care-
fully, in the sense that this building was to face the sea, but at the same
time, it has to have enough depth in order to avoid the direct light of the
sun, precisely because it was not possible to use the air-conditioning. So,
we worked very carefully. We make a lot of different geometrical facades,
studying the different positions of the sun during the different months,
during the year, and finally we got these facades. There is a difference
of level in the building, so we make the most of these different levels, in
order to house here an exhibition area. That is very important, and also
it was very important for formalising the building here, and to take into
account the work images that you can see here. So, from the city, from
the higher city, we can say that there’s a kind of continuation between
this black plaster, and the white concrete that is at the end, the top of this
city. Now, we will see some inside the spaces, and how the light...there is
alot of light, but never the sun getting in directly. It’s using some simple,
cheap wood pancls and all the building is made with concrete, precisely
looking for this kind of density, looking for this kind of, from the tem-
perature point of view, works very well, because it’s very fresh during the
summer, and it’s especially very hot during the winter. The construction
and we decided to use initially, I thought about using another, this is the
construction with these cantilevers, and that we have, in order to do it,
these facades. Initially I have thought of another material, but later after
being in the Mediterranean context, I saw, I knew this ceramic, blue cera-
mic that during the light, it produces this kind of reflection, so this is the
building and the explanation.

The last building that I'm going to explain to you is a special, a particu-
larly special building that is in some way, it has a lot of statement, ideolo-
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larken 6grencilere tavsiye niteliginde séylemis oldugum biitiin husus-
lar bu projede viicut bulmusgtur. Bu proje davetli 10 6neri arasindan
styrilarak birinci oldu. Projede gelistirdigimiz iki onemli fikir vardur.

Birinci sorunumuz, ¢evresel verilerle ilgiliydi, arsa genis bir nehrin he-
men kenarinda konumlaniyor, dolayisiyla sergi binasinin igine suyu
nasil dahil ederiz? Ikinci mesele ise bu énemli pavilyonun organizas-

yonu, fonksiyonu ve ilerideki kullanimu ile ilgiliydi.

Aslinda ben bir pavyon binasi tasarlamak istemedim. Istedigim sey
suydu; bu bina dyle bir yap1 olsun ki ileride de bagka bir fonksiyon
verilerek kullanilabilsin. Bunu bagardik. Esasinda bina yakinda arag-
tirma merkezi olarak kullanilacak. Yani yapinin kullanimini déniisti-
rityoruz, bu fikir ¢ok agik. En bagta, tasarimin ilk asgamasinda ¢evreyi
ve kaynaklar1 digiinerek ileride bagka bir islev olacagini hesapliyorsu-
nuz, aksi halde sergi sonrasi yikilacak veya kullanilmayacak olmasi ¢ok

aptalca olurdu.

Burada mantikls bir yaklagim pesinde oldum. Hemen yukarida koprii
gibi bir yap1 var, bu yap1 Zaha Hadid’in binasidir. Hadid’in yapilarini
yakindan bilirim. Bu yap1 m1 képrit mii tam bilemiyorum, tamamen
tasiyict sistem yiziinden, 6n goriilen biitgenin ti¢ katina mal olmus-
tur. Bunu ¢ok aptalca buluyorum. Bu yapiy: suan bagka bir iglev i¢in
kullanmak miimkiin degil. Bir koprii degil, bir bina degil. Ispanya oyle
cok zengin bir tilke degil, dyle oldugunu pek ¢ok kisi zannediyor olsa
da, 6zellikle bu ekonomik kriz dsneminde yagadigimiz pek ¢ok stkinti
var. Ahlaki yaklagimi olan bir mimar bunu yapar m1? Kaynak proble-
mini degerlendirmeden, ¢ok giizel, cok harika bir yap: yapmak ahlaki
yaklagimla nasil bagdagir, bu ne kadar miimkiindiir?

Bu yiizden, ben ozellikle cevresel faktorlere, ¢evresel baglama dayals
olarak tasarlanmig béyle bir bina yapmak istedim. Daha 6ncede soyle-
dim, Benden 6nce Glenn'de soyledi mimarlik duyarl: bir igtir. 50-60’lx
yillarin Ispanyasini diktatorliikle yonetildigimiz zamanlart hatirliyo-
rum, hi¢bir sekilde elimizde yeni malzeme olmadigi zamanlardi. Cok
az ve hantal, ¢ok basit ve cogunlukla yerel malzemeler kullanildi. Fa-
kat cok giizel, cok bagarili modern mimarlik eserleri yine bu donemde
ortaya kondu. Ciinkii iyi mimarlik i¢in yeni malzeme, yeni teknoloji

gerekli degildir.

gical statement, that has to do with the first ideas that I have read in the
start of this lecture. So, we won a competition for making the pavilion,
Spanish pavilion that we were ten architects invited for doing this pro-
ject, and there were two ideas.

The first one is that this inside of this exhibition was the question of the
water, so therefore the question of the environmental questions, and the
second one, that is that this pavilion was the pavilion of the organiser,
and it was an important and significant pavilion. The first idea was preci-
sely that I didn’t want to design a pavilion. I wanted to design a building
with the idea that this building could be used in the future. In fact, this
building now is going to be used for a rescarch centre. We are making
the transformation and this idea was very clear, because this is the first
decision in order to guarantee this idea of commitment with the environ-
mental and with the resources, so if you make a building that is going to
be completely demolished, this is stupid.

The second question was to look for a logical attitude, so pay attention to
this building, that this is designed by Zaha Hadid. I'm very acquainted
with the architecture of Ms. Hadid, this is a building, a bridge, I don’t
know, that cost three times more than the initial price, because from a
structural point of view, it’s absolutely stupid. The working, and at the
moment it’s not possible to use for anything. It doesn’t work as a bridge,
it doesn’t work as a building, so it’s a country that is not precisely rich. It’s
quite a poor country, although we thought that we were very rich, and for
this reason, now we are living in this crisis. It’s an ethical attitude of the
architect to do this? It’s not possible to do a very beautiful, fantastic bu-
ilding without not taking into account the problem of the resource? The
relationship in between the resources that you are going to use and the
targets? I think that it’s absolutely important, this ethical attitude.

So, I wanted to do a building, especially concerned about this contextual
and this environmental question, as we told you before, and as Glenn
told before me, so more architecture, and more sensitive, so I remember
the architects during the 50s and 60s in Spain, when we were living un-
der a dictatorship situation, when we have not any new materials. We
have the very humble materials, very simple materials that we could find
in the context, but they made wonderful modern architecture, because
it was not necessarily a lot of means or new technologies for doing this
new architecture. The only thing that was necessary was intelligence and
just an attitude for doing this modern architecture, and I wanted to base
precisely this project and these ideas, how it is possible to do a very cheap
architecture, beautiful architecture, and also a sustainable architecture.
The second question was that precisely for all of the reasons, institutio-
nally these buildings could represent my country, because I think again
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Tek gereken sey biraz mimari zeka ve bahsi gecen bu modern mimar-
lig1 gerceklestirmeye yonelik tavirdir. Bende bu projede aynen boyle
davranmaya ¢alisum. Ucuz maliyetli, glizel ve ayn1 zamanda strdi-
ritlebilir mimarlik nasil miimkiin olabilir? Biraz mimari zeka ve evet
biraz da basit malzemelerle mantikli bir sekilde elimizdeki kaynak-
lar1 kullanarak giizel bir mimarlik yapmak, iste bunu amag edindik.
Tum bu sebeplerden zihnimi kurcalayan diger bir mesele de tilkemin
zenginliklerini, zeki insanlarini temsil edecek bir yap: nasil yapabili-
rimdi? Hitkiimet, hitkiimetin bagkani bana seramik bir bina yapmak
istedigini séylemisti. Yani, niye ¢ok litks malzemeler kullanmiyoruz?
Hayir. Ben bu binayi seramik yapacagim ve ¢ok fazla para harcamadan
da giizel bina yapilabilecegini gosterecegim. Bu basit malzemeyi kulla-
narak biitgemizin ¢ok altinda kalmayi bagardik.

Diger bir meselede, serginin gergeklesecegi yaz giinlerinde sicaklik 45
dereceyi bulabiliyordu. Dogru konfor sartlarini nasil gergeklestirece-
giz derken bu sorunu ¢ozebilmek igin mimari bir referansi kullandik ve
¢oziimii dogada bulduk. Bu ¢ok basit bir ¢6ziim oldu. Orman aslinda
tamamen bir mimari mekandir. Ormanin bir tiir ¢atist vardir, yesil bir
catidir bu, tamamen taze temiz hava sirkiilasyonu vardir. Ayrica agag
govdeleri sayesinde sahane golgeler elde edersiniz. Onerimizde zemin
katta suyu kullandik, boylece istedigimiz konfor sartlarini saglamug
olduk. Ekim ayinda Toulouse'da bir ders vermis eve doniiyordum.
Giines agaclarin govdesinden yansiyordu. Gévdelerin arasinda yiiri-
mek mimkiindii ve harikulade bir 151k deneyimiydi. Bir binay1 daha
iyi neye donistiirebiliriz ki, bizde iste tam bunu yaptik. Yaptigimiz sey
pek ¢ok dikme yaratmakti. Sonra bu dikmelerin 1sty1 diigiirmede ne
kadar faydali oldugunu gordiik. Binanin etrafina da ¢ok ince dikmeler
ve ortasinda da diger acik mekanlar olacak sekilde binay tasarladik.
Ozellikle agik yaptik ki sergiden sonra bina baska islevler igin déniis-
turtilebilsin. S6yledigim gibi yakin zamanda aragtirma merkezi olarak
kullanilacak. Bina yaklagik olarak 8000 m?lik bir alana oturuyor. Yapi
etrafindaki dikmeler suyun icinden yiikselmektedirler.

Yapinin ingaati oldukga basittir. Gergekee, her sey Portekiz'de prefab-
rik olarak hazirland, bu ¢ok daha ucuz ve verimli sonug verdi. Merke-
zi asansorlerin oldugu kisim betonarme olarak yapildi. Diger dikme-
ler, tagtyict sistem kolon ve kirigler ¢elik olarak tasarlandi. Ahsap, ¢elik
ve mantar gibi geri dontigiimlii malzemeler de kullanildi.
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that my country is rich, because they have intelligent people, not because
they have a lot of money. They have not, so that’s the question, and I
remember that the government, the President of the government told me
that he wanted to do a building of ceramic. I mean, why don’t you use
just more luxury material? No, I'm going to do a building of ceramic,
and the challenge precisely is to demonstrate that it is possible to do this
building without spending money. The budget was lower when we finis-
hed the building, the temperature during the summer, at the time of the
exhibition was going to be displayed was around 45 degrees, so how is it
possible to do this? And, then I remembered that I was thinking about
an architectural reference and of course, I found this in the nature. The
forest is quite an architectural space, in fact. The forest has a kind of roof,
it’s a green roof; that is very fresh, so the wind, there is current through
the forest. You have wonderful shadows. You have water on the ground
floor, so everything provided us. Another question that is very impor-
tant. I remember that I was coming from Toulouse from giving a lecture,
and it was in October, and the sun was reflecting through the trunks of
the trees, it was wonderful, the special light experience, so it is possible
to have a walk, to have this experience. So, what better than a forest for
transforming the building, and that is what we do.

What we did was to create a lot of pylons. Later, we will sec how these
pylons work in terms of lowering the temperature of the surrounding bu-
ilding, was especially important. Very thin pylons, and from this, and in
the middle of these pylons, there are some volumes which contain comp-
letely open, and I say completely open, free without distribution in order
to display the exhibition, and in order to do this, after we have enough
space for transforming this building with any other function. As the mo-
ment is going to be a research centre, so the constitution, here you can
read the plans. The building was around 8,000 square metres, and also it
was very important that all of these pylons were resting in a ground floor
that was completely full of water.

The construction is extraordinarily simple. In fact, everything was pre-
fabricated in Portugal, where it was much cheaper and much more cf-
ficient. Nothing, everything is completely dry. We used just only the
concrete for this core elevator systems, that avoid at the same time this
horizontal structural requirements. We used only material that could be
recycled, the wood, steel or the cork for making the under flooring.So,
the core of the resistant core of the pylons are below with these ceramic
pieces, which are extraordinarily humble. It’s just mud. It’s not luxury ce-
ramic. It’s just terracotta. The terracotta has a beauty. When he becomes
humid, he absorbs, so the atmosphere, there is an absorption of water,
and for this, they absorb calories..., so it was extraordinarily important



Dikmeler tamamen ham seramik kaplamadir. Litks seramik malzeme
degil, sadece terracotta seramiktir. Aslinda terracotta seramik ¢ok gii-
zel bir malzemedir. Nemlenince, suyu emer, yani atmosferdeki nemi
emer. Dikmelerin tizerlerinde bulundugu suyu yagmur suyundan geri
dontsimli olarak tasarladik. Gece oldugunda seramik malzeme suyu
emer, bu sekilde dig mekanla 10 dereceye yakin bir 1s1 farki elde etmis
oluruz. Giinde 30.000 kisinin gezdigi boyle bir yapiyr diisindugi-
niizde, bu giin i¢inde 2-3 saate yakin bir enerji tasarrufu saglanmasi
demeketir.

Bu seramik kaplamalar birbiri i¢ine gegen kiigiik dokme pargalardan
olusuyor. Bu pargalardan 30.000 adet dokiildii. Seramik sanatgilari sa-
natgilar tarafindan tasarlanan bu pargalar ¢ok ucuza mal oldu, tanesi
€3’yu gegmez. Yani bazi agilardan maliyet ¢ok 6nemli hale gelebili-
yor.

Bu yap1 dyle pek belirgin bir girisi olan bir pavyon binast degildir. In-
sanlar bu binaya sanki bir ormanin i¢inde yiiriiyorlarmas gibi girerler.
Bu suyun yansimas ve tazelik hissinin oldugu orman durumunu ya-
ratmaya ben farkli eksen durumu diyorum. Bina i¢inde farkli pencere-
ler agarak hava sirkiilasyonunun saglanmasi mimkiindiir. Detaylarda
basit vidalama sistemleri kullanilmigtir. Daha ¢ok sise kapag: olarak
kullandigimiz mantar malzemesini duvar ytizeylerinde akustik bir ele-
man olarak kullandik.

Tumiiyle her sey ¢atidan asilmigtir, bu sekilde mekanlar tamamen bog
birakilmigtir. Bu yaklagim sayesinde burada yapilabilecek farkli sergi-
ler igin uygun bos alanlar yarattik, mimarinin sergiyi engellememesi
gerekir. Cogu kez mimarlar yapiy: bitirdikten sonra insanlarin sergiyi
organize etmek igin yapilarint mahvettigini séylerler. Belki de esas me-
sele onlarin kotii bir bina yapmis olmasidir. Bu ytizden biz mekanlar
tamamen agik olarak biraktik ki daha sonra sergi igin gerektigi gibi
organize edilebilsin.

Bina her zaman ayn1 1181 ayn1 atmosferi saglamayan stirekli sagirtan,
strprizli bir mimari mekanlar dizisi sunarak adeta zihnimizi dinlen-
direbilecegimiz bir ortam saglamaktadir. Binada aydinlatma eleman-
larinin konumu suda yansima saglayacak sekilde kullanilmistir, 6ze-
likle binanin gevresinde kullanilan 15181n %1000 suya yansimaktadir.
Ozellikle gece aydinlatmast bu yiizden ok etkilidir.

En son olarak bu fotografla sézlerimi tamamlamak istiyorum (resim
3). 1§te ayni malzeme, 300 y1l zaman farkiyla fakat tamamen ayni mal-
zeme kullanilmustir, dyle yeni bir malzeme degil. Ne dersiniz? Ogren-
cilere bazi tavsiyelerle sozlerimi tamamlamak isterim. Bu son derece
iyimser bir tavsiye olacaktir.

Sevgili 6grenciler, ¢ok zengin ¢ok harika bir disiplinde ¢aligtigimiz
i¢in gergekten sansliyrz. Mimarlik yapmak icin daha 6nce hi¢ olmadi-
g1 kadar umudumuz var. Kesinlikle daha 6nce hig bu kadar iyi egitil-
mis geng bir mimar niifusu yoktu. Meslegimizi basit ve gorsel deney-
selliklerden ibaret bir hale indirgemeyelim. Mimarlik ¢aligma gerek-
tirir, titizlik gerektirir, risk almay: gerektirir ve umuttan zevk almay:
gerektirir. 1yimser olun, her tiirlii mesleginizi icra etmeniz miimkiin,
mesleki sorumluluklarimiz var ve elbette zor zamanlarinizda olacak-
ur. Ozellikle zaten bilinene kargi miicadele edeceksiniz. Bizler biline-
nin otesine gegecegiz, ileri gidecegiz ve asla durmayacagiz, topluma
istediginden daha fazlasini veriniz. Kolayciliga kagmayin. Hepinize
tesekkiir ederim.

to use this, because the water that is here, or the water that we store from
when it’s raining, during the night was the waterfall in between this steel
poles, and in between the ceramic, then the ceramic became humid and
then during the night, they suffer a process of absorption, and it’s guaran-
teed that during the night, we lower down the temperature ten degrees
outside in the immediate outside of the building. So, during the day, we
save two or three hours of air conditioning, taking into account that the
number of people that was visiting the building is 30,000 a day, it was
extraordinarily important saving money.

So, the construction is absolutely simple, only with some pieces that al-
lows us to hang these ceramic tubes. The production is so simple that
it was produced by some artisans. They don’t participate in the luxury
ceramic companies. Artisans, we made these picces, and we cut these
pieces, prefabricated 30,000 and the cost was around €3 a piece, because
the material is nothing, and that’s the result of the building.

Saying that, one of the most important questions is that it’s not a building
that is an entry, it’s not a pavilion where there’s an entry. People get the
building as if they were just walking through the forest. This is called a dif-
ferent axis, making the most of this forest situation, where the water of co-
urse produced this kind of rich reflections, and also this kind of freshness.

The building was possible to open the windows, in order to have cross air
currents. That was extremely important, but using very simple systems.
There were not these solar [unclear] tight plugs, because panels were not
necessary, and then we used always the galvanised style, that is very simp-
le. Only with a screw, these materials that makes the wood with very
lictle pieces. Usually it’s made for industrial uses, and also the cork, that
usually is made for closing the wine bottles, but now we have work in this
new materials, creating some panels that is special to as everything was
hanging from the roof; all the space was completely free. That is especi-
ally important because many different exhibitions were displayed here, so
architecture doesn’t condition the perception of this exhibition. Many
times architects complain that after finishing a building, there are peop-
le that organise an exhibition and destroy the building, so probably the
question is that they have made a bad building, so I think that is possible.
We leave completely free the space, and after that, they took out the exhi-
bition, and now it’s going to be used for this.

So, what’s a story I repeat for me was very surprising. Never was the same
light, the same atmosphere, the building provided, the meditation of
mind was from the building, the building provides me with always surp-
rising architectural sequences. The light was just, we used also the light
for reflecting, in fact around the perimeter there is these lathes, and the
lathes, 100% of the light is reflected through the water, and it’s lying up
on the trunks of the building and this is the night images, and I wanted to
finish with this photograph, because for me this is especially important.

It’s the same material, with 300 years of difference, but it’s exactly the
same materials, so someone could say that it’s not a contemporary mate-
rial, or what do you think? I wanted to finish with a recommendation
to the students, because then of all they asked a question about the re-
commendation to the students, but I like to do this. It’s an optimistic
recommendation.

Dear students, we are fortunate to be in a rich and wonderful discipli-
ne. Never before, we have had so many prospects, possibilities for doing
architecture. We have certainly never before had so many and such well
prepared young architects. Let’s not reduce our professional practice to a
simple and graphic experimentation. Architecture requires study, rigour,
restaking and enjoying hope. Be an optimist, it is possible to do architec-
ture with intensity. You are in a position of responsibility, and will expe-
rience of course difficult moments, especially when you rebel against the
already known. The easy way. We will go beyond that, go ahead and don’
stop, because you will enjoy your feats. Try to leave much more than the
society claims. Don’t follow the easy ways. Thank you very much.
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Yasadigimiz ortamda bulunan neredeyse her sey; mobilyalarimiz,
giysilerimiz, kullandigimiz her tiirlii nesne, alet-edevat, makineler,
iletisim ve ulagim araglari, ¢evremiz birer tasarim triinidiir. Kullan-
digimiz bu tasarim trtinlerinin iyi mi, kot mi olup olmadigy, niteli-
gi tartigilabilir tabii ki. Ancak su bir gergek ki kullandigimiz tasarim
tritinlerinin niteligi hayat kalitemizi 6nemli 6l¢ide etkilemektedir.
Dolayisiyla tasarimcilarin ait oldugu toplumu iyi tanimasi, yenilikgi,
yaratici ve ¢oziim Uretici olmalari herkesin hayat kalitesini arttirici bir
faktor olarak onem kazanmaktadir. Bir tasarimcida olmasi gereken bu
niteliklerin hangi asamalardan gegilerek kazanildigy, bir bagka deyisle
nasil bir egitim siirecinden gegilmesi gerektigi de bir o kadar 6nem-
lidir. Aslinda en temel soruyu Cross', “tasarim becerisinin dogas: iyi
anlasilamamagstiy” diyerek, bu igin tam da nasil gergeklestiginin anla-
stlamamig olmasina vurgu yaparak, tasarim isini bir beceri olarak ta-
nimlar. Cross bunu sdylerken ayni zamanda tasarim siireci hakkinda,
tasarimcinin neyi nasil ve neden yaptigina dair, yani bu igin 6ziine ait

ne kadar da az sey bildigimize de dikkati geker.

Tasarimcinin digtince siirecini aragtiran ilk aragtirmalardan birini
Lawson? bilim adamlar ile tasarimcilarin problem ¢6zme davrani-
sin1 kargilagtirdigi ampirik bir ¢aligma ile yapmigtir. Fen bilimleri ve
mimarlik alanlarinda yiiksek lisans yapan ogrencilerin katildigi bu
ampirik caligmada, her iki gruptaki 6grencilerin birbirlerinden farkl:
ve kendi grubu i¢inde tutarli problem-¢6zme stratejisi gelistirdikleri
tespit edilmigtir. Ornegin, Fen bilimleri dgrencileri sistematik olarak
miimkiin olabilecek kombinasyonlar: gelistirmeye yonelirken, mi-
marlik 6grencileri bir seri ¢6ziim onerileri gelistirmeye, uygun olani
secip bunu gelistirmeye ¢alismuglardir. Benzer bir ampirik ¢aligmay:
egitimlerinin ilk yillarinda olan bir grup 6grenciyle de yapan Lawson,
katlimcilarin geligtirmis olduklar1 bu ¢6ziim stratejilerinde biligsel tis-
lup farkliliklarindan ¢ok, almakta olduklari meslek egitiminin olduk-
ca etkili oldugunu gosterdigini soylemektedir. Dolayisiyla tasarim isi
belki ilk bakista dogustan gelen bir beceri gibi gortinse de aslinda bu

‘beceri’ ¢esitli egitim metotlart ile de gelistirilebilmektedir.

The objects, furniture, clothes, machines, the communication tools,
transportation vehicles, all those things in the built environment,
are produced as design artefacts. It is a fact that, the quality of those
design products which can be a subject of a discussion affects our
daily life. So, it is important that designers must know the society,
be innovative, be creative and problem solver in regard to produce
better products. How a designer gains those qualities, in other words
the phases of the training process are equally important. Actually, as
Cross' pointed out that the nature of the design skill is not well un-
derstood’; he highlighted that there are many issues we need to know
about design activity, and he defined the design activity as a skill.

Cross’s definition focuses on the lack of knowledge about the proc-
esses of design activity ei. the reasoning during design activity and
the basic motivations of designers. In the field of design, one of the
first experimental studies, done by Lawson?, aimed to compare the
problem solving behaviour of the scientist with those of the stu-
dent’s. The science and architecture graduate students participated
in the empirical study. The result of the study shows that each par-
ticipated groups developed and demonstrated consistent behaviour.
For example, science students developed several combinations of
the possible solutions in a systematic way, on the other hand, ar-
chitecture students proposed series of solutions and decided on the
best possible result and developed it further. Lawson also conduct-
ed a similar study with novice design students. The study illustrated
that the education method of the discipline is more effective than
the participant’s cognitive style in regard to the strategies generated
for solving the given design problem. This study illustrated that al-
though the design activity seems to be a natural skill, in fact his
natural skill’ can be gained through a systematic method of design

training.
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Ozellikle egitim siireci igerisinde mimarlik atolyelerinde izlenen yon-
tem, tasarim problemlerine nasil yaklagilacagy, verilen tasarim prob-
leminin nasil analiz edilecegi, ¢6ziim tiretilmesi ve sentezlenmesi,
degerlendirilmesi gibi agamalarin birbiri i¢ine girmis devingen bir
yapt i¢inde ele alinmasi, 6grencilerin digiince yapisinin bu yonde ge-
lismesini saglamaktadir. Akin'da® yapugi benzer bir ampirik ¢aligma-
da tasarim siireci ierisinde birbirinden ayr1 bagimsiz analiz ve sentez
bilesenleri tespit edememistir. Tespit edilen bilgi, tasarimeilarin stireg
icerisinde devamli olarak yeni hedefler ortaya koyduklar1 ve tasarim
kisitlamalarini tekrar tekrar tanimlamalari olmugtur. Akin’a gore ana-
liz tasarimin her agamasinda vardir ve sentezleme tasarim siirecinin en

erken evrelerinde bile kargimiza ¢ikabilir.

Giintimiizde insanoglunun kullanacag yapi ve binalar i¢in gegerli ¢6-
zimler tretilmesi isi, teknolojinin yerinde kullanilmasi, teknik bilgi
sahibi olunmasi ve insan iligkilerini anlamay1 zorunlu kilan karmagik
bir eylem halini almigtir. Temelde tasarim siirecinin psikolojik (kulla-
nic1 odakli fakeorler) ve planlama (standartlar-gevresel-teknolojik fak-
torler) ile ilgili fonksiyonlar1 kapsadig: sdylenebilir.* Tasarim siireci-
nin yol haritasin1 ¢ikarmaya yonelik cesitli caligmalar yapilmigtir. Or-
negin, Bityiik Britanya Kraliyet Mimarlik Enstitiisit RIBA tasarim el
kitap¢iginda 12 maddelik bir ¢aligma plani yer alir. Marcus® ve Maver®
oldukca detayli matris esasli tasarim siireci haritalari ¢ikarmiglardir.
Lawson'da’ benzer sekilde tasarim siirecini problem ve ¢oziim agama-
lar1 olmak tizere devingen bir analiz - sentez ve degerlendirme iligkisi
icerisinde olan iki biitiine ayirmigtir. Aslinda mimari tasarim siirecini
anlama ve tanimlamaya yonelik tiim bu ¢abalara ragmen, gegerli tasa-
rim kriterlerini agiklayacak ya da bir bagka deyisle ‘tasarim becerisinin
dogasinr’ agiklayacak sihirli bir formiil heniiz mevcut degildir.

Mimarlarin nasil tasarladiklarina yonelik bu éncit aragtirmalar bagta
sezgisel veya oneri formatinda, ardindan da deneysel formatta olmus-
tur. Son zamanlarda gozlem ve goriismelerle tasarimin dogasi, nasil
gelistigi anlagilmaya caligilmakeadir. Oris Ankara 2012 biinyesinde
TOBB ETU Mimarlik bsliimii olarak konuk ettigimiz mimarlarla
yapugimiz goriismelerde,® tasarim ilkelerinden, tasarimda sezginin
roliine, yaraticiliktan, tasarimda birlik kavramina, tasarimer kimligin-
den eskiz yapmanin 6nemine kadar bu isin dogasini anlamaya yone-
lik ok cesitli konulari konugtuk. Sorularimiza igtenlikle cevap veren
konuklarimiza katkilarindan dolay: tegekkiirlerimizi iletir ve agagida
derledigim cevaplarin tasarimin dogasini anlamaya katki saglamasini

umarim.

Tasarima nasil baglarim?

Mimarlarla yaptigimiz goriigmelerde bahsetmis oldugumuz bu devin-
gen mimari tasarim siirecinde benimsedikleri kural ve prensipleri ¢e-
sitli sekillerde acikladilar. Mimarlarin 6zellikle analiz yapmanin one-
mine igaret ettigini gormekteyiz. Doga igerisinde ‘yeryiiziine hafifce
dokunan’ yapilari ile taninan, 2002 Pritzker madalyas: sahibi Glenn
Murcutt, kullanicr isteklerini iyi anlamanin yani sira, ¢evresel faktor-

lerin analizine verdigi 6nemi soyle vurgulamaktadir:
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Especially, during the process of design education, the applied
methods in studios which includes a cyclical process of how to ana-
lyse the given design problem, synthesising and evaluation proc-
esses have changed the thinking style of students. A similar study,
done by Akin 3 also shows that there is no evidence of separated
independent components of analysis and synthesis actions during
designing. The evidence shows that designers continuously put for-
ward new design aims and define the given requirements and ana-
lyse the existing context during the process of designing. According
to Akin, the analysis action occurs in every phase of designing and
the synthesis action may occur in the early phase of designing.

Today, the work of providing valid solutions for the building con-
struction and production becomes a complex activity which in-
cludes acquiring technical knowledge and understanding human
behaviour. Basically, It can be considered that design process in-
cludes the psychological (user-oriented) and the planning (stand-
ards-environmental-technological) factors®. There are some studies
which attempt to draw a map of design process. For example, the
RIBA in United Kingdom has a design handbook which has 12
items of a work plan. Marcus® and Maver® provide a very detailed
matrix based map of design process. Similarly, Lawson” divided the
design process into two cyclical fold; the analysis — synthesis inte-

grated with problem - solution phases.

Although there are some research on understanding design process,
there is still no magical formula which explains the “nature of design
skill”. All those pioneering researches on how architects design were
in an intuitive or proposal format, and then became an experimen-
tal format. Lately, the nature of designing and how it evolves are ex-
amined through the observations and the interviews. As part of the
Oris Ankara 2012, in the Architecture Department at the TOBB
ETU, we interviewed® with our guest architects about a variety of
topics which includes design principles, the role of intuition, crea-
tivity, concept of unity, the importance of sketching and the iden-
tity of a designer to understand the nature of this business. I wish
to thank our guest architects who sincerely responded our questions
and I hope to contribute to the understanding of the nature of de-
sign with the following compiled responses.

How do I start designing?

In our discussions with our guest architects, they explained in vari-
ous ways how they adopt the rules and the principles in the dynamic
process of architectural design. We notice that architects points out
the importance of conducting a thorough analysis. The architect of
the well-known structures in nature as ‘touching the earth lightly,
2002 Pritzker Prize medal-winner Glenn Murcutt, emphasizes a
good understanding of user needs, as well as the importance of the
analysis of environmental factors for the design activity.



“..Miisterilerimle ilk goriismem mutlaka yasadiklar: evde olur, onlar-
la asla kends ofisimde goriismem. Bu sekilde onlarin aile yasamlarin
anlar, zevkleri ve begenileri ile ilgili fikir sahibi olurum. Meselelerinin
neler oldugunu, yasayacaklars mekinlarin iyi yonlerinin neler ola-
bilecegini tartisiriz. En onemlisi de niye benim bu projeyi yapmams
istediklerini sorarim, bu is i¢in dogru kisi olup olmadigims anlamak
isterim.

[...]Sonra arsay: gormek, tanimak gerekir, arsayr anlamak benim icin
cok kritiktir. Cesitli tespitler yaparim, mesela; Topografyaya bakarim,
agaglar ve flova cok onemlidir, zemin hakkinda pek cok sey soyler. Ciin-
kit, hangi sartlarda hangi tiir agacin yetisecegini bilebiliviz. Belli yiik-
sekteki bir agag ancak belli derinlikteki toprakta yetisir, eger genel agag
dokusu kisa agaglardan olusmaktaysa bu bize zemin suyu seviyesinin az
oldugunu gosterir... Avdindan riizgarin hareketini anlamaya ¢alisirim,
sicak riizgar ile soguk riizgar nasil hareket etmektedir? lklim tropikal
midir? Arsa deniz kiyisinda mi? veya dagda 1000 m ile 2000 m yiik-
seklikte mi? Veya i¢ bolgelerde mi? Bu sekilde tasarimda iklimle, jeolo-
Jiyle, jeomorfolojiyle, hidrolojiyle, giinesle, riizgarla, yagmurla, karla,
soguk havayla calisryorum, tiim bu faktorler farkls coziimler gerektiriy..
Bu yiizden peyzaj benim mimarimin daima ayrilmaz bir parcas: ol-

»
mugstur.

Murcutt kentsel tasarimin ¢ok disiplinli yapisina vurgu yaptiktan
sonra kent dokusu igerisinde yapilan tasarimlarda /..J..zpolojiyi,
morfolojiyi, olgegi, orans ve rengi diisiinmeliyiz” vargusunu yapar,
yogunluk meselesi ve kullanacaginmiz malzeme iizerinde de diisiinmek
gerekir” der. “Ornegin, Kudiis'te tagtan baska bir malzeme kullana-
mazsiniz. Bu bolgeye ait yerel tasin mimaride kullanim: artik ilke hali-
ne gelmistir. [... | Kentsel durumu anlamada cok ilgingtir ki yap: adala-
rina birer bagimsiz blokmus gibi yaklasiyoruz, etraflarina bakmuyoruz,
cevrelerinden aywriyoruz. Bu durum kullanilmayan artik mekanlar
ortaya ¢ikarwyor. Buna tamamen karsiyim, bu sekilde asla kentsel doku
olusturamaysz. Ornegin, yiiksek bina yiginlariyla kentsel cevre olustu-
rulamaz’.

Murcutt, Avrupa yagam tarzi diistiniilerek tasarlanmig bir evin, Avust-
ralya yerlisi bir ailenin yagam tarzina uygun olmayacagini, béyle bir
evin tamamen yanlig bir tasarim olacagini soyliyor: “..drnegin, yer-
li ebeveyn evin batisinda wywr, cocuklar daima ebeveynin dogusunda
uyumalidir. Bu oldukgca kritiktiv, ebeveyn batida konumlanmalidsr,
¢linkii giintin sonu oliime yakin olmays ifade eder, cocuklar doguda gii-
niin baslangicina yakin, yani gelecege yakin yerde konumlanmalidirlar.

Bir evin odalarinin bu sekilde konumlanmasi tamamen siirsel bir ifa-

dedir”.

Tasarim siirecinde, arsanin verilerinin iyi analiz edilmesinin 6nemine
dikkat ¢eken Baskli mimar Francisco Mangadoda : “Benim igin arsa
ok onemlidir. Arsanin cevresel faktorleri ve baglamini anlamanin yani

swa, arsanin bulundugu yerin kiiltirel ve sosyo-ekonomik sartlarin:

I always meet them at their house, never at my place, so that I have
an idea of their background, idea of their tastes. We discuss where they
live now and what are their issues, what are the problems, what are the
good things about where they might be living, why they want me to do
it. So then it makes them have to think about all those issues that mat-
ter — to them, and to me. I let them know from that meeting whether
I'm the right architect.

[-..]“Then, when I go to site, I look to the typography, I look to the trees
because the trees will, if there are trees or not in the city, it tells me about
the flora, it tells me about the ground conditions. I know that certain
trees grow in certain soil conditions. I know that certain heights of trees
occur in very deep soil and, if it’s a tree with potential height but it’s
pretty well fully grown and it’s not huge, then I know that it’s another
soil condition or lack of water. So there are these sorts of things that
you look at. Then you start looking at the prevailing wind directions
and to see where the cold winds are, where the hot winds are, where
there might be water. If youre in a dry climate, you start to look at
water as a potential for cooling. [...] Oryouw'll look at whether you're in
the tropics, the subtropics, the warm temperate, the temperate, the cool
temperate. You'll look at the coastal situation. You'll look at the moun-
tain situation of 1,000 to 2,000 metres. Then you'll look at the inland
for the hot arid. So all these produce different types of solutions and
so I'm working with climate, I'm working with geology, I'm working
with geomorphology, I'm working with hydrology, I'm working with
sun, wind, rain, snow if it’s snow, cold weather, wet weather. All these
things have to be taken into account.”

According to Murcutt, the multidisciplinary nature of urban design
must be stressed: “.. we need to think Typology, morphology, scale,
rate, and color/.. ] Then comes the whole issue of densities, the materi-
als that are going to be used in the environment, such as in Jerusalem
you can’t use anything but stone. That becomes a policy, and the stone
of that region, and my view is that, in terms of understanding the ur-
ban situation, I think it’s very interesting that we tend now to look at
each block as a block and we don’t look about, and we separate those
elements in the environment, which produces leftover spaces, and I'm

really opposed to that because it never makes an urban environment.”

Murcutt said that a house designed for European style of life is not
suitable for an Australian Aboriginal family. He pointed that such
a house would be completely a wrong solution: “..the Aboriginal
parents sleep to the west, the children always to the east of the parents.
Critical. They sleep to the west because it’s the end of the day, closest
to death, the children east, as the beginning of the day, to the future.
Beautifully poetic.”

Architect from the Basque region, Francisco Mangado, pointed
that the analysis of the site and the context are very important:

“For me, its very important the site, how I understand the site, the

Figen Gl A 49



da dogru okumak gerekir” diyor. Bu analiz yaklagimi dogal olarak,
cevresel faktorlere, yerel malzemelere ve yasayisa uygun kimlikte
yapilar tasarlanmasi sonucunu dogurur. Her iki mimarin eserlerinde
de yerel-cevresel faktorlerin analizinin ¢ok titizlikle yapilmig
oldugunu ve buverilerin sentezlenerek ¢6ztim 6nerileri gelistirildigini

soyleyebiliriz.

Tasarim ilkelerim nelerdir?

Tasarim ¢oziimleri gelistirmekte mimarlarin kigisel duruglar: farkli-
liklar gostermekle birlikte mesleki sorumluluga verdikleri 6nem agi-
sindan ortak fikirler beyan etmiglerdir. Murcutt mimari tasarimdaki
temel yaklagimini su sozlerle ozetlemekeedir: /... [Mimar olarak po-
zisyonumuzu belirlemede firsatlar oldugu kadar zorluklar da vardur.
Mimarlgin tanimin: yaparken ki ozgiirligiimiiz yine bu tanimin agik
uglu olmaswyla zor bir govev halini alir. Mimarinin tasyyacagr anlam ile
ilgili karars verme bazen ilham icin gegmise bakan, bazen bilerek geg-
migi taklit eden ya da yeni bastan diisiinerek yeni kavramlar olusturan
tasarimeinin sorumlulugundadsr.

Henry David Thoreau soyle der: pek cok kisi bir evin gercekte ne oldu-
Gunu diisiinmez, bunlar gercekte fakirdirler, aslinda tiim hayatlar: bo-
yunca gereksizce fakir olavak yasamaglardu, ciinkii sadece komsularinda
oldugn gibi bir evleri olmasini isterler. Birazcik diisiinmeyle, mimarinin
cevresel faktorlere yanst veren, kiiltiivel ve ekolojik ibtiyaglar: karsila-
yan ve uygun teknolojik ¢oziimler iiretilmesini igeren bir olgu oldugunu
kesfedilebilir. Tasarimcr olarak bu pozisyonu kazanmak igin, sadece mi-
marligin ne oldugunu diisiinmemeliyiz, ayni zamanda belli bir kiiltiir,
zaman ve yer igin uygun mimarinin ne oldugunu da sorgulamalyyiz.
Bagsars Thoreawnun da soyledigi gibi bazi mimari stillerin ifadesinde
degil, insa ettigimiz binalarda ve zibnimizdeki diisiince yapisinda sak-

Ldsr.

Ozellikle mimarlik mesleginin bir servis isi oldugunu ancak kélelik
olmadigint vurgulayan Mangado, gen¢ mimarlarin meslege saglam
duruglartyla ¢ok katki yapacagina inandigini séylemektedir. Mangado
da tasarimda 6nem verdigi ti¢ temel unsurdan goyle soz eder: “ /.../
Mesele mimarligin disiplinler avasi olma durumunun tekrar tansmlan-
masidyr. Entelektiiel merak kesinlikle olmasi gereken bir olgu, ozellik-
le mimarlik meslegi icin bu boyledir. Bir mimar toplumda neler olup
bittigi ile ilgili olmaly, kiiltiirel bir yaklasimi olmals, ekonomi, tarih ve
edebiyat bilmelidir. Mimarlik diger biitiin mesleklerle diyalog icinde ol-
malidsr.

[-..] Tasarimlarimda benim igin onemli temel noktalar: sizinle paylas-
mama izin verin, tamami mimarlk disiplininin gercekligi ile iliskili-
dir, ilgilendigim bu noktalar: sizinde kullanmanizi ictenlikle tavsiye
ederim. Birincisi yer (place) kavrams, baglam ile ilgili olan cevresel her
tiirlii iliskiyi kapsar. Yer sadece fiziki olanla baglantily degildir, ayn:
zamanda kiiltiirel ve ideolojik olarak da aktif bir olguyu temsil edebilir.
Yer hayal edilebildigi olgiide gercek olup, arzu edildigi olciide doniise-
bilir.
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context, not only in a physical way but also in a cultural, economi-
cal way’ The analysis approach causes the creation of buildings that
are appropriate to the local life style, local material, environmental
conditions etc. It can be observed that both architects highlight
the importance of the information gathered from the environment
and both of them provide design solutions which are synthesised
accordingly.

What are my design principles?

In terms of providing design solution, each of the architects has
their own individual position but they all agreed on the impor-
tance of the disciplinary rigour and responsibilities. Murcutt sum-
marised his basic design principles as follows: “Td just like to sum
up by saying to you, that as architects, we have both an opportunity
as well as a challenge in defining our positions. The freedom to con-
sider what architecture is, or what it wants to be is challenging by its
openness. The decisions about the meanings architecture can convey
places a responsibility on the designer, who can determine whether
to think afresh, look to the past for precedent, or wilfully replicate
the past.

Henry David Thoreau said, most men appear never to have considered
what a house is, and are actually poor, though needlessly poor all their
lives, because they think they must have such a one as their neighbours
have. With some thought, one can discover architecture that responds
to its place, culture and ecological demands, incorporating appropri-
ate technological solutions. To achieve this position, as designers, we
must not only consider what architecture is, but also ask what an ap-
propriate architecture of our culture, our time and our place is. Success
will depend on our building out of our land, with our own heads style
of thought, as Thoreau said, and not some appropriate style of expres-

. »
sion.

In particular, Mangado pointed out that architecture is a service job
but not, a servile. He believed that young architects would contrib-
ute to the field of architecture by being firm and strong against to
the demands of the investors. Mangado talks about very important
three points which are the basics of designing, as follows: “rchitec-
ture, in my opinion should redefine the idea of interdisciplinary. The
connection of architecture to other disciplines and realities is a fact, and
has been throughout the history in the same way. As a social discipline,
and a service orientated one, architecture requires intellectual curios-

ity’.

Allow me to share readily with you the main points of my work, all is
strictly pertaining to the real of the architectural discipline. The points
DI'm interested in, when I work and that I suggest you use for using. The
Sforst has to do with the place, with the context, and the relationship
with this.



Benim igin kesinlikle cok onemli olan ikinci sorun ise mekin kavvamadir,
ozellikle ozel mekin ile kamusal alan iliskisini cok onemsiyorum. Mekdin
dizileri, ozel ve kamusal alan arasindaki iliski mimarlik taribindeki be-
reketli ve beklide en giizel olusumlar: beraberinde getirmigtir. Bugiin,
agrenciler sadece imgeleri gorityorlar, iki boyutlu cephe imgelerini gok
onemsiyorlar. Kesitle calismuyorlar, planla calismyorlar, cizim yapmi-
yorlar. Sadece ckrandaki imgeyi girmeye sartlanmislar. I mekinlarin
birbirleriyle olan iliskisinden haberdar degiller ve kesinlikle i¢ mekinda
olup biten ile ilgili konusmuyorlar. Bence i¢ mekin, bunun kamusal

alanla iliskisi, tiim bu stereo mekéanlar kesinlikle cok onemlidir.

Son olarak, wygulama- gerceklesebilme, malzeme ve teknik. Bir fikri ifa-
de edebilme kapasitesi ve yapilabilirlik... Kesinlikle ifade edilenin gercek-

lestirilebilmesi benim mimari anlayisimda cok onemli bir unsurdur”

Brigitte Weber Tiirkiye gibi gelisme dinamikleri yiiksek bir tilkede
yatirimeinin isteklerine kargt ‘dogru’ tasarimi dayatmanin bir mis-
yon isi oldugunu soylemekeedir: .../ dogru tasarims yapmaya ¢ali-
swyorum. Tabii ki Tiirkiyede sartlar Avrupadan biraz farkls. Uzunca
bir siire mimarlik ¢ok fazla onemsenmeyen bir temayd, ¢iinkii insaat
firmalar: pek cok yap: insa ettiler. Son on senedir gok giiglii bir gelisme
var, ki bu noktada mimarlik onem kazanzyor. Avrupadaki diger iilke-
lerden farkls olarak, yatirimcilar biz mimarlara tasarim olanaklars ve-
riyorlar. Bir anlamda onlara bagliyiz. Yatirimeiarin bu yapma niyeti
olmasa bigbir sey insa edemeyiz. Yiizde yiiz istedigimizi yapamasak da,
en azindan tasarim olanagimiz oldugundan dolayr mutlu olmalyyiz.
Bazen de yatirimery: egitmemiz soz konusu olabiliv, bu bizlerin mis-
yonu olmals her ne tasarlarsak tasarlayalim siddetli bir sekilde yap-
tigimizin arkasinda durmalyyiz ve yatirimeyr daha iyi bir noktaya
cekmek icin egitmeliyiz.

[...[Bence ilk yapmamaz gereken, enerjimizi cok saglam bir given iliskisi
kurmaya vermek olmalidiy. Bence bu gitven sayesinde onlar: egitebili-

ancak toplum istedigi olgiide yatirimeilar dogru is yapmaya yonelecek-
lerdir’.

Mesele hangi teori?

“Bence teori onemlidir” diyen Mangado “mesele hangi teori” diyerek
giiniimiizde herkesin mimarlik teorisi hakkinda gerekli gereksiz ko-
nustuguna vurgu yapiyor. ‘Mimarlik teorisi ads altinda gercekte mi-
marin kavare olmayan kararlar: da sarmalyorlar. Her sey mimarlik
teorisi diye adlandirilyyor ama giiniin sonunda tarib, ekonomi, sosyo-
analiz...bence mimarlik teorisi bugiin miimkiin olan her seyi sarmalar
sekilde duruyor. Bu benim teorik yaklasimimdr, diye konusan pek cok
mimar var. Bu cok zayif ve yetersiz bir yaklasimdir. Oysa ben projenin
teorisini konusmay: tercibh ederim. Bu konusma tarzi cok daha ozel ve
ok daha onemlidir. Bir projenin teorisi ¢ok farkls bir seydir. Burada di-
siplinimizi olusturan cok ozel elemanlardan babsediyoruz. Bu meseleyi
cok ilging buluyorum, ciinkii bu ayrimi yapmama ve konusmama izin

. »
veriyor.

A place that is not just only physical, it’s cultural, ideologically active as
well. A place that is imagined as much as it really exists, that is desired
as much as it is transforming.

The second question that for me is absolutely important, is the idea of
the space, and particularly, the relationship between the private and
public space. The sequences of spaces and the relationship established
between public and private, between physical and visual, have brought
some of the most beautiful, fruitful moments of the history of architec-

ture. Today, students see only images, bi-dimensional images for the
Jacades. They don’t work with section, they don’t work with the plans,

they don’t draw. They see just images on the screen. They have not an

idea about the relationship, interior spaces. They don’t speak about
what is happening in the inside, so this interior space and the relation-

ship with the public and the stereo spaces is absolutely important.

Finally, the materialisation, materials and techniques. The capacity
to express an idea, and to be constructed. Surely, this work of mate-
rialisation, absent of the most attractive reflection of the moment and
reflection that are written into this, absolutely into this for me’.

Brigitte Weber said that imposing the ‘right” design against the de-
mands of the investor is a mission in a country like Turkey where
there is high dynamics of economical development: ... /[I'm trying
to make the right design. Of course, the conditions in Turkey is some-
what different than in Europe. Architecture, as a common theme is
very much ignorved for a long time, because the construction compa-
nies have built many buildings. There is a very strong development in
the last ten years, in which architecture becomes an important at this
point. Unlike other European countries, investors give us architects the
design possibilities. In a sense, we have committed to them. We can not
build anything without the investor’s intention of making. While we
can not built a hundred percent of what we want, or at least we should
be happy because you are able design. Sometimes we may need to edu-
cate investors, it should be our mission, we must stand behind strongly
whatever we are doing, and we need to educate the investors in regard
to pull them a point where we wanted’.

[-..] I think that first we have to spend our energy to establish a trust
relationship. With this confidence we can train them to ... [...] also
need to educate society on this issue. The community wants to investors

to do the right job.

Which Kind of Theory? this is the question.

As Mangado said ‘T think that theory is important” ...“but the ques-

tion is which kind of theory “. He highlighted that everybody talks

about theory unnecessarily: “Tn my opinion, everybody speaks about
theory of architecture, and in this, they are enveloping some kind of
decisions that in fact they are not architectural decisions, so now every-

thing is called in some way theory of architecture, but in the end, it’s

history, economic, some social analysis...I prefer to speak about theory

of the project, that is much more specific and it's much more important,

so there are a lot of architects that speak about architecture, telling that
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Mimarlikta teoriyi anlamsiz buldugunu séyleyen Murcutt: “Insanlar
teoriden ok bityiik paralar kazanwyorlar. Bakin, teori iyidir, ama ger-
¢k gibisi de yoktur. [...] bazi alanlarda teori cok onemlidir, ozellikle fen
bilimlerinde, bizim alanimizda da onemli olabilir, ancak gerceklerle
desteklenmesi gerekir”, diyor.

Son senelerde Istanbul’da tasarladigt yapilarla adindan séz ettiren
Weber ise mimari tasarimi teoriyle a¢iklama yaklagiminin kisitlayi-
c1 yonlerinden soz etmektedir: “/.../] sanki bir ar gozligii etkisi ya-
ratabiliyor, yani goriisiimiizii engelleyebiliyor. Teoriye ibtiyacimiz var,
onunla yetistik, egitildik. Tiim gegmisimizde, nereden geldigimizde,
her yerde teori var. Ne yaptigimizi agiklamak anlatmak gerektiginde
teoriyi kullanabiliriz. [...] fakat bazen teori goriisiimiizii kapatabilir.
Bazen agik olmamiz gerekir, ama bazen de yaptiginiz seyi agiklama-
ma ozgirliginiiziin olmast gerekir.[...] bence bazi olgular agiklan-
mamalidir.[...] cok yetenekli olmayanlar kendilerini teorinin ardina
saklayabiliyorlar’.

Sezgilerin tasarimdaki rolii hakkinda diisiindiikleriniz...

“Sezgi bir tabmin degildir” diyen Murcutt, soyle devam ediyor. “Da
Vincimin giiglii sezgileri vards. Sezgi pek cok faktoriin uwygulandig ile-
7i bir sigramayla yapilan, sonradan ciiriitilmeye calisilan belli seviyede
bir bilgi icerir. Ongirdiigiinii giiriitemiyorsan o zaman belki gecerli hale
gelir. Diisiince alaninda sezgi en kiiciimsenen olgu olmugstur. Einstein
gibi insanlara bakin, nesi varsa hepsini 6grenmeyle agiklayamayiz. Cok
onemli bir miktarini anlamas, sonra sigramalar, atlamalar yapmas, ola-
stliklars hayal edebilmis, iizerinde ¢alismas ardindan ongoriilerini pro-
Jjelendirmistir. Ben Einsteinnin ileri siirdiigii tiim teorilerinde sezgileri-
nin bigyiik pay: olduguna inansyorum. Cogu kez hakls cikmastiy. Mimari
alaninda da bu derece sezgileri olan sicrama yapabiliv. Ayni zamanda
kesfetme ile de cok yakindan iliskilidir. Sezgi yaraticiligin aksine kegfet-
me ile ilgilidir.

Yaraticilsk ise,... aslinda ben pek ok insana gove gitay: biraz asags seviye-
lere koywyorum. Bence yaratici siiveg, yaratics olmaktan ¢ok bir isi nasil
yaptiginla baglantilids. Diger bir degisle, yaratici siireg arastirmact bir
yol izlemekle iliskilidir.

Sezgilere geri donersek, bence sezgi cok agik bir mekan anlayisi, boyut,
malzeme ve tesisat bilgisi gerektirir ve ayrica bunlarin nasil bir araya
gelebileceginin hayal edilerek, giizel bir is iiretilebilmesi ile ilgilidir. Bu
ytizden isikla ilgilidir, havalandirma ile ilgilidir, dosemede kullands-
Gin malzeme ile ilgilidir. Sezgin derki, bu malzeme ile bu malzemenin
kombinasyonu iyi sonug verecek, ve bityitk bir sigrama yapacaksn....
yatak odasinda yatagin burada olmasini istemiyorum bence bu cok
onemli diyeceksin, Yatagr peyzaja itecegiz ve cepheye giines kirict ka-
natlar koyacagiz, bunlar tropik bolgedeki sabah giinesini engelleyecek,
bunlar ayrica riizgar: da kesecek ve manzaraya bir cergeve olustura-
cak, yani ayni anda pek ¢ok seyi gerceklestirmis olacagiz. Veya bu giines
kirici kanatlar disare dogru uzanabilirler ve cevrede demir-oksit veya

boksit oldugundan kirmizi boyanmas olmak yerine, cok yesil bir ortam
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it’s a theoretical approach, but at the end, it's a very weak approach,
but I know few architects that speak about theory of architecture”.

Murcutt said that theory in architecture is pointless: “People earn big
incomes on theory. Look, theory’s fine. Theory’s fine but theres nothing
like the real. ... So theory is extremely important in many fields, ...such
as Science,... and it can be important in our freld as well but it’s got to

be backed up finally by the realities”.

Weber who has a great success in recent years for the buildings con-
structed in Istanbul said that explaining a design artefact with theory
may restrict the designers: “/... ] It can create the effect of a horse glasses,
ie, it can prevent our view. We need theory, we grown up with it, we
trained with it. All our history, where we came from, everywhere there
is the theory. We use the theory to explain what we are doing. |[...] But
sometimes the theory may close our view. Sometimes we need to be open,
but sometimes you need to have your freedom to explain what you are
doing. [...] I think that in some cases why we are doing not be explained.
[-..] Those who are not very talented can hide behind the theory.

What about the role of intuition in designing?

Murcutt started to say that “Intuition is not a guess “ and continued

with: “Da Vinci had great intuition. Intuition is having a level of
knowledge that, when other factors are applied, one can actually draw

on the knowledge and then project, make a_jump ahead and then set
about disproving. If you can’t disprove what yowve projected then it
may be relevant and so intuition is a most underestimated area in

thinking. You've got to look at people like Einstein. He didn’t learn all
what he had. He understood a huge amount but then he made jumps

and leaps and he was able to visualise the possibility of something and
then think about it and work it out himself and then be able to then

project it and say this is what I believe is happening in whatever system

he’s talking about. And he’s shown to be pretty right in most things and
that is intuition... in architecture one can have that level of intuition

which takes the leap. It's really about discovery as well. Intuition is as

much discovery as opposed to the creativity.”

“Creativity, I put at a scale much lower than most people. 1 think the
creative process is much more to do with the way one goes about doing
things than being creative. In other words, it’s the investigative way and
the discovery ...”

“So, back to intuition, I think intuition is really relevant to those who
have a very clear understanding of space, of dimension, of materiality,
of servicing so that one can visualise how all these strands can come to-
gether and produce beautiful work. So it’s about light, it’s about ventila-
tion, it’s about floor playing, whether you want to use timber. Intuition
says these are the combinations that you could use or I'm going to make
a huge jump and I'm going to... 1 think that it’s going to be important
that we don’t have a bed that’s just a bed that’s in the room. We'll push
the bed out into the landscape and we'll put blades out which are going
to stop the sun but it’s going to stop the early morning sun in the tropics
and it’s going to break down the wind and it’s going to frame the view
and there are going to be several things happening at the one time. Or
the blades go out and, instead of being painted red in the area where it's



olusturabilirler. Ortamda hig toz yoktur. Veya yapinin doguda olmasi-
na isteyebiliriz, bu cok kolaylikla yapilabiliv, yatags bu yone dogru ko-
numlandirabiliriz. Yatags mekanin disina iterek binanin otesinde bir
konumda yaratmas oluruz, ve sonra giines kirics kanatlar kuzeydogu
riizgariny getirir, giineydogu riizgariny getirir,sabah giinesini getirir,
giines winlar ogleye kadar yansy, taki giines yapinin arkasina donene
kadar ve yine 15181 yansitrr, diisiik 151k ovans olan Londya gibi iilkelerde
oldugu gibi... Giines kiricilarinin oldugu yerde ortaya cikan durumu
goriirsiiniiz, bunlar: geri cekersiniz, tamamen beyazdirlar, oda iginde
giizelce yanstyan bir 151k elde etmis olursunuz, tamamen zekice. Ancak
bu bilgi sayesinde, daha ileri sirayabilirsiniz, iceride kalmak yerine,
disart itmeyle basladik ve iste sezgi bu basarily sonucun miimkiin ola-

bilecegini soyler”.

Mimarlikta sezginin 6nemini vurgulayan Mangado, sezgiyi bilgi ve
tecriibe ile soyle iliskilendirmektedir: .../ Bence iki farkly karar ver-
memiz gerekiyor. 1lki rasyonel digeri ise sezgiseldir. Sezgisel olma, ifa-
de edilememe durumu degildir. Cok calisma ve derin bir bilgi birikimi
sonrast kazanilabilir, Picassoda bu sekilde ifade etmistir. Ben ¢alisivken
ilham ve sezgilerim onemlidir. Pek cok sezgisel kararim daha ilk arsay:

ziyaretim sirasinda belirir’.

Weber'e gore sezgiler tasarim siirecinde daima yer aliyor: .../ bence
tasarimda iki farkls yol var: birincisi metodik yol, digeri ise sezgisel yol.
Her iki metodu bir tasarimci kullanmalidsr. Fakat benim deneyimim,...
siiveg iginde pek gok arastirma yaparsiniz, aniden bir fikir ortaya ¢ika-
bilir bu bir his gibidir de ayni zamanda... Belki bunu siyleyerek tiim
bu yaptiginiz metodik alismaya, arastirmalara, eskizlere aykirs olacak
ama... her zaman bu ilk sezgisel fikir zibninizin bir kisesinde sizi mes-
gul eder. Bazen bu ilk fikre geri donersiniz, cogu kez de dogru yaklasim
bu olur”.

Andrija Rusan'da sezgilerin 6nemine vurgu yaptiktan sonra, yaratic
olanla olmayan arasindaki farki sezgilerin belirledigini sdylemektedir:
“[...] Hissedilen bir an, agiklanamayan, iste bu sanatcilar: digerlerin-

den ayirir”.

Son olarak, Cizmek neden 6nemli?

Murcutt gizmek ile yarauciligin iligkisine vurgu yapmaktadir. Ingiliz-
cede gegen ¢izmek ‘draw’ kelimesi ayni zamanda ¢ikarmak ve ¢ekip
almak anlamlar1 da tagidigindan bu kelimenin zihindekini ¢ikarmak,
anlamak i¢in agiga ¢ikarmak eylemiyle olan iligkisini anlatir. Anlamak
ta bilmektir. Anlamak, bilmek ve ortaya ¢ikarmak el ve zihnin birlikte
caligmasi ile mimkiin olur. “Eger Pallasmaa’nin ‘the Thinking Hand’
kitabini okuduysaniz, goreceksiniz ki, Pallasmaa ellerimizin zibnimizi
gelistirdigine dair cok net kanitlar ortaya koyar. Diger bir degisle elleri-

mizle bir seyler basaririz ve zibnimiz bunu algilar.

George Stiny, MIT de bilgisayar programcisi, matematikgi, harika bir
adam,.. belli kapilardan gegmenin amag oldugu, bilgisayarin bu kapi-
lardan gegmeyi basaramadigs bir program yazdh.

going to be red because of the iron oxide and bauxite, it’s going to be in a
very lush environment. There’s no dust. But what we want is the aspect
of that building to be east but you could, just as easily, have it east and
just have your bed just there. By pushing the bed out into that space,
it’s offering the bed into something beyond the building and then these
blades that go out pick up the northeast winds, pick up the southeast
winds, pick up the light that's in the morning, bouncing off there until
midday, until the sun gets onto the back of it and it bounces the light
back in much the same way as those reveals did in low light level coun-
tries, such as London and what-have-you. You see the reveals inside the
room where the shutters, they pull the shutters back and theyre all white
and you get this beautiful light bouncing into the room, all very smart,
but by having that information, one jumps to further make it, instead of
it being just inside, you start to push it out and the intuition is to say this
is the possibility. It's going to do this, this, this and this, let’s try it.”

Mangado emphasized the importance of intuition in architecture,
he associates intuition with the knowledge and experience as fol-
lows: “T think that at the end, we have, or we assume two different
kinds of decisions. One is rational and the other one is completely in-
tuitive. Intuitive doesn’t mean that it has not to be illustrated. Imean,
the intuition is much important, much better when he is coming from
a very deep knowledge, after working a lot, so it’s what the same thing
that this question that was told by Picasso.... Many of the intuitive de-
cisions that I have, that I take are coming precisely from this first visit
to the site, many of them’”.

According to Weber, intuition always exists in designing: .../ I
think there are two different ways in designing: first one is the me-
thodical way, and the other one is the intuitive way. A designer should
use both methods. But in my experience ... you do a lot of research in
the process, a idea may occur suddenly, it may be a feeling as well ... that
you do all this work in a methodical way, the research, the sketches, but
.. all the time would be contrary to the intuitive idea that will keep you
busy in a corner of your mind. Sometimes you will return to the first

idea, often this is the right approach. “

Andrija Rusan also emphasised the importance of intuitions then
he continues: “/...] Intuition is something what make the difference
between artists, or creative people and not creative people’.

Last, why is sketching important?

Murcutt pointed out that sketching and creativity are very much

related: “If you have a splinter, in English, you want to take it out. You

draw it out. You use drawing ointment to also help in that. 1o draw

is to bring out. To draw is to reveal. To reveal is to understand. To

understand is to know. And, when youve got those factors available,

then the whole idea of drawing the hand and the mind... The hand, if
you read Pallasmaa’s book, The Thinking Hand, you'll see that he has

all the evidence to say that our hands developed our brains. In other
words, we achieved something with our hands and our brain under-

stood that, that our hands could do it again”

When George Stiny, a programmer, computer programmer at Massa-
chusetts Institute of Technology in the United States, mathematician,
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Kanitlamak istedigi sey el-goz koordinasyonunun onemiydi. Bunu el-
20z diigiinmesi olarak adlandirmistir. Stiny bu programin bir ¢iktisini
almag, insanlarin bir kalemle iizerinden isaretleyerek otomatik bir se-
kilde fark etmeden kapilardan gecip hedefe ulastiklarin: gozlemlemistir.
Bilgisayar bunu yapamuyor. Bunun nasil gergeklestigini anlamamiz la-
zum... Neyi kiigiimsityoruz benim goriigiime gore, ¢izim yapmay: mimar-
liktan soyutluyoruz, neredeyse uluslar avasi boyutta bu boyle...farkinda
olmadan ogrencilerin diisiinme potansiyelini azaltryoruz, ve bence bu
¢ok zor, kiigitk bir bebegi su dolu kitvete firlatmak gibi bir sey...Bilgisa-
yar ¢izim masast, T-cetveli ve kalemlerimizin bizim igin yaptigindan
cok da farkly bir is yapmuyor. Sadece kullandigimiz bir avactir. Cizim
masast, T-cetveli ve kalemlerimiz nasil bizim icin tasarim yapmuyorsa,
ayni sekilde bilgisayarda bizim igin tasarim yapmaz. Fakat bilgisayar
¢ok faydalidir. Mesela, bir catr sistemi icin en ekonomik sistemi aragti-
riyorsam, 250%ye 75 lik bir modiiliin 700 m?’ lik bir ¢ats yiizeyini nasil
ortecegini, minimum ziyanla nasil kaplayabilecegimi anlamak dizere

hesap yapmak icin cok idealdir.

Cizmek, bu sekilde (bilgisayarla) calismak istiyorsaniz, peki, ama ben
¢izdigim ber cizgide mekani zibnimde canlandiriyorum. Ciinkii ben bu
noktaya, sonrada bu noktaya, sonrada bir digerine hareketimi diisiiniir-
ken tasarlyyorum. Elim hareket ettikce mekan: algilryorum, hissediyo-
rum. ki noktaya bakmuyorum, mekan bu iki noktayla ilgili degil...”

Cizim yapmay1 6nemli buldugunu séyleyen Mangado'da 6grencileri-
ni bu yonde cesaretlendirdigini soylilyor. “Projeyi cizerken mubakeme
etmek ve diisiinmek igin daba gok firsat gikar...[... ] ozellikle kesit cizmek
benim igin gok onemlidir. Her zaman ozellikle kesit iizerinde dururum’,

diyor.

Ofisinde her zaman eskiz yapilmasini 6nemsedigini séyleyen
Weber'de maket yapiminin mimari tasarim siirecindeki 6nemini vur-
gulamaktadir: “Her zaman ofisimde ¢alisanlarimin yeterince kagit ve
kalem kullanmadiklarinda sikayet ediyorum. Bence bu son 15, beklide
20 yildsr, karsimiza ¢ikan bir problemdir. Bilgisayar kesfedildiginde
her seyi bilgisayarlarla yapmaya yonlendirildik, ben de takim arka-
daglarim: maket yapmaya, elle ¢izim yapmaya, hacimleri bissetmeye
tesvik ediyorum. Ciinkii elle cizdigimizde, ¢izginin yoniinii, egrinin
agisiny degistivmede yeterince zamanimiz olur. Bilgisayarla tasarim
yapryorsaniz, ok hassas bir sekilde boyutlars belirlemelisiniz, aslinda
bu sadece wygulama projelerini ¢izmek gibi... Mimarlikta hayran ol-
dugumuz insanlara bakarsaniz, hepsinin eskiz yaptigini goriirsiiniiz,
maketle ¢alistiklariny goriirsiiniiz. Bunu son 15 senede kaybettik. Bu
sekilde bireysellik de kayboldu... Bence gelecekte bu isin dogasinda olan
eskiz ve elle calismaya, geleneksel merotlara geri donecegiz. Bunu umu-

yorum...”

Yapilan yorumlar gosteriyor ki temel tasarim prensipleri ve sorum-
luluklar, yaklagimlar temelinde mimarlarin gortgleri benzerlikler
icermektedir. Hepside tasarim siirecinde problemi anlama, gevresel

fakeorleri iyi okuma ve sentezleme konularinda benzer goris bildir-
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fantastic guy... He's written a programme on the computer where he has

certain gates that the computer can’t get through and what he wanted
to prove was the hand-eye connection. He calls it eye-hand thinking
... And Stiny has then, has this programme printed out and you take
a pencil and you move through it and you automatically, youve gone
through the gate without realising it. The computer can’t get through
that gate. You have got to then work out how... You have to make it
to do it but it won't do it automatically whereas the hand has gone
through. So what we are underestimating, in my view, in eliminating
drawing from architecture, as it’s almost internationally being elimi-
nated, is that we are reducing the potential of thinking by each student,
and I think that is really difficult and it should not be something that
we just throw out the baby with the bathwater.

The computer is really very little different in what it can do for us really

than a board and a T-square and a parallel rule. It’s only an instru-

ment. The parallel rule and a board and a T-square don’t design for you

and the computer doesn’t design for you but the computer’s very good.

For example, if I want to know that the most economic system for a roof
structure is something like 250s by 7Ss at 700 centres but it doesn’t work

with my module of the building, then I've got to look at to see what is the

nearest millimetre to that that I can get a module that works with living
rooms, dining rooms, kitchens, bathrooms, sewing rooms, dressing rooms

and all those things so that I can get the module working very well. You

can do that with a computer very quickly and that's wonderful. Those

sorts of things are wonderful. To draw, if you want to draw that way,

it’s fine but I've got to say that I know that each line I draw I'm visualis-

ing the space because I'm not having to think about a point here that I
designed to determine and a point there and there’s a line that moves

through. My hand is going through that and I'm feeling that space. I'm

not looking at two points. My space is not related to two points.

Mangado who always encourages his students to sketch using pen-
paper thinks that sketching is very important in designing: “When
you draw there would be more opportunities to think and reason about
the project” ...[...] “especially the cross-section is very important for me
to draw. Every time I stand on the cross-section”.

Weber said that she always cared about making sketches and models

in her office: “I always complain about not using enough pen and
paper in my office. I think we encountered this problem in the last 15,

perbaps 20 years. When the computers are discovered, we directed to

do everything with computers, and I encourage my teammates to make
models, making hand drawings, and feeling volumes. Because when

we draw, we have enough time to change the angle of the curve. If you

are designing with computers, the dimensions must be specified the pre-

cisely, like the construction drawing...in fact, if you look the architects

everybody admire, you will see they are working with models, they are

sketching. We lost this in the last 1S years. In this way, individuality of
the work is lost... I think we will come back to the traditional methods

of sketches and hand-work. I hope that ... “

The architect’s comments show that the basic design principles, re-
sponsibilities, and approaches are shared as the common attitude.
They all demonstrated similar approaches to the design processes,



mislerdir. Ayrica giinimiizde mimarlik 6grencilerinin gorsel imgeyi
gereginden fazla 6nemsemelerini ve gelencksel tasarim yontemlerine
ornegin, eskiz yapmaya karg1 biraz ilgisiz kalmalarini, endise verici bul-
maktadirlar. Yeni teknolojilerin tasarimda kullanimi ile bir anlamda
mimari digiinceyi ifade etmede kullandigimiz araglar degisebilmek-
tedir, ancak tasarim isinin dogasi pek de degismemektedir. Tasarim
trtinleri her zaman oldugu gibi toplumun ihtiyaglarina gore sekille-
nebilmektedir. Yukarida yapmis oldugumuz goriismelerde de ortaya
konuldugu gibi, mimarlar yagadiklari toplum igerisinde ¢ok 6nemli
bir hizmet vermekeeler, ancak bu hizmetin sinirlarini belirleyecek mi-

marlarin mesleki sorumluluk bilinci olacaktir.

Degerli fikirlerini bizimle paylastiklart ve TOBB ETU Mimarlik bsliimiince diizen-
lenen Oris Giinleri 2012 etkinligine verdikleri katki icin Glenn Murcutta, Francisco
Mangado’ya, Brigitte Weber’e ve Andrija Rusan’a tegekkiir ederim.

I wish to thank our dearest guest speakers, Glenn Murcutt, Francisco Mangado, Brigitte
Weber and Andrija Rusan for the interviews.

understanding of design problem, environmental factors, and the
synthesis of the design solution. In addition, they all share the con-
cerns of the education of the new generation of architects. They em-
phasized that students give unnecessary credit to the visual imagery
and not to spend enough attention to sketchingand the traditional
design tools. With the employment of new technologies in design-
ing, the representation tools of the design idea are also changing, but
this does not mean that ‘the nature of design’ is also changing. The
design products are always the reflection of the needs of the society.
As it is highlighted in our interviews above, architecture discipline
is very important as a service to the society, but the borders of this
service will be defined by the professional sense of responsibility.
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Taribsel Arka Plan

1995 Yilinda son bulan kanli Balkan savagi sonrasi bagimsizligini ka-
zanan Hirvatistan Avrupanin en geng tilkelerinden biridir. Adriyatik
denizi boyunca uzanan bir anakara ve agiklarinda yer alan irili ufakl
binlerce adaya sahip olan Hirvatistan yaklagik 56,000 km?* kilometre-
karelik bir alana sahiptir ve niifusu da dért milyonun biraz tizerinde-

dir.

Bu ‘yeni’ tilkenin tarihi ise ok eskilere uzanir ve bir anlamda genel
Kita Avrupast tarihinin bu bélgedeki kiigiik bir yansimasi niteligin-
dedir. 1102 yilinda bogta olan Hirvat tahtini kral Koloman’a veren
Hirvatistan o tarihten sonra Macaristan'in egemenligi altina girer.
Hirvatistan’in gesitli bolgeleri daha sonra sirastyla, Osmanli, Venedik,
Hapsburg ve Avusturya-Macaristan Imparatorlugu'nun pargast hali-
ne gelir. Alman kiltiriintin Hirvatistan tizerindeki gtiglii etkisi 1526
Moha¢ Meydan Savag’'ndan sonra baglar. Tiim Balkanlar1 etkisi alt-
na alan Osmanli etkisi Hirvatistan’t da derinden etkiler ve bu durum
Katolik Hirvat yoneticilerini Turkler’e karst Haspburglar ile zorunlu
bir igbirligine iter. Avusturya’nin Hirvatistan tizerindeki etkisi 1683
yilinda gergeklesen Ikinci Viyana Kugatmast sonrast daha da belirgin-
lesir ve 20. Yiizyilin ilk donemine kadar da artarak devam eder.

Hirvatistan Birinci Diinya Savagi sonrasinda bagimsizligini ilan eder
ancak bu bagimsizlik kisa siirer. Savag sonrasi yeni kurulan diinya di-
zeni Hirvatlari birkag ay icerisinde Sirplar ve Slovenlerle birlikte olu-
san Yugoslav Kralligr'nin bir parcast haline getirir. Ikinci Diinya Savasi
sonrast ise Hirvatistan’in tarihinde yeni bir boliim acar. Fagizmin ka-
sip kavurdugu yillardan hayli yipranmig ¢ikan bu topraklarin halklar:
Hirvat Maresal Josip Broz Tito 6nderliginde yeniden bir araya gelerek
Sosyalist Yugoslavya Cumhuriyeti'ni kurarlar. Ancak bu yeni sosyalist
tilke savag sonrasi kurulan Dogu Blogu'nda yer almaz ve ileriki do-
nemde, 1961 yilinda Belgrat’ta Tito'nun inisiyatifiyle kurulan Bagim-

Historical Background

Croatia is one of the youngest countries in Europe after it obtained
its independence following the bloody Balkan War in 1995. Lying on
the Adriatic coast, Croatia, with its thousands of Islands in Dalmatian
archipelago, covers an area around 56,000 km? It has a population of

slightly over four million.

While the country may be young its antecedents can be traced back
to Ancient times, mirroring the general history of the continental
Europe in its region. In 1102 the Croat Crown was passed to King
Colaman, which brought Croatia into the Hungarian Kingdom.
The following centuries saw various parts of Croatia come under the
sovereignty of Ottoman Turks, Venetians, Hapsburgs and the Austro-
Hungarian Empire. The powerful impact of the Germanic culture
over Croatia was first established at the Battle of Mohacs in 1526.
This occurred as a result of the Turkish threat in the Balkans, which
forced Catholic Croats to establish more direct and stronger ties with
the Hapsburgs. The Austrian influence became even more visible after
the second unsuccessful Ottoman attempt to capture Vienna in 1683

and continued well into the early Twentieth Century.

At the cessation of the First World War, Croatia declared its
independence. This independence, however, was short-lived because
within a couple of months a new hegemony was established when
the Croatia together with Serbia and Slovenia formed the Kingdom
of Yugoslavia. Hence the post Second World War era opened a new
chapterin Croatian history. Crushed by Fascism during the World War
I1, the people established the Socialist Republic of Yugoslavia under
the leadership of the Croat Marshal Josip Borz known as universally as
“Tito. The new Socialist Republic, however, did not join the Eastern
Block in the post-war period instead becoming an important member

of the Non-Aligned Movement established as Tito’s initiative in 1961
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sizlar Grubu'nun 6nemli bir tiyesi olur. Bu gelismeler Yugoslavya'yr di-
ger sosyalist rejimlere kiyasla daha agik ve hem Bat1 diinyasi, hem de

diger bolgelerle iyi iligkiler kuran bir tilke haline getirir.
Ancak Tito'nun 1980 yilindaki 6liimii Yugoslavyada birgok tast ye-

rinden oynatir ve degisik etnik ve dini gruplarin bir arada ve uyum
icerisinde yagsadig1 Yugoslavya'yr karanlik gtinler bekler. Calkantili ge-
¢en bir on yil sonrast butiin bolge 1991 yilinda birbiriyle savagir hale
gelir. Eski Yugoslavya cumhuriyetlerinden Slovenyanin bagimsizligi-
n1 elde etmesi Bat1 Avrupanin kosulsuz destegi ile sorunsuz bir ekil-
de gergeklesirken, Hirvatistan ve Bosna-Hersek’in bagimsizliklarini
kazanmasi ancak arkasinda yiiz binlerce 6lii ve yakip yikilmig sehirler
birakan bir savag sonrasinda miimkiin olur. Savag 1995 yilinda biter ve
Hirvatistan yaklagik 900 yillik bir aradan sonra bagimsizligina tekrar

kavusmus olur.

Yukarida kisaca agiklanan tarihsel siirecin bir yansimasi olarak ¢ag-
dag Hirvat kiltiiriiniin olusumunu sekillendiren iki temel kaynaktan
soz etmek mimkiindiir. Bunlardan birincisi 6nce Hapsburglar daha
sonra da Avusturya-Macaristan Imparatorlugu onderliginde gelisen
Orta Avrupa kiiltirtidir. Giiniimiizde Hirvatistan tizerindeki Avus-
turya etkisi soyal ve ckonomik alanlarda kendisini hissettirir. Mimari
s6z konusu oldugunda da Avusturya etkisi en giicli sekilde Zagrep,
Varazdin ve Osijek gibi tilkenin i¢ kuzey kisimlarinda yer alan gehir-
lerdeki Barok mimarlik 6rnekleri ile gozlemlenebilir.! Hirvatistan’in
ilham aldig1 ikinci kiiltiirel kaynak ise bagta 6nemli bir ticaret sehri
olan Dubrovnik olmak tizere Zadar, Split ve Rijeka gibi Adriyatik ge-
hirlerinde en belirgin haliyle gézlemlenebilen Akdeniz ve Adriyatik
kiilttirleridir. Bu gehirler Hirvatistan’in i¢ bolgelerinde yer alan gehir
ve kasabalarin gelisim siirecinden belirgin farkliliklar gosterirler. Or-
nek vermek gerekirse Roma sehircilik esaslarina gére kurulmus olan
Zadar ve Split gibi 6nemli sehirler ile 7. Yiizyilda Slavlar ve Avarlar
tarafindan yikilan Roma sehri Epidaurum’dan (giiniimiizde Cavtat)
kagan go¢menler tarafindan kurulan Dubrovnik gerek mimarileriyle
ve gerekse kendine 6zgii idari yapilariyla Hirvatistan’in diger bélgele-
rinden ayrilirlar. Sonugta bu iki temel uygarligin kadim degerleri ile
yogrulan ¢agdas Hirvatistan saglam temeller tizerine inga edilmis di-

namik ve tiretken kiiltiirel ve sanatsal bir ortama sahip olur.

Cagdas Hirvat Mimarliginin Kokleri

Hirvat mimarisinin gelisim siireci de yukarida kisaca 6zetlenen tarih-
sel gelisimin bir yansimast olarak Avusturya, Italyan, Bizans ve Slav
etkilerini barindirir. Hirvatistan'in i¢ ana bélgesi degisik kiltiirlerin
etkisi altinda gelisir. Ulkenin kuzey-batist Avusturya hikimiyetinde,
Dubrovnik harig biitiin Adriyatik sahili Venedik Cumhuriyeti kont-
roliinde, doguda yer alan Slavonya bolgesi de Osmanli topraklari ice-
risinde yer alir. Bu politik durumun bir sonucu olarak da Avusturya
etkisi daha ¢ok kuzey-bat1 bolgelerinde hissedilirken, Adriyatik sahil-
leri boyunca Venedik etkisi vernekiiler mimariden biytik 6l¢ekli ka-
tedrallere kadar hemen her tiir yapida etkisini gii¢lii olarak gésterir.

Bosna-Hersek’e yakin olan i¢ bélgelerde ise yerel Slav mimarisi ile Os-
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in Belgrade. In contrast to other socialist regimes of the era, Yugoslavia
enjoyed relative freedom and established good relationships with

Western Europe and other many countries of the world.

The death of Tito in 1980, however, was to shake the very foundations
of the Socialist Republic of Yugoslavia. It removed the glue that held
the country’s ethnic groups together. What followed were the dark
days of a turbulent decade that led to the bloody conflict in 1991.
With unconditional support from the Western Europe, the former
Yugoslavian Republic of Slovenia acquired independent sovereignty
without any major trouble. But the transition to independence for
Croatia and Bosnia-Herzegovina came at an immense cost. The
shocking war that continued for four years left in its wake hundreds
of thousands of dead as well as the destruction of many cities. The end

of the war in 1995 brought Croatia its independence after 900 years.

Against this complex historical background, two principal influences
can be indentified that shaped contemporary Croatian culture.
The first is central European culture, which flourished under the
leadership of Hapsburgs, and later the Austro-Hungarian Empire.
Today the Austrian influence can be seen almost all aspects of
social and economic affairs of Croatia. In terms of architecture, the
impact of Hapsburgs and Austro-Hungarians can most vividly be
seen in the baroque architecture in cities such as Zagrep, Varazdin
and Osijek—all located in the inner northern part of the country.!
The second significant influence came from the Mediterranean and
Adriatic cultures as vividly expressed in the City State of Dubrovnik
and other Adriatic cities such as Zadar, Split, Rijeka and Pula. These
cities express a very different historical milieu in comparison to other
cities and towns located in the inner regions of Croatia. For example,
Zadar and Split are cities established on Roman planning principles
while Dubrovnik, founded by refuges from Roman city Epidaurum
(presently known Cavtat), was sacked by Slaves and Avars. This
resulted in a different administrative structure and architecture when
compared with other Croat cities. Today, contemporary Croatia
boasts a dynamic, productive and artistic cultural blending two major

civilisations.

The Origins of Contemporary Croatian Architecture

Mirroring the country’s historical journey, the development of
Croatian architecture has strong Austrian, Italian, Byzantine and
Slavic influences in the three different regions of Croatia. North-
west of Croatia, for example, was under Austrian hegemony;
the whole Adriatic coast, except for Dubrovnik, under Venetian
control; and Slavonia in the east controlled by the Ottomans. This
led to Austrian influence on the architecture of the north-west,
Venetian influence on the architecture along the Adriatic coast
(from vernacular to large cathedrals) and local Slavic traditions
and Ottoman architecture in the inner territories close to Bosnia-

Herzegovina. Hence a rich Croatian architectural and planning



manli etkilerini izlemek mimkiindiir. Sonugta Hirvatistan’in zengin
mimari mirasi kiigik kasabalarda ve kirsal alanda goriilen yerel malze-
me ve tekniklerin sekillendirdigi sivil mimariden, Ronesans yapilari-
na, Orta Avrupa Barok mimarisinden, 19. Yiizyil Neoklasik tislubuna
ve Roma sehir planlama prensiplerine kadar genis bir yelpazede 6r-
neklere doludur.

Yukarida agiklanan zengin mirasin olusturdugu temeller Gizerine inga
edilen 20. Yizyill Hirvat mimarisi de bu tarihi perspektif icerisinde
dogar ve zamanla degisik akimlarla yogrularak 6zgiinlesir. Modern
Hirvat mimarliginin gegirmis oldugu seriiven 1920’li yillarda 100,000
kisilik bir niifusa sahip Zagreb sehrinde baslar. Ulkenin kuzey i¢ ke-
siminde yer alan bu sehir 6zellikle 19.Yuzyilin ikinci yarisindan iti-
baren Hirvatistan’in, siyasi, ekonomik ve kiiltiirel merkezi olma yo-
lunda ilerler. $ehrin sahip oldugu bu statii mimarisinde de gortilebilir
ve Zagreb onceleri Viyana Sesesyon akiminin daha sonra da Moder-
nizmin Giiney-Dogu Avrupadaki merkezi haline gelir. 1919 yilinda
kurulan Zagreb Teknik Yitksek Okuluw'ndan (sonralart Zagreb Uni-
versitesi Mimarlik Boliimii olacaktir) mezun olan Hirvat mimarlart
Viyana, Prag ve Graz gibi Orta Avrupa sehirlerindeki tiniversitelerde
egitilmis olan meslekeaslariyla birlikte Novo Gradenje (Yeni Ingaat)
olarak adlandirilacak olan mimari akimin temellerini atarlar. Bu sii-
regte, daha Hirvatistan topraklarinda herhangi bir mimarlik okulu-
nun bulunmadig1 yillarda, Viyana Universitesinin modern Hirvat
mimarliginin olusumunda 6nemli bir rol tistlendigini de hatirlatmak
gerekir. Viyanada yetigmis bircok mimar modern Hirvat mimarligi-
nin dogusu ve geligmesi siirecinde 6nemli sorumluluklar Gistlenmigler-
dir. Unlii Avusturyali mimar Adolf Loos ile temasta bulunan Viktor
Kovadic bu donemin en 6nde gelen isimlerindendir? Her ne kadar
Zagreb Borsasi’nda olugu gibi bazi tasarimlarinda neoklasik tislubu
tercih etmis olsa da gergeklestirmis oldugu teorik ¢aligmalar sayesinde
Kovacdic modern Hirvat mimarliginin kurucusu olarak kabul edilir.
1900 yilinda Zagreb'te yayinlanan kiiltiir dergisi Zivot'ta yayinlanan
Moderna Arbitektura (Modern Mimari) baghkli 6nemli makalesin-
de Kovacic mimarinin ‘bagimsiz ve ¢agdas’ olmasi fikrini savunur ve
donemin bir bagka Avusturyali mimari olan Otto Wagner’in mimari

prensiplerini yansmr.3

Kovatice ek olarak 20. Yiizyilin ilk donemleri modern Hirvat mima-
risinin temellerinin atilmasinda 6nemli roller Gstlenen bir¢ok bagka
isme de taniklik etmigtir. Adolf Loosun 6grencisi olan Zlatko Neu-
mann, Viyanada egitimini tamamlayan ve dnce bir siire Peter Behrens
daha sonra da Pariste Le Corbusier ile ¢alisan Juraj Neidhardt, Dres-
den egitimli ve bir stire Hans Poelzig’in Berlin'deki ofisinde ¢alisan
Drago Ibler Hirvat mimarliginin bu dénemdeki 6nciilerindendirler.
Neidhart'in daha sonralar1 Saraybosna’ya yerlestigini ve bolgenin
oncii iiniversitelerinden biri olan Saraybosna Universitesi'nde aka-
demisyenlik yapugini ve en olgun yapitlarini hayatinin kalan stiresi-
ni bityiik bir verimlikle gecirecegi Bosna-Hersek’te gegirdigini de bu
noktada hatrlatmak gerekir.

heritage can be seen consisting of baroque cathedrals, Roman
city planning principles, Renaissance, Nineteenth Century Neo-
classism and a vernacular architectural spectrum shaped by local
materials and techniques, especially in the rural areas and small

towns.

Based on this rich history, a Twentieth Century Croatian architecture
has emerged, which over time has distinguished itself with a unique
blend of architectural styles. These styles were best expressed in
Zagreb, circa 1920s-a city having approximately 100,000 at this
time. Located in the inner northern part of the country, Zargreb
was to dominate the political, economic and cultural life of Croatia
in the second half of the Nineteenth Century. The city’s status can
be seen in its architecture where Zagreb was the first centre for the
Viennese Secession movement and then modernism in South-
Eastern Europe. Indeed graduates of Zagreb Technical High School
(established in 1919 and later became the Architecture Department
at the University of Zagreb), together with young Croatian architects
professionally educated in Vienna, Prague and Budapest were to lay
the foundations of an architectural movement named Novo Gradenje
(New Construction). And in the absence of an architectural school
in Croatia, the University of Vienna was to play an important role
in the development of modern Croatian architecture. Hence many
graduates educated in Vienna played took significant tasks in the
birth and development of modern Croatian architecture.! Viktor
Kovatic, who had contact with the famous Austrian Architect Adolf
Loos, was one of the leading figures of this era. Although Kovacic
favoured neoclassicism in some of his designs—for example, the
Stock Exchange Building in Zagreb— his theoretical works identify
him as the founder of modern Croatian architecture. In his influential
article, Moderna Arhitectura (Modern Architecture) published in
Zivor (Life), an art magazine based in Zagreb in 1900, he defends
the idea that ‘architecture should be independent and contemporary’,
which supports the architectural principles of the famous Austrian

architect, Otto Wagner.?

In addition to Kovacic, other influential figures emerged who were
to help lay the foundations of Twentieth Century modernism in
Croatia. Pioneers of Croatian architecture in this period were: Zlatko
Neumann, a pupil of Adolf Loos; Juraj Neidhardt, who completed his
education in Vienna and worked with Peter Behrens and Le Corbusier
in Paris; Drago Ilber, educated in Dresden, who worked with Hans
Poclzig. It is noteworthy that Neidhardt later moved to Sarajevo and
taught at Sarajevo University-one of the leading universities of the
region. He also designed his most important buildings in Sarajevo

where he lived until the end of his life.
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Donemin yogun entelektiiel ve sanatsal atmosferi bircok Hirvat
mimarina kendilerine 6zgi teoriler gelistirme ve bu teorilerini ta-
sarimlarinda uygulamalar firsatini vermistir. Birinci Diinya Savagi
sonrast olugan ortam Hirvat mimarlari sosyal problemlerin ¢ozii-
miine ve ozellikle de Zagreb'de yaganan barinma zorluklar: igin ¢6-
zimler Gretmeye yonlendirir. 1929 yilinda bir grup Hirvat sanatgi
ve mimar tarafindan kurulan Zemlja (Diinya) Grubu'nun kurulus
manifestosu sanat ve mimarinin toplumun gergek ihtiyaglarini yan-
sitmast fikrini savunur, ve tipki 1928 yilinda Isvigre'deki La Saraz
Satosu’'nda agiklanan CIAM deklarasyonu gibi Modern Mimarli-
gin 6nemini vurgular: ‘Herkes kendi ¢aginin gerekleri ile birlikte
ve ruhunda yagamalidir. Cagdas yasam onemli toplumsal meseleler
ve fikirlerle doludur... Sanatc1 yeni toplumun isteklerine duyarsiz ol-
mamali veya toplumsal birligin disinda kalmamalidir... Ciinkii sanat
ve hayat bir buitindiir* Bu arada Hirvat mimar Hugo Enrlich’in La
Saraz'daki toplantiya katildigini, Josip Pi¢man, Ernest Weissmann ve
Vlado Antoli¢ gibi mimarlarin kurmus oldugu Radna Grupa Zagreb
(Zagreb Atolyesi) grubunun CIAM 1n sonraki toplantilarinda akeif
gorevler tstlendigini ve nihayet 1956 yilinda son CIAM toplantisi-
nin Dubrovnik’te yapildigini not etmek gerekir.’ Yukarida adi gecen
ve bagka bircok Hirvat mimar tarafindan tasarlanan yapilar 1930 ve
40’lardaki Orta Avrupa Modern Mimarligi'nin en kaliteli ve 6zgiin
orneklerindendir. Bu yapilar bir anlamda da sonraki dénemlerde
Hirvat mimarhiginin gecirmis olacag: basarili sertivenin habercisi

niteligindedirler.

Ikinci Diinya Savag1 Sonrasi Dénem

1950’lerinbaglarindanitibaren timdiinyadaoldugugibiHirvatistan'da
da yeni kurulan diinya diizeni etkisini mimari tizerinde de gésterir.
Yukarida da belirtildigi gibi Hirvatistan Ikinci Diinya Savagt sonrast
yeni kurulan Sosyalist Yugoslavya Federal Cumhuriyeti'nin pargast
olur. Her ne kadar komiinist tek-parti tarafindan yonetilse de yeni
Yugoslavya savag sonrast Sovyetler Birligi onderliginde olusan Dogu
Blogu i¢inde yer almaz. Bu durum Yugoslav halkinin diger sosyalist
rejimlerin halklarina oranla goreceli de olsa daha fazla ozgirlugu
yagsamasini mimkiin kilar. Bu siire¢ icerisinde Hirvat mimarlari da
1920’lerden1940’lara kadar olan siirede elde ettigi kazanimlarini siir-
diirebilme imkanina sahip olurlar. Savas oncesi kurulan Zemlija gibi
oncii olusumlar 1950 ve 60’larda ortaya ¢ikan akimlar ve platformlar
sayesinde devam eder. Bu akimlarin en géze batanlart EXAT-51 (De-
neysel Stiidyo 1951), Gorgona (Gorgonlar, 1959-66) ve Nove Ten-
denciye (Yeni Yaklagimlar, 1961-73) olarak siralanabilir.® Bu gruplarin
temel 6nceligi mimarinin giincel ihtiyaglar1 kargilamaya yonelik basit
bir servis saglayici olmasinin yani sira entelektiiel ve elestirel bir faali-

yet oldugu fikrini savunmak olarak belirginlesir.

Oteyandan savag sonrasi harap bir durumda bulunan iilkedeki yeniden
hizlanan ingaat faaliyetleri Hirvat mimarlara ve ozellikle de Zagreb
Universitesi akademisyenlerine yeni firsatlar sunmugtur. Bu dénemde

Hirvat mimarlari sadece yeni binalarin yapiminda gérev almakla
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The intense intellectual and artistic atmosphere of this period allowed
many Croatian architects to establish theoretical frameworks for their
designs. The years following the First World War saw them thinking
about socio-economic problems, particularly the need for shelter in
Zagreb. The Zemlja (Earth) Group, for example, established by a group
of Croatian artists and architects in 1929, in its declaration, called for
artand architecture to reflect the contemporary needs of the society. In
their founding manifesto they emphasised the importance of modern
architecture in much the same way as the CIAM Charter had done at
the Chiteau La Sarraz, Switzerland in 1928. The manifesto declared
that: ‘One should live in one’s own age. One should create in the
spirit of the current age... The artist should not avoid the desires of the
new society or stand outside the collective, because art expresses the
control of the world. Because art and the life are one’* It is important
to note here that the Croatian architect Hugo Enrlich participated
in the meeting at La Sarraz. In the following years members of a
progressive group called Radna Grupa Zagreb (Zagreb Workshop),
established by architects Josip Pi¢man, Ernest Weissmann and Vlado
Antoli¢, participated in the CIAM’s subsequent meetings, the last of
which was held at Dubrovnik in 1956.°The buildings designed by the
above mentioned Croatian architects inter alia are among the prime
examples of Modern Architecture in Central Europe of the 1930s and
40s. In this sense, these designs are indicative of the successful journey

of Croatian architecture in the following periods.

Post-Second World War Era

From the early 1950s the changed political landscape impacted on
Croatian architecture in a similar way to the impacts experienced in
many other counties. As noted above, Croatia had become part of the
newly created Socialist Federal Republic of Yugoslavia. Although run
by a single communist party regime, it was not part of the Eastern
Block countries set-up as satellites to the Soviet Union. This allowed
the people of Yugoslavia to enjoy relative freedom when compared to
other post-warsocialist countries. Given this political climate, Croatian
architects were able to continue their practices and theoretical works
in much the same way as they had in the 1920s and 30s. Avant-garde
groups established before the war, such as Zemlja, continued to found
new movements in the 1950s and 60s. The most important of these
were EXAT-51 (1951 Experimental Studio), Gargona (Gargons)
and Nove Tendencije.* The major aims of these movements were to
promote the idea of architecture not only as a service provider for
basic societal needs but also to establish a platform for intellectual

and critical thought.

Increased construction activity after the war also provided
opportunities for Croat architects, especially academics at Zagreb
University. This period saw architects not only design new buildings

but also take important roles in the planning of new quartes along the



1/1958 EXPO Yugoslavya Pavyonu
1958 EXPO Yugoslavian Pavilion

2 / Tarih Miizesi, Saraybosna / Historical Museum, Sarajevo

yetinmeyip, schirlerin etrafindaki, 6zellikle Adriyatik sahilleri ve i¢
kuzey-bat bolgelerinde yeni yerlesim merkezlerinin planlanmasi ve
tasarlanmasi konularinda oldukga yogun bir sekilde ¢aligmiglardir. Bu
tiir uygulamalarin en goze batan érnekleri Novi Zagreb (Yeni Zagreb),
Plo¢e kasabasinin yeni alanlar1 ve Split gehrinin genigleme alani
caligmalar1 olarak gosterilebilir. Bernardo Bernardi’nin 6zgiin detay
¢oziimlerine sahip yapilari, Bogdan Budimirov’un prefabrike toplu
konut uygulamalari, Vyenceslav Richter’in 1958 EXPO Yugoslavya
Pavyonu (Fig. 1), Vladimir Turina ve Boris Magas tarafindan ortaklaga
tasarlanan ve bugiin Bosna-Hersek sinirlari icerisinde yer alan Zenica
sehrindeki tiyatro binasi, yine Boris Magas, Edo Smidhen ve Radovan
Horvattarafindanortaklaga tasarlanan ve giiniimiizde Bosna-Hersek’in
bagkenti Saraybosnada yer alan Tarih Miizesi (Fig. 2) ve heykeltirag
Vojin Baki¢ tarafindan tasarlanan Petrova Anit (Fig. 3) bu donem
i¢erinde dikkat ¢eken gok sayidaki uygulamalardan ilk anda akla gelen
birkag 6rnek olarak gosterilebilir. Bu 6rnekler savag sonrast donemin
gozde mimari akimi olan Uluslararast Uslubun Hirvatistan'daki
en bagarili 6rnekleri arasindadir. Adi gegen bagarili mimarlik
uygulamalarinin yani sira Neven Segvi¢ , Andrija Mohorovidié, ve
Fran Gotovac tarafindan ortaya konulan ve mimarlik pratiginin 6zgiin
orneklerinin ortaya ¢ikmasina digiinsel anlamda katkida bulunan
teorik caligmalar da savag sonrast Hirvat mimarligindan s6z ederken

unutulmamasi gereken gelismelerdedir.”

1960’lar sonrasi Yugoslavya'da sosyal yapiyr derinden etkileyen ve so-
nuglar1 1974 yilinda anayasada yapilan degisikliklerde goriilen koklu
degisiklikler yaganir. Aslinda bu siireg 1970-71 de Zagreb'de bir grup
ogrencinin baglattugi ve ‘Hirvat Bahart’ olarak adlandirilan gosterilerin
bir sonucudur. Bu donemde Yugoslavya pazar ekonomisinin sisteme
cklemlenmesi ile sonuglanan gelismelere taniklik eder.® Bu geligmeler
dogal olarak tilkedeki mimarlik faaliyetlerini de etkiler. Bu degisimin
gozlemlenebilecegi en belirgin 6rnekler de Adriyatik sahilleri boyunca
uzanan oteller ve diger turistik tesisler olarak 6ne ¢ikar. Artan sosyal
haklar ve goreceli de olsa gelisen ekonomi Adriyatik sahillerini butiin
Yugoslavya’nin ve Dogu Blogu tilkelerinin gozde tatil merkezi haline
getirir. Andrija Cicin-Sain ve Zarko Vincek tarafindan Dubrovnik'de
yapilan Libertas Oteli, Zdravko Bregovac ve Ivan Filip¢i¢ tarafindan
ortaklasa tasarlanan Zadar'daki Barbara Oteli ve Primostende Lavro
Perkovi¢ tarafindan yapilan Mirna Luc¢ica Oteli ile Boris Maga$ imzali
Sibenik’deki Solaris Oteli ve Malinskadaki Haludovo Oteli (Fig. 4)

bu dénemde ortaya ¢ikan 6nemli mimarlik 6rneklerindendir.’

3/ Petrova Anit1 / Petrova Monument

fringes of existing cities, especially along the Adriatic coast and inner
north-west part of Croatia. The most vivid examples of such works can
be seen in Novi Zagreb (New Zagreb), the new development district
in the town of Plo¢e, and in the expansion districts of Split. Again
in this period saw the prefabricated residential designs by Bogdan
Budimirov, the 1958 Yugoslavian Expo Pavilion by Vyenceslav Richter
(Fig. 1), the joint theatre design by Vladimir Turina ve Boris Magas
in the city of Zenica (currently straddling the borders of Bosnia-
Herzegoviba), the Historical Museum in Sarajevo (Fig. 2) by Boris
Magas, Edo Smidhen ve Radovan Horvat and the Petrova Monument
(Fig. 3). This monument bears the signature of the sculpturer Vojin
Baki¢. These examples are amongst the many successful architectural
projects during the period reflecting the popular International Style
in Croatia. In addition, theoretical works by Neven Segvi¢, Andrija
Mohorovi¢i¢, ve Fran Gotovac should not be forgotten because they
also helped with the implementation of such innovative examples of

architectural practice.

Significant changes in the social structure of Yugoslavia took place in
the 1960s as reflected in the Yugoslavian constitutional amemdents of
1974. These amendments were made as a response to demonstrations
during the ‘Croatian Spring’ initiated by a Zagreb student group in
1970-71. This period saw Yugoslavia introduce extensive economic
and political reforms with the aim of introducing some market
economy practices into the system.® These developments, by their
very nature, were to affect architectural practice in the country. The
progressive economy also opened many new areas of opportunity for
Croat architects allowing them to gain experience dealing with larger
budgets and better technological sources. The Adriatic coast is where
changes in architecture during this period are most clearly observed.
It is also notable that improvements in the economy together with
more equality in social rights have made the coasts of Crotaia one of
the most sought after tourism destinations for people in Eastern Bloc
countries. The Hotel Libertas in Dubrovnik by Andrija Ci¢in-Sain and
Zarko Vincek, the Hotel Barbara in Zadar by Zdravko Bregovac and
Ivan Filip¢i¢, the Hotel Mirna Luéica in Primosten by Lavro Perkovi¢
and the Solaris Hotel in Sibenik and the Hotel Haludovo(Fig. 4)
in Malinska by Boris Maga$ are prime examples of the outstanding

architecture of this period.” In addition to tourism facilities, 1970s
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5 / Koprivnica Lise ve Spor Kompleksi
The High School and Sport Complex, Koprivnica

6 / Katarian Frankopan Cocuk Yuvast
Katarina Frankopan Kindergarten

9 / Cagdas Sanatlar Miizesi, Zagreb

Contemporary Arts Muscum, Zagreb

Bahsi gegen turizm 6rneklerinin yani sira 1970’ler Hirvatistant diger
Yugoslav cumhuriyetlerinde de oldugu gibi, ¢ok sayida sosyal konut
yapimina da taniklik etmigtir. Bu 6rneklerin bir kismi keskin kiibik
hatlari, devasa boyutlari ile bir anlamda Sovyet toplu konut mimarisi-
ni animsatsa da yetenekli Hirvat mimarlarin ellerinde gekillenen ¢ar-
pict 6rnekler de goriilir. Dinko Kovadi¢ tarafindan Split'te yaplilan
apartman bloklar1 bu donemde tasarlanan sosyal konut projelerinin
iyi bir 6rnegi niteligindedir.

Ekonomideki liberallesme, Yugoslavyanin bagimsizlar blogundaki
onemli yeri ve 6zellikle de 1900’lerden beri siiregelen mimari dene-
yim, 1980’lere gelindiginde Hirvat mimarlara daha genis alanlarda
caligma olanag saglar. Bu gelisme Yugoslavyanin yasamaya bagladig
siyasal calkantilar nedeniyle 80’lerin sonunda ve 1991-95 arasindaki
savag sirasinda gegici bir siire igin kesintiye ugrasa da 1990’li yillarin

ilk yarisindan itibaren Hirvat mimarligi yeni bir doneme girer.

Cagdas Yaklagimlar

2000’li yillara gelindiginde ise Hirvatistan savagin yaralarini sarmaya
baslamig ve Avrupa Birligi'ne tam tiye olma yolunda bagarili adimlar
atmigtir. Bu donemde yaganan ekonomideki canlanma ve ulusal kim-
ligi bir anlamda yeniden inga etmenin verdigi heyecan ve gurur Hirvat
mimarlarina tilkenin hemen her yerinde basarili 6rnekler ortaya koy-
ma firsatin1 verir. Diger bir deyisle asirlar sonra gelen bagimsizligin
verdigi moral bir anlamda Hirvat kiiltiiriiniin yeniden yazilmasina
olanak verirken Hirvat mimarlar da bu ortamda kendilerine verilen
sansi en iyi sekilde kullanir ve cagdas Hirvatistan'in ulusal kimliginin
yaratilmasinda tizerlerine diigen gorevi layikiyla yerine getirirler. Ay-
rica Bat1 Avrupa ile artarak gelisen iligkiler Hirvat mimarlara diger
tilkelerdeki meslektaglartyla daha etkin ve dogrudan iliski kurma ve

diinya mimarligindaki en son akimlari izleme firsatini verir.

Guintimiizde Adriyatik kiyilar1 yukarida bahsi gegen verimli mimarlik

caligmalarinin en iyi sekilde gozlemlenebildigi bir bolge olarak 6ne ¢i-
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10/ Acil Servis Merkezi, Zagreb / Emergency Building, Zagreb 11/ Zagreb Arena Stadyumu / Zagreb Arena Stadium

8/ Zamet Centre

12/ Hirvat Bisoplugu Konferans Merkezi

Croat Bishop’s Conference Centre

Croatia in a similar way to other Federal Sates of Yugoslavia witnessed
the construction ofalarge number of social housing projects. Although
some of those projects reflect Soviet architectural traditions with their
cubic mass, there are other inspiring examples designed by the hands
of skilled Croat architects. Dinko Kova¢i¢’s apartment blocks in Split,

for instance, are successful examples of this period.

It should also be mentioned that the economic liberalisation, the
leading role Yugoslavia played in the Non-Aligned Movement and, in
particular, the rich architectural experience since the 1900s allowed
Croat architects to increase their practices in the 1980s. Although
this process was temporarily interrupted by the political instability in
the country during the late 1980s and the war between 1991 and 95,

from the mid 1990s on Croatian architecture entered a new era.

Contemporary Approaches

By the early 2000s Croatia had started to recover from the devastating
impacts of the war and taken important steps to become a member
of European Union. In this period the economic recovery, pride
and excitement in the construction of contemporary Croat culture
has given rise to significant opportunities for Croatian architects
to produce charming designs in many parts of the country. While
the country’s independence has a long gestation over after many
centuries, it also spawned a reconstruction of Croatian history. In this
context architects used this opportunity to fulfil the successful task
of rebuilding with great enthusiasm. The increased relationship with
Western Europe also allowed Croat architects to have more direct
contact with their partners in many different countries and follow the

latest trends in world architecture.

Today Adriatic coast is the place where this prosperous architectural
practice can be most vividly observed. Its preserved natural landscape,

built heritage and modern infrastructure has made the region one



kar. Bozulmamis dogal dokusu, korunmus tarihi ¢evresi ve cagdas alt-
yapistile Adriyatik kiyilar1 Avrupa'nin en gozde turizm mekanlarindan
biri haline gelir. Geligen ekonomi ve bolgeye artan uluslararas ilgi de
bagarili mimarlik uygulamalarinin gelismesine katkida bulunur. Dub-
rovnik, Zadar, Split, Rijeka gibi bolgenin belli bagli sehirlerinde kisa
bir gezinti kiigiik ol¢ekeeki i¢ mekan diizenlemelerinden, anitsal yapi-
lara, kentsel tasarim uygulamalarina kadar birgok 6zgiin 6rnegin ba-
sartyla uygulama sansi bulabildigini anlamaya yeterlidir. Bu 6rnekler
diinya mimarligindaki en son egilimleri bagariyla yansitir niteliktedir.
Lea Pelivan ve Toma Pleji¢ tarafindan Koprivnicada tasarlanan Lise
ve Spor Kompleksi (Fig. 5), Saa Randic ve Idis Turato tarafindan Krk
Adasinda yapilan Katarina Frankopan Cocuk Yuvas: (Fig. 6), Miljen-
ko Bernfest ve Lovorka Prpi¢ imazali Sisak’taki Sosyal Merkez, Goran
Rako imzali Metkovi¢'deki Narona Miizesi (Fig. 7) ve 3LHD imzali
Rijekadaki Zamet Centre (Fig. 8) bahsi gecen basarili uygulamalar-
dan ilk anda akla gelenler olarak karsimiza ¢ikar. Aslinda bu bagari-
I1 uygulamalar Adriyatik kiyilart ile sinirhi degildir ve bagta Bagkent
Zagreb olmak tizere Hirvatistan'in diger tiim bélgelerinde 2000°1i y1l-
lardan itibaren yapilmis ve halen yapilmakta olan 6zgiin mimarlik 6r-
nekleri hemen her gehirde yer alir. Igor Frani¢’in Zagrebdeki Cagdas
Sanatlar Miizesi (Fig. 9), Marko Dabrovic, ve Davor Katusi¢ imzali
Zagrebdeki Acil Servis Merkezi (Fig. 10), UPI — 2M imzali Zagreb
Arena Stadyumu (Fig. 11) ve Nenad Fabijani¢ liderligindeki bir ekip
tarafindan tasarlanan Zagreb Universitesindeki Hirvat Bisoplugu
Konferans Merkezi (Fig. 12) giiniimiiz Hirvat mimarliginin 6zgiin ve

bagarili 6rneklerinden sadece bazilaridir.

Sonugta bu ‘geng’ ilke mimarlik alaninda diinyadaki ¢agdas mimarlik
pratiginin bélgesindeki temsilcisi durumundadir ve zengin mimari
mirasi sayilari her gecen giin artan yeni 6rneklerle daha da zenginles-
mekeedir. Ve cagdas Hirvat mimarisinin ileriki yillarda da diinya mi-

marlig1 icerisinde adindan sikga s6z ettirecegi stiphesizdir.

of the most popular holiday destinations in Europe. The dynamic
economic life together with the increased international interest also
supports this productive architectural practice in the region. A quick
tour of major cities in along the Adriatic coast such as Dubrovnik,
Split, Zadar and Rijeka would be sufficient to observe many successful
applications of contemporary architectural practices in Croatia
ranging from small scale interior designs to monumental buildings
and urban design works. These works successfully represent the latest
trends in world architecture. The High School and Sport Complex
(Fig. 5) in Koprivnica by Lea Pelivan ve Toma Pleji¢, Katarina
Frankopan Kindergarten on the island of Krk (Fig. 6) by Idis Turato
and Sasa Randic, the Social Centre in Sisak by Miljenko Bernfest
and Lovorka Prpi¢, the Narona Muesum (Fig. 7) in Metkovi¢ by
Goran Rako and the Zamet Centre (Fig. 8) in Rijeka designed by
3LHD are amongst the many examples of contemporary Croatian
architecture in this region. Such successful applications, however,
are not limited to Adriatic coast and many charming examples
constructed after 2000 can be found in Zagreb and other Croat cities.
Zagreb’s Contemporary Arts Museum (Fig. 9) by Igor Frani¢ and
the Emergency Building (Fig. 10) by Davor Katusi¢ and the Arena
Stadium in Zagreb (Fig. 11) designed by UPI-2M as well as the Croat
Bishop’s Conference Centre at Zagreb University (Fig. 12) by Nenad
Fabijani¢ are excellent examples of the many triumphant applications

of contemporary Croat architecture.

In summary this ‘young’ country of Croatia is representative of the
world’s contemporary architecture. And its rich architectural heritage
is becoming even richer with the increasing number of innovative
and exciting new designs. Contemporary Croatian architecture
will certainly continue to be mentioned increasingly in the world

architecture in the following years.
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TOMA
PLEJIC

“Bizim adlandirdigimiz sistem fiziksel bir
deneyimin otesinde, duyusal deneyim yolu
ile anlasilabilecek bir kavramadir.”

“What we termed as system is a concept
that can be understood beyond a physical,
but through emotional experience.”

1977 dogumlu Toma Plejic, 2001 yilinda Zagreb’te
Mimarlik Fakiltesinden mezun olmustur. 2003
yilinda Lea Pelivan ile birlikte kurduklari Studio-
Up adli ofislerinde calismalarina Zagreb'te devam
etmektedir. Bircok sergi ve bienale katilmislardir.
2004 yiinda Venedik Bienalinde, 9. Uluslararasi
Mimarlik Sergisi'nde Hirvatistan’i temsil etmigsler
ve 2009 yili Mies van der Rohe Avrupa Cagdas
Mimarlik Odiili  kapsaminda “Umut Vadeden
Mimar” kategorisinde, Hirvatistan'in  Koprivnica
kentindeki spor salonu projeleri ile Studio Up/Lea
Pelivan ve Toma Plejic 6zel 6dil almislardir.



Davetiniz i¢in ¢ok tesekkiir ederim. Burada olmak, boyle bir olusumda

yer almak harika bir sey. Ozellikle geng mimar adaylari icin bu tiir etkin-
likler ¢ok 6nemli, cok geng olan bu tiniversitenin birinci sinif 6grenci-
lerinin de béyle bir etkinlikle egitimlerine baglamalarini biytik bir sans
olarak goriiyorum.

Sizlere son birka¢ yildir yaptigimiz caligmalar1 sunacagim. Bu son
birkag yil Hirvatistan i¢inde ¢ok ilging yillardir. 2001 yilinda mezun
olduktan sonra 2003 yilinda, kii¢iik bir kentte spor salonu yarigma-
sina kauldik. Caligmaya 1995 yilinda baglamistik, Savagtan sonra, bu
yarigma bizim i¢in bir anlamda yeni bir baglangi¢, Hirvat mimarisi
i¢in de yeni bir adim olmugtu. O dénem nerede oldugumuzu tanimla-
mak ¢ok zordu ama bugiinkii ortami daha tiretken ve verimli tanimla-
mak mimkiin. Bugiin uluslararasi kabul géren Hirvat mimarligini ve
Hirvatistan’s tanimlamak son on yildir ¢ok daha kolay olmaktadir. Bu
bina, bir 6neri olarak geng tecriibesiz mimarlarin tiriintidir. Bu kiigiik
sehirde spor salonu ile bir yiiksek okul programin tek bir ses olarak, _
ancak yarigma sonucu bazi eklemelerle bir 6l¢iide degismistir- oncii
bir yap1 olarak degerlendirilebilir. Bir yapida, ti¢ vardiya calisan ti¢ ayr1
okul olugturulmasi ve 2000 kisilik spor salonu ¢ok yiiklii bir programi
gergeklestirmek demekei. (fig. 1)

Orada okuyanlar1 daha ¢ok motive etmek, daha iyi standartlara ka-
vusturmak daha ¢ok 6grenmelerini desteklemek, 6grenmelerini ilging
hale getirmek adina yeni bir egitim modeli i¢in bizi ¢ok destekledi-
ler. O zaman hentiz ¢ok gengtik, 26 yasinda ve deneyimsiz hig bir yap1
gerceklestirmemistik, ¢ok sanshiydik girdigimiz ilk yarigmay: kazan-
mis ve projeyi gerceklestirebilecek bir firsat yakalamigtik. Hizla 2003
de stiidyomuzu aguik. Ogrencilere devamli meraklarint siirekli kilma
mesaji vermek istedik. Yarigma siirecinde bizi ¢ok etkileyen, Zagreb'te
kiictik bir salonda oynatilan projeksiyonlar vards, derslerimizde bu tiir
projeksiyonlarla bitiriyorduk. Bu ilk proje, tiim ¢aligmalarin girisi gibi,
distniilebilir. Daha sonra Hong Kong bienalinde “ultra light koy” ser-
gisi ile yer almak istedik ve bunu bityiik meydanda 1/1 6l¢ekli uygula-
ma ile gergeklestirdik. (fig. 2)

Ceviren/Translated by: Hakan SAGLAM'

Thank you very much for the invitation. It’s a great thing to be here, it’s a
great thing to participate and to invent this kind of event. It’s very impor-
tant to young pcopic, to have these kinds of mish mash of architects and
practices and context in a row, and I think it’s really important for this
young architectural department to have these kind of ambition, to start
this kind of event, for the first students.

I will show you our production in the last few years. These last few years
were very interesting in Croatia. I will start with the beginning, I used
to end with the project for gymnasium, but this time, I will begin with
the beginning. So, in 2003, we participated in this competition for the
gymnasium in a very small city, and we graduated in 2001. We started
our studies in 1995, after the war, and this competition was some kind
of start for us, and it was the start of the new wave of Croatian archi-
tecture, or Croatian bloom of architecture. At that time, it wasn’t easy
to describe, where is Croatia, but nowadays, thanks to Days of Oris and
Oris Magazine and this situation, very productive. The last ten years it’s
easier to describe where is Croatia, and even Croatian architecture is in-
ternationally recognised. This building, this proposition, it’s a result of
inexperienced young architects. It’s a mono volume of gymnasium and
high school in a small city, but at some extent, the competition brief was
rebellious. They were practising three schools, three high schools in one
building, in three shifts, so they were motivated by the fact that there are,
they have the lowest degree, they had the lowest percent of college degree
people in that county, so they announced a huge programme, a very re-
bellious programme, for high school, for 900 students in one shift, and a
sport hall, for 2,000 spectators.(fig.1)

They were motivated to produce a new kind of educational settings, to
offer them best standard, and to provoke them to learn more, to be more
interesting in knowledge. At that time, we were very young. We were
26, and we were also inexperienced, without any prior realisation. This is
our first competition entry, and we were lucky, we won this entry, and we
get the possibility to realise the projcct, to start our office immcdiatciy.
So, we started the studio up in 2003. So, we used to finish our lectures
with this movie. It’s a brisky point with the ending of the film, with this
multiple repetitive explosions, and while we were working at that com-
petition, there was a series of projcctions in one small theatre in Zagrcb,
so we entered this projection and it influenced us, and it has a similar
rebellious energy, like the competition brief. The only clear effect, or the
only clear work is that this wonder on this envelope of toasted bread, so
we always address the students that message, to keep wondering. This was
the first projcct, this is the last projcct for the, these two projccts serve as
akind of intro. It’s made in Hong Kong big city Biennale for Architec-
ture and Urbanism, and we were asked by them to participate within the
ultra light village exhibition, on the main civic square, so the task was to
realise one to one scale pavilion on that great, huge piaza.(ﬁg.Z)

Ceviri dogrudan konugma ses kayitlarindan yapildigindan 6zellikle Hirvatga gecen net anlagilamayan kent, yap1 ve sanatgi isimleri metinde yer almamugtir.

Since the translation is done directly from the audio recordings, particular names of Croatian cities , buiidings and designers which are not clearly recognized are not included in the text.
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[lk 6nermeden sonra giivenlik nedeniyle ugan cat: fikrinden vazgecip

yeni bir concept hazirladik. Ogrencilerle birlikte farkli 6neriler hazirla-
dik bu projede onlardan bir tanesiydi. Sonugta farkli caligma modelleri
ve ozellikle kamyonlarda kullanilan branda ile kaplanmus, i¢ mekani ol-
dukea yansitic akrilik ile renklendirilmis panellerden olugan, yalin ta-
stytct sistemli, yitksek bir barinak projesi 6nerdik. Ama burada yapmak
istedigimiz Buckminster Fuller in ¢ok hafif striiktiirlerinden farkli bir
seydi. Bizim adlandirdigimiz bu ¢ok hafif sistem fiziksel bir deneyimin

otesinde, duyusal deneyim yolu ile anlagilabilecek bir kavramdi.

Biri buyiik digeri kigtik iki girigli tek bir mekan olugturduk. Girigler-
den biri daha bireysel, sizi dogrudan yapinin merkezine yonlendirmek-
te, digeri ise daha ¢ok bireyle dig diinyanin ¢atigma atmosferi olarak ele
aldigimiz, digin igeri ¢ekildigi, daha dogal daha toplumsal bir mekan
olarak tasarlandi. Diigtincemiz ¢ok siradan, ¢ok yalin ama giiclii bir
etki yaratmakei. Bir anlamda, kiigiik 6l¢ekli bir mimari “nano mimari”
diyebilecegim bir kiigiik barinak. Sokiliip takilabilen, bir bagka yere
taginabilen bir mimari. Digtince, sehrin herhangi bir yerinde kurula-
bilecek, herhangi bir fonksiyona hizmet edecek bir ¢esit sergi aletini,
yani birey ve ¢evre 6l¢eklerine uyan mekani gergeklestirebilmekti. Birey
mekanin sinirlarinin farkinda degildir. Bir yanilsama ile i¢ mekan daha
biiyiik algilanmakeadir. I¢ mekanda ¢ok farkli yansimalarla elde edilen
kaleideskop etkisi bunu saglamaktadir. Bu, i¢inden yaya yada motorlu
gecen birinin, bir anlamda kendimizi yada i¢inde yagadigimiz diinya-
y1 gozlemesi igin yaratilmig bir atmosfer, bir kara deliktir. Bizim yaga-
digimiz yer gibi, bir 6nsoz veya propaganda gibi digiiniilebilir. Bizim
kentimiz gibi, béliinmiis bir kent gibi. Irlanda'da bir etkinlige katilmak
i¢in, tiim Avrupadan katilan 6grencilerle kiigiik kitapgiklar hazirlayarak
bolinmiis kentleri, yabancilagmay1 diger sanatcilari da kullanarak anlat-
maya ¢aligtik. Bu kent aslinda gergekten bizi olugturdu, ilging, saldirgan,
calkantili, Akdenizli pek ¢ok karakteri olan celiskili, karmagik bir kent.
Biz Split'de yetistik, sonra 1995 de Zagreb'e yerlestik ama ilk projemizi
kendi kentimiz i¢in yaptik.

Bir diger proje, geng bir yatirimei bizden terkedilmis bir bityiik magaza

yapisini dontistiirmemizi istedi. Yap: kot durumdayds, kullanilmiyor-
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After the first proposition, a flying roof was abandoned, because of se-
curity reasons. We proposed another concept. I will show you today a
few different collaborations. This collaboration, this project was the re-
sult of collaboration with students. Some working models, some different
proposals, but at the end, we proposed very simple structure, with a high
shape of a small shelter, which is covered with fabric, used for trucks, and
the inner space is all coloured with the acrylic, highly reflective sheets. So,
we didn’t want to establish some relationship with the Buckminster Fuller
of that ultra light relationship. We termed ultra light in a way, not in a
physical way, but in a emotional experience way. So, we had one space that
has two different entries, the small one and a big one, and as one enters,
you become the centre of the crowd, the individual, and at the other entry,
the exterior is sucked in, and you became more extroverted to the exterior
than when you are actually in the exterior, so we wanted to confront in-
dividual within the nature, within the society, or to have a fighting atmo-
sphere inside this interior, between the individual and the outer world. So,
models showing our intentions to have this multiple reflections, construc-
tion site, it’s very banal, it’s very simple, but the effect is powerful. So, it’s
some kind of small scale architecture, nano architecture, it’s a small shel-
ter. It can be reassembled and transported to some other place. The idea
is to have these pavilions for the exhibition dislocated to other parts of the
city, so it can function for something else, but it is some kind of device for
exhibiting the exterior, and to confront the scales of individual and outer
space. So, you are not aware of the limits of the interior, of the space. You
have this illusion of a much bigger space. You have a multiple reflection,
kaleidoscopic reflections, so you are manipulating, manipulated when
you are in. So, the atmosphere of the passing through the pavilion, even
one motorist drives through the pavilion, and it’s some kind of black hole
constructed to observe the individual or the world where we are living in.

So, this is Shenzhen, and this is some kind of introduction, or some kind
of propaganda, we are from...we are from Split. These are the papers that
we did for students of architecture from Europe, while attending an ASA
event in Ireland, so we made this booklet, small booklet, to introduce the
city of Split to strangers, and we used the super position of Brian Eno’s di-
ary. His insights about the Split. So, his words and it’s a really interesting
city, very aggressive city, very turbulent city, Mediterranean city, very full of
character, full of contradictions, and this city really shaped us. We grew up
here, and then we moved to Zagreb in 1995, so the first project is in Split.

It’s one department store, abandoned department store, and one young
developer approached us and asked us to convert this abandoned depart-
ment store, because of the shopping mall that are functioning well, this
department store is very sad and abandoned, and it’s not functioning



du ve artik fonksiyon digt kalmigt1. (fig. 3) Yatirimcinin bu yapiy: hos-

tele dontigtiirme fikri, bizimde bu fikri ger¢eklestirmek icin yiiz giini-
miiz vardi. Onerimiz yap1 i¢inde yollar, duvarlar, banyolar, helalar tiim
ihtiyaglar sistemi ile bir kent yaratmakti. Tiim bu sistemler bir kent gibi
ortak alanlar olarak digtintildi, yalnizca yataklar 6zel alan olarak tasar-
land. Yapinin tiim i¢ alanlarinin kamusal bir atmosfer olugturmasini is-
tedik. Cat1 arasinda yer alan daha litks denebilecek biiyiik odalar ¢iftler
i¢in ayrildi. Zemin kattaki tabelalar, kiigiik restoran alani, panoramik
asansor, yurtyen merdivenler, sayesinde bir tiir galaksiye girmek ya da
kentin duygusal bir hikayesini anlatabilmek i¢in farkli tasarimeilarla ¢a-
listik. Bu kent hakkinda anlatilabilecek pek ¢ok sizofreni, mantik digt
hikayeyi, yillarla tanimlanan oda numaralari ve duvarlarda yer alan on-
larin kiiciik hikayeleri ile yansitmaya caligtik. Yapida agik olmayan yon-
lendirmeyi ve derinlik algisini vurgulamak adina her seyi tek bir renk
ile anlattik. Orta avlu timiyle sariya boyandi. Metropol atmosferini
yakalamay, ¢oklu iletisim elemanlarini yansitmay1 hedefledik. Yapinin
merkezinde yer alan biyiik boglugu tanimlayan asansor, yliriiyen merdi-
ven, merdiven, odalar ve sokaklar gibi, biz de bazi karmagik iligkileri ve
iletigsimiyle gercekten ilging bir kent atmosferi yaratmaya ¢alistik. Kent
merkezinde manzaraya hakim yeni bir i¢ mekan olugturduk. Bu projede
en 6nemli sey bu gen¢ yatrimeinin biitiin kenti degistirme istegi idi.
Biz de ona bunu ger¢eklestirmede yardim ettik ve sonugta gergekten
tim meydan birden ¢ok canli bir mekana doniistii, yeni bir atmosfer

olustu.

Kentin ¢ok iyi noktasinda konumlanmig bu yapinin bagarisindan sonra
pek cok yatirimer hostel yapmak istedi. Zagrep'te ¢ok iyi lokasyonu olan
bagka bir yapiy1 aldik. (fig. 4) Yapt modernist bir yapiyd: ¢ok da ilging
degildi ama yeri ve manzaras: giizeldi. Cok kiigiik bir yapiyds, bu yiizden
renklerle grafik diizenlemelerle gorsel olarak yap: boyutlarini degistir-
meye ¢alistik. Dig cephede antik mirasi yansitmaya ¢alistik, umarim bir

ay icinde yap1y1 tamamlamis oluruz.

Bu bizim i¢in bir mola oldu ve sonra yeniden kendi kentimizde P10
adli karma kullanimli proje i¢in geri dondiik. (fig. 5) Kentin giineyinde

mevcut bityiik bir konuttu elimizdeki.

anymore, so he had an idea to transform this space into a hostel. (fig.3)
And, he had, he approached us in May, so we had 100 days to transform
this building into a hostel. So, we proposed a city within a building, the
system of streets and a system of walls, that are accommodatingall the ne-
cessities, baths, toilets and everything was incorporated within these huge
walls, and the rooms in hostels are like streets, and the only private space
is your bed space. So, we wanted to push this public atmosphere within
the whole house, and the penthouse is used for more luxurious rooms, for
couples. Some signage within ground floor, and then the small restaurant
space, then we kept all the panoramic elevator, the escalators, so you are
entering some kind of galaxy or some kind of Split storytelling, so we
collaborated with a designer here and a copy writer, and we wanted to in-
troduce these schizophrenic, or these paradoxical many stories about the
city, so every room is named by the year, and some small tale is described
on, in front of the room.

So, because of one colour, you don’t have clear orientation or a clear no-
tion of depth of the building, so everything is coloured in one colour,
sofa yellow. We wanted to reach some kind of metropolitan atmosphere,
... with all these multiple communicating clements. Elevator, escalator,
staircases, this huge void space in the centre of the building, and then
the rooms are like streets, and like we have an atmosphere of the city, of
some complex relationship with the communication, and then the upper
rooms that are really interesting. You have a new interior, with great vistas
over the city centre. The most important thing about this project is that
this young developer wants to change the city, because he is tired of lack
of programmes, lack of interesting people, so he is interested in changing
the city, and we immediately supported the idea, and at the night was
open and the piazza and the whole piazza was transformed into some
very vivid space, and a new atmosphere has happened there.

After that, everyone was interested in making more hostels, all around
Croatia, because of the success of this first hostel, but the one that we are
actually now building is in Zagreb, so it’s a very perfect location for this
hostel. (fig.4) It’s one modernist building, this one, on the left, but it’s
not so exciting as this one was, but the location is very nice, and the views
are very nice, so if you are in Zagreb this summer, it could be interesting
to you, to experience this hostel. These are the views of the top rooms,
but the spaces are very limited, so we manipulated the depth, the physical
very small dimensions, we somehow tried to manipulate with colour, with
graphics, with these stripes, and these upper rooms are interesting because
of also manipulation with the reflections of the exterior, of this antique
heritage, and the...now, we are going to finish it, I think, within a month.

This was just an intermission, and now we are back in Split, for the proj-
ect P10 mixed use building. (fig.5) You have here, the plus is the location
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1958 den beri yapilmaya caligilan fikir kentin kuzeyi ile giineyini sokak-
lar meydanlarla birbirine baglamaku. Bu fikir gergekten gok harika, ro-
mantik ve ilgingti. Ama bu arada diigiiniilen aks tistiindeki ti¢ mega yap:
projeyi gerceklestirmeye engel oldu. Orada bu yarigma i¢in yatirimerya
ait bir parsel vard1 ve biz hassas bir ritim yakalamaya ¢alistik. Sonugta
gokdelenlerden olugan bir gurup yapmaya karar verdik. Program, ko-
nutlardan olugan dért kiigiik gokdelen ve spiral bir yol izleyen ofisler,
butikler, aligveris merkezleri, Akdeniz bahgelerinin, garajlarin, su ke-
merlerinin yer aldig1 ¢cok yogun ve karmagik bir yapidaydi. Mevcut su
kemeri ve modernist ritim, bir taraftan ¢ok yogun diger taraftan da ¢ok
insan 6lgegindeydi. Cinki bunca yogun programa karsin komgularin
manzarasint kesmeden, modernist grafigi devam ettirdik ve bunu refe-
rans olarak kullanip kentin iki yakasini iligkilendirmek istedik. Bunun
i¢in kamusal alanlari, keskin geometrik formdaki yapilary, alt yapist ye-
nilenmis mekanlar1 ve konutlar: disgiindiik. Buiytik garaj, su kemeri, sii-
rekli devam eden Akdeniz bahceleri, revaklar eski ve yeni ¢ok farkli cep-
heyi bir araya getirdik. Bahgeler odadan gordigiiniiz bigimiyle tampon
mekan olarak ele alindi. Anladiginiz gibi kentin karmagikligini devam
ettirdik. Bu yolla, Cin seddi gibi tasarlanmig modernist ustalara saygtyla
katkida bulunduk. Yapida cepheleri havalandirmak i¢in zigzag ve renkli

kullanilan fiber malzemeye referans olarak sundurmay tasarladik.

Bu yapi, siirekliligi ve kentin atmosferini korumak adina tamamland.
Bagka bir sanatciyla ortak caligilarak 2004 Metamorph bienalinde yer
aldik. Bu daveti aldigimizda sadece bir yarigma kazanmigtik, herhangi
bir referansimiz yoktu, ama bizden bir obje, yani bir pavyon tasarlama-
muz istenmisti.(fig. 6) Ciinkii Hirvatistan'in hi¢ milli bir pavyonu olma-
mustt. Bunu her yil yeniden tasarlanacak ve tilkemize armagan olacak bir
sey olarak gorditk. Mimarinin uygulamast ya da icerigi ile sergininki ta-
mamen farkli seyler diye digiindtigiimiizden, bizimle ¢aligmasi igin bag-
ka sanatcilar1 davet ettik. Biz bir dizi odayla bir seyler yapmak istedik,
bu nedenle iki girisi, iki kapisi olan bir tiinel 6nerdik, 6nerdigimiz bu
gecis mekanin icinden gecip gidiyordu. Kayan cam ¢erceveler onerdik,
Hirvatistana 6zgii onerilerimiz her seferinde degisti ama elde ettigimiz

sey, zaman ve mekan kategorilerinde sorular olugturmakt.. O dénem,
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of the hotel, this is a Palace in the south, and this is the idea, post four
idea from 1958, to connect the southern part of the city with the north-
ern part, through the series of streets, piazzas, with a...it was really ro-

mantic and interesting, really a great idea, but meanwhile the three mega
cloisters appcarcd on that route, so this idea, it’s not possiblc, to execute.
We had the parcel for this private investor for this competition there,
and then we realised that there is a very precise rhythm of the buildings
along this ring, this pulsating rhythm of slabs and small skyscrapers, so we
realised that we should make a small group of skyscrapers. So, this is the
diagram, there are four mini skyscrapers with apartments, and then the
spiral route, that house retains space for offices or small boutiques and
this was an idea of creating some kind of Mediterranean shopping cen-
tre, with Mediterranean gardens all over, and this is the diagram of the
garage, public garage with the aqueduct, so it’s a very saturated complex.
You have antique aqueduct and modernist rthythm of the ring, so from
one side, it’s very dense, and on the other side, it’s very fricndly towards
the existing buildings, because the vistas are not interrupted to the neigh-
bours, and on the other side, you have some continuity of this modernist
graphics, and it’s very dense situation. So, we have a reference to this idea
of connecting these two parts of the city, so this is kind of an homagc
to him, this public space within a solid building, and super position of
infrastructure, public space, retained space and housing.

The huge garage, aqueduct, and then the series of Mediterranean gar-
dens, porches and continuity and these many blending surfaces, old and
new. The gardens that act as a buffer space, and then the view from the
room. You are aware of the continuity of the complexity of the city, so
in a way, these interpolations is an homage to this modernist master, did
these Chinese walls. This porch is a reference to them, he used fibre as-
sembled sheets for the ventilated facades, so we use also that used the
zigzag and sheets. So, this building, the continuity is maintained and the
ring is very, it’s completed, so that atmosphere of the Split, and now the
collaboration with an artist for the Biennale Metamorph in 2004. (fig.6)
We were invited there (At that time, we had no reference, just winning
proposition for the gymnasium, and she wanted to create some object,
some pavilion, because Croatia doesn’t have any national pavilions, so we
are every year, we are forced to invent something. She asked to present to
Croatia, so we additionally asked an artist, to join this team, because the
context of the exhibition is a different one from the context of a practis-
ing architect.

So, we somehow wanted to manipulate this small room, which is in a
series of rooms, so we proposed a tunnel that connects two entries, two
doors, and we manipulated the passage through that space. We conceived



yogunluklu bir karayolu hizmete girdi, bu ytizden alanimiz darald: ve
bizde amacimizi sorgulamaya bagladik; Biiytik Avrupa Birligi i¢inde bi-
zim kimligimiz nedir? Biz ne tiir mekanlar sunmaliyiz? Yavag mekanlar
mu? gibi ya da yapacaklarimiz ¢ok dramatik ve ¢ok belirsiz mi? Olmal:
Yoksa, ¢ok bilindik, ¢ok verimli, cok kat1 ortalamalar mi1? gibi sorulardi

bunlar.

Daha sonra, bu pavyonunun restitiisyonunu yaptik. Venedik i¢in 6zel
bir alan da tasarland1 ama simdi Zagreb Modern Sanat Miizesi 6niinde
bitmis olarak duruyor. Artik o 6zel alanda degil, cok biiytik bir meydan-
da aul olarak duruyor.

Daha sonra, Hirvatistan'da son on yilin gergekten ¢ok canli, ¢alkan-
tils, dramatik krizi bagladi. Proje ile ayni zamanda baglayan kriz so-
nucu meveut projeyi yeniden tasarlamamiz istendi. Yapt kenti ha-
vaalanina baglayan yol iizerindeydi . (fig. 7) Her zaman oldugu gibi
cok da net olmayan bilgi ve disiincelerle proje bagladi. Bizden iste-
nen mevcut projenin ve dekorasyonun yeniden tasarlanip hazirlan-
mastydi. Yapima baglandiginda bunlar zaten vardi ama biz mevcut
dekorasyonu begenmeyip iki moda tasarimcist ile ¢aligmak istedik.
Sonra santiye diginda yeni bir sey yapmaya karar verdik ve mevcut ta-
stytct sisteme eklemlenecek bu kiigiik kapstlleri yapma fikri dogdu.
Cok kictik, sinirl mekanlar ytiziinden alani ve malzemeyi tasarlayarak,
yiizey onerileri ile mekani yanilsamayla daha biiyiik bir bosluk gibi his-
settirmege ¢alistik. Yansitici levhalari derinlemesine kullanarak tasarla-
digimiz ve yapugimiz ilk yap1 oldu. Asil mekana sonradan giren mo-
bilyalar ve insanlar 1s11dayan tavan ve yerdeki parlak linolyum ile bunu

algiladilar.

Yapida ofis alanlar ve koridorlar arasinda kesin bir ayrim yok, bu ytizden
serbest plan anlayigi, kapsiil kavrami ile birlegtirilerek, agaclara odakla-
nan bir digiince gelisti. Sonugta agaglara odaklanmig ¢aligma mekan:

yaratmak ilging bir atmosfer olugturdu.

Yap1 oldukga yiiksek yansitma kapasitesi olan camla kaplandigindan ige-
risi gizlemis oldu. Dérdiincii kat, diger ti¢ kattan tiimiiyle farkli ele alin-
d1. Temsil giicii ¢ok yiiksek olmaliydi, eski sistemden tiimiyle farkli cok
farkli yeni bir sistem 6nerisi isteniyordu. Zemin katin yiiksekligi, agik
renk hali tiim giris ve asansérler i¢in onerildi. Hos geldin mekani olarak
digtiniilen bu mekanlardan sonra daha resmi olmayan mekanlar, kar-
stlasma alanlar1 tasarlandi. Burada meveut mobilyalarla yeni tasarlanan
mobilyalar: bir arda kulandik. Daha sonra ise biiyiik salon gelmektedir.
Biz gok uzun bir masa 6nerdik. Onerimiz yaklagtk 40 metre uzunlugun-
da bir masa, ve yoneticiler i¢in kiciik birer ¢aligma odasiydi. Yaklagik
her yonetici i¢in yedi metrekare, ve bizim 6nerimiz bu odalarin sadece
caligma alani olmasiyds, aligilmig bir mekan 6nerisi degildi ama ¢ok be-
genildi. Tam siirecin ortasinda kiigiik masa istekleri oldu, bizde onlart
kayan masalar olarak tasarladik, boylece bir bityiik masa ya da bir¢ok
parcaya ayrilmig ayr1 ayr1 masalar elde ettik. Binanin kendi yapist i¢inde
sonradan yapilan odalar i¢in sonugta kiibik ¢ok da hog olmayan mo-
bilyalar tasarladik ama bu bir sistem onerisiydi ve cok farkli bigcimlerde

kullanma imkani vardi.

glass frames, that are on sliders, and then the atmosphere of the passage,
the atmosphere of this Croatian seconds are different cach time. So, we
manipulated, we questioned the categories of time space relationship. At
that time, the highway was opened, so our territory was shrinking, and
we were questioning what is our goal? What is our identity within a big-
ger hall of European Union? What kind of space we are offering? What
kind of...is it slow space, very dramatic and very unclear? O, it is some
very permeatic, very efficient, very rigid atmosphere?

Later on, we reassembled this pavilion, and it was site specific for Venice,
in a way, and now it’s assembled in front of the Museum of Modern Art
in Zagreb. It’s not site specific anymore. It’s site projective, because there
is a huge plaza, and it’s very inactive, and so these elements serve as a side
projective provocation for the occupants of the huge plaza. Later on, we
had the crisis started, these last ten years were really vivid and turbulent,
very dramatic, very vibrant in Croatia, and the crisis started with this
project, when a developer asked us to redesign the existing project, so it’s
in Street, workers street that connects the city centre with the airport, so
it’s a very unclear idea of this intro for the city, and it’s very spontancous,
downtown city. (pic.7) Some business district, without any clear identity
or idea, like in..well, it’s very often a phenomenon.The client asked us
to redesign, redecorate the existing project. When they started to build
the project that they had, so we didn’t like the idea of redecorating the
project, so we asked two more artists, ...fashion designer to join us in this
creative team. So, we realised that we should leave the construction site
to execute the concrete works, and then we are going to intervene with
the existing structure, with the dry insertions, so it’s an idea of small cap-
sules that are inserted into this concrete, rigid system.

Because of the very small, the space is very limited, so we proposed this
highly reflective, again surfaces, to have the illusion of the bigger space.
This was the first project of this manipulating the depth with the reflec-
tive sheets, and this is the realised building, so this is the atmosphere of
the concrete, limitations and then the insertion of the working model,
with a highly glossed ceiling and then the sides with storage spaces, and
very glossy linoleum flooring, so the furniture and then the people that
entered the space. There is no clear cut between the office space and these
corridors, so it’s some combination of free plan concept and these cap-
sules concept. So, it’s an interesting atmosphere to work, with the fo-
cus to the trees. It’s not one, it’s not corporate architecture that the work
force is hidden with a glass facade that is highly reflective, so they are
really treated very well. So, the fourth floor is nothing similar to these
first three stories. It’s very, it has to be very representative, it is a floor for
management, and they wanted to rid of this previous system and to offer
something highly different. So designer.... did the intervention within
the flooring height, so it’s a light carpet intervention, so you enter the
ground floor, to elevator, then you are entered here in this vestibule. It’s a
welcome space, then you enter some informal meeting space, for informal
discussions and meetings. We had here a combination of furniture from
their house, and some new ordered furniture, and then you are entering
the huge salon, for meetings. We proposed a very long table. It’s about
40 metres long table, and proposed a small room, spanning rooms for
managers, so these are the spanning rooms. It’s about seven square me-
tres per manager, and we proposed that this is their working space, not
classical space, but they liked the idea very much of this representation,
but also in the middle of the process, they wanted somehow to have also
smaller tables, so we made these tables on sliders, so it can be one huge
table or many separate parts. So, a direct vista towards the smaller rooms,
post occupancy rooms, and then we designed the furniture, cubic, very
unpleasant furniture, and so it’s a model system, that can be arranged in
different ways. So, the presence of the building.
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Gosterecegim son proje birgok mimar tarafindan gergeklestirilen Ve-
nedik bienali i¢in tasarlanan yiizen pavyon projesi. (fig. 8) Caligmaya
dokuz grup davet edilmisti. Ve dokuz 6neri elde edildi. Diisiince kiigiik
bir pazar olusturup her sene Venedik’e kadar bu pavyon yapisini gotiir-

mekti.

Projenin en ilging tarafi on bes mimarin ¢aligmastydi. Zira biz hemen
ilk toplantida yeni bir birlik olusturmaya karar vermistik. Her birimiz
projenin yaratici bir parcasi ve tiim diinyadan gelmis yeni bir gurup ola-
rak projeyi gerceklestirecektik. Proje bitip suya indirildiginde ne oldu-
gunu anlayamadigimiz bir nedenle yap1 bozuldu ve giivensiz bir duru-
ma geldi. Mimarlarin bir arda ¢aligmasi boyle bir sonucu yaratabilir ama
béylesine kiiciik bir iste on bes mimarin ¢aligmasini yinede olaganiistii

buluyorum.

Bupavyonutaginabilenbiryiik gibitasarladik,buyiizden olusturulanagin
icinde mekan yaratmak icin belli bir diizende sistemin i¢ini bogalttik. Bu
tasarim tim gurubun tartigmalari, kavgalari, kigkiremalari, disiinceler,
fikirleri ve beraber hareket etmeleri ile olugtu. Hepimiz i¢in ¢ok degerli
olduguna inandigim bir iletisim kurma imkaniydi, mimarlar yalniz tek
bir birey degil, her zaman biiyiik toplumun parcasidirlar. Bu olaganiistii
bir projeydi ve biz béyle bir projenin i¢inde olmaktan ¢ok mutlu olduk.
Yiizen pavyon fikrimiz halen gegerli, umarim bunu bir dahaki bienalde

ger¢eklestirmis oluruz.
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And then, the last project that 'm going to show, it’s a collaboration with

architects. The project is about the floating pavilion for Venice Biennale
again. (fig.8) The commissioner, he invited nine teams to participate in
the workshop, and to produce nine proposals for the pavilion. His idea
was to make small markets, and to propose the pavilion that should be ev-
ery year transported from Rijeka to Venice. What's interesting about this
project is the collaboration with these 15 architects, because after the first
meeting, we decided immediately that we are not going to compete with
cach other, and that we are going to reunion, make a new world group
that all of us are going to be part of a creative group, all of us are going to
be authors of the pavilion, so you can’t imagine how this working project

was interesting.

This is the end of the project, the pavilion is demolished, because of the
..We don’t know what actually happened, but when the pavilion entered
the lagoon, it was somehow deformed, and it was not secure anymore.
But, the collaboration with the architects, the idea of reunion was one
value that is similar to these kind of meetings, this kind of sharing, and I
think it’s a really unusual fact that 15 people are capable of creating one
very small piece of architecture. We conceived this pavilion as a load, as
some transport, so we made a pavilion made of mesh, and we cut the
mesh in a way to produce a room in the middle of the volume, and these
layouts are some kind, our discussion or our provocations in our discus-
sion, our fighting are cutting this space, this volume of the mesh, so the
idea of collaboration, of possibility to communicate, to collaborate, to
act together, to share the ideas, share the experience is something I think
very, very valuable, and architects is not one person alone. He is always
part of the society, always part of the bigger scale, so this was an extraor-
dinary project, and I think, we are very happy to have been a part of this
collaboration. And, the idea of a floating pavilion still exists. T hope that
after this catharsis or this debacle of this trauma, after this...we had the
first info on TV that morning, I think that this valuable idea, and it

should be realised in some next Biennale.
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Ceviren/Translated by: Il RUHI SIPAHIOGLU"

Hirvatistan'in kiigiik bir sehri olan Rijeka’li bir mimarim. Ortag: oldu-
gum ofiste mimarlik meslegime devam etmekteyim ve ayni zamanda
Zagreb ve Splitte 6gretim gorevlisi olarak ¢aligmaktayim. Sunumuma
gectigimiz donem hem Split ve hem de Zagreb'teki yiiksek lisans dersimin
baginda kullandigim bu fotograf (Fig. 1) ile baglamak istiyorum. Bence
bu fotograf glintimiiz mimarini ifade etmekeedir. Guintiimiiz mimar: as-
linda bir tiir astronot gibidir. Ozel becerileri olup, yanarak, New York
sehir merkezinde yiirimektedir. Ancak sokag: bir yayadan ok farkli bir
sckilde gecmekeedir. Bu nedenle, bence bu fotograf giiniimiiz mimarinin
posizyonunu ve roliinii ¢ok iyi anlatmakeadir.

Bir zamanlar Fransiz filozof Gilles Deleuze giniimiiz kentlerinin ve tilke-
lerinin, Jackson Pollock’in resimlerine benzetmisti (Fig. 2). Birgok nokta,
bir¢ok 6ngoriilemez eleman ve kaotik bir gergeve... Ve bir zamanlar, S/avoj
Zitek, Deleuze’iin teorisinin ve giiniimiiz sehirlerinin viicutsuz organlar
gibi oldugunu séylemistir ve bence giintimiiz diinyasinda ve kentlerinde
bir¢ok viicutsuz organlar vardir.

Bugiin medya diinyasina ve diinyamiza bakarsak, onlarin kaotik bir ge-
kilde birbirine bagli bir¢ok noktadan ve elemandan olustugunu goriiriiz.
Ancak butiin bu noktalar bircok anlam tagtyan baglantilarla birbirlerine
baghidirlar ve ben giniimiiz diinyasinda mimarligin anlamini incelemek
istiyorum. Giiniimiiz diinyasi bence gercekten ¢ok harika ve ben bu kao-
tik diinyada bir mimar olmak istiyorum.

Hollandadan birkag harita ile baglayacagim. Hollanda haritas: tizerin-
de halka formunda bir¢ok kasabadan olusan Randstad’i gorebilirsiniz
(Fig.3). Aslinda bu haritaya (Fig. 4) bakugimizda son yirmi yil icerisinde
Randstad'in yerine kaotik bir harita ve hatta Gilles Delenzetin soyledigi
gibi Jackson Pollock’in resimlerinden birini goriiyoruz. Randstad, Amster-
dam, Haarlem, Utrecht ve Gouda gibi kentlerin tilke topraklarini kapla-
yacak kadar buytdiklerini gériiyoruz. igte bu noktada, mimarlarin rolii
aslinda tilke kapsaminda caligmak oluyor ve bence mimarlarin en énemli
rolit ise bir toplum mimarlig1 yaratmakur. Mimarlik tilke topraklari icin bir
tiir aragtir. Birkag 6rnek vermek gerekirse, mesela Adriaan Geuze bundan
yaklagik on sene 6nce Rotterdam Bienalinde giiniimiiz Hollanda halkinin
‘Amerikan Giizeli’ (American Beauty) sendromu gibi bir durum i¢inde ya-
sadiklarini sylemigtir. Ceperlerde yagiyorlar, araba kullaniyorlar ve hatta
garip, siirrealist bir zaman i¢inde yagiyorlar. Bence diinyada bir¢ok insan

I’m architect from Rijeka, it’s a little town in Croatia, I'm a Professor in
Split and Zagreb, and I'm a practicing architect. I will start my presenta-
tion with this photo (Fig. 1) that I showed last semester to my students
in the Master courses in the Faculty of both Split and Zagreb. I think that
this photo shows an architect oftoday. An architect oftoday is some kind
of astronaut. He has special skills, but he is burning and he is walking to
the New York downtown centre. He is crossing the street, but he is cross-
ing, not as a pedestrian but in a strange way. So I think this photo shows
the position and role of architect of today.

Once upon a time, Gilles Deleuze, French philosopher, said that contem-
porary cities and contemporary territory are something like a Jackson Pol-
lock painting (Fig. 2). There are a lot of dots, a lot of unpredictable ele-
ments and chaotic framework. And Slavoj Zisek says, that the theory of
Gilles Deleuze and contemporary cities are something like a lot of organs
without the body, and I think that in the contemporary world and cities,
there are a lot of organs without the body.

If you look at the media world and the world today, you will see that
they are composed of a lot of dots, a lot of elements, connected in some
chaotic ways, but all of these dots are connected with a lot of meaning. I
want to search the meaning of the architecture, in contemporary world.
I think that contemporary world is really beautiful today and I'd like to
be an architect in this chaotic world.

I will start with a couple of maps from Holland. On this map, you can
see the Randstad (Fig. 3). It is a ring of towns, and if you are looking on
this map (Fig. 4), you can see that since the last 20 years, we don’t have a
Randstad. We have a chaotic map, /ike Gilles Delenze says, something like
a Jackson Pollock painting. You can see that cities like Amsterdam, Haar-
lem, Utrecht, Gouda and then Hague have developed to cover the whole
territory and split all the territory. So the role of architect is to work with
the territory and I think that the most important role of the architect is
to create architecture of community. The architecture and the building is
some kind of device for the territory. I will show some cxamplcs, and once
upon a time, Adriaan Geuze at Rotterdam Biennale ten years ago said that
contemporary Dutch people are living more or less in a state of ‘American
Bcauty’ syndromc. They are Iiving on the pcriphcry, thcy are driving cars,
and they are living in some bizarre and surrealistic present. I think most
of the world is living now in some kind of American Beauty syndrome. I

Ceviri dogrudan konugma ses kayitlarindan yapilmigtir. Bir sanat¢inin ve Trsat Kilisesi’nin rahibinin isimleri net anlagilamadigs icin metinde yer almamigtir.
The transcription is made from audio recordings of the speech. The name of one artist and the name of the priest of Trsat Church are omitted in the document, as they could not be understood clearly.
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bir tiir ‘Amerikan Giizeli’ sendromu icinde hayatlarini devam ettirmekeeler.
Bence Hirvatistan'da ve Tiirkiye'de bile bu sekilde yasayan bircok insan var.
Ancak diinya ok giizel ve resimde (Fig. 5) gériilecegi gibi bu iki diinyay
yan yana konumlandirdigimizda, aslinda az ¢ok bir diinya ettigini gorebi-
liriz. Sol tarafta, kaotik, 6ngoriillemez nitelikte konutlar, 6teki tarafta ise
bazilarinin 6nemsiz, ¢6p sehir (junk city) olarak adlandirdig: bir yer.

Sizlere kendimi daha iyi anlatmak icin beni ve mimarlik tizerine digiincele-
rimi ¢ok iyi anlattigina inandigim iki tane fotografi paylagmak isterim. Gor-
diigiiniiz (Fig. 6) memleketim olan Rijekadan yaklagik 20 km uzakliktaki
Krk adasinda yer alan bir arazinin bir fotografi. Bu yer, bircok noktadan
ve sinurlart da belirleyen kuru tag duvarlardan olugan bir kuru tagh tanm
arazisi. Mimarlik hakkinda diistindigiimde bu fotograf beni mutlu ediyor.
Projelerime bu tiir enerji katan birkag tane daha 6rnek vermek isterim.

Resim 7 benim i¢in ger¢ekten ¢ok 6nemli bir diger resimdir. Yaklagik
olarak 24-25 senedir mimar olarak calisiyorum ve hatta babam, amcam,
dedem de mimar, bu nedenle aslinda ¢cok daha uzun zamandir bir mi-
mar oldugumu séyleyebilirim. Mimarlik okumaya baglamadan 6nce de
Rijekada kiigiik bir rock-and-roll grubunda gitar ¢aliyordum. Mimarlik
bolimiint bitirdigim zaman, yani 1990’larda su anda ¢ok tnli olan ve
hatta gectigimiz yil Venedik Bienalinde en iyi sanat¢1 6diliinti kazanan,
Christian Marclay tarafindan yapilmig Dorsiana adinda bu harika resmi
gordiim. Mimarlik Fakiiltesini bitirdigimde, LP records’a ait resimlerin
farkls bir gekilde bir araya getirilmesinin sonucu olan bu kolaj gibi bir
mimarlik yapmak istedigimi kendi kendime soyledim. Pop kiilttir gibi var
olan elemanlarin yeniden tuhaf bir bi¢imde bir araya getirilmesi sonu-
cunda yeni anlamlar yaratan bir arayis aslinda bu resim. Ben de Christian
Marclay’in bu resimde yaratt: gibi, yapili cevreyi, mimari diinyay: hazir
elemanlardan yola ¢ikarak yaratmayu istedigimi anladim. Yani benim mi-
marligim resim 6 ile resim 7’un tuhaf bir kombinasyonudur.

Chicago Gap

Diinyadaki en tuhaf durak veya zemin katlarindan biri Chicago Gap'ti
(Fig. 8). Bugiin diinyadaki en biiyiik deliklerden biri olan bu delik, Saznzi-
ago Calatrava’nin tasarladigt binanin temelidir, ki inga edilseydi bu bina
diinyanin en yiiksck binalarindan biri olacaktr (Fig. 9). Aslinda garip
olan, hi¢ insa edilmemis bir gokdelenin temelinde bir kamusal alan tasar-
lanmasi beklenen bir yarigmanin acilmis olmastyd: (Fig. 10). Diinyanin
en garip deliklerinden biri olan bu yer, Michigan géliine dokiilen nehrin
gol ile birlesim noktasinda yer almaktadir. Bu resim Kuzey Amerika'nin
gayrimenkul piyasasinin ¢okiisiinti gostermekeedir (Fig. 11). Yani yarig-
ma bu ¢ok 6zel noktaya yeni bir kamusal alan inga etmeyi amaglamak-
taydi. Resimde de gorebileceginiz gibi, Michigan nehrinin sularinda on
kat derinligindeki bir delik var ve bu noktada boyle bir bina inga etmek
icin inanilmaz biiytik bir enerji meveut. Bu durum aklima kamusal ala-
n1, suyun enerjisini ve bu alana ait, mesela bu muhtesem delik gibi, 6zel
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think even in Croatia, and even in Turkey, a lot of people live in that way.
But, the world is beautiful, and you can see on this picture (Fig. 5), this
juxtaposition between two worlds, but they can be considered more or
less as one world. On the left side, some chaotic, unpredictable nature of
houses, and on the other side, some call it Junk City.

I will start my presentation, to know each other better, with two photos.
They are really talking about me and my thinking of architecture. This
is a photo (Fig. 6) of territory, which is around 20 kilometers away from
my home town of Rijeka, on the island of Krk. This is a territory, agricul-
tural territory of dry stones, with a lot of dots and walls, dry walled, walls
marking the territory. I think that this photo makes me happy, when I'm
thinking about architecture, and I will show you some cxamplcs when [
catch this energy from this territory to my project.

Figure 7 is another important picture to me. Iam workingas an architect,
more or less 25 years, even my father was an architect, my uncle was an ar-
chitect, and my grandfather was an architect, so 'm an architect of long
time ago, but before I study architecture, | playcd guitar in one small rock
and roll band in Rijeka, and during the 90s. When I finished the faculty, I
saw this beautiful picture. It’s a picture of Christian Marclay. He’s famous
now, now a famous artist. He is the winner of Venice Biennale last year,
recognised as the best artist in the official exhibition, and during the 90s,
he built this beautiful picture, called Dorsiana. It is some kind of collage
of LP records that is put in an ensemble in some other way, and I said to
me, when I finished the faculty, I want to make an architecture just like
that. It’s some kind of strange combination, between pop culture and
making some new meaning with existing elements. And, I'said, I want to
build the architectural world with ready—madcs, somcthing like Christian
Marc[ay do it on this picture. So, my architecture is some strange combi-

nation between the figure 6 and this pop side, the figure 7.
Chicago Gap

One of the most bizarre full stops or ground floors in the world is Chi-
cago Gap (Fig. 8). It’s one of the biggest holes in the world today. It’s
the foundation of Santiago Calatrava’s never built tallest building of the
world (Fig. 9). It’s quite bizarre that this was a competition to deal and
to make possible, to arrange a public space from this foundation of never
built skyscraper (Fig. 10). This hole is on the Michigan Lake, in the en-
trance of Michigan, of the river in the lake, and it’s one of the most bizarre
holes in the world. Here represents the collapse of the market economy
of North American real estate market (Fig. 11). So the competition was
to build a new public space on this particular place. You can see, there is
ahole of ten floors depth in the water of Michigan River. There is a great
energy and a great potential of energy to build such a building. So this
gave me the idea oftrying to build the public space with the energy of the



elemanlari kullanarak olugturabilecegim denizaltina benzer bir tasarim
fikrini getirdi (Fig. 12). Bu suyun kuvvetini kullanan bir pavyon. Su de-
ligin i¢inden geliyor ve pavyonu kaldiriyor ve indiriyor. Kaldirtyor ve ka-
palt oldugunda yeni bahgeler yaratarak kamusal alan olugturuyor (Fig.
13). Agik oldugunda ise yeni bir gél yaratiyor, pavyon etrafinda déndiigii
zaman ise daha tist bir pozisyona gegiyor ve amfi tiyatro gibi bir mekan
olugturuyor (Fig. 14).

Sadece ti¢ buguk milyonluk niifusu olan, Ankara buytuklagiinde, cok kiigiik
ama bir o kadar da ilging bir iilkeden geliyorum. Her hafta memleketim
Rijeka, ders verdigim Split kenti ve diger ders verdigim fakiiltenin bulun-
dugu Zagreb arasinda siirekli hareket halindeyim. Birgok bélgenin ve hazir
elemanin bir karigimi olan Hirvatistan benim memleketim. Sizlere beg tane
birbirleriyle cok baglantili projemi anlatacagim. Bu projeleri segmemin se-
bebi benim geldigim yeri, memleketimi ¢ok iyi anlatmalar1. Ortada Adriya-
tik Denizi, iki ada ve Istria adinda bir yarimada ve Rijeka (Fig. 15).

Kelebek Sehir

[lk olarak bir konsept proje ile basliyorum. Bu projede Rijekada sanat
akademisinde 6gretim tiyesi olarak ¢aligan bir sanatgi ile igbirligi yaptum
ve projenin ad1 ‘Butterfly City’ (Kelebek Sehri). Genelde mimarlik alan:
digindan insanlarla igbirligi yapmayi tercih ederim. Bu bana hem bir gii¢
ve hem de bir mimar olarak tizerinde caligilabilecek yeni fikirler verir.

Her sey Istria yarimadasinin ortasinda yer alan Motovun adindaki bir
ortagag kasabasinin tam ortasinda yer alan terk edilmis bir tag ocaginda
bagladi. Arkadagim olan sanat¢i garip heykeller yapmaya bagladi. Kuru
taslarla cizimler yapiyordu. Sabahlari topladigi kuru taglar ile kelebek-
ler, atlar vb. ¢ok tuhaf elemanlar yapiyordu (Fig. 16). Giin igerisinde ise
komgu ormandan ¢ali ¢irp: topluyor, onlari kesiyor ve bu ¢alilara kelebek
scklini veriyordu. Kuru taglarla formu tasarliyor ve ¢alilari ortasina yer-
lestiriyordu. Aksam oldugunda ise, tasarladig heykellerini yakiyordu ve
yakugy sirada ise bu takimada benzeri harika heykellerinin fotograflarin
cekiyordu. Ve en sonunda resimde de gordiigiiniiz bu yanan kelebegin
fotografini ¢ekei (Fig. 17). Bana bu fotografi iki sene 6nce getirdi ve ben
de ona Resim 18deki fotografi gosterdim. Bu bir kelebek sehri, sanki bir
sehri ve gehrin 1giklarini anlatiyor. Ve ona diinyadaki en gizel evi, Szah/
Evi, yada Case Study #22'yi gosterdim (Fig. 18). Daha iyi bir diinya iitop-
yasindan sonra tasarlanmis ilk modern konut. Diinyadaki araziye ve pey-
zaja birebir bagli olan ilk konuttur. Yagam alanindan disarisinin gériin-
dugii resimde gordugiiniiz gibi, ev Los Angeles ve bu kentin topraklarina
cok bagli. Buradan yola ¢ikarak bir kent tasarlamaya karar verdik. Yani,
yanan kelebegin fotografindan yola ¢ikarak yeni bir kent tasarladik. Rije-
ka, Zagreb, Zadora, Split, Pula ve Dubrovnik gibi Hirvatistan'daki tiim
kentlerden cesitli elemanlar sectik ve bunlari parcalara ayirdik (Fig. 19).
Bunlarin hepsini bir araya getirerek ise ¢ok farklt yeni bir kent projesi

hazirladik (Fig. 20).

local water, and local site specific elements, like this great hole, and I used
something like submarine (Fig. 12). It’s a pavilion that uses the force of
the water. The water is coming inside the hole, and put it, lift it up the
pavilion, put it down, put it up, and create some new gardens, some new
public space when it’s closed (Fig. 13), or when it’s open, create some-
thing like a new town lake, or something like a new amphitheatre, when
the pavilion is rotated to the upper position (Fig. 14).

I came from a little country. We have 3.5 million, so my country is as
big as Ankara City. It’s a very little, but a very interesting country. Each
week, I travel between three cities: My hometown Rijeka, the Split where
the faculty I teach is found, and Zagreb, where the second faculty I teach
is located. All these three towns and actually my hometown Croatia are
some kind of mixture of territory, mixture of elements, and mixture of
ready-mades. I will show you five projects. I chose these projects because
they show the territory of my home town. All these towns are connected,
the territory of Adriatic Sea in the middle, two islands and one peninsula,
called Istria, and my home town Rijeka (Fig. 15).

Butterfly City

1 will start with one conccptual project. In this project, I worked with
an artist. He is a Professor of Art Academy in Rijeka, and the project is
called Butterfly City. I usually work with some other type of people, not
architects, and this brings me some kind of strength and some ideas to
work with architecture as a practicing architect.

Everything started in a little medieval town called Motovun located in
the middle of Istrian peninsula. The area is an abandoned quarry of stone,
in the middle of territory of Motovun area. My colleague started to build
some strange sculptures. He was drawing with the dry stones. At morn-
ing, he collected the dry stones, and designed some strange elements, such
as butterfly, horses and some other elements (Fig. 16). During the day,
he collected the wood from the neighboring forest; he cut the wood and
putted it into the shape of the butterfly. The shape was designed with the
dry stones, and in the middle. When the night came, he started to burn
this sculpture, and he burned his sculpture, and took these photos of this
beautiful archipelago of burning sculptures. Finally, he took a photo of
this burning butterfly (Fig. 17). He brought me this photo two years ago,
and I immediately showed him this photo (Fig. 18). I said, this butterfly
city is something like a town and light in the town, and I showed him
the most beautiful house in the world. It’s Stahl House, it is Case Study
House, it’s number 22. It’s the first modern house after the utopia think-
ing of Better World. It’s the first house, which is directly connected with
the territory and landscape, and you can see this beautiful picture from
inside the living room, it is connected to Los Angeles and the beautiful
territory of the city, so we decide to make a project of the city. We used
the photo of the burning butterfly and designed the new city. We choose
the elements of all the Croatian cities, like Rijeka, Zagreb, Zadora, Split,
Pula, Dubrovnik and we cut it into pieces (Fig. 19), and bring it together
in some strange new project (Fig. 20).
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Bu proje gergek, gercekiistit ile siiper gercek ve yeni bir kent ile bizim
kentimiz arasinda bir noktada. Son giin projeyi Google Earth haritast
tzerine yerlestirdik. Gelecek hafta, bu projemiz Zagreb Modern Sanatlar
Miizesinde sergilenmeye baglanacak. Sergide once heykel, sonra tasarim
ve kentin projesi ve biiyiik ckranda da Google Earth tizerinde Kelebek
Kent yer alacak. Bir¢ok insan bana bu projenin gergek bir proje olup ol-
madigini soruyor, ancak bu soruya verilecek bir cevabim yok.

Veli VRH ilkokulu

Ikinci projemiz gergek bir proje. Cok eski bir Roma kentine, Pula’ya, yani
50 km kadar giineye, Istria Yarimadasinin tepesine dogru ilerliyoruz. Co-
lin Rowe'un tarifledigi gibi Pula tam bir kolay kent. Pula, 19. Yiizyilda
Avusturya-Macaristan Imparatorlugunun en bityiik limanina sahipti ve
bu déneme ait gemiler, amfi tiyatrolar gibi ¢esitli elemanlari, aslinda hazir

clemanlar (ready-mades) takimadasini bu kérfez sehrinde gorebiliyoruz
(Fig. 21).

Tasarima oncelikle bu gehri ¢izerek bagladim. Cizerken Pula korfezi etra-
findan neredeyse yiizden fazla tepelerin tizerine konumlandirilmig askeri
sigiagin bulundugunu fark ettim. Siginaklardan, yarimadalardan, li-
mandan ve tersanelerden olugan bu oldukga giizel kolay kenti incelemeye
basladim. Haritaya bakarsaniz, Veli Vrh tepesinin tiimiiniin terk edilmis
siginaklardan olustugu gorebilirsiniz. Ikinci Diinya Savagindan sonra, bu
tepede Pula hakl: yeni bir okul inga etmis, ancak 25 Subat 2008 sabahi
saat 4:25’te baglayan bir yanginla sadece iki saat igerisinde tiim okul yan-
migstt. Yangindan sonra bu alanin ne yapilacagina ya da nasil yeni bir okul
yapilacagina dair bir¢ok tartigma ve hatta endise vardi. Pula belediye bag-
kani beni buraya yeni bir okul tasarlamak tizere davet etti. Bir buguk sene
gibi bir siire zarfinda buraya yeni bir okul ve anaokulu ile hatta belediyeye
ait yeni bir ek bina yapmamiz i¢in bize teklifte bulundu. Ben de kabul
ettim. Yani mimarlik bile ¢ok ¢ok hizli bir siire¢ gerekeirebilir.

Daha 6nce de s6z ettigim gibi Pula hazir elemanlarin bir kolaji, 6rnegin
arena, barok, ortacag sehri, liman ve tersaneler gibi. Buradan yola ¢ika-
rak, bu mimari hazir elemanlardan olugan bir takimada tasarlamaya ve
onlart yanmig olan binanin etrafina yerlestirmeye karar verdim. Hazir
elemanlardan okul, anaokulu, kiiciik bir gehir, bir belediye odasi ve ofis
binast i¢in secimler yaptim ve onlar1 birbirlerine bagli bir kolaj olarak ta-
sarladim (Fig. 22). Bir hazir eleman spor salonu icin, bir hazir eleman
ofis i¢in, Pula sehrinin giizel manzarasi i¢in anaokulu ve Pula’nin ‘ground
zero'su gibi olacak olan kocaman bir hatira mekani, yani hem gehir icin,
hem de okul i¢in yeni bir meydan (Fig. 23). Binay1 Pula schri ile beraber
olarak gorebildigimiz bu fotografta (Fig. 24), binalar takimadasini ve hat-
ta Pula’nin meveut kolaj elemanlarinin takimadasini gorebiliriz. Ortada-
ki buytk avlu, buyiik ¢ukur, aslinda bir zamanlar Birinci Diinya Savagt
sirasinda siginak olan, daha sonra yanmus olan okulun bir parcasi olan bir
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This project is between real, surreal, super real, it’s somethinglike a new city,
our city. On the last day, we put it on the Google Earth map. ext wNeck,
it will be in exhibition in the Museum of Modern Art in Zagreb. In the
exhibition, we can putall those three elements together: The sculpture, the
design and the project of the city, on the big screen Google Earth Butterfly
City. Many people ask me, is this real or not? I don’t have an answer.

Veli VRH Elementary School

This project is a real project. It’s based in the town of Pula, so we are go-
ing something 50 kilometers from motorway to the south, on the peak of
the Istrian Peninsula. This is town called Pula, it’s a very old Roman town
and it is like a collage city, as Colin Rowe has termed. During the 19®
Century, Pula was the biggest war harbor for Austro-Hungarian monar-
chy, and you can see these elements of ships, of amphitheatres, of archi-
pelago of ready-mades put in the bay of town of Pula (Fig. 21).

I started to draw the city. While drawing, I found that all around the Bay
of Pula, there are much more than 100 bunkers, military bunkers on the
hills, I investigated that this is more or less beautifully collaged city with
elements of bunkers, peninsulas, harbor, shipyards. One day, if you are
looking at the map of Pula, you will see the whole hill and abandoned
bunker on the hill called Veli Vrh. It’s a big peak. On this big peak, after
the Second World War, the town of Pula built a new school. And, one
morning, at 4:25 pm at February 25%2008, in only two hours, this school
was burned down. There were a lot of cathartic and a lot of afraid what
to do with this place, and how to rebuild a new school, and the Mayor of
Pula invited me to design the new school. He said you have one year and
a half to make a new project, and build a new school, a new kindergarten
and even a new part of the municipality, in this particular site. I said to
him, Iwill do it. So, even architecture can be very, very fast.

The town of Pula, I said, is a collage of existing elements, such as arena,
baroque, medieval city, harbor and shipyard, and the elements of the
base. So I decide to create some archipelago of ready elements, of ar-
chitectural elements, all around the particular place of burning house. I
choose the elements of school and kindergarten, and a little town, mu-
nicipality room and the office building, and all connected in one col-
lage of existing ready-mades (Fig. 22). One ready-made, for the gym, one
ready-made for the office, and for beautiful view on the town of Pula,
kindergarten and in the centre, a huge memory place, something like
Ground Zero of Pula, a new square for this school (Fig. 23). You can
sce the building with the town of Pula, you can sce this archipelago of
buildingand even the archipelago of existing collage elements of town of
Pula (Fig. 24). In the middle is a big square, a memory place, a big hole,
which was a bunker during the First World War, and after was a school
that was burnt down one and a half years ago. So, this particular place



haura alani. Yani bu 6zel mekan hem bir spor mekani, hem de gencinden,
yaslisina Pula halki i¢in bir bulusma noktas: (Fig. 25).

Hatta i¢ mekanlarda bile karma elemanlardan olugan bir kolaj var. Bu fo-
tograflar bir fotomontaj degil, hepsi gerek fotograflar (Fig. 26-27). Spor
salonu ile gecis alanlari arasindaki, okulun bir boliimii ile bagka bir béli-
mii arasindaki elemanlarin birlesimini gorebilirsiniz (Fig. 28-29). Hatta
Mimarlar Dernegi bile bu yerde her hafta atdlye ¢aligmasi organize edi-
yor. Cocuklar binalarin camlarina resimler yapabiliyor. Ogleden sonra ve
aksamlar1 ise, bircok insan belediye binasina ait kissmda Istria’ya ait 6zel
bir yemegi yemege geliyorlar.

Lazinica Evi: Yuva ve Magara Ev

Bir diger projemiz i¢in Pula’nin kuzeyine dogru Adriyatik Korfezinin
tepesine, Kvarner Korfezinin tepesine Opatija’ya gegiyoruz. Adriyatik
kérfezinin tepesindeyiz (Fig. 30). Iki sene 6nce bir 6gleden sonra, ofi-
sime, gercekten ¢ok zeki bir adam geldi ve bana ona bir ev tasarlamay:
isteyip istemeyecegimi sordu. Denizi goren ¢ok giizel bir alanda kendi-
sine ait bir arsasinin oldugunu ve New York’tan yeni geldigini soyledi.
Normalde sehir i¢inde yagamayi sevdigini, ancak bir evde yagama fikri-
ni sevimemesine ragmen, bir ev yaptirmayi istedigini anlatt. Ona neden
benden bir ev yapmami istedigini sordugumda ise, arsanin bulundugu
yeri, manzarasint sevdigini, ama yine de boyle denize bakan bir tepede
tek bagina bir evde yagama fikrinden ¢ekindigi cevabini verdi. Bunun
lizerine, evi bir yuva ile magara arasinda farkli bir kombinasyon elde
ederek tasarlamaya karar verdik. Magara bir tiir emniyet ve sicak bir
ev, bir barinak hissini verirken, yuva ise glizel manzarayla olan iligkiyi
saglayabilirdi. Ona bir kez daha Stahl Evi, Case Study House no.22’nin
resmini gosterdikten sonra, boyle iki zit elemanin kombinasyonundan
bir aile i¢in ev yapmanin miimkiin olup olmayacagini tartismaya bag-

ladik.

Sonugta magara ve yuvanin ne demek oldugunun arayigina girdik. Ve ben
Hitler’in Almanya'daki bir tepenin dorugundaki evine ait bir fotografi
buldum (Fig. 31). Fotografta Amerikan askerlerinin Hitler’in yuvasina
(Almanca ismi Kehlsteinhaus/Ingilizce'de Eagle’s Nest olarak biliniyor)
geldigini ve cergevenin igerisinden Almanya topraklarina bakeiklarini go-
rityoruz (Fig. 32). Bunun iizerine bu iki elemani birlegtirerek, hizli bir
sekilde bir maket yaptik. Bu makette aslinda az cok bu iki elemani birles-
tirmek istedigimiz anlagiliyor (Fig. 33). Birisi toprak iizerinde barinak,
birisi ise bir tiir tek gozli diirbiin, araziye bakmak i¢in bir arag.

Evin yagama alanini tist kisma, evin geri kalan bolimlerini ise sanki bir
magara gibi alt kisma yerlestirmeye karar verdik. Tepenin tizerine yerleg-
tirilmis bir yuva gibi ve ayni zamanda da araziyle kuracag iliski icin tek
gozlti bir dirbiin. Bu iki eleman arasindaki bir baglanti, hem bir zemin ve

bir barinak, hem de iistiinde bir yuva (Fig. 34-36).

is a place for sport, It’s a place for community of Pula that gathers old

people, young people (Fig. 25).

Even inside, there is a collage of the mixed elements. They are not photo
montage, they are real photographs (Fig. 26-27), and you can see this
mixture of elements between the gym and the passage, between one part
of the school and another (Fig. 28-29). Even the Society of the Architects
organizes every week a workshop, and there are children who are drawing
the buildings on the glass of the facade. Even during the afternoon and
the evening, a lot of people are cating the traditional Istrian ball, inside
the building of local community.

Lazinica House: Nest and Cave House

Now, we are moving north, from Pula. We are going to Opatija, to the
peak of the Adriatic Bay, to the peak of the Kvarner Bay. Now, we are on
the peak of this bay. Two years ago, in one afternoon, one very smart guy
came to my office and he said to me: “Do you want to build me a house? I
have a plot (Fig. 30) and I have a parcel in a beautiful place above the sea.
Ijust arrived from New York. I live here for five years. I usually live in the
city, but I want to build a house, but I really don’t like the feeling to live in
the house,” so I said, and “why you want to build a house?” He said “I like
the place, I like the view, but I really, really have afraid to live in the lone-
liness of this parcel above the sea.” So, we decide to make some strange
combination, between nest and cave house. The cave gives us some kind
of security, some kind of closeness of house, some warm shelter, and on
the other side, you can use the nest, some kind of beautiful view, and I
show him one more time, the photo of Stahl House, Case Study House
number 22 and is it possible to make a combination between two oppo-
site elements in one family house?

So, we start to search what is cave and what is the nest? And, I found
this photo. This photo is a large window of Hitler’s house in the peak of
the hill, in Germany, and you can see the American soldiers, just arrived
in the Hitler’s nest (Fig. 31-32). They are looking from the frame to the
territory of Germany. I decided to combine these two elements, so we
make one really fast model, and on this model, it’s more or less clear that
we want to combine these two elements (Fig. 33). One is shelter, on the
carth and the other one is some kind of spyglass, like a device for the for
looking to the territory around.

We decided to put the living part of the house on the upper part, and
on the lower part, somehow like a cave, put the other part of the house.
It’s some kind of a nest on the hill and a kind of plainly spyglass for the
territory. It’s a connection between these two elements. It’s the base and
the shelter, and the nest above it (Fig. 34-36). Even in constructing, it'’s a
combination between two elements.
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Inga ederken bile, bu iki elemanin kombinasyonundan yararlanildi. Ge-
nis konsol icin ¢elik képrit stritkeiirii, kayalarin tizerinde yiikselen beto-
narme zeminin tizerine oturtuldu ve ingaati ti¢ dort ay icerisinde bitirildi.
Cin'den siparis edilen ¢elik stritktiir bir konteynirin igerisine yerlestirildi
ve Rijeka’ya getirtildi (Fig. 37). Tum ¢eperleri aliiminyum ile kapli olan
evin girisini, bu iki elemanin, yani yuva ile magaranin kesisim noktasin-
dan verdik. Aslinda bu giris ti¢ tane girige hizmet veriyor: Araba, 1g1tk ve ev
sahipleri (Fig. 38). Fotograflarda da gérebileceginiz gibi, insanlar ve hatta
151k bu kesisim noktasinda girebiliyor. Merdiven ise evin tist ve alt kismint
birbirine bagliyor. Salon, yemek odasi ve mutfag: igeren evin tist kismi mo-
bilyal: biiyiik bir konteynirt andiriyor (Fig. 39). Pencereler ise sadece cep-
hedeki agikliklar ve aslinda diger pencere arazi igin bir ¢ergeve (Fig. 40).

Fran Krsto Frankopan Okulu

Krk Adasina, ada tizerindeki bir ortagag sehri olan Krk sehrine gegiyoruz.
Proje bundan on sene 6nce bagladi. O zamanlar, Hirvatistan'daki en geng
belediye bagkani ile tanigmigtim ve ona neden ortagag sehir merkezinin
tist kesimlerine yeni bir okul yapmayalim diye sordum (Fig. 41).

Sehrin Venedikliler zamanina ait eski bir haritasina baktigimizda, sehrin
kuzey kisminda bircok kilise ve manastir bulundugu goriiriiz: Iki tane
manastr, bir kilise ve bir terk edilmig manastir yer aldigini goriirtiz. Bu-
nun iizerine 1920’lerden kalma Iralyan hiikiimetinin sehrin ortagagin tag
kapli gortinimiinden kurtarip, kenti yesillendirme amacli yapurdigs eski
okulu ytkmaya karar verdik (Fig. 42). Okulu schrin kuzey kismina yerles-
tirerek, onu sehir icin bir kentsel sirete¢ (urban generator) olmasini sagla-
maya karar verdik. Binanin stritkeiirtiniin, ortagaga ait tag duvar stritk-
tiirleri ve peyzaj ile iliskisini gorebiliriz (Fig. 43). Bu fotografta kuru tash
peyzaj ve sehir duvarlarinin tabanini, sehirden ayiran, Lucio Fontana’nin
resimlerindeki gibi, bir kesik gorebiliyoruz.

Schrin kamusal tesislerini, okulun kamusal tesisleri olarak kullanma
fikrinden yola ¢ikarak, ilk eskizlerimde okul ve sehri aslinda bir cergeve
icinde degerlendirdim (Fig. 44). Yaklagik sckiz yil 6ncesine ait fotografta,
ogrencilerin, ¢ocuklarin, yani aslinda okulun kamusal alani kullandigin
goriiyoruz (Fig. 45).

Sekiz yil sonra, gegen sene projeyi bitirmeye karar verdik. Su anda spor
salonunun da yer aldiy, eski okulun ikinci parcasini yrtkmakeayiz. Gegti-
gimiz sene aldigimiz bir karar ile ilk bagta sadece okul tarafindan kullanil-
mast ongorilen yeni spor salonunu ayni zamanda halkin kullanimina da
acarak, salonun bir spor ve bulugma alani olmasina karar verdik. Toplum
icin bir tiir mimari arag aslinda, buiytik bir kamusal alan.

Sehirdeki tiim evleri, tiim manastir ve kiliseleri ¢izerek tamamladigim ha-
ritaya bakugimda, belediye binasinin aslinda tam da gehre agilmak icin
¢ok uygun bir alanda yer aldigini ve bu alanin da ayni zamanda binaya
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Steel structure, bridge structure for this large console, and concrete base
escalated in the stone. We finished it in some three or four months. It
is prefabricated steel structure, ordered from China, which was put in
the one container, and brought to Rijeka (Fig. 37). The house is covered
with aluminum, and on the intersection between two elements, between
this nest and the cave, we made the entrance, but an entrance for three
entrances: car, is light, and the owner of the building. On Fig. 38, you
can see the entrance, the entrance of light, the entrance for car, and the
hole with the staircase, connecting the upper part to the lower part of
the building. On the upper part of the building, there is the living room,
the dining room, and then kitchen. It is more or less a big, steel container
with the furniture (Fig. 39). The window is something like frame for the
territory. And, the windows are just openings of this facade (Fig. 40).

Elementary school Fran Krsto Frankopan

Now, I go to the Island of Krk, to the town of Krk, which is a little me-
dieval town on the island. The project started ten years ago. In that time,
I met the youngest Croatian Mayor. I said to him, why don’t we make a
new school in the centre of medieval city? Why don’t we put a school in

the upper part of the city? (Fig. 41)

If we look at the old Venetian map of the old medieval city, on the north-
ern part, we can sce that there are a lot of churches and monasteries: Two
monasteries, one church and one abandoned monastery. So we decide to
demolish the old school from the early 20s of the 20* Century built by
the Italian government (Fig. 42). The Italian government built this old
school from the carly 20s, to liberate this townscape, let’s say to liberate
the greenery of the covered stone wall of medieval city. So, we decide
to put the school in the northern part of the city, and to use the school
as an urban generator for the city. This is the structure of the building,
dealing with this medieval structure of the stone wall, and the landscape
surrounding it (Fig. 43). And it’s this photo (Fig. 43), where you can see
some kind of Lucio Fontana cut in the space between this landscape of
dry stone and the city with the base of the city wall.

So, this is my first sketch (Fig. 44). I used the public facility of the city
as the public facility for the school, so I mixed the use of the school and
the city, in one frame. These are the photographs, from eight years ago,
where it’s visible that pupil and the children using the public space, so the
school is using the public space (Fig. 45).

After Cight years, we decided last year to finish the project, Nnow we are
demolishing this second part of the old school, with the gym that was in-
side this old building. We decided to build the gym, but not particularly
gym for the school, to build the town hall for the sport, for events, for
gathering, for public community. It’s some kind of architectural device
for architectural community, and to build a huge public space.



ti¢ farkli cephe tasarimi yapabilmeye olanak sagladigini fark ettim (Fig.
46). Bir cephe meydana, bir digeri sokaga, bir digeri ise okulun sokagina
bakmaktadir. Béylece yeni bir meydani, belediye binast ile beraber ta-
sarlamaya karar verdim (Fig. 47). Yeni belediye binas ve spor salonu ii¢
farkli cephe anlayigi icinde tamamlandi: Okula bakan cephe sivaly, digeri
‘kayip algipan’ (lost drywall) ve bir digeri ise de diigey ¢imento mozaigi
(Fig. 48). Aslinda ok ilkel bir prefabrike eleman kullanarak yeni binanin
cephesini kapladim. Ve ¢ok yakin zamanda ¢ekilmis fotografta (Fig. 49)
ortacag schrinin stritkeiirti ve yerel bir fabrikada tiretilmis olan prefabrike
beton elemanlari gorebiliyoruz. Kuru tagt zemine yerlestirip once plastik
ortii ile kapladim, daha sonra ise iizerine beton déktiim (Fig. 50) ve 24
saat sonra, prefabrike elemani, yani betonu, kaldirip, ditgeyde yiikselttim
ve boylece aslinda bir tiir al¢ipan duvar elde etmis oldum (Fig. 51). Bir
diger malzeme ise diigey bir cimento mozaigi. Beyaz ¢cimento ve yerel tag
ile tretilmis prefabrike elemani cephede kullandim. Aslinda ¢ok yerel bir
teknoloji kullanmig olmamiza ragmen, 15 ton agirhgindaki bu elemanla-
11 epey yiksek bir teknoloji ile buraya getirerek yeni bir bulugma mekan:
elde ettik (Fig. 52).

Katarina Frankopan Anaokulu

Daha once anlattgim ilkokulun tasarimini bitirdigimiz zaman, bele-
diye bagkanina ilkokul, spor salonu ve belediye binasinin ingaatindan
once, ilk 6nce anaokulunu yapmamizin insanlari buraya cekebilmek
icin daha iyi olabilecegini anlattim. Iste tam bu konusmalarimiz sira-
sinda fotografc bir arkadagimdan bir e-posta aldim. Fotografci arka-
dagimin bana gosterdigi fotograf, Krk schrine yaklagik 5 km uzaklikea
kuru tagli tarim kesiminde ¢ekilmis (Fig. 53). Bu fotograf sayesinde bu
ozel yerin aslinda anaokulu modelime ¢ok benzedigini gordiim (Fig.
55). Asagi dogru meyilli arazinin her tarafinda ayni anaokulunda ol-
dugu gibi duvarlar var ve evler bu duvarlarin i¢inde aslinda. Birkag giin
sonra ayni arkadagimin yolladigs bir bagka fotografta ise, bana Krk etra-
findaki bu harika peyzaji gosterdi (Fig. 54). Aslinda gordiigiim bu ¢ok
ozel yerler Krk sehrini, yani kuru tag sehrini andirtyordu. Fotografta
gorebileceginiz gibi, anaokulu kii¢tik bir sehir gibi, ev bir sehir ve sehir
bir ev (Fig. 55).

I draw all the city with all the houses, with all the monasteries, with the
church and I find out that my new town hall is just on the right placc
to open to the city, and to create three different faces of the building
(Fig. 46). One is facing the square, another one is facing the street, and
the third one is facing the street of the school. I decide to build a new
square, with new town hall (Fig. 47). The new town hall and the sport
hall is built and covered with three different facade elements. One is
plaster, near the school, second is lost drywall, and vertical terrazzo
(Fig. 48). I use the prefabricated element, very rudimentary, to envelop
this new building. (Fig. 49), you can see the old structure of medieval
city, with new concrete elements, prefabricated in the local factory. I
use the dry stone, put it in the ground, cover with the plastic sheet,
and cover with the concrete (Fig. 50), and after 24 hours, I pick up the
prefabricated element, elevated him, it’s some kind of lost dry wall (Fig.
51). The other element is vertical terrazzo. I put it and prefabricated
with white concrete, with white local stone, and put it on the facade.
I used a local technology, but very, very high technology for bringing
these 15 tons elements of prefabricated concrete, creating a new space

for gathering (Fig. 52).

Katarina Frankopan Kindergarten

When we finished the school, I spoke with the Mayor, and I said to
him, maybe it’s better to build first the Kindergarten and then finish the
school, gym, and town hall. Maybe it’s better to go outside, to bring peo-
ple new kindergarten. On these days, when I discuss the project with the
Mayor, I receive an email from a photographer friend. He showed me the
photographs taken five kilometers away from the town of Krk, in a dry
wall agricultural part (Fig. 53), and I see that this photo in this particu-
lar place is similar to my model of kindergarten (Fig. 55). The terrain is
sloping down, you have the walls all around, like in the kindergarten, and
you have the wall. The terrain is sloping down, and the houses are inside
the wall. Two days after, I received another email from my friend, and he
showed me this beautiful landscape all around the town of Krk (Fig. 54)
and I saw that this particular place is something like the city of Krk, it’s
something like dry stone city. The kindergarten is something like a little
city, the house is city and city is a house (Fig. 55).
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Anaokulu binasinin etrafinda yer alan binalar nedeniyle ¢cok da iyi bir

bolgede yer almadigini sdyleyebilirim. Bu nedenle binay: kendi i¢ine ka-
panik olarak ¢6zmek gerektigine karar verdim. Projeyi dort basit eleman-
dan tasarlamaya karar verdim: Kuru tag duvar, sokaklar, binanin i¢cindeki
parklar, yani meydanlar, ve evler, yani anaokulu siniflart (Fig. 56-57).
Birinci eleman kuru tag duvar yine daha 6nce s6z ettigim teknoloji ile
prefabrike olarak tiretildi (Fig. 58). Gérdiigiiniiz gibi arazi egimli ve ¢o-
cuklar bisikletleri ile anaokulu igerisinde hareket edebiliyorlar (Fig. 59).
Anaokulunun kii¢iik meydani ile i¢ gecis alanlarini ve anaokuluna ait
‘merkez meydan’ (central piazza) (Fig. 60) ya da forumu gorebilirsiniz.

Papa II. John Paul Salonu

Paylagsacagim son projem yine Rijeka kentinde bulunuyor. 6 Haziran
2003 tarihi Rijeka kenti i¢in ¢ok onemli bir giinlerden biriydi, ¢iinkii
Papa IL John Paul Hirvatistan ziyareti kapsaminda bu kentte dért giin
kalmak tizere gelmisti. Zagreb, Splitde de bulundu, ancak bu kentte tam
dort giin gegirdi. Issiz sehre donen Rijekada, biitiin trafik durmug, biitiin
¢op bidonlarinin kapaklari kaynaklanmig ve catilarda polis memurlari,
keskin nisancilar yerlestirilmisti. 1970’lerden kalma aligveris merkezinin
ustiindeki normalde reklam amaciyla kullanilan panolar bile Papa'nin
kente gelisini kutlama mesajlari ile doluydu. Rijeka kentinde Hiristiyan
diinyasi icin ¢ok 6zel bir yere sahip olan ve Papanin da ziyaret edecegi yer
ise Trsat Kilisesi, yani kutsal ananin kilisesiydi.

Hava fotografinda, yiizyillar boyunca kentin erisimine tamamen kapali
kalmis, manastirin, kiliselerin, cesitli tesislerin, bahgelerin ve bir orma-
nin yer aldigs, duvarlarla cevrili giivenlikli bir site gibi (gated commu-
nity) yasamis olan bu kilisenin, yani Fransisken manastirinin yerini gé-
rebiliyoruz (Fig. 62). Papa'nin Rijeka ziyareti i¢in Fransisken rahip ben-
den bu alana yeni bir kamusal alan ve kamuya ait bir salon tasarlamami
istedi. Biz de Fransisken duvarlari yikarak, giivenlikli site kompleksine
bir giris ve halka acik yeni bir meydan inga ettik (Fig. 63). Kirmiz1 hali
serilmis gibi bir izlenim veren girisi (Fig. 64) ve sol kisimda ise eski du-
vardan bir pargayt andiran duvari gérebiliyoruz. Meleklerin Isa'nin evini
Trsat adindaki bu ¢ok 6zel yere getirdigine dair efsaneden yola ¢ikarak,
binay1 besik catili bir ev gibi tasarladim. Besik catinin tasariminin gevre
binalar ile uyumlu olmasina karar verdim. Tuglalarla kapli olan besik ¢a-
tinin rengi, meveut manastir binasinin ve hatta Rijeka kentindeki toplu
tagim otobislerinin rengiyle cok uyumlu oldu. Yeni kompleks iki basit
clemandan oluguyor: Portiko ve bir ev (Fig. 65). Ev bir salon ve diger
fonksiyonlari igeriyor. Projede girigleri ve Kutsal ana festivali sirasinda
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In the kindergarten, it’s situated in some really not beautiful area, some
shitty buildings are all around, and I decided to close the kindergarten
into itself. I decided to make a project with four basic elements. Dry
wall, the parks inside the building, the communication or streets and
the houses, let’s say, houses, they are rooms for the children (Fig. 56-57).
First important element is the prefabricated dry stone (Fig. 58). You can
sce that the terrain, it’s sloping down and the children are going with
bicycles through the kindergarten (Fig. 59). You can sce the courtyard,
alittle courtyard for the kindergarten and the passage inside, and in the
centre is a central piazza (Fig. 60), central forum, for the kindergarten.

Pope John Paul II Hall

And, the final project, 'm back to my home town, Rijeka. 6™ June,
2003 was a particular day when the Holy Father of John Paul the Sec-
ond came to stay in the town of Rijeka. He went to Zagreb, to Split,
but he lived for four days in the city of Rijeka. All the traffic stopped,
all the sewage covers, the covers of the sewage elements are welded. On
the roof, there are a lot of policemen, snipers, with shotguns and the
town was deserted, completely deserted. Even on the billboards on great
shopping mall from the 70s, there were celebrations for the coming of
Holy Father to the town of Rijeka. Rijeka has a special place called Our
Lady of Trsat, Church of Holy Mother, which is one of the most im-
portant places for Catholic world in Croatia, so in this particular place

came Holy Father.

On the aerial photo, we can see the place of Franciscan monastery
(Fig. 62). Long time ago, it used to be like a gated community with
the monastery, some other facilities, garden and the forest. The holy
Franciscan priest, asked me to build a new public place, a public hall
for this particular moment of entering the Holy Father in the Church
of Holy Mother of Rijeka. So, we demolished all Franciscan walls, and
we created a new public space and an entrance to this gated commu-
nity complex. (Fig. 63). You can sce the entrance (Fig. 64), which is
some kind of red carpet and some kind of previous wall on this part.
According to the legend the angels brought Jesus’ house on the place of
Trsat, so I decided to design the building as a primitive, rudimentary
house, with a pitched roof. I decided to build the pitched roof similar
to the surrounding buildings. It’s covered with bricks, and the color of
bricks is going with the covering of the roof of existing monastery and
even takes the color of the bus of town of Rijcka. The complcx is built
with two basic elements. One is porch and second is house (Fig. 65).



I T
i T et Ll

ylizlerce insani i¢ine alabilecek kadar biiytik ve hatta kimi zaman ¢ocuk-
lar icin oyun alani bile olan bityiik meydani gorebiliriz.

Binanin en 6nemli elemanlarindan biri de portiko. Mevcut manastirin
portikosunda kullanilan elemanlara (Fig. 66) benzer niteliklerde ele-
manlart kullanarak tasarlanan Protikoyu (Fig. 67) bir diisinme veya
dinleme mekani olarak diisiindiim. Portikonun kolonlarinin arasindan
bakilirsa digaridaki meydan da goriilebiliyor. Yeni Fransisken salonun
agilisinda gok ilging bir olay meydana geldi. Insanlarin bu portikoyu dua
etmek i¢in kullanmaya bagladiklarini gérditk (Fig. 68). Kariyerimde ¢ok
onemli bir and1 bu benim i¢in, ¢tinkii projemin dua etme kadar kisisel,
mahrem bir deneyime olanak saglayacak mekana doniigmesi, gergekten
cok etkileyiciydi. Hatta insanlarin giris i¢in sirada bekleyerek, portiko
etrafinda toplandigin1 bile gérebiliyoruz. Ikinci 6nemli eleman ise tug-
ladan yapilmis olan ¢aus 6rttisii. Tuglalardan yapilmis kabukea bosluklar
acarak, genelde Fransisken manastirlarinda gordigtimiiz bir tir gizem
elemanini yaratmak istedim. Bu tugla kabugu, gtindiizleri giines 1ginlari-
nin binanin igerisine girmesine izin verirken, geceleri de binanin 1gikla-
rinin digariya ¢ikmasini saglamakea (Fig. 69-70). Biiyiik salonu (Fig. 71)
ve meydani gérebiliriz (Fig. 72). Giiniimiizde, ¢ok popiilerlesen bu bina
kamusal bir meydana doniigmiis durumda ve hem halk tarafindan kul-
laniliyor, hem de Katolikler ibadet etmek amacli buraya geliyorlar. Son
glin, proje bittiginde, rahibe bir de video verdim, ismi: “Personal Jesus...”
(Binanin fotograflarindan olusan videonun miizigi Depeche Mode'a ait
Personal Jesus sarkist)

The house has a hall, and some other facilities. You can see the cxisting
project, with entrances and big square inside. The square can adopt
and make the place for hundreds of people, during the Festival of Holy
Mother, and it’s even a place for children, as a playground.

One of the important elements of the building is the porch. You can see
the existing porch in the monastery (Fig. 66), and I took these elements
of the porch, and used it in my building (Fig. 67). I designed a porch,
as a place of thinking or relaxing. If you are looking through columns
of the porch, you can see the square outside. During the opening of this
new Franciscan hall, something strange happened. People have stated to
use this porch as a place for praying (Fig. 68). It’s a really impressive mo-
ment in my career. I didn’t realize that my projcct, it will be the placc for
the most personal and most intimate phase in the praying. You can see a
lot of people are standing in the line and waiting to enter, and the people
are circling through the porch. The second important element, it’s the
cover of the roof, which is made of bricks. I want to create some mystery
element, usually used in Franciscan monastery, so I decide to take the
brick and to open this brick skin. This brick skin leaves the sun inside the
building, and during the night, the light comes out from the building,
creating an inside special elements (Fig. 69-70). You can see the great
hall (Fig. 71), and the square (Fig. 72). This building have become very
popular, let’s say, open to the community square. It is used by the and by
Catholics for praying. The last day, when I finished the project, I gave to
the Franciscan priest, one video, and it’s called, ‘Personal Jesus.
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ON STAR
ARCHITECTS!
WITH RUSAN,
MANGADO AND
MURCUTT

1 “starchitects” ya da Tiirkge “Yildiz mimarlar diyebilecegimiz bu kavram, aslinda ¢ok uzun siireden beri diinya
mimarligini yénlendiren tinli mimarlar igin kullanilmaktadir. Bu iinlii mimarlar tarafindan tasarlanmis yapilari
tanimlamak icinde “Starchitecture” kelimesi turetilmistir.

1 This concept, which may also be named as “starchitects”, has been in use for a long time for referring to the ) . .
renowned architects, leading the way of of world architecture. The term “Starchitecture” has also been derived TOBB Unive 7SIty 0f ‘Economics and Téfl?”dOg}/;

50 as to define the structures being designed by the aforesaid starchitects. Fa[u[t)/ qf Fine Arts, Desz:gn and Architecture Department 0f ‘Architecture



Mimar neredeyse hemen her dénem degisen kosullar altinda kendine yeni
roller bigerken, mimarlik tarihinin her dsneminde bu rolii en iyi oynayan-
lar, iletisim kanallarini en iyi kullanip en ¢ok konusulan primadonnalar,
mimarlik medyasinin starlari olarak anilir olmuglardir. Bir bagka degisle
hemen her dénem kendi idol mimarlarini yaratmigtir. Unutmamak lazim
ki herzaman éncti fikirler, yenilikci yaklagimlar, tstiin yetenekler bu tin-
vani almaya hak kazanmiglardir. Bir sonraki dénemin ikonlarini yaratan,
stirekli tartusugimiz bu isimler mimarlik camiasi disinda mimarligi dog-
rudan ya da dolayl etkileyen ¢ok genis ¢aligma alanlarini da yapilandir-
miglardir. Malzeme biliminden reklamlara, mimarlik tarihinden, modaya
bu etki alanlarini genigletebilmek miimkiin gérinmektedir.

Mimarin birey olarak 6ne ¢ikarilmasi, yildizlagtirilmast tarihin her do-
neminde erki elinde tutan giiclerin kendi star mimarlarini yaratmalar
ve birlikte anilmalari ile sonuglanmugtir. Yaratici ve isveren birlikee erkin
simgesi haline gelmiglerdir. Tarih boyunca 6zellikle erki elinde tutan
yonetimin gliciinii yansitan kamusal yatirimlar batida A. Palladio, Mi-
kelanj, F. Brunelleschi, L. B. Alberti gibi isimleri, bizde Mimar Sinan’t

starlagtirmugtir.

Tarihsel stire¢te Modernizmin temellerinin atlmasinda 6ncii gorevler
tistlenen, F. L, Wright, L. Mivan der Rohe, E.Saarinen, Le Corbusier, W.
Gropius ve daha sonra bu isimlerin takipgileri olarak O, Niemeyer, A.
Aalto, L. Kahn, vd. starlagan mimarlar olmuglardir. Rénesansla birlikte,
mimarin kendisini 6ne ¢ikarmasi degisen kogullar altinda 6zgir bir birey
olarak kendi reklamini yapmasi siradanlagirken, hi¢bir dsnem Mimarlik
meslegi diger meslek guruplar: gibi bildik reklam kanallarini kullanma-
mustir. Ancak dogrudan meslegin kendisi reklam tizerine kurgulanmigtir.
Koydugunuz ya da yaratuginiz her seyin bir anlatma potansiyeli oldu-
gunu kabul ettiginizde zaten meslegin kendisi bir reklam aracina doniig-
mektedir. Bu giicti fark eden sermayenin giderek mimariyi barinak arti
tabelaya déniistiirmesi teknoljininde yardimiyla bugiin inanilmaz boyut-
lara ulagmistir. Reklam yapmak, farkli iletisim kanallarini en iyi kullana-
bilmek popiiler basinla iliskileri giiclii tutmak bugiiniin diinyasinda vaz-
gecilemez enstriimanlar olarak hemen alanda etkin olmaktadir. Modern
donemle birlikte 6zellik Le Corbusier bagta olmak tizere donemin star
mimarlari bir yandan mimarligin toplumsal gelisimle ilgili olmasi gerek-
tigini savunurken, bir yandanda iletisim diinyastyla, popiiler basinla ilig-
kilerini hep iyi tutmuglardir. Bityiik onciiler -Le Corbusier, E Saarinen,
ELWright ve L. M. Van der Rohe — dénemin baginda , -P. Johnson, P.
Eisenman, R. Koolhaas ve Zaha Hadid-! gibi star mimarlar ise daha yakin
tarihlerde “Time’ dergisine kapak olmuglardir.

Son 20-30 yildir diinya da kurulan diizen, sinir tanimaz bir ticari dolagi-
mi glindeme getirirken, tiim sanatlar1 belki en ¢okda mimarligs etkilemi-
sitr. Sermaye ile birlikte serbest dolagan mimarlar ve eserleri tiim diinya
kentlerinde boy gostermege baglamigtir. Giderek daha bitytiyen mimarlik
ofisleri, ya kiiresellesen sirketler ya da bu sirketlerin parcasi olarak onla-

While the architecture is casting a role for him/her under ever-changing
conditions at all eras, those who could have played these roles at all eras
of architecture, those who could have made the best use of the channels
of communication, and primadonnas being mentioned the most have be-
come renowned as the stars of the architectural media. In other words,
each era has created its own idol architects. It should be reminded that,
the pioneering ideas, innovative approaches, and prodigies are those who
are bestowed with such a title. The names who are creating the icons of the
coming era, those we constantly speak about, have, outside the architectur-
al circles, given shape to broader fields of study which affect architecture
directly or indirectly. From materials science to advertisements, from the
history of architecture to fashion, it is possible to expand such domains of
influence.

Bringing the architect to the fore as an individual, making a star out of
him/her has resulted at all historical eras in a way that, those with power
created their own star architects, and became renown together with them.
Designer and the employer have altogether become the symbol of power.
Such public investments, which reflect particularly the power of the ruling
elite throughout history, have made stars out of such names as A. Palladio,
Michelangelo, F. Brunelleschi, L. B. Alberti in western culture and Sinan
the Architect from us.

In the history, F.L., Wright, L. M. van der Rohe, E. Saarinen, Le Corbusier,
who pioneered in the foundation of modernism, and followers thereof,
namely O. Niemeyer, A. Aalto, W. Gropius, L. Kahn have also become the
star architects. Along with Renaissance, architects’ bringing them forward,
publicizing themselves as independent individuals under the changing
conditions became a common practice, and in no era the profession of ar-
chitecture made use of common advertising channels like other groups of
profession. However, the profession itself was built upon advertising. Ac-
knowledging the narrative potential of anything you put forth, or create,
the profession itself has already become a means of advertisement. Capital’s
appreciation of this power, and turning the architecture into shelter plus
signboard has reached to tremendous levels, thanks to the further help of
technology. Advertising, making the best use of various channels of com-
munication, and sustaining solid relations with popular media have be-
come the most indispensible instruments in each and every field of today’s
world. Alongside the modern era, star architects of the era, Le Corbusier
in particular, on the one hand emphasized the relevance of architecture
with social development, and on the other hand maintained good rela-
tions with the world of communication, and popular media all the time.
Great pioneers — Le Corbusier, E Saarinen, EL.Wright, and L.M.van der
Rohe - in the beginnig of the era, and such star architects — namely, P.
Johnson, P. Eisenman, R. Koolhaas, and Zaha Hadid' - in the recent times
became the cover figures of the Time magazine.

While the world order of the last 20-30 years has brought forward a bound-
less commercial circulation, this has affected all arts, but architecture the
most. Flowing freely together with the capital, architects and their works
have begun showing up in all cities of the world. Ever-growing architects’
offices have begun existing either in the form of globalizing companies, or as
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rin denetimi altinda var olmaya baglamiglardir. Bu stire¢te mimarlar da,
mimarlik da temelden doniigmiistiir. Artik her biiyiik metropolde sube
acan mimarlik ofisleri magaza zincirleri gibi ¢aligmakta, béylece mimar
isimleri de markaya doniismektedir. Oznenin bir meta olarak deger ka-
zanmasl, ckonomik ¢arklar ya da en azindan igverenin kendisi agisindan
hep 6nemli olmugtur. Bugiin artik tinlii markalar star mimarlari ile ani-
lir olmustur. Ornegin Modern dénemin basinda “General Motors” igin
Eero Saarinen ne kadar 6nemli ise bugiin vitra i¢in Z. Hadid, A Siza ve F.
Gehry, Prada icin R.Koolhaas marka isimler olarak ¢cok 6nemlidir.

Kisaca “starchitects” olarak siniflanabilen bu isimler 6zellikle devletlerin
yeni imaji, belediyelerin rantlari gibi akil almaz projeleri ile yeni firsatlar
yaratmaketadirlar. Bir yandan milli kimliklerin alt ¢izilirken, son stirat ge-
lisen globallesme mimarlig1 da ekonominin hizmetine sokmugtur. Bir bag-
ka degisle mimarlik artik devletin veya biytik sirketlerinin giidiimiinde
gelismekeedir. Bu genel geger globellesme sonucu, kiltiir alanina girebile-
cek tiim alanlarin 6zellegtirilmesi, sonugta mimarligi da 6nemli bir yatirim
aracina dontistiirmisgtir. Spekiilasyon, kentsel dontigiimlerden yeni yatum-
lara, tarihsel merkezlerin yenilenmesinden, endiistri mirasinin yeniden
kullanimina hemen her alanda mimarligs etkisi altina almigtir. Mimarli-
gin degeri, ckonomi ve reklam diinyast degerlerine indirgenmis ne yazik ki
bu degisimden sadece yapilar degil, mimarligin tarihi, kiltiirt, kurami ve
dili de etkilenmigtir. Son yirmi yildir mimarligin piyasaya degeri, tiim ya-
pili fiziki cevreyi etkilemekte, mimarin rolit yeniden yapilandirilmaktadir.
Toplumsal kimligi coktan rafa kaldirilmig olan mimar ya sermayenin tek-
roliine soyunmaya itilmistir. Ancak star mimarlar diginda bu durum top
yekiin mimarlarin kaybetmesi demek anlamini icermektedir.

Bugiin iyice genisleyen iletisim olanaklari sayesinde “star” mimarlar daha
¢ok goz ontinde olmak, olmadik tasarimlara imza atmak, hergiin yaratict
kimliklerini kanitlamak zorundadirlar. Diinya ¢capinda son derece tanin-
mis ve projeleri daha baglamadan ilgi ¢eken, N. Foster, D. Libeskind, J.
Nouvel, R. Piano, C. Himmelb(l)au, S. Calatrava, R. Rogers, Fe. Gehry,
Herzog & de Meuron, R. Koolhaas, B. Tschumi, T. Ando, R. Meier, C.
Portzamparc, Z. Hadid, G. Lynn, R. Monco, P. Zumthor, R. Venturi, M.
Graves, P. Eisenman, A. Rossi, J. Stirling bu alanda ilk akla gelen isimler
olmaktadir. 2009 yilinda gergeklestirilen “star mimarlar” séylesisinde,.2
Hawthorne su yorumu getirmistir: “Bir siiredir popilerligini koruyan
bu mimarlar, mimarlik diinyasinda hegemonya kurdular. Bu dénem-
de gergeklesen projelerin ¢ogu mimarinin iinli olmasi nedeniyle deger
kazandu. Projelerin tinli mimarlar ile bagdastirilmalar: yeni bir durum
olmasa da, 1997 ile 2000 yillar1 arasinda bu durum daha da belirginles-
ti. Gehry'nin Bilboadaki Guggenheim Mizesi, Richard Meier’in Los
Angelesdaki Getty Center’t veya Piano'nun New York Citydeki Mor-
gan Kitiphanesinin renovasyonu gibi projeleri sadece tasarimlarinin
ozellikleri nedeniyle degil de mimarlar: sayesinde de ilgi cektiler” Ancak
Hawthorne bu ilgi kargisinda varolan ekonomik rahatlik yaninda bu mi-
marlarin kendilerini tekrarladiklarina ve siradanlagtiklarina dikkat ¢eke-
rek soyle devam eder “Hatirda tutulmasi gereken 6nemli bir bagka husus
da 1997 ile 2007 arasindaki donemin, eckonominin iyi oldugu ve finans-
manin ¢ok kolay bulundugu bir dénem olmasidir. $u anda finansman
temin ctmekte sorun yasayan bazi projeler, o donemde sirf mimarinin
unli olmasi nedeniyle bu konuda zorluk ¢ekmemislerdir. Bu donem ayni
zamanda bu mimarlarin birgok cesur tasarimi gerceklestirebilmesine de
olanak saglamistir. Maalesef bircok projenin gerceklesmesiyle kacinilmaz
olarak birbirlerini de taklit etmeye baglamiglardir. Bu parlak dénemin
sonuna dogru Gehryden Guggenheim Miizesi i¢in Manhhattan'da bir
tasarim gergeklestirmesi istenmigti. Sonra proje gegici olarak askiya alin-
di. Gehry'den projeyi bir daha tasarlanmast istendiginde bu tasarimin bir
onceki tasarimin hemen hemen aynist oldugu goruldi.”
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the parts and under the authorities thereof. Meanwhile, both architects, and
the architecture itself have evolved to their foundations. Today, architects’
offices, opening branches in each major metropole, operate as market chains,
and names of the architects turn into brandnames. Subject’s gaining value as
a commodity has always mattered either in terms of the wheels of economy,
orat least in view of the employer him/herself. Today, famous brands become
renowned together with the names of their star architects. For instance, as
the name of Eero Saarinen was so important for “General Motors” in the
beginning of the modern era, this is so for the names of Z. Hadid, A. Siza and
E Gehry for Vitra, and that of R. Koolhaas for Prada as brandnames.

These names, which may simply be classified as “starchitects’, create new op-
portunities with such fantastic projects such as the new images of the states,
municipal rents in particular. On the one hand emphasizing the national
identities, and ever-accelerating globalization on th other, puts architecture
to the service of economy. In other words, architecture from now on develops
with the drive of the state, and eventually with that of its major companies.
Privatization in all fields within the scope of culture, as a result of this de facto
globalization, eventually converts architecture into an important investment
instrument. Speculation, from urban transformations to new investments,
from the renovation of cultural centers to the reutilization of the industrial
heritage, has taken hold of architecture in all fields. Value of architecture has
been degraded into the values of economy and advertisement, and unfortu-
nately, this change affects not only the structures, but also the history, culture,
thcory, and discourse of architecture. For the last twenty years, architecture’s
valuation of the market has been affecting all structured physical environ-
ment, and the role of the architect has been restructured. Witch his/her social
identity has already been laid aside, architect has been forced to adopt either
the position of the technician of the capital, or the role of becoming an en-
trepreneur in person. However, excluding the star architects, this is such a
situation which causes the remaining architects lose as a whole. .

Thanks to today’s ever-expanding communicative opportunities, “star”
architects are to be in the limelight, put their signatures to extraordinary
dcsigns, and prove their creative identities ever more each day. N. Foster.
D. Libeskind, J. Nouvel, R. Piano, C. Himmelb(l)au, S. Calatrava, R. Rog-
ers, F. Gehry, Herzog & de Meuron'un, R. Koolhaas, B. Tschumi, T. Ando,
R. Meier, C. Portzampare, Z. Hadid, G. Lynn, R. Moneo, P. Zumthor, R.
Venturi, M. Graves, P. Eisenman, A. Rossi, J. Stirling, as being renowned
worldwide, and projects whom draw great attention even before their ini-
tiation, are the first names that come to mind in this field. During the “star
architects” conversation, held in the year 2009% Hawthorne put forth the
following comment, saying that: “These architects, having been maintain-
ing their popularity for a while, have further established a hegemony in the
architects’ world. Most of the projects having been realized meanwhile have
gained value due to the fame of most of their architects. Despite correlation
of projects with the architects thereof is not a rarity, it has become more
of an issue Cspccially in between the years 1997 and 2000. Such projects,
including Gehry’s Guggenheim Museum in Bilboa, Richard Meier’s Getty
Center in Los Angeles, or Pianos renovation of Morgan Library in New
York City, have drawn attention not only because of their design aspects, but
also because of their architects.” However, pointing to not only the financial
comfort before such an attention, but also to the said architects’ droning
themselves, and becoming banal, Hawthorne went on, saying that: “What
should also be reminded is that, from 1997 to 2007 is a period of economic
welfare, in which financing is not hard to find. Some of the projects, financ-
ing of which is difficult these days, encountered no such difhiculty merely
due to the fame of the architects of the said projects. This period also al-
lowed the said architects to realize so many daring designs. Unfortunately,
realization of numerous projects bring along imitation among each other.
Towards the end of this bright era, Gehry was asked to realize a project for
Guggenheim Museum in Manhhattan. The project was thereafter tempo-
rarily suspended. When Gehry was asked to redesign the same project, it
was seen that the outcome was nearly the same of the previous design.”



Ancak unutmamak gerek. F. Gehry’ nin kentin ¢okiintii alaninda yaratug,
Bilboa Gugengeim Miizesi dyle bir riizgar olusturmustu ki, etkisi tiim diin-
yada devam etmekeedir. Tek bir yapi neredeyse tiim bir kenti doniistiirme-
ge yetmis, yaratilacak ikonlar ekonomik darbogazlar icin can simidi gibi
ele alinmaya baglamustir. Benzer 6rnekler ¢ogalulabilir, ama ne yaparsaniz
yapin, sosyo-poltik gelisimler ve/veya ckonomik zorunluklar yeni riizgar-
lara daha biiyiik, daha aligilmadik showlara ihtiya¢ duymaktadir. Bugiin ge-
linen noktada, biliyoruz ki tasarimlar ancak bir kag seneyi doldurabilmekte
hizli titketim, yapilarin ckonomik 6mriint bile yagamasina izin vermemek-
te, yeni titketim nesnelerine ihtiya¢ duyulmakeadir. Ulkemizde de hizla
hareket etmek zorunda olan yap: sekeorii nerdeyse tiim kentlerin siluetini
degistirmekee, kisa siire oncesinde stiper, mega. Ultra gibi pazara sunulan
yapilar bile yirmi otuz yil i¢inde yikilip yeniden yapilmakeadir. Diinyanin
hemen heryerinde finans diinyast ve pazarlama teknikleri olimpiyatlardan,
pop miizik yarigmalarina, miizelerden aligveris merkezlerine ¢ok farkls
fonksiyonlara hizmet eden yapilarini gindemde tutmayr bagarmakeadur.
Her mega proje daha fazla deger yaratmakta yeni kar firsatlar1 olarak de-
gerlendirilmekeedir. Artik mimarligin tek amaci var gibidir, en ¢ok sagirta-
rak, en ¢ok kar oranini elde eemek. Teknolojininde yardimu ile Gitopyalar
kolayca ger¢ege donustiiriilebilmekeedir. Cok yakin tarihlerde yapilamaz
gibi goriinen pek cok proje artik daha biiytik boyutlarda, kisa siirelerde
tiretilebilmekte ve en karl1 yatirim avantajini da beraberinde getirmekeedir.
Bugiin gelinen noktada ‘mimar’ modern zamanlardan kalan farkli konum-
larindan bir¢ogunu ¢oktan teknolojinin ve igletmecilerin giiciine kaptir-
mig goriinmektedir. Yiizyilin baginda 6ne ¢ikan toplumsallik kavrami rafa
kaldirldigindan devletin toplum igin ¢alismasini bekledigimiz tiim meka-
nizmalar1 gliglerinin ¢ogunu kar getirecek projelere harcamayi uygun gor-
mekeedirler. Kentsel doniigiim projeleri basta olmak tizere tiim bu giicit
elinde tutan igverenler i¢in ¢ogu zaman projeden daha 6nemli olan projeyi
kimin yapug olmakeadir. Son yillarda teknoloji, ekoloji, stirdiirtilebilirlik
gibi séylemler arasinda artan denemeler, aranan yeni estettik kriterler, pek
cok durumda ekonomiyi kurtarmak icin desteklenen alanlar olarak kar-
stmizda durmaktadir. Tim kentleri ilgilendiren yeni Kentsel dontisiim
projeleri gercekte hayatlarimizi degistirmekte, her ekonomik durgunluk
doneminde oldugu gibi ironik bir bicimde ekonominin tersine mega pro-
jeler 6ne ¢ikarilmakea, béylece kandirmacanin daha da giiclii olmasi sagla-
makradir. Biitiin diinyada Kentsel dontistim projeleri 6nemli bir ekonomik
hizlanma araci olarak ele alinmakta, mimarlar i¢in de cazip ve ilgi ¢ekici
bir alan olarak kargimizda durmakeadir. Yeni konut alanlari dogal olarak
beraberinde, okul, klinik, aligveris merkezi gibi toplumsal yagamin zaruri
farkli fonksiyonlarinida getirmekte, béylece yapay da olsa ekonomik bir
canlanma yaganmaktadir. Bu siiregte Ingaat sektorii, planlama ve mimarlik
alanlarinin da destegi ile bu sigramaya yardimci olmaktadir. Neredeyse her
tilkede ingaat sektorii ve dolayisiyla mimarlik en hizli en kolay ekonomik
kalkinma ya da ckonomiyi canli tutma araclari gibi gorilmekeedir. Yap:
sektorii, olimpiyatlar, yarismalar gibi kiiresel organizasyonlar sayesinde erk
sahiplerinin yeni simgelerini olugtururken bir yandan da reklamin, vitrin-
de olmanin, turist ceckmenin 6zetle ckonomik patlmanin beklentisi olarak
uygun yatirim alanlari olarak ele alinmakeadir. Bau diinyas: diginda Pekin
olimpiyatlar1 ile ikonlagan “kus yuvast’, ya da Arap diinyasinda daha proje-
leri yapilmadan salt “star” mimarlar1 yliziinden giindeme oturan projeler,
pek ok kenti ekonomi diinyasinda 6ne gikarmigtir. Dubai, Abu Dhabi, Is-
tanbul, Katar “star” mimarlarin mega projelerine ev sahipligi yapan hemen
akla gelen kentlerden birkagi olarak sayilabilir. Istanbul igin kollar1 stvayan
Zaha Hadid her kauldig: aktivitetede “Isliklar, flaglar ve alkiglar arasinda
gecikmeli olarak sunumuna baglayabilmekee, biiytik bir izdihamin oldu-
gu salonda, star mimarlik olgusuna kars1 ¢ikan, farkli alanlarda alternatif
sunumlar yapanlarin bile Hadid'in fotografini ¢ekmek i¢in yarigmas: akil-
larda bu elegtirel sunumlarin, starlarin parilusi altnda yok oluyor diigtin-

However, it should be reminded that, the Bilboa Gugenheim Museum E
Gehry created in the rift area has created such a wind that blows world-
wide even today. A single structure was enough to transform the whole
city, icons to be created were started to be considered as the lifesavers for
the economical battlenecks. It is possible to increase the number of simi-
lar examples, but no matter what you do. With the socio-politic improve-
ments and/or economic necessities always needs the new larger winds ,
more unusual shows. At this point, we know that, new designs live only
a few years,and people needed the new consumer objects. Today, we all
know that, the most marginal designs may live for no more than a couple
of years, that the faster the consumption occurs, the shorter the structures
may endure, and all these necessitate new consumables. Structure sector
changes the silhouettes of nearly all of the cities also in our country; even
mega structures may live no longer than twenty to thirty years, and are
then demolished, and rebuilt. All around the world, financial world and
marketing techniques manage to keep the fantastic buildings on the agen-
da from Olympic Games to pop music contests, from museums to shop-
ping malls. Each mega project is considered as generating higher value, and
creating new opportunities of profit. From now on, architecture seems like
pursuing one goal; the more you amaze, the higher your profit ratio will
be. With the help of the technology as well, utopias may easily be turned
into reality. So many projects, having been seen as impossible in the recent
past, may now be built in bigger sizes, and in shorter periods, and they
thereby bring along the most profitable investment advantages. Architects
seem to have ceded their many positions in the modern times to the power
of technology, and that of the businesspersons for a long time. Concept of
collectivism, having come to the fore in the beginning of the century, has
been laid aside, therefore all mechanisms of the state, being expected to
work for the society, deem it convenient to exert most of their efforts to
the profitable projects. In terms of urban transformation in particular, for
the employers possessing all the aforesaid power, doer of a project often be-
comes more of an issue than the project itself. Attempts getting increased
in the recent years’ discourses of technology, ecology, and sustainability,
newly sought aesthetical criteria, in most of the cases, seem to be the fields
being subsidized for the sake of saving the economy. Urban transformation
projects which concern all cities in fact change our lives, in every period of
economic recession, mega projects, ironically in contrast with the economy
itself, are brought to the fore, and thereby adding to the deception. Urban
transformation projects are considered worldwide as important tools for
economical acceleration, revealing an attractive and challenging field also
for the architects. New housing zones naturally bring along different func-
tions with them, thereby creating even an artificial economical recovery.
Planning and architecture altogether give hand to such a bounce. Nearly
in all the countries, planning, and eventually architecture are considered
as the quickest and easiest instrument for economical development. While
the building sector creates new signs of the rulers on such global occa-
sions as Olympic Games, competitions, the aforesaid global occasions are
considered as the suitable fields of investment for creating the expectations
of advertisement, taking the pride of place, attracting tourists, shortly an
economic boom. Outside the Western World, “Bird Cage”, having become
iconized with the Olympic Games of Beijing, or the projects in Arabic
World, which come to the fore even before being designed, merely due
to the names of their “star” architects have brought so many cities to the
fore in the world of economy. Dubai, Abu Dhabi, Istanbul, Qatar may be
the first of those coming to mind for hosting the mega projects of “star”
architects. Having rolled up his sleeves for Istanbul, Zaha Hadid cannot
start his presentations in time in the activities she attends due to whistles,
flashes, and cheers. In such crowded salons, even those opposing to the
concept of star architect, and giving alternative presentations in various
fields, race each other to shoot the photos of Hadid, and such scenes give
rise to the thought that all the aforesaid critical presentations vanish un-
der the twinkling stars.”® The effects of star architects are undisputed all
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cesini uyandirmaktadir” Star mimarlarin etki alanlari yaratuklar: dalgalar
tartigilmaz boyutlarda olmakeadir. Ozellikle mimarlik egitiminde 6gren-
ciler kendi tilkeleri, kentleri ya da bir arka sokaktaki gecekondu gergegine
onlardan daha uzak durmaktadirlar. Gériilen o ki, bu en yaratict “star”
mimarlar var olmaya ve tiretmeye devam edeceklerdir.

Pek ¢ok elestirel, hatta 6z-clestirel yaklagima kargin “star mimarlar” 6ncii
rolleri, yonlendirici performanslari, mimarlik diinyasina katkilari ile cogu
zamanda olumlu birer figlir olarak kabul gormekeedirler. Oris giinleri
cercevesinde Ankara da bulunan Andrija Rusan, Francisco Mangado ve
Glenn Murcutt son yillarda ozellikle bat diinyas: disinda daha da etkili
olan egitimden, korumaya mimarligin her alanini etkileyen “star” mi-
marlar ile ilgili goriiglerini soyle 6zetlemiglerdir.* Andrija Rusan Oris
dergsi editorii olarak goriiglerini basin, egitim ve pratikte star mimarla-
rin olumlu katkilari tizerinde yogunlagtirarak ortaya koymustur; “Ben
son birkag yildsr dergilerde yazmanin rolii iizerine cok diisiindiim. Onem-
li olan ya da yaynlarda etkili olan nedir? Bizim internetimiz ve dergile-
rimiz var. Bence bu alanlar tamamen farkly iki seydiv. Cok yasl degilim
ama, ogrencilerin, 35 yasa kadar olanlarin tamamen farkly bir nesil ol-
dugunun farkindayim. Onlar nasil bilgilenecekleri, bu bilgiyi nasil analiz
edeceklerine dair tiimiiyle degisik bir beyine sabipler. Bu baglamda cocuk-
larin egitiminde okullars cok cok inemli buluyorum. Ogretmen demeyi de
seviyorum ogreten kisi anlaminda. Anaokulundan baglayarak, tabiki daha
sonra iiniversitede birilerine ogretmek cok biiyitk bir sey. Bildigin gibi bu-
giin evde ya da okulda cocuklar: yetistirmek cok zor, iinkii Internet mub-
tesem canlandirmalar veya resimlerle hepimizi biyiilemektedir. Eger de-
neyimliyseniz, efitimliyseniz olaganiistii insanlarla konustugunuzda bunu
anlayabilirsiniz. Ne yazik ki bugiin okullarda tiim yasamlar: boyunca
yaptiklarinin oziine ait mesajlare cocuklara iletebilmek gercekten cok zor.
Star mimarlar, evet onlar: kullansyoruz, ama kotii anlamda, yetkilendir-
me anlaminda degil... Star mimarlar bizim icin cok onemliler, ciinkii on-
lar insanlar: cekiyorlar, insanlar geldiginde sponsorlar daha cok geliyoriar,
boylece yasiyoruz hareket edebiliyoruz, bilinen bilinmeyen geng mitkem-
mel mimarlar kendilerini gisterebiliyorlar, bunu Oris giinlerinde sika
yaswyoruz, insanlar gelip mimarlar hakkinda sorular sormaya baglyyor-
lar, hi¢ bilmiyordum. Nerden geliyor, neler yapuyor... gibi.. Zaha Hadid
ile Zagreb de, bir roportaj yapacaktk, herkes cok heyecanlyyds ve sonunda
geldi onunla birlikte Slovenyadan hi¢ taninmamss bir baska konusma-
cmiz da vards onun konusmast bittiginde neredeyse aglayacaktim. Ben
okullarin cocuklar yetisitrmek igin son derece onemli oldugunu disiinii-
yorum, iyi ya da kotii her seyi goriip deneyimlemek zorundalar. Benimde
cocuklarim var ve biliyorum ki bu cok biiyiik bir sorumluluk, evde ya da

okulda bu sorumlulugu almak biyiik bir sans, keyfini ctkarmak lazim...”

Francisco Mangado 6zellikle yapilari ile 6n planda oldugu toplantda star
mimarhk ile iligili gériiglerini genelde pozitif bir yaklagimla ancak di-
stinsel zenginlige dikkat ¢ekerek ozetledi. Ona gore; “Sadece Tiirkiye de
degil, her yerde bu sorun var. Coziimiin cok kolay oldugunu diisiiniiyorum,
bu problem toplumlarin diizenlenmelerinin bir sonucudur, yani bu sorun
toplumun bir parcasidr, toplumda ilk kazanilan zafer ideolojilerin bitmis
olmasi ve tek onemls factor Pazar olmugstur. Ancak zor olan mimarligs Pazar
agisindan gorebilmektir. Bir baska degisle bu pazar: moda, starlar ya da pa-
zarin bir iiriini gibi gorebilmek zordur.. Pazar derinlikle, diisiinceyle ilgilen-
mez giinkii onun sorunu ok bizl, cabuk sonug iiriindiir. Aslinda sorun bir
zaman meselesidir. Mimarlik yapmak icin en onemli malzeme zamandir,
mimarlik bir olgunluk, yansitma sorunudur ve bu tam gercek bir sorundur
Iinde yasadigimiz dinem gercek bir durum degildir. Ciinkii bu donem ko-
nusulan digsinsel bir kriz degil ekonomik bir krizdir. Ne yazik ki, bu eko-
nomik kriz bagladiginda, bunun miithis ve ise yarar olacagini diisiinmiis-
tiim, ¢linkii bu durum diisiinme seklimizi degistirecekti. Fakat goriiyoruz
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around the world. Especially in architectural educations, students stand at
a distance farer than them from their own countries, cities, or even from
the reality of squatters in a back alley. .It is likely that these most creative
“star” arcitects will continue to exist, and produce. Andrija Rusan, Fran-
cisco Mangado and Glenn Murcutt, having come to Ankara within the
scope of Oris days, summarized their views on the concept of star archi-
tect, which has recently become influential, even more outside the western
world, in all the fields of architecture, from education, to preservation as
follows.* Andrija Rusan, as being the editor of Oris magazine, focused his
views on the positive contributions of star architects in the media, educa-
tion, and in practice as well, saying that;

“T'm thinking very much about the role of the written word on the paper. I
means magazines. What is important, what is the influence of publications?
We have Internet, and we have magazines. These are, I think, two different
things. Of course, for me, I'm not so old, but I'm aware that I'm completely
dz’ﬁérem generation than toa’ﬂy’: generation of the students, who are 18, 20,

30, even 35. They have completely different brains, how to get the informati-
on, how to ﬂm{ly:e the z'nformﬂtz'on, and in that sense, I think the schools are
very, very important, to teach the kids .I think it in the best way, but when

1 use the.. I like to use the word tmdaer, or professor, but tmdaer, somebody
who teaches. Its a great thing, you can teach somebody in kindergarten, and
of ‘course, later the high school. It is very, very difficult today, very difficult
to raise kids at home, kids in the schools, to talk with colleagues, you know,

because of this Internet, these beautiful renderings or pictures on the Internet.

You know, we can say, we all are fascinated with this. If you are experienced, if
you are educated, if you have the possibility to talk with extraordinary people,

to listen to them, ...Stars architects, we use them, I would say, these, yes, these
also in bad meaning of this, but, no authorisation. I think the star architects
are important, for us, because they attract people and when people are coming
there, they attract sponsors, and through that, we can live, we can act, and
then we can have the other known, unknown, young, excellent architects to
show the audience, and it happens very often that after Days of Oris, when you
are m/king about it, peop[e say, oh, I never knew that there was this architect.

Where is he from, they are so nice, . Thats it. I would like to see somebody, to
see Zaha in Zﬂgreb, when we are working, we are now arvanging an inter-
view with her, and so on, and she will come, and everybody will be excited,

but at the same time, for exﬂmp[e,ﬂnot/]er architect ﬁom Slovenia, I was al-
most crying after her lecture. I think the school is enormously important for
building the kids, not to be...they have to see everything. Experience is...and
the bad experience is good experience.  You have an excellent chance, enjoy it.

Francisco Mangado, having come to the fore particularly with his works,
summarized his views on star architecture from a generally positive point of
view, but also by emphasizing the intellectual richness. According to him;

‘T think it’s very easy, it’s a problem that is a consequence of the societies
organising, so it’s part of the society, and what happened is that the society,
which main triumph is the finished of the ideologies and the only impor-
tant element is the market, so it’s very difficult because this way of thinking
in architecture, in terms of stars, in terms of very fashionable orientation
is a consequence of the market. The market is not interested in the depth,
the ideas, because it’s interesting in very immediate results that has to be
consumed quickly. New and that’s the problem and architecture is a qu-
estion of the time. The most important material for doing architecture is
the time, so architecture is a question of maturity, reflection, so and then,
that is a problem, it’s a real problem. The only way of changing that is the
first one, is the crisis. That at the moment is not a real situation because the
crisis that we are living in is an economical crisis, not a crisis of ideas.

Unfortunately, when this economic crisis starts, I thought that it would
be fantastic, very useful because it will change the way of thinking, but
now you are realising that people are expecting that the crisis finishes for
doing exactly the same. They have not changed at all, so it’s unbelievab-
le, and the second, that is what we can do is trying to train very well the



ki hersey aynen devam etmektedir. Inanilmaz ama kimse degismemistir biz
ise gok iyi ogrenciler yetistirmek igin ne yapabiliriz, bu diisiincelerimizi nasil
sabitleriz; zira mimarlik Pazar giiglerinin yonlendirdigi bir alan olamaz.
Diisiince diriinii olavak mimarlik toplumun isteklerinden, hizmetten daha
fazlasiny vermege calisir, ama bu konuda bivaz iyimserim ciinki, bu ok
Jfarkly bigimlerde okunabilecek, en azindan Lspanyada pek cok agrenci boylesi
durumlara, ya da starlara tepki gelistiviyorlar eger kendilerini gelistirmek
istiyorlarsa pek cok biiyitk bir sansa sahipler, zira moda dedigimiz mimar-
ik artsk bitti; ciinki ekonimik sistem bitti herkes bu tiir islerin zavarlarin
telafi etmeye calssyor. Ve ben biyle bir gelismeye cok iyimser bakiyorum.”
Kuskusuz toplantinin “star” mimarlik olgusuna kargi olup ama en parlayan
ismi, Avustralyali Glenn Murcutt oldu. Her zaman aluni ¢izdigi stirdi-
rilebilirlik, yerellik, kiiltiir ve ¢evre baglamindaki soylemlerine ek olarak,
bir sorun olarak ele aldig1 star mimarlik tizerine gortglerini soyle ozetle-
di” Evet haklisiniz toplumun bugiin boyle bir sorunu var.. Ben her zaman
oldugu/olacagr gibi mesleki olarak ok net pozisyonda duruwyorum. Bu yeni
bisey degil ziva biz hep film yildizlarina baktik. Dogru mu? 20° yillara geri
donersek  hatirlyyorum annem ve babam bu mitkemel aktorler/ aktrislerin
ne kadar giizel olduklarin konusurlards, onlar stardilar Marilyn Monroe ya
da digerleri.. Bunlar yildiz oyunculards, “stactors” lards. Onlar stactorslards
ve sadece bityiiktiiler. Belki de digerlerinden farks olmadan Mimarlik da star
aktirlerin alan oldu. Mimariyi salt giizellik karsilastirmasina indirgedik
ama mimarlk asla “giizellik karsilastirmasi” konumuna indirgenemez. Bu
demek degil ki mimarlik giizellik demek degildir, ama temeli olmalidsr bana
gore ok derin bir temel olmalidy. Ornegin, Ispanyadaki Elhamra, olaga-
niistii giizel, olaganiistii zengin ama onun bir star mimar tarafindan yapil-
digini siyleyemezsiniz. Bu Islam’in derin anlayssindan gelmektedir, suyun
ve wsigin derin anlamindan, biitiin girdilerin cok sesli ve derin temelinden
gelmektedir, arada cok onemli fark oldugunu diisiinizyorum. Pek ok yildiz
mimar gosteriglidir. Bilirsin, bu sadece ileri gotiiriir ama biz bina yapariz,
yapmalwyiz. Teknoloji bize sagma sapan, tamamen mantiksiz seyler yaptr-
di, ama ok cabuk duyarliklarimiza geri donmeliyiz —ben duyumsanabilir
seyler diyorum- siirsel olans atlamayan ve mantikly olanla birlestiren, benim
ilgilendigim bu. Benim igin sonug siirsel, mantikly bir iiriin olamals. Bu ise
bir sohret mimarlg degil.”

Diger katlimeilardardan farkli olarak geleneksel yontemlerle caligan, en

cok iki kisi caligarak tirtin veren Glen Murcutt, kendi sunugunda tam

bir antistar mimarlik kavrami gelistirmigtir. Murcutt i¢in 6nemli olan

strdirilebilirlik, yerin anlami ve kullanicinin kim oldugu gibi kavramlar

her zaman en 6nde durmaktadir. Bu nedenle ger¢ek mimarlik icin yerin

sesini dinlemegi 6nermektedir. Yer mimarin kulagina ne fisildiyorsa o ya-

pilmalidir, zira yer, daha pek cok kugag tizerinde misafir etmelidir. Bu da

global kogullarda uygulanan ‘Star’ mimarlik anlayisindan ¢ok farkli bir

yerde, daha alcak goniillii bir mimarlik anlayigidir. Halen devam etmekte

olan ckonomik kriz ve durgunluk dénemi mimarlik sektoriinii etkilemis

olsa da mimarlik bu durumu yeni bir firsat donemi olarak yorumlamak

durumundadir.  Bir ge¢is donemi olarak yorumlanabilecek bu siireci

mimarlarin yeni rolleri ve mimarligin gelecegi adina, yeni kararlarin ve

gercek mimarligin ne olacag tizerine yeni fikirlerin olugturulacag: bir do-

nem olarak gormek gerekmektedir.
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students, trying to reinforce this idea that doing architecture is something
very serious, that it requires knowledge, depth and that architecture is not
something of use, that never can just be the result of the market forces. It
has to be the result of intelligence, that is of the architect, trying to give
more than society claims, trying to give service, and there are..but I am a
little optimistic, because I think that it’s what we were telling yesterday, it’s
history in many different ways has to be read of something of cycles. There
are a lot of students, at least at the moment in Spain, that is where, that
has a strong reaction against this kind of architecture, that is a result of
the stars. They are very aware that they have to change deeply if they want
to progress, because this kind of fashion architecture is finished, because
the economical situation is finished, and they are trying to recuperate this
kind of business... I'm very optimistic in this kind of way.”

Definitely the brightcst “star” architect of the meeting, Austalian Glenn
Murcutt, in addition to his usual emphasizes in the context of sustain-
ability, locality, culture, and environment, he summarized his views on the
concept of star architecture as follows, by considering it as a problem.

"That’s a problem of society but you’re vight. I have a very clear position on
the profession and were all the time... Its been forever. It's nothing new, in
a way, because weve always looked at film stars, right? We go back to the
20s, when film, and I know my mother and my father talked about these
wonderful actors and actresses, how beautiful they were, so they became stars,
whether it be Marilyn Monroe or whoever it might be. These were star actors,
stactors. They were stactors and it’s just a big.. Architecture’s become in the
realm of the star actor and it’s probably no different to any other. We just put
architecture in the role of the, in the beauty stakes, and architecture was never
meant to be in the beauty stakes. It doesn’t mean to say architecture can’t be
beantiful but it’s got to have basis and, in my view, it’s got to have a very deep
basis. For example, the Alhambra in Spain, to me, is extraordinarily beau-
tiful and extraordinarily rich but you couldn’t say that it’s come from a star
architect. Its come from deep understanding of Islam, a deep understanding
of water and the meaning of water, of light, a whole lot of issues that have a
very sound, deep basis. I think that’s the significant difference. Most of the
star architecture stuff is flamboyant. You know, just push it over there, we can
do a building and do that. Technology has allowed us to do silly things, totally
illogical things, and the sooner we get back to the sense — I refer to it as sensible
things — which does not eliminate the poetic and the rational being combined,
that’s what I'm interested in. The poetic, as a consequence of the rational, is
what is the ultimate for me. It's not about stardom architecture.”

Unlike other participants Glen Murcutt is still working with traditional
methods, giving the product a maximum of two people in his office. In
fact, he has developed his own Introduction to the concept of a complete
anti-star architecture. Sustainability, genius logi, real users are more impor-
tant concept for Murcutt.. For this reason, according to him, listening to
the sound of the place, fora real architecture. In conclusion, it may be said
that, despite the fact that the ongoing period of economical crisis and reces-
sion has affected the architectural sector, architecture should interprete it as
anew period of opportunity. This period, being interpreted as a transitional
period, should be seen as a period throughout which new decisions are to be
taken on the new roles of the architects, and on the future of architecture,
and new opinions are to be shaped on what real architecture would be.
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Trump Towers

Oncelikle Days of Orise bana bu organizasyonda projelerimi sun-
mama ortam saglayan daveti, tim katulimcilarin ve 6zellikle Glen
Murcutt’in muhtesem konferansi igin tesekkiir etmek istiyorum.

Sizlere iki farkli konuda her konu i¢in biri bitmis digeri devam eden
dort adet proje sunacagim. Boylelikle ofisimizin projelerde gelisimini
de daha net gérebileceginizi diisiiniiyorum. Ik konu biiyiik 6lcekli
karma projeler; Trump Towers ve Next Level. Ikinci konu ise tama-
men farkl bir yaklagim i¢inde tasarladigimiz binicilik tesisleri; SIEC
ve Kemerburgaz Binicilik Tesisi.

TRUMP TOWERS

90’11 yillarda yasam alani olarak tercih edilen kent merkezi digindaki
‘banliyd’ tabir edecegimiz yerlesimler zaman gegtikge trafik sikintisi,
kaybolan saatler ve stres yiiziinden merkeze doniisii tekrar giindeme
getirdi. Bu yillarin bagindan itibaren kiiresel sermayenin yigilmaya
basladig Zincirlikuyu- Maslak hattinda olugan yiiksek yap: talebinin
2000’li yillar ile birlikte Zincirlikuyu- Mecidiyekdy hattina yonelme-
sinin bir getirisi olarak Trump Towers tasarlanmustur.

Panoramik olarak bakugimizda Trump Towerst Mecidiyekdy'deki
en yliksek yap1 olarak goriirtiz. Yapinin hemen 6niinde bulunan Me-
cidiyekdy Yolu Caddesi’nden Biiyiikdere Caddesi'nin son buldugu
finans merkezi olan Maslak’a kadar olan panoramaya bakilacak olur-
sa Istanbul’un bu bolgesindeki tiim yiiksek binalari gérmiis oluruz.
Trump Towers tiim bu panaromik halkanin bir zinciridir.

Mecidiyekéy, Istanbul’un iki yakasi arasinda aktarma noktasi olan,
onemli i merkezlerinden biri haline gelen Sisli sinirlar1 iginde, son
dénemde Istanbul'da en gok dikkat geken bolgelerden biridir. Istan-
bul Cevre Yolu tizerinde bulunan Mecidiyekoy’ tin metrobiis ve metro
hatlarinin kesisiminde kalmasi ve trafik diigiim noktasina déniigme-
si bu bolgeyi en islek trafik arterlerinden biri haline getirmekeedir.
Trump Towers’ 1n yiikselen ve al¢alan dinamik formu, ilhamini ulagi-
min kalbi olan, giinde 4 milyon kisiyi ¢eken ve Asya-Avrupa kitalarini
birbirine baglayan bu lokasyondan almaktadir.

Dinamik form yapida goriildigiinde bu binanin herhangi bir yerde
degil, yogun bir bolgede konumlandig anlagiimaktadir. Bu lokasyon-
dan dolay: yap1 heyecana ve kendini farkli perspektiflerden gosteren

bir dinamizme sahip olmalidir. Bu stratejik konum bir mimarin bir
yapy, ozellikle de bir gokdelen tasarlayabilmesi i¢in ¢ok zor bir ko-
numdur.

Bolgelerin stratejik ozelligi aslinda sehir plancilarindan ¢ok yatirim-
cilar tarafindan planlanmigtir. Bir yatirimer herhangi bir yere bir bina
yapar, bir digeri bagka bir bina yapar ve bélge su an oldugu hale gelir.
On - onbes yil 6nce belki de Trump Towers’ in Istanbul'da bu konu-
munda olacag1 tahmin edilemezdi. Istanbul’un yogun yapilasma haya-
t1 ve hareketli ekonomisi siiphesiz ki bu yatirimin bir sonucudur.

Yap: yonelim olarak kuzey-giiney hattndadir. Kuzeyde Belgrad Or-
mani, giilneyde Marmara Denizi ve batida tarihi yarimaday1 gorebil-
mekteyiz. Aslinda yap1 Istanbul’un en 6nemli manzaralarina sahiptir:
Bogaz, orman manzaras ve Halig.

Cevre ile beraber Trump Towers’1 ele alacak olursak yapi kentsel bag-
lamda yalnizdir. Gorsel olarak ¢evredeki herhangi bagka bir veri ile
baglanti kurulamamakrtadir. Ciinkii ¢evrede bu yapr ile kiyaslanabile-
cek baska bir bina mevcut degildir. Bolgede baska yiiksek bina veya
referans alinabilecek nitelikte tarihi doku yoktur. Ozellikle yiiksek bir
bina tasarlandiginda onu ¢evre ile beraber ayn1 ¢ergeve icine yerlesti-
rebilmek ¢ok zordur.

Bu tarz yapilarda gevre ile baglant1 alt kotlarda saglanabilir. Ornegin
yerden oniki metre sonra yap1 baglatilabilir, fakat gayrimenkul deger-
lerinin gok yiiksek meblalar oldugu Istanbul gibi bir sehir i¢in bu uy-
gulama ¢ok olas1 degildir. Bundan dolayr Trump Towersda ilk oniki
metre insanlarin yagayip ¢evre ile baglant kurabilecegi alanlar olarak
dusiintilmigtir.

Yapinin saginda ve arkasinda beg- alts katli binalar, solunda yesil do-
kuyu da igine alan kirsal, genellikle iki katli ev ve rezidanslar bulun-
maktadir. Genel olarak konut alani denilebilecek bir bolgedir. Cadde
cephesine geldigimizde ise yiikseklikler ondort kata ¢tkmaktadir. Bu
cevre verilerinden dolay: alt boliimdeki aligveris merkezini barindiran
platformun ¢evreye uyumlu olacak sekilde dért-bes katli yapilmasina
karar verilmigtir. Podyuma ¢evreden bakildiginda goriilememektedir.
Cuinkt tim mubhit ile ayni seviyede bulunmaktadir. Yapinin saginda
mevcut olan bu az katlilik gelecekte de boyle devam edip bir stireklilik
saglanmis olacakur.
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Arazi 300m boyunda 80m enindedir. Kot farki 30m’dir. 30m yap1 i¢in
%10’luk alana denk gelmektedir ki bu oran projelendirme agisindan
miicadele edilmesi gereken bir yiizdedir.

Trump Towers'in planlama ve inga siireci toplamda yedi yil stirmiigtiir.
Bu siire i¢inde ¢evrede birgok degisiklik olmugtur. Her giin sehirden
gecildiginde degisiklikler goriilebilmektedir. Ornegin Istanbul’un bi-
linen bir mimar1 bu bélge icin ii¢ kule tasarlamustir. Istanbul'da yap:
tasarlaniyorsa gordiiklerimizin her zaman goreceklerimiz olmayacag:
bilinmelidir. Ornegin hi¢ bina olmayan bir yerde alti ay icinde bir bina
gorebiliriz. Bu noktada belki biraz hayalci olmak gerekir. Gelecekte
neler olabilecegi hakkinda tahminlerde bulunulmali, yapinin ileride
gelebilecek sorulara cevaplart olmalidir.

Bilindik formlu yiiksek yapilardan farkli olarak, Trump Towers priz-
matik ve acili kiitleleri sayesinde dinamik ve heykelsi bir goriiniim
kazanmakra ve Istanbul’ un siliieti igerisinde ayricalikli bir konum
edinmektedir. Le Corbusier Istanbul igin * Istanbul siliietler sehridir”
demigtir. Bir iriin ortaya koymadan 6nce gehrin siliiet mirast da dik-
kate alinarak 6ncelikle ne yapilmas: gerektigi disiintilmelidir. Bundan
dolayr modeller, simiilasyonlar ve cesitli analizler ile silietler tizerin-
de caligtlmigur. Siliiet etkisi goz ontine alinarak incelikle tasarlanan
bloklarin daha narin ve hareketli kilinmast amaciyla ¢ekirdeklerinin
iki tarafindaki birimler ortalarindaki daha seffaf kiitle etrafinda farkl:
dilimler olarak ele alinmigtir. Bu kiitlenin geffaf olmasi, ¢ekirdek icine
dogal 151k alinmasini da saglamakeadir. Bu geffaflik yiiksek binalara
kalite katmaktadir. Kulelerde asansorden inen bir kisi veya arka bo-
limlerde deniz manzarasina sahip olmayan bir konut kullanicist her
giin koridorun sonuna gidip deniz manzarasina ve koridordaki dogal
1518a sahip olabilmektedir. Genellikle gokdelenler ¢ok kapali yapilar
olmasinin aksine bu yapida koridorlardaki seffaflik kullanicilara su-
nulmakradir.

Tabii ki cephenin her noktas yatirime1 ve mimar igin ¢ok degerlidir.
Trump Towers’ ta mutfak, banyo ve kat holleri dogal 151k alabilecek
sekilde tasarlanmigtir. Bir yatirimery: bu tarz degerli bir yerde kalite-
nin i¢ine dogal 15181 da almak pahasina mekan degisikliklerine ikna
edebilmek 6nem tagimakeadir.

Cephedeki parapet panelleri, mekanik projede verilen dolu-bos orani
gozetilerek, estetik agidan da binanin sanal hareketine ritm katacak
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sekilde yerlestirilmis, varyasyonlar yaratilarak dinamik ytizey ifadeleri
olugturulmugtur. Ayni zamanda plan gemast benzer olan birimlerin
gorsel algisi da bu sekilde gesitlenmigtir. Kiitlelerdeki hareket- kont-
rastlik; siyah ve beyaz renk ile vurgulanmigtir. Bu etkiler ile ES tize-
rinde hareket eden biri, kuleyi kendi ¢ekirdegi etrafinda déniiyormug
gibi algilamaktadir. Bu siyah-beyaz kontrastligi yan cepheden bakil-
diginda yapiyr iki farkli kule varmigcasina algilatmaktadir. Aslinda
kuleler iki simetrik binadur, sadece yon degistirmislerdir. Tasarim ayn1
goriinmeyecek, fakat eg olacak iki bina fikrinden ortaya ¢ikmigtir. Sag
ve sol uzun cephelere bakildiginda birbirlerinden farkli goriinmekee-
dirler, fakat bakildiginda bu cephe ve binanin heykelsi formu hatirla-

nacaktir.

Her yap1 bir yonelime, dogrultuya sahip olmalidir. Yap: bilindik ku-
lelerden farkli olarak bir dogrultuya sahiptir. Genellikle kuleleri bu
ozelligi olmadan goriiriiz. Sadece yuvarlak veya karedirler ve her yer-
den ayni goriiniirler. Riizgarin, depremin, yonlerin, manzaranin etkisi
ve tiim diger etkiler bu yonelimde dikkate alinmalidir. Manzaranin
ok 6nem tagimadig1 birgok sehir olabilir, fakat Istanbul igin bogaz
manzarasi en 6nemli girdilerden biridir.

Iki kule goriildiigiinde denizin, ormanin nerede oldugu yani manzara
yonleri kolayca anlagilabilir. Ctinkii insanlar kendilerine binaya gére
yon belirleyebilirler. Bu sebeplerden dolay1 da bu tarz yapilarda yone-
lim 6nem kazanmaktadir.

Trump Towers toplam 23.370 m” arsa iizerinde 260.000 m* toplam
ingaat alanina sahiptir. 39 katli rezidans, 37 katli ofis kulesi, 12 bod-
rum kaun biiyiik bélimiinde otopark ve aligveris merkezini igeren
karma kullanimli bir projedir. Bu proje igin 6zel olabilecek diger bir
nokta da igerisinde transfer merkezi bulundurmasidir. Insanlar araba-
larini park&ride alanlarinda birakip otobiis duraklarindan istedikleri
sckilde sehrin bagka nokrtalarina gidebilmektedirler. Duraklar kolay
bir sekilde yap1 i¢cinden metro baglantisina da sahiplerdir.

Iki kule, zeminde 80.000m?lik aligveris merkezi olarak ¢aligan S katli
bazanin capraz késelerinde konumlandirilarak, birbirlerinin manza-
rasini kesmeyecek bicimde yerlestirilmigtir. Yapiya belirli bir agidan
bakildiginda zarif bloklarindan dolay: aslinda tek kule varmis gibi go-
riinmektedir. Aslinda yapr iki kuleye sahiptir. Ondeki kule 200 adet
daireli rezidans, arkadaki kule ofis olarak Trump Organization tek-
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nik sartnamelerine gore tasarlanmigtir. Aligveris merkezi bulundugu
merkezi konumdan da kaynakli olarak 6niindeki meydan ile birlikte
tasarlanmigtir. Bina 30m geri itilip bu meydan olugturulmugtur. Ya-
pidaki aligveris merkezine girmeyecek insanlar i¢in sosyal ve kamusal
alan olmasi adina meydan ¢ok fonksiyoneldir. Aligveris merkezi ve
rezidans kulesi biinyesinde fitness alani, lounge ve bulusma alanlar
gibi bir¢ok sosyal aktivite alani bulunmaktadir. Lounge'da kulede ya-
sayan insanlar yemek davetleri, partiler, is bulugmalar: gibi etkinlikler
diizenleyebileceklerdir. Dairelerini satin aldiklarinda Lounge’u da sa-
tin almig olurlar ve dolayisiyla her zaman kullanabilirler. Bazanin tist
kotu, aligveris merkezi ile baglantili sosyal aktivitelerin gerceklesecegi
acik alanlar olarak diizenlenmistir. Yaklagtk 6000 m2’lik bu yesil teras,
restoranlar ve kiosklar; konut, ofis kullanicilari ile birlikte herkesin
kullanimina agiktir. Peyzaj diizenlemeleri ile yiikseltilmis bahgeye ba-
kan az katli ofis dilimi, sahip oldugu balkonlu ofis birimleri sayesinde,

farkls tipolojisi ile 6ne ¢tkmakeadir.

Trump Towers; yasama, ¢aligma, aligveris ve eglenceyi bir araya geti-
ren, herkesin kullanimina agik bir transfer merkezi olma ozelligi ile
bu bolgeye yeni enerji, kapsamli altyap1 ve sosyal yagama art1 deger
getiren bir projedir.

KEMERBURGAZ BINICILIK TESISI

Kemerburgaz Binicilik Tesisi Istanbul'un akcigeri olan Belgrad Or-
mani i¢inde bizlerin haftasonu alani olan Kemerburgaz’ da konum-
lanmaktadir. Arazi tamamen ormanin iginde, tamamen doganin
bir parcast olan bir alanda bulunmaktadir. Sehir merkezine yaklagik
olarak kirkbes dakika uzakliktadir. Bolgede araziyi bolen kiigiik ro-
mantik bir dere bulunmaktadir. A¢ik manej ve ana eve dere tizerin-
den képriiler ile ulagilabilmektedir. Padok alanina da ayr1 bir kopri
ile baglanilabilmektedir. Yaklagik olarak tesis 62.000m2’lik bir alanda
konumlanmugtir.

Tesis iginde 70m x 36m boyutlarinda kapali manej ve kapali manej ile
direkt baglantli club house, kiigiik bir misafir evi, ahirlar, kullanici
i¢in konut, 3700 m2 ag¢ik manej, padok alani ve diger tiim servis bi-
rimlerini barindirmaktadir. Club house’tan kapali maneji ayiran cam
bélmeler buradan kapali maneji direke olarak gorebilme imkani do-
gurmaktadir.

SN

Arazi konumu acisindan dezavantaj olan bir durum igerisinde bulun-
durdugu derenin her birkag yilda tagkinlar yapiyor olmasidir. Bu belki
bes yil, belki on yil icinde olabiliyor, fakat tasarim siirecinde mutlaka
bu duruma karg1 bir ¢6ziim bulunmas: gerekiyordu. Ekosistemi boz-
mamak agisindan dere ile oynamak tabiki bir ¢6ziim olamazdi. Daha
sonra derenin istedigi zaman tagmasina doganin kendi dengesinde ¢a-
lismasina karar verilip yapilarin bir metre yukar kaldirilarak etrafinda
teraslar ile diizenlemesi bir ¢6ziim olarak gériilmusgtiir.

Muybridge’nin Motion adli eserinde gorebilecegimiz gibi proje tasar-
lanirken bu mekandaki gibi bir akigin proje i¢ine nasil entegre edilebi-
lecegi digiintilmigtiir. Atlar hakkinda diigtinerek aslinda bu akigi hay-
vanin akigi ile bagdagtirarak konstriiksiyon tasariminda bu hareket baz
alinarak hareket edilmis ve sanki bir at koguyorken dizlerini kirarmig-
casina gikardigi form tamamen yapiya yansialmigstir. Club house-kapali
manej, ve konutlarda bu form tamami Avusturyada iretilen lamine
ahgap konstriiksiyonlardan olugacak sekilde tasarlanmigtir. Kapali ma-
nej konstritksiyonu iki biyiik lamine ahgap kirisin makas halinde bir-
lesip cat1 1gikliklarina da olanak saglayan sistemi aslinda ana sistemdir.
Bir manej icin at biniliyorken direkt 151tk olmamasi gerekmektedir. Bu
at1 rahatsiz eden bir durumdur. Bundan dolayr maneji kuzeyden direke
151k alirken, Club House kiitlesi sayesinde giineyden 151k almayip bu
taraftan da endireke aydinlatmaya sahip olmaktadir. Kiitle tabii ki ¢at1
penceresinden de yararlanmaktadir, fakat hicbir zaman giineyden ger-
cek direke 15tk almamaktadir. Ahirlar tamamen prefabrik olarak digi-
nilmigtiir ve ¢atilarindan 1gik alabilecek gekilde tasarlanmugtir.

I¢ mekan olarak bakildiginda ahsap konstriiksiyon aslinda yapinin ig
mimarisi olmaktadir. Konstritksiyon mekani ve tavani tanimlamak-
tadir. Arazi i¢indeki yeni yapilar ayni dil ve tasarim yaklagiminda bu-
lunmakeadir. Ornegin miisterinin yagamast igin tasarlanan ana evde
tek dogrultuda gece ve giindiiz sahip olanabilecek bir bakis agist ya-
ratilip yan bolimler tamamen dolu tas duvarlar olarak tasarlanmig-
ur. Evin ortasinda bir i¢ avlu tasarlanarak tiim diger mekanlar avluya
gore diizenlenmigtir. Bu avlu konutta yagayanlara da bir koruma hissi
yaratarak daha kontrollii bir yagam saglamistir. Yesil alanin ortasinda

ahgap,tag ve seffaflig1 birlegtiren bir ev ortaya ¢ikmugtur.

Dogadan bu kadar bahsettikten sonra Ankara’ ya geri dontiyor ve iki
yil 6nce baglanan Next Level projemize ge¢mek istiyorum.
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SIEC igin atlar1 ¢ok seven igverenimiz ile bir¢ok proje yaptiktan son-
ra kendisi bir binicilik tesisi yapip yapamayacagimi bana sordu. Her
zaman insanlar i¢in mekanlar kurmugken béyle bir istegi yapilacak
cok fazla is olsa da kabul ettim. Atlar i¢in bir mekan tasarlandiginda
olaylar tamamen degisiyor. Ciinkii insan ihtiyaglari ikinci plana ati-
liyor. Hayvanlar bu alanin her yerinde olacagindan dolay1 en 6nemli
kullanict haline geliyorlar.

SIEC, Istinye eteklerinde oldukea egimli ve iicgen yapida olan arazide,
9740 m* alanda kurulu, at sporlariyla ilgilenenlerin faydalanabilece-
gi, dogayla i¢ ice bir binicilik tesisi olarak tasarlanmigtir. Arazi gehir
merkezine otuz dakika uzaklikta, bogaz ile direkt baglantli bir ko-
numdadir. Cevrede kirsal konut dokusu ve araziye hig zarari olmayan
Maslak finans merkezi hattinin yiiksek binalart bulunmaktadir. Fakat
inga bagladig siralarda arazi yakininda su anda orada olan aligveris
merkezinin yapilacagi haberi alindi ve bu da beraberinde atlar iin
olumsuzluk olusturan giiriiltii ve trafigi maalesef beraberinde getirmis
oldu. Binicilik i¢in gerekli olan arazi dimdiiz ve dikdértgen konum-
lanmasi gerektiginden, 16 metreye varan kot farkindaki hacimler, ahir
olarak degerlendirilerek dezavantaj avantaj haline dontistiirtilmigtiir.
Boylelikle yiikselmek yerine agagi dogru gomiilen kapali manej, bolge
icin 6nemli bir kriter olan mahalle ve manzara dokusunu bozmamyis,
atlarin rahatsiz olabilecedi gorsel yogunluk kot farkiyla engellerken,
manzaranin binici i¢in gorilebilirligi de saglanmistir. Bu manzara at-
lar i¢in anlam ifade etmese de binici i¢in bogaza kars1 at binebilmek
diinyanin her yerinde bulamayacag bir sanstir. Toprak altina gomii-
len ahirlarin tizerine agik manej konumlandirilarak kapali manej ve
acik manej arasindaki baglanti da saglanabilmistir.

Bu arazi i¢in binicilik tesisi yapilip yapilamayacag igveren tarafindan
soruldugunda kiitle yerlesimleri i¢in bir¢ok ¢aligma yapilip arazinin
uygunluguna karar verilmistir. Proje tamamen mantik ve fonksiyon
tizerine kurulmugtur. Tum fonksiyonlar arasindaki baglantlarin ¢ok
diizgtin bir gekilde caligmasi, hepsinin yerinde olmasi arazi boyutlar
cok kiiciik olsa da tiim gerekli kiitlelerin alana yerlestirilebilmesi en
onemli kogullardi.

Binicilik sporunun her tirlii hava kosulunda gergeklestirilebilecegi
merkezde, 70 x 35 m boyutlarindaki agik manej, 50 x 25 m boyutlarin-
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daki kapali manej ve de aralarinda yer alan kuliip binasinin i¢inde cafe-
restoran, soyunma odalari ile yonetim birimleri yer almaktadir. Club
House ile baglantli olan kapali maneje disaridan bakildiginda manej
yitksekligi az olarak goriilmektedir. Ciinkii manejin bir kismi toprak
altinda kalmaktadir. 56 ahirin bulundugu binicilik merkezinde eyer
odasi, at yikama bolimii, adale yumugatma, 1sitma ve tedavi amacl
kullanilan solaryum bulunmakta, veteriner ve nalbanthane hizmetleri
de ayni alan igerisinde gergeklestirilmektedir. Cam cepheli digarinin
kullanimina da agik olan cafe-restoran boliimii, maneje hakim olacak
sekilde plana yerlestirilmis, iceride oturanlarin aktiviteleri izleyebilme-
si saglanmugtir. Insanlar binici olmasa da béyle bir Club House’ un
restoranini kullanabiliyor olmalari begeni toplayan bir durumdur.

Araziye yapilari yerlestirdigimizde, arazinin boyutlarinin yetersizli-
ginden dolay1 yesil alan icin yer kalmamistir. Buna bir ¢oziim olarak
yer altina konulan tiim ahirlarin catilar yesil ¢at1 olarak tasarlanmig-
ur. Boylelikle ahirlar icin dogal havalandirma ile kombine edilmis bir
1s1 yaliumi da saglanmigtir. Yazin atlar 1s1ya fazla duyarlidir, kigin ise
ortam ¢ok soguk olmayacagindan bu 1s1 yalitimi tarzi yapabilecegimi-
zin belki de en iyisi olmusgtur. Bazi ahirlar yer altinda kalirken bazilart
tizerinde yesil catilar diizenlenmistir.

Aligilageldik ahgap oymali, agir iscilikli rustik tarzlardan farkls tasar-
lanan SIEC, modern mimari 6rneklerini ortaya koyan, sadelige 6nem
veren, ¢elik, ahsap ve dogal tagin agirlikli kullanildigi, daha kararls
gizgilerin hakim oldugu bir mimari dile sahiptir. Onemli bir tasarim
kriteri olan dogal ve yapay 151k, engelli kosu yapan ve etraflarinda-
ki golgeleri siirekli engel olarak algilayabilen atlar i¢in, homojenize,
golge olusturmayan aydinlatma sistemleri ile ¢6ziilmigtiir. Agik ma-
nejde etraftaki nesneler giinesten gelen 1s1gin hicbir noktada golge
olusturmayacak sekilde konumlandirilirken, geceleri de agik manejin
aydinlatmasi golge yapmayan projekeorler tarafindan saglanmakeadir.
Hassas ve merakli olan bu hayvanlarin rahat ve saglikli yasayabilece-
gi, binicilerin ise kendilerini dogayla ig ice ve 6zgiir hissedebilecekleri
bir habitat hedeflenmistir. Aligveris merkezi agildiktan sonra konut
alaninin ¢ok gelismesi ile beraber fiyatlar artt1 ve mal sahibi bu alani
isletme olarak kullanip kendi 6zel binicilik alani icin baska bir tesis
kullanmaya karar verdi. SIEC’ in arazisinin aksine Kemerburgaz’ da
daha buyiik, ti¢gen olmayan, diiz ve binicilik tesisi tasarlayabilmek
icin muhtesem bir arazi bize sunuldu.
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NEXT LEVEL

Ankaradaki Eskigehir-Konya yollarinin akslari, bolgeyi sehrin en hiz-
I gelisen ve degerli yeri haline getirmektedir. Ana ulagim arterleri olan
bu kuzey-giiney, dogu-bat1 kesisim noktasi, ayni zamanda is diinyas
ve sosyal hayatn bir merkezde toplandigi, modern yagam tarzini be-
nimseyen insanlarin yeni yagam alan1 haline dontigmiistiir. Bu yasam
alani yeni Ankara’ nin bagladigi noktadir. Sehir bu noktadan digariya
dogru buyiimektedir. Next Level, bu stratejik konumdan esinlenen,
bolgenin gelisimini ve bu akeif yagami, binalarin genel formuna ve
dig cephesine yansitan, ofis, rezidans ve AVM ozellikli 1400m?2 taban
alanina sahip Bagkent’in ilk karma kullanimli projesi olarak tasarlan-
mistir.

Mimari anlamda modern ¢izgilerin hakim oldugu, Ankaraya yenilik
katacak ve kentsel yasami hareketlendirecek Next Level'in, ikonik ya-
pist ve heybetli kiitlesiyle tek bir parca olarak ekonomik potansiyelin
gliciinii ve ¢evreyi benzersiz cephe tasarimiyla ayna gibi yansitan ofis
kulesi, algveris merkezinin tistiinden itibaren 28 kattan olugmakta ve
her katta farklilik gosteren buyiiklitkleri 121 ile 621 metrekare ara-
sinda degisen 132 adet ofis ve giinliik ihtiyaglarin kargilanacagi ortak
kullanim alanlarini i¢ermektedir. Taban alani 1400m2 oldugundan
ofis kiitlesi olabildigince dar tasarlanmaya ¢aligilmigtir. Bunun getirisi
olarak yapida katmanlar olusturulmugtur. Binay: ilk gordigiimiizde
ilk katmani, etrafinda dolagtigimizda diger katmanlar1 gorebilmekte-

Y1Z.

Miicevher gibi 6zenle naksedilip, insan 6l¢eginden yola cikilarak ta-
sarlanan ve kigiye 6zel yagam alanlari ile ayrisan 20 kattan olugan re-
zidans kulesi, 4 metre kat yiiksekligi, 6zel tasarlanmus teraslari, yerden
tavana cam uygulamasi ile ev sahiplerine giin 1s1gindan maksimum
yararlanma olanag1 saglamaktadir. Rezidans kulesinin 6zel yagamin
detaylarina sahip olmas1 istenmistir. Insanlar yalniz oldugunda calis-
maktan farkli olarak daha detayli yagamaktadirlar. Bundan dolay var-
yasyonlar yaratilarak her konutun birbiri ile ayn1 olmayan balkonlara

sahip olmast saglanmistir. Insanlar bir diger kata bakuginda bu fark:
gorebilmektedirler. Rezidans kulesinin sahip oldugu lounge alani,
kafe/bar, kiitiiphane ve 334 metrekarelik teras gibi mekanlar1 kapsa-
makradir.

Ofis ve rezidans kuleleri fonksiyon olarak tamamen farkli olduklarin-
dan kiitleler de bu farkin gériilebilmesi istenerek tasarlanmigtir. Ofis
cephesi daha soyut, i¢e doniik; rezidans kulesi cephesi ise hayatin daha
icinde ve diga doniikeiir.

Korunakli bir sosyal ¢cekim bolgesi olarak tasarlanan iki kule, giig-
li bir acik hava konseptli podyum tizerinde bulunmaktadir. Ortak
bir bahge alani gorevi de olan bu peyzaj alani, galeri bosluklar: gef-
faf siis havuzlariyla hizalanmig 150 magazasi, toplamda biri mey-
dandan digeri ise kot farkindan dolay: ti¢lincti bodrum katta olan
iki girisi ve 2 bin 500 metrekarelik mustakil girigli sinemast olan
aligveris merkezini de icinde barindirmakeadir. Next Level'in kal-
bini olugturan seffaf siis havuzlari, suyun i¢inden kirilarak gelen
gliinigigiyla aligveris merkezi'ni aydinlatarak misafirlerine dingin bir
atmosfer yagatmaktadir. Proje i¢in en ilgin¢ olan noktalardan biri
bu peyzaj alaninin caddeden direke olarak ulagilabilinip ¢evredeki
giiriiltiiden kopmus giivenli bir alan olabilmesidir. Klasik bir mey-
dan onun etrafinda ¢evrelenmis bir yap1 kompozisyonu ile varolur.
Bu yap1 grubunda 6zellikle de boyut ve proporsiyon 6nem kazanur,
oran optimuma yaklagtikca kisi kendini daha giivende ve korunakli
hissedebilir. Next Level in peyzaj alani olan meydani da etrafindaki
kiitleler ve plan diizeni ile kullanicilarina tiim bu imkanlari sunan
bir a¢ik alan diizenlemesi halindedir. Bu meydan kamuya ait olan
bagka bir yesil alana acilarak yapr disinda da bu siireklilik devam
edebilmektedir.

20 bin metrekarelik peyzaj alaniyla cevrelenen kamusal ve 6zel hayat,
es zamanl olarak kiiltiir, eglence, is ve sosyallesme imkani sunan bir
kentsel alana doniigmektedir.
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Oncelikle mimarlikla iliskime dair birkag ciimle ile baglamak istiyorum.

Istanbul'da yedi sekiz kisilik biiyiik olmayan bir ofisle mimarlik yapiyo-
rum. Bunun 6nemi, uzun siire bitytimemek i¢cin miicadele ettim, ¢iinki
gayet iyi biliyorum ki, ofisler biiytiditk¢e cok sayida ve ¢ok bityiik lgekee
is yapmak gercegi ile karst kargiya kaliyorlar. Ben birlikte caligtigim, ya-
kinimdaki insanlarla —ki birlikte ¢alisugim diyemeyecegim, birlikte ya-
sadigim demek daha dogru, ¢iinkii isim hayaumdan o kadar ayr: bir sey
degil- goz kontag: ve yakin iliskide bulunarak ancak yasayabilen biriyim.
O nedenle de biiromu biiyiitmeme konusunda kararliydim ve artik bun-
dan sonra bitylitmeyecegimi biliyorum.

Resim 1 benim tasarimla iligkimi ¢ok iyi agiklayan, ancak su anda sizlere
pek bir sey ifade etmeyen ama anlattik¢a ¢ok sey ifade edecegine emin
oldugum bir nesneye ait. Bundan yaklagik bir buguk yil 6nce Istanbul'da
havaalanina giderken sik sik kullandigim Hali¢’teki Galata Kopriisi'nde
korkuluklara takili, balik tutanlarin oltalarini tizerine takuklari garip
bir aparat gorityordum (Resim 2-4). Sonunda bir giin vakit ayirdim ve
gittim. Aparat resimde gordiigtiniiz gibi sonra derece basit, bir ahsap
malzeme ve otomobil i¢ lastiginden —sambrelden— kesilmis bir lastikten
olusuyor. ki tiir montajt var, rijitligi saglamak igin kesilmis olan bir parga
tekrar monte edilerek rijitlik saglanmig durumda ve kullanimi resimlerde
gordiginiiz sekilde oluyor. Spesifik olarak Galata Kopriisii korkulugu
icin gelistirilmis ve iki basit pozisyonda, -yani daha yatay ya da daha di-
key- olta kamiglarini sabitleyebilen bu aparatla insanlarin balik tutuyor
olmalary, aslinda benim mimarlikea yapmak istedigim her seyi yapiyor.

Yerine ait olmakla, daha dogrusu, spesifik olmakla ve giindelik hayatin
¢oziimlerinden beslenmekle ¢ok ilgiliyim. Mimarlik disiplini i¢inde ka-
lan bir yaklagim yerine, o tehlikeyi bertaraf etmek icin yani sadece tek-
toniklerle diisinmek ve tasarlamak yerine, hayatin esasindan, giindelik
yagantidan kaynaklanan bir mimarlik yaklagimi pesindeyim.

B2 EVI

Hemen 6rneklemelere gegtigimde, Ege kiyisindaki bir kéyde ¢ok seyahat
eden bir ig adaminin durmak istedigi i¢in ona tasarladigim kicticik bir
evle baglamak istiyorum. Bana ¢ok basit bir bilgi verdi. Gergi kendisini
daha 6nce bagka iglerini yaptigim icin de taniyordum ve gergekeen ¢ok
seyahat eden biri, diinyanin en biiyiik gomlek tiretim tesislerinden biri-
ne sahip, Istanbulda yastyor, ama her yeri dolagiyor. Dedi ki: “Han ben

arada birka¢ giin gidip, durmak istiyorum bir yerlerde. Yapmak istedigim
de, manzaraya bakmak, miizik dinlemek, kitap okumak ya da hicbir sey
yapmayip sadece diimdiiz manzaraya bakmak iki giin sonra da Istanbul’a
geri donmek.” Bu kadar basitti istedigi ve bunun i¢in de Ege kiyilarinda,
Ege denizine bakan bir kdy secmisti (Resim 5). Benim icin biitiin sorun
en azla onu orada var edebilmekee yatiyordu. Bu en az yalnizca tektoni-
gin azlig1 degil, davransglar olarak da aslinda, ¢iinkii kendisi de ¢ok az
davranis sergilemek istiyordu. Dolayisiyla koye gelecek olan bu sehirlinin
koydeki varligini miimkiin oldugu kadar duvarlarla ayirmamak, sadece
arazinin yiiksekliklerini yorumlayarak ¢6zmek egilimindeydim.

Son derece basit bir plan olugturduk, ¢iinki eviyle ugrasmak istemiyordu
(Resim 6-7). Benden en az bakim gerektirecek sekilde, kendisine gere-
ken metrekareden bir metrekare dahi fazla olmayan bir ey istemiyordu.
Bitiin egilimim en azla, en ¢ok duyguyu yaratmak ve ¢oziim tretmekei,
fakat bir yandan da koyde inga edilecek olmas: karsimiza onemli bir ya-
pim teknigi tartigmas: getiriyordu. Koyde cok iyi tas isciligi yapiliyordu,
fakat bu tas isciligi, bana goyle bir tartigma getiriyordu. Ustalarin kendi
baglarina yaptiklar: binalarda, bildikleri gibi tag yapmalari, binalar: bil-
dikleri gibi yapmalari ¢ok anlagilir bir seydi. Benzeri durumlarda genel-
de iki egilim olusur. Ya koye giden sehirli ve sehirden kéye giden mimar
koyli gibi olmaya ¢aligir, “tamam ustam iste sen ne kadar iyi yapiyorsun”
diyerek lizumsuz bir yiiceltme ve teslim olma egilimine girer ya da tam
tersi sehirli oraya gider ve onlara bir yagant1 ve davranma bigimi zorlar.
Ozellikle ingaatta “siz bu isi bilmiyorsunuz, boyle ¢izimler yaptik, buna
gore inga edin” diyebilir. Ben orta yolu bulmaya, yani diiriist olmaya, ¢a-
listyordum. Sehirden bir mimar, bir tasarim yapmis ve sehirli biri orada
belli giinlerde yagamaya gitmis olacaksa, bunun gereklerinin yapilmasina,
ote yandan da var olduklar1 yerle cok dogrudan ve sahici bir iliski kurul-
masina ¢abaliyordum. Biitiin malzeme ve is giicii kéyden secildi, sehirden
hicbir ey gitmedi. Sehirden giden bir tek on bes glinde bir bendim ya da
birodan biriydi. Yapilan da zaten orada kullandiklar1 malzemeleri, yani
tag1, yillardir rahatlikla kullandiklari betonu ve ¢ay bahgelerinde, kafeler-
de golge i¢in kullandiklar1 kamig diizlemleri bir araya getirmekten ibaret-
ti. Hicbir boyali yiizey yaraulmads, gérdiigiiniiz gibi binanin kaba ingaat
bittiginde, bina bitmisti, eklenen sadece mobilyalar oldu ve tabii hi¢biri
bakim gerektirmez oldu. Ciinkii yenilenmesi gereken siva yok, boya yok,
cila yok (Resim 8-12).
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Mimarin, mimarlik siirecindeki tek yaratict akedr olmast fikrine de uzak
biriyim. Mimkiin oldugu kadar stirecindeki herkesle diyalog kurarak ve
onlarin fikirlerine acik bir ekilde ilerlemeye cok yatkinim. Merdiven ko-
nusu buna ¢ok iyi bir 6rnektir. Orada gegirecegi maksimum iki giinliik, o
ok kisa stireleri, olabildigince manzarayla bag baga birakmak i¢in binay1
cok bos tasarlama ¢abasi i¢indeydim ve igverenimle yaptigim toplanular-
dan birinde benim aklima gelen, fakat ona bir tiirlii uygun zamani bula-
rak agtklamadigim ya da 6nermedigim, merdiveni dahi evin diginda ¢6z-
me fikrini bana veren odur. Pekala dedi ki: “Madem sen burayi bu kadar
bosaltmak istiyorsun, bombos bir kutu yapmaya ¢alistyoruz, ki bundan
cok memnunum, o zaman st kata ¢ikacagim zaman digindan ¢ikmaya da

yatkin olabilirim bu binanin” (Resim 13-14).
SM EVi

Bir yil sonra o evi ziyaret eden bir arkadagi benden ayni kéyde bu sefer
cok farkli boyutlarda ve kullanimda bir ev istedi. Evi isteyen iki ¢ocuk-
lu, evlerinde arkadaglarini misafir etmeye cok diigkiin, tatillerde sekiz-on
kisiyle birlikte yasayan, oldukca hareketli bir hayati olan bir aileydi. Yine
onlar da koye gittiklerinde miimkiin oldugu kadar manzarayla iliski kur-
mak istiyorlardi. Onun i¢in yapilan, biitiin hacimleri yan yana siralamak
ve evin her noktasindan manzarayi onlara sunmak oldu. Bu sefer evin bo-
yutlart kdydeki en bityiik binay1 olugturacak sekilde bityiidii (Resim 15).
Ingaatin son giiniine kadar, koydekiler, beni iyi tanimalarina ragmen, 40
metreye, 10 metrelik olan bu evin israrla bir zeytinyag fabrikasi olacagini
ve onlara bunu séylemedigimizi iddia ediyorlardu.

Bu sefer sorun, bu kadar bityiik bir yapry: kii¢iitk evlerden olugan bu kéye
nasil yerlegtirebilecegimize dontstii. Yine spesifik konumlarla, spesifik
problemlerle ve spesifik ¢oziimlerle ilgilendigim icin, vardigim nokta evi
koyden bakildiginda olabildigince peyzaja donistirecek bir tavir oldu
(Resim 16-17). Binada zaten yalittm amagli tagin kalitelerini kullantyor-
duk, bunu ¢attya da aktardigimizda, son derece iyi sonuglar alabilecegimi-

96 A Han Tiimertekin

zi biliyordum. Hem algi olarak, hem de evin i¢inde iklimlendirme cihazi

kullanmadan, sonra derece dogal bir havalandirma yaratabiliyorduk. Bu
hi¢ karmagik detay ¢oziimleri gerektirmedi, gordiigiiniiz gibi (Resim 18-
20) son derece basit bir celik konstriiksiyon, catida da devam ettirildi ve
aralara dolgu seklinde taglar konuldu. Tagiyicr ile birlikte catinin suyunun
alindigs ve yerdeki kanalda drene edildigi ok basit, diisiik teknolojili ¢6-
ztimler olugturuldu.

Ve ev yine kéydeki demirci ile yapilan demir dogramalarla bitirildi. Us-
tiindeki tellere yerlestirilmis olan taslarla kapatlan kiiciik avlu (Resim
21) ise giin boyunca evin siirekli serin kalan bir bélgesini olusturdu ve
dogal havalandirma i¢in bir jenerator gérevi gordii. Her iki binanin da
bitisinde (B2 evi ve SM evi) 6zellikle, birince binanin bitisinde (B2 evi),
tas isleri yapan usta ¢ok basit bir ciimle soyledi, fakat benim yapmak is-
tedigim her seyi agikliyordu. Dedi ki “Han dedi, otuz yildir yapugim isi
yaptum, otuz yildir da yaptigim gibi yaptim, fakat bambagka bir sey ¢ikt1

ortaya’. Aslinda bana tiimiiyle varmak istedigim seyi 6zetlemis oldu.

CATALHOYUK PROJESI

Simdi ger¢eklesmemis, ama bir giin hala ger¢eklesme timidi iginde oldu-
gum, Konya Ovasi'nda, Anadolu’nun tam ortasindaki, Catalhéyiik yer-
lesmesine iligkin bir projemize ge¢iyorum. Catalhdyiik miize ve ziyaretgi
merkezi projesi, bundan yedi-sekiz yil 6nce bizden talep edilmig bir pro-

jedir (Resim 22-23). Ug biiro yarist1 ve bizimki secildi.

Projelerin baginda olabildigince sorunu tanimlama konusunda kendime
vakit ayirmaya yatkinim ve hemen ¢6ziim arayigina girmektense sorunun
ne oldugunu anlamakla ¢ok meggul oluyorum. Buradaki konuda yarigma
icin bize dort hafta siire verilmisti ve ti¢ hafta sonunda biz oldukea iyi
gortnen bir bina tasarlamigtik, bitmigti. Fakat burada gégsiimde bir hu-
zursuzluk vardi, yani binadan memnun degildim, ¢iinkii gergek sorulmasi
gereken soruyu sordugumu diistinmityordum. Dolayisiyla buldugum ce-
vap da gecerli bir cevap degildi ve soru birden ortaya ¢ikt1: “Milattan 6nce



yedi sekiz dokuz bin yila bir binaya girerek gidilebilir mi?” Bina ¢okei
birden, ¢tinkii béyle bir zaman yolculugu yaratmak icin hi¢bir binanin gi-
ris holtiniin yeterli olamayacagini gérdiim. Yani komik bir karikatiir gibi
geldi daha 6nce ¢6zdugiim bina ve o yolculugu tasarlamaya bagladim.

Vardigim nokea su oldu. Oras: bildiginiz gibi ve gérenlerin de deneyim-
ledigi gibi, yuriirken ugranacak bir yer degil, belli bir stire bir sehirden ya
da bir yerlesmeden araglarla ulagilan bir yer. O zaman araglar durduktan
ve ziyaretgiler araglarindan indikeen sonra acaba yedi sekiz bin yil geriye
gitmenin yolu ne olabilir? O zaman geldigim nokta ufuk cizgisini kay-
bettirecek sekilde, 6nce biraz da dik bir egimle ve hizli olarak yerin altina
inmek, orada bir siire iistteki 6rtiiniin yarattgs riizgar, serinlik ve golge-
nin alunda duraksayip, bir nétralizasyon ani yaratmak, o noktadayken
bir yandaki miizeye girip buluntular1 gérmek ya da 6biir yandaki sergi
bolimiini gezmek, ya da daha yavas bir sekilde daha disiik egimli rampa-
dan yiikselerek, yerytiziine ¢ikildigi anda kazi alaninin yakinina ¢ikmak.
Iki hoyiikte kazilar siirmekte ve soziinii ettigim yolculuk iki secenek su-
nuyor: Asagidayken durmak ve miizeyi gezmek ya da 6nce kazi alanlarini
gezip, sonra donmek (Resim 24-28).

Olabildigince tasarladigim mekanlarda kullanim secenckleri yaratmaya
yatkinim. Ve Mangado’nun 6rnegindeki ¢ok iyiydi, su anda o pavilyonun
expo binasinin déniistiiriilerek, farkli bir kullanima gegebilmesi, tiimiiyle
benim de yatkin oldugum bir mimarlik. Cok spesifik diisiinsem de, sade-
ce o fonksiyon icin gegerli bir yap1 yapmaktansa, olabildigince se¢enekli
kullanimlara imkan veren bir sistem tasarlamaya ¢ok daha yatkinim.

ECZACIBASI HOLDING GALATA BINASI

Simdi Istanbul’a geldik. Bu bina, [stanbul'un son yillarda oldukga hizli
dontsiime ugrayan, daha Avrupali karakeeri sahip sehir dokusundaki Ga-
lata Kulesi'nin kargisinda bulunan, 1906 ya da 1908'de yapilmus, bir erken
yirminci yiizyil yapisidir (Resim 29-30). Bu tiir bir iki 6rnekle son yillar-
da meggul olduk, yani sehrin o bolgesindeki 70’li, 80’li ve hatta 90’11 yil-

lara kadar ciddi sekilde bakimsiz birakilmis olan binalariyla. Istanbul'da,

schrin cevresine dogru gitmis olan gruplarin, o ¢evredeki Amerikan vari
yasantinin bu iklime, bu cografyaya ve bu kiltiire uygun olmadiginin on,
on bes yil sonra farkina varip, “ah bu sehir merkezinde bir sey varmus, bir
keramet varmig” diyerek tekrar sehir merkezini kegfederek geri donmeye
bagladiklari stirecin hizlandigina tanigiz.

Cok hizly, ¢ok sayida eski bina 6nemli paralara el degistirerek ronove
edilmekteler. Bu yap1 da oldukea refah diizeyi yitksek bir igverene yapti-
gimiz, dontgtirdigiimiz bir yapidir. Bizim i¢in 6nemi, o bélgedeki ilk
uygulamalarimizdan biri olmasidir. Yapr eski bir konut kullanimina sa-
hipken, yeni kullaniminda énemli bir modern sanat koleksiyonunun ser-
gilenecegi, bazi yurtdigindan gelen sanatgi dostlarini misafir edebilecegi
konut bolimlerinden olusan, yart miize, yar1 konut fonksiyonuna sahip
bir yapiya donusgtiirilmiiy durumdadir.

Kesite ben de ¢ok merakliyim. Murcutt soyliyordu, kesit benim i¢in
de mimarlig1 var eden enstriiman, bagka tirlti digiinme imkanim yok
(Resim 31-32). Onun igin benzeri durumlarda, yani bir yapinin var
olan bir yapinin i¢ine yerlesecegimiz durumlarda, biz mimarlar genelde
biraz rahatsiz oluruz, mimkiinse bagkasinin degil de, kendi yaptigimiz
yapiy1 yapmak isteriz. Benim i¢in durum béyle degil. Ben bu kadar si-
nirlanmug, yalnizea fiziksel olarak degil, yasalar ve yonetmeliklerle de
sinirlanmug bir probleme yaklagma konusunda, bos arazideki bir proble-
me yaklagmamdan daha farkli bir tavir sergilemiyorum veya daha farkly
duygular i¢ine girmiyorum, ¢iinkii ben aynen Catalhoyiik miizesinde
oldugu gibi, elimde koskoca bir ova olsa dahi kendime son derece spe-
sifik sinirlamalar koymaya yatkinim. Onun icin ha bombos bir arazide
tasarim yapmigim, ha ¢ok az bir yerine dokunabilecegim, dokunmama
izin verilen, bir yapinin i¢cinde mimarlik yapmigim hicbir sey benim i¢in
fark etmiyor, ¢iinkii ya ben kendime sinirlama koyacagim ya da hazir
sinirlamalar var.
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Buradaki problem suydu: Yap: kargisinda Galata Kulesi ve onun arkasinda

tarihi yarim ada oldugu i¢in ger¢ekten diinyanin en giizel manzaralarindan
birine sahip bir yaprydi (Resim 33-34). Biitiin i¢ organizasyonu, i¢ mekan-
larinin artikiilasyonu, 6n tarafi avantajli kilacak bir gekilde kurgulanmig ve
karanlik birka¢ odadan olugan yapinin arka tarafi ihmal edilmisti. Yaptig-
miz miidahale sundan ibaret oldu: Binanin 6n yarist orijinal merdiveni de
korunarak rénove edildi, fakat arka yarisi bir odadan vazgegilerek, 6n ta-
raftaki diigey manzaraya kargilik yeni bir diigeylik yaratmak tizere bogaltla-
rak, 20 metre yiiksekliginde bir yesil alana, diigey bahgeye donustirildi.

Bu noktada bir dikkat ettigim seye daha vurgu yapmakra yarar goriiyo-
rum. Tipik mimar ve mithendisler kavgasinin da ¢ok uzagindayim ve
bunu ¢ok budalaca bir ego miicadelesi olarak algiliyorum, ¢iinkii eger
tasarimin ilk anlarindan itibaren mithendislerle birlikte veya daha 6nce
soyledigim gibi koydeki ustayla dahi diyalog i¢inde olundugunda yapi-
nin nihai kalitelerinin ¢ok yiikseltilebildigine tanik oldum. Buradaki ¢ok
basit bir 6rnektir. Resim 35’te gorebileceginiz, yukarida tavanla, duvarin
birlestigi noktadaki havalandirma detay1 i¢in mithendislerle birkag ay ¢a-
listim ve stritktiirtini etkileyecek kadar 6n agamalarda ele aligmig bir so-
run oldugu i¢in de, ¢6ziimii bu kadar yumugak ve fark edilmeden saglama
imkanimiz oldu. Rénove edilen merdiven ve iste arka tarafta bir katini
daha cksilterck elde ettigimiz kitaplik ve diisey bahge. (Resim 36-41). Bu-

rada Patrick Plan ile ¢aligtim, igverenim 6yle bir litksti sunabildi bize.

SALT Beyoglu
Yine bundan dért hatta beg yil kadar 6nce bir banka, Tirkiye’nin en bi-
yiik banklarindan biri Garanti Bankasi, sehre Istanbul’a elinde bulunan
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iki ¢ok degerli yapiy1 kiiltiir merkezine dontgtiirerck hediye etme karar
aldi. Bu 1890’larin yapisi yaklagtk 5000 metrekare, daha sonra gostere-
cegim diger yapr ise yaklagtk 10.000 metrekaredir (Resim 42-44). Top-
lamda 15.000 metrekarelik kiiltiir alanini finanse edip, sehre kazandirma
karart aldilar ve bu projeler icin de beni davet ettiler.

Benzeri durumlarda dikkat etmeye ¢aligtigim sey mimkiin oldugu kadar
elimdeki hazir buldugum degeri gortiniir kilmak. O mimar egosu konu-
sunda da dikkatli biriyim. Ille kendi imzam1 atmak cabast icinde higbir
zaman olmuyorum. Bu bana ¢ok konforsuz, lizumsuz ve yorucu bir ¢aba
olarak geliyor. Dolayisiyla meveut yapilara el atugimda ilk yapugim is,
tabii ki restoratérlerle, tarihgilerle ¢alistiktan sonra elde ettigim belgeler
bir kenara, binalar1 olabildigince soymak ve daha 6nce tstt 6rtiilmiis
olan mimari degerlerini ortaya ¢ikarmakeir. Burada da farkli bir gey yapil-
mad1. Orijinal planinda da gorebildiginiz gibi, binalar ¢oziildii. (Resim
45). Yeni kullanim1 nedeniyle daha az bélmeden olugan planlar yaratilds
(Resim 46).

Bina 6ntinden giinde yaklagik bir milyon kisinin gectigi bir yaya cadde-
si, Istiklal Caddesi'nde, iizerinde bulunuyor. Olabildigince giris sokagin
uzantist olarak kurgulanmaya caligildi. Bu projelerin bizim igin ilging ta-
rafi iki binanin ayni anda ve birbiriyle konugacak sekilde, birbirlerinin
fonksiyonlarini tamamlayacak gekilde tasarlanmis olmalartydi. Dolayi-
styla bu binadaki genel mimari yaklagim, genel mekan kurgusu 6niinden
bir milyon kisinin gectigi ve ¢ok sayida serginin yer alacagi bir problemi
¢ozmekten olusuyordu. Bu binanin icerisinde bu insanlart nasil sirkiile
edecektik. Diger binada ise daha duragan fonksiyonlar icerecekti. Dola-



yistyla yapida, mekan tasarimindan ¢ok, sirkiilasyon tasarimina zaman ve

enerji ayirmig olduk.

Resim 47°deki matrisi aslinda 6grenciler i¢in paylagtyorum, biz mimarlar
gayet iyi biliyoruz ki bir projenin sonuna varmak icin ¢ok sayida ¢izim
yapiyoruz. Ama burada biraz daha fazla caligildigini gostermek isterim.
Bu tiir yapilarda, yani ne kadar daha 6nce réloveleri yapilsa, sondajlar ya-
pilmus olsa da, tarihi bir yapiya el atmaya bagladiginizda ve onu s6kmeye
bagladiginizda ortaya hep 6ngoériilmemis durumlar ¢ikiyor. Ve yine be-
nim egilimim herhangi bir noktada sorun ortaya ¢ikuginda, sorunu orada
cozmekle yetinmek degil, tekrar binanin kurgusunu gozden gegirmektir.
O nedenle de bu matrisde goriinen gizimler siire¢ icinde, santiye bagla-
diktan sonra dahi, binanin pek ¢ok alaninin tekrar tekrar tasarlandigini
ve ¢izildigini gésteriyor. Bu sikayetci oldugum bir durum degil, sadece
yontem olarak hangi yontemlerle ¢alistigimi 6rneklemek icin koydugum
bir gey.

Bu bina mithendislerle isbirligine iyi bir 6rnek tegkil ediyor, ¢iinkii 6zel-
likle yeni deprem yonetmelikleri nedeniyle 19. ya da 20. yiizyil bagindaki
yapilarin restore edilmeleri asamasinda ciddi bir stritkeiirel giiclendirme
gerekiyor. Bu stritktiirel gliglendirmede iki yontem se¢gmek miimkiin:
Stritkeiirleri gortintir kilmak veya kilmamak. Higbir sekilde onlar1 gérii-
niir kilmamak mimariyi miithis zorlayan bir sey, ¢iinki yeni kesitler, yeni
stritktiirel elemanlar tizerleri ortillmeye calisildiginda mekanin orijinal
degerlerini ciddi sekilde zedeliyor. Ama daha ilk giinden itibaren o striik-
tiirel elemanlarin goriiniir kalmasina karar veriyorsaniz, o zaman mithen-
dislerle birlikte son derece ayrintli bir calisma yaparak, gizlemek yerine

onlart mekanin yeni degetlerini olugturan elemanlar olarak kullanmak
miimkiin oluyor (Resim 48-50).

Soztint ettigim yeni dolagim tasartminin en kuvvetli 6gelerinden biri
ekledigimiz resim SO ve 51'de goriinen merdivendir. Ote yandan da ko-
rudugumuz orijinal merdiven (Resim 52), ikisinin hicbir kesinti yaratma-
dan bir arada var olmalarina iligkin bir 6rnektir (Resim 51). Yine benzeri
yapilarda, 6rnegin daha once varligindan haberdar olmadigimiz ve tavan-
lar s6kiilditkge ortaya ¢ikan durumun (Resim 53) yorumu ise yerdeki son
derece endiistriyel, artik pargalardan yapilmus, basit bir parkedir. Dola-
yistyla tiimityle kauliyorum iyi bina yapmak icin, iyi mimarlik yapmak
icin hi¢ de biiytik paralar harcamamiz gerekmiyor. Resim 54’teki mekan
ise yeni stritktiirin en goriniir oldugu bolim ve kesite en ¢ok miidahale
ettigimiz boliimdur.

SALT Galata

Ayni kurumun, sanat merkezi fonksiyonuna dontstiirtilmek tizere tizerin-
de caligugimiz ikinci yapisi, Alexander Vallaury adli Fransiz bir mimarin
tasarladig1 daha 6nce Osmanli Imparatorlugu’'nun merkez bankast olarak
hizmet vermis Osmanli Bankast'dir ve 1892'de acilmgtir (Resim 55-57).

Binaya zamanla yapilan eklerden en vahsice olani girisin tam aksinda ka-
lan asansor kulesiydi. Burada da bina zaten son derece nitelikli bir tarihi
bina oldugu icin yine yapmaya ¢alisugimiz yeni dolagimi tasarlamakui.
Mekanlara ¢ok az miidahale etmek, bazi mekanlara yapilacak miidaha-
lelerde i¢ mimarlarla ve tasarimcilarla igbirligi yapmak ve yeni kullanima
uygun, yeni bir dolagim sistemi olugturmak.
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O nedenle de en birinci bitytik handikap giris holiiniin hemen ucunda
bir asansor olmastyd: (Resim 58) ve ikinci biiyiik handikap ise de zaman
icinde yapilmis olan biiyiik tepe 151kliginin bloke edilmesinden kaynakls

giin 1s1¢1n1n ana mekana girmemesiydi (Resim 59).

Binanin arkasinda yine ayni mimarin yapmis oldugu bir ek bina daha
vardy, fakat planlarda da gérmiis oldugunuz gibi (Resim 60) ikisinin ilig-
kisi timiiyle kopuktu. Yaptigimiz su oldu: Giris holiinii arkada Hali¢i de
goren bir agiklikla sonuglandiracak sekilde uzatmak ve yeni kullanimin
ortaya cikarttigi mekanlari, yani uzun girig holtiiniin solundaki kitapli-
g1, bizim yarattgimiz kiigiik avluyu, kafeyi ve yeni konumlandirdigimiz
asansorlere ulagmayi saglayacak butin giriglerin tzerinde yer aldig: bir
yeni giris holti olugturmake, biitiin yapugimiz o oldu. Kesitlere bakugi-
mizda (Resim 61) farki daha acik olarak gérebiliyoruz, iki bina ¢ok farkly

tavan yiikseklikleri, tavan karakterleri ve zemin karakterleri iceriyordu.

Mekani bir ucundan diger ucuna kadar tekrarlanan bir mimari elemanla
giiclendirme fikri ortaya ¢ikuiginda, ayni zamanda giriglerin de tizerinde
yer alacagi bir cam diizlem olugturuldu. Girig holiinii bir ugtan diger uca
kadar kateden ikinci cam cephe, hem tizerinde girigleri barindirtyor, hem
bilgi aktarimi i¢in bir enformasyon duvarina doniistiyor, hem de bu tiir bi-
nalar restore edildikten sonra altinda ne olup ne bittiginin gizlendigi, kay-
bedildigi anlayistan uzak olarak, en azindan stritketirel olarak mudahale
edilmis bolumlerinin gorildugt, duvar dokusunun gorildigi restoras-
yon 6ncesi béliimlerinin, cam diizleminin altinda kaldigs rélyeflerle bir-
like bir tiir binanin arkeolojisinin sergilendigi vitrine de doniistiyor. Do-
layisiyla pek ¢ok fonksiyonu tizerinde barindiran, buraya ekledigimiz tek
mimari eleman (Resim 62-65). Yataydaki sirkiilasyon miidahalemiz giris
holi, diigeydeki miidahale de son derece saydam kurguladigimiz asansor
grubudur (Resim 66). Onun disinda yaptigimiz tiim miidahale tamamiyla
bir temizlik, restorasyon ve yeni bir aydinlatma diizeninden olusuyor.

Daha 6nce de soyledigim gibi tepe 1518in1 tekrar kazanmak, yani binanin
yalnizea fiziksel 6zellikleri agisindan degerlerini ortaya ¢ikarmak degil,
duygulariyla, 1g181yla, hatta sesleriyle yaratmake amacimiz. Giris holiiniin
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ekledigimiz bélimlerinde ayni mermeri, ayni kalinlikta kullanarak ayak
sesinde bile degisiklik yaratmamak tizere ince ayarlar yaptigimizi soyleye-
bilirim. Ve tabii glin 11§1n1n tekrar isin icine girmesi ¢ok ciddi bir degisik-
lik yaratmis durumda ve bunun icin ¢ok basit bir miidahale yapuk. Giin
igin tekrar binanin icine almakla yetinmeyip ¢ok basit, kiiciik, giinii-
miiz teknolojilerinden destek aldik, ki bu yatkin oldugum bir yaklagim.
Her seyi eskiden oldugu gibi ortaya ¢ikarmak ve ¢ok basit bir iki dola-
stm elemani eklemekten 6te, bu tepe 1s1kliginin tistiine dort tane heliostat
monte edildi. Aydinlatmay: Belcikali aydinlatmaci Ian Van Leer ile birlik-
te calistim. Boylece daha 6nceki 151k kalitesinden farkls olarak, heliostatlar
giin boyunca giinesi izleyerek aynalar araciliiyla bu mekana her saat ayn1
yogunlukta giin 15181 gonderir oldular. Dolayisiyla binanin biitiin o 19.
yiizyll 6zelliklerine giiniimiizde boyle bir tuge eklemis olduk. Tamamiyla
aydinlatmada ekonomi yapmak icin, ¢iinkii giin 15181 fakeorii artukea bi-
nanin dogal olarak aydinlatma giderleri diigmeye bagladi (Resim 67-69).

Bir klasik tartigma konusunda da, burada kendimce bir geyler 6grendim
ve kendimi iyi hissettim, o da su: Benzeri durumlarda iste tarihi olan, var
olanla yeni yapilanin ille bir kontrast olusturmalari, yeni yapilanin bakar
bakmaz eski olandan farkli olmast ezberiyle de uzun siire miicadele edip,
bir iki noktada bunu kirabildim ve buna bir 6rnek de resim 70°de gore-
bileceginiz merdiven kovasidir. Hem malzeme kullaniminda, hem de bi-
nanin bazi yerlerinde yeni yapilanlari ¢ok gérintir kilmakransa, eskinin
ve var olanin domine ettigi bir anlayiga teslim olmay1 ¢cok komplekssizce
dogru buldum ve sonuglarindan da memnunum. Yani bu tiir yapilardan
pek cok sey 6grenebildigimi soyleyebilirim. Ek binanin mimari dilinin
ise oldukea cagdas, ama yine ¢ok basit bir ¢elik ve cam kutudan olusmas:
tam tersi bir tir klige diyebilecegimiz, ama burada da dogru tavrin bu
oldugu i¢in uyguladigim bir yaklagimdir (Resim 71-72).

TURKIYE AVRUPA BIRLIGI DAIMI TEMSILCILIGI,
BASKONSOLOSLUGU VE KONSOLOSUN REZIDANSI
Bundan bir yil kadar 6nce Strazburg'da Avrupa Parlamentosu'nun kargi-
sinda, Rogers'in Insan Haklar1 Mahkemesi Binas’'nin yakininda, nefis bir
park var ve kanalin kenarinda (Resim 73-74) yer alan bir arazide yapila-
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cak olan Turkiye’nin Avrupa Birligi Daimi Temsilciligi, Bagkonsoloslugu
ve konsolosun rezidansindan olugan ve birkag ay icinde ingaati baglayacak
olan bir proje i¢in davet edildik.

Burada tabii ki mekan kurgusu olarak, arazinin kullanimi olarak ¢ok
temel mimari reflekslerle hareket ettiysek de, asil problem Strazburgda
Avrupa Birligi'nin kargisinda, ne olursa olsun itiraf etmeliyiz ki baz1 sem-
bolik degerler tagimasi beklenen bir yapinin folklorik olmadan, kice do-
niusmeden, karikatiirlesmeden Tuirk taraflar nasil yaratilabilir olmastyd.
Bu yap1 “herhangi bir Strazburg'daki ofis binasi olmaktan 6te neler ifade
edebilir” asil problem ondan ibaretti. Ancak mekan kullanim: olarak
bakugimizda, yapilarin lineer bir sekilde, rezidans, konsolosluk ve Avru-
pa Birligi Daimi Temsilciliginden olusacak sekilde kanal boyunca sira-
lanmalar1 ¢ok asikardi (Resim 75-76). Bir ikinci karar ise binalar1 hafif
yukar1 kaldirarak 6niinden gegen yolun rahatsiz edici etkilerinin tstiine
cikarmakti. Dolayisiyla bir kaide yaratmak ve onun iistiinde yerlesmekei.
Bir diger konu da miimkiin oldugu kadar servisleri bir zona toplamak
ve onun diginda her tiirlii esnek kullanim icin bir bosluk yaratmaktan
ibaretti (Resim 77). Nitekim hemen hemen her projede yapmaya ¢alis-
ugimiz ve sonunda zorlayarak da olsa yaptigimiz bir sey bu. Burada da
vardigimiz nokta bu oldu.

Dilinde, en sonunda bir devletin temsil edilmesi ama 6te yandan da, bir
ofis binasi gercegi oldugu icin, hem mimari kompozisyonda, hem de
malzeme seciminde ikisini bir arada digiinerek bazi ¢ikis yollart bulma-
ya ¢alistik. Birincisi olabildigince anitsal, bazi binalarin tiimiiniin anitsal
olmasi degil, fakat binalarin bazi yerlerinin, ki bunlar misyonlarin girig
taraflarinin, bir anitsalliga sahip olmalariydi. Bunu saglarken olabildigin-
ce cephe yoniinti —battya dogru bakug: icin glines kontroliinii ve 1sty1—
ve kargidaki manzaray1 hesaba katarak bir anitsallik ifadesi pesindeydik.
Miihendislerle yapugimiz isbirligine drnekleme agisindan, bunlari daha
ilk andan itibaren, yani herhangi bir kolonat digiindtigiimizde onun
acaba tagtyicist bu tag kalinliklariyla nerelere varacakur diye celik mi ol-
maly, betonarme olursa ne oluruna kadar daha ilk baglarinda caligtigimi-
z1 beliremeliyim. Sonlarina dogru yaklagtigimizda, malzeme kullanimi

olarak hem anitsalliga katkida bulunmasi agisindan, hem de Strazburg’a
ait kilmak icin, Strazburg'da kullanilan, 6zellikle katedralin bitiniiniin
yapildigr ve sivil mimari orneklerinin de hemen hemen yiizde alemus,
ylizde yetmisinde kullanilan kirmizi tagi kullandik. Yine giintimiiz tek-
nolojisinden destek alarak, simdiye kadar bu taglarin kullanilmadig bi-
yuikliikte, yani 90 santimetreye 270-280 santimetrelik plakalarla bu yeri
kaplayarak, disini ve parka bakugi cephesini daha Strazburg’a ait kilmay:
istedik. Arka ama giris olan cephesinde yer alan, turkuaz renkeeki klasik
[znik ¢inileriyle kaplanmig servisler boliimiinii ise cam bir cephe arkasina
alarak ilk bakigta Strazburg’lu, Strazburg’a ait, ama biraz daha dikkatli
baktikea, icine girdikge, icinde vakit gecirdikge, Tiirk tarafi daha hakim
olan bir yap1 kurgulamig durumdayiz (Resim 78).

CIMTAS YONETIM BINASI

Son sunacagim proje ise ¢elik konstritksiyon treten bir fabrikanin ofis
binalar1 ve ¢ok dogal olarak ¢eligi kullandik. Fakat 150.000 metrekare
kadar olan arazideki yer se¢imi konusunda (Resim 79) arazinin tam ucu-
nayerlesmeyi sectik. Bunun iki nedeni vardi: Bir mutlaka bu noktaya git-
mek zorunda degildik ama ayrilan yer buralarda bir yerdi, iki trectikleri
celik konstritksiyonlar o kadar heykelsi ve biytik seyler ki, onlart depo-
ladiklar1 alanin miimkiin oldugu kadar ofislerin uzanus: seklinde, ofiste
caligan herkesin siirekli o tirtinler ile iligki icinde kalabilecegi bir konum-
da olmasini tercih ettik. Dolayistyla binay: iyice uca yasladik ve 6niinde
olabildigince biiyiik bir depolama alani yarattik.

Celigin ¢ok abarulmadan, yine ¢ok zorlanmadan ama baz1 6zelliklerinin
hissedilecegi bir bina tasarladik, onun i¢in ¢ok basit bir konsolla girisi ¢6z-
diitk. Gorebileceginiz gibi basit bir pland: (Resim 80) ve olabilecek en basit
aliiminyum dograma sistemi ile tek bir cephe detayini her yerde uygulaya-
rak, sadece o sistemi tireticisiyle birlikte seanslarla ¢alisarak tasarladigimiz
bir yap1 oldu (Resim 81). Yapi bes ayda gibi bir siirede bitirildi, ¢iinkii za-
ten bahgede yaptilar. Yine mithendislerle yaptigimiz isbirligi her noktaya
kadar tanimliyds, santiyeye gittigimizde hicbir siirprizle kargilasmadik.

Tegekkiirler...
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