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PREFACE

LIVENARCH 2007-Contextualism in Architecture

Since their original structures have been dramatically changed by the effects of
modernization and globalization cities and their architecture demand challenging
approaches to planning, urban design and architecture in order to safeguard livability
at every scale and meaning. However due to the impact of the economic forces of the
dominating "center" of globalization, the loss of identity, character and integrity is a
much graver issue in the less developed "periphery". The Modernization process with
its radical interventions has devastating affects on traditional settlements. Recent
design actions have contradicted, transformed and de-structured the essential
character of traditional settlements on the one hand and according to many critics,
have failed to produce livable new environments on the other.

Neither the palliative 'Neo-rationalist' postmodern discourses which profess identity
and sustainability by revisiting social memory as a remedy nor the 'Minimalist'
approach of the global "product-form" approaches offer critical solutions to "'place-
form". Misunderstood regionalism gives way to utterly populist appearances;
Minimalist glass cubes produce sterile environments.

In order to counteract the homogeneity and sterility of contemporary urban
environments conditioned by speculative tendencies of power and maximized
technology, reconstructive ideas concerning urban transformation such as "urban
surgery" or "urban acupuncture" are proposed in the hope of reinstating social-
physical integration, continuity and sustainability. In addition local values of building
culture are advocated, attempts to deregulate power through participation and
communication are esteemed, sustainable 'low rise-high density' urban "mega forms"
are recommended as ameliorative urban transformation strategies. Is this the way to
proceed?

LIVENARCH 1lI (LIVable ENvironment and ARCHitecture) with the subheading
“CONTEXTUALISM IN ARCHITECTURE: Contextualism as the resolution of identity-
creativity dilemma” has been organized to provide a forum for the presentation and
discussion of new ideas and approaches. The goal of the "Contextualism in
Architecture" conference was to critically examine ways of mediating the totalizing
and homogenizing effects of globalization, especially on urban form and architecture-
city relationships. The objective was for scholars and professionals to discuss modes
of interventions which do not retreat to imitation, dissimulation or minimalism, but
rather to argue for creative solutions emerging from geographical and cultural locale.



Design research is for the main part still adhering to the conviction that scientific
research efforts will increase planning capacity and predictive power with respect to
the success of design solutions. Historical and empirical evidence however, cast
doubt on this modernistic assumption. Hence the forthcoming conference is also set
to challenge the knowledge based approaches and attitudes to architecture and
urban design in favor of the indeterminate and uncertain field of design: imagination
and projection.

The field as sketched above was not at all well-structured. Therefore we proposed a
number of very general themes and sub-themes with metaphorical character. They
were to serve as suggestions for possible contributions to the LIVENARCH (LIVable
ENvironment and ARCHitecture) and for the final organization of topics at the
conference.

We anticipated that theoretical foundations, frameworks, and concepts with
philosophical, ethical and social implications could and should be addressed in
relation to designing for social/cultural/contextual particularities and extremes-
climate, geography, devastated cities, specially protected areas, the underprivileged,
the peripheral and the marginal, etc. Of utmost importance were the contributions
made by papers categorized as the theoretical and the historical: “The Fallacy of
Contextualism in Architecture: Site, Building and Context” by Agalya Allmer who
examines contextualist rhetoric by re-reading Colin Rowe and Fred Koetter's seminal
book Collage City (1978). In doing so, she focuses on the metaphors of textile and
weaving, which Rowe and Koetter used in order to symbolize the interwoven
relationship between a building and its site. "Grounding an escape, questioning
context" by Levent Sentlirk questions the idea of context as a potential center of
power and thus the architectural knowledge which according to him is itself the
context. “From Materialistic Contextualism to Metaphoric Contextualism In
Architecture” by Nezih Ayiran points out that Roweian strategy of contecxtualism
refers to existing urban volumes and scales, surrounding buildings, street patterns,
bodies of water and the materials used etc. and is materialistic in this sense. He
asserts that that the multi-layered, profound, sophisticated and dynamic approaches
to design that are based on metaphors, embracing both past and future aspects of
life, social development, narratives etc. exercised by contemporary architects are
better contextual strategies. “Punk Ethic and Architecture” by Isil Cokugras brings to
the fore the value of diversity as the most vital element of context to which
architecture should respond. Anand Ramakrishnan, in “Designing for a Bi-cultural
Future — Modeling assimilation in the context of globalization” argues that
globalization and the accompanying plurality should be viewed by the designers as a
wonderful opportunity to create bi-cultural (multi-cultural) objects, which relate to
more than one culture simultaneously thus resolving the identity-creativity dilemma.
“A Critique of Environmentalism in Architecture: Comparative Analysis of World
Expositions of 2000 and 2005” by Aysen Ciravoglu questions the integrity of the
efforts to contribute to the environment and reveals the loss of meaning/context in
environmentalism through exhibitions; Ozan Oztepe in “ldeas For Livable
Environments After the Loss of Utopia” asserts that “The cities which became
increasingly isolated from nature after the Industrial Revolution, should be integrated
with the nature again... Economics should be considered as a basic criterion that
vitalizes social, cultural, technological, ecological and political parameters”. Ironically,
T. Didem Akyol Altun and Giilden Koktirk discuss the possibility of “other” utopias, as
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the title implies, in their “Will Utopias Be Real? Micro technology and Living
Architecture”

The interconnectedness of the term context and history strongly transpired through
the papers submitted by a group of much resourceful contributors: “The Window of
De Laborde: The Birth of the Historical Context of Architectural Site” by Yusuf Civelek
suggests the embedded creativity in negotiating between the local and global,
between the building and its site by referring to Félix Duban, Henri Labrouste and
Léon Vaudoyer who persistently propagated the mixture of historical epochs
pertaining to the context of the building and its site, and stating that they believed that
antithetical things gave birth to something new, which would take place in the future;
“Historical examples of contextualism in architecture” by Gamze Kaymak-Heinz
brilliantly illustrates the containment of the context through the use of types, by the
absorption of the types where some details are modified, as well as in the absorption
of details by utilizing re-used material (spolia) and imitating ornaments, also where
the system is modulated.

“The Duality of Localism and Universalism: The Interpretation of Critical Regionalism
at Istanbul Hilton and Izmir Efes Hotels at the down of Tourism Architecture In
Turkey” by Ahmet Erdem Tozoglu, “Changing Life Styles, Transforming Traditional
Houses: Corum as a Case” by Omer iskender Tuluk, “Ottoman Architecture in
Trabzon; The Case Studies of the Cami-i Imaret-i Amire-i Hatuniye and the Cami-i
Merhum iskender Pasa’, by Halil ibrahim Diizenli and Evrim Diizenli; “Constructing
The Republic in Trabzon: Discussions of “Square”, “Monument”, “Museum”, and
“Cinema” at the Municipal Proceedings (1936-1958)" by Evrim Dizenli and Halil
ibrahim Diizenli are extraordinary papers underlining the double fold effects of
“Modernization” in Turkey: the centre of decisions set examples for the periphery but
the re-interpretation of mainstream of ideas by the periphery lack the meanings
obliged by the centre. By drawing on the complexities involved in understanding the
context they shed light to the hermeneutics of local histories of architecture. “From
Astakos to Izmit: A Cultural Context of The City’s Architectural Continuity” by Sonay
Ayyildiz and “Effects of Westernization/ Modernization on Turkish Life Style In Interior
Design of House Buildings: From The 19th Century To The Present” by Deniz
Demirarslan and Ozgir Algan, Typological Analysis of the Doors in the British Period;
the Case of Kyrenia, Cyprus” by Nazife Ozay and M. Selen Abbasoglu, are histories
of transformation on different scales of meaning. “Spatial Organization of Ninetieth
Century Greek Houses in Balikesir, Turkey” by Yasemin ince Giiney and Hatice Ucar
through their meticulous work advocate that in a world where the totalizing and
homogenizing affects of globalization are increasingly felt in every domain of life it is
important more than ever to bring forth the specific characteristics of places, places
that are endowed with architectural artifacts that are reflections of “creative nucleus”
of different cultures.

Worldwide transformation cases came in abundance and underlined the “pros” and
“cons” of current transformation practices. Cases of socially appropriate solutions in
terms of context, style and appearance regarding urban transformations (streets,
squares, open spaces, etc.), examples of context-sensitive architecture, building
elements, furniture and objects were duly introduced by distinguished authors.
“Isparta Carsamba Bazaar Urban Design Project: The Effects of Changes In Local
Administrations onto The Project Process” Hasan Hastemoglu, Kamertap Sari, Feyza



Sezgin betrays how political-administrative decisions retard the processes and
operate on illegal monitory gains by the parties involved. “Issues of Urban
Adjustment: The Saal Process 30 Years Later” by Madalena Cunha Matos and
TA¢nia Beisl Ramos is an extraordinary contribution dealing with SAAL housing
project, which was thought out as a means to give voice and power to the social
movements that were rapidly growing in Portugal, at a time marked by a severe
housing deficit. Their assessment of SAAL Project in terms of state of conservation,
extent of change, and integration with the enfolding city highlights the importance of
scale of the planned areas, density and location in the city and of initial conditions,
including human factors of cohesion. “Cultural Identity Concern During the Process of
Urban Transformation” by Tugba Kiper and Pinar Koyll; “Renewal Design Centered
on Local Identity: The Case of A Dismissed Manufacturing Architecture” by Erminia
Attaianese, Gabriella Duca, Gabriella De Margheriti; “An Interpretation of
Transformation in the Production and Consumption Culture: the Case of Bursa” by
Mehtap Sagocak; “Ermenek In The Context of Articulation Problem” Neslihan
Serdaroglu Sag, Esra Yaldiz and Arif Sag; “Presentation of Consumption-Based
Spaces In A Postmodern Spatial Restructuring Within The Process of Globalization:
Case of Forum Bornova— Izmir” by Eylem Bal and Ahu Dalgakiran exemplify either
successful or disappointing cases of transformation from different cities and are very
illuminating in this respect. “Contextualism and Adaptive Reuse: An Evaluation of a
Case, La Rue Francaise” by Nilay Kayaalp and E. Ozen Eyiice; “Revitalization of
One of The Main Streets of Izmit” by Mehtap Ozbayraktar; “Functional
Transformation of Historical Pattern Within A Tourism-Based Development Strategy:
Case of Kemalpasa Street, Alacati — Izmir’ by Ahu Dalgakiran and Eylem Bal mainly
concentrate on transformations of old streets which has been a hard core element of
Postmodern historic trend.

Some valuable papers were concerned with cities as a whole: “A Method in the
Context of Urban Planning and Urban Design” by Yelda Aydin Tirk emphasizes a
comprehensive method which comprises the context specific issues. In “A Context-
Sensitive Model to Redistribute the Property Rights in An Urban Transformation
Project” Levent Unverdi and K. Mert Gubukgu states that there is no global approach
to urban problems, and urban transformation projects are no exception. As an
alternative to this “one-size-fits-all” approach, they propose a context-based model
based on the local social, economic, demographic and physical structure to
redistribute the post-project property rights in an urban transformation project. Some
researchers focused on neighborhoods: In “Imaginary Remedies for Urban Diseases:
Utopia Neighborhoods” Akin Seving discusses the past utopias and anticipates that
new imaginary projects will guide us to the future. “The significance of neighborhood
in Istanbul” by E. Umran Topcu and A. Nilay Evcil discusses satisfaction with modern
vs. traditional neighborhoods as part of the context. “The Effects of Lighting on the
Silhouette of a City: The City of Safranbolu” by Nurhan Kogan, Koray Ozdal Ozkan
and Selcen Ozgill Ozkan deals with specific problematic such as lighting and
interestingly points out the fact that lighting of a city may cause a major difference in
the perception of cities in general.

Landscape was also seen as one vital groundwork aspect of the context per se:
“Transformation of Public Culture and Life in Ankara: Analysis of Contemporary
Approaches in the Design of Turkish Public Spaces” by Aydin Ozdemir,
“Transformation of Landscapes” by Meltem Erdem and Ebru Erbas Giurler, and



“Transformation of Ankara’s Open Spaces: A Case Study of Cankaya Botanical
Garden” by Neslihan Kul6zl concentrate on the affects of major transformations on
urban landscapes and raise vital concerns regarding identity. Environment and
behavior issues were also raised by some authors at landscape level: “A Model For
Perceptual lllusion Usage In Environmental Design” by Serap Yilmaz Civelek and
Sema Mumcu, “Positive Effects of Native Flora on User's Environmental Preference:
Trabzon as a case” by Emrah Yalginalp, Miberra Pulatkan, Mustafa Var and
A.Goézde Omeroglu are such papers.

At a more theoretical level environment and behavior issues were challenged by
Pinar Ding in “Redefining the Role and Frame of Environment & Behavior Research
In Terms of Its Effective Use Regarding the “Context” Issue”. Allan Parsons and
Rakhi Rajani in “The Performative Edge: Place Exploration” propose a “performative
approach” which includes generation of a more informed understanding of the
anthropology of place; its better integration with the engineering of place; and the
need to create transdisciplinary teams who consider the integrated performance of
the social reality into which the design is to intervene. Beria Gunal Bayezitlioglu in
“Searching for the Psycho-Social Quality of Dwelling in the Context of Human-
Environment Communication Model” discusses the primacy of psycho-social quality
factors in designing space, and B. Aysegiil Ozbakir in “Can We Map Our Feelings for
the Quality of Urban Places?” ventures a method of appraising human feelings.

Housing comprised a significant concern among the contributors: “Amelioration of the
context of architecture, design principles for better housing environments” by Ozlem
Atalan and ismail Giinur, and “Condominiums as the New Housing Alternatives of
Global Cities” by Rengin Zengel and Burcu Deneri focused on better housing
principles in the age of globalization. “Examination of The Atakdy Housing In Terms
of Physical and Social Context” by Hande Egel and Seda Toniik betrays fits and
misfits in housing projects in general. Ayhan Bekleyen and Bahar Acar in “Evaluation
of the Houses Constructed in the Scope of Return to Village and Rehabilitation
Project” point out the difficulties involved in rehabilitation projects which address the
immigrants from villages due to terrorist activities and aims at welcoming these
populations back with allusions for better living standards. “Developing Contextualism
and Assessing User Preferences for Landscape Design in Mass Housing Areas; A
Case Study in Trabzon” by Yalgin Yasar, Cengiz Acar and Banu Bekgl, as well as
“How To Design a House in The Country” by Hiseyin Egeli bring up sustainability
and contextuality issues simultaneously, the latter of which actually demonstrates
convincing solutions. It is interesting to note that the term “contextualism” was almost
coined by sustainability by a great many researchers, and this situation in itself can
be taken as a token of assessment of “contextualism in architecture” or that the
architecture should be contextualist.

For example, “The Issue of Sustainable Environment In The Building Codes,
Regulations And Standards In Turkey’” by Ozlem Erdogdu Erkarslan and Eray
Bozkurt; “Architecture and Urban Planning in Nature/ Zoning Law Interaction” by
Fikret Okutucu and Sibel Ecemis Kilig; “An Infra-free (IF) Project: Sustaining Human
Life in a Biological Reserve Area” by Bahar Baser and Robert Schmidt IlI; “Ecological
Design for Livable Traditional Settlements: A Study on Ayas, Ankara” by Hilagi
Kaplan, Ozge Yalginer Ercoskun and Leyla Alkan; “An Investigation of Ecologically
Based Principles of Recreation and Tourism Planning on Cal Village High Plateau
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Settlements” by Zeynep Pirselimoglu and Oner Demirel; “The Identity of Place as
Constituted by The Bioclimatic High Rise Building” by Mesut B. Ozdeniz and Isaac
Lerner were such significant contributions to the notions of “context” and “future”.
“Design Principles of Traditional Antakya Houses from Energy Conservation Point of
View” by Glilten Manioglu and Gl Koglar Oral, and “A Contemporary Construction
System Usage in the Context of the Sustainability of Vernacular Architecture: Eastern
Black Sea Region as a Case” by Nilhan Vural, Nihan Engin and Serbiilent Vural were
rational protracting. Even the city components were brought up as matters of
sustainability: “A Research about the Evaluation of the Playgrounds in Istanbul from
Sustainability Perspective” by Pinar Karakas and Pinar Yavuz, “Life Culture:
Sustainable Principles for Infilling in Historic environments” by Ozlem Karakul, for
instance.

High quality Papers which took environmental issues as points of departure enriched
the congress. Especially noteworthy is “Interoperability for Building Performance
Software” by Mustafa Emre Ilal and Sibel Macit, which take a comprehensive well-
grounded look into environmental assessment of buildings. “A Design Model For
Post-Disaster Settlements: The Case Study in Dinar/Turkey” by Evren Burak Engintz
investigates the ways of coping with natural disasters for high risk contexts. Acoustics
come up as an imperative issue in “Noise Control in Industrial Zones and in the Inner
Spaces of Industrial Buildings” by Mustafa Kavraz and Ramiz Abdulrahimov. In
“Thermal and Structural System Performance of a Steel House in Istanbul” Sule Filiz
Aksit and Halet Almila Buylktaskin discusses thermal issues. Safety has become a
prime problem in today’s cities both in closed and open spaces, “The Factors
Influencing the Feeling of Safety in Urban Open Spaces” by Sema Mumcu, Serap
Yilmaz and Ali Ozbilen, and “Designing Safe and Peaceful Environments: Spatial
Determinants of Non-Violent Urban Crimes” by irem Ayhan and K. Mert Cubukgu are
very illuminating in this respect.

Under the sub-heading of creative design methods and tools, new design guidelines,
methods, and processes congruent and contingent with the contemporary problems
facing urban design and architecture were expected of contributors, as well as any
finishing narratives, myths or fantasies. Papers falling under this group could be
loosely grouped as design issues in general, architectural design topics and
architectural education related ones. Emel Birer looked into the mental processes
involved in designing in her study “Design, Emotional Intelligence and Creativity” and
Rabia K&se daringly inquired the subject-object relations in “The Architect and His
Building: The Nature of Subject and Object Interactions”; Sertag Erten and Devrim
Cimen analyzed and criticized the determining effects of urban design competitions in
forming the preferences in design practice in “Urban Design Competitions: The
Context Makes The Design Guidelines”. “An Evaluation of Conceptual Editing in
Basic Design Education” by Veyis Ozek and Giilay Dalgig, “Reinforcing Sensitivity To
Context In Basic Design Course” by Ozgiir Hasangebi and Aktan Acar, “Architectural
Design Studio: A Case Study for a Context-Conscious Approach” by Sema Soygenis
and irem Maro Kiris all deal with sensitizing students to milieu and site related
issues. “Architectural Styles, contextual compatibility and design education on
perceived quality of buildings” by Ebru Cubukgu and ibrahim Akgiil demarcate
interconnected and entangled issues of context, sensitive design and education.
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Valuable papers such as “New Architecture, Influential Elements, Contemporary
Designs” by Tiilin Gérgiilii, Ebru Erdénmez and Selim Okem traces contemporary
architecture worldwide and critically examines the expensive, impressive and
sometimes utopist architectural designs that come out as consequences of
differentiation desires, and discusses their possible negative effects on the physical
environment; “Myths and Fantasies in Architecture of Dubai: The Loss of
Architectural identity” by Zafer Sagdic and Aysun Aydin undermines one such
example almost as a case of the former. “Defining an Urban Public Space for
Children: The Child Attraction Center” by Sibel Ertez Ural, Sezin Tanridver, Serpil
Ozaloglu, Nerkis Kural, Deniz Hasirci conceives children as a significant element of
social context and considers them as agents of change, interaction, innovation, and
democracy; and believes that they have a catalytic role in the community. Thus they
propose a conductive environment for them which will aid into the solidarity of
context. “Living under the Materials’ Powerful Expression of Architectural Dominance”
by Didem Bas Yanarates, expound on advanced technology of materials, and regrets
that buildings are erected as the sculptures of materials’ expressions which merely
refer to the domain of “someone” instead of “somewhere”.

In a more general setting building assessment is discussed in architectural education
in “A Field Study on Reconstruction of Architectural Education” by Emel Diizgiin Birer
and Gamze Ozkaptan Alptekin and performance of architectural offices in “A Model
for Computer-Aided Architectural Design Office Standards” by Sengil Yalginkaya
and Ayhan Karaday!.

Especially interesting is the discussion rendered by Nilgin Carkaci and Semiha
Yilmazer on the borders and demarcation of disciplines of architecture and interior
design, in relation to the concept of context in their paper “Forming The Enclosure or
Mass”. Regarding the interiors Miige Ertemli brings up the indoor quality “Indoor Air
Quality: Construction Materials Selection Criterion for Sustainable Artificial
Environment Design” and Tilay Ozdemir raises an important issue related to
ecological design in her paper titled: “Eco-design approach in furniture design”

Poster submissions in line with the congress theme were encouraged in this
convening. Accompanying the abstracts two standard sheets [50X70cm] were
presented by the poster contributors. A team of key speakers and referees are
instituted as the jury in-situ for open discussions and evaluation. The first three of
contributors are awarded prizes of excellence. Poster submissions to this congress
have been as successful as the main body contributions. All poster submissions
present a design idea either idealized mentally or proposed as a project at some level
of education. Samples of magnificent submissions are to be found at the end of the
third volume.

Sengiil Oymen Giir
The Chair & Editor
July 5 2007
Trabzon-Turkey
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FRAMING AND BEING FRAMED:
A BRIEF ANALYSIS OF CONTEXT- CONSTRUCTION

Kristof Van ASSCHE

Minnesota State Universities- St Cloud State

INTRODUCTION: A USEFUL REVIVAL OF CONTEXT AND CONTEXTUALISM

In this paper, we want to acknowledge that it is still very useful to remind the
architectural and planning disciplines, all disciplines involved in the organization of
space, of the importance of context, of the importance of embedding new spaces in
their historical, social, esthetic, ecological contexts. And we’ll try to add some
complexity to the concept of context—realizing we’re not the first in this regard. We’ll
argue for an analysis of space production, as a way to study the role of context. Ideas
that frame people and organizations producing space, form a relevant site for the
study of context, since these ideas determine the selection of relevant contexts in the
actual planning and design processes.

In architecture, planning, landscape architecture, it remains useful, if not essential to
remind practitioners, researchers and administrators every now and then of the
importance of context in every kind of spatial intervention. We have to remind
ourselves. A modernist forgetting and ignoring of landscape, history and culture, is
still prevalent and cultivated in some places, revived in others. As the conference
organizers pointed out, such an approach to the organization of space leads to
nowhere; it brings about the destruction of many things cherished by individuals and
groups. On the other hand, a conservative and conservationist approach to spatial
change leads to predictable clashes with everybody arguing for development.

A revitalization, and reformulation of the context concept, seems to be more likely
and convincing a strategy. Planning and design need to reassess their needs to be
context- sensitive, raise their awareness of this need constantly. This is not an easy
task, since internal and external pressures, in the disciplines, in administrations, in
business practice, still push in the direction of speed and simplicity. The seductive
voices of money, power, artistic glory, easy procedure still whisper everywhere. So,
Jane Jacobs’ old arguments against insensitive and imperceptive planning, do need
to be reiterated over and over again. Often one cannot fail to notice the come- back
of the simplifying, totalizing, reifying models of space, man and society so often
deplored over the last fifty years.
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‘Context’ as a concept has a long history we do not want to trace back entirely here.
It is useful to mention that its introduction into architecture, later landscape
architecture and planning, is tied to the so- called literary turn in the humanities and
later social sciences. Structuralist poetics theorized on context in the twenties and
thirties, mostly in eastern Europe, and after the war the structuralist movement swept
across disciplinary and geographical boundaries. In the planning and design
disciplines, structuralism and later post- structuralism were not the only sources of
contextualism: the stories of the discovery of heritage, nature and the environment
are familiar to all of us. After the high tide of modernism in architecture and planning,
it became very clear that cultural theories had shed their modernist feathers much
earlier, and a frantic exploration, interpretation, and adaptation of ideas in the
humanities was embarked upon. Result of the new analyses was often a plea for
raised awareness of this or that context.

Yet, taking ‘the context’ into account does not offer an easy escape either. In literary
studies, cultural studies, semiotics, philosophy of language, and some related fields,
structuralism and post- structuralism led to a flurry of investigations on text/ co-text-/
context/ inter-text. It stands out that there is no such a thing as on objectively defined
context steering the interpretation of an objectively defined object in an objective
manner. Umberto Eco, in his early works of the sixties and seventies, dealing among
other things with the interpretation of architecture and urban space, was one of the
leading theorists coming to such a conclusion.

CONTEXT, OBJECT, FRAMING

In space, object/structure/space and context shape and elucidate each other in an
act of interpretation, establishing a meaning that will never be entirely stable nor
completely shared by a community of interpreters. Yet it is a community that
constructs the principles shaping an interpretation, principles that are in constant
transformation, the subject of interpretation and play itself. What could be constructed
as a relevant context to guide interpretation, which features of a linguistic, social,
spatial, ecological environment become pertinent in the construction of a relevant
context, is sorted out in an evolutionary process of communication, in a community.

As an architect or a planner, it is easy enough to factor in a context that is not
recognized or acknowledged as relevant by the users. It is easy enough to refer in
the new space to a context that is not seen, to produce references that will remain
silent for most observers, and conversely, many observers will see references and
contexts not intended by the author, planner, architect. Interpretation is necessarily
ambiguous, meanings will be created that are unanticipated, contexts will be
activated that were dormant for a long time. Spaces are interpreted, space embeds
sign systems, and it is a system of signs in itself. It produces and is produced by a
multiplicity of discourses. Few people realize that also spatial interventions are
embedded in several discourses and will induce changes in discourses.

Theorists like Jonathan Culler and Mieke Bal started to move away from the concept
of context in the late eighties, favoring a combination of several other concepts in
stead: mise-en-scene, framing, performance and performativity. The deconstructive
movement initiated by Derrida fueled a growing unease with the context idea: if
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everything is context, it does not mean much anymore. Besides, its metaphorical
associations of a passive object, prevented from a better understanding of
interpretive dynamics.

Interpreting in post- structuralism became a framing activity that was framed by
others. Framing brings interpretation closer to the concept of narrative, to the
production of narratives. Planning as the production of narratives on space, framed
by other narratives, is not only the arena where space is framed, but also the arena
were several narratives are competing for power, resources, for the right to be
materialized, implemented. A plan tries to assume the authority to frame future
development. For planners and architects alike, history, landscape, culture can
structure the narratives on a place and its change. These experts should be aware of
the local narratives then, can sometimes ignore or reinterpret them, yet should
always realize that scientific and-or artistic dissections and reconstructions of a
cultural, historical, ecological,... narrative are not the same as the original mix in a
local interpretation. A plan or design completely focusing on one of these narratives,
e.g. one revolving around ‘heritage’ in a scientific version, will blind itself for important
aspects of the present and later interpretation of the place.

Being context- sensitive becomes then: being sensitive for the local mix of
heterogeneous elements in a local interpretation. What needs to be addressed first
by planners and designers, before they take their decisions, is the specific local
interplay of social identity, image of place and image of history in a given community.
Sensitivity in this sense does not lead to standard- solutions; it does imply a raised
reflexivity on the part of designers and planners. A sharper observation of this local
interplay of elements in local culture requires a sharper self- observation as well, a
raised awareness of our own framing of place, an awareness of the values and
motives hidden in the professionals own contexts —person, discipline, culture.

PLANNING AS CONTEXT AND THE CONTEXT OF PLANNING

Planning as an arena is a context in itself. Planning is a production place for
discourses determining content and process of planning activities. Planning reinvents
itself constantly: what planning is and should be, is a matter of debate in a
democratic planning environment. Every place has its setting and style of decision-
making on spatial organization, defined by a specific layout of the intersections
between politics, economy, culture and so forth. In that specific context will be
decided what context- sensitivity for planners and designers in this place and time
can mean. The planning context can be marked by a strong coherent discourse on
context or its absence. The reality of generalized success formulas for context-
sensitive planning is therefore unlikely.

Lack of insight in the organizational and institutional contexts of planning, implies a
lack of insight in the social- temporal embeddings of planning and architecture. This
can easily lead to the formulation of generic strategies for heritage planning,
ecological planning, contextual planning in general, that still ignore the contexts
relevant for users. Framing spaces, present and future, that pretend to be inclusive
of relevant contexts, i.e. other peoples framing practices, requires a deep reflexivity,
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a profound insight in the personal and systemic framing practices of planners and
architects.

Since, in the line of Lacan and de Certeau, we can say that places do not produce
meanings naturally, and do not ask by themselves for optimization in a certain
direction, unveiling an optimal or essential meaning, the key to a genuinely sensitive
planning and design strategy is probably keeping the discussion open. Planners,
architects, administrators, scientists often try to forget that a place does not have a
meaning on its own, and that it does not ask for one, since admitting such would
undermine positions of power and identity. It undermines a very attractive and
legitimizing framing of oneself as a planner or architect.

Opening up planning and design practices for new interpretations and appropriations
of space, should be a consequence of a raised awareness. It does dethrone the
planner and architect, in the sense that her position needs to be reflected upon
constantly, within and beyond the disciplines. People, users of a space, constantly
reinvent space and its use, constantly reinvent the framing of a space, the context
being taken into account, and this happens partly in response to the systematizing
interventions of planners and architects. Whatever a planner or architect does,
whatever context he/she tries to take into account, his interventions reshape literally
the spatial context, and they will provoke counteractions, counter-discourses
constructing and invoking new contexts. Every context charted and incorporated has
a risk of eroding simply because of the planners’ mapping activities.

HERITAGE AND/OR THE PAST AS CONTEXT [EXAMPLE]

Heritage can become an important context for planning and design, yet heritage is
defined in many ways. The reasons to define heritage in this and not that way, and to
make it relevant for planning can be manifold. The sequence of framing can also
differ: objects, spatial structures can be cherished in a community, next recognized
as heritage in a planning system, protected, developments might be expected to be
in line with the older spaces and buildings. Or, in an alternative order, science and
administration might define heritage in a certain way, start to deal with it in a certain
way, and this might trigger a reframing of place by the users.

Once heritage is acknowledged as important in the framing of a place’s future by
planners and architects, the danger is that heritage will be subjected to the same
totalizing, reifying, naturalizing tendencies that are at work in other aspects of
planning: general criteria are established to determine whether this or that object is
included under the label ‘heritage’, and once these criteria applied, there is no doubt
anymore that this object is indeed objectively heritage, and should indeed objectively
be treated this and not that way, contributing to the overall objective quality of the
place.

The Lacanian abyss of the Real looming behind, in and underneath these
naturalizations, of planning in general, and of every ‘aspect’ that becomes part of a
planning rationality —e.g. ‘heritage’- cannot be denied or ritually banished completely
however. The objective meanings planning constructs for places and its futures,
necessarily slip off reality. Unpredicted outcomes, overlooked interpretations,
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unexpected dissatisfactions, self- generating margins that regenerate counter-
discourses, are the product of a modernist rationality still reigning supreme in
planning, trying to impose consistency on an unwilling and unobserved Real.

SOCIAL SYSTEMS AS CONTEXT: SELF- REFERENCE AND THE ABSENT
EMBEDDING

In order to further systematize our exploration of the concepts of context and framing,
I'd like to resort to systems theorist Niklas Luhmann and his idea of autopoiesis, self-
organization in self- reference. Luhmann observes society as a number of interacting
yet operationally closed function- systems: law, politics, economy, religion and so
forth. Every social system is a system of communications, solely founded on self-
referential processes. What makes sense, can only be produced and understood in
terms that emerge within the system. Both structure and elements in society are the
product of systems of communication. Furthermore, what can be seen as an element
depends on the identity of the system: every social system evolved in a specific way,
leading to a specific way of defining elements of communication. In other words:
autopoiesis constantly recreates the social system; communication recreates both
signs and their concepts.

In that dynamics of signification, the whole world is constructed from scratch, using
elements produced within the system, producing new levels of complexity where the
previous levels are treated as black boxes, glossing over their internal complexity.
Emerging orders succeed each other, and at every level new elements are defined in
new contexts; social identity, personal identity, historical narrative, even ‘action’ are
ascriptions within social systems, elements that only make sense within the
hierarchies of the system, within its perpetual self- reproduction. Attributions of an
action to a person, of actions to a framing of personal identity and of a social identity
the person belongs too, possibly explaining actions, all this involves a series of
context- and element ascriptions.

Communication requires continuation of communication, reproduction of the system.
It requires minds interpreting communication, understanding, participating.
Understanding of space will take place in the context of the function- systems, of
organizations, in terms of conversations, all forms of social systems. Every social
system constructs its own space, according to its own rules of self- organization,
according to its own self-constructed hierarchy of contexts, its own way to create
elements and context simultaneously. There is no ground for these constructions of
meaning: every system produces its own signifying distinctions out of nothing.

A place or an object in space becomes an object in a type of communication; a
house in front of a mountain in a landscape becomes precisely that given the
definition of house, mountain, landscape as elements, where all of them serve as
context in turn. In case of esthetic appreciation, the artistic function system will have
its specific ways to distinguish structures in the landscape, value them. Such might
lead to certain expectations about the future, about improvements, about new
architecture, about planning of the whole landscape. The social systems produce
narratives directing the signification of place, its past and future, and every narrative
tends to combine structure and element, object and context; it is a specific framing of
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time, place, objects within a social system. The economic system will see ‘lots’ as
relevant units in a narrative with a profit- orientation, whereas a landscape artist
would not even notice the boundaries of the lots, would not see this as a relevant
element for a relevant framing of the story of the place.

PLANNING SYSTEMS, SOCIAL SYSTEMS AND THE PRODUCTION OF
CONTEXT

A planning system, as the sum of interacting organizations influencing spatial
organization, can create its own discourse, and it is the place of birth of a number of
planning discourses. The actors that are involved in shaping spatial organization, are
marked by their own discourses, their own rationalities, their own framing of the
landscape. Every actor is steeped in several social systems, and can —as an
organization- be a social system in itself. Interactions between actors, their
adaptation to each other and to the strategic situation in the planning game, will lead
to changes in their framing of place, of planning, and often of self: the identity of a
landscape architect, her typical framing of places, will result from an evolutionary
adaptation to other players, and result from a history of previous games in the
planning arena.

We can say that in the interactions between planning actors, the roles of these actors
are produced, and consequently their way of framing space, their way of defining
what would be context- sensitive and what not. Understanding of context- sensitive
planning and design, requires an understanding not only of the narrative
constructions among the ‘users’ of a place, but also of the system organizing space,
including the competing discourses belonging to competing roles. It does not make
sense to refer either to ‘the people’ or ‘the experts’ to discern the right way to be
context- sensitive. One royal way does not exist; the matrix of potentially right ways is
produced in the history of interactions between the several groups of experts, and the
citizens. Where one group of experts can be closer to the citizens than others, where
one group of experts can be traditionally more interested in this or that context, or in
context in general.

Opening up new and more sensitive ways to be more context- sensitive, we argue,
requires an improved insight in this network of interactions. A deeper insight in the
construction of narratives of space and its organization, in the metaphors that are
implicitly and explicitly at work there. In other words: we need to get a better
understanding of who is trying to do what in the landscape and in its organizational
context, for what reasons. We need more reflection on the discursive production in
the organizations and disciplines involved, and more self- reflection within them.
Problem is that most of the reflection on planning, architecture, landscape
architecture, takes place in scientific disciplines that represent competing narratives
on spatial organization. Architects e.g. have a certain image of self and of planners
and their roles, an image that will compete against the images that are produced in
the planning discipline. Landscape architects and urban designers, engineers,
geographers, sociologists, archaeologists, hydrologists, ecologists, do not only try to
participate in planning, as spatial organization, but they all have different discourses
on planning in general and on their and others role. With the noteworthy implication
that their construction of context, object and context- sensitivity will differ.



contextualism in architecture

In essence: cultures define spaces, objects, structures, and criteria for suitable
embeddings of objects and structures in space. These cultures shape themselves
discursively in self- reference: a culture is the product of images it produced itself. In
the case of spatial organization, and regarding the issue of context- sensitivity in
spatial interventions, one should be aware that the cultures at stake are manifold:
there are the cultures of the users of the space, and the cultures of the system
organizing interventions, planners, architects, ecologists etc, all of them rooted in
various function- systems [law, politics, art, economy,...]. The balance between the
input of producer- cultures and consumer- cultures is different in every state, in every
institutional unit, and it cannot be scientifically determined what the ideal balance
should be. The same applies to the balance between user cultures, and among
producer cultures. Science cannot prescribe whether the perspective of social group
a or b, or the perspective of scientific discipline, professional group x or rather vy,
should be dominant —and therefore their selection of relevant contexts.

REFLEXIVITY IN THE ORGANIZATIONAL CONTEXT [CONCLUSION]

Realizing the complexity and multiplicity of context and context production among
users and producers of space, cannot but heighten the awareness of planners,
architects, and the other actors, awareness of the complex embeddings and
causalities of their own actions. It might temper certain ambitions, while creating
space for new ambitions: every case will be different, spatially and culturally and
institutionally. We do think science has a role to play, in pointing out the real
complexity of the different types of cultures involved, in pointing out a variety of
practical options. The first part of this task, constant scrutiny of the system, we argue
here in the line of American pragmatism, is truly useful in keeping open the debates,
in minimizing the risk of hidden assumptions and ideologies closing minds and
discussions.

Good observation always presupposes self- observation, reflection assumes self-
reflection. A study of the planning system, e.g. observing the construction of context-
sensitivity, should be sensitive for its own discursive complexity and the complexity of
the system observed. Since most of the observations of planning and design will be
done within existing scientific disciplines, this would entail an increased reflexivity in
the disciplines. An evolution in that direction is already observable in most disciplines,
since the introduction of post- modernist theories and methodologies, and the
consequent use of concepts as context, frame, metaphor, narrative in the practice of
self- analysis. Reflexivity in the observing disciplines can and should open the way
for reflexivity in the practices observed, the practices of planning, designing spaces
and of deciding upon it.

We think that only such reflexivity in theory and practice can improve the context-
sensitivity of planning and design. Context- sensitivity becomes then the embedding
of plans in various aspects of the existing situation, but also insight into the
construction of context by users and producers of space. Finally it comes to mean
sensitivity for what contexts are, what framing practices are. Only an insight in these
last aspects of sensitivity will allow for better embeddings of new in old, for a better
sensitivity in the first sense of the word.
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As to the second part of the role assigned to science earlier in this text, i.e. pointing
out alternative practical [context- sensitive] options: here science and practice can go
hand in hand. Practicing designers and planners can come up with several options
for a place, to be analyzed by science, and science can suggest alternatives herself.
Since no ideal plan exists, no ideal adaptation of new to context, every alternative
plan will offer a different mix of sensitivities to differently constructed contexts,
different internal consistencies, different pro’s and con’s for various groups of people.
Insight into the framing practices of observer and observed, creates new spaces for
context- sensitive planning and design; it can illuminate new sensitivities, new
consistencies.

Luhmann, Lacan, De Certeau, would all undermine modernist beliefs in its own grasp
of production and experience of space; they would criticize the absence of context-
ideas in most of modernist thought. Yet they would also disagree with a monolithic
and objective notion of context. Instead they’d tell stories of context- production, of
framing practices in social systems that can only rely on themselves. Every act of
framing is a creative act, and every intervention in space is bound to change the
framing practices of people living there. It is also a framing practice in itself, in the
best case forging a new narrative of place, one that reinterprets elements of old
narratives, puts them into a new context, and functions as a pleasant frame for
diverse people to orient themselves and their activities in a given place.

People are inherently creative in their interpretation and use of spaces, therefore their
construction of relevant contexts. Planning and design can solve problems and
create qualities while being context- sensitive, but this can only be a worthwhile
activity if the resulting space makes sense for the users, i.e. if they recognize a
consistent narrative in the interventions and their results; if the users actually like the
place; if they agree with the selection and treatment of contexts in the planning and
design process; if the place allows for creative use and interpretation.

Since in planning and design, the multiplicity of ideas is always a multiplicity of
interests, planning is necessarily an arena for power games, where some loose and
some win. In the political games that are part of the organization of space, it is
impossible to produce a narrative for a given space, and a plan, that will be entirely
consistent, entirely convincing and entirely context- sensitive for everyone. In
conjunction with the plea for reflexivity and creativity above, we don’t see that as a
problem. Rather, the fissures in the narrative fabric testify to the democratic character
of the planning process, and leave room for appropriation and revitalization by the
users. And, is there anything more context- sensitive than admitting that not
everything can be observed and predicted, that silent interpretations of space can
unexpectedly generate new relevant contexts? Abstinence from total control and from
totalizing narratives is still the first prerequisite for planners and architects, the space
where sensitivity can be fostered.
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INTERNATIONAL URBAN DESIGN PRACTICE:
THE ISSUES CONFRONTING ARCHITECTS AND RESEARCH REQUIREMENTS

Jon Lang

University of New South Wales, Sydney, Australia

There are many definitions of urban design. To some it is urban landscape
architecture; to others it is an area of study akin to urban geography. The meaning
assumed here is, however, that used by those who first used the term at Harvard and
Pennsylvania in the 1950s. Urban design is concerned with the development of
visions for cities or, more usually, precincts within them and then developing the
implementation strategies to bring those visions to reality. Urban designers design.
Their focus of attention is on the space between buildings, the elements of built or
natural form that define those spaces and the activities that occur within them. It is
also with the symbolic nature of both activities and the milieu.

URBAN DESIGNING IN A GLOBALIZED WORLD

The world has been globalizing since the days of the ancient empires abetted by the
European colonial empires from the seventeenth to twentieth century. The situation
today is very different. The pace and scope of change has increased — the number of
people involved is much larger — and the developments in information technology
have become a major unifying factor. So has the flow on international investment
money and the consequent rise of advertising and consumerism.

While many cities of the industrialized world are in decline, an extraordinary amount
of urban development is taking place around the world today especially in countries
such as China and the United Arab Emirates. Architects flock to them. Buildings and
complexes of buildings are being developed to fulfil the requirements of international
money markets and being designed by architects who have international practices.
These architects are given free rein to design creative works (i.e., works that have
forms deviant from the norm) (Olds, 2001). They have generated many exciting and
much admired buildings and building complexes (see Figure 1), but they hardly add
to the quality of the overall urban environment epically for people on the ground.

The problem is that, despite the new forms, these international architects, when they
are not simply being commercially pragmatic (see Fig. 2) and doing what they can
get away with, bring an underlying paradigm — an attitude towards design and a set
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of design patterns exemplifying what is regarded as good design — from home with
them. Most of these paradigms were developed in and for the cool temperate
climates of Western Europe during period of dramatic technological and political
change of the first part of the twentieth century. In Europe and North America at lest,
these paradigms have been found to be much wanting and have been updated.
These newer paradigms, each with its proponents, however, lack much and even if
they were fully developed do we have the political will to fight for their appropriate use
in time and place?

Figure 1. The architecture of Globalization (a. SONY Centre, Berlin, 1997; b. Lujiazui,
Pudong, Shanghai, China; c. Dubai in 2006)

Figure 2. The urban design of economic expediency, or commercial pragmatism, an
architecture of Post Modern Exuberance: Dubai
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It is also true that many cities in the world, particularly their core areas are in decline
as a result of changing technologies, marketing and advertising ploys, consumer
behaviour and, often, governmental policies. No urban design paradigm has yet been
developed to deal with cities in decline although Landscape Urbanism movement
promises much (Waldheim, 2006).

URBAN DESIGN AND ARCHITECTURAL PARADIGMS

No urban design paradigm holds a hegemonic position in the world today. In self-
conscious urban design, the rationalist model, without the supporting rationalist
thought, is still widely employed, or copied, like a rubber stamp particularly for mass
housing projects in much of Asia. The rationalist model is still seen as an exemplar of
good design in many countries. It is copied as a suitable model without the
underlying philosophies that generated it being understood (Fig. 3). The image is
what is important. The garden city model of the empiricists is still widely employed
too (see Fig. 4). Sometime this copying succeeds in providing highly liveable
environments; sometimes it does not.

Figure 3, 4. The Rationalist model: Zhangdong, Zhengzhou 2004; The Garden City
Model: Shonzhang Lake proposal, Guangdong PRC, 2002

The Paradigm Of The Universal Market Economy

Many designs of new precincts of cities and, indeed sometime new towns, follow a
paradigm of economic expediency. The rule is simply to do what is run expedient to
do in the short run. The model of function on which many urban design decisions are
made today is a simplistic one. It focuses on efficiency in creating rentable space,
ease of construction and a powerful image — an advertisement — for both the owner
of a building and its architect; the building acts as a billboard (Venturi and Scott
Brown, 2004). Providing for the drivers of cars is the prime, if not sole, urban design
concern; the pedestrian is poorly considered, as are the poor, children, the frail and
the other animate species that enrich our lives. Little attention is paid to the
specficities of the climate in which the development is located.

The impacts of buildings on their surroundings tend also to be neglected unless

potential lawsuits are foreseen. Despite the concern for drivers, the extra traffic
generated by new buildings clogs streets in many parts of the world, the down drafts
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they create make life a misery for pedestrians, they consume high levels of energy
and often throw harsh reflections onto adjacent buildings. They are, however, highly
successful in creating an image of being modern, up-to-date and part of the global
economy. This success in meeting our contemporary standards of fashion is
important to recognize because it is what building owners, architects and many
municipal authorities seek. The competing urban design paradigms created by
architects and city planners today stand in strong contrast to the universalist
paradigm. They, however, do not necessarily recognize the demands of the market
place.

Rationalism And Empiricism Today

Architects, primarily, have created subtler models of urban design than their
predecessors during the past two decades. Both Neo-Rationalists and Neo-
Empiricists seek a sense of place: the Rationalists a new one, the Empiricists one
based on a sense of locality. The pragmatists follow a laissez faire approach. The
Neo-Rationalist designs are still based on various assumptions about what people
should be doing and the values they should hold if they are logical people. But we
are not such people. Thus whether or not Rationalist paradigms meet the
requirements of future societies depends on the accuracy of their assumptions about
people and their values.

The Neo-Empiricists look at what is working and what is not working and design
accordingly; they thus rely on precedents. The precedents vary from the medieval
city as in the university town of Louvain-la-Neuve in which town and gown are
merged (see Fig 5a), to the Arabian city (see the Jumeriah Madinat (2003) in the
foreground of Figure 1b) to that of the 1920s as in Battery Park City New York (see
Fig. 5b) or Hunterford (see Fig. 6).

Figure 5. a. The University town of Louvain-la-Neuve, Belgium (1970s+); b. Battery
Park City, NewYork; c. Dubai in 2006
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Figure 6, 7. Hunterford, New South Wales, Australia; M.S. Ramiah Institute,
Bangaluru, India (1992+)

The major development in the Neo-Empiricist approach has been the New Urbanist
policies that seek to revive (or retain) the urban (and urbane) qualities of much loved
cities. Their success depends on the continuity of the ways of life and the values of
the people involved. Yet the world is changing although not nearly as fast we are
wont to believe but it does not stand as still as Revivalists wish (Fig. 7). The
Landscape Urbanists seem to have embraced this new world of automobiles and
market driven new urban spatial structures. They take the position that the landscape
rather than buildings should be placed at the heart of urban design. By landscape
they mean the elements and patterns of the natural environment (Waldheim, 2006).

THE MAJOR ISSUES

All of these paradigms have strengths and weaknesses. It is important to understand
them because although we may argue for independent, program-based approaches
to design (as | have done and still do; see Lang 1994 for instance), most architects
will not work that way. They are going to work using a set of paradigms. They adjust
the paradigms to fit the situation at hand. As so much work is designed under strict
time constraints (architectural firms are business organizations like any other), there
is a tendency to follow the paradigms without understanding the principles on which
the paradigms are based. For instance, the New-Urbanist paradigm is based on the
assumption that patterns that served a rich set of functions yesterday (or today)
should be the basis for future designs. That may be fine. What is happening,
however, is that the principles get frozen into a set of images of specific design
patterns. These images are then applied in locations where the traditions are very
different from those in which the images were developed. Why should we be
surprised that they do not function well in many ways?

The world is complex. The function that the built environment serves are multiple and
often contradictory. While the mainstream of architects may be advocates for the
global business community, there are architects who are advocates for children,
pedestrians, the poor, the frail elderly, hunters and fishers, the physically
handicapped, those suffering from dementia and for urban animals. There are also
architects who are advocates for sustainable environments (usually meaning less
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energy consuming patterns of built form) and other characteristics of our terrestrial
worlds. Each set of advocates has developed independent urban paradigms that
specifically address the needs of the group whose interests they serve. Some have
been successful in getting policy makers to heed their pleas (e.g., those fighting for
barrier-free-environments) but neither the interrelationships and conflicts in meeting
individual advocacies nor the many needs of a wide variety of people are met
because of the focus of attention of each advocacy group.

Environmental Quality And The Nature Of Functional Environments

Many human needs and desires have little implication for design but many do. Urban
and building design can be regarded as adaptations that are made to the terrestrial
environment to enable people to better meet their needs. The building patterns
required to carry out specific activities in specific places (from rooms to open
spaces), and access to places and people has long been the basis for designing
‘functional’ environments. Today there is an increasing demand for comfort and, in
many places, luxuriousness, in carrying out these activity patterns. There is a need
for both safety and security and a sense of safety and security while carrying out
these activities. People have a need for an individual and a group sense for identity
and the built environment is one vehicle for conveying messages about who we are.
Similarly the nature of the built environment can raise our feelings of self-esteem
(Cooper, 1974) and pour feelings of wellbeing. Often meeting the need for self-
esteem well overrides other considerations.

There are also other higher order functions that the artificial environment can fulfil.
The first is as a place that affords a continued and rich set of opportunities for
learning as part of every day life. One of the criticisms of the rationalist housing
schemes has been that they are boring — they provide no opportunities for
exploration as part of daily life. The world is potentially full of wonder, especially for a
child, but the affordances for new experiences while broadened by the Internet in a
mediated manner, are often reduced in new designs not through any malicious intent
on the part of designers but by accident, by neglect. Often the concern of designers
is for the built environment as a medium or vehicle for the expression of an individual
aesthetic theory. For a handful of people, usually the cognoscenti in the art world,
understanding this process is an important and rewarding experience. It also raises
their self-esteem.

In a globalizing world many of the activity patterns that meet similar needs once
differed in differing cultures. Many are becoming homogenized. This homogenization
has been heavily promoted, purposefully or not, by the communications media and
has been endorsed by the decisions people themselves, protesting or not, make in
the market place. There is, however, perhaps inevitably also a sense of loss.
Change is, nevertheless, the order of the day. The fight for the health of the planet,
Earth, may well require substantial change in the way we carry out activities in the
future and the consequent differences in the designs required.

Within many cultural frames the natural environment has been something to exploit in

enhancing the quality of life of people. Leading environmentalists from Geddes to
MacHarg to the Landscape Urbanists of today have fought this view with little
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success (Waldheim, 2006). Are we now approaching the stage where the exploitation
will have repercussions for us? Many scientists think so. One of the challenges for
future urban designers, especially creative intellectuals, is to develop generic models
for urban design that are sympathetic to the multiple functions that the built
environment serves people as well as the need to have a healthy biological
environment.

A Sense Of Place

It can be argued in a globalizing world where people a minority of people — the power
elite of the world’s population — is living a global life that a built environment of
universal qualities is what the future demands. International business enterprises and
architectural firms will work globally and their employees will seek similar
environments everywhere. In this context seeking a sense of locality is seen simply
as an irrational response. This argument is largely spurious. While people seek a
higher and higher level of comfort and ease of movement (vehicular, but also
pedestrian) and a stress-free world (i.e., one to which they are accustomed), they
also seek to feel that they oriented in time and place.

How is a sense of place to be established according to current urban design
paradigms? Usually, and in the examples shown in Figures 5, 6 and 7, architects
have focused on the visual qualities of buildings by borrowing from the past. It has
been argued that this process should be done critically as in the Quinta da
Malaguiera housing in Evora, Portugal designed by Alvaro Siza Viera (LeFaivre and
Tzonis, 2003 amongst others). Another way is to capture the spirit of a place as Jorn
Utzon did with the Sydney Opera House (see Fig. 8) located in the environment of a
harbour full of sailing boats.

The visual is important in establishing a sense of place but what is probably more
important is the quality of the behaviour settings — the milieu and patterns of
behaviour — that exist in a location. The argument is thus really over the
universalising of behaviour settings. One observation certainly seems to hold
true: most new urban design schemes have a paucity of behaviour settings in
comparison to older areas of cites. This result has occurred largely unintentionally
because the environment has not be considered in terms of behaviour settings
but also because cleaner, less fragmented environments consisting of fewer
higher status behaviour settings are seen as modern and fulfilling the need of
populations for a feeling of self-esteem.
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Figure 8, 9. The Sydney Opera House; Quinta da Malagueira housing

What then are societies who are trying to maintain their identities or to establish new
identities, particularly modern ones, to do? In the designing of Battery Park City, a
decision was made to have the backdrop of buildings to be of New York rather than
be international. What then is a New York building? The model from which the design
principles were abstracted were the buildings typical of the areas of New York much
loved by New Yorkers. In the case of the Income Tax Colony residential area in Navi
Mumbai in India , it was the towns of Rajasthan that provided the model for an
Indianness (although it was an architecture of a different climatic zone). In both these
cases the behaviour settings are, however, different from their models. They fail to
give a ‘feeling’ of the locales.

Figure 10. a. The IncomeTax Colony, Navi Mumbai (1997); b. Jaisalmer
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In striving to abandon ‘the shackles of the past’, many societies have turned to high
technology, or high technology looking, buildings set as objects in space to form this
identity without considering to potential behaviour settings in the areas around them.
One needs to create the behaviour settings that can establish a sense of place in
both a modernized and a localized world. Unless there is at least a latent desire for
the behaviour settings to exist, however, they cannot be created. The task for those
professionals establishing design briefs (or programs) as well as for those turning
these briefs intro policies for built form is challenging. The design of the individual
components of both the public and private realms given a brief is also a challenge
because in doing so one is confronted with the clash amongst many interests but, in
particular, between public and private interests.

Public And Private Interests

The concern for urban design quality waxes with perceptions of how private interests
unshackled have led to laissez-faire designs that have significant shortcomings.
When self-conscious urban designs have shortcomings there is a demand for free
enterprise reigning free. Those urban designers fighting for the public interest have a
problem with defining what exactly the public interest is. We say, as those fighting for
sustainable environments do, that we are concerned with the needs of yet unborn
generations. There is also the problem of defining just what constitutes the public
realm of human settlements.

The public realm consists of all the spaces outside the private domain of building
interiors, scheduled courtyards and gardens. It consists of what can be seen,
smelled, heard or touched from spaces to which the public has the right of access
(although access may be restricted at times) and the activities in it or that impinge on
it. It thus consists of the floor of the ground, the surfaces of the buildings and the
other physical entities, natural and artificial, that bound and structure the built world.
This definition is politically charged (see Lang, 2005; 6-23) because private property
rights are sacrosanct in capitalist societies.

In working globally, architects have to recognize that there are different definitions of
the public realm. In general, when designing individual buildings the question of the
effects of a new building on the public realm are seldom considered unless the
functioning of the public realm has a direct impact on property developers’ financial
investments. Urban designers focus on the design of the public realm but their work
involves the constant making of trade-offs between public interest and private rights.

In the capitalist world today, the common domain of cities is increasingly privatised
(or, more accurately, the private sector of the economy is providing public spaces).
The perceived need to control or not control what is built in the name of the public
interest varies from society to society. In an internationally competitive market place,
there is tendency for government, national and municipal, to trade-off public interests
for the sake of obtaining investment. They argue that this trade-off is in the public
interest. Investment is more important than environmental quality. Is it?
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THE WAY FORWARD: THE ROLE OF RESEARCH

The political power of architects and urban designers lies in their expertise and/or
reputation. To win arguments they do, however, need to use evidence-based
knowledge about the functions that the public realm serves. There are two sets of
argument in which architects have to engage: one has to do with the goals of design,
and the other with achievement of those goals. The first is always political in nature,
but the second is largely technical; there is considerable empirical evidence for the
design principles that meet specific objectives.

Buildings and the spaces between them serve many functions as mentioned above.
Most buildings also have to offer a return on capital invested. This function is one of
the most important that buildings have to fulfil. For survival, architects also have to
make money out of designing buildings. They have payrolls to meet. Finances shape
everything we do and in an era of global economies; one has to work within the
structure of the market place.

There is much empirical research — fifty years of findings such as those presented at
this conference — that provides the intellectual basis for architects to make arguments
about their work. Little will have any impact on professional practice. Most architects
rely on their own-belief systems and hopes as the basis for arguing and designing.
More sensibly they also rely on what they can learn from case studies and personal
experience. Few architects, however, show an interest in keeping up-to-date with
research dealing with symbolic issues or ways of life although they do more so in
terms of the technical. Buildings have to be put together so the technical details are
vital. Luckily, for practitioners, people are adaptable and can put up with less than
well-functioning environments. This observation is particularly true if they are
unaware of the opportunity costs incurred by the places they inhabit.

The Problem: The Need For New Paradigms

There are a number of urban design schemes that, by all reports, have successfully
maintained a local while modernized identity. Battery Park City and Canary Wharf in
London are examples. If properly understood such case studies offer much from
which we can learn. There is, nevertheless, a clear need for design professionals
working under time pressure to have a set of paradigms that are substantially better
than the ones we now have from which to work. Although many architects deny it
because it seems to deny their creative ability, designing involves the successive
adjustment of fairly standard paradigms to specific circumstances. This empirical
reality needs to be recognized. We need a new set of paradigms that are integrative
and that are clear in dealing with contextual issues: terrestrial, cultural, social and
political.

The new paradigms need to be climatically and cultural specific and deal with the
emerging forms of cities, new forms of core areas (what have traditionally been
Central Business Districts|CBDs]), new forms of peri-urban areas of cities, new forms
of industrial areas, new forms of residential areas and of mixed use zones. We know
that centre cities are being transformed and we need diligent case studies of places
as diverse as Beijing and Vancouver — the former city under communism was a place
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without a traditional business core and the latter one in which the CBD is being
transformed into a much more mixed business residential entertainment precinct.
Models of how to deal with the periphery of cities are particularly important for it is
here that the massive immigration from rural to urban areas will be absorbed. We
also need paradigms for dealing with how to configure declining cities.

The Solution: A New Design-Based Research Agenda

The research By academics and presented at conferences and reports of the past
years assumes that architects will follow it and learn to adapt the design paradigms
they use based on it. This has simply not occurred. The research that has been done
is important and needs to continue. We also need to synthesize the research into a
series of paradigms dealing with specific concerns and to test them in the symbolic
world.

The creation of these paradigms is a design task. The testing of them is a creative
analytical task. The design task will involve trade-offs between competing
requirements. Economic concerns will compete with requirements to deal with
climatic change and these, in turn, will compete with desired ways of life and social
aspirations. What needs to be clear in these new paradigms is: 1) the scenario on
which they are based, 2) the goals that they assumes are worthy, 3) the specification
of these goals in a series of design objectives, 3) the patterns required to meet these
objectives, and 4) the empirical evidence on which the patterns are based. The
pattern language of Christopher Alexander and his colleagues (1977) is a step in a
worthwhile direction but it has had little impact because it consists of fragments and
the attitudes and socio-political base on which it is formed are unspecified.

How best to test these paradigms? The true empirical test can only occur when the
designs are built. The substitute is o evaluate them using the judgments of
independent panels of experts looking at independently at specific issues: ways of
life, sustainability, economic viability, etc. This task is a tall one. It is also a
necessary one. There is an alternative; it is to educate student designers to follow a
problems solving designing algorithm — to work from abstract theory to design
principles for a design to fulfil a program in a particular context. There is no evidence
that schools of architecture are willing to whole-heartedly follow this suggestion.
Instead, overtly or covertly, we teach students to adapt current paradigms to specific
situations. We do that well. We thus need more rigorous paradigms than we have.
Who should develop them? It is we, the research community. Will we? Maybe we
prefer to muddle along. | hope not.
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ABSTRACT

Contextualism emerged as an architectural concept during the early 1960s. For leading
theorists such as Colin Rowe, context was a “spatial or psycho-cultural field which gives
meaning to a specific gesture or demonstration” in which it was grounded. After reviewing the
widespread use of the term ‘context’, and its broad range of meanings in and outside of
architecture, this paper examines contextualist rhetoric by re-reading Colin Rowe and Fred
Koetter's seminal book Collage City (1978). In doing so, it focuses on the metaphors of textile
and weaving, which Rowe and Koetter used in order to symbolize the interwoven relationship
between a building and its site.

Keywords: Contextualism, Autonomy, Architectural site, Identity, Alagati

INTRODUCTION

Every building site presents itself within a physical context, defined by physical
objects like buildings, gardens, open lots, roads, pedestrian ways, and so on. That is
why, some architects, feel obliged to visit the sites in which their designs are going to
be built. Every architectural site is unique and creates a context that exerts
“pressures.” And yet, in creating their designs architects tend to respond differently to
these neighboring pressures.

The twentieth century seems to present us with different interpretations of
architectural work and the milieu in which it finds its place. In 1976, for example,
Graham Shane explains that “by definition the design must fit with, respond to,
mediate its surroundings, perhaps completing a pattern implicit in the street layout or
introducing a new one” (1). Frank Lloyd Wright's notion of completing the landscape
with a building, for example, fits perfect to the contextualist notion of “harmony”. The
ultimate aim is to achieve a harmonious relationship between what is designed and
what is given. This kind of thinking towards site definition could be defined under the
banner of contextualism. As its name explains, contextualism in architecture is
concerned with the context, or the fit of buildings into the larger layout.
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HISTORY OF CONTEXT

Context is a term that has been used in many disciplines besides architecture.
Among them are anthropology, archeology, art history, sociology, geography,
linguistics, philosophy and politics. If we look at the history of the term, the noun
contextus in Latin was used in the sense of ‘connection.” Although there was no
classical Latin term for what we know as context, Peter Burke argues that “that does
not mean that the idea was lacking, for treatises on conduct and rhetoric emphasized
the need to adjust what is said or done and how it is said or done to the time, place,
public, and so forth, in order to persuade effectively” (2). He continues later that “it
was in the fourth century A.D. that another noun, contextio, came into use to describe
the text surrounding a given passage that one wishes to interpret. Augustine, for
example, in the course of a discussion of biblical interpretation, used the term a
number of times in phrases such as contextisermonis or contextioscripturae” (3).

Later, in the sixteenth and seventeenth centuries, we learn from Burke that, in Italian,
French, English, or German, the words contesto, contexture, context, and Kontext
were usually used in discussions of the interpretation of texts, especially the Bible
and Aristotle’s. In the practice of translation, for example, there was an increasing
awareness about the need to include not only the individual words but the relations
between them for a better translation. In the interpretation of the Bible, the need to
take circumstances into consideration was also an early example of contextual
thinking. One can augment these with further examples.

As it is clear from these examples, context is a term which has more frequent uses in
other fields outside of architecture. And more recently, new words related to context,
have been coined: “In English, for example, contextualism (first recorded in 1929, in a
philosophical context) and contextualize (1934, in linguistics) have been joined by
contextualization (1951, in anthropology) and decontextualize (1971, in sociology). In
French, contextuel is recorded from 1963 onward” (4).

In architecture the term context was used rather late comparing to other fields. In
1950, a decade before meeting his partner Denise Scott-Brown, the American
architect Robert Venturi completed his master’s thesis at Princeton, entitled “Context
in Architectural Composition.” Venturi, for the first time, considered the contextual
impact of a design project on its surrounding. This is opposed to the modernist
tendency to treat buildings as solitary objects without regard to their settings. He
offered that “existing conditions around the site that should become a part of any
design problem should be respected.” Through “the designer’s control of the relation
of the old and the new,” Venturi continued, the designer “can perceptually enhance
the existing by means of the new” (5).

This was the first shoots of an important concept in the discipline of architecture.
However, it would be fair to say that Venturi’s contextual line of thinking did not serve
as the subject of theoretical reflection till 1960s. Indeed, it was not Venturi, who
introduced the concept of contextualism in architectural design theory, but the
American theoretician Colin Rowe. It can be stated that the so-called Contextualist
Movement took shape in the urban design studios of Cornell University under the
tutelage of Rowe who defined context as “the spatial or psycho-cultural field which
gives meaning to a specific gesture or demonstration.”(6)
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In the mid 1970s discussions of contextualism entered into the theoretical discourse
of architecture by the publication of Colin Rowe’s Collage City with Fred Koetter in
1978. Rowe and Koetter set out their theory of Collage City, where old and new are
woven into a coherent sequence of poché and volume. The authors envisaged the
city as a continuous fabric - a weaving together that is a ‘resolution of conflict.’

RE-READING COLLAGE CITY

Colin Rowe and Fred Koetter in Collage City, in the chapter, entitled “The Crisis of
the Object: Predicament of Texture,” identified a city composed of objects from one
made up of texture.(7) They provided well-known examples of object-oriented
designs, like Le Corbusier’s Villa Savoye, the Unite d'habitation in Marseilles, and the
urban plan of Saint-Dei; projects that show object-fixation in different scales.

Colin Rowe and Fred Koetter

Rowe and Koetter started to their criticism with Le Corbusier's comparison between a
building and a soap bubble. Le Corbusier said, “A building is like a soap bubble. This
bubble is perfect and harmonious if the breath has been evenly distributed from the
inside. The exterior is the result of the interior.”(8) Although this statement was highly
influential among modern architects, for Rowe and Koetter, it was nothing more than
a “debilitating half-truth.”(9) As David Leatherbarrow asserts that “the half that has
been neglected is the reciprocal pressure from outside the building, which is to say,
from the city.” Then Rowe and Koetter compared Le Corbusier’s plan for St. Dei to
the “web” (a textile metaphor) of streets and squares that make up the typical format
of the traditional city. Here | want to emphasize that their characterization of objects -
such as Le Corbusier's — was developed in contrast to the traditional city whose
buildings were developed in dialogue with one another.
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One can assert that all of the metaphors that Rowe and Koetter introduced in
advocating their arguments were meant to point toward this spatial and topographical
interrelatedness: texture, mosaic, fabric, web, structure, and matrix. They used
metaphors of thread and weaving in relation to architecture to symbolize the
interwoven relationship between the building and its site. To be able to re-read their
contextual line of thinking critically, | will focus on the use of these textile metaphors
in the following.

ETYMOLOGY OF CONTEXT

As | mentioned earlier, the word ‘context’ has its roots in the idea of weaving and in
the construction of a fabric, a textile. When | look at the etymology of the word
‘context’, it is not surprising to see that the words ‘text’, ‘context’, and ‘textile’ come
from the same base, to weave. All come from a Sanskrit root tekht meaning to
weave. The tect in the word ‘architecture’ comes from the very same root as well, and
establishes a connection between the act of building, tecton, and that of weaving.

Pherecydes of Syros

One of the oldest stories about creation speaks of the connection between the act of
building and weaving. To build a fuller sense of the connection, it is useful to repeat
this story here (10). The story is by the ancient author Pherecydes from Syros Island,
who is thought to have been the teacher of Pythagoras, and active around the mid-
sixth-century (B.C.) (11). Pherecydes of Syros is known for being the first person to
write in Greek language about nature, the gods, and the origin of the world. He
writes:

“When everything is ready, they held the wedding. On the third day

Zas made a great and fair cloth; on it he wove the [lines or

divisions of the] earth, the ocean and the houses of the ocean.

This, they say that, was the first anakalypteria [wedding veil], from

this the custom [of the veiled bride] arose both for gods and men.”
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In the above quote, Pherecydes explains the unveiling ritual at the wedding
ceremony of Zas (Zeus) and Chthonie, the goddess of the underworld.(12) This
unveiling of the bride, known as anakalypteia, which derives from anakalypto, ‘to
uncover’, is still an important ritual in today’s wedding ceremonies. In the story, Zeus,
after asking Chthonie to be his wife, offers her a gift: “...wishing to marry you | honor
you with this. Hail to you and be my wife”(13). His gift is a matrimonial veil on which
he embroidered the outlines of the earth and oceans. Chthonie accepts this gift -
something that we can call a wedding veil today - and drapes herself with it (14). This
wedding veil not only separates Chthonie from the rest of the wedding ceremony and
transforms her into a wife and potential mother, but also it forms the world, creates
the limits of oceans and earth (15) In other words, not only Chthonie, but also the
world appears precisely through this nuptial textile. Until that time, the unveiled,
unwoven, and unlined earth had existed but the veiled, mapped, or woven earth was
shown to be livable and inhabitable. Making a nuptial veil such as this means
creating a human textile, a society, a city, and its context.

UNVEILING WHAT IS GIVEN

As | mentioned above, textile is the English translation of the Latin word texere, which
in turn derives from a family of Greek words that cognate with techne. In relation to
techne, the verb tiktein, which means to give birth, is also very important, signifying
‘the knowledge, energy, or work whereby something comes to appearance.’ In this
sense, the nuptial veil made by Zas was “an artifact that allowed the earth to become
articulate because it — the weave — united subsoil with sky”.

Such a graph, map, or context is a constructed thing; made by divine hands, that
belong to Zas. It is constructed and woven. Zas’s matrimonial gift articulated the
ground, made it livable. Veiled or praised in this way, Chthonia became visible and
navigable and disclosed an inhabitable landscape, one that had been there but was
unknown. It is important to emphasize that to be able to appear, one needs to be
hidden first; likewise, in order to be unveiled, one needs to be veiled first.
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The unveiling ceremonies of art works have a similar function; for example, a statue
is covered with a layer of cloth and then revealed to the public by an important public
figure. Here, one is faced with an inherent quality of veiling: that of unveiling. Every
act of veiling has its reciprocal. By being veiled, the artwork is concealed from the
viewer’s sight. However, it is not concealed with the intention that it should not be
discovered; to the contrary the act of covering calls for it's opposite — namely
unveiling. Only then, the audience is offered access to something which was
“previously secret, its essence only known to a few’(16)

One can detect an element of competition between gods and goddesses, male and
female in this myth because in ancient Greek society the art of weaving, the
production of textile was generally considered women’s work. One has to remember
here Homer’s Odyssey in which the queen Penelope is told to leave the business of
the state to men and get back to her weaving. But also weaving was tied to “a
predominant conception of textuality: the text is the covering textile of a hidden,
allegorical, meaning. It is the exterior surface of an essence which only a skilled
interpreter may uncover” (17). In other words, only a skilled interpreter can uncover,
unveil (anakalypto) what is hidden in a given site. In other words, only a skilled
architect can unveil Chthonie’s veil, find out what is given behind or beneath, and
able to understand and modify the given situation in a site. Here is the basic aim of
contextualism; to achieve a relationship between what is designed and what is given.
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ABSTRACT

The habit of art is the habit of enjoying vivid values.
Whitehead

Architectural design is the activity of the determination and organization of highly complicated
and multi-dimensional contextual relations. In this respect, it will be inevitable to encounter
some communication difficulties to use the term contextualism if we unaware its relatively new
story of inclusion into architectural vocabulary. Colin Rowe calls the whole modern architecture
as “major catastrophe” from a reductionist perspective and it is seen that this term is first used in
1965 by his students, Stuart Cohen and Steven Hurtt in Cornell. Objecting to the devastation of
modern city planning implementations on currently existing urban fabric, Rowe’s alternative
strategy was aiming to ensure harmony of new buildings with existing urban fabric. In the
design realized in adherence to this approach, it is seen that materialistic aspects of
environment are referenced, for example currently existing urban volumes and scales,
surrounding buildings, street patterns, bodies of water and the materials used etc. The term
“contextualism” does not come to mean anything in the framework of sterilization independent of
all architectural built works related to this concept. Out of this view point point, dull pastiche,
historicist, pseudo-vernacular and picturesque design attitude opens a door to a wide range of
accomplishments under this concept. Contextual architecture remains limited in terms of
materialist and physical features in existing architectural environment. Consequently, | define
this approach as “materialistic contextualism”. It is evident that single-layered, static
“materialistic contextualism” apparently indexed to extant forms can not be a generation of
meaningful architectural ideas and thus can not create livable environments. It is seen that the
multi-layered, profound, sophisticated and dynamic approaches to design that based on
metaphors, embracing both past and future aspects of life, social development, narratives,
metaphysical sides of life, which belong to today’s modern architects such as Herzog & de
Meuron, Correa, Libeskind, Calatrava and especially Holl. Metaphor based architectural
interpretations of these architects which open to all aspects of life that | define “metaphoric
contextualism” also demonstrates us how to realize new livable environments which brodens
our experience.

Keywords: Historical continuity, Materialistic contextualism, Metaphoric contextualism, Identity-
creativity dilemma, Intertwining
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AIM AND INTRODUCTION

Architectural and urban design is the activity of determination and organization of
highly complicated and multi-dimensional contextual relations. Therefore, the
meaning of contextualism seems to be more ambiguous than any other concepts in
architecture. In this respect, it will be inevitable to encounter some communication
difficulties when we are using the term contextualism if we unaware its relatively new
story of inclusion into architectural vocabulary. Even if this story is known,
understanding problems may be reduced to some extent but not totally obliterated.
Because, “Some people would see contextualism as a criticism of the civilization of
technology, and as a way of aspiring to a rediscovery of our roots, of authenticity, and
so on...Others feel that the technico-scientific organization of the world should not be
fought, that it cannot be rejected through a nostalgic return to a pre-technical
existence” (Anon, 1992: 109). The another indications of the term’s ambiguity is the
need to use the term with other terms like physical, environmental, ecological, social,
symbolic, inclusive and exclusive has turned out to be a necessity. Maybe on this
account, Davey suggests that another term should be invented to replace this term
(2002: 36). The main aim of this paper is to define a new contextualist approach that
is different from Rowian materialistic contextualism which does not miss its aim of
innovation when contemporary architects like Herzog & de Meuron, Charles Correa,
Daniel Libenskind, Santiago Calatrava and especially Steven Holl are establishing
relationships with past and the extant environment and becomes apparent in their
profound and sophisticated architectural interpretations and also to show the
importance of this approach in the solution of identity and creativity dilemma.

ROWIAN CONTEXTUALISM

It is seen that the concept of contextualism is used previously in field of Pepper's
(1947) studies of philosophy and in the field of art philosophy (Rader, 1947). Two
mutual polar zones in the field of art philosophy are isolationist and contextualist
theories. Rader says that, “An isolationist theory insists that art is distinct and
separate from rest of life. A contextualist theory asserts the integrality of art and life”
(1947: 393) and continues as, “According to the contextualist interpretation, on the
other hand, the artist works within great traditions, he is nothing without them, without
the essential life of mankind that is reflected through these traditions (1947: 396).
Similarly, modern movement in architecture is generally deemed to be a more distinct
and separate architecture concept than the previous architectural tradition. Colin
Rowe calls the whole modern architecture as “major catastrophe” (Davey, 2002: 36)
from a reductionist perspective and it is seen that this term is first used in 1965 by his
students, Stuart Cohen and Steven Hurtt in Cornell Graduate Studio to define the
alternative strategy to change the situation. And thus the term is presented to our
urbanism and architectural vocabulary by them (Cohen, 1998). This term is originally
coined to our vocabulary as a result of overriding concern for texture in context
problem and offered as “contexturalism” derived from the term context (Ellis, 1998).
Even from the beginning, this can be interpreted as the sign of doubt in the efficiency
of this word and necessity of its usage with another term. The dominancy of Le
Corbusier’'s views over architectural environment in 1950s and 1960s results in
applications neglecting the existing urban fabric as he believes that; “Architecture
stifles by custom” (Le Corbusier 1965: 82). From this point of view, the occasion
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develops in reverse direction and now we confront with an occasion like “custom
stifles by modern architecture” in the context of historical urban fabric. In fact, the
criticisms against the attitude of modern architecture which neglects the existing
urban fabric has began before Rowe’s reaction. Without using the terms; context,
contextual, contextualism, Ernesto Rogers, who has similar opinions with Rowe,
criticizes first generation modern architects in 1950s in his editorial writings in the
journal of Casabella in Italy by claiming that they work on every scheme as a unique
and abstract problem without establishing a dialogue with existing buildings and
without considering the historical continuity. And also they always run after prodigy in
all their works (Forty, 2004). The alternative strategy of Rowe has objected to the
devastation of existing urban fabric by modern urban applications and aimed at
harmonizing new buildings with this fabric; in short, it has planned to reconcile
modern city with the pre-modern city (Nesbitt, 1996). According to Nesbitt,
“Contextualism offers a middle-ground position between an unrealistically frozen past
with no future development permitted, and urban renewal with the total loss of the
urban fabric” (1996: 295). Contextualism as being the last modernist term or the first
post-modernist one (Forty, 2004) seems to be in a middle-ground position in another
context too. “The twentieth-century town is physically a combination of two simple
concepts: the traditional city of corridor streets, grids, squares, etc.,and the city-in-
the-park. The traditional city is primarily an experience of spaces defined by
continuous walls of building which are arranged in a way that emphasizes spaces
and de-emphasizes the building volumes...It is an experience which can be thought
of as resulting from a subtractive process in which spaces have been carved out of
solid masses” (Schumacher, 1996: 296). This conception is based on the double
image of figure-ground in the Gestalt (Shane, 1976). According to Shane (1976), the
main characteristic of the contextualist approach is the double pattern which appears
to be as solid or void, black and white and allows us to read them in reverse direction.
In 1980s, the contextualism was one of the cornerstones of architectural theory
(Caragonne, 1995). This cornerstone of architectural theory has lead to partially
different outcomes in European and American architectural praxis. It has become one
of the important notions of studio instruction approaches in architectural education as
well. The views of Gulgdnen and Laisney points out the fact that contextualism has
profound effects on the education system of Ecole des Beaux-Arts in French: “The
morphological formation of the context and its relationship this to the building types
which compromise this context always considered a part of the problem” (1982:27).

MODERN MOVEMENT AND CONTEXTUALISM

Modern Movement in architecture developing in the beginning of the 20" century was
in quest after “new” which was disconnected to the past and all its conventions. The
unfamiliar architectural environment which was the result of this activity arouses in us
a feeling of alienation (La Marche, 2003). La Marche (2003) considers the
contextualism in 1970s to be related with the notions of familiar and unfamiliar and
explains it as a yearning for familiar. In the context of schematic modern architectural
applications, total disconnection with the past and the absence of continuity appears
to be more or less true at first; however, it is a debatable issue for entire Modern
Architecture. For example, Aalto, another important figure of Modern Movement, has
studied in historical Italian cities and the metaphoric reflections of these studies which
have very high levels of abstraction on his works made him by all means dependent
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on historical continuity while he was searching for the new. Moreover, with his
respect to natural environment and his usage of its facilities, his aim to be in line with
the psychology and needs of the person whoever he is (Joedicke, 1959), Aalto
appeared to be adopting an attitude that abstained from creating the feeling of
alienation. As Wright, the pioneer of Modern Movement in America generally made
his studies in the sites that are outside of historical urban fabric, it is pointless to
make his studies subject of examination in the context of Rowian Contextualism, but
in the context of prairie. However, his architecture does not give us a sense of
unfamiliarity in its contextual relationship with nature, climate and topographical
structure and with the natural and local materials that are used. Wright's architecture
in a sense reflects the democracy ideal of American Society, individuality and the
characters of clients (La Marche, 2003). From this point of view, it reflects a quest for
a context apart from physical characteristics of urban area. In fact, even Le
Corbusier who seems to be the most opponent figure against custom with most
important and theoretical views of modern architecture cannot cut his ties with the
past in the context of his architectural praxis. Colquhoun reveals his relationship with
the past by ‘displacement of the concepts’ in the architectural convention. On the
other hand, Catalan vault which he used in Weekend House which was constructed
in Paris in 1935 seems to be united to a historical continuity (Colquhoun, 1981).

Figure 1, 2. Le Corbusier, Le Poeme de I'Angle Droit ( From: Samuel, 1999);
Ronchamp Shapel, Le Corbusier (From: www.fisz.hu)

Ronchamp Chapel which he constructed in 1955 is based on theological metaphors
as well (Samuel, 1999). According to Samuel, “Working with the idea of mystical
relationship between Mary and the church, Le Corbusier made connections between
the building and the body of the Virgin herself’ (1999: 407). “Mary appears in the
Poeme de I'Angle Droit, thus cementing her role in Le Corbusier Cosmos” (Samuel,
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1999: 402). Moreover, this design of Le Corbusier is the expression of a clear
connection he establishes between Mary and Neolitic mortuary sculptures of Brittany
and thus an example of Metaphoric contextualism (Samuel, 1999). From this point of
view, the claim that interrupts the historical continuity suggested for the entire Modern
Architecture and it is devoid of any contextual relationship with the past even if it is
not in Rowian sense is baseless.

DIFFERENT VERSIONS OF THE CONTEXTUALISM

From mid-sixties on, a growing interest towards contextualist approach has been
seen in America and in Europe, especially in Italy. Both the Italian and American
versions of the contextualism focus on the subjects like building typology, patterns in
context, hierarchy of public spaces; however the works of Aldo Rossi, who is the
outstanding figure of this approach in Europe, are different from the conception in
America (Shane, 1976). This difference appears in the works of Rossi as the revival
of historical vocabulary of forms and solutions of existing cities and ensuring the
continuity instead of the rejection of historical forms and therefore the repetitive
usage of the same monumental type-forms in a purist, geometric construction (Shane,
1976). Shane describes the situation on the other side of the Atlantic as follows, “But
the American emphasis is on continuity and the vitality of tradition. In this
contextualist view, the historical city is not composed of material, but it is a history of
human utopian aspirations by everyday, empirical experience. The delicate balance
and dialectic between aspiration and actuality vitalises this history” (1976: 678)
However, a claim of difference in this sense seems to be valid within the framework
of later, wider-angle versions of contextualism which includes memory, time and
culture. Cohen, who has coined the term of contextualism to architectural vocabulary
with Hurtt, later feels that it is necessary to divide context in architecture to two
categories as physical and cultural in order to demonstrate the difference in basic
approaches in architectural praxis. Brington Beach project which is one of the
physical contextualism examples of Wells and Kotter is called as exclusive by Venturi.
On the other hand, Venturi calls his own Guild House and Twin Parks projects as
inclusive (Cohen, 1998). According to Cohen (1998), the term, inclusivism is not
conformable to Venturi's architecture; it can be defined as cultural contextualism. For
Scully all works of Venturi is related to a single problem fundamentally: “the
interaction between the vernacular and the classical tradition” (1989: 18).

Modern architects of our age like Correa, Herzog & de Meuron, Libeskind, Calatrava
and Holl has interpreted the continuity in a very sophisticated way within the
frameworks of multi-dimensional, profound and interwoven relationships apart from
physical characteristics. After seeing these interpretations, Scully’s detection seems
to be more meaningful today. Since the late 1980s, many architects have started to
feel uncomfortable because of the “context” (Forty, 2004). In the meantime, in the
context of French National Library Competition in 1989, Rem Koolhaas asks these
questions: “But can such a container still have a relationship with the city? Should it?
Is it important?” (Koolhaas and Mau, 1995: 640).
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A CRITICISIM OF ROWIAN CONTEXTUALISM

In the design realized in adherence to Rowian contextualism, it is seen that
materialistic aspects of environment are referred, for example currently existing urban
volumes and scales, surrounding buildings, street pattern, bodies of water and the
materials are used etc. And such an attitude limits shape and form analysis and
relationships in the physical-historical surroundings in a way that is not aimed at and
predicted by originators of contextualism (Agrest, 1998). Even if it is not aimed at, it
has been inevitable that contextualism is to be confined to a restricted sphere
because Rowe being deprived of utopia has always dealt with problem of form
(Ockman, 1998). Perez-Gomez points out the fact that such a result is inevitable and
remarks: “Both positions, whether against or for contextualism are equally fallacious if
one understands context, as a materialist, dead, and objectified ‘formal’ collection of
buildings and physical features. Such a ‘context’ can never be origin for the
generation of meaningful architectural ideas and built work” (1991: 81). As Modern
Architecture concept gains its meanings in the entirety of theoretical aspects with
practically accomplished examples, the term “contextualism” in architecture does not
come to mean anything in the framework of sterilization independent of all built works
related to it. From this perspective, this approach has tendency to allow dull,
pastiche, historicist, pseudo-vernacular and picturesque design behaviors.

As a matter of fact, Schumacher who has introduced the name of this activity to a
wide range of profession circles in his article called “Contextualism: Urban Ideals and
Deformations” written in 1971, described the situation which comes out in the context
of contextualism later and says; “After the so-called Postmodern revolution the term
‘contextualism’ began to attach itself to stylistic manifestations-as do most co-opted
ideas in architecture. It referred to red brick buildings being built in red brick
neighorhoods and gingerbread matching gingerbread” (Nesbitt, 1996: 54). We
probably assume that there is common consensus on that such attitudes are not of
potential to produce livable new environments. Because the most important aspect of
new livable environments is that they enrich humans’ experiences and their lives and
as they can correspond to the ever-changing society’s feelings, views and the
patterns of behavior and its need for renovation, they can also bear a vision of future.
Such kind of attitude seems to be outside of contextualist architecture’s field of
interest. | define this type of contextualism which is indexed to the extant forms,
single layered, static, separating the form and content, deprived of profoundness and
leading to the conclusion that ‘form follows form’ as materialistic contextualism.

Moreover, Rowian contextualism by definition can only make sense for designs
included in existing city pattern, and the environmental designs outside of this area
are excluded from its service area as well. It is an important limitation for total men-
made environments. Because nowadays the applications of architecture and
urbanism apart from ancient cities are so many that they can not be neglected.
Another point is that considering the circumstances of the age in which the existing
buildings in pre-existing cities are constructed, we reach the conclusion that many of
them did not have contextual relationships with their surroundings If they had had,
we would be deprived of many architectural buildings like Eiffel Tower, Guggenheim
Museum or Berlin Jewish Museum which enrich our lives, widens our perspectives
and have a remarkable place in our architectural repertoire.
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THE APPROACH OF METAPHORIC CONTEXTUALISM AND SOME
ARCHITECTURAL EXAMPLES

We live in a period of time when our modern architects and designers like Steven
Holl, Herzog & de Meuron, Daniel Libeskind, Charles Correa, Santiago Calatrava
widen the limits of the conception of contextualism as far as they could and in way
they include both the past and the present, narratives, memories, characteristics
about the subject of the project and the aspects of life that are not materialistic. It is
seen that their multi-layered, sophisticated, dynamic architectural interpretations are
based on metaphors. | define their approaches in such characteristics as “metaphoric
contextualism”. These architectural interpretations which are open to all dimensions
of life and human being, and nourished by them in turn demonstrate how we realize
the new livable environments which broaden our experiences. As Johnson indicates,
“Metaphorical projection is one fundamental means by which we project structure,
make new connections, and remould our experience” (1987: 168). Aristotle described
the importance of metaphors from the aspect of creativity as follows: “...ordinary
words convey only what we know already: it is from metaphor that best get hold of
something fresh...It is great thing by far is to be master of metaphor” (Rhetoric,
1459a). New metaphors are capable of creating new facts and they constitute the
whole conceptual system on which all human activity depends (Lakoff, 1987). From
the same perspective, Ricoeur (1991) suggests that metaphors increases our sense
of reality by shattering our feeling of reality and reality goes through a metamorphosis
because of our experienced metaphors. Based on these insights Ayiran claims that,
“At the end of design process...it is ideally aimed to reach to a new design reality
which has never existed until then...In order to achieve this reality, it is a must that
our current sense of reality gets through phases of metamorphosis. Otherwise we
can never find the opportunity to add new realities on to existing realities...that this
opportunity can be acquired by the metaphors” (2005: 34). “Heidegger focuses on
architecture as a metaphor, through which he questions the relations of Being to the
Space” (Yorgancioglu, 2004: 73). As a design product based on metaphors is not a
totally unfamiliar reality or not a form in our context but the metamorphosed state of
existing reality, in a way it keeps its contextual relationships. Because of this,
metaphoric contextualism is a kind of resolution to prevent creativity-identity dilemma
and alienation feeling. However, it is beyond simple, formal relationships. As
Racjhman points out, “...Rowe would reduce depth to the simultaneity of figure and
ground. In this way they would eliminate just that which makes depth intensive and
grounded ...architectural or urban vision remains fundamentally a matter of
discovering an imperceptible unity in a perceptible diversity of elements. Deleuze
suggets another kind of vision: one that tries to find the ‘signs’ of an imperceptible
‘disparation’ in what present itself as a perceptual totality - the vision of an intensive
‘multiplexity’ in the midst of thing” (2004: 78). The approach of metaphoric
contextualism embraces the vision that will correspond to Deleuze’s suggestion.
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Figure 3. Hamburg Concert Hall, Herzog & de Meuron
(From: http//modern.weblogswork.com/category/commercial)

Historical continuity and contextual relationship in Hamburg Concert Hall which is
realized by Herzog & de Meuron in 2004 are attained not by Werner Kallmorgen'’s
existing port warehouse on the top of which the concert hall is constructed but by the
metaphoric expression of frigate’s set out from Hamburg seaport. The new concert
hall interpreted as superstructure by sailboats is neither formally nor materially
related to the old warehouse on the top of which it is constructed (Dawson, 2004).
On the other hand, it can easily be predicted that by this relationship materialistic
contextualism aims at securing a physical harmony with warehouse which is
constructed in 1966 and dedicated to Loos. Jawahar Kala Kendra Arts Centre in
Jaipur which is dedicated to Nehru is one of the examples of Correa’s metaphoric
contextualism. This art centre is the metaphor of Nehru who was the first prime
minister and plays a significant role in gaining the independence of India and of
Jaipur itself.

Figure 4, 5. Plan of Jaipur; Plan of Jawahar Kala Kendra Arts Center, C. Correa
(From: Correa, 1996)
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Here, a double code, the metaphor of archaic notion of Cosmos, which is same not
only with the city of Jaipur but also with the mandala of Navgraha is seen (Correa,
1996). The structure of basic plan is based on the equal division of a square to 9 little
squares in way that will represent the 9 planets. However, Shukra which is one of
them is tilted after it is moved to one side in a way that will be reminiscent of the
place of entrance in the city plan. The main functional groups of art centre are
included in 9 squares conforming to imaginary characteristics attributed to planets in
the archaic era. For instance, administration is placed in Mangal square which is
believed to be the symbol of power and library is placed in Guru which believed to be
the symbol of wisdom. Metaphors also play active role in detailed designs. This
feature is interconnected in Rahu who is the symbol of devourer and restorer at the
same time and depicted as intercepting circular walls and the contrast of black and
white hues. In this section a column is also the metaphor of the axis of the Universe
(Correa, 1996). This design of Correa is an example of metaphoric contextualism
which is not limited to the physical characteristics of the environment and based on
the abstraction of cosmology and the city of Jaipur and in this design metaphoric
contextualism secures its purpose of renovation without losing its historical continuity
and resolves the creativity-identity dilemma. Jewish Museum of Libeskind in Berlin
chooses to seek contextual relationship not in surrounding buildings but in the
unfortunate situation violence which is the subject matter of the project.

ure 6, 7. Jewish Museum , D. Libeskind; Imperial War Museum, D. Libeskind
(From: Libeskind, 2001, The Space of Encounter)

The structure of the plan and clear and deep cracks on the building are the
metaphors of cruel event Jews confront. This design has no contextual relationship in
Rowian sense with surrounding buildings.  Another example of Libeskind’s
metaphorical contextualism approach is Imperial War Museum in North Manchester
in which he tends to the expression of crashes on land, in sea and in air. Santiago
Calatrava is a designer in the formations of an architect, engineer and sculptor who
adopts metaphorical contextualism by his predominantly structural works in which he
takes animal skeletons, human body or organs as metaphor. His works prove that
there is no dilemma between creativity and identity in design and these designs
brings new dimensions to their environment.
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Figure 9, 10. Sketch works of S. Calatrava for Valencia Planetarium; Valencia
Planetariun, S. Calatrava (From: Tzonis, 1999, Santiago Calatrava)

In our age, Steven Holl is an most important figure who brings “metaphorical
contextualism” to its extreme degrees with his profound, sophisticated and multi-
layered designs in the context of building and site relationship. With his words,
“Architecture is bound to situation...a construction is intertwined with the experience
of a place...The site of a building is more than a mere ingredient in its conception. It
is its physical and metaphysical foundation. Through a link an extended motive, a
building is more than something merely fashioned for the site...Architecture and site
have an experiential connection, a metaphysical link, a poetic link” (Holl, 1989: 9).
Within the context of Holl's works, “metaphysical link” means a metaphoric
interpretation related to site conditions. As Yorgancioglu points out, “He concentrates
on the emotional content of poetry as a metaphor manifesting the spiritual connection
between subject and architecture that takes place in the context of experiential realm”
(2004: 80). The physical attributes of the site, its history, its memory and all the
associations evoked by them in Holl's mind are intertwined and reflected on his
designs. Holl describes the contextual relationship between building and site which is
established in this way as ‘anchoring’ and again he uses a metaphor connected to
navigation. He remarks that, “Anchoring exhibits a particular condition where the
building and the site are no more distinct entities. Rather, their fusion leads to the
formation of a new, unified condition” (Holl, 1989: 9). At this point, Holl reveal us
probably the most important secret of the solution of identity-creativity dilemma.
Because, if the new design is a unified situation which comes out as a result of the
fusion of creativity, building and surroundings, it is also the expression of a new entity
which comes out as a result of transformation in old ‘genes’. Holl is an architect
whose works verifies his verbal statements at the most. And his designs are also the
unique expression of the identity of the place where they are produced. On the other
hand, the main purpose materialistic contextualism and reason for its outcome is
continuation of the old identity exactly or with limited revisions. Frampton’s opinions
are in the same line with these statements: “... ‘anchoring’ differs from and endeavor
of retaining visual, material or technical continuity with the environment a building is
located in” (2003: 536). ‘Intertwining’ is an important concept in Holl’s personal
vocabulary and its counterpart word ‘chiasm’ in Greek is also used in the writings of
phenomenologist Maurice Merleau-Pointy (Drake, 2005). Museum of Contemporary
Art which was designed by Holl in 1992 in Helsinki has borrowed its short name,
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Kiasma, from Merlau-Ponty (Drake, 2005). However, it has borrowed from his not
only its short name but also the whole philosophical system. Because, the
phenomenology of Merlau-Ponty is the highlighted metaphor in the design of this
museum building.

Figure 10, 11. Fifth Floor Plan of Kiasma Museum of Contemprory Art, S. Holl;
Kiasma, S. Holl (From: Garofalo [Ed], 2003, Steven Holl)

It is based on a double formal arrangement which can be divided as rectiliear and
curviliniear and the purpose of this is to express the dilemmas between nature and
culture, object and space, movement and stasis, light and material metaphorically
(Drake, 2005). Rectilinear form which is the expression of culture aims at
establishing a contextual relationship both with city grid and surrounding A. Aalto and
E. Saarien’s buildings in the process of intertwined interpretation (Drake, 2005). On
the other hand, the twisted forms are the metaphors of Lake T6616 Bay which is over
there. In the conception of space, metaphors are important too, according to Drake,
“...space is interpreted through the projection of body, regarding it as space into
which the body could move” (2005: 56). In order to ensure that all objects appears to
be in entirety in which the internal space is not abstracted as an emptiness but gives
the sense of fullness and just feels like home atmosphere, habitation is used as a
metaphor. Rectilinear and curvilinear double arrangement is also the metaphor of
“sentience” and “sensation” layers of human being (Drake, 2005). Holl uses
phenomenology here as metaphor and thus turns it into a design.
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Figure 12, 13. Top: Graphic Expression of Bartoc’s Music, Bottom: Model of Stretto
House, S. Holl; Elevataions of Stretto House, S. Holl (From: Holl,
1966, Stretto House)

Another interpretation of him which is striking and displays the scope of the sphere of
interest in the quest after contextual relationship with all dimensions of life is Stretto
House. There he uses Bartok’s Music for Strings Percussion and Celeste as
metaphor (Holl, 1996). The definition of architecture as ‘frozen music’ may be for the
first time approved in such a tangible way.

REFERENCES

Agrest, D. (1998), “Design Versus Non-Design” in Hays, M.K. (Ed.) Opposition Reader,
Princeton Architectural Press, New York, pp. 331-354

Anon. (1992), “Contextualism ?”, Lotus, No: 74, 1992, p.109

Ayiran, N. (2005), “From Systematic Methods to the Metaphorical Approach in the Design
Studio”, A/Z, ITU Journal of Faculty of Architecture, Vol.2, No: 3-4, Spring, pp. 21-51

Caragonne, A. (1995), The Texas Rangers: Notes from an Architectural Underground, MIT
Press, Cambridge, Mass.

Cohen, S. (1998) “Physical Context / Cultural Context: Including All” in Hays, M.K. (Ed.)
Opposition Reader, Princeton Architectural Press, New York, pp. 65-104

Colquhoun, A. (1981), “Displacement of Concepts in Le Corbusier” in Essays in Architectural
Criticism, MIT Press, Cambridge, Mass., pp. 51-66

Correa, C. (1996), Charles Correa, Thames and Hudson Ltd., London

Davey, P. (2002), “Comment”, Architectural Review, Vol. 212, No: 1268, October, p.36

Dawson, L. (2004), “Water Music: a new Concert Hall Complex in Hamburg draws on the City’s
Maritime History, Architectural Review, Vol.216, No:1291, September, pp.78-79

Drake, S. (2005), “The Chiasm and the Experience of Space”, Journal of Architectural
Education, Vol. 59, No: 2, November, pp. 53- 59

Ellis, W. (1998), “Type and Context in Urbanism” in Hays, K. M. (Ed.) Opposition Reader,
Princeton Architectural Press, New York, pp. 227-251

Forty, A. (2004), Words and Buildings / A Vocabulary of Modern Architecture, Thames and
Hudson Ltd., London

46



contextualism in architecture

Frampton, K. (2003) “The Work of Steven Holl: 1980-1996 A Retrospective Prospect” in El
groquis (revised and extended edition, including issues: 78, 93, 108), Arquitectos
Publishing, pp.534-541

Gllgénen, A., Laisney, F. (1982), “Contextual Approaches at the Ecole des Beaux-Arts”,
Journal of Architectural Education, Vol. 35, No:2, Winter, pp. 26-28

Holl, S. (1989), Anchoring, Princeton Architectural Press, New York

Holl, S. (1996), Intertwining, Steven Holl / Selected Projects, 1989-1995, Princeton Architectural
Press, New York

Joedicke, J. (1959), A History of Modern Architecture, Frederick A. Praeger, New York

Johnson, M. (1987), The Body in the Mind: The Body Basis Meaning and Reason, Chicago
University Press, Chicago

Koolhaas, R.,Mau, B. (1995), S.M.L..WL., 010 Publishers, Rotterdam

Lakoff, G. (1987), Women, Fire and Dangerous Things: What Cathegories Reveal About the
Mind, University of Chicago Press, Chicago

La Marche, J. (2003), The Familiar and The Unfamiliar Twentieth-Century Architecture,
University of lllinois Press, Urbana and Chicago

Le Corbusier (1965), Towards a New Architecture, F. Etchells (Trans.), Architectural Press,
London

Nesbitt, K. (Ed.), (1996), Theorizing a New Agenda for Architecture, Princeton Architectural
Press, New York

Ockman, J. (1998), “Form without Utopia: Contextualizing Colin Rowe”, The Journal of the
Society of Architectural Historians, Vol. 57, No: 4, December, pp. 448-456

Pepper, S. C. (1947), World Hypotheses: A Study in Evidence, University of California Press,
London

Perez-Gomez, A. (1991), “The Modern City: Context, Site or Place for Architecture” in Quantrill,
M, Webb, B. (Eds.), Constancy and Change in Architecture, Texas A & M University Press ,
Texas, pp.77-90

Racjhman, J. (2004), “Out of the Fold” in Lynn, G. (Ed.), Folding Architecture, Architectural
Design Profile, John Wiley & Sons Ltd., Chichester, pp. 77-79

Rader, M. (1947), “Isolationist and Contextualist Esthetics: Conflict and Resolution”, The Journal
of Philosophy, Vol. 44, No. 15, July 17, pp. 393-407

Ricoeur, P., (1991), A Ricoeur Reader: Reflection and Imagination, Valdes, M.J. (Ed.),
University of Toronto Press, Toronto

Samuel, F. (1999), “Representation of Mary in the Architecture of Le Corbusier's Chapel at
Ronchamp”, Church History, Vol. 68, No: 2, June, pp. 398-416

Scully, V. (1989) “Robert Venturi’'s Gentle Architecture” in Mead, C. (Ed.), The Architecture of
Robert Venturi, University of New Mexico Press, Albuquerque, pp. 8-33

Shane, G. (1976), “Contextualism”, Architectural Design, Vol. 46, No: 11, pp. 676-679

Schumacher, T.L. (1996) “Contextualism: Urban Ideals and Deformations” in Nesbitt, K. (Ed.)
Theorizing a New Agenda for Architecture, Princeton Architectural Press, New York, pp.
294-307

Yorgancioglu, D. (2004), “Steven Holl: A Translation of Phenomenological Philosophy into the
Realm of Architecture”, Master Thesis, Middle East Technical University

47






GROUNDING AN ESCAPE, QUESTIONING CONTEXT

Levent SENTURK
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ABSTRACT

Revealing contextual relations make it possible to examine power relations and apparatuses
critically. But how can a design process avoid being trapped around another power center after
her escape from power? How can totalizing machines of power be avoided from situating
themselves in the midst of our escape?

In this essay the inquiry follows a twofold path: The first folds context with the problematized of
textuality. Reading can be gained only by durations which also creates difference. Durations are
fundamental to imagine a “body without organs” or an unorganized intensity of desire against
the power structures.

However, there are also misleading ways. We can ask whether there is a “safe” context or not.
Another question might be about the “gender” of a context. The inquiry can go on by
questioning the “neutrality” of a context. Is there a “national” context, is the last question to ask.
Making statements about the regimes of truth needs a problematization of the given.

The second fold is based on thinking on other ways of questioning fixed structures. This needs
a complication of the language, as it can be seen in the “oulipian” approaches. The accidental
and the unorganized gains its potential in radical experiments of the oulipo.

The outcome is the Arch-po, and “arch-pists” are “snails that build a shell in which they plan to
escape”. Leaving the shell behind is the event, the critical issue. In order to ground an ethics in
an architectural studio in architectural education, the rejection of gentrification, avoiding
domestication and intensifying anarchy is crucial. This may give way to problematize
architectural knowledge and so architectural thought can be the context.

Keywords: Textuality, Contextuality, Architectural studio, Non-linearity, Power
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TEXTUALITY

Context is the given, but the text has its own movement and durations. In the social
environment, each strata is so interconnected and interwoven to each other that, the
totality of the given tends to be invisible. The more we obey the context, the more
difficult it becomes to recognize its stratified nature. textuality can not be reduced to
the eternal composition or the genius of the author's words either. On the contrary,
duration of the movement, that is to say, reading is textuality itself. All the writer can
do is to intensify reading. Reading creates the duration and makes it possible to
perform an escape from the context or from the stratified. The codifiers, the authors
of power utilize this function of language. However, language is also a judo master,
who in turn can have his rival taste defeat by using his own force.

Given that the stasis of a built structure is immersed within the context, durations
have the capacity to destabilize structurality. Not a harsh demolishing process is
needed. On the contrary, the built environment will remain untouched. Textuality
follows the folds of the context, it does not deny the context’s presence. To create
movement, the folds of the stratified or the contextuality of the built environment is
necessary, like the surfer needs the wave. Cutting the stratas creates movement, just
like folds of water direct the surfer’s kinesis. To be destratified, freed from the given,
or to create movement among the stratas, a re-mapping is necessary. In other words,
we need to see the ordinary as something new. We have to discover the daily as if
we are seeing it for the first time. The context has unlimited potentialities in the form
of virtual durations. To unburden the given, to get rid of the strata without demolishing
anything, one has to invent an actuality of durations. That is say a new concept. For
arch-po the stop-motion technique has been a means to imagine such a new form of
duration.

The stop motion technique is the plateau. The plateau can not be divided or
interrupted with any external force. As Tamsin Lorraine has emphasized:

“‘Deleuze and Guattari take the term ‘plateau’ from Gregory Bateson; it
designates a “continuous, self-vibrating, region of intensities whose
development avoids any orientation toward a culmination point or external
end.” (1)

This plateau is composed of the “body-without-organs” of the brick. A “body without
organs” is the egg form of any given organization. That is to say, the wall is an
organized form, an organism. The virtuality of the wall is its capability to fold. A
dancing wall, a schizoid wall, a continually wall-being, is “the body without organs” of
the brick. The brick is not obliged or constrained to a certain type of plaiting. It does
not have to follow any pregiven height, thickness, because it is not contextualized
within an architectural program. Neither is it coded within the visual harmony of
aesthetics and taste. Rather, it is simply a “body without organs” of the desire of its
cartographer(s). The accumulation of bricks can be rendered endlessly which implies
the “body without organs” of the brick. Within the plateau of stop-motion technique
and the “body without organs” of bricks, an endless play of intensities can be
actualized without any lack or failure. The formations of the plateau are limited with
the laborer group, the titles of the experiments of desire and the number of bricks.
The body can change orientations, so he or she can become that change. He or she
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can also betray the laws of the game and vibrate any sort of intensity without
worrying about its truth or utility. The plateau is also composed of sequences of
different kinds of experiments with bricks. As a result, every student created his/her
own film. Each duration is the irreducibility of difference. A plateau of bricks does not
become a higher organism within time. We can not expect the “body without organs”
of the brick to re-contextualize a patterning, or a hierarchy to perform a genuine piece
of architecture, or to invent an “aesthetics of bric9ks”. Through the stratified, one may
even not see what is going on with the bricks. The plateau remains almost virtual,
invisible to the daily or the stratified.

SECURITY AND THE HERMAPHRODITE

We are forced to imprison ourselves within the context. The gentrified middle class
environment reinvents the notion of security to intensify this panoptic imprisonment.

The bodies —as individuals, as selves of the post-capitalistic economical regimes of
the 3™ worlds— are forced to imprison themselves with the new “security” concept.
Multi-lock steel front doors, secured pvc window profiles and electronic alarm
systems are making a surplus on the market which has an auto-catalyzing effect on
the imprisonment of our bodies. The result is a never ending insecurity in the
neighborhood which nullifies differences. The self is already facing an infinite
homesickness, which does not end, even if he/she is at home.

How would it be possible to place ourselves “safely”? Is there a real notion of safety?
Some property ads offer new lives for the doomsday that is about to come in the form
of a major earthquake to istanbul. For a body it is an impossibility to inhabit without
regret in a pre given context, or in a ready-made context written by developers.
Furthermore, the process of gaining a text within the built environment, the city, is
neither limited to, nor defined by, the context. On the contrary, it is our differing
intensities that reshape and organize the ever-changing bigness of that
hermaphrodite body of space.

The context has long been decided as a body which has a gonadal tissue, producing
male, female and sometimes (in case of abnormality) both kinds of gender forms. By
this assumption, urban planners and architects have often been invited to “correct”
the “hermaphrodite” body of space, (just as the former surgeons once did) and to “fix”
her sexuality to reinvent a discipline over the context. Just like techniques of biopsy,
the body could easily be dissected without the necessity to kill it. So, the technicians
could diagnose and guarantee the security of the apparatus of the bio-political state
by situating and fitting the abnormal, the hermaphrodite, which was in fact formerly
only an intensity of maleness and femaleness in varying degrees. Context must be
freed from the essences of gender polarity and regain its real sexual multiplicity.

ACADEMISM OF ESCAPE, NEUTRALITY
Yet, there is another widespread academism of escape from the context, which

refuses to deal with the hegemonic nature of the present-day political context. In
order to be awarded with academic degrees of prestige, they produce “cool, cooler
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and cooler’ papers which deal with light and softened outcomes of conceptual
issues. They follow the left lane and intend to utilize hard nut philosophers to bake
philosophical souces. This new generation of tourist academicians choose to
overlook the context and follow a calculated strategy to please. This sort of pseudo-
academism produces a considerable amount of academic garbage which is
nowadays a very fashionable way to make an academic career. On the other hand,
there is a growing interest to house these yuppies in the university market, because
yuppies are key figures and sine-qua-non aggregates for establishers of a new
concept of corporatist university, based on anti-opposing, non-resistant, ever-smiling
insiders as well as yes-mans.(2)

Intellectual and professional neutrality re-canonizes the given. The context
sometimes helps to reconfigure a hegemonic state control. A mute and total
nationalism tends to nullify lines of flight from the given and tries to kill the active
forces of resistance. The more nationalism gains power, the more dangerous it
becomes to make statements about the regimes of truth. Nationalism is the denial of
the context. A context should never become absolute. Interrelatedness is fragile and
questionable. Context is threatened to be utilized by oligarchy or hegemony.
Nationalism is becoming the strongest means in Turkey which tends to hide itself
within the totalizing symbols of masculine power. This was strongly felt when Orhan
Pamuk was awarded with the Nobel Prize, which was also given to the Turkish
language. But the silence was so intense that it could almost be touched, like a
frozen cloud in the air. Codes of indifference had gained a total, this time a chauvinist
“pbody without organs”. It was a shocking experience to walk along the Istiklal street,
where there was no obvious sign of happiness, pride or celebration but a silent fear,
hatred and jealousy. An international pride turned out to be a national demonization
of the writer. The nationalistic framing produced a massive silencing. However, there
was another strong opposition to this silencing which resisted and continued to
destratify this context. Soon after, not to our surprises, the dominant and indifferent
culture industry made its step by sublimating the poet rather than the novelist. This
maneuver, from novelist to the poet represents conformity and harmony. The cultural
context is performed as a mélange of forgetting, denial, opposition and participation,
and many more practices. The more the context is manipulated, the more the
“danger” is defined to “solve” the crises of representation. This shows the intensity of
the crises.

THE OULIPO, A SURREALIST APPROACH

Oulipians, beginning from the 60’s in French surrealist literature, have never
regarded themselves as contextualists, on the contrary, they denied even the
probable father figures by naming them ironically as ‘Plagiary Anticipatory’. This was
crucial for the sake of the autonomy of techniques that must have easily been
accused by conventionalists for disrespect, which oulipians seemed to enjoy.
Considering the ‘N + 7’, — or a more generalized formula, ‘W + 7’ [word + 7] — a sort
of word game which can be played on any kind of text including nouns or words, this
technique like many other oulipian techniques operates on the codes of language,
one of the powerful abstract machines used for the production of truth, as Michel
Foucault puts it. This technique betrays culturally conditioned categories of
textualities which are carefully contextualized daily. The N +7 situates the oulipian
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writer distanced to James Joyce, The Bible, or a car rental contract, or a list of
precautions in a swimming pool equally. Each are unique to operate on skeptically
and anarchically. It goes like this: 1. Take a text. 2. Find the nouns. 3. Take a
dictionary. 4. Find each noun, count until the successive 7" noun in the dictionary. 5.
Replace the latter. 6. Enjoy your piece of oulipo literature. This turns out to be,
without doubt, one of the most convenient ways of evaporating all sorts of stratified
knowledge from a text. The text will become so free from style, authorship and truth,
will gain a shocking loss of meaning, textuality, power. But this oulipian technique
does not aim to end up with a nonsense piece of art. It opens up infinite versions of
one single text. The pre-given identity is lost and a multitude is reached within the
given. The ‘N = x’ technique is in itself multiple, an endlessly varying procedure.
Counting verbs, backwards or forwards with any number will give each time new
‘threatening’ results, will diversify new versions each having equal value. The reader
may think this is not a way of reading; however it is a very useful way of thinking on
other ways of questioning fixed structures of any sort. The complication of the
language which is organized as a machine for the production of truth in the regime of
truth gives way to accidental and unorganized relationships within the given form of a
text without the need to invent a new one.

Just as oulipians have opened a gap and mastered this gap with intensive labor
within the literal meaning and value system and therefore questioned the
reproduction and circulation in the truth producing market. many other potential
ateliers for different fields can be assumed (and actually has been, historically).
Combinatorial literature has not only invented techniques of transposition but has
given a wide range of anagrammatical texts, lipograms of restricted vocabulary,
liponimical masterpieces using every word in a language for once and becoming an
ideal version of a dictionary, novels based on lost letters, such as Georges Perec’s
‘E’(3), chimeras fusing texts in one or homophonical translations as alternative
codings within a language and among other language(s), etc.

Raymond Queneau once defined the oulipians or the writers who have created the
atelier for potential literature as “the rats that build a maze in which they plan to
escape”. Queneau’s definition can be adapted to the arch-po’ists or the members of
the studio for potential architecture as “snails that build a shell in which they plan to
escape.”

Thinking on the potentials of architecture does not mean to be a candidate for the
developers market which needs a cultural framing for its massive building process,
but to stop and to think for a while. The arch-po’ist is not a sprinter but a snail, a
weak, disturbing, unaesthetic being which is highly sensitive to its environment and
moves in its own duration. The snail has a capacity to build her own house which has
been sublimated and utilized by the modern founding fathers of architecture, such as
Le Corbusier. A naturalistic sublimation of the shell resulted with the divine proportion
or the Modulor which included universal claims for humanity. However, these claims
have ascended from a western, culturist, masculinist context which has been
criticized. The snail leaves its shell to question the building process as a means of
stratification. The shell is not a fragile divinity to be sublimated but a normative by-
product. Leaving the shell behind is the event, the escape itself which is a critical
issue. The critic throws the brick out of the window. The brick makes it line of flight to
show what sorts of power relations are practiced.
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Grounding an ethical architectural studio needs a few remarks. The first and foremost
is that, any form of gentrification must be rejected. An architectural studio must
intensify anarchy and must avoid domesticating potentials. The second is that, an
architectural studio must deal with the burdens of architecture, not to strengthen the
conventional but to question it. A combat for the self puts the architects abilities into
doubt. As Pierre Bourdieu has put it, neo-Darwinism puts persons in such a cynicism
that every individual becomes a fighting subject which results with an absolute
solitude and a nonsense powerfulness of the self. This is also the norm and essence
of neo-liberalism.(4)

A potential atelier for architecture may be organized, to question the contextual
thinking in architectural theories and practices. Following a Mexican writer and artist,
Manuel De Landa’s critique on linear histories and his re-reading of the last
millennium of mankind has given the opportunity to introduce a history of flows,
strata, emergent properties, self-controlling systems, auto-catalytical processes, that
had previously been worked out by Gilles Deleuze. All these show meshes of
resistance but not of power or hierarchies, therefore re-conceptualize a contextual
thinking of the earth. In this respect, a context is not a pre-given, transcendental
reality but a construct, a milieu of intensities, which does not end up with fixed, re-
canonized forms. Any form is only an eruption, an event, and can not be defined as a
type but a temporary form of power in the field of immanence or plane of consistency.
De Landa’s problematization of history in terms of non-linear concepts is also a
practice to question a pre-given contextuality. De Landa’s production of concepts is
an escape from the striated or gridded, teleological historiographies that makes its
statement with intensive qualities. Oulipian techniques heavily operate on extensive,
quantitative properties to reach the intensive character of a given material:
Language, comic strip, painting, even architecture.

Oulipian techniques, integrated with De Landa’s concepts of non-linearity may help to
think on intensive qualities which obviously refer to differentiation. Any intensive
quality resists totalizing knowledge production. This can show architectural design’s
BWO, “body without organs”, the source, the formless intensity.

ARCH-PO

In his foreword to Deleuze and Guattari’'s book, A Thousand Plateaus, Brian
Massumi has said:

“A concept is a brick. It can be used to build the courthouse of reason. Or it
can be thrown through the window. What is the subject of the brick? The
arm that throws it? The body connected to the arm? The brain encased in
the body? [...] What is the object? The window? The edifice? The law the
edifice shelters? [...] The concept [...] is an act. [...] Rather than analyzing
the world into discrete components, reducing their manyness to the One of
Identity, and ordering them by rank, it sums up a set of disparate
circumstances in a shattering blow. The modus operandi of a nomad
thought is affirmation, [...] Force is not to be confused with power. Force
arrives from Outside to break constraints and open new vistas. Power builds
walls.(5)
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In the case of Department of Architecture situated at the Bademlik campus in
Eskisehir, the physical conditions can not hide the decay. A main campus is working
as a gigantic magnetic field for all the faculties of the university. The department of
architecture can not avoid being trapped in that field and has resisted being uprooted
so far. Although a main campus has satisfactory facilities, the ideology of a unified
campus is problematic. The derelict Bademlik campus has an impressive flora, but is
almost haunted today. Buildings are about to be demolished. The Department of
Architecture has made attempts to conquer the campus which had no results. Now,
lack of investment and staff, and neglection has its radical and saddening image of
decay.

At this point “arch-po” decided to question this policy of migration and neglection. The
department has followed questionable policies as well, which is hardening the
situation. The department of architecture, as a minor school did not have the
opportunity to build extensions either. The ideology of a major campus is a state tool
for stereotyping differences. This is also one of the most problematic situations for
the university. How a school of architecture can be the source of change, if it can not
have the smallest opportunity to build its own environment, does not even seem to be
an ironic question any more: It is obviously a Kafkaesque situation.

The work of arch-po to deal with this with Kafkaesque situation, needed more than
4000 bricks and intensive labor.

The walk of the bricks begins in the school; and each time they meet a new building,
a pool, a colonnade, a bridge or stairs, they create a critical dialogue about this
encounter. Temporary formations are designed by the students and are applied.
These formations appear as sequences in the arch-po films. The building processes
have been photographed which needed intensive labor. The effect that the bricks
move according to their will has become crucial. The bricks are never fixed.

There are 8 sequences. Each took a week or more to design and apply them. This
also meant 8 different locations in the campus setting. The whole equipment was 2
wheelbarrows, gloves, 2 digital cameras, 2 tripods and 8 hard-working students. The
whole semester we made readings, had discussions, did models and real-size
models, wrote essays, made short films, had discussions on the films, and finally
showed them at school. The first 4 weeks were reserved for readings, drawings and
discussions. Beginning from the 8" week, intensive work with bricks was done. Each
week a different theme and method was created spontaneously. The whole brickwork
was done for 6 weeks. The team was very exhausted and luckily none of us became
crippled. Brickwork was done between the end of March and 20th of May, 2006. The
last three weeks, students worked on their films. We decided to add a gt sequence
which would contextualize the walk of the bricks within the situation plan of the
Bademlik campus.

The first sequence is the “stack”, a one-day exercise done with 4000 half scaled
model bricks made from compressed sawdust boards. This cheap material was used
a few years before and was stocked in the school. The arch-po group acted as if they
were discussing their sketches, while the stack moved from one desk to the other,
made flows, became a wall, collapsed and stacked again as if nothing had
happened. After the photos had been taken, the only rule for the film was decided: To
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synchronize the photos with classical piano pieces that the students would choose.
The results were creative, surprising and amusing.

The second sequence is “chess”, a game played with bricks and the floor covering of
the atrium of the school. Each member of arch-po designed a chessman and built it.
The figures had to be built over and over again to show the movement. For each
chessman, 1000 bricks were needed.

The third sequence is the “amoeba” and was performed outside the building. The
bricks imitate some unfinished cubic column bases, become these unfinished
columns, transform themselves into an amorphous, closed figure, gain height with a
permeable braid, melt and flow like a liquid being.

The forth sequence is the “pool”. The team wanted to intervene a ruined, dry fountain
and the nonsense geometric arrangement of paths around it. This arrangement was
reducing the field of grass and blocking free walk in space. To make fun of this
situation, bricks marched from 3 different locations like armies. They collide in front of
the fountain, lose their order, become a liquid mass, run into the empty pool and fill it.
The students also play in this sequence by lying down.

The fifth is the “colonnade” sequence. The entrance of a school building and its
fagcade is put in the frame. A wall runs through this colonnade, grows and shrinks,
jumps and hides.

The sixth is the “ghost” sequence. Arch-po intrudes a ruined school building with
several hundred bricks. The building is about to be demolished, there are earthquake
cracks everywhere. There was even a muddy and mossy puddle which must have
leaked from the central heating system. It was covering an entire classroom leaving
an island in the middle of it. The arch-po group had to be quick, so a standard figure
was decided to be built in ten different locations in the building. This would be the
ghost. The ghost was a plain wall box which was 130 cm. wide, 200 cm. high and
had a thickness of 40 cm.’s. It is the most dramatic sequence of the entire work.

The seventh is the snail sequence. Arch-po members leave the building without
touching the ground. They step on the bricks and use bricks to walk through a 100
meters long path to draw a line on the map. This snail sequence is like a train which
has to lay its own track to move. The bricks and bodies are merged to become a snail
during this game.

The eighth is the “bridge” sequence. In this last sequence, the entire material is used.
This sequence was planned as an ever-changing and mutating accumulation game.
In each photograph, a load of wheelbarrow is arranged. When the second load
comes, a different student comes, adds this material and changes the previous
arrangement. There is a continuous transgression. This is the closest result to a
“body without organs” of the brick. There is no order but a continuous play of desire
which ignores all rules and manipulations. When all the bricks are on the bridge, the
flow goes on the end up with a massive wall to block movement.

All the “Escaping Walls” are strangers to the context. They do not speak the context’s

language. They are undecided, ambiguous intensities. They show the strata, the
striated, the microphysics of power.
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ABSTRACT

Globalization and its implications are often seen as synchronous with the idea of mono-culture.
Instead of seeing globalisation as a threat to cultures, this paper argues that the accompanying
plurality should be viewed by the designers as a wonderful opportunity to create bi-cultural
(multi-cultural) objects, which relate to more than one culture simultaneously thus resolving the
identity-creativity dilemma.

This process is often seen in the past whenever two cultures have interacted. Revisiting this
well established process of assimilation seen within cultures, this paper proposes 'assimilation
in design' as one of the ways to mediate the inevitable plurality. Attempting to model the act of
assimilation, the paper attempts to convert the hitherto intuitive and unself-conscious processes
of assimilation into a conscious and thus usable process in design. The paper is built on
analysing relevant examples to decode and demystify the assimilation process, moving
backwards from an existing assimilate to identify the possible sources and understand the finer
processes that may have been involved in its creation. It also traces the possible process of
transformation of the source elements into references in the assimilate.

Modelling the assimilation process

It is argued that to use assimilation as a design approach, the objects have to be viewed as
carriers of meanings, and thus vehicles of communication (which is closely connected with the
concept of identity). In this framework, design should be based on a reversal of the way in which
we access those meanings. Thus, assimilation in design is seen as the conscious building of
links and references using features borrowed from multiple cultures, often from the local and
non-local sources/image banks.

The analytical model developed empirically reveals a three-level resource used in assimilation,
moving from the tangible to the intangible, that include 1) manifests and processes, 2) notions,
3) concepts and ideas from other cultures. The model reveals how one can borrow from multiple
cultural resources, what one can borrow, how and where one can use what one borrows and
how the choices made during all of this affects the end product and its communication. The act
of borrowing however is not a cut and paste process. Coming from multiple sources,
transformation of borrowed features is crucial to the intended identity formation and also to the
aspects of continuity, relevance and coherence of end product. While designing is only one part
of the process, the viewer's process of accessing and decoding the borrowed references and
links also becomes critical controlling the selection and usage of the features during design.
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The paper also takes a position that assimilation cannot be a universal answer to all the issues
raised by globalization but should be applied only where a bi-cultural response is possible and
desirable. Yet, it presents huge potential to help create bi-contextually relevant products which
are easily acceptable in new cultures. It opens up ways to ride the globalisation wave and
create continually changing design diversity aided by the increased interaction and easy access
to cultures other than our own. It does not lead to a flattening of differences but rather a
continual enrichment of cultures and design.

It concludes by arguing that the conscious act of assimilation seen as having an advantage over
intuitive design efforts can be easily integrated into the design process with the potential of
leading to culture sensitive design, without re-inventing the wheel.

Keywords: Assimilation, Design, Bi-cultural, Identity, Globalisation

GLOBALISATION AND CULTURES

Globalisation is not new. Apart from seeing it as an economic process, globalisation
if seen as the global diffusion of cultural forms and meanings, if it is about the
growing mobility across frontiers of goods, information and people, as a growing
interconnectedness producing complex forms of interaction and interdependency
(Tubella 2004), then this process has been happening for ages. Cultures have
constantly tried to reach out and interact with other cultures and in the process also
enrich their own. The quantum of such exchange however is a lot more today.

Along with its many other implications, globalisation is certainly influencing the
relationship between objects and culture. In the ongoing acculturation process, the
rapid introduction of objects from other cultures and along with them, the baggage of
new environments, practices, thoughts and influences has altered or shifted our
notions of modernity and contemporaneity. As a result, most of our current notions of
modernity automatically link to non-local objects, sensibilities, values and aesthetics
leading to in most cases a direct adoption of expressions and a subsequent
suppression of local cultural expressions. The increased quantum of such
interaction, the varied and rapid inflow of visual and cultural information and the
failure to appropriate the accompanying plurality often leads to the dominance of the
non-local influences over the local which has triggered the debate of our identities.
As is commonly observed, design expressions in many cultures are still seen at two
extremes. Expressions of modernity are manifested through non-local expressions
devoid of any cultural uniqueness threatening de-culturation and expressions of
cultural rooted-ness is more often than not only a revival of expressions from the past
resorting to ethnicity.

Every change cannot and should not be resisted but how that change is appropriated
lies in our hands. While syncretism can be viewed as one of the ways of dealing with
the inevitable plurality, it can be easily viewed also as a failure of the contemporary
designer in pioneering new expressions of modernity that are rooted in local cultures.
To handle this process of trans-culturation in design consciously without resulting in
de-culturation, an alternative approach seems necessary that can help the local
culture take part and thus evolve and survive.

Local + Non-local = GLOBAL
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Rather than seeing globalisation as a threat to cultures, this paper emphasises that
the accompanying plurality can be viewed by the designers as an asset and a
wonderful opportunity to help expand design diversity. At a time when such
interaction, exchange and access to diversity is possible more easily than ever, the
situation today presents a unique challenge to designers to integrate and synthesise
these influences and create objects that relate to both the local and the non-local
cultures simultaneously, objects which can be termed ‘bi-cultural’. The process of
creating such bi-cultural objects which balances cultural continuity with contemporary
expressions has been seldom explored consciously in contemporary design thinking.

While supporting this view on globalisation, the paper attempts to go further to
structure and present a design process that compliments this stand. Revisiting the
well established process of assimilation seen within cultures, this paper proposes
‘assimilation in design’ as one of the ways of creating bi-cultural objects that mediate
the inevitable plurality thus resolving the identity-creativity dilemma. Building on
existing literature (Athavankar 1994, 1997b), it explores further how this process can
make a contemporary object belong to or evolve from a local culture, allowing
modernity to manifest itself without losing the references to the local culture.

The paper is built on analysing successful examples to decode and demystify the
assimilation process. By moving backwards from an existing assimilate, it aims to
identify and understand the processes that may have been involved in its creation.
Attempting to model the act of assimilation, the paper illustrates the process in a
structured manner to help convert the hitherto intuitive and unself-conscious process
into a conscious and thus usable process in design.

DEMYSTIFYING THE ASSIMILATION PROCESS

Assimilation is a process of synthesis of influences and features from two or more
cultures often diverse. To assimilate is to take in, understand fully, absorb,
incorporate and integrate, allowing for things to transform into something new while
still managing to relate to its origins. The transformations occurring in the process
are ways to allow the identity to evolve and thus survive (Athavankar 1996).

Assimilation as a process, like globalisation, is not new either. Most cultures have
developed by borrowing from across borders and other cultures without losing their
identity. It has been a natural or rather unself-conscious process of adaptation,
evolution and development whenever two cultures have met and interacted through
travel and trade, migration or when invasions have put one culture under the rule of
another. Each of these confrontations have yielded a variety of expressions in
almost all the artefacts or creations of cultures including language, religion, customs,
literature and music, art and architecture, objects, costumes and food.

Architecture is rich with such examples with the Indian subcontinent itself presenting
many which are a conscious resultant of such exchanges. New Delhi built as the
capital of the British Empire is one such good example. Realising the
interdependence of political power and architectural style and also knowing very well
that Imperial power best expressed by neo-classical idioms would certainly be
perceived as farcical in the Hindu and Muslim cultural spheres, the search for an
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appropriate architectural style resulted in one that was both European classical and
Indian Mughal (Volwahsen 2002). The mature Mughal style is a resultant of a fusion
between distinct architectural traditions, the one indigenous and Hindu, and the other
imported and Islamic (Tillotson 1989) with Fatehpur Sikri being the pinnacle of such
an effort. Disparate elements from the two source cultures were not merely mixed
but bound together in a new architectural logic creating a new and resolved style
distinct from both the Hindu and Islamic architecture though visibly belonging to both.
Similar explorations and expressions can also be seen in the Gujarat Provincial style
of Islamic architecture, the Indo-Saracenic architecture built by the British in many
cities across India and the residences of the native elite in the city of Calcutta (Bose
2006).

Many examples from architecture, furniture and objects lend themselves for our
conscious analysis to try and understand this process in a structured manner.
However, some basic assumptions need to be clarified first.

Assimilate as a Cultural Message

Objects, apart from being utilitarian are also carriers of meaning and are vehicles of
communication (Krippendorff and Butter 1984, Eco 1997a, 1997b), an idea closely
connected to the concept of identity. Seeing objects (including architecture) as
potential carriers of cultural meanings and messages allows us to discuss them in
relation to culture and thereon, their cultural identity. It is this meaning and message
that helps an object build a visual identity which allows one to connect explicitly the
object to a culture and also the non-visual identity — a value — that gets attributed to
the object within the culture.

In any interaction with an object, the communication of this meaning occurs through
non-verbal (often visual) clues in the object that act as ‘links’. It is through these links
that the notions and meanings stored in our memories (inherited or learnt) are
activated thus enabling the viewer to understand the meaning trying to be
communicated (Athavankar 1997a). Following this line of discussion, objects can
thus be seen as containing multiple links and references, specifically cultural links
and references which we access, intuitively connect, decode, categorise and hence
decipher the cultural meaning of the object. Deciphering these links is influenced to
a great extent by our cultural upbringing and pre-conditioning and becomes the key
to recognition, response and the overall communication.

Assimilation in design (or) making bicultural statements can be viewed as a reversal
of this process. It is an act of encoding involving a conscious building and balancing
of cultural links and references by borrowing, transforming and integrating features
from multiple cultures (both local and the non-local) which act as connectors/links to
the source cultures thus creating bi-cultural assimilates.

There are two parts that assimilation has to take care of while making such a
statement — the cultural identity and the cultural value. The identity is the
possible/potential cultural statement that the assimilate can make (covering the visual
and the material aspects) by borrowing and making references to the local and the
non-local cultures. By value, one refers to the usefulness, importance and general
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worth (value generated by its qualities or by the esteem in which it is held, covering
the conceptual/non-material aspects) that the assimilate can contain due to this
borrowing.

The process of managing the identity and value is nothing but the handling of the
various links that help build them up - creating links to new sources and if necessary,
modifying, de-emphasising or even deleting some of the existing ones. Along with
this, it also has to take into consideration the issues of relevance of the references
made, the nature of continuity (of a culture) and the coherence of the assimilate.

Seeing objects as carriers of cultural messages and the way in which we access
those links and decipher their meanings allows us to analyse and decode them
consciously as part of this study to explore the possible relationships between the
assimilate and the source cultures. A retrospective approach (Porter 1988) was used
in this study to analyse relevant examples to demystify and understand this process
better.

Using this approach, the analysis of Gandhi Smarak (Ahmedabad, India, 1958-63)
designed by Charles Correa is shown below (Fig.1 and 2). Such analysis however
indicates only a possible process of the creation of the object and does not seek to
recreate the actual method/process employed by its designer.

65



livenarch 2007

Source1l
Local Architecture

Source2
Gandhi’s philosophy

Ceiling Treatment

Flooring
Kotah Stone——

Treatment of roof
Mangalore tiles

Roof form
Pitched Roof

Built-form Type
Kutir

Use of wood

Nature of Spaces
Covered, Semi-covered
+=- and Open courts

/ -~ Scales of Spaces
¥ Simplicity

Honesty
s Minimalistic

Gandhi Smarak

Local Sources D

™

Exposed brick /

and concrete

White walls

Kotah and
Marble Floor

Gargoyles

LA

Non-Local
(foreign) Sources

Grid and Modular
Organisation

Separation of

' Skin and Structure
KSR Honest Use of
Materials

.......... Unadorned
Surfaces

Grid of Columns

Source3
Modernism-
Ideas and Expressions

—— Borrowing as Manifests

——————————— > Borrowing as Process

66

——————— » Borrowing as Notions
---------------- > Borrowing as Concepts



contextualism in architecture

4
o &
i

67



livenarch 2007

MODELLING THE ASSIMILATION PROCESS

Moving backwards from an existing assimilate helps reveal the processes and factors
that may play a role in taking features from cultures to references in the assimilate.
The model thus formed reveals how one can borrow from multiple cultural resources,
what one can borrow, how and where one can use what one borrows and how the
choices made during all of this affects the end product and its communication.

The Changed Image and Idea Bank

The role of precedents in the design process is already well researched (Oxman
1990, 1994, Lawson 1990). Earlier studies have shown that designers often depend
upon a reservoir of images and ideas (mostly mental) acting as references for their
design. In relevance to the focus of this discussion, these precedents become
cultural in nature.

All the material and non-material aspects of culture that contribute to the designer’s
reservoir of images and ideas are termed as ‘sources’. With culture specific features
and ideas being borrowed from both within the culture and from the outside, the
sources can be broadly classified into ‘local sources’ and ‘non-local sources’.
Through these sources, every culture offers many features for borrowing. The
features thus made available for borrowing are either a part of the mental world of the
designer if already internalised or may have to be generated through project specific
search or research. It is these features borrowed from the sources which become
references in the end object providing the links to their origins and hence offer a
culture specific communication.

Under the strong and multitude of influences on our notions of modern,
contemporary, international and global that has accompanied globalisation, it might
not be wrong to conclude that such reservoirs in the current design process contain
features and ideas that are largely non-local. Creating contemporary yet cultural
statements demands that one borrows simultaneously from both source cultures
which in turn demands the conscious build up of the local image and idea bank along
with the non-local image and idea banks.

To act as successful references, the sources must also be part of the collective
memory of the people of the culture. Hence, the inclusion of sources would also
have to become more selective depending on their potential to contribute to the
cultural identity and value of the assimilate and their relevance. It would also need
conscious updating and internalising with newer and potent features and ideas
continuously becoming a part of it. Creativity, innovation and challenge lies in
moving beyond clichéd imagery/ideas and finding new yet unexplored features that
are also potentially associative and also relevant.

The first step in the assimilation process involves the identification of the possible
sources from both cultures. Thereon, depending on the nature of the design
problem, certain features from the sources can be identified and borrowed to become
part of the assimilate. The analytical model developed empirically reveals a four-
level resource of features used in assimilation, moving from the tangible to the
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intangible, that include 1) manifests, 2)processes, 3) notions and 4) concepts -
each not being strictly disconnected from the other. Such classification allows
the designer to search or update the image/idea bank in a structured manner (thus
aiding easier access) and helps take decisions faster and more consciously.

Figure3: The four level resource of features used in assimilation and their
interconnected nature allowing 7 ways of borrowing.

Borrowing and Making References Using ‘Manifests’

Belonging to the material aspects of the cultures, manifests are the easiest and most
direct features to borrow from cultures. It includes any physical entity, stereotypical
elements, cultural artefacts, objects, patterns and motifs, ornamentation and other
representative elements of a culture. By relating to the same entity, stereotype or an
associated imagery in the source, it acts as a direct link to the source culture (Fig.4).

Our first encounter with most objects is mostly visual and hence visual links are
necessary to establish easy and unambiguous connections to the source cultures.
Making references using ‘manifests’ results in creating such visual links to the
sources and through them to the culture they belong to. Acting as cultural markers,
such links are direct, readily perceived, easily recognised and understood by the
mind, unambiguous and hence easily accessible.

Manifests are often bundled with associated processes, culture specific notions and
concepts and other notions associated with specific objects and object categories.
Borrowing a manifest along with its associations, if relevant, helps make the manifest
a more intrinsic part of the assimilate contributing to both identity and value. When
disconnected from relevant associated processes, notions or concepts, they remain
purely visual features and run the risk of being seen as surficial add-ons.
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Borrowing and Making References Using ‘Processes’

Making references using ‘processes’ refers to borrowing of any culturally unique
skills, methods of making, techniques or processes and the unique visual
expressions (like form, material treatment, colour, details, etc.) generated by them.
Any associated meaning or value that the process holds within the culture also gets
automatically transferred into the assimilate.

It is important to note that they will act as perceptible links if and only if accompanied
by the unique visual expressions (Fig.4). It is these visual expressions and their
unique correlation to the culture that contribute to visual links to the culture. While
the expressions create the necessary visual cultural links building up the identity, the
use of the process itself adds value.

This also presents an opportunity to evolve the existing expressions resulting from
these processes into something new. The skill of the designer becomes critical in
balancing the transformation of these expressions along with the establishment of a
recognisable end reference. An example of this is the development of the Gujarat
Provincial style of Islamic architecture where the process of making mosques using
temple spoils along with the use of Hindu and Jaina construction techniques, local
craftsmen, elements and ornamentation later became a distinctive style.

Figure 4: Manifests can easily act as direct links while processes can act as links only
if accompanied by culturally unique visual expressions.

Borrowing and Making References Using ‘Notions’

Making references using ‘notions’ refers to the borrowing of culture specific notions
(relating to objects and object categories) and also underlying thoughts and ideas
behind a manifestation. Such ‘notions’ when disconnected from any associated
stereotypical manifest allows the designer to borrow them independently to
reinterpret and develop a new manifest altogether that would be more appropriate
and contextually relevant. In this process, the establishment of a visual cultural link
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through the new manifest becomes essential. If not, the ‘notion’ itself might become
inaccessible for the uninitiated user adding only hidden value to the assimilate.

‘Notions’ too can come bundled with associated manifests. While associated
manifests can make decoding easier, if borrowed directly, they run the risk of being
irrelevant and hence becoming superficial. This is evident in the Indian context
where glass facades, though climatically inappropriate, have come as a baggage
along with the notions of modernity and contemporaneity.

In contrast is Jean Nouvel's L'Institut du Monde Arabe in Paris (Fig.5) where the
notion of a unique light filtering device or the jali’ associated with the Islamic
architectural traditions has been borrowed and combined with technology to manifest
very differently. Along with this, there is an attempt to establish additional and
relevant visual links to the source through the use of grids and patterns also
borrowed from the same source. Stereotypical imagery associated with ‘notions’
even when not borrowed directly can thus act as references for developing new
manifestations which are more relevant.

i i —— —
SIFIFEFFTTTT™

Figure 5: Facade of L'Institut du Monde Arabe by Jean Nouvel

Borrowing and Making References Using ‘Concepts’

Also available for borrowing, mainly form the non-material sources, are concepts,
philosophies, ideologies and principles, other culture specific thoughts relating to
world view, beliefs, behaviour, customs, mannerisms, etc. Examples may include the
principles of Modernism in architecture, Le Corbusier's principles of Modernism,
Gandhi’s ideologies and principles, principles of Vasthu Shastra (the ancient Indian
science of building) and tenets of Hindu or Islamic philosophy.

Generally, they are abstract and exist independent of a manifest. The source not
being any physical entity but rather a set of abstract thoughts, they offer the designer
an opportunity to interpret and manifest most suitably. To be easily accessed and
perceived, these too have to be accompanied by appropriate visual links. However,
even when the visual links lead the viewer to the source, references made using
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‘concepts’ require a highly initiated viewer to be able to perceive and understand the
link and therefore are limited by reach. Though not visually perceptible always,
concepts (if relevant) are generally observed to be more intrinsic to the assimilate
adding considerable meaning and value.

Keeping in mind the associativity, relevance and contextual appropriateness of
features borrowed, assimilation thus can be seen as the integration of these
manifests, processes, notions and concepts from two or more cultures. Manifests
and expressions related to processes being more material and external are easier to
borrow and integrate as against notions and concepts which are more intrinsic and
rooted to cultures and thus difficult to integrate. It is important to note that manifests,
processes, notions and concepts become cultural links if and only if they have any
recognisably unique correlation with their source cultures.

Objects being cultural messages, their communication becomes very important. All
the references would be accessed only through the new manifestations developed
and hence the sensitivity towards creation of the new manifestations becomes very
important. The importance of visual clues has already been mentioned and with
globalisation being often seen as the cause of homogenising identities, it becomes
imperative that objects first assert their visual links to cultures.

However, assimilation in design is not just about visual connections to various
cultures but also meanings. In the overall aim of making an object bi-cultural or multi-
cultural, it is important to understand that the build up of visual clues only contributes
to an objects visual identity. It is the build-up or additional layering through
processes, notions and concepts along with the visual clues that provide more links,
further enriching the assimilate and adding cultural value thus making the object
belong more meaningfully and intrinsically within a culture.

Though the process does seem fairly straight forward, the interconnected nature of
the features makes the building up of the desired meaning and identity and the
eventual decoding of the assimilate by the viewer more complex than imagined.
Further, the process of borrowing and creation of links is not a simple cut and paste
process which can easily lead to a sense of superficiality.

Transportation VS. Transformation

While transportation refers to the carry forward of a manifest without any process of
change irrespective of the new context of object, place and/or time, thereby achieving
a more direct communication, transformation is the conscious change in the
manifest as a response to a new context of object, place and/or time. All features
borrowed can be seen on this scale or a continuum depending on the degree of
change they have undergone.

It is to be kept in mind that features borrowed are often from diverse cultures and
may be diverse in nature. Transformation allows such features borrowed to be well
integrated to make a coherent unified statement. Also, by transforming anything
borrowed, it can be made relevant to the present context. In relation to the nature of
continuity, while transportation leads to a non-evolving and stagnant continuity,
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transformations are a way to allow the manifest to evolve thus allowing for a
developing and evolving continuity that is much more appropriate and relevant to the
context. This in turn allows the identity of a culture to evolve keeping pace with time
while retaining its core values and essence.

Processes, notions and concepts not being always necessarily connected to a
manifest allow for such interpretation and transformation. When we borrow
‘manifests’, we have the choice whether and how much to transform.

The process of transformation is also a tricky process when seen in the context of
accessibility and depends also on the skill of the designer. While too much
transformation might take away the associative value of the feature and therefore
might not be decodable and understandable by all, in the absence of it however, the
feature/idea borrowed might seem irrelevant and inappropriate and also might not
integrate well with the other features/ ideas to make a coherent statement.

Designing for Decoding

As we have already seen, communication becomes a very important aspect in the
creation of bi-cultural objects. Hence, it also becomes important to look at the
assimilate from the viewpoint of the consumer. Understanding or anticipating how
the object will be decoded by the consumer becomes important for the designer to
help encode correctly.

Degree of initiation of the consumer or how much of the knowledge and information
(inherited or learnt) needed to decode the links are known to him or pre-exist in him
becomes a determinant in allowing the statement/meanings contained in the
assimilate to be communicated. Depending on the degree of initiation, the links in
the assimilate might or might not be decoded the same way in which it was intended
and thus encoded.

The associativity of the reference also plays an important role in the effectiveness of
the communication. In other words, on seeing a reference Y in the assimilate
(particularly when Y is new), the viewer should be able to associate it to X in the
source culture and hence decipher the communication. The ease with which such
connections are made is influenced by the following issues.

Degree of Initiation of the Consumer: As mentioned already, the decoding of links
depends largely on the consumer’'s ability to recognise the links which in turn is
determined by how much of the same pre-exist in him thereby allowing him to decode
the meanings contained in the assimilate.

Visibility/Perceptibility of Reference: For anything to be associative, it is necessary
that it is manifested visibly and inconspicuously enough so that they can act as links.
This enables the decoding of the link quickly, efficiently and unambiguously. The
more visible and comprehendible the link is to the source, greater is its associativity.
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Where the References are Contained: Links existing in layers which are more
perceivable have the potential to be more associative. For example, cultural links
through forms might be more perceptible than those at the level of plan organisation.

Nature of the Source: Sources which are part of the collective memory of the people
of a culture are more associative than those which are potentially revivable and those
which are lost or inaccessible.

Type of Feature/ldea Borrowed: Manifests by their nature are visual, more direct
and thus more associative than notions or concepts. The latter's associativity
depends on its perceptibility, the designers ability to manifest communicatively and
the viewer's degree of initiation. As already discussed, processes can provide
associative links if accompanied by any unique expressions.

Degree of Transformation: Non-transformed or transplanted features are more
associative as they act as direct links. The associativity of transformed features
depends on the degree of transformation, the capability of the designer and the
degree of initiation of the viewer.

ASSIMILATION AS A DESIGN PROCESS

Further analysis of existing examples reveals that in this process of dealing with
influences from two or more cultures, multiple approaches can be identified and
defined (Ramakrishnan 2006). However, limitation of space does not allow further
deliberation in this paper. It does however make it clear that there exist many
strategies in using this process and also highlight again the possibility of each being
materialised.

In the absence of a conceptual framework, assimilation in contemporary design
thinking is still left to individual intuition. However, the multitude of influences coupled
with the lack of time for the evolution of an artefact today makes a heuristic approach
to creating bi-cultural objects not feasible. To deal with the sudden and rapid cultural
change and for the sake of sustained creativity towards our goal, the hitherto unself-
conscious and intuitive process of assimilation in design must inevitably give way to a
more self-conscious professionalized process which can be learnt initially ftill it
becomes intuitive again. With the end product carrying such a complex set of
meanings, it becomes important for the designer to know how to control its creation
and communication. However, it may not demand a new process altogether but just
a re-look and modification of the existing design process.

Within the normal process of briefing > analysis > synthesis > evaluation (Lawson
1990), the objective shifts towards creating a bi-cultural message which in turn needs
the image bank to include culture specific features and references from both cultures.
What we borrow from it now becomes more structured in tune with the classification
developed while also being governed by its associativity, relevance and the nature of
continuity it offers. Communication becoming important, the process of synthesis is
influenced by the degree of transformation and balancing of the links keeping in mind
how the object would be potentially decoded by the consumer.
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As with any design process, it is also true that following this process might not always
ensure the desired or the best results. The results of such a process depend more
on the overall guiding principles and philosophies of the designer and his capabilities
and sensitivity. Seeing the process in a structured manner is only an attempt to help
make the process a conscious one and thereby easily learnable initially while also
enabling the designer to control it consciously. The absorption of this process into a
continuing design philosophy becomes essential and one hopes that this process will
become intuitive once again over time

This work needs to be furthered with real-time design explorations to understand the
practicality and feasibility of this approach and see the nature of assimilates that this
process creates when used consciously. This one hopes will in turn provide further
insight into this process aiding its development and refinement.

Assimilation however cannot be a universal design process. As with many aspects of
culture, there exists in architecture and design too certain soft and hard-cores. It is
important to understand that while certain aspects of objects are open to change
easily, some others which are more rooted exhibit more resistance to change.
Assimilation therefore cannot be a universal answer but can be employed only where
feasible, relevant and desirable. Assimilation is not a replacement for the existing
process but only an alternative path of evolution and design development. Where
possible and relevant, assimilation as we have seen gives us an opportunity to
preserve cultural expressions and encourage cultural continuity and diversity along
with the expressions of modernity.

By opening the doors to a lot more cultures, the process of globalisation has made
borrowing influences so much easier and the end objects that much richer. Seeing
globalisation as an opportunity for innovation, design can thus play a conscious role
in the evolution of objects and cultures as a whole. The globalisation process can be
seen as contributing to cultural and design diversity and ‘assimilation’ as one of the
means of achieving it.
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ABSTRACT

As a relating and determining framework in social, economic, political and therefore, spatial
ways of organization, ‘context’ appears to have become much more complex in terms of content
and manner within the process of globalization. In due course, the “global” and the “local” have
become outstanding in related literature sometimes as parallel with reference to homogeneity,
or other times, as conflicting with reference to heterogeneity.

Under such conditions, the spatial sciences endeavour to deal with these disputatious
circumstances in the light of their own aims, principles, objectives and tools. Among these tools
take place the “scale”, in broader terms, which is a way of abstraction to conceive of the
relationality within the entire spatial pattern.

In this paper, the “global” and the “local” are scrutinized theoretically both in terms of the matters
of globality, context, identity and scale.

In conclusion, it is still possible to speak of cores that do not change in their “essence” as
actually growing out of ideology in social, economic, and political structures that are shaped by
dominant ideologies and the practices that nourish them. Ideologies and their simultaneous
practices that in fact are the cause of asymmetries produce specific homogeneities in the name
of order. While impeding any defects to occur due to contingencies in “surpluses” on one hand,
they also try to put them under orderliness. The capacity of the “surplus” and of identity that
owes its existence to emergence of the surplus may be taken as a sign that an “uncaptured”
side is inherent in the “surplus” and that this side of it points to a new potential of existence.

Keywords: Context, Globality, Locality, Identity, Scale
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INTRODUCTION

As a relating and determining framework in social, economic, political and therefore,
spatial ways of organization, ‘context appears to have become much more
complicated in terms of content and manner within the process of globalization. In
due course, the “global” and the “local” have become outstanding in related literature
sometimes as parallel with reference to homogeneity, or other times, as conflicting
with reference to heterogeneity.

Under such conditions, the spatial sciences endeavour to deal with these
disputatious circumstances in the light of their own aims, principles, objectives and
tools. Among these tools take place the “scale”, which is mentioned rather in tools of
representation, but which, in broader terms, is a way of abstraction to conceive of the
relationality within the entire spatial pattern.

This paper intends to theoretically scrutinize the “global”, which outweighs other
settings under processes of globalization, and the “local”’, which appears to have
found its theoretical significance in transition of the conception of abstract space in
the modernist period to conception of place in postmodernist period, both in terms of
the matters of globality, context, identity and scale.

GLOBALIZATION AND “GLOBAL & LOCAL” AS A COMPLICATED CONTEXT

The beginning of globalization is usually acknowledged as dating to the 15th century
(Karabag, 2002:127). This acknowledgment depends partly on the conception where
globalization is perceived merely as spatial expansion following the discovery of new
continents. However, this perspective renders globalization especially as a concept
that belongs to the modern times. Nevertheless, globalization is no new
phenomenon. lIts historical roots date back to the ideal of “universality” born in the
ancient Greek civilization (Erkizan, 2002: 67). In ancient Greek and its successor
Roman Empire, “language” as a tool has availed for such micro-globalizations that
were impossible via coarse power (Kilighay, 2002: 83). Universality, the state of
being valid for all time and space, has become one of the main principles of the
afore-mentioned absolute, reductionist, romantic and positivist perspective. Beyond
this, in realist perspective, it could even gain a theoretical basis that is still valid due
to having placed nature, to be accepted as a phenomenon consisting of laws, at core
of the entire social and contingent state. While the state of having a common
essence has been placed at the core just like the concept of universality, the
existence of many “surpluses” to produce singularities out of the ‘essence’ appears to
have been accepted in due course.

The state of complexity and uncertainty that is conceived in the essence of reality,
and therefore space, to which globalization has been articulated, has rendered all
absolutist, reduction-based, romantic and positivist perspectives as insufficient —and
yet not invalid- though they were of great use during the early modern. For this
reason, there have been serious changes in perspectives and the mentioned ones
have been replaced by those that were relative, complexity-based, baroque and
constructivist (Meentemeyer, 1989: 164; Akdeniz, 2004; Law, 2004: 24; Manson,
2006: 2).
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The scale problem in global-local relation covers a considerably wide range from
physical formation to symbolic meanings. Prior to globalization, what was meant by
“scale” amounted to such a singularity within which the spatial, cultural, economical
and political boundaries were almost determined entirely. Even though the physical
boundaries of space were certain in the course of globalization, the cultural,
economical and political issues that were influential upon the formation of physical
environment have gained such complexity and uncertainty that made it even more
difficult for any terms of distinction.

On the other hand, as one of the fundamental concepts and phenomena of the
globalization process, ‘network’ gains significance as a distinctive separate setting
despite all changes. The phenomenon and concept of ‘network’ implies a
considerably complicated and multi-dimensional relationality. This complexity has
later been analyzed by Appadurai in 1990s and later by Urry where the global cultural
flows took five different dimensions. These cultural flows are as follows:
ethnoscapes- the landscape of persons who constitute the shifting world in which we
live such as tourists, immigrants, refugees, exiles, guestworkers and other moving
groups and persons; fechnoscapes- the cross-border movements of high and low,
mechanical and informational technologies; finanscape- disposition of the global
capital, i.e., money, currency markets, national stock exchanges and commodity
speculations moving megamonies through national turnstiles at blinding speed;
mediascapes- distribution of the electronic capabilities to produce and disseminate
information and proliferation of the images created by these media; and ideoscapes-
concatenations of images, but often directly political and frequently in relation with the
ideologies of states and the counter-ideologies of movements explicitly oriented to
capturing state power or a piece of it (Urry, 1999:209).

This state of being relational in multi-dimensional terms has to a great extent
increased the interactiveness of those structures which were previously defined as
local and yet were not much isolated, but which stand relatively neutral against
external determinants. This interactiveness has caused the paradigms valid for the
local to be evolved. From a much more radical perspective, it even can be claimed
that it has not been globalization that shifted the paradigm, but contrarily that the
paradigm shift has per se been called as globalization (Tanju, 2001).

Within this framework, globalization emerges as such a context that stands at the
extremes involving the state of being either homogeneous or entirely heterogeneous.
Homogeneity is attained through the above-mentioned ‘flows’, i.e., the dominance of
social, economic, political state and positions that gain validity as a model or pattern.

“SURPLUS” AS THE CAUSE OF PRODUCING HETEROGENEITY

As soon as the ethical ‘good’ of the pre-modern is replaced by technical, instrumental
‘functional’ of the modern period, the ‘functional’ objects have been transferred from
‘specific’ to ‘generic’ tasks (Bilgin, 2001). Following the ‘phenomenological
construction of a world where the technical and the instrumental gain such
dominance, those paradigms that are to constitute their theoretical expressions have
as well been constructed. By this way, the state of being generic, identical or in other
words, homogeneous, appears to have been achieved in terms of substance at least.
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Nevertheless, the homogeneity of globalization, which has above been stated on
basis of a technical standpoint, is impeded by a perspective that treats it as a
phenomenon where the category of anthropological ‘culture’ is displaced as
overlapping the technological grounds (Martin, 2001). The underlying reason is that
there is always a “surplus” resulting from the contingency of culture between ‘culture’
and technology and this “surplus” is bound to be different for every culture. At this
point, the “surplus” brings out the identity that is to constitute the state of being
different from others. Those resources that create heterogeneity in globalization are
created right at this point. The problem then is not in the “surplus” or the identity it
produces, but rather in the way of becoming identical that results from the similarity of
‘essence’ in overlapping position of culture and technology.

For this reason, just as Martin proposes, “globalization” shall not be read as a term
which displays that all mankind around the whole world is integrated within a single
system of mutual ties and even that the radical heterogeneous flows and counter-
flows are resolved within the matrix of centers, environments and other spaces, just
as implied by Appadurai and Urry during 1990s. On the contrary, globalization shall
be regarded as something that necessitates continuous, uninterrupted and technical
production and reproduction of the “sphere” (Martin, 2001).

In this context, the structure within which the global and local take place is dragged in
an integrated manner. The metaphor of being dragged is important for defining the
movement within a complex system. If we are to get help from natural sciences and
particularly the science of physics in recent periods, the theories of complexity as
successors of chaos theories tend to assume togetherness of organized and
disorganized structures (Akdeniz, 2004). In other words, the “whole” is in fact the
togetherness of stability and instability. This incessantly keeps reminding the
possibility of breakdowns in the structure. However, the vectoral direction and
intensity of the “piece” that emerges as a breakdown gives the capacity where the
piece causes shifts in the whole. In this perspective, it is possible for the local to be
capable of transforming in conceptualization of the global-local, but still this does not
seem to be much possible.

Within this framework, every spatial organization including the local is, as mentioned
earlier, being constructed together with many “surpluses” that constitute identity as a
countless intersection of aesthetics and technology. As for the spatial sciences that
cause this process of construction become problematic, there emerge compelling
problems concerning the matter of “scale” that can be used to highlight this
relationality.

SCALE AND THE PROBLEMS OF “NETWORK SCALING”

Scale shall not be regarded as just an area or as limited space. It rather shall be
conceived as a strategy that links one network or local struggles to regional, national
or global events (Jones, 1998:26). For this reason, as stated at the very beginning,
the “scale” bears crucial functions as a tool of abstraction that can be used to
conceive of relationality of the spatial pattern on the one hand, and associate the
spatial relations with social relations on the other.
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Scale shall as well be taken as an epistemological framework to conceive, for

instance, of the political spatiality of one city

spatial and social sciences (Jones, 1998: 28).
framework, scale appears to exist as an epi

realist perspective as Manson puts it, to
(Fig.1).
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Figure 1. Epistemological scale continuum (Manson, 2006: 2)

Within this continuum, however, scale appears as if to create blank space while being
mentioned as ‘network scaling’ in addition to its distinctive characteristics such as
positionality or undetermined level and size. Networks are either stabilized or stand
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against concepts concerned with the objective scale level, because any level given
as context or resolution depends on multi-actors and perspectives defining the
network as dynamic. Within this framework, the phenomena within the network may
become local, regional or global as simultaneous to their links to other phenomena.

The consequent slippery grounds, this multi-scaling or non-scaling state produce the
above-mentioned blank space. Borrowing the perspective repeatedly from physics,
the local, the regional and the global give the same geometry all the time, no matter
how close or how far they get, just like the fractal forms.

CONCLUSION

The question Kevin Cox has asked in 1996, stating “Scale seems to make a
difference, but does it really?” still holds its significance (Brenner, 2001:591). It is still
possible to speak of cores that do not change in their “essence” as actually growing
out of ideology in social, economic, and political structures that are shaped by
dominant ideologies and the practices that nourish them. Such a structuralist claim
with an essentialist attitude may be subject to postmodernist critiques. Still however,
as expressed in almost all studies of Eagleton, the postmodernist tendencies have
created serious confusion in particularly the epistemological field since 1960’s
(Eagleton, 2006). Within this confusion, freedom could be conceived as captivity or,
visa versa, captivities as freedom. There is no doubt that in historical terms, there
have been some radical changes in epistemologies and practices. However, even
under such changing circumstances, hierarchies or upper-determinations that often
seem as if breaking down have only been displaced. The changing spatial
composition then emerges as a result of the process where previously existing social,
economic and political asymmetries have been reproduced in some other way.

Ideologies and their simultaneous practices that in fact are the cause of asymmetries
produce specific homogeneities in the name of order. While impeding any defects to
occur due to contingencies in “surpluses” on one hand, they also try to put them
under orderliness. The capacity of the “surplus” and of identity that owes its existence
to emergence of the surplus may be taken as a sign that an “uncaptured” side is
inherent in the “surplus” and that this side of it points to a new potential of existence.
What is conceived as the “local’ is, for this reason, crucially valuable. Particularly
during the past several decades, those discourses and struggles that incline from
political towards cultural spheres appear to heed the “local” especially because that it
embodies a cultural origin. Because of the limited power of local and potential of the
local within the global context, the problem here lies in that it is considerably suitable
for reproduction of the existing setting to be used. At this very same point, the
problem of “scale” gets stuck in between being qualificational or quantitical. If it is the
reproduction of homogeneity at issue, than terms of quantity gain importance,
whereas if it is reproduction of heterogeneity, then terms of quality are to be
important. In such a context, those theories and practices to be produced for the
global-local are bound to be aware of this at least on basis of scaling.
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ABSTRACT

The message of punk has always been considered as a directionless aggression, an act of
hostility. However, punk culture has deeper insights and ethics. Negation, Creation, Simplicity,
and Anti-commodification are the key words in punk culture. Removing the aspects that one
finds unnecessary, one can build an environment suitable for his creative needs. With this
simplicity one can control his own environment. Finally, since the commodification of one’s
creation is seen as putting finance to the top of his list, it should be avoided. The punk ethic is to
make people organize themselves into communities without the need for artificial entities like
corporations, political organizations, movements and professions. This paper discusses the
application of these elements to the profession of architecture.

Different approaches can be traced down in order to find these aspects of the punk ethic.
Throughout the literature research, recent instances of practices that combine punk ethics with
architecture has been traced. The Jersey Devil and Norwegian architects Geir Brendeland and
Olav Kristoffersen can be given as examples of such designers. Through their work and
policies, turning standard procedures upside down, developing new technical solutions and
having a concern for real social challenges, the designers go beyond a self-sufficient,
autonomous architecture. They are the proof of punk ethics’ effects on architecture.

The paper is intended to show us that ethnical or non-ethnical, subcultures have influence in all
fields of the contemporary world. This notification is much more important today, at a time when
numerous subcultures are emerging in our cities and starting to live side by side. It is time to
realise and think about this value of this diversity, as designers as well as citizens.

Keywords: Building practice, Collaboration, Community, Control, Creativity, Opposition, Punk
culture, Punk ethic, Subculture
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PUNK CULTURE AND ARCHITECTURE

“... we constantly drift between the object and its demystification, powerless to
render its wholeness. For if we penetrate the object, we liberate it but destroy it; and
if we adknowledge its full weight, we respect it, but restore it to a state which is still
mystified.”(2)

Roland Barthes

Subcultures are usually defined by their opposion to values of the dominant culture,
but mostly studied by the symbolism related to clothing, music and other visual
aspects. However they create their own aesthetics and ethics through questioning
the main culture. They produce their own ways of challanging the present system. It
is probably the punk subculture that has distinctly expressed its disapproval of the

main culture and detached itself from the normal, using “anarchy”, “surrender” and
“decline” as its motto.

The standard impression of punk that comes to mind is a teenage dressed up in a
black leather jacket, torn jeans and heavy boots, with piercings all over his face that
accompany the pins on his clothes. Punk is mostly reffered as a way for teenagers to
express their rebellious tendencies, in which one simply chooses to dress and act in
a certain way. Most people who are not familiar with the punk culture thinks that it
does not have a message and it is just a directionless aggression, an act of hostility.

However, punk culture has deeper insights and ethics. In We Owe You Nothing: The
Collected Interviews, editor Daniel Sinker says "Punk has always been about asking
'Why?™ It is about living on the outside. As a part of this, there is a politically and
socially active group of punks who are working to create some sort of just society.
The Do-It-Yourself (DIY) ethic exists throughout both, whether it is expressed by
putting out an independent record, doing grassroots organizing, or producing a
magazine.“) For example, Alternative Tentacles Records (home of bands like the
Dead Kennedys) has produced several CDs that equal to the value of the lectures of
the un-punk social critics Noam Chomsky and Howard Zinn. The MC5 (60s-era proto-
punk band from Detroit) lived with John Sinclair and the radical militant White Panther
Party. The UK band Crass started an anarchist commune in Essex, expressing their
ideals in their lifestyles as well as their music.(6)

Although punks’ attitudes differ within themselves, they have a common notion that
freedom is the ultimate drive to create art and overcome the contemporary traps of
commodified society- agents, contracts, 7-record-deals, sponsorships and the like.
“When you don’t want to be a part of something, you do it yourself.”(e) This is the
reason that DIY (Do-It-Yourself) has become central to punk philosophy. One of the
first examples of this DIY is the small Washington, DC punk community centred
around Dischord records and the band Fugazi.(6)

Negation, Creation, Simplicity, and Anti-commodification are the key words in punk
culture.(6) Removing the aspects that one finds unnecessary, one can build an
environment suitable for his creative needs. With this simplicity one can control his
own environment. Finally, since the commodification of one’s creation is seen as
putting finance to the top of his list should be avoided. The punk ethic is to make
people organize themselves into communities without the need for artificial entities
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like corporations, political organizations, movements and professions. This paper
discusses the application of these elements to the proffesion of architecture.
Throughout the paper, architecture offices aiming to turn the standard procedures
upside down, heading for social challanges and technical solutions will be used as
the center of discussion. The works and attitudes of The Jersey Devil and architects
Geir Brendeland and Olav Kristoffersen will be used in order to understand the link
between punk culture and architecture.

The punk ethic is essentially creative, because it offers a model to those who wish to
express themselves independent of corporate sponsorships and contracts. This
expression has taken place within media like ‘zines, fashion, graffiti, web and music,
always typified by a strong DIY (Do-It-Yourself) work ethic and a refusal of the
corporate mainstream. Finance, building codes, the development industry are
restrictive. Therefore, the challenge is: to destroy the standard building process and
try to find a model that places some of the creative power in the hands of the
individual and to develop more sustainable lifestyles and to challenge prevailing
attitudes about what a building really is: commodity, habitat, political statement or
work of art.(6)

Years of study and practice are needed in architecture. There are financial
institutions, civic authorities, building codes, contractors, project managers and
clients that take part in different parts of the prohect. Apart from that, a building must
provide many qualities like safety, durability etc which are not demanded by other
visual expressions of punk culture. And because a building is a commodity, it can not
be designed or built by just anybody. But what is the alternative? The application of
punk ethic to architecture would not be to let anyone to design and built as at a punk
concert, the goal is not to have the audience come up on stage and play. The main
message is that there should be a participation between the band and the audience,
and anyone who is capable of doing something should have the passion. “Everyone
can’t do everything, but anyone can do anything.”(6)

Looking at architects, we realize that they are quite disconnected from their own
creative work. Eventhough an architect can design every sort of detail of the building,
he is not the one who performs the act of building. The architect produces a building
on paper as if he has the control over it. Because the contractual arrangements push
the architect into the design role and the contractor into construction, they strengthen
this disconnection. There is no way for the typical architect to reap the benefits one
receives from a holistic knowledge of the building process.(6)

Design-Build movement, arisen within the past decades, aims to enable the architect
to accomplish his designs himself. As the Seattle Design-Build firm CASE defines it,
“the hand that draws is the hand that builds”.(6) The designer and contractor are very
often the same person, thus the architect takes all the responsibility not only in
design, but in building process as well. Design-Build is to varying degrees a part of
the curriculum of many architecture schools, including Yale, Ball State, Catholic
University, and the University of Washington. At Yale, for example, students build a
house for the community of New Haven every year. The design is the result of team
competitions in the studio, and in the summer the students carry out the construction.
The Yestermorrow school in upstate Vermont takes architecture students as interns
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in its Design-Build programs. It runs courses, mainly for non-architects, emphasizing
collaboration and cooperation.(6)

The Jersey Devil; Steve Badanes, John Ringel and Jim Adamson; at the time when
punk music was at the peak, took the challenge. Calling themselves ‘the Jersey
Devil’, after the New Jersey folk legend, they have not followed the standard way
through practice, but instead jumped straight into the building process. Starting with
small experimental projects, including play structures for children, they soon began to
build houses and larger buildings. Although their projects are remarkable, it is the
group’s unique approach to architectural practice that makes them really stand out.

The architects live like nomads, moving from place to place and living in trailers while
the project moves on, motivating the other artisans, laborers and craftspeople to do
the same. During their stay, which lasts for years depending on the project, they get
to know the surrounding, the conditions and people around the site, which is reflected
in their projects. Thus the design and construction processes run side-by-side from
the beginning to the end.

Another key aspect of the Jersey Devil approach to design is collaboration. Leading
design studios Steve Badanes tries to overcome the competition between students.
Badane’s classes must agree on their designs and build a design chosen among the
students. As Piedmont-Palladino explains, “for Badanes, the process of getting
students to work together and build something is more important than the built result;
the process contains ‘a lot of lessons that are way more important than design™.(6)

Coming back to punk ethic, one can see that it has many similarities with the Jersey
Devil approach. In an effort to simplify and control their working environment, they
have refused to take part in many of the casual ways to built. They do not interfere
with developers, project managers and professional associations. They rely more on
human contact than on contracts. They find a typical architecture office restrictive, so
they live on trailers. Like a punk concert, a Jersey Devil project is a community event
in itself, making the final result being so much richer and meaningful. More than just
maximization of investment, ownership comes to mean a sincere connection with the
place.(6)

The relation of punk culture to architecture is more clearly seen in a housing project
in Trodheim, Norway; designed by the architects Geir Brendeland and Olav
Kristoffersen. Svartlamoen, where the housing is established, was a working-class
area, with its small wooden houses and 3,000 inhabitants. After the war, it was
decided to be demolished and by the mid-1980s had become a slum of just 50
houses. A group of punks occupied one of the remaining buildings and soon the area
was transformed into a massive cultural squat with 200 artists, writers and general
hippy types. There were many diagreements with the local authorities, but eventually
the squatters won the right not only to stay, but to be involved in Svartlamoen's
development. Usually informal settlements are rehabitated with different functions
and the real inhabitants are either chased away or assimilated in order to be
integrated into the new environment. To avoid these mechanisms, the tenants of
Svartlamoen took immediate control over the area by preparing a new development
plan. One of the key components of their plan was a competition for a new housing
project, won by Brendeland & Kristoffersen in 2001, Strandveien 37.
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Strandveien 37, Front view. View from the backyard.

Construction

Views from the communal living spaces; View from the backyard; View from the
fourth floor bedroom
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The site and the houses in Svartlamon is owned by the municipality, but the
neighborhood is managed by Svartlamon Housing Foundation which mostly consists
of the residents. Most decisions effecting the management and development of
Svartlamon are made in the monthly residential meetings. In the local plan for
Svartlamon, sustainability is defined as low-cost and low consumption of resources
on all levels in the process:

- User participation

- "Gentle” rehabilitation: Gradual upgrading of old houses over time

- Noise protection

- Reuse of building materials in new houses

- Alternative housing concepts — housing standard: Common solutions,
flexibility, optimal use of space

- Alternative organization of management and maintenance: Less
bureaucracy, participation etc

- Alternative energy strategies: Solar energy, bio energy, heat pump etc

- Space efficiency and low cost housing

- Modern use of wood as building material in urban settings (7)

The residents took an active part in defining the functional program for the building
design. They were directly involved as economically and legally responsible in the
board of the Housing Foundation. The board has chosen one of the residents as a
project leader for the building project and the residents of the building had monthly
meetings through the whole process. The residents had to do four days of practical
work. At the monthly meetings the different aspects of the project were discussed
several times and at specific arrangements and workshops set up to involve all
residents in the development of the project.

Ao

-]

Ground floor plan Fourth floor plan Cross section
(1.enterance 2.communal living space 3.bedroom 4.studio flat)

The project consists of two buildings: The larger building has four floors with
collective flats (118-128 m?) each shared by 5-6 persons. The basement is used as
office premises for the Housing Foundation. The other building has two floors with 6
small apartments (each of them 28 m?). The basement is used for storage and
laundry for both houses.
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Some qualities were established in order to achieve sustainability:

- Compact load bearing wood construction: Low embodied energy, renewable
materials, de- and remountable construction, reduced waste

- Core wood coating: No need for surface treatment
- Dynamic plans and space efficiency: 23 m? living space per person

- Simplicity (materials, infrastructure, comfort): Reduced consumption of material
resources

- Low energy demand: Net energy demand ~ 133 kWh/m? (compared to standard
level in Norway ~ 150 kWh/m?)

- Communal living: Less private space — more common space
- Low costs: Social housing profile (7)

Just like punk culture had opposed to the elitism of its time, Strandveien 37 opposes
two main aesthetic ideologies: Norwegian regionalism, in which the architect designs
isolated, single-family houses. The Svartlamoen project questions alternative urban
dwellings and social housings.(4) It also opposes to the common architecture that is
advertised through magazines, where everything is determined by the trend and the
user has to fit himself in. In opposition to this trend, Brendeland & Kristoffersen has
left the apartment finishes in the tenants' hands. This divides the fields of
responsibility and intervention since the architects provide the background and the
users interpret it in their own way.

One of the main motivation of punk culture has been opposition, but not in the sense
that it is aimless. They have opposed to anything that is an obstacle on their way to
individuality and freedom. Their sense of individuality was not a selfish desire, but an
attempt for everyone to have their individual freedom to live a creative life. They
believed that some people had the inner drive to create — just like Le Corbusier and
Wright- and these people should have a chance. Thus, their DIY (Do-It-Yourself)
system was an opportunity for a collaborative, creative society. As discussed above,
not that they are punks themselves, but architecture offices like the Jersey Devil and
Brendeland & Kristoffersen Architects visualise these aspects of punk culture in their
works. Collaborating both the architect and users into the building and design
process, trying to overcome the financial traps of the contemporary life, aiming to
satistfy the social demands of the sub-groups, and most importantly, having a
concern for a better future; it can be said that their architecture contains elements of
punk culture. In Strandveien 37 especially, these aspects are even seen on the
spaces the architects have created. Collaboration being the main trigger of the
creation and building process, the whole plan scheme of the building, with its
communal spaces and unusual layout, can be considered as an example of punk
culture’s reflection on architecture.

Although the aim of the paper had been to prove the relation between punk culture
and architecture; the main motivation had been to show that subcultures can
influence architecture in a positive way, enabling it to break off from its chains and
become more socially conscious. These examples given throughout the paper,
proves that punk culture had been something more than just music and fashion, but a
philosophy that can affect other fields of art and suggest main changes in processes
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to overcome the dominant way of living where everything is for the 2% of the world,
and just for today, not for the future. Each subculture offers a solution to certain
problems and contradictions. It is important to realise that ethnical or non-ethnical,
subcultures has influence in all fields of the contemporary world. This notification is
much more important today, at a time when numerous subcultures are emerging in
our cities and starting to live side by side. It is time to realise and think about this
value of this diversity, as designers as well as citizens. Just like the music bands,
these examples can inspire the ones who have the inner drive to create, and make
them believe that another world is possible.
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THE WINDOW OF DE LABORDE:
THE BIRTH OF THE HISTORICAL CONTEXT OF ARCHITECTURAL SITE
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ABSTRACT

In 1816, Alexandre de Laborde published the Monuments de la France, in which he illustrated
and described an “Arabic” (Gothic) window that opened to a variety of historical monuments
made by the inhabitants of France. This new conception of historical architecture as opposed to
classical architecture implied the beginning of a new epoch in architectural theory and practice.

Since the Renaissance, using ancient (Greco-Roman) motifs had more and more become the
legitimate practice of recreating images of the past in modern design. However, as the classical
architecture weakened alongside the decline of the Napoleonic Empire, a new conception of
architectural history also emerged from the marriage of rational progressivism and irrational
romanticism. The classical architecture to which the ancient motifs belonged was then classified
as one of the stages of historical progress. Influenced by the Romantic historians, eclectic
philosophers and Saint-Simonean ideas, several French architects imagined to represent
historical progress of architecture in their buildings. These architects, known as the romantic
pensionnaires, or the romantic-rationalists, wanted to attach a historical message their formal,
structural and ornamental compositions, which they believed missing in classicist theory of
architecture, which adhered to such concepts as caractére and convenance.

Félix Duban, Henri Labrouste and Léon Vaudoyer, persistently propagated the mixture of
historical epochs pertaining to the context of the building and its site, and argued for freer
assembly of architectural elements that would allow diachronous reading of historical fragments
as opposed to synchronous ancient-looking motifs. Engaged in the historicist interpretation of
progress, they believed that antithetical things gave birth to something new, which would take
place in the future. In the 1830s, these architects found opportunity to realize their theory
through important government commissions during the July Monarchy and the Second Empire,
such as the Ecole des Beaux-Arts, Conservatoire des Arts et Métiers, Bibliotheque Sainte-
Geneviéve and the Cathedral of Marseilles.

Keywords: Romantic-rationalists, Historical fragment, Historical context, Henri Labrouste, Léon
Vaudoyer, Félix Duban
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INTRODUCTION

For the architect of the nineteenth-century, architectural context did not exist as a
term, but its content was present as an awareness of historicality of architecture. It
can be said that, for the nineteenth-century architect, the architectural context was
the representation of architectural history. Therefore, in the origin of contextualism,
there was the historical context of architecture. The birth of historical context of
architecture is directly linked with the change in the understanding of historical time.
Such a change had enormous impact in all the arts, due to its strong influence on the
nature of any artistic creation, which is representation. First of all, the change in the
understanding of historical time altered the connection between the word and image,
as exemplified in Romantic literature and painting. As for architecture, it meant the
replacement of synchronous representation of architectural and urban space by the
diachronous one.(1) The challenge of the Romantic historicism against the classical
understanding of history was also given a rationalistic explanation with the concept of
historical progress. Therefore, in the birth of architectural context there was also an
awareness of the present, engaged simultaneously in the historical past and
progressive future.

Since the Renaissance, using ancient (Greco-Roman) motifs was the legitimate
practice of recreating images of the past in modern design. However, as the classical
architecture weakened alongside the decline of the Napoleonic Empire, a new
conception of architectural history also emerged from the marriage of rational
progressivism and irrational Romanticism. In 1816, Alexandre de Laborde published
the Monuments de la France, which comprised two volumes of drawings of the
French architectural heritage from the Celtic to the Gothic architecture in grand
format. In the frontispice of the pamphlet added to the publication, Laborde illustrated
and described an “Arabic” (Gothic) window that opened to a variety of historical
monuments, made by the inhabitants of France, the Gauls, Romans and the
French.(2) (Fig. 1) The fact that such a perspective was possible implied a new thing
in architectural thought: the historical context of the site.

Figure 1. The cover illustration of the frontispice of Alexandre de Laborde’s
Monuments de la France
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With this new conception of history, the classical architecture as the absolute style
was reconsidered as one of the stages in continuous historical progress. Following
the Romantic historians, eclectic philosophers and Saint-Simonean ideas, several
French architects imagined to represent the historical progress of architecture in their
buildings. These architects, known as the romantic pensionnaires, or better as the
romantic-rationalists, were four school-mates graduated from the Ecole des Beaux-
Arts and studied in Italy as the winners of the Grand Prix de Rome: Henri Labrouste,
Léon Vaudoyer, Félix Duban and Louis Duc developed a progressive and eclectic
theory of historicism, which they applied in their few but important works designed
between 1830s and 1870s.

Around the turn of the nineteenth-century, architecture conformed to the classical
canons only in appearance. The fifty years of neo-classicism had emptied the content
of such concepts as proportion, order, and propriety. The Romantic-Rationalist
movement, which emancipated architectural theory from its absolute devotion to
classical antiquity, brought the inherent problems of neo-classicism to the surface,
and changed architectural theory profoundly. This philosophy of architecture, which
started with the French Revolution of 1830, was eclectic, but this eclecticism was not
simply aesthetical as seen at later examples, such as at Garnier's Opera; it was
posed as an antithesis against the doctrines of architectural history held by the Ecole
des Beaux-Arts and the Academy. For them, the meaning that a building should
convey was rather a matter of a historical message that involved both practical and
unpractical issues, than a matter of caractére or convenance. The artistic core of
architecture was no longer about the composition of antique motifs, which was in the
origin of the neo-classical trend. Instead, they used historical references that
extended from structural elements to murals, but in all cases, these references were
linked to an intended message, which is construed here as a new design theory
based on historical context of architectural site.(3) This new theory was related to the
specificity of the architectural site as the location of historical reference.

FROM CLASSICAL TO HISTORICIST REPRESENTATION OF ARCHITECTURE

Through the re-discovery of ancient sites and their studied but fantastic or visionary
restorations, architectural site became an important and inspiring concept in the
eighteenth-century. Thus, French architects tried to recreate the neo-classical
building and its appropriate site simultaneously, in order to avoid mixing different
times in the built environment. This is exemplified by the isolated villas (hétels
particulaires) and their picturesque gardens contained within the walls (Ledoux built
many of them) that can be seen in Krafft's Les Plus belles maisons de Paris (1801)
and in Legrand and Landon’s Description de Paris et de ses édifices (1809), in De
Wailly’s projects for the Chateau of Montmusart (1771), in Ledoux’s isolated City of
Chaux (1773-79), in picturesque gardens like Parc Monceau and Parc de Menars,
and in any visionary project by Boullée and his disciples from 1780s until 1790s.

In all such efforts, the building and its site simultaneously constructed the image of an
ideal, synchronous context. Architects and dilettantes were going to Italy more for the
remains of the antiquity than to see the works of Italian masters of architecture.
Picturesque journeys to the ruins and the classical texts on architecture had already
helped to create a romantic concept of architectural context in painting, independent
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from the locality and history.(4) The first of these travelers in the seventeenth-
century, Antoine Desgodets had already eliminated contemporary context from his
reconstructions of Roman monuments, and almost all the production of Giovanni
Battista Piranesi in the next century was in the same line.(5) The site specificity was
also neglected in imaginary sites of the Ecole des Beaux-Arts competitions, which
had long-term efforts to transport the best of antiquity from Italy.(6) The lesson of
Rome started changing the city of Paris during the second half of the eighteenth-
century. All the new institutions, public spaces and even bridges started to appear
like the fragments of a lost antiquity. The Ecole de Chirurgie, finished in 1775 by
Charles Gondoin, was the first of these: it had an auditorium in the shape of an
antique theater with the half of Pantheon’s dome concealed behind a classical
courtyard, which was fronted by a colonnade and a portico in the shape of a
triumphal arch. Gondoin imagined creating a larger context for this institution by a
prison and a chapel to be built next to the school. Similarly, the architects of the
Comédie Francgaise (1782) (today Théatre de 'Odéon), Charles De Wailly and Marie-
Joseph Peyre tried to connect the theater to Gondoin’s medical school with new
roads.(7) All three architects had studied Roman ruins in Italy, and they wanted to
create large neo-classical urban settings to save their buildings from isolation within
the present urban fabric.(9) (Figs. 2, 3)

Figure 2, 3. Gondoin, Prison and its chapel facing the Ecole de Chirurgie; Gondoin,
Ecole de Chirurgie and Comédie Frangaise

The eighteenth-century penchant for uniform public spaces had been best
exemplified by the competition for the Place Louis XV (now Place de la Concorde).
The plans published by Pierre Patte (1765) show not only the public squares created
by synchronous surfaces, but also the efforts to justify the proposed square through a
much larger urban context. Here also, a homogenous expression was sought for the
elements of the site that were to appear synchronous to the eye. (Fig. 4) Such
understanding of urban context was the extension of the architecture of bon godt and
the propre caractére, designed within the limits of the convenance.(10) Eventually,
modern constructions had to purge the a-synchronous elements from the site and
create a specific zone in which all the elements looked contemporaneous.
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Figure 4. Patte, plan of Paris

The modern conception of the architectural context would emerge when a historicist
and semi-archaeological understanding of site developed also from the ancient sites,
to shape the projects of Labrouste, Duban, Vaudoyer and Duc. This new generation
was very well aware that French classical architecture had never been pure; it was
always conservatively rooted in local construction and taste, the best examples being
the works from the sixteenth-century, when both local and Italian masons and
architects combined the elegance of the classical elements (principes) with the local
habits of habitation (coutumes, moeurs). They believed that the direction of French
Renaissance changed toward an absolutely Greco-Roman style, as a result of efforts
of copying antiquity, promoted by some of the most important graduates of the Ecole
des Beaux-Arts and members of the Academy during almost two centuries from
Claude Perrault to Quatremére de Quincy.(11) No longer carried away by the charm
of the ruins, these architects wanted to restart the natural development of the French
style in respect to specific locality, history and future of France.

As pensionnaires (12) of the French Academy, these architect-students had to isolate
their archaeological reconstructions (restorations) from the rest, but they were also
depicting the present state (état actuel) of ancient sites, which comprised medieval
and modern structures that disturbed the idealistic temporal synchrony of ancient
monuments. These architects must have inspired from their archaeological work in
ltaly; as they reconsidered the Italian scenes through the perspective of their
engagement in historical change, an unorthodox idea must have formed in their
minds: to find the justification of architectural design from within the site.

There seems to be two different attitudes that can be discerned in the works of the
so-called romantic-rationalists(13) in respect to the context of history and locality.
One is the re-appropriation of the historical context of the site, and the other is the
bringing of historical context to the site, which was less dependent on the physical
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aspects of the site. The former attitude is epitomized by the buildings of the Ecole
des Beaux-Arts (1832-1866) completed by Félix Duban and the Conservatoire des
Arts et Métiers (1838-1872) completed by Léon Vaudoyer. In these works, the
architectural elements and their compositions were carefully chosen to signify the
historical, cultural, and functional context of the building with special emphasis on the
historical past of the site. The second attitude can be seen in the Bibliotheque Sainte-
Genevieve (1843-1850), built by Henri Labrouste, and the Cathedral of Marseilles
(1849-1857) designed by Léon Vaudoyer. For these buildings, development of
structures and typology was taken as the context, and the historical references were
extended beyond the boundaries of the site. Both at the Cathedral and at the Library,
the context of the site comprises references to a region as well as to the structural
systems of the past. Although historicism surfaces in different ways in these two
buildings, the unorthodox juxtapositions of architectural forms and elements in both
buildings depend on the fabrication of an architectural context, which does not
originate directly from the site. It will be shown that in all their differences, these three
architects conceived architectural site as a matter of historical continuity; but their
conception of continuity was related to historical progress, which they wanted to
realize in modern architecture. A quick survey of the conception and realization of
four buildings mentioned above may help to substantiate the argument about the
historical context of the site. In these examples, the specific approach to the historical
fragment will be especially analyzed, emphasizing the transformation of the concept
of caractere into historical reference.

THE ECOLE DES BEAUX-ARTS and CONSERVATOIRE DES ARTS ET METIERS

Both the Ecole des Beaux-Arts and Conservatoire des Arts et Métiers were built for
public education and in historic sites, which became state properties after the
Revolution. They were the first important commissions of Félix Duban and Léon
Vaudoyer as architects of the French government, with which they intended to realize
their theory of “transition” that they propagated in the Magasine Pittoresque during
1830s. According to their thesis, the development of the French architecture stopped
as a result of pure classicism that restricted local genius of architecture. Following
Victor Cousin’s eclecticism and Saint-Simonian progressivism, they believed that by
representing historical styles in transition, they could also restart the historical
progress in architecture, and lay seeds of a future French style. Therefore, these two
sites were the perfect opportunity for these architects, offered to them by their
mentor, the historian Auguste Thiers, Minister of the Interior at the time.

The Ecole’s site belonged to the Convent of the Petits Augustins, which was used as
a depot/museum for French monuments since 1790 by Alexandre Lenoir, who
preserved here the fragments he could save from the nation-wide pillage and
destruction of the buildings of the Church and aristocracy, which included the Arc de
Gaillon and the frontispiece of the Chateau of Anet. When Félix Duban took over the
project from Francgois Debret in 1832, he followed a complicated, but convincing
thesis concerning the fragments and historical buildings that existed on the site.
Duban retained the cloister, now called Cour du Mdrier, for the classrooms,
transformed the church into the Museum of Renaissance entered by the frontispiece
of the Chateau of Anet, and reserved the Palais des Etudes for the study of casts,
library and the archives, entered from the second courtyard separated from the first
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by the Arc de Gaillon.(14) With later acquisitions the Ecole expanded to the north,
and in 1858, Duban designed new studio spaces called the Salle de Melpoméne that
connected the Cour du Mdrier to the Quai Malaquais, finished in 1866.(15) (Figs. 5,
6,7)

NYVTd

Figure 5, 6, 7. Debret's Ecole des Beaux-Arts when taken over by Duban; Duban,
Ecole des Beaux-Arts; Ecole des Beaux-Arts seen from the rue
Bonaparte

The historical accumulation of buildings within the site of the Ecole was a pretext for
Duban to re-vitalize the historical context of the site that extends from the French
Middle Ages of the refectory in the first court, the transition style of the fragments
from Anet and Gaillon, to the modernity of Palais des Etudes (with reference to the
Forum Romanum) in the second court, the Latin genius of tranquil and frescoed
Pompeian atrium recreated at the Cour du Mdrier, and finally to a gesture to a new
transition in French architecture in the latest and final work by the architect at the
Quai Malaquais, with its oeil-de-beuf windows as a reference to the Louvre across
the Seine, where Duban had an unfortunate restoration experience in the late
1840s.(16) The anachronism between historical and modern elements, hidden so far
by means of separation and isolation behind the guise of the caractére, was set free
for the dialectic interplay between the historical elements of the Ecole des Beaux-
Arts. Eventually, the mixture of different historical times in the same site was not
avoided but intended in this epitomic design in the manner of romantic-rationalism.

The building of the Conservatoire des Arts et Métiers was going to be a school and a
museum of industry where the objects to be studied were to be machines and
industrial drawings. The site of the Conservatoire des Arts et Métiers belonged to the
monastery of Saint-Martin-des-Champs, which included mainly a medieval church,
refectory and cloister to which was added an eighteenth-century dormitory block with
an escalier d’honneur. Thédore Ballu stated in his eulogy that, when Vaudoyer
became the architect of this establishment in 1839, he was charged to create a
museum and transform this old “sanctuary of religion” into a “sanctuary of science.”
He added that Vaudoyer achieved this goal by blending medieval ruins with the later
constructions.(17)

Barry Bergdoll has shown that Vaudoyer blended the medieval buildings not only with
other constructions, but also with the “weaving looms, steam engines, mechanical
inventions, and agricultural tools,” which were “arrayed under Gothic vaults and in
palatial eighteenth-century buildings,” all singing “a hymn to progress which had
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replaced the daily chanting of monks”.(18) Between 1839 and 1843, he designed the
new wing that faced and imitated the refectory, and the gateway of the rue Saint
Martin. Finished between 1848 and 1850, these constructions created a symmetrical
courtyard that resembled a cour d’honneur.(19) Vaudoyer also built a large
auditorium within the cloister across the semicircular auditorium built by M.-A. Peyre,
and renovated or restored the other buildings, notably the refectory where he
installed a library. In the 1860s, he designed and started building two large blocks
and two corner pavilions symmetrically placed on either side of the gateway block.
(Figs. 8, 9, 10, 11)

Figure 8, 9. Conservatoire des Arts et Métiers before Vaudoyer; Conservatoire seen
from the rue Saint-Martin

Figure10, 11. Bird’s eye view of the Conservatoire; The new wing, southern facade

The historical condition of the building site and its technological content perfectly fit
Vaudoyer’s aspirations for progress, which was, according to him, rooted in history
and expected to flourish in the immediate future, if prepared from today. This
congruence between the content of the building and its historical context in
Vaudoyer's mind resulted in not only the architect’'s preservation of the historic
constructions, but also his new arrangements to exacerbate the historic value of each
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element in the site. Eventually, unlike all the other architects who had preceded him
and proposed destruction of the medieval buildings in order to give the school a
homogenous expression, Vaudoyer spent much of his time with restoring the
historical buildings or integrating them with the few additions he built.(20) David Van
Zanten claimed that the solutions Vaudoyer offered to problems of the design “were
all worked out in the context of one general objective: preserving and articulating the
specific architectural history manifested in these buildings, gathered over a period of
seven centuries at this spot in Paris.”(21)

Vaudoyer’s articles in the Magasin Pittoresque and his essay entitled Histoire de
I’Architecture show that he believed in the progress of architecture by means of the
mixture of different architectural systems. The mixture of two things was supposed to
yield a new system that was expected to be in development, in the state of transition.
This theory led him to refute the doctrines of both the older generation of classicists
and the younger generation of Gothicists. He considered the architects who preferred
the middle way as the generation of transition.(22) Therefore, like Duban, Vaudoyer
also based his design on the representation of the historical process he admired.
This historical process starts at the allegorical “Néo-Gréc” gateway of the complex,
and ends at the New Wing (Aile Neuve), with which Vaudoyer hoped to give
something new to French architecture. While this wing imitates the general form and
the buttresses of the opposite refectory, the allusions to the dialectic relationship
between trabeated and arcuated systems that started at the back side of the gateway
culminate in between these buttressed as segmented arches which contain
curvilinear French windows. Vaudoyer derived discovered the dialectic relationship
between different systems at the chateaux of “transition” style in 16" century, and he
carried this rediscovery to the later Sorbonne buildings.

Although Vaudoyer imitated in a way what the Philibert de 'Ormes, the Jean Bullants,
and the Pierre Lescots had done in sixteenth-century, the historically-conscious
nineteenth-century architect, who neither belonged to the Middle Ages nor to the
Renaissance, needed a justification for the new architectural mixtures he created
artificially. Historical transition was the justification, which permitted to imitate the
elements of architectural patrimony. In short, the New Wing of Vaudoyer becomes
meaningful because of the existence of the refectory, and the refectory is revalued by
the building of the new wing: this is the real nature of the new sense of imitation
based on a dialectic understanding of history as opposed to the form-content
idealism.

THE BIBLIOTHEQUE SAINTE-GENEVIEVE AND THE CATHEDRAL OF
MARSEILLES

The Bibliotheque Sainte-Genevieve and the Cathedral of Marseilles are single
buildings. Moreover, unlike the two buildings discussed above, they did not have the
historical layers of development that were completed by their architects. Yet, both the
library and the cathedral were formed in a context invented by their architects, which
were justified by the notion of historical progress just the same as in the other two
examples. These building were neither directly integrated in their surroundings, nor
completely isolated, but linked to history through their conceptual sites.
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The Bibliothéque Sainte-Geneviéve was built on the privileged Sainte-Geneviéve hill,
replacing the former College de Montaigu, demolished completely in 1838 in order to
create space for the new library. Labrouste produced the project of the new library in
1839. In 1843, Conseil des batiments civils approved the project. Construction
started in 1844, and finished in 1850.(23) The box-like exterior of the Bibliotheque
Sainte-Geneviéve and its strangely expressive flat surface was emphasized by every
one who wrote about it. Van Zanten described the astonishing appearance of the
new library as “a narrow, rectangular box wedged onto a long, constricted site ringed
by a continuous range of arches on tall, narrow piers.”(24) (Figs. 12, 13)

Figure12,13. Bibliothéque Sainte-Genevieve; Bibliotheque Sainte-Geneviéve, the
reading room.

Labrouste’s concept of history was more materialistic than that of Duban and
Vaudoyer, and therefore his historicist position was slightly different. This may have
led him to see the site as a material condition, to which the response was historically
determined. The building was to be formed by the limitations and the possibilities of
the site, the time, and the building’s program. In this sense, the modernity of
architectural production, the building’s program, and the resulting architectural
expression create a context for the Bibliotheque Sainte-Geneviéeve. But beside this
materialistic determination of the shape of Labrouste’s building, it can be also shown
that the building was not at all an isolated box on the site. It is argued here that it is
strangely connected with the surfaces of the nearby buildings.

Labrouste’s special interpretation of site specificity explains the curious appearance
of the building, which looks incomplete when seen isolated from neighboring
buildings. Having left the ornamentation of the library to the books on the interiors
and to the inscriptions on the exteriors, Labrouste’s building resembles works of
Roman engineering such as the viaducts, or the facade of a monumental building like
the stage of the theater at Orange, or the Tabularium in Rome.(25) In fact, the
particularity of Labrouste’s historicism explains his choice of Roman elements on the
outside and “Gothic” columns inside. Neil Levine’s explanation of the structural
system of the library is to the point. Levine’s idea can be outlined as this: by using the
inherited techniques of medieval and classical tradition, and by applying the materials
and techniques at hand, Labrouste wanted to create something new, something
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more than its historical components. As Levine pointed out, the thick pillars between
the recessed arches of the library work as buttresses that counter the thrust of the
iron roof. One can only speculate that Labrouste must have chosen to solve the
problem not with the Gothic buttresses, but with the Roman arches, because this
helped him to achieve three things that he could not achieve with purely Roman or
Gothic elements: the easy circulation of people, light, and (heated) air is made
possible by the thin cast-iron pillars and arches (as at the monastery of St.-Martin-
des-Champs); supporting this structure outside is made possible by the pillars
between the recessed arches; and good filtered lighting is made possible by these
large and deep “aqueduct” arches that counter two forces, lateral and perpendicular
(as at the Basilica of Maxentius). These were the material conditions of the building’s
program. As for the physical conditions of the site that affected the plan, it can be
said that the first floor was given small windows and the reading room was carried to
the first floor because of the impossibility of the library’s retreat into an isolated
garden.(26)

It can be argued that although the specific conditions of the library seem to
necessitate its isolation from its surroundings, the locality from which the building
emerged creates a natural bond with other artifacts present in the neighborhood,
produced at different times. Labrouste had chosen the ruins of Greek colony in
Pompeii as his 4" year studies in ltaly. He developed an argument from his
investigations, in that people had changed the temple form in later buildings and
used its elements for secular gatherings. Also the Roman Forum might have given
him similar ideas, given that a building like the Basilica of Maxentius reveals a
change in Roman structural complexity and causes its distinction from the
neighboring buildings. All the evidence suggests that Labrouste shared with his
friends the same attachment to images of historical accumulation of buildings at
specific urban locations, but his desire to represent architectural progress precisely
allowed him not to bother with adopting the historical references from the
surroundings. For him, a new building for new needs would immediately become a
part of the history of the locality.

In the Bibliothéque Sainte-Geneviéve, the exteriors are part of an urban situation in
which the idea is to represent architectural progress by means of the historical
accumulation of buildings. When seen in a larger context, the flat surface of the
library is part of the image of a Roman situation. The classical elements of Soufflot's
buildings bracket Labrouste’s facade in the view from the top of the rue Soufflot and
end the isolation of the Bibliothéque Sainte-Geneviéve. Like ancient Roman sites, the
hill of Sainte-Geneviéve provides a perfect opportunity for partial vistas. The giant
Corinthian columns of the Panthéon and the concave lonic portico of the corner of
the Faculté de Droit complete the facade of the Bibliothéque Sainte-Geneviéve,
which, with the rhythm of its arches appearing in the background like a viaduct or a
theater, becomes the backdrop of an historical - albeit modern — setting. This facade
can be justified as being a co-product of the site and the building program. (Fig. 14)
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Figure14. Bibliothéque Sainte-Genevieve seen between the Faculté de Droit and
Panthéon

The Cathedrale of Marseilles (Sainte-Marie-Majeure) is a similarly isolated building.
Except for the Romanesque vaults and windows of the old church, La Vieille Major,
whose destruction was intended and partly realized, no part of the cathedral shows
signs of its immediate surroundings. Barry Bergdoll claimed that the building is a
“dissertation” on the history of church architecture, which mixed the forms and
images as diverse as the Byzantine, Romanesque, and Tuscan churches, Cairene
mosques, Roman triumphal arches, Ottoman turrets, and Islamic minarets. Although
the Byzantine structure of the cathedral with Provengale Romanesque touch can be
related to the idea of mixture of the Latin-cross and the central plan scheme, which
was admired by Vaudoyer at the Florence Cathedral, the rest of the building
configuration is a result of a theoretical display that went through transformations
independent of the plan.

Van Zanten and Bergdoll explained the choices of historical sources in this building,
which stemmed from the intersection of diverse motivations, such as the Saint-
Simonian ambitions of the technocrats, the political ambitions of Bishop Mazenod
and Emperor Napoleon lllI, the growing population and importance of the city, and
last but not the least, the imperial ambitions of France. The Cathedral was to be
situated in Marseilles, the port and the gate (“port et porte”) of France to the
Mediterranean and to the East; uniting the East and the West was also a matter of
uniting the architectural systems of the Eastern (Byzantian) and the Western
(Romanesque) churches; finally, the Islamic architecture of the Mediterranean, which
in great part must have had issued from the Byzantine architecture, was part of the
symbolic context of the cathedral, since France persevered her campaign to bring
civilization to the Mediterranean through this port, Marseilles, a former Greek colony
and the earliest city in France.(27)

The political and cultural background of the cathedral is very detailed, as are the
sources of its eclectic configuration; but although the choice of the Latin-cross was
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mandated by the building’s typology, and the chapels that surround the apse were as
in the pilgrimage churches of the region, all the other elements were chosen from a
very large region and composed unconventionally by the architect. Vaudoyer
invented meanings for his building from the context of its locus - an artificial site that
was neither a physical limitation like the site of the Bibliothéque Sainte-Genevieve,
nor a real historical product like the sites of the Conservatoire des Arts et Métiers and
Ecole des Beaux-Arts. The building was not formed in direct response to material
conditions, but in response to imaginary historical processes.

The transformations of the domes and the portico, as well as all other elements of the
surfaces, testify the architect’s persistent escape from ideal and consistent motifs: in
the project of 1852, the central dome of the nave imitated the dome of the Duomo in
Florence, and the two domes of the crossing were Byzantine-Ottoman in appearance
and structure; in the project of 1855, Vaudoyer added the zigzagged bands around
the three domes that repeated the external shape of the bays of the nave in a smaller
scale, and eliminated direct allusions to the Tuscan and Byzantine sources. The front
elevation has a similar story: in the project of 1852, it was purely medieval with the
large rose-window topped with the gallery of kings; in the design of 1855, the facade
was turned into a triumphal arch by a simple omission of the rose-window and the
inward extension of the arch. In 1857, when Vaudoyer finally decided to cover all the
exteriors with green-white stripes, the triumphal arch with medieval elements was
also confused with the Tuscan and Mamluk architectures, especially with the Duomo
in Florence and the Mosque of al-Mu'ayyad (1415-1422) in Cairo. All in all,
Vaudoyer’s exteriors carry the elements of various sites that are contextually linked to
the site of the cathedral. Like their original sites, the images that intermingle on the
surfaces of the cathedral are both close to and distant from one another, blurring the
times and places they allude to, thus emphasizing the modernity of the time and
place to which they now belong. (Fig. 15)

Figure15. Cathedral of Marseilles, c. 1900
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Eventually, it can be said that Vaudoyer definitely took the history of the building type
as the design context. Yet, the image of the modernity to be represented in this type
in evolution seems to have created difficulties for Vaudoyer. Having broken
completely with the classical canons, the caractére that Vaudoyer sought for the
church was to be justified only by historical progress. The image of accumulated
architectural history was artificially created also in this building, whose conception
should be related to the creation of a cityscape seen from the sea and from different
parts of the city, as juxtaposed buildings accumulated in time in a specific place, like
in Rome. (Figs. 19, 20)

CONCLUSION

The two different conceptions of the architectural site result from different
demonstrations of the same idea of historical context, which assigned these sites a
sense of modernity by means of the exhibition of the development of architecture in
time. It can be said that both the exaggeration and the seeming neglect of locality are
due to the historicist conception of architectural design. Inherent historicism is
revealed by the exteriors of these buildings in different ways which contribute to
national progress: artistically as the expression of the cultural specificity of local
architectural history, materialistically as the expression of particular urban facts of a
progressive society.

The intention of the romantic-rationalist architects to theorize the historical context of
architecture compelled them to disclose the a-synchronous elements on the outside
for the public view, and to create intricate urban images that justified fragmentation in
the building site, as in the Ecole des Beaux-Arts and the Conservatoire des Arts et
Métiers, or in the urban fabric, as in the Bibliothéque Sainte-Geneviéve and the
Cathedral of Marseilles. The historical context understood as such broke with the
classical surface synchronism. Through their efforts of composing historical
fragments, engraving words on building surfaces, and propagating the historicist
theory of architecture, architectural exteriors became a manifestation of a historicist
ideology. This transformation constituted the essence of the romantic-rationalist
reaction against the idealism of the classical tradition.

In 1435, Leon Battista Alberti had described a window to explain the principles of
perspective drawing for painters. During the High Renaissance, this window became
a tool to configure an ideally classical — and therefore Roman — cityscape, as
exemplified by the Urbino panels, or the stage set of Palladio’s Teatro Olimpico.
Alexandre de Laborde’s window, however, opened to a romantic, but also realistic
Roman experience, through which the historical past emphasized the present as
never before, but also in the context of future.
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ENDNOTES

(1) The terms “synchronous” and “diachronous” are used here in the same sense that the Swiss
linguist Ferdinand de Saussure (1857-1913) used in his linguistic theory collected under
the title Course in General Linguistics (Cours de linguistique générale). De Saussure
interpreted synchronic approach in language as the negligence of the changes of meaning
that a word went through in time, and diachronic as the interpretation of a word in its
changing temporal context.

(2) Alexandre de Laborde, Monuments de la France classés chronologiquement et considérés
sous le rapport des faits historiques et de I'étude des arts (2 vols). Paris: Joubert, 1816.

(3) J. B. Fischer von Erlach’s Karlskirche in Vienna can be regarded as the first building to have
applied historical eclecticism, and his Entwurff Einer Historischen Architektur, (Leipzig,
1724) to be the first essay on the history of world’s architecture. However, Fischer’'s design
theory did not primarily concern site-specificity.

(4) There is a link between the archaeological surveys, picturesque journeys, fantastic painting
and visionary architecture in the eighteenth-century. See Yusuf Civelek, An Archaeology of
the Fragment: The Transition from the Antique Fragment to the Historical Fragment in
French Architecture between 1750 And 1850 (Unpublished Ph.D. thesis). Philadelphia:
University of Pennsylvania, 2005.

(5) Pinon pointed out Desgodets’s “abstractions” of the Roman buildings from modern
constructions, such as the San Lorenzo in Miranda that occupied the site of the Temple of
Antonine and Faustine. Pinon also counted Piranesi among those who represented a
purely antique Rome. Pierre Pinon & Francgois-Xavier Amprimoz, Les Envois de Rome
(1778 — 1968): Architecture et archéologie. Rome: Ecole Frangaise de Rome, 1988, p.
203.

(6) See Arthur Drexler, ed. The Architecture of the Ecole des Beaux-Arts. New York: The
Museum of Modern Art, 1977.

(7) De Wailly and Peyre had designed three roads axially emanating from their one of which
connected the theater to the Ecole de Chirurgie. They had imagined commercial buildings
along these roads not only to fund the construction, but also to integrate the whole design
into a larger urban context. See Monika Steinhauser and Daniel Rabreau, Le théatre de
'Odéon de Charles De Wailly et Marie-Joseph Peyre, 1767-1782. Revue de I'Art (1973),
no.19, pp. 9-49.

(8) Gondoin had taken as example the Greco-Roman institutions for education. See Jacques
Gondoin. Descriptions des Ecoles de chirurgie. Paris: Cellot et les fréres Jombert, 1780.
Gondoin was very fond of reviving antiquity. During his second journey to Italy, he
considered buying the territory of Villa Hadriana. When he returned to France, he
purchased a large territory near Paris where he intended to build a gigantic villa like
Hadrian’s, a project which failed due to the Revolution. See Quatremeére de Quincy, Notice
historique sur la vie et les ouvrages de M. Gondoin, lue a la seance publique de
'académie royale des beaux-arts, du 6 octobre 1821. Paris: Institut de France, 1821, pp.
13-14.

(9) Pierre Patte, Monumens érigés en France a la gloire de Louis XV. Paris: Desaint, 1765.

(10) Although the meaning of architectural character changed in the works of the visionary
architects, idealistic understanding of form and time remained the same. Both Ledoux and
Etienne-Louis Boullée considered the notion of a building’s caractére not a signification of
a cultural “aptness” as it used to be, but a mood or meaning that should emanate from the
form. In their designs, all buildings should disseminate their characteristic meanings
through the effects their forms exert on the beholder, as seen in the dramatic spaces of
Boullée and the emblematic buildings of Ledoux, which “talked” about their functions. For
these two visionaries, a site could be specific in its natural, but not cultural or historical,
qualities.

(11) It is worth noting that Perrault is not only the author of the Ordonnance des cinq espéces
de colonnes selon la méthode des Anciens (Paris, 1683), but also the translator of
Vitruvius in French, Les dix livres d'architecture de Vitruve, second edition (Paris, 1684).
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(12) Pensionnaire is a term used for the winners of the Grand Prix de Rome, who were to study
the ancient monuments of Rome from 3 to 5 years. As state employees, these architects
were expected to undertake important state commissions on their return.

(13) Van Zanten called this generation the “Romantic pensionnaires.” Although Van Zanten
stated that Labrouste was conspicuously absent from this group’s theoretical affaires in
Paris, he tried to justify that he was not simply a rationalist. See David van Zanten,
Designing Paris: The Architecture of Duban, Labrouste, Duc, and Vaudoyer. Cambridge,
Mass.: MIT Press, 1987. The fact that Labrouste was not a mere materialist was proven
better in Neil Levine’s analysis of the Bibliothéque Sainte-Genevieve, although Levine
argued that Labrouste’s interpretation of architectural history was positivist. Neil Levine,
“The Romantic Idea of Architectural Legibility: Henri Labrouste and the Neo-Grec.” In
Arthur Drexler, ed. The Architecture of the Ecole des Beaux-Arts. New York: The Museum
of Modern Art, 1977, pp. 325-416. Yet, as Hautecoeur also pointed out, structural
rationalism was a common treat of the generation. Louis Hautecoeur, Histoire de
I'architecture classique en France. Paris: Picard, 1952-1955, vol. VI, pp. 227 ff. Therefore,
it is more suitable to call the group romantic-rationalist, for the term covers the varying
degrees of the both aspects of the combination.

(14) For the Comission des Batiments Publics, the Arc de Gaillon hindered the beauty of the
classical Palais des Etudes, whereas for Duban, this new building was a meaningless
imitation without the other elements of architectural history. For a detailed history of the
site of Ecole des Beaux-Arts, see Catherine Marmoz, “Félix Duban et I'’Arc de Gaillon
'Ecole des Beaux-Arts.” Bulletin de la Société de I'Histoire de I'Art Francgais (1977): 221-
222; and David Van Zanten, Designing Paris: The Architecture of Duban, Labrouste, Duc,
and Vaudoyer. Cambridge, Mass.: MIT Press, 1987, p. 74. See also Frangoise Choay,
L’Allégoire du patrimoine. Paris: Seuil, 1992.

(15) See Charles-Ernest Beulé, Eloge de Duban, lu dans la séance publique annuelle du
samedi 9 novembre 1872. Paris: Institut de France, 1872, p.7.

(16) Questel cites Duban’s Pompeian imagination: “Enfin, I'ancien cloitre des Augustins lui-
méme, Duban a réussi a le transformer en atrium pompéien. L'étage qui forme attique a le
caractere intérieur des demeures de la Campanie; le grand mdrier, le gazon, les fleurs, le
jet d'eau, les mosaiques du sol, les tons vifs des enduits, les statues plus petites que
nature, nous font deviner la maison gréco-romaine ou plutét nous y transportent...
I'architecte a su exprimer ce qu'il sentait, faire revivre ce qu'il avait aimé et perpétuer, pour
les autres aussi bien que pour lui-méme, les jouissances qu'il avait éprouvées dans ses
voyages.” Charles-Auguste Questel, Notice sur M. Duban. Paris: Institut de France, 1872,
p. 11.

(17) Théodore Ballu, Notice sur M. Léon Vaudoyer. Paris: Institut de France, 1873, p. 7.

(18) Barry Bergdoll, Léon Vaudoyer: Histroicism in the Age of Industry. Cambridge, Mass.: MIT
Press, 1994, p. 141.

(19) Barry Bergdoll, Léon Vaudoyer: Histroicism in the Age of Industry. Cambridge, Mass.: MIT
Press, 1994, p. 160.

(20) Vaudoyer took over the building in 1838. Before him, the building had changed four other
architects: Frangois Delannoy (1798-99), C.-J.-B. Jallier (1800-1806), A.-M. Peyre (1806-
1832), and Victor Dubois (1832-38). Begrdoll, Léon Vaudoyer, p. 141.

(21) Van Zanten, Designing Paris, p. 111.

(22) Léon Vaudoyer, “Histoire de I'Architecture,” in Patria: La France Ancienne et Moderne.
Paris: J.-J. Dubouchet et Cie, Janvier 1846, p. 2195.

(23) For the history of the Bibliotheque Sainte-Geneviéve, see Marguerite Wintzweiller, Les
origines de la Bibliothéeque Sainte-Genevieve. Paris, 1986; and Jean-Michel Leniaud, ed.,
Des Palais pour les livres: Labrouste, Sainte-Geneviéve et les bibliothéques. Paris:
Maisonneuve & Larose, 2002, pp. 25 ff.

(24) Van Zanten, Designing Paris, p. 88.

(25) Neil Levine referred to the elevation of the Coliseum reconstrcuted by Labrouste’s friend,
Louis Duc. Yet, the facade of the Théatre d’Orange, illustrated in Alexandre de Laborde’s
Monuments de la France (1816), is more similar.

(26) Bailly stated that Labrouste imagined the cupolas of the Bibliothéque Nationale with light
sources on top and with vegetal decoration all around because of a childhood memory:
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when he was a high-school student, Labrouste often went to Jardin du Luxembourg and
studied among the trees, under the clear sky, and without any distraction; he thought that
this was the ideal atmosphere for a library. Bailly, “Notice sur Labrouste, lue a I'académie
dans la séance du 16 décembre 1876,” in Souvenirs d’Henri Labrouste, Notes recueillies
et classées par ses Enfants. Paris, 1928, p. 77.

(27) Bergdoll showed that the legend about the existence of an ancient Greek temple (Temple
of Diana) on the site of the cathedral was supported by the findings of fragments of an
ancient temple and a fifth-century church during the excavations. Léon Vaudoyer, p. 246.
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ABSTRACT

As old but simultaneously as current the concept of "contextualism" is and as it also portrays a
condition of continuity in the architecture, shall be investigated in a travel through time. It will be
shown vis-a-vis certain exemplifying historical buildings, starting in the Ancient world proceeding
to the Middle Ages and the Renaissance until recent time including reactions to past or existing
styles.

"Selection of location", “Genius Loci” and "continuity" as a sub-concept of “Contextualism in
Architecture” play an important role for these exemplifying historical buildings. The fact, that
important monuments in the ancient world had “paragons” did not cause loss of significance or
bring them down to “worthlessness”. In contrary, such examples could be affilated to the list of
the Wonders of the World. (Temple of Artemis in Ephesus).

The choosen examples mostly derive from Anatolia, there is no reason to go far away, but this
phenomenon is spread all over the world, Palladio’s Basilica in Vicenza will be paradigme for
that. Contextualism and its sub-concepts may emerge at any time and at any place, in various
shapes. It may focus in a single place and last over centuries (like in the Temple of Apollo in
Didyma and the Temple of Artemis in Ephesus), it may be shown by the absorption of local or
regional peculiarities (as in the Temple of Athena or in Eldem’s “Taslik Coffeehouse”) or by
incorporating parts of the tradition of a whole cultural area (e.g. Sinan’s mosques). The
influence of the building type of the Church of the Holy Aposteles in Constantinople reached
even to far away countries.

The context may consist in the absorption of the type, whereas details are modificated, as well
as in the absorption of details by utilise re-used material (spolia) and imitating ornaments,
whereas the system is changed (Cumanin Camii at Antalya).

Keywords : Keywords, Contextualism in history, Selection of location, Continuity in style,
Historical context, Genius loci
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INTRODUCTION

In antique architecture, besides “selection of location”, the concept of “continuity” as a
sub-concept of “Contextualism in Architecture” plays an important role. To remain
with the once chosen style, despite a construction period, which lasts over centuries -
this style of commitment- is a phenomenon of the ancient world. In Anatolia,
numerous examples can be found dating from the Hellenistic period.

In order to understand the building and the size of the Temple of Apollo in Didyma,
one must know that it was one of the most important centers for the Oracle. In other
words, this site was not coincidentally chosen, but rather because of the holy
source[2] and bay leaves in its court. Its use as a source of divination is based on the
“Genius Loci” and its special properties. The location was patterned as an open court
after the needs of these cult marks, which were worshipped under a free heaven
(Gruben, 2001: 396).

The Temple of Apollo at Didyma belongs to the most important cult buildings of the
Hellenistic world of its size and was sought out by many philosophers and kings, who
wanted to learn about their destinies (Herodot, 1l 159, | 92).[3] The site was used
many times. The current Temple was the third building erected on this site, the first
two constructions being from ca. 700 BC and from the 6" century BC (Tuchelt, 1992:
12). The second Temple was destroyed by the Persians around 494 BC (Gruben,
2001: 405), the construction project for the third only being able to be started 150
years later, ca. 300 BC (Tuchelt, 1992: 15). The identity of its architect was been
handed down to us by the Roman architectural theorist Vitruvius (born 84 BC). It was
the Milesian master builder Daphnis, easily in a leading role together with the
Paionios of Ephesos, who is supposed to have cooperated on the achievement of the
Artemision (Vitruvius, VII 16 p; Haselberger, 1983: 114). Looked at from the outside,
it presents the “new” or the last Temple with a double row of column, which surround
the cella—with the traditional Dipteros scheme—in lonic style and with an inner court.
It follows the same scheme as the “old” previous construction (Figs. 1—2). But it was
greater in its dimensions and in its details it portrayed a stand-alone scheme. The
existing threshold, from a single giant block, of the 14-meter high false door in the
pronaos, with its extraordinary height of 1.46 meters, forms a pedestal-like niche, the
place offers for the annunciation of the Oracle and portrays in that function a one-of-
a-kind solution. The tunnel-like passage way forms not only a special solution of this
scheme, but rather is also the only connection to the court, whose natural floor was
covered with bay leaves. It extends over 21.71-by-53.63 meters, the walls tower
about 25 meters in height. The building has 19.70-meter high columns with intervals
of 5.30 meter, i.e. 18 “lonic feet”, and a quadratic, nine-foot long module. In the
famous pronaos, through its ornamenting, with its giant size, every style of
ornamenting was experimented with on the giant column bases and capitals, nearly
every column base was ornamented differently than the next, although the module of
nine feet always stayed the same (Martin, 1966: 176).
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Figure 1, 2. “old” Didymaion (540-525 BC) (Gruben, fig. 303); “new” Didymaion (313
BC-3" century) (Mdiller, W., Vogel G. 192 fig. w/o no)

The construction period of this building of the Temple of Apollo at Didyma stretched
over 500 years. Even the Roman Emperor Hadrian (117—138 AD) supported the
building of the Temple. From about the 2™ century AD originates the Medusa head
decorated fries of the outer colonnade (Akurgal, 1986: 247 Fig. 74 a). In the
centuries-long construction time, it was the tendency of that time to not break with the
unchanged elements of the lonic order (Martin, 1986: 97). The younger Didymaion
follows a late-Classical scheme, that later traverses all stages of Hellenistic and
Roman-Baroque style. Despite the long construction period, the outer column ring
could never be completed (Gruben, 2001: 406).

Also the site of the Artemision in Ephesos was used in the course of history by many
cult buildings. After two previous buildings, from the 8™ and 7™ centuries BC, the “old”
Artemision was erected on the site in the 6" century, the “new” Artemision in the 4‘“,
and finally a Christian church (Bammer — Muss, 1996: 33).

In the old cult of the “Nature and animal goddess” that existed on this site, the new
settlers, the lons, saw their own Artemis and took over the cult site (Gruben, 2001:
381). The archaic Temple, the old Artemision, which was founded by Kroisos in about
560 BC and erected after Plinius over a period of 120 years and which was famous
for its beauty in Ephesos, fell victim in 356 BC to the incendiary attacks of a particular
Herostrat (Gruben, 2001: 360). The building of Artemision in Ephesos was started by
father and son Chersiphron and Metagenas, of Knossos, although Theodoros, of
Samos, son of Roikos, can also be included.[4] The ensuing building, one of the
Seven Wonders of the World, was completed by Demetrios, Cheirokrates, and
Paionios, of Ephesos (Vitruvius, VII 16 p).
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Figure 3,4. “old” Artemision in Ephesos (560-440 BC) (Bammer, A., Muss U. figs.
61-62); “new” Artemision in Ephesos (356 BC)
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Both Temples were Dipteroi, that is constructions of doubly surrounding halls (Figs.
3-4). The scheme of the ‘younger’ Artemision in Ephesos presented a strong
connection to its previous constructions. The ‘older’ Artemision had insisted in the
120-year construction time on traditional forms and rejected the architectural
language of Athens: a truss, such as that which comes forth in the Classical Greek
Temples, it is not here. Excepting that, all Ephesian temples were faced to the West,
not like those temples in the Classical examples, which are oriented to the East
(Gruben, 2001: 385).

By scheme and presentation of this temple, three basic principles played an
important role: the shaping of Oriental culture (with the columne caelatae—a part of
column shafts is trained as supplied column cylinders—and the great open court), the
mathematical mentality and the cited motives of the archaic period (Bammer — Muss,
1996: 59-60). The form of the old buildings, measures and exact site of its
foundations were faithfully taken over in the new temples. Even the walls and the
18.40-meter high columns were erected directly over the archaic walls and columns
(Bammer, 1984: 220).

On the other hand, changes on the old Temple exist in the construction of style
arrangements and the introduction of a third column row in the short fagade. Except
for that, the archaic “Adyfon” had to cede its site in the new building of the modern
“Opisthodom”.[5] The high platform, on which the new Artemision rests, Was erected
out of necessity, to come in line with an elevation of sea level in the 4" century BC
(Bammer — Muss, 1996: 55).

The financial funding from Alexander the Great for the construction of the younger
Artemision in Ephesos was rejected and the construction realized with their own
resources (Strabon, XIV, C 641). That may have been a political decision, but for this
reason, the constructors were certainly also much freer in their decisions about the
style of the scheme. They decided apparently on the scheme of “continuity”.

In his book, Vitruvius also mentioned the Temple of Athena in Priene (Vitruvius, I, 1,
12 and VII, 12). It was the first, autonomous temple, whose scheme was not limited
through an attachment on a foreign construction type such as the mausoleum, like in
the case of the Temple of Zeus in Labraunda, or on a previous construction such as
the Artemision in Ephesos (Konigs, 1983: 162 et sqq.).

When the construction of the Temple of Athena in Priene was begun, the Temple of
Athena in the neighboring city of Milet was 100 years old. At the time of the planning
of the Temple, the structural parts and ornamenting of the Altionistic canon were still
to be seen on older buildings in Milet and Didyma. The Temple of Athena must have
been continuously built from the time of the city’s foundation (4 century BC) on, until
in the epoch of Augustus, or something more than a span of 300 years. To begin
with, the cella, the East Gable side, and the first four columns of the south and north
long sides were completed, and surely with important financial support from
Alexander the Great. Therewith the Temple was used for the cult and the its
construction work was continued from now on among with other public construction
projects of the city, like the Agora, only with reduced energy. A last strong impetus
came with the imperial cult of Augustus, which was eventually worshipped together
with Athena. A relevant inscription on the eastern middle architrave is between the
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altar and the Temple. The 4" century building, which was completely strictly
according to the scheme of the Pytheos, remained until the time of Augustus and
therefore remained relevant in the time of Vitruvius. Phytheos was famous as
sculptor on the Mausoleum of Halikarnassos (Konigs, 1998: 133).

The observations of Pytheos indicate that he intended to erect a sample building—a
Classical example—of Asian Minor lonic order in Priene (Gruben, 2001: 418). He
was successful, whereby he adopted some Doric elements[6] such as the
‘Opisthodom’ and the narrow space between columns in the ground plan (Kénigs,
1998: 132-133). After Vitruvius, Phytheos rejected the Doric order because of its
“problems and unharmonious symmetry” (Vitruvius, 1V, 3, 1).[7]

Figure 5. Temple of Athena in Priene (350 BC) (Orig. drawing by H. Schleif 1931,
publ. by Kénigs, fig. 97)

The ground plan of the Temple of Athena rests upon a square as a ground module,
which is built with 6-by-6 Attikan feet, i.e. 1.766 meters. Column bases and column
distance complete a square every time. Columns in a Raster scheme of 12 feet yoke-
wide and 6 feet plate size, respectively, in order of the columns 6x11 with 5x10 yoke,
respectively, show a relation of 1:2. All measurements stand in relationship with
another (Fig. 5). Nevertheless, with exact consideration, one detects that the
rationalism is not so thoroughly realized as was assumed beforehand. Rational
relationships are missed by a narrow margin on the building itself, for example often
on the columns and the entablature (Kdénigs, 1983: 141). Perhaps one has designed
details starting from a basic grid and has selected out variations without being vigilant
about fitting into the foot measure or to the module. Consequently, the rational
pattern is perceived, but cannot precisely be calculated. Nevertheless, the building
was built with reason and proportions.

M. Schede stated that the Temple of Athena of Priene had at least two different
construction phases of the ornaments, which he dated around 334 and 150 BC
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(Schede, 1934: 102). In the design of ornament bands of the eastern and western
building parts, various ornament types and stylistic variations were noticeable
(Konigs, 1998: 130-131 Figs. 115-116). Of all structural parts, there are at least two
variations of execution, frequently of measures too (Konigs, 1983: 136, 139, 141-
143). Also with the capitals, different characteristics are noticeable (Figs. 6-7). The
marble used on the construction with different shades of color originated perhaps
from the east slopes of the Acropolis rock. In the second phase, marble is found
frequently with heavy yellow strands, whereas in the first construction phase only
small yellow strands were allowed (Konigs, 1983: 161 et sqq.).

Figure 6,7. lon Capitals, Temple of Athena in Priene (orig. Pictures by W. Schiele,
pub. by Koénigs, figs. 115-116)

The significance of the Temple of Athena lies in the synthesis of forms and principles
of design of its time and in the continuation of the regional lonic peculiarities.

If an archaeologist or building researcher examines a monument today, he places
certain value on the paragons and the examples of comparison and searches for
them. Finding something does not diminuate the value of the building. In contrary,
when a paragon was a successful, recognized work of construction, this raises the
value of the dealt with construction. The researcher troubles himself to find the
connections to the other buildings and stresses this connection. After today’s criteria,
through which a work of construction is valued in architecture, this result would be
referred to as an “imitation” and therewith the construction declared as basically
“worthless”.

The people of antiquity saw no problem with incorporating constructions that had had
paragons in the list of the Wonders of the World. Is there as a result for one and the
same incident an opposing interpretation? Science cannot disperse for one and the
same thing double standards. That is to say, a displacement of value has been
achieved against antiquity, in that buildings should no longer have a “paragon”. The
history of construction begins perhaps with an imitation, but ends after a construction
period of over a century, with changes and transformations of the details. Thus, for
example the egg-motif on a column capital experiences a 150-year long change,
going from the “plastic-three dimensional” to the “stylistic” ornament (s. Figs. 6-7).
Therewith no building replicates the other (Gir, 2007: 37—40). All these buildings
were constructed over centuries upon a predefined design pattern, their stylistic
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change lying in subtle yet continual variations or transformations of the former
presettings.

The changes went slower then as in the present time. People have first of all
digested what existed and then carried out changes. It was important to continue the
principles that they tried and proved as set motifs.

In the Middle Ages in large part economic reasons caused the integration of older
structural parts into the new.[8] The Cumanin Camii in Antalya, originally a Byzantine
church from the 5" to 6™ century, was almost entirely built out of re-used material
(Spolia). For many pillar capitals, truncated architraves from the Roman period were
used and on the intersections, the Roman ornamenting was copied one-to-one on
the cut surface (Ballance, 1955: 105; Verzone, 1955: 505-506; Grassi, 1990: 111;
Kaymak, 1997: 36 Fig. 47) (Fig. 8-9). Thereby it was attempted to craft a style of
connection with the former presettings.

th_gth

Figure 8, 9. Pier Capital with Byzantine decoration, Cumanin Camii at Antalya (5
century); Pier Capital with original Roman and Byzantine decoration,
Cumanin Camii at Antalya (Ballance, Pl. XXVII d)

The churches of the Byzantine architecture from the 5" to 6" century served
especially in the 11" and 12" centuries as paragons for new constructions.[9] This
entity portrays a difficulty for the dating of constructions of Byzantine architecture
(Buchwald, 1986: 310-311). The Church of the Holy Apostles in Constantinople (6th
century, Hérmann, 1951: 301 Fig. 68) burned down (Fig. 10). One of its successors
can be found soon thereafter in the St. John Church (Ephesus) (Hérmann, 1951: 300
et sqq.) (Fig. 11), begun before 548, and then later in the Markus church (1063—
1093) in Venice.

The Church of the Holy Apostles and the Markus church (Vio, 2000: Fig. 33) both had
cross-formed schemes, both were vaulted with every five cupola, both possessed
galleries, which were sustained by square pillars and columns. But nevertheless, the
Marcus church came very near to its paragon (cp. Figs.10 and 12). The close
connection between Venice and Byzantine is well known. The theme in this case was
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not only a church in the Byzantine style and not just any church was searched out as
a paragon. The then 500-year old Church of the Holy Apostles was specifically
chosen because it served for the preservation of the bones of St. Marcus, and in their
times the bones of St. Andreas, St. Lukas and perhaps also of St. Matthias (Mango,
1975: 169 et sqq. 296-297).

hmm

Figure 10, 11, 12. The Church of the Holy Apostles (6th century) (Istanbul) (Hérmann,
fig. 68): St. John Church (Ephesus) (548 AD) (according to Keil,
1920, pub. by Mango fig. 168); Markus Church (Venice) (1063—
1093 AD) (Hérmann, fig. 71)

In the Renaissance, an ambivalent attitude ruled: on the one hand, the admiration for
antique artwork, and on the other hand, the aspiration for improvement (Schumacher,
1971: 85). Important architects of the time such as Alberti, Serlio, da Vignola, and
Palladio concerned themselves with Roman architectural theorist Vitruvius (Murray,
1989: 26).

Palladio took measurements of antique monuments. Palladio’s first great construction
was the so-called Basilica in Vicenza. As in other north Italian cities, Vicenza also
possessed a great “Palace of Justice” from the 14" century, which was renovated in
the 15" century and used as a court of law and generally for government offices.
Around the middle of the 16™ century, the old building was in need of reparation; the
walls especially needed to become supported against the sideward-pushing of the
heavy truss.

Since 1538, many architects were busy with this theme. Da Pedemuro and his
student Palladio had presented a model “in almost natural size”. Palladio obtained
the orders to proceed. The construction work lasted his entire life, and even beyond.
His proposal was to support the old building through the construction of a large
circulating arcade built of stone that sustains the old walls with a row of conjoined
buttresses (Wundram — Pape, 1988: 65). As the building already possessed two
floors, Palladio was not entirely free with his plan. The binding criteria of the plan
were not only the axes in the ground plan, but also the existing floor height of the
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building (Berger, 1978: 164). His solution included two rows of arcades, of which the
lower corresponded with the height of the ground floor. Therewith the two circulating
floors were applied by open vaulted halls with the medieval Palace of Justice,
whereby the wall arrangement of the old building was also taken over into the new.

i
v # X
*

ot

N
INE]

Figure 13. Basilica in Vicenza (1549) (according to Palladio’s “Quattro libri”, pub. by
Wundram, M., Pape, T. and Marton, P. 65 fig. w/o no)

The arcades of the upper floor were on one hand determined in their extents through
the underlying arcades, and on the other hand a height needed to be reached in
section, which offered enough resistance to side-pushing of the trusses and would
therewith be determined by the height of the walls of the existing building. Therewith
exists his part on this construction in the erection of the loggia, with which he
jacketed the old building core (Fig. 13).

When using a double arcade of this type, for an architect with Palladio’s education, it
suggested itself, to think on a Roman theatre (see Jobst, 2006a: 35 Fig. 11) just like
the Theatre of Marcellus in Rome, which had served just beforehand as the paragon
for Sansovinos Library in Venice (Murray, 1989: 149 Figs. 274-275). The openings of
the arches are equal; however, the floor plan and the facade view also show irregular
inter-columns at the corner segments. The chosen motif of Serliana originates from
antique form and was diffused in the Renaissance by Serlio (Jobst, 2006b: 37 Fig. 1).
Palladio lent this motif a third dimension, in which he brought it into the depth through
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a second column position. The combination of the Oculi with the vaults went into
history as “Palladio’s motif”.

Palladio’s proposal corresponds also with his architectural-theoretical position on the
preservation and continuation of preserved antique principles. With the two-storied
arcades which jacketed the medieval core of the Basilica in Vicenza, besides the
honoring of the antique, the asserting building style of modern period was shown.
While the ancient basilicas have columns within, the "modern" basilica show
according to Palladio no longer any columns within or the columns should be brought
outside to the square (Jobst, 2006c¢: 64 Figs. 8-9).

The mosques of Sinan - built almost in the same time in Anatolia - can also be
examined in line with "continuity". Connection with the Byzantine churches, in
particular with the Hagia Sophia, in which the statics of the vault were examined, will
always be made (Koepf, 1983: 3—4.; Besnier-Kilicoglu, 1988: 34; Vogt-Goknil, 1993:
18 et sqq.). Tursun Bey’s proud proclamation on the old Fatih mosque, that it was
erected “according to the design concept of Hagia Sophia,” originates from the end of
the 15" century. It was ignored; over a long period, the attempt was seen as a form
of betrayal, to bring the Ottoman construction in connection with the model of Hagia
Sophia (Tanyeli, 2001: Arkitera Forum). However, that Sinan had matched in any
form with the Hagia Sophia or wanted to outdo it, that it was for Sinan in any case a
challenge, he clarified for us with his own words, “With God’s help and the Sultan’s
grace, | have anyway succeeded to build on the Mosque of Sultan Selim a dome with
a diameter four, with height six Zira[10] bigger” (Vogt-Goknil, 1993: 18) than in the
Hagia Sophia.

Figure 14, 15. Hagia Sophia (Orig. drawing by Fossati Vogt-Goknil, fig. 33);
Sileymaniye Mosque (Vogt-Goknil, fig. 34)
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Figure 16, 17. Hagia Sophia (534 AD) (Vogt-Goknil, fig. 13); Stleymaniye Mosque
(1550-1557) (Vogt-Goknil, fig. 31a)

As an example of our theme, we bring the monumental dome construction of the
Sileymaniye Mosque (Figs. 15. 17). Sinan decided to adopt the dome of the Hagia
Sophia (Figs. 14. 16) and set as his goal to outdo the Church of Justinian.[11] The
mosque was begun around 1550 and inaugurated around 1557. The Sileymaniye is
at the same time the last construction on which Sinan used the dome-half dome-
fascia wall combination (see Goodwin, 1993: Figs. 40-48). Already beforehand he
tried to apply the two central-symmetrical possibilities of the vault system in two
smaller mosques seperated from one another. In the Sehzade Mosque (1543), he
applied for the first time a square floor plan. The dome rested on four freestanding
pillars and was absorbed through four half vaults. Somewhat later but already during
the construction period of the Siileymaniye Mosque, the erection of the Mihrimah
Mosque (1555) (Edirnekapi) followed. Sinan allowed the dome to rest on for fascia
vaults. It seems as if he had wanted to gain first the needed safety before he wanted
to risk the great construction job. The Silleymaniye was viewed as a final showdown
of Sinan with the Byzantine form (Vogt-Géknil, 1993: 31). Besides the similarity of the
forms, there are also differences. For example, in the Sileymaniye, four massive,
salient pillars carry the dome. The fascia walls were much more permeable. The side
arcades of the Siileymaniye reach such a height that the middle vault with its crest is
tangent to the shelf underneath the fascia walls.

In the Hagia Sophia, the two-floored galleries demarcate along the sides the main
room. But along langitudinal axis the oval room was extended until the altar from the
semi-circle shaped apses. In contrast, in the Suleymaniye, the room in the center
reached almost the same in depth and width. No definite deep axis against the
Mihrab can be given.

With Sinan’s solution, one senses his unbiased approach to the other culture and

religion—in this case, toward Christianity; he borrowed what was the same, accepted
what was different, but developed in his example with respect and modesty a new
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solution. The equivalence of the axis and the unity of the room correspond to the
thoughts of equivalence of each and every person before God, as opposed to the
hierarchy in belief. He lived between two cultures, explained both cultures. It can also
be claimed that in architecture, the best results can be developed through the
blending and contacting of cultures.

Whenever the mosques in Anatolia have got drifting, different plans and
interpretations toward the Arabic and Persian multi-columned mosques, they owe this
to the place, they were created in. They are the results of a melting of various
cultures.

How old—but simultaneously also how current—the concept of “contextualism” is and
as it portrays almost a condition of continuity in architecture, two projects by S. H.
Eldem should be shown. The first is the “Building of Social Security” (1966). It is
located in a central quarter of Istanbul with small, traditional buildings. Through the
appointment of both form languages on the one hand of the Turkish traditional
construction style with the vertical structural window bands and wide hanging-out
ceilings, on the other hand the cubic and sure form of modern architecture and
through the small-parts formation of structures he succeeded in integrating his
building in the surroundings (Kuban, 1985: 69).

For the Building of Social Security in Istanbul, Eldem obtained twenty years after its
construction the Aga Khan Prize with the statement: “for a building that is modern
and that is in the context of its surroundings” (Maisch, 1989: 64).

Eldem’s dependence on traditional architecture have never been a protration of the
past. Instead, the architectural forms are absorbed, are interpreted with respect, and
new solutions searched for without moving away from their historical context.

Figure 18, 19. Detail from Yenicami, Istanbul- (pencil sketch, 1926 by S. H. Eldem,
pub. by Bozdogan et.al., 26 fig. w/o no); Taslk Coffeehouse, Istanbul
(1947-1950) (Maisch, 72 fig. w/o no)
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The “Taslik Coffeehouse” (1947-1950) was seen as one of the last stages of
Eldem’s, in the search for a national and also for a historical architecture (Bozdogan,
1987: 50 et sqq.).

Over the city walls with a view over the Bosporus, there is a symbol for a modern
interpretation of traditional Turkish architecture. The tradition is reflected in wide
hanging-out canopies (Fig. 18—19), with the “T” formed scheme of the central Sofa
type, a basin that finds itself in the point of intersection of the axis, the clear, simple
fagade construction, only broken through by the white window frames. The
environment outside as well as inside with wood furniture, smooth marble tanks and
wells contribute to the silence and convey balance, but reflect at the same time how
current the past is. Just before his death on 7 September, 1988, with his approval,
the café was torn down by a Japanese hotel chain (Maisch, 1989: 70).

Eldem’s stance on architecture and on “contextualism” illuminates his statement at
least exactly as well as his projects: “/ believe in the power and strength of native
architecture. ... | could make new buildings, because | knew the old” (Maisch, 1989:
62. 64).

ENDNOTES

(1) dedicated to the precious memory of Ozgéniil Aksoy and Erdem Aksoy.

(2)“...of the religious beliefs conform with the water source. ... and shows itself in the Oracles,
which have a deep tradition in antiquity.” Tiryaki, 2006: 46.

(3) The Egyptian pharaoh Necho and Lyder king Kroisos founded votive gifts

(4) A big problem was revealed with the foundation in the sandy and swampy terrain near the
sea. For this task was Theodoros summoned (Gruben, 2001: 385).

(5) Adyton (Gr. “the un-trespassable”): the most holy of the Temple that was only accessible to
the priest. It could lie under the Cella or also in the inner courtyard of the Temple of
Hypathra (i.e. in the Didymaion). See Shindler, 1986: 14; Opisthodom (Gr.): ,Back door,*
one of every double ante-construction; especially with temples, see Shindler, 1986: 396.

(6) On the curvature on the construction, there is also originally a motif of doristic temple
architecture (Gruben, 2001: 421; Kénigs, 1983: 139).

(7) Phytheos was an architect and sculptor, who also wrote in the antique tradition theoretical
critiques about his constructions, from which Vitruvius gained his knowledge. In Phytheos’
opinion, architecture was the Queen of all art and architecture was valid as universal
genius that had to rule over all art that was under it.

(8) See Deichmann’s work on the widening of the use of re-used material (Spolia) in early-
Christian and late-antique architecture, in which he mentions numerous South Anatolian
examples. See F. W. Deichmann, Die Spolien in der spatantiken Architektur, SBMiinchen 6
(1975) 33-40.

(9) For example, the Kalenderhane Mosque, from the 12" century, in Istanbul shows the same
foundation scheme as the church in Mayafarkin (after 591).

(10) A subconcept for the Ottoman unity of linear measure ‘arsin’s, contains 85,8 cm and was
called ‘carsi arsinr’.

(11) In Steirlin’s opinion, in his book, Soliman et I’Architecture, this step of Sinan’s on the
foundation of the Hagia Sophia was no voluntarily grasped, but rather happened under the
dictate of Suleyman, because he was for continuity and wanted to continue the Byzantine
tradition. Vogt-Goknil opposed this argument and claimed that “it should have been really
the wish of the Sultan ... that is how the wish of the ruler surely came in contradiction with
Sinan’s intention” (Vogt-Goknil, 1993: 31 note 11-12).
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OTTOMAN ARCHITECTURE “IN THE CONTEXT OF” TRABZON:
THE CASE STUDIES OF THE CAMI-I IMARET-I AMIRE-I HATUNIYE AND THE
CAMI-I MERHUM ISKENDER PASA

Halil iorahim DUZENLI, Evrim DUZENLI

Karadeniz Technical University, Faculty of Architecture, Department of Architecture

ABSTRACT

The relationship between the center and the periphery is a neglected field of research in the
modern Turkish architectural history-writing. It is an uttermost productive and explanatory task
to analyze the dynamics of architectural production in terms of the development and diffusion of
central ideas, the local context, transformative effects of this local context on the central
practices. It is interesting to note that this “neglected field” in the Turkish architectural history-
writing can also be explained in connection to various ideological conditions and positions.

In this paper, what it is indented to illuminate spesifically, is to put forward the diffusion “speed”
and “quality” of export of the Ottoman central practices to the periphery and transformative
dynamics of Trabzon city (Trabzon sancagi). The concept of “periphery” is also used as “the
local context” here. And, the matter in question, the dynamics consist both the social-
economical characteristics like the builder (patronage), financial conditions, the accessibility of
skilled workers, materials, their quality and circulation; and the symbolic characteristics.

In this context, the two mosques, which were located within the “center” of Trabzon city (sancak)
in the first half of the 16th century, have great importance in terms of their architectural
characteristics. The first of the mosques is the Cami-i Imaret-i Amire-i Hatuniye and the other is
the Cami-i Merhum Iskender Pasa as they were called in Tahrir Defteri (Ottoman tax registers )
of Trabzon in 1553. Today, the mosques bear the names of Gulbaharhatun Mosque and
Iskenderpasa Mosque. Gulbahar Hatun was the mother of the Selim | (Yavuz) who was one of
the most important sultans of the “classic” period of the Ottoman Empire. Iskender Pasha was
the governor of Trabzon city. It is also clear that the two actors did not have the same positions
in the Ottoman system. They neither shared the same economical conditions nor did they have
the same ability and chance to ensure the transfer of the skilled worker, techniques and
material. Eventually comparison of these two cases yields astoundingly striking results.

At the first glance, the architectural characteristics of two buildings present noticeable
differences. For instance, the formative and constructive expressions differ on the issues of
colour, dimension, quality of the stone, bond system of walls, etc. Consequently, the problem of
this study is to posit these buildings (which were constructed 20 years apart in the first half of
the 16th century in Trabzon) in a social, cultural, economical and symbolic “network” based on
their physical information and the dynamics proposed above; and expound on the vital
differences. Obviously, this network means the Ottoman society and its production system of
architectural practices.

Keywords: Ottoman Architecture, Patronage, Trabzon, Gulbaharhatun Mosque, Iskenderpasa
Mosque
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INTRODUCTION OR PLACES: CENTER AND PERIPHERY

When istanbul was conquered in 1453, Hagia Sophia had been changed to a
mosque by the Ottoman Empire. In accordance with the strategy of diffusing to the
Balkans and to the Blacksea, Trabzon was also conquered in 1461 (eight years after
istanbul). The same attitude was also continued here in Trabzon (just as it was in
istanbul) and the biggest church of the city (Panagia Chrysocephalos) was changed
to a mosque as a symbol of the conquest. This was also the first step of the Ottoman
strategy which attempted to dress an Islamic identity to a Byzantine city. This attitude
was also presented at the St. Eugenious Church (Cami-i Cedid) and St. Sophia
Church (Ayasofya Camii) of Trabzon, which were the other big churches of the city.
On the other hand the activity of building mosques and the masijids, which was the
most evident way of expressing self-cultural identity, was also continued. Building
mosques and masijids for the recent quaters of the city emerged to constitute respect
in the changing demographic structure of the city. And these quarters are stil
recognized through these religious buildings.

In this study the Gulbaharhatun Mosque, which was built 53 years after the conquest
of Trabzon (1461), in the period of Selim | (1514) and the iskenderpasa Mosque,
which was built 15 years after it (Gulbaharhatun) will be analyzed and compared.
These two mosques were the greatest, the most prestigious domed buildings of
Trabzon in the 16th century which the Ottoman started to construct from the scratch.

Examining these two mosques from the standpoint of central and peripherical
architectural practices, may betray significant findings. These comparisons may
eventually display many parameters for consideration to analyze the central and the
peripherical architectural activity in general. In this study the reflections of the central
bureaucracy on the architectural activity of the province, on the one hand, the
building activity of the administrator group in the province who were assigned by the
central bureaucracy, on the other, will be investigated. But the references on the
center and periphery concepts consist the crabbiest part, because they have a
tendency to differ for each city and also for any particular building in every period. For
instance for the Ottoman Empire, in which istanbul was definetely a center, an
architectural activity which was performed in periphery like Trabzon, might be
effected by an another city as well. The historic and the geographical characteristics
of the area, where the specific building is built, is very important here. In addition the
physical existence and the meanings which mainrtained communication in the
society, patrons (here, Selim | and Iskender Pasha); styles (plan, form, masonry,
dome, minaret, worker and material) of the mosques (here, in the Gulbaharhatun and
the Iskenderpasha Mosques) are other cranky points.

To summarize, in an attempt to comprehend and process the building stock, which
was produced by the Ottoman in some historic time, it is necessary to know different
contexts. These contexts can be designated as place, power, patronage (of the
builder) and the opportunities.
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MOSQUES_:_CAMi-i IMARET-i AMIRE-i HATUNIYEIGULBAHARHATUN MOSQUE
AND CAMI-I MERHUM ISKENDER PASA/ISKENDERPASHA MOSQUE (1)

Cami-i imaret-i Amire-i Hatuniye
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Figure 1, 2. Cami-i im_aret—i Amire-i Hatuniye (Gulbaharhatun Mosque); Cami-I
Merhum Iskender Pasa (Iskendarpasa Mosque) in 1900s (Yildiz
Albumu)

Although this building is known as Gulbaharhatun Mosque today, it was called as
“Mahalle-i Cami-i Imaret-i Amire-i Hatuniye” in 1583.(2)

The mosque was an important part of the Hatuniye Kulliye (3) (kulliye is a complex of
buildings adjacent to the mosque). The kulliye consisted of a medresseh (4)
(medresseh of Hatuniye ), soup kitchen (5) (soup kitchen of Hatuniye), a school
(school of Hatuniye), a daru’l-kurra (daru’l-kurra of Hatuniye) besides a tomb which
still stands.

Asik Mehmed in his book of “Menéaziru’l-Avalim” declares that the mosque was built
beside the tomb where the mother of Selim |, Gulbahar Khatun was buried outside of
the Zagnos Gate during the governorship of Sultan in Trabzon.(6) As to the
inscription of the tomb it was built at 911 (of the Hegira) / 1505 (of the Christian
era)(7) The origional inscription of the mosque is lost (8), but the inscription which
dates back to its restoration time of 1301 (of the Hegira) /1883-84 (of the Christian
era) is on the epitaph. Bijigkyan, during his trip to Trabzon between 1817 and 1819,
mentions an inscription where the restoration time of the mosque is indicated as 952
(of the Hegira) / 1545 (of the Christian era). But this inscription is also lost today. The
basic reference in the literature to give a date to the mosque is Menéziru’l-Avélim of
Asik Mehmed (9), and it stipulates 1514.

The building was defined as “T” planned, and levels with typical Bursa mosques,
which were built 50-60 years earlier. The walls were covered with hammer-dressed

131



livenarch 2007

andesite (ince yonu andezit), in the records of 1963. In addition a minaret which had
16 cornered body over a 8 cornered pedestal, of which balcony was stalactited, the
eave of the honeycomb part was profiled and the conical hat was covered by lead,
was defined.(10)

Balance was also mentined the building: “It is well-kept up. The masonry is of well-
dressed the color varying from dark grey to pinkish-grey, with narrow mortar joints;
the roofs are lead-covered. The central square of the plan is covered by a dome on
pendentives; the east and west wings each have a smaller dome; the porch,
stretching the full width of the North side, is five bays long, each with a dome. The six
columns supporting the porch are of Marmara marble and the capitals have a
formalised leaf motif. The two niches in the porch wall of the mosque have stalactite
carving, as has the recess over the doorway; none of it is very deeply cut.”(11)

The Gulbaharhatun Mosque is one of the greatest and the most monumental
buildings in Trabzon.

Figure 3, 4, 5. The picture of Gulbaharhatun Mosque (by Jules Laurens, “Mezarlik”,
1849); Gulbaharhatun Mosque (by Halil Ibrahim Duzenli)

Cami-i Merhum Iskender Pasa

The mosque is called the Iskenderpasa Mosque today. But the name of the mosque
was initially found in the Trabzon Tahrir Defters (Ottoman tax registers) of 1553 as
“Mahalle-i Cami-i Merhum Iskender Pasa Ki Der Kurb-i Meydan-1 Cedid”. The quarter
where the mosque was placed, was refered by the same name.(12)

As to the existing inscription, the mosque is built in 936 (of the Hegira) / 1529 (of the
Christian era) by Iskender Pasha which was the son of Mustafa Bey.(13) There is
also1291 (of the Hegira) / 1874 (of the Christian era), 1300 (of the Hegira) / 1882-83
(of the Christian era) and 1315 (of the Hegira) / 1897 (of the Christian era) dated
inscriptions besides the original one.(14) The waqf of the mosque was established in
938 (of the Hegira) / 1531 (of the Christian era) two years after the mosque was
built.(15)

132



contextualism in architecture

The observations of the travelers on buildings are also important for following the
traces of the physical change due to the restorations or other reasons. Asik Mehmet
was the first of the travelers who mentioned the building in Trabzon. In his travelbook
(seyahatname) dated 1590, after the mosque was erected, he wrote “the building,
which is constructed by masonry, single dome of which is covered by lead” and “a
smooth minaret which is made of brick”.(16)

Figure 6, 7. Iskenderpasa Mosque (by Coskun Kulaksizoglu)

Evliya Celebi expressed the building as “one pieced blue domed” on his trip to
Trabzon in 1640.(17) This expression must derive from the lead covered dome of the
mosque.

The observations of Cetintas in 1937 was as below: “As the building was investigated
in detail, it was designated particularly from the outside that although it belonged to
the 16th century, it was subjected to important restorations and changes after 18th
century... In fact the building belongs to the of single domed mosque type which is
constructed over four walls. However the front facade must be pulled down at one of
the subsequent restorations. And two thick columns were built on the place of this
wall. These columns were surrounded by archs and finally the dome was set on
these. The plan was enlarged in this way, and the main facade was built on the
backside. After these an extra nartex (son cemaat yeri) was added. Although body of
the minaret is original, the upper parts with the balcony are ugly and invented: It is
the first degree work of art which needs to be protected.”(18)

As to the old gravures and pictures, the Iskenderpasa Mosque was changed many
times and finally took its current form. Although the original conceiving indicates a
single united space typology, the main space was widened later to the north by
means of pulling down the northern walls. Two columns were constructed at its place
and the current nartext porch (son cemaat yeri revagdi) was added to the front. The
minaret (with its single balcony) was placed in the west side, on the corner of the
mosque where it ended with the supporting wall. Cetintag, in his report, rightfully
expressed that these additions to the building were made during restorations after
the 18th century. The upper parts of the minarets starting from the level of balcony,
do not display any originality.
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Figure 8, 9. The Gravure of Iskenderpasa Mosque (T. Deyrolle); different phases of
plans of Iskenderpasa Mosque (by Omer Iskender Tuluk) (19)

THE PATRONS: SELIM | AND ISKENDER PASHA

Selim | (1512-1520) was one of the Ottoman sultans who had reigned during the
brightest period of the Empire. Before that, he was the governor of Trabzon province
as a shahzadah (1487-1512). When his father Bayezit || was a shahzadah/governor
in Amasya, he was born there in 1470 and he had stayed there untill the age of
eleven.

Iskender Pasha was an important Ottoman administrator of the time, who acted as
the governor of Trabzon province for four periods (1512-1513 / 1518-1520 / 1521-
1523 / 1526-1533). Since Selim | ascended the throne, Iskender Pasha was
appointed to his place as the governor of Trabzon province in 1512. It is generally
declared that he had also acted as the governorship of Kastamonu and Sivas
provinces before. On the other hand he was also related to Amasya on account of
some special works.(20) As to the references, he had built a mosque, a medresseh,
a dar'ul kurra, a public bath and three fountains, all of which were labeled after his
name.(21) The mosque was built in the period of Suleyman the Magnificent (another
important sultan) in 1529. Iskender Pasha also had built many important buildings
during his governorship of Trabzon province. Here it is understood that Iskender
Pasha was an esteemed and distinguished person among the Ottoman ruling class.

Iskender Pasha completed important developmental activities in Trabzon. This can
be read as the result of fast decisions due to close personal relations with higher
administrators. Hense these “internal opportunities” as one might call them, endured
as local characteristics. Although Iskender Pasha was highly esteemed by the
goverment, he probably did neither demand the expenses nor the workers from the
center, with his energetic and powerful character. This naturally designated the
architectral style of the building.

When Selim | had ascended the throne in Istanbul he ordered that a complex of
buildings is built in Trabzon in the honor of his mother. He ordered a group of builders
(architect, worker, etc.), from Istanbul to execute his wish and by doing so transferred
the central practices to the periphery. One might still claim that both administrators
might have been affected by their previous experiences, somehow. From this point of
view the question of how Amasya and Istanbul experiences of Selim | and
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Kastamonu, Sivas, Amasya experinces of Iskender Pasha were represented at the
architectural practice of the Ottoman Trabzon, gains a deep meaning. Possible
answers will be sought below (Part V).

STYLES: PLAN, FORM, MASONRY, DOME, MINARET, WORKER and MATERIAL
Plan and Form

The Gulbaharhatun Mosque was probably one of the examples of the mosques with
zawiya in the period of Bayezid 11.(22) This mosque typology had great importance in
the Ottoman mosque architecture.(23) A main space which was covered with a single
dome and two small seconday spaces, which were also domed, at both sides, form
the typology. Examples of this typology are: Bayezid Il -Gulbahar Hatun- Mosque
(1485, Tokat), Mehmed Pasa Mosque (Amasya), Bayezid Il Mosque (Edirne), Bali
Bey Mosque (Yenisehir), Hiiseyin Bey Mosque (inecik), Seyh Turhasan Zaviyesi
(Aksaray). This major type and the slightly different ones which have zawiye, are
coined with Bayezid Il reign, in particular the examples, which were built in Amasya,
Manisa,(24) and Tokat in the honor of the wife and mother (Hatuniye and Valide
mosques) of Bayezid I, shared the most common characteristics with the
Gulbaharhatun Mosque. Here, the connections of Selim | -the son of Bayezid II- with
this city should be borne in mind (details are below).(25) Hense deriving of the
typology from this area is a stronger probability than from istanbul.

Figure 10, 11. The plan of Gulbaharhatun Mosque (I. Aydin Yuksel); The plan of
Iskenderpasa Mosque (Trabzon Vakiflar Bolge Mudurligua)

The thoughts of Emir on this type of buildings are very important. These buildings
were dense at the borderland (Bursa iznik, Edirne) and at the inner (Amasya, Tokat)
settlements in the 14th and the 15th centuries. These buildings were built a short
time after the conquest of the city and functioned to form the core of the city. They
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were also thought as “the peripherical settlement cores” at the same time.(26) Shortly
these types of buildings were produced by the central bureaucracy for Islamization of
the city.

The eave, which were added to the nartext of the mosque, can be explained by the
climatic characteristic of Trabzon. Actually there is not any original document about
the Gulbaharhatun Mosque. In this respect it is worth to question the eave from
different references. In spite of Yiksel who hints the eave as a later construction,
Yavruoglu claims the eave had been covered with grooved tile (oluklu kiremit) and
had been changed to lead by the restoration of 1959-60s.(27)

Figure 12, 13, 14. Gulbaharhatun Mosque’s Photos (fig.12 by Hasim Karpuz,; fig.13
and 14 by Halil Ibrahim Duzenli)

On the other hand the first plan typology of the iskenderpasa Mosque, which had a
single dome and a sinle space, was generally seen either in the center or in various
sites (periphery) of Anatolia and it is not privileged in this sense.(28) In respect to the
first visual document, the most important difference which separated the
iskenderpasa Mosque from the Gulbaharhatun Mosque is the domed narthex (son
cemaat yeri). Iskenderpasa Mosque’s nartex (son cemaat yeri) had covered by a
wooden eave. On the other hand the Gulbaharhatun was the only mosque which had
domed narthex until the 18th Century in Trabzon.
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Figure 15. The old eaves of Iskenderpasa Mosque (Gravur, 1800s)

Masonry

The Gulbaharhatun Mosque was bonded by both large and small ashlars (kesme
tag). The horizontal joint (derz) was continuingly circulated all the walls. There is a
little mortar cavity between the stones that a finger can not go into. The wall width is
about 1.45 meters. The width of the wall of the zawiyes is 1.20 meters and of the
narthex is 1.35 meters. It is clear that the “technique which ashlars wall was bonded
with adjacent joint” (yanasik derzli kesme tas duvar 6rgisu teknigi) was used in that
construction.(29) Although the abutment type of the stones (whether it was by metal
clasp or by mortise) was not fully determined, the interpretations about which the
technique had been tranferred from the center is not exaggerated. Furthermore, there
is not any cavity between the stones of the Gulbaharhatun Tomb which was built
near the mosque 9 years before. On the other hand, like Gulbaharhatun Mosque,
iskenderpasa Mosque presents the similar characteristics of masonry.

Figure 16, 17. Masonry and “white-black” Stones at the Gulbaharhatun Mosque
(fig.16, by Halil Ibrahim Duzenli; fig.17, by Coskun Kulaksizoglu)
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Figure 18. Masonry at Iskenderpasa Mosque (by Halil Ibrahim Duzenli)

Another point is the black and white colored stone bond, which was used at the
minaret, arches of the narthex, window architraves (séve) in the Gulbaharhatun
Mosque. This technique and other details of the walls were refered to the
architectural practices of Amasya which is another shahzadah city. The similarities in
architectural language and in the ornamentation repertoire between the Bayezid I
Mosque in Amasya, which was built in the name of Bayezid Il and the Gulbaharhatun
Mosque, Tomb which were built in the name of the wife of Bayezid Il, Gulbahar
Khatun, are only natural. From this point of view, it can be thought that the building of
Gulbaharhatun Mosque was influenced and “supervised” mostly by Amasya, not by
Istanbul.

Dome

Asik Mehmet depicted in 16th century that the dome of the Gulbaharhatun Mosque
was covered by lead (rasas plside).(30) On the other hand, Asik Mehmet informed
that the Iskenderpasa Mosque which was built in 1529, was once covered also by
lead.(31) He did not use this kind of expressions for any other mosque. The lead
which had come to Trabzon from the outside was an expensive material in the 16th
century, so it could only be used in two prestigious buildings.(32) In addition, as to
the notes of Asik Mehmet and Evliya Celebi, both of the mosques were the only two
buildings which had domes in the firt half of the 16th century in the whole city. This
indicates the importance of these two buildings.(33) In short, both Selim | and
Iskender Pasha were able both to build domed buildings and to cover the domes by
lead.
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Minaret

Besides the etchings of Trabzon, the oldest and reliable visual materials are the
photographs from the Yildiz Albume, which showed the last period of the 19th
century, some postcards and the photographs of the travelbooks from the beginning
of the 20th century. With respect to the written sources of the period, the first
minarets belonged to the Cami-i Atik (1461), Cami-i Cedid (1500), Cami-i imaret-i
Amire-i Hatuniye (1514), Cami-i Merhum Iskender Pasa (1529) in Trabzon. The
oldest photographs of these minarets are at the Yildiz Albume/Archieve (which was
collected by Abdilhamit Il at the beginning of the 20th century).

Figure 19, 20, 21, 22. The oldest minarets in Trabzon: Fatih Mosque, Yenicuma
Mosque, Gulbaharhatun Mosque and Iskenderpasa Mosque
(Yildiz Albumu)

Each of the minarets was shaped in a different way. At the minaret of the
Gulbaharhatun Mosque, building material is only the stone. At the Iskenderpasa’s
minaret, brick and stone were used together. The minaret of the Gulbaharhatun
Mosque gave strong references to the central practices and to the tradition of
building minaret indeed (just at the minarets which the members of the dynasty were
built in the Ottoman classical period), by formative characteristics (pedestal, balcony,
stalactites from the bottom of the balcony, etc.).(34) However the minaret balcony of
iskenderpasa Mosque has an atypical formative character. This is closely related to
the material and the worker of the minaret. Additionally this minaret is probably the
only bricked minaret of Trabzon. It is possible to conjecture on the transfer of the
worker and of the style. In spite of being out of the central practices, at the same time
the minaret is an atypical example in the local practice.
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Figure 27, 28, 29, 30. Details from Iskenderpasa Mosque’s Minaret

Worker and material

The example of transfering workers from other geographies to Trabzon, was seen
before the conquest of the Ottoman. In the period of Kommens, approximately 200
years before the Ottoman, the Seljuk workers had worked at the St. Sophia Church of
Trabzon.(35) This condition was also affected by the political process and the
architectural “fashions”. Therefore, particularly tracing the craftsmanship of the
Gulbaharhatun Mosque, which vyields strong references (of stalactites from the
bottom of the balcony) to the classical period, it can easily be said that the worker
were transfered from somewhere outside of Trabzon. The same thing can be said of
the iskenderpasa Mosque. But the probability of the thought on workers of which
either were transfered from different geographies or being of them from Trabzon can
not be outruled. And the references of the Gulbaharhatun Mosque are definitely more
central in terms of craftsmanship. (36)
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Although the answers do not have any decisive character, some of the questions
about the building material and the origin of the styles, can be asked: From which
mines were the stones of the Gulbaharhatun and the iskenderpasa Mosques taken?
Were the columns of the narthex of the Gulbaharhatun Mosque (which was built by
the Marmara marbles) spolia or were they recently taken from the mine?(37) Whether
the marble was transfered from an old building, the easement of this material initially
belonged to the Sultan. Whether the marble was taken from the Marmara islands,
they were probably carried by the sea lane. In each condition, there was also an
extra expense, quality craftsmanship and prestige, which the Iskenderpasa Mosque
had not acquired. Another discussion subject is about the origin of the white stone.
Albayrak (without giving reference), says, “During building of the mosque, the white
stones were carried from the Ordu, a nearby city, by camels”.(38) Whether or not this
information has any basis, some comprehesive interpretations can be made for the
architectural practice of the “periphery.” with the help of some other additional
knowledge. But at the moment we lack substantiation.(39)

CONTEXTS OR CONCLUDING REMARKS: PLACE, POWER, PATRONAGE AND
POSSIBILITY

The Gulbaharhatun Mosque and the minaret gave the best references to the
Ottoman central tradition in the buildings of Trabzon. This was due to the reputation
the mother of Selim | had in the empire (devlet) tradition. Hence this attitude of
building the tomb (1505) and the mosque beside it with a careful finishing touch by
the government and even dispatching architects from Istanbul can be explained in
this way. Obviously the governor of Trabzon province had not secured the same
power and/or fondness from Selim | who had once been the shahzadah of the city.

In this research the relationship between the local and the center was interrogated by
means of the cases of the Gulbaharhatun (1514) and the Iskender Pasha Mosques
(1529). This study is also important in developing a total comprehension on the
dynamics of the Ottoman architecture. Comparing these mosques with the examples
from the other Ottoman cities is also necessary. For instance when a comparative
reading can be run between the Sileymaniye (1555), Dervisiye (1574) and Sinan
Pasha (1590) of Cham; Hisreviye (1546) ve Adliye Mosques (1557) of Aleppo, some
of the similarities and the differences can be observed on producing the locality and
on the transmission of the center to the local. Consequently, during the transportation
of the Ottoman central tradition throughout the other points of the Ottoman
geography, the architectural practices change with respect to many parameters like
political and economical power, building material, opportunity to find and to be able to
transport the appropriate worker, etc.

In conclusion, below inference can be put forward based on these informations and
interpretations: Sometimes the building is prefered to speak a local language,
sometimes no matter how much you exert impositions the building inevitably speaks
local and hybrid language, and yet, sometimes the central architectural tradition
speaks its own language magnificiently in the periphery. And Trabzon betrays an
Ottoman architectral work in which these three cases exist together.
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CONSTRUCTING THE REPUBLIC IN TRABZON:
DISCUSSIONS ON “SQUARE", “MONUMENT", “MUSEUM”, AND “CINEMA” IN
THE MUNICIPAL PROCEEDINGS (1931-1958)

Evrim DUZENLI, Halil ibrahim DUZENLI

Karadeniz Technical University, Faculty of Architecture, Department of Architecture

ABSTRACT

The Ottoman Empire, which steadily grew and expanded to a larger geography, had gained a
culturally “heterogeneous” structure. At the last period of the Empire this heterogeneousness
was conceived as an “anti-modern” type of unity, and a consensus on creating a “homogeneous
nation” was reached (1). Following the foundation of the Republic of Turkey, a “modern/national
administration” was much desired with a strong belief in establishing a “modern society and
thinking”. At this point the biggest problem encountered was to define the concepts of a “nation”
and a “national administration” (2). Furthermore, this practice was intended to extend to
periphery by the reforms (reforms of the Turkish alphabet —Arabic to Latin script-, reforms on
general appearance/dress, reforms on measurement, etc.), village institutes and people’s
houses, and also in the physical environment. The “modernizing attitude” of the period provides
rich materials for the early Republican history-writing.

This paper depends on the local context of a modernity process regarding the center-periphery
dynamics in Trabzon, Turkey between 1931 and1958. Ankara, where the “modernity thought”
was produced, was the “center” of the Republic. And, Trabzon is at the periphery of Ankara. The
realization of the modern thought in the Republic is in a close relationship with the ability of
modernizing powers which have strong desires to establish the modern structure in periphery as
much as it is practiced in the center. The practices, which continued to flow from the center,
presented a proposal/model for a modern city planning/settling and life styles, for a modern
collective culture in the periphery. Most of the design and city-planning facilities which were
erected in Ankara both represented a modern identity and reflected the Republican ideals on
the one hand, and suggested the great desire to guide for periphery, on the other.

The discussions and the decisions of the Trabzon Municipal Council (Belediye Meclisi) —as the
“local actors” of the Republic-which were recorded between 1931-1958, in Trabzon Municipal
Proceedings (Belediye Zabitnameleri) are important documents to define the main “local”’
thought of the period and can be read as influence of the center. These records contain the
discussions on “the Cumhuriyet Square”, whose name had just been changed at the period,
constructing “the Atatirk Monument”, establishing “the Atatirk Museum”, demolishing of “the
Cinema Sumer”. These facilities will be compared with the central practices with the aim of
showing the difference between the modernity understanding of the center and the periphery.
This analysis will also display how the physical symbols of the city produce a “local” context.
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Atfter all these explanations it is easier to define the problem in just a sentence: to what extent,
the “central” ideals of the Republican thought conformed to the mental world of the actors (of
Trabzon), which consisted the “local” Municipal Council? And what were the continuity and
changes in the physical form of the Republican Trabzon?

Keywords: Modernity, Turkish Republic, National Identity, Center and Periphery, Trabzon

THE MODERNITY CONCEPT AS A CONTEXTUAL MODEL

The modernity is not the sole thinking practice which designates a turning point in the
historical context of Europe, but represents a consistent whole structure which was
formed by means of before and after discourses. The consistence and wholeness of
this structure, was made by the concepts of location, time and conscious which have
changeable and continuous characters and which have dependence to each other.

Location, time and conscious concepts are three of the most important concepts
which form the world perception of man. Thus the modernity is a contextual product,
which is created by the corporation of these concepts. Therefore the modernity
concept will be considered in relation to these three in the course.

Undoubtedly modernity was a cultural product. Moreover it had a strong potential to
diffuse to the other cultural areas, depending upon the conditions. Bozdogan,
explains these conditions which help modernity to be practiced in other cultural
domains (3). One of these was “having a crisis of the government authority because
of the reasons like wars or economic problems, and/or the conditions in which the
government increased the capacity of planning and making project without any
obstruction, for instance getting the control of the authority by revolution or by colony
administrators.”(4)

The new Republic of Turkey was established in the period when the modernity
thought had just emerged in Europe. The Republic was also situated in very close
distance to Europe, where the modernity could easily reach and diffuse at that time.

The main structure of the Republic was established by a modern thought, and
modernity was expected to solve the problems of the new Republic due to the fact
that modernism was regarded as the prime thinking model in the West at the time.

THE CONSCIOUSNESS OF BEING A NATION AND THE PROCESS OF
MODERNITY IN TURKEY

The thought of being a nation was defined neither by race nor law (5). It was defined
as “collective culture” (6), based on shared values and emotions. But what produces
these values and emotions? In other words, what is culture? Cevizci, defines culture
in relation to E.B. Taylor as “.....Culture consists the economical production and
exchange system, relation and family organization, political and religious
organization, daily routines, moral and litigation systems, liturgy and legend, art,
philosophy and also production of science .....” (7) This multiple structure of “culture”

is loaded with multiple meanings. Collective culture is one of the most important
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conceptual structures which separate the Republican thought from the Ottoman’s.
Namely the Ottoman Empire had expected to consolidate an approval in periphery,
directly with the ethnic, religious and regional characteristics by giving legitimacy to
the new foundations, local traditions (8). On the contrary in the period of the
Republic, there has been a great deal of effort to create a modern collective culture in
every domain as declared by the center. This center-periphery dynamic was carried
out mainly by wide-spread modern education system, with people’s houses (halkevi),
and village institutes (kdy enstitisi) and with the facilities of building modern
architecture, etc. In order to maintain a homogeneous model the equality in services
was regarded mandatory. The Republican thought sets the identity of having a
modern collective culture and the definite attitude in expansion of it.

Then again the modern collective culture was considered relatively different from its
representations in Europe. The most important factor which constituted this
difference was the history. The Republic had never had a well-grounded modernity
experience before, ignoring some superficial and non-substantial traces of modernity
in the Ottoman reign, approximately two centuries before the Republican period. It
was strengthened and continued by the Republic.

Also, the Republican modernity originally differed from the European. And this
difference also produced some problems. The problems mainly occurred in three
fields. These are; modern thinking, modern society and modern architecture.

Generally, the first problem was in modern thinking. This constituted also the basic
dilemma between the Turkish modern and the traditional.

The second problem occurred in modern society, which was expected to be shaped
by modern thinking. The political structure, which was built by the Republic and
institutional and economic structure, was based on a condition of “overturner” and
“overturned”. But actually it is really hard to make the same classification in the social
structure.

The third problem occurred in modern architecture. The formative representations of
the modern thought which had started by the Enlightenment, was also expected to be
continued by the Republic. However the modern Turkish architectural work
represented to a higher cultural class at that period.

THE CENTER AND THE PERIPHERY CONCEPTS

The modernity comes from a dense thought which the Enlightenment philosophers
expected “to develop the physical science, universal ethic with law and the art which
stands on its feet, at the basis of their inter-logic.” (9) It had opportunity to be
practiced at the first half of the 20th century.

In this context, “the physical” and “the universal” characters of the modernity, was
effective in defining it more as a “central’ discourse with rich domains of practice: the
center concept defines “the place where the authority develops its discourses from”.
In addition diffusion of the discourse is directly related to the periphery which would

149



livenarch 2007

readily surrender. Thus, periphery comes to “the society which the modernity was
expected to be diffused.

Hence the modernity thought in the Republic can be analyzed in relation to the
dynamics of the center and periphery, to reveal to what a degree the spatial meaning
of the central character was represented in the periphery, to reveal the modernity
perception of the periphery; the similarity and differences. The information which was
taken from the periphery will be compared with the central discourse. And this vision
will express the differentiation between the central and peripheral practices on one
hand and how the visual symbols of the city can produce a local context on the other.

BUILDING MODERNITY FROM THE CENTER OR FROM THE PERIPHERY

A modernization concept, of which the center typically constituted the cultural
relations and which expected to put them into effect homogeneously, might be one of
the main reasons of the conflict between the center and periphery. For this reason
this study prefers analyzing the periphery-which has a complex and heterogeneous
character- rather than working in the usual course-from the center to the periphery.

Meeker, in his book of “The Nation which comes From an Empire”, put forth some
characteristics for consideration in his study of Trabzon/of. In his book he mentions
that the local elites who supported by the local coalitions, form a social oligarchy, and
that they sometimes realize some of the activities in spite of the obstructive efforts of
the center.. (10) This kind of a unity consists “either a source or a problem for the
government” at the periphery (11).

Turkey -during the Republican period-launched a vigorous modernization movement.
Many studies in politics, thinking, society and architecture have been done in relation
to produce a modern collective culture. The achievement of the modernity project
was in a close relation with constructing an effective modern structure in the
periphery as much as it was in the center. The center was Ankara. The discourses,
which were produced in Ankara (or which were flown from the other centers to
Ankara), were proposals for a modern collective culture, for city/settlement and living
patterns at the periphery. Bringing up the modern collective culture with its physical
representations like square, monument, museum, cinema in Europe, constitutes one
of the most effective powers to realize and to provide the appropriation of the modern
thought.

In this study the assimilated and the differentiated points of periphery and center will
be analyzed, Trabzon being selected as a case of periphery. The center and
periphery will be analyzed throughout 1931-1958 from the Municipal Assembly
Proceedings of Trabzon.

Although every one of the buildings and public spaces like the Ulus Square in
Ankara, the Giliven Monument at Kizilay, the Ethnography Museum, and Exhibition
Hall in Ankara constitutes a different context, their symbolic and functional meanings
point out a modern construction. Most of the design and urban planning activities in
Ankara expected to represent a modern identity and to appropriate the Republican
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ideals in this period. Bozdogan, in her book of Modernity and Building of a Nation
(12) talks about this dense architectural effort in Ankara.

“Today, the physical pattern of Ankara carries the traces of this change at
architectural style of important public buildings. As the 1920s’ National Architectural
Renaissance buildings were located at the northern parts of the city, 1930s’ official
German and middle European modernity marks onto the southern extension which
was called properly as ‘New City’ (Yeni Sehir). The Atatiirk Boulevard, which was the
prestigious axis throughout the north-south directions, bounds the two parts of the
city.” (13)

Figure 1. A look to the Istasyon Street of Ankara in 1930s, the Government
Accounting Bureau (1928-1930), which was designed by Ernst Egli, is on
the right. The dome of the Ankara Palace (1924-1927), which was located
in the opposite of this building, was built in the Ottoman revival style.(14)

THE REFLECTIONS OF MODERNITY AT THE PUBLIC SPACE OF TRABZON

Once the republic is established the modernity thought (so the principles and the
revolutions) was aimed to be diffused by means of the new institutions.
Institutionalism forms the basis of the autonomic process of the government (15). The
main aim to do this was to gain an institutional identity to the modernity thought in
politics, economy and social life and save the economic development process from
the personal relations and from the arbitrary practices (16). The modernity thought
would be diffused in periphery as much as it was in the center. In this context, the
public space -with its quantitative and qualitative worth-, which the social living styles
had realized, was taken inside the agenda by the political power at every period.
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“Public area is the original space of the politics.” (17)

Sargin, of which he started with the public space definitions of Habermas, Sennett,
Arendt, continues his expressions with these fixings. First of these is that the publicity
could only exist through “organizing a net of spaces which was surrounded by the
desire of creating a new and modern civic society of will affirm the bourgeois living
style at collective and individual scales” (18). The second is the necessity of defining
“the publicity as a tool for the legitimating struggles, but not an agreement area for
the different social groups as the liberal discourses claim.” (19)

Urban planning and building activities were mainly emerged in Ankara, then in
periphery. The activities brought up a parallel view with the discourse which was
talked above.

A discussion which took place in 14.04.1937 at the Assembly attracts attention with
respect to the modernist ideals of the central authority: Decision of the committee on
removing the eaves (of buildings):

“The Mayor: The eaves, which obstruct the clear air truly to go into the narrow streets
of our city and which spoil the beauty of many shops and buildings, must be removed
from everywhere. In fact the eaves do not suit to any modern city and spoilt the
beauty of it. So it will be appropriate to remove them

Kamil Dedeoglu: There is no sanitary reason to remove the eaves as it is claimed
and the eaves are built to prevent the shops from rain and sun.

Nuri Hatipoglu: | am not of the same opinion. These problems might probably be
solved by different means in new —modern- buildings.”

The members above had a negative attitude for Trabzon’s historical architectural
character which is paralleled by the explanations of Sargin on “nationalization”
(kamusallasma) which is also a ground for building bourgeois identity and life styles.
An effort to develop a higher appreciation for new and to give a meaning to new can
openly be observed from the discussions.

Representations of “Modern” at the public sphere were not only related to the
architectural forms but also involved the physical appearance, clothes and finery.
Sargin mentions that the people, who did not wear necktie, were not allowed to stroll
at the New City (Yenisehir) in the period of the Single Political Party (20). The attitude
in Ankara was continued also in Trabzon. Dress with veil was forbidden within the
borders of the city in 04.02.1936 because of the civil and social necessities. The
modern clothes and finery was a discursive subject for men as much as women. The
conversation below exemplifies that:

“We were wearing fez before. But now we use hat. Certainly, we came closer to the
civilization by means of these practices. How we open the head when go in to the
official position and official bureau, we also have to share this style in the coffee
houses.” (21) But this proposal was refused.

Another example, which is related to the modernization of the restaurants, is also
interesting:
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“M.Muammer and Dr. Kazim Beys- Present the necessity to remove the glazed
earthenware pots (sirli toprak ¢émlek), (which were used in the restaurants)

Bekir Stikuti Bey- Agrees to the necessity of removing the glazed earthenware pots
The Mayor- Says that removing the glazed earthenware pots is not a true attitude;
the glazed earthenware pots must be accepted. This thought is also shared by the
Municipal doctor.

M.Muammer and Dr. Kazim Beys- Insist on replacing this tradition which does not
exist in any modern country.” (22)

A COMPARATIVE READING ON “SQUARE”, “MONUMENT”, “MUSEUM” AND
“CINEMA”

As it is declared above, “Spatial structure is not a neutral arena, it is where the social
power relations play major role, but it is also the tool itself on which these
relationships are established.” (23) For this matter the policy which was adhered by
the new Republic at the center was also much revered at the periphery.

Ankara as the capital of the new Republic was positioned in the center of these
discourses. There are many types of information which designate either planning and
development activities or the rules of the social life. But could the Trabzon city
continue this ideal information which was produced by the center? Were there any
differences from the central will? In this context the discussions and the decisions of
the Trabzon Municipal Council-as the “local actors” of the Republic- which were
recorded between 1931 and 1958 in the Trabzon Municipal Proceedings (Belediye
Zabitnameleri) are also important documents to define the main “local” thought of the
period. These records contain the discussions on “the Cumhuriyet Square”, name of
which name had just been changed at the period, erecting “the Atatirk Monument”,
establishing “the Atatiirk Museum”, demolishing of “the Cinema Siimer’ Processes
involved in the decisions for these facilities will be compared with the central
practices. And this kind of an analyze helps to differ the modernity in center from in
periphery.

The Square

Modernity thought was shared in the architecture and planning of the foreign actors
of the period in the Republic (24). E. Egli, B. Taut, C. Holzmeister, etc. had great
assistance to create a modern architecture. The planning facilities of Lorcher and
Jansen in Ankara, Lambert in Trabzon made progress in an effort to build a modern
identity of the Republic. Yalim, puts emphasis on squares to the assessment of the
“architecture” and “the urban spatial design” facilities as one of the most important
mechanisms by which the national identity is represented, based on the opinions
professed in 1923-50. (25)

The Ulus Square in Ankara was one of the most important places where the
representation could be observed. Three types of activities through which one can
interpret the representation are: Firstly “the associations, which was created through
by the visual images of the monuments and buildings used in here”, secondly, the
social activities (commemorations, meetings, etc.) and thirdly, “fo create a suitable
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spaces either for corporal habits or for the rules which was to obey and for the types
of pleasure which was to gain in the society’(26). And thus a modern collective living
model could be produced and developed. In addition squares are situated in the focal
point of the activities and the meetings. In this context Sargin explains the planning
facility of Ankara with its squares and monuments as a whole “visual space”:

“....It is useful to remember that the Yenigehir (The New City) is not the only node in
the public pattern which will make Ankara the capital of the Republic. The backbone
of this spatial area is the Atatiirk Boulevard which will form the north-south direction
and will bound the old city center to the news’s and will joint the nodes like Officer’s
Club (Orduevi), Public House (Halkevi), Exhibition Hall (Sergievi). Unsuspectingly,
another important point of this net (which always have a tense relation with the The
New City) is the Old City center, which have a peculiar changing process. From one
side there is a deep study to define a new square around the Zafer (Victory)
Monument, on the other the Cumhuriyet (Republican) Boulevard, which is stretched
out between the (second) Assembly Building (Meclis Binasi) and the Ankara Palace,
is also changed to a whole ‘visual space’, appropriate for the Arendt’s definitions.(27)

The plan of forming a square at today’s Atatirk Square in Trabzon was designated
as the center in the preliminary study of Lambert, in the 1936- 37 according to the
working reports of Trabzon Municipality. The square would be crowned with an
Atatiirk Monument. The backbone, which was formed by the north-south axis in
Ankara, would be achieved by the Maras Street in Trabzon. “...The city planning
expert M. Lambert, who was summoned from Paris, made some studies and careful
examinations throughout his visit to Trabzon and created a map which basically
guided him to make a preliminary study. The future form of our city in respect to this
map suggests an improvement on the existing structure and the Maras Street as a
main road, perpendicular streets stretch out to the sea, a change for the present Park
to a beautiful square and a monument in (the square) which can also be seen from
the sea, finalizing all the main roads of city at this square, opening a new road behind
the Uzun Street (Uzunsokak) to the Courthouse (Hiiklimet Konagi), etc.” (28)

Figure 2. A general look to the Atatlrk Square, Trabzon, 1960. (29)
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Figure 3. The Municipality Park and cab-stand, Trabzon, 1950.(30)

As it was declared above, the Republican squares are one of the most important
visual representation tools of the modernity thought at the public space. Therefore, to
name these squares is also another discussion subject. Cengizkan, in his article in
which he analyzed the spatial structure of Ankara, defines the change of names as a
semantic displacement at the city space (31). As it can be observed at today’s Kizilay
Square which was first named as the Cumhuriyet (Republican) Square in the plan of
Lorcher, then turned to Kizilay Square after the Kizilay building was built in 1928.
Similarly, Trabzon Municipal Proceeding dated 05.02.1934 report the decision on
giving the name of “the Cumhuriyet Square” to the “inénii Square”. This expresses a
neutral type of a semantic displacement where one name is replaced by an equal in
terms of connotations (32). Nevertheless, the “Republic’ symbolizes one of the most
important representation mechanisms at the administrative level of modernity, (Figure
4).

Figure 4. Name of the Inénii Square was changed to the Cumhuriyet Square (the
former building of Trabzon High School is at the background) (33)
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The Monument

The activity of building monuments was first seen in the Ottoman Empire during the
Period of Reforms (Tanzimat Devri) (34). Building monuments was also encouraged
in the Republican period as being one of the concrete-formal components of the
modernist dynamic in the city. The biggest support to build monuments at the
Republic was given by Atatiirk (35).

“It was towards the end of May 1923. In the evening in a house at Kegibren, turning
to me and taking a note out of his pocket, Ghazi, ‘The first monument of the
stemming Republic will be built in Dumlupinar. And its name will be the martyr soldier
monument’, said and gave the note to me. In accordance with the order, | went to
Dumlupinar. | built the monument. An arm, which came out of the land, was straightly
holding the Turkish flag. In 1924 the monument was opened by him. He was very
pleased of it."(36)

In the Republic, public space organizations were began to be performed by the city
planning facilities which were turned toward creating a modern collective culture.
Some of these works which idealized the Republican thought are examined in this
paper.

The representation of the Republican squares was composed by a monument. The
monuments were one of the most essential components of the city squares. Without
doubt the most important visual component of the Republican squares were the
Atatlirk monuments. The new monument was a lofty object and it represented the
ideal symbol of modern culture, Turkish revolutions and democracy etc.

Building a Ghazi monument was considered as three of the most important problems
of the city in 1934 dated Trabzon Municipal proceedings. The others are, “distribution
of clean water to the city” and “the necessity of development plan”.

The monument represented one of the loftiest ideals which symbolized the modernity
thought in the silhouette of Atatirk. And this is also related with the honor of the
country. “The monument must be appropriate for the honor of the country. In relation
to this thought, the Private Management (Ozel Idare) has to participate in this
work.”(37) The discussions on the monument had begun in 1934 and continued until
1935 of the Trabzon Municipal Assembly. In this way as the amount of money, which
the Municipal could transfer to the monument that year and the next, was 25
thousand liras, “...it is understood that the monument which was appropriate for the
honor of the country, will be cost 50 or 60 thousand liras, so the other 25 thousand
liras will be afforded to be assured from the budget of the Private Management (Ozel
idare).”(38) In addition the legality of the ideal monument, which was planned in “the
Authorized Official Report” (Mezuniyet Mazbatasi), was emphasized as below:
“Establishing the Atatiirk Monument who is the builder of the Turkish Revolutions,
recovering the unpaved roads, etc. will be held by getting a thirty thousand liras dept
from the Municipal’s Bank (Belediyeler Bankasi).” (39) On the other hand this thirty
thousand liras amount, which was involved in the 06.06.1935 dated unusual
committee meeting (olaganistu kurul toplantisi), had not been approved and rejected
by the province because of the Municipal had not reached an agreement with the
Bank. In this period the projects of the monument, cobblestone pavement, quay,
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development plan, cemetery (although the Municipal’s Bank appropriated for giving
debt) could not been realized (40). In the 1936-37 dated working reports, it was noted
that the Atatirk Monument would be built by the help of the egg and hazelnut
exporters. The 1937-38 dated working reports told about the competition on the
monument had been concluded. The first prize was gone to a work of art which was
built by Nejat and Ratip Asir. On the other hand the thought of representing the
monument with another form was raised because of the death of Atatlrk. Then the
necessity of composing the monument, like Atatliirk was on horse was decided. The
first prize of the second competition (1949) was accepted to build.

Additionally, the clear composition of this Republican monument put forward great
differences from the modernist attitude of Europe. Whether compared with the other
artists of the period in Europe, it represented much a concrete structure. The
Republican monument was shaped in a worry of representing and giving message
more than being a work of art, (Figure 5).

o

B

Figure 5. The Atatirk Monument in the Atatlirk Square, Trabzon

y T

The Museum

The museum was one of the most important cultural focuses in the Republican period
when the introverted life styles were begun to change towards modern living. The
museums were established with the expectation of creating national history and
registering it. The attitude was presented in the name of being closer to the modernity
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thought. One of the most important studies of all was establishing of the Ethnography
Museum in Ankara. The museums were the component of the new living styles and
the modernity; they were also strengthening the national consciousness.

These thoughts, which were nourished by the center, had been continued at the
periphery to a certain point. It can be observed in the proceedings. There were also
studies for establishing the Atatiirk Museum in Trabzon. It can be read from the
proceedings that there was strong exertion to go on with the central thoughts. And
the repair and furnishing of the Atatirk Mansion (Museum) was also an important
issue which was associated with the honor of the Republic (as much as it is related to
the monument) (41). Undoubtedly it had to be realized. In this way expropriation of
the Atatirk Mansion at Soguksu, was determined to be converted to a public
museum in 1940. Establishing an Atatirk museum was more related to the thought of
sharing the central practices and continuing them in Trabzon than the thought of
forming a historical consciousness and building archives, (Figure 6).

-

Figure 6. Soguksu Village and Atatirk’s pavillion, Trabzon, 1975 (42)

The Cinema

Cinema is one transformative space which affirms the bourgeois life style. Sargin
explains the social-spatial structure of cinemas in Ankara: “Kizilay of the 1930s was a
place where the administrative buildings had emerged and the villas converted to 3-4
story apartments, and where a living atmosphere had developed around the Kizilay
Square. The public life had begun to develop by the joint of the Radio and the
cinema, the first movies had begun to play and bookstores had begun to serve in
Ulus.” (43)
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In respect to the proceedings there was a deep modernization movement in Trabzon
as much as it was in the center. Moreover, the public space which was consciously
built in Ankara was simulated as a relatively defined concrete-formative innovation
effort in Trabzon. The social dimension of the space was underestimated. “The
cinema building” discourses, which were cited at the proceedings, brought up the
best examples of it. Eventually, the Cinema Simer, which had constituted the social
character of the city once, had to be demolished in respect to the Lambert’s plan,
(Figure 7). The discussions on demolishing of the cinema were begun in 12.04.1939.

Figure 7. The Cinema Sumer, Trabzon (44)

The mayor of the period, were insisting on an urgent demolish for the cinema. The
developing plan is a necessity for a modern city, for preventing the under controlled
development of the city and for equalized distribution of the public services. At the
same time this was also a sacrifice regarding to the modernity. Because there was no
other cinema building (which was initially built as a cinema) in Trabzon at that time.
So there were naturally developed some criticisms against to the mayor’s. Tevfik
Yunusoglu was one of the members of the assembly, who had opposite thoughts.
According to Yunusoglu, Lambert’s plan was only a preliminary study at that time.
And it would probably be required a second look and also some alterations, (Figure
8). This second touch would raise the building costs. Cinema would have been
demolished when the square had opened. On the other hand the mayor mentioned
that they would open a second competition for the monument and after the results
had explained, the square also had to be opened urgently. ibrahim Surel mentioned
that cinema building might be rented until the plan had definitely cleared and that if
the abandoned buildings, which were placed on the east side of the Otel Cihan at
Square, expropriated, the existing salient part could be removed. After Yunusoglu
concluded his speaking with the sentence “....there is still time to the season of
demolish...” Sevki Savasgl used these historical expressions which summarized the
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modernity perception of the period at periphery: “Development is made by
demolishing. If there is no demolish in a country, there makes also no development. If
we do not sabotage the existing city, we also can not do anything else. Everybody
will say something different. But we must find a solution. Since the monument will be
built here, then some parts of the city must be widened...” (45) Burhan Oguzlu
mentioned that the plan had to be cleared, otherwise the efforts would be
extravagance. Or the time when the monument would be built, demolishing of the
cinema was brought up. In conclusion of these dense discussions, which had started
and been continued at the assembly, the proposal for demolishing the cinema and
the outbuilding refused according to the decision which had taken in 13.04.1939.
Eighteen years after this discussion, in 05.06.1957, the subject of demolishing the
cinema became a current issue again. Proposal refused twice. But finally the Cinema
Sumer was begun to be demolished in 16.04.1958.

Figure 8. The preliminary studies of Lambert.(46)
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CONCLUSION

The central discourses of the Republic were followed in the periphery. The
components such as “square”, “monument”, “museum” and “cinema”, were brought
up at the Trabzon Municipal Proceedings. They represented the modernity thought in

the public space.

The central discourses of the Republic which were essentially part of a grand
Enlightenment movement were expected to diffuse into the periphery. This
movement which had started through the institutions like people’s houses (Halkevi),
village institutes (kdy enstitiisti), and other revolutions were particularly continued in
other cities, in the periphery. This would help to re-constitute the social memory. It
was also realized in periphery to a degree. However the modernity perception of
periphery was built on “appointing a meaning” rather than “understanding” the whole
story (47). Because of this a semantic displacement of Modernity was lived in the
periphery. However, in either case modernity thought had been performed in visual
representations in the physical environment in Turkey rather than a social issue.
Intellectual inefficiency of the contextual structure was one of the main reasons
underlying the problems in Modernity practice and marks our difference with Europe.
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ABSTRACT

This paper aims to analyze the two canonical buildings of tourism architecture in Turkey to
explore how the issue of regionalism elaborated during the dawn of the modern tourism of
Turkey. Consequently, it is also aimed to transcribe the intertwined relations between the
tourism industry and popular mass consumption culture.

Istanbul Hilton Hotel and Izmir Grand Ephesus Hotels, which were the initial five stars hotels of
their cities, were both projected in 1950s and they hold their title for a long time. Moreover, both
of them contributed to the cultural transformation of their hosting cities with the concepts they
constituted within the tourism issue. These were both with their scales and their innovations,
also new technologies in their project process and construction; they were counted as the
leading buildings of post-war period modern architecture in Turkey.

In this paper, the regionalist concepts which were initially projected or intended during the
usage will be assessed. These assessments will be evaluated due to the concepts of Mumford,
Tzonis, Lefaivre and Frampton in terms of critical regionalism. To highlight the issue, as Tzonis
states (Tzonis, 2003,20), “...what we call the critical regionalist approach to design and the
architecture of identity recognizes the value of the singular circumscribes projects within the
psychical, social and cultural constraints of the particular aiming at sustaining diversity while
benefiting from universality.” If the basic definition of Tzonis may be followed, as in his words
(Tzonis,2003,10)critical regionalism would be a conceptual device that we chose to use as a
tool of analysis. To make the argument more accurate and explicit, we combined the concept of
regionalism with the Kantian concept “critical’. The link was intended to distinguish the use of
the concept of regionalism, from its sentimental, prejudiced and irrational use by previous
generations. The concept of regionalism here indicated an approach to design giving priority to
the identity of the particular rather than universal dogmas. In addition; we wanted to underline
the presence in this architectural tendency of “test of criticism” (Kant), the responsibility to define
the origins and constraints of the tools of thinking that one uses.

To formalize the issue, it may be said that a critical regionalism shall not be limited to the
historicism, the use of the local materials or local forms in the design. Rather, the relation with
the past, as Mumford states (Mumford,1941,18) “not to imitate the past, but to understand it, so
that we may face the opportunity of our own day and deal with them in an equally creative
spirit.” In this regard, critical regionalism does not associate with the copying of old forms or
materials by means of surface kitsch and applying them out of context. In this sense, Lefaivre



livenarch 2007

analyzes the concepts of Mumford and claims that (Lefaivre,2003,36) Mumford’s rejection of
historicism, as the architectural equivalent of a masked ball, was his rejection of local materials
when they were not adapted to the function of the building. Regionalism is not a matter of using
the most available local material, or of copying some simple form of construction that our
ancestors used.

On the other hand, it may be stated that regionalism is not the rejection of machinery and
technology. Thus, it may not be reduced to the application of “historical” in the availabilities of
modern materials and technologies; instead, it should receive clues about the economic and
socio-cultural life of the society that it is built in.

The “regionalist’ concepts in Istanbul Hilton and Izmir Grand Ephesus Hotels will be analyzed in
this conceptual framework. My explicit aim is to distinguish the surface kitsch pastiches and
illusionary images, myths and moods from the real regionalist icons in a critical manner.

Keywords: Critical regionalism, Pension Fund Hotels, Post-war period architecture, Tourism
architecture in Turkey

ISTANBUL HILTON: MORE THAN THE EMERGENCE OF MODERN TOURISM IN
TURKEY

According to the many architectural history survey books, Istanbul Hilton has been
considered as the most distinctive building of the post-war rational-international
architecture in Turkey. On the other hand, it was a symbol of the enthusiasm of
Westernization and modernization, at the same time, a clear sign of foreign
investment campaign and finally it was the expression of the Americanization in
cultural and sociologic realm. Being the design of the collaboration of SOM Architects
from US and Sedad Hakki Eldem, Istanbul Hilton was the inspiration for many other
buildings by its innovations and new technologies. Besides, Hilton investment may be
considered as the catalyst of the tourism industry in Turkey that was expected to be
the impulsive force of the Turkish economy. Esra Akcan agrees with this idea and
claims that (Akcan,2001,38)

“the building was celebrated both as an example of United States’ role in the
internationalization of architecture and Turkey’s willingness for
Westernization. Managed and largely funded by Turkish Republic’s Pension
Funds, assisted by American Economic Cooperation Administration (ECA)
this “American-aided project in the east” was the fourth in the Hilton chain
hotels outside the United States, it was the first major commission of the
SOM in the Middle East and it symbolized a door to the West for Turkey. In
other words, the hotel seemed to be a perfect investment for all sides.”

It may be claimed that Americans should have aims in their agenda beyond satisfying
the Turks’ westernization enthusiasm while the building process. Hilton had implicit
objectives in their agenda beyond the management of a five-star hotel at a hill in the
park area which had a marvelous view of Bosporus. Wharton refers to Conrad Hilton,
the founder of Hilton chains, does not hesitate to express his aims as follows:
(Wharton,2004,8)
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“Now, why Hilton International building hotels in all these key spots around
the world?... Because there is a job to be done there. And I will tell you
frankly, satellites and H- bombs will not get that job done. | do not disparage
the West's armament program; we must keep our defense superior to the
Communist world. | insist, however, that it is a defense and will work as an
offense to destroy Communism across the world.”

This expression including the main themes of Cold War period documents the Hilton
Hotels’ function of serving the cultural benefits of US. Moreover, more explicitly,
Hilton wrote in his autobiography that (Hilton,1957,237) an integral part of his dream
was to show the countries most exposed to communism the other side of the coin-
the fruits of the free world. In this regard, Istanbul may be a perfect decision since the
location of the city is close to the Iron Curtain.

In fact, besides being the propaganda of the liberal world, Istanbul Hilton was a
platform where the image of the East composed within the eyes of the Western
guests. The coming foreign guests (probably a Western) were beginning to
experience to the mysticism of the Orient with its all values while entering the hotel
and feel the same ambience in the public areas.

Observing Public Spaces in Hilton

The architectural formulation in Hilton provides the guests with the opportunity of
observing the Oriental values that he/she expected and readily experience their
representations in the Public areas. The “flying carpet” themed canopy at the
entrance of the hotel was ready to greet the guests who were seeking the experience
of “other”. In this point, it would be beneficial to quote Nathaniel Owings, who was a
member of the designer team of the hotel, to understand the implicit intentions during
the design of the hotel. He says (Owings,1973,104) “Like a meteor in the sky came
an Arabian Nights’ job; the Istanbul Hilton Hotel on a promontory, overlooking the
Dardanelles in the magic city of Istanbul. ... The result is a salubrious blend of strong
Turkish architectural motifs and American plumbing and heating”

The architectural formulation of Istanbul Hilton provides the experience of the visitors
that they had expected before coming to hotel. In another words, all the possible
meanings attached to Orientalist outlook presented in the public sphere of the Hotel.
However, in the private realm, comfort and simplicity takes place contrary to public
areas’ exaggerated magnificence of pastiche images. In this manner, it would be
useful to analyze these realms separately and try to observe the paradigms created
in them.

As state before, the magical attraction of the tourists starts at the beginning: the
“flying carpet” canopy at the entrance welcomes the guests who are ready for the
spirits of Orient. Possibly a design of Eldem, but the canopy seems to be excerpted
from Arabian fables and the architects did not hesitate to attach it to the most
innovative building of the country. It seems to give the message of: “the magic starts”
from the entrance as recalling Owings’s phrases: “like a meteor in an Arabian Night”

The pastiche Orient is not limited with the entrance. The six domed ceiling slab at the
waiting area in front of the reception desk provides the tourist to be familiar with the
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city of domes, Istanbul. Although, domes were used structurally in Europe, the dome
is a significant form in the Western mind associating with the image of Orient. Even
today, in the city guidebooks for tourists, the Istanbul image is pictured with the
shadows of domes and minarets of major mosques of Istanbul, at the mist of
Bosporus during sun sets off. In fact, these small domes are not structural; they are
the continuity of the images starting form the entrance.

Figure 1, 2. view from the entrance; view from the entrance canopy

The patio in front of the reception area surrounded with small shopping mall attracts
the guests for shopping. The sold items may be souvenirs, the best quality Turkish
carpets or fabrics that are intertwined with the Oriental icons. Therefore, the mall
becomes a platform where the Western’s fetishism of owning and controlling the
Oriental values presented. On the other hand, the mall itself was designed like a
bedesten or a bazaar with vault and dome structures reviving from the past centuries.
The functional similarity reflected its formal codes to the design and the architects
consciously use them to create a mysterious environment. To quote Wharton
(Wharton,2004,21) “The Hilton mini mall afforded travelers access to those cultural
artifacts which would later, after their return home, furnish the proof of their alien
encounter.” It was somehow a platform of Western guests’ fetishism of owning and
controlling the East .

Figure 3, 4. the Patio from above; Mini Shopping Mall
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As seen in the figure, consecutive dome structure and their relation with the covered
space would like to be formal design decision inspired from the East rather than the
West.

The main lobby located at the continuity of reception and looking to the Bosporus
with a marvelous view. The walls of the lobby at the entrance floor were covered with
ceramic tiles depicting the abstract forms of Ottoman tile-making art. At the
beginnings of 1950s, the tile making art is nearly disappeared and the artisans were
died out. Conrad Hilton mentions the production of tile process in his memoirs and
says: (Hilton,1957,264-265)

“...generations ago, the Turks had been famous tile-makers but the art had
largely died out. Evidence of their handiwork, however, abounded in the old
Sultan’s Palace. When we decided we wanted to use similar tiles, a local
architect searched out a few old men who could teach the younger ones and
today, long after the competition of the hotel, tile making is again quite a
thriving business.”

Sedad Hakki Eldem abstracted classical tile motifs in his studies. This attitude may
be parallel to his approach in 1930s and 1940s.The furniture in the lobby were
designed in Hilton Design office and produced in Teacher's Technical College in
Ankara.[1] The motifs of the carpets were inspired form kilims of Konya region and
during that period there was not a fabricated carpet making technology, a large group
of people worked to complete them in a short time. The tiles, furniture, finishing works
create the ambience of the moderate elegancy of old Turkish Palaces and provide
the guests to experience the privilege of living them in the hotel.

Figure 5, 6. View from the Lobby; Tile works in the lobby

Lalezar (the Tulip Room) was the major place the authors dealt with to illustrate
Orientalism in the Hotel. [2] Contrary to the modernism of the hotel, his space is the
climax of the Orientalist emphasize. Vefa Zat, a barmen of Hilton worked from the
opening for several years, describes the room with details. (Zat, 2005,238-239)
According to him the right side wall of the entrance of Lalezar was covered with
Kutahya tiles. At the entrance there was a small make up room. At the left side of the
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entrance, there were three desks looking to the Bosporus view which a used to write
letters or doing office tasks by the guests. There were moveable separators at ceiling
level at the middle of the entrance. Between these separators there were long divans
called Sark Késesi at the corners of the Lalezar room, there were Oriental sofas
(sedir) and in front of them there were large poufs in square shapes. These poufs
and the Oriental sofas were upholstered by light green satin cloths. At the middle of
the saloon there was a grand brass brazier. At the early years, there was a water
fountain at the middle of the salon enlarging from top to below. There were six sofas
around the fountain and there were tables covered with copper in front of the sofas.
The saloon was illuminating with brass lanterns hang from the ceiling and at the
evenings, copper chandeliers and candles were placed on the tables. Besides, a tent
ambience was created within the space by the authentic cloths at the ceiling.

Figure 7. Lalezar (the Tulip Room)

Within the space depicted above, the guests’ anxiety for the “Otherness” arises and
the excitement to experience it becomes an obsession. The furnishing and
accessories fulfilled the mood of mystery; moreover ladies serving welcome coffees
with traditional Turkish cloths give the sense of reality. Wharton interprets this space
the “harem” of Ottoman palaces. The similarity with a harem room may be polemical
but she especially emphasizes the mystery of East as follows: (Wharton,2004,27)

“The site of greatest orientalist display was a section of the public space
reserved for women. The “tulip room” off the main lobby has all the rich
trappings of an Arabian Nights Harem. Used as a ladies sitting room, it can
be screened off for private parties. The curtains of this room were lavishly
draped to refer to a sultanic tent; bedlike divans with great cushions and
large tasseled pillow stools, and locally produced hand painted furniture
inform the peculiarity eroticized Otherness of the space.”

Karag6z Bar, even does not exist today, was the major bar of the hotel. As it is
implemented from its name, the space was also a reflection of the mood created in
the public areas. Karag6z Play has been still one of the traditional entertainments of
the Turkish life. The characters are from all the layers of the society and reflect the
struggles of the daily life. In the entertainment area of the hotel named as Karag6z
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bar and during the public invitations even some of the staff wore Karag6z figure
costumes create fun for the guests.

Karag6z bar was located at the left side of the lobby looking from the entrance side.
The space was illuminated with the point light sources from the ceiling covered with
golden foils. At the walls there were five panels representing the Karagdz play. The
panels looked like the curtain of the Karag6z play but the characters were stylized in
a modern manner. The panels were illuminated with backlight and the play figures
were attached between two glasses.

Located in the garden level, Sadirvan Restaurant is attached to the building by a
corridor. The architectural form of the building was inspired from the Sadirvans (water
fountain) of Ottoman cities. The space is illuminated with point light sources attached
to the vaults. The space has an elegant view of Bosporus and invites the guests for a
memorable dinner. As Vefa Zat informs (Zat,2005,220) in the early years, due to the
lack of Ball Room in the Hotel, Sadirvan is also facilitated as a ball room.

In a general manner, these spaces in the entrance and garden floors provided the
guests (especially for foreign tourists) what they have in mind about the East. The
cultural codes are engaged with the spaces of public realm and help to reshape the
prejudices in minds of the observers and strengthen them.

Even today, more deliberately, the issue of cultural trade within the tourism industry is
seriously discussed. But, it is interesting that before the capitalization of Turkish
economy and lifestyle, the initial attempts were started within the Istanbul Hilton as a
part of Americanization propaganda.

Observing Private Sphere

While the public realm exposes the commercial images of the Orient, on the contrary,
private rooms were far away from all these pastiches. The rooms provide all the
technologies, sanitary innovations and comforts; they also serve them with a pure,
simple and rational way. As Wharton indicates (Wharton,2004,27); in older European
hotels luxury was coded by lavish furnishings and artworks in the guest rooms. A
deluxe suit might have a balcony, but individual rooms often had neither a private
balcony nor a private bath. In the Hilton, each guest room had both. Except the
corner suites, the guest rooms of the Hilton were identical; representing a new
American aesthetic of space; differentiation was in location and room rate. Guest
rooms provided with all the current amenities including excellent mattresses, an
efficient bathroom with a bidet as well as a toilet, and endless supply of hot water. In
addition, rooms had specifically American features, such as a telephone, radio and,
most particularly ice water on tap.
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Figure 8, 9. furnishings of the rooms

Furniture in the guest rooms was English made Danish-American modern: simple
lines rendered in teakwood with a dark varnish and upholstered in high quality,
abstractly patterned fabric. Hilton had as much of the furniture as possible made
locally.

Figure 10, 11. Sanitary Appliances in the bathrooms

In this point, one may ask the reasons for the contradiction between the public and
private spheres. When the whole body of the composition perceived, one may
consider that by exposing the pastiches in public areas, the feeling of otherness is
made up. The “other” is dissimilar and unusual. The “other” is a good medium for the
Western guest to experience anxiety and excitement but what the guest expects in
private sphere is what he/she is familiar with in daily life. For a guest, in this case, the
expectation is experiencing the authentic tastes as much as he/she controls it and it
may continue as much as he/she wants. As Wharton interprets (Wharton,2004,27)
Istanbul Hilton reproduced the experience of the alien within the controlled
environment of the modern. In this context, even in the level of pastiches and
representations, the invasion of the other in intimate space can not be considered.

The hotel represents a public and a private mask. It is a kind of double identity, a

sharp distinction between the two worlds under the roof of the commercial institution.
On the one hand, Western comfort and life standards were served by English
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furniture, aluminum framed glass doors, sanitary appliances, refrigerated garbage
and hygienic service areas; on the other hand, Karagéz bar, Lalezar room, Sadirvan
restaurant, Kiitahya tiles and flying carpets provided the guests to feel and taste the
Eastern image within a controlled environment.

In Istanbul Hilton, the intertwined relation of the American construction and
technology with the Turkish tastes reflects the polarity of tectonic form to pastiche
form and entertaining task to functional task and “the development” against “the
frozen” tradition: it is a platform where the Eastern is struggling with the Western.
Hilton, with its bipolar experience provision and many issues in its agenda, became
the emergence of modern Turkish tourism and even in the first years of management,
Moreover, according to Hilton (Hilton,1957,265) it provided a growth of 60% in
Turkish tourism.

IZMIR GRAND EPHESUS HOTEL: TOWARDS NEW FORMULATIONS

The relative success achieved in Istanbul Hilton encouraged the financer Pension
Fund (Emekli Sandigi) to new investments in tourism sector. During the construction
of the Hilton hotel, it was proposed to build a new five star hotel at the parcel of old
General Registry Office in izmir, close to the Cumhuriyet Square. The projects were
commissioned to Prof. Paul Bonatz, who had been in Turkey since 1946.

Figure 12. Aerial view of the Cumhuriyet Square before the Hotel

Paul Bonatz was not in Turkey during the Project process. After his death in 1957,
Fatin Uran was assigned for the projects. Being stick to the Bonatz’s projects, Uran
made some changes in the project due to the demands of the patronage. These were
the two storey rise in the guest rooms’ block, adding an annex block and the
necessary connections between blocks, the swimming pool facilities and their
connection with the hotel.
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Figure 13, 14. Aerial view of the construction; after competition of the hotel

Formally, the hotel exemplifies the irrational attitude of 1960, in Enis Kortan’s words,
with the modular fagade articulation, angular position of the masses in different
heights and application of the new technologies and materials. Again, according to
Kortan (Kortan,1973,70)the differentiation from the rational-international attitude
depends on a highly contextual and regionalist manner. The huge geometrical
masses existing as a result of rational architecture could not associate with the
existing environment harmoniously. On the other hand, the principle of designing in
human scale revaluated so that compositions were made by using small multi-pieced
masses. Beside the formal transformation in 1960s, Efes Hotel presents its pure
modern attitude with the expression of building materials and structure honestly.

In the hotel, there were 326 guestrooms, and until the opening of the annex block of
Istanbul Hilton in 1965, it was the largest hotel in capacity. In the entire guest rooms
and public spaces there were air-conditioning devices. Izmir's climate conditions
affected the architecture of the hotel. Eaves, blinds, vertical panels, terraces, large
balconies in the rooms provided comfortable living conditions in the humid and warm
Aegean climate conditions.

Ephesus Hotel stands on a different track than that is followed in the Istanbul Hilton.
First of all, the hotel does not have an implicit concern in the agenda. The project was
initially a design of an architect who knows Turkey very well and competed by a local
architect. This background did not allowed the existence of a orientalist mood created
in Hilton

When the projects completed, different from the previous Hilton experience, there
existed a construction contractor firm in the late 1950s so that the project, requiring
innovations and new technologies, could be finished in a short time. It is interesting
that, the contractor firm, Emek Construction Co. was also an investment of Pension
Fund with the German firm Dyckerhoff und Widmann which was also the contractor
of Hilton hotel and the designer of Efes Hotel's structural projects. This was a
reflection of the social and economic transformation of Turkey which experienced
many innovations in all aspects of daily life and economy, starting with the
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liberalization policies after World War Il. The planned years starting in 1960s
provided the opportunity of producing many building materials in Turkey with the
collaboration of local capital and foreign know-how. In this respect, many of the
building and furnishing material, imported during the construction of Hilton, could be
supplied locally even a decade later.

izmir Grand Efes Hotel closed in 2003. With the privatization process, it was owned
by SwissHotel Chain and will be inaugurated in autumn 2007. With the change of
owners, a rapid and intensive renovation in the hotel started and many parts of the
hotels demolished, the facades were completely changed and the spaces exposed to
a massive damage. Besides, many of the original hotel furniture and accessories
were sold by auctions. In this sense, there is not any chance of experiencing the
hotel nowadays and in the future. The only evidences of the original hotel may be the
booklets, photographs, postcards, projects and drawings in special collections. In this
manner, the comments about the spatial properties and experiences of the hotel
would be very limited comparing the Hilton Hotel.

Using the current documents and clues, it can be said that Efes Hotel did not have a
definition of “otherness” in its entire processes. Of course, there existed a
representation platform, but the play in Efes was different from the one in Hilton. The
theme of the play is, exposing the cultural and historical values of Anatolia as a part
of the popular mass consumption in tourism. Yet, this presentation was far away from
the current imitations in hotels since they are designed in a creative way by some of
the most important artists at that time.

For instance, while the hotel’s oil painting works belongs to Eren Eytpoglu, Salih
Acar and Gilingdér Kabakgioglu, the gypsum molding works, such as Artemis,
Aphrodite, and Nike sculptures were done by Cevat Sakir (famous as Hakikarnas
Balikgisi). Artistic glass tile works were the design of Bedri Rahmi Eyupoglu and
Ferruh Basaga, on the other hand, artistic tile works were made by Atilla Galatall,
Nasip iyem, Cevdet Altug and Erdogan Ersen. Artistic gypsum works belongs to M.
Sadi Calik, Ayhan Turani, Yavuz Goérey and Mustafa Témekg¢i and finally artistic
copper works were done by M. Fuat izer.

Public and Private Spaces

Being the place of initial opinions, the entrance hall recalls a modern space with
elegant furnishings and spatial comfort. Surrounded by the main lobby and the main
staircases, it welcomes the guests without preconceptions. The relieves at the walls,
copper works, artistic mosaic works and famous Kibele sculpture were the
reminiscent of Ancient Anatolian history in a naive and elegant way. The furniture at
the main lobby, the finishing works were in pure, simple forms reflecting the
modernist manner, which is away from grandiose pastiches. The restaurant and bars
were designed in the same manner. Moreover, the experience of observing the
people swimming in the pool via main bar provides the guests with a specious
environment and a unique spatial feeling.
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Figure 15, 16. Reception Hall; Entrance Hall

The guest rooms reflect the required climatic comfort for the guests. Moreover, the
provision of hot and cold water in all rooms, newest sanitary appliances, chrome
coated taps and accessories enhance the guests living in a neat and hygienic
environment. The balconies are one of the main spaces for Izmir's daily life,
especially in hot summer days. The feeling of breezes coming from the sea can be
perceived best in balconies looking to the Izmir Gulf. The designers considered this
custom in design and provided large balconies for every room.

Figure 17, 18. views from rooms

The new formulations in Izmir Efes Hotel, after the Hilton experience in tourism, refer
to new conceptions in the perception of tourism and the architectural design for
tourism. The anxieties for regionalist themes were much more dominant in the Efes
Hotel. As stated before, this assessment would be meaningful while considering the
differences in design and management of the hotels. Hilton, being the design of an
American firm and managed by a passionate American Hotel chain, allowed the
existence of implicit and explicit issues created within the anxieties of different
cultures: West and Orient or Liberal and Communist. On the other hand, designed by
local architects (both Bonatz and Uran) and managed by the Pension Fund itself,
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Efes Hotel was away from these anxieties and resembles the initial efforts of Turkey’s
representation and enthusiasm for a developing tourism industry.

CONCLUSION

To conclude, it may be claimed that Istanbul Hilton and izmir Efes Hotels were the
initial attempts of regionalist approach in their unique concepts in tourism architecture
at the dawn of the tourism industry. The differences in their agendas caused discrete
regionalist connotations in these hotels. In this sense, while Istanbul Hilton was a
prominent actor of international architecture in Turkey; considering the pressure of
the main function, its regionalism could not pass beyond the two or three dimensional
pastiches and created myths. On the other hand, Efes Hotel was designed regarding
to the local contexts and managed in that manner (at least, at the beginning)
escaped from the touristic cultural consumption concepts by the modern references
in furnishing and artworks. To refer to the critical regionalism concepts at the
beginning, the regionalism should not limited to historicism with all aspects, local
material, form or technique. Besides, regionalism does not reject machinery or
technology. In this context, as a reflection of Hilton’s agenda, the choice in the
furnishing and finishing works, the spatial design of the public areas creating anxiety
and entertainment, defected the regionalist concerns. Yet, Efes Hotel, beyond Hilton,
parallel to the contextual conceptions, with its modern spaces designed upon
elegant, naive and simple forms, original artworks, furniture in the same taste and
climate-sensitive design resulted as a successful example. Unfortunately, despite
being ignored by the architects and architectural historians for a long time, Efes Hotel
has been experienced a massive destruction for a long time like other sold Pension
Fund’s hotels. Today, Hilton is also far away from the picture that depicted in this
text. More than renewals of furnishings in 5 or 10 years period, many of the spaces
referred here changed functionally. In contemporary case, Hilton and other many
hotels agenda order to serve to the cultural consumption culture in tourism activity. In
the postmodern era, while many hotels addressing kitsch spaces and facades are
erecting, the era of the splendid hotels at the dawn of tourism architecture is coming
to the end.

ILLUSTRATION CREDITS

Figure 1. Istanbul Hilton Archives, Istanbul

Figure 2. Author’s collection, Ankara

Figure 3 and 4. Istanbul Hilton Archives, Istanbul

Figure 5, 6 and 7. Istanbul Hilton Archives, Istanbul
Figure 8, 9, 10 and 11. Istanbul Hilton Archives, Istanbul
Figure 12. Zeki Kemal Pordogan Collection, izmir

Figure 13 and 14. Zeki Kemal Pordogan Collection, izmir
Figure 15. Author’s Collection

Figure 16. Arkitekt 1965-318, p: 5-13

Figure 17 and 18. Arkitekt 1965-318, p: 5-13

ENDNOTES

(1) for more information, see Ramazanoglu G. p:2 and Wharton J.A, p: 28-29
(2) for more information, see Wharton, A.J p:27 and Akcan, E., p:42
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CHANGING LIFE STYLES, TRANSFORMING TRADITIONAL HOUSES:
CORUM AS A CASE

Omer iskender TULUK
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ABSTRACT

The origin of the collective housing culture extends as far back as to the Antic Rome. Adventure
of this building type in the Ottoman Empire has initially started in 18" century in Istanbul. The
apartment housing (in today’s appreciations), which was encouraged by the capitalist land
regime and new comfort requirements, has appeared in Galata district of Istanbul in the 19"
century. These apartment housing has widespread in the capital city, Ankara by 1920s and
even in Anatolia by 1950s.

Although the housing culture of Corum showed some paralellities with this general approach, it
also presented some peculiar conditions throughout the modernity process. In this sense the
first modernity movement was started by the establishment of the cooperatives, which consisted
of the single story, gardened, detached house types at the outskirts of the city. Contrary to the
general belief, the apartment housing or establishing the collective living units has not directly
started by altogether new apartment houses, but by means of transforming the traditional
houses into “apartments” so as to shelter more than one family.

In this study the transformation process of the “Yalginlar Mansion”, which was originally a
traditional Corum house, will be discussed. The characteristics of this transformation process
also bear the traces of the life style being turned from the traditional to the modern.

Keywords: Modernization, Housing culture, Traditional House, Apartment, Corum

INTRODUCTION

The effort, which was based on producing more housing units in a smaller area owing
to the increase of the population in the cities, extended as far as the archaic Rome.
This type of housing units, each of which belonged to single family, was begun to be
seen in Europe by the 16th century. However the deep activity on building apartment
houses was began after the Industrial Revolution. Building apartment houses, which
was initially started by transforming the houses to the pensions, then to the little flats,
was appeared in need of sheltering the increasing population of the workers at the
industrialized centers (1).
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In particularly after the Second World War, the first apartment houses in Anatolia,
which was encouraged by the capitalist land regime and demands on having more
comfort, was observed by 19th century at Galata (2) and by beginning of the 20th
century especially in Beyoglu, Nisantasi, Akaretler and Aksaray of Istanbul (1).
Apartment housing was appeared in the capital of the Republic, Ankara, after by
1920s and in the Anatolian cities by 1950s (2). Rising of apartment houses in the
Republican Ankara presents a much different process from the Turkish speculative
apartment building. Apartment housing in Ankara was firstly mentioned through a
type which was called as “rented flat’house” (3).

The rapid urbanization in Anatolian cities, which was especially started by 1950s,
was occurred the necessity to shelter the growing population who was moving to the
cities. This was also the initiator of “the apartment housing” type. By the enacted
“condominium” law, the investors, which built the apartment houses in return for a
floor, was appeared, hence the activity of building apartment houses was increased

rapidly (1).

Although the change on housing culture of Corum had some parallelisms with this
general approach, it also presented some peculiar conditions throughout the
modernity process. Contrary to the general approval, the apartment housing or
establishing the collective living units was not directly started by apartment houses,
but initially started by means of the activity on transforming the traditional houses to
an “apartment” order which used to shelter more than a family. The formative
characteristic of this transformation also indicated that modern life styles contradicted
the traditional.

In this study, the traces of transformation, which the building of “Yalginlar Mansion”
(Yalginlar Konagi) in Corum betrayed in 100 years, will be traced and examined in
order to get a deep understanding of how a building, which had a complete traditional
characteristic, changed to an apartment. This process will also provide some spatial
and behavioral changes throught the transition of this mansion, which was sheltering
an extended family initially changed into an apartment to accommodate several
families and life styles.

As following to the traces of this transformation, the restitution process of the building
(put forth the location of the building in the city, the existing physical appearance and
the transformations for consideration), which will clarify the findings in the context of
the reason and the result relations, is important.

THE LOCATION OF THE BUILDING IN THE CITY

The relations of this building with the city center from the beginning of its building will
clarify the reasons for the functional changeables. An 1892 dated ancient map of
Corum is sufficiently illuminating to understand the central location and the character
of its relation with the bazaar (4, 5). As to this map, the building was located in the
“Azap Ahmet Quarter” which is remembered by the same name today and at the
northern side of a narrow street, which was known as “Azap Ahmet Street” today.
This road was an important part of the main arrival axis which bounded the
northeastern and the southwestern edges of the city. The bazaar, the Ulucami (the
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great mosque of the city), courthouse (HuUkimet Konagi) and most of the public
baths, which formed the city center, were located on the northern side of this road
and became dense around it (as to the map). This mansion, which we know that was
built after the map was drawn, was located out of the active area of the bazaar,
although it was in the city center (Figure 1).

Figure 1. Corum and the Yalginlar Mansion, 1930s

The Yalginlar Mansion is located on the narrow northern side of the “Gazi Street”
which was opened by ensuring the protection of the northern part of the road
between the years of 1933-36 (6). This narrow street, which was built on the traces of
the old one with due precautions for protection turned into a secondary road after the
opening of the “Gazi Street”. The trade areas which were once dense on the western
side of the old road in 1890s were moved to the northeastern by taking this road as a
focal point. As a result the mansion was surrounded by an increasing dense trade
area (Figure 2).

CORUM 1590

Figure 2. The map of Corum (1892); the location of the Yalginlar Mansion in the city
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THE EXISTING STATE OF THE BUILDING

The mansion, which was built in the beginning of the 20th century, was construed
upon “haremlik-selamlik” (terms for separate living rooms for man and woman) plan
organization at the east-west direction. The western side of the building was haremlik
(for women) and the eastern side was selamlik (for men). The haremlik part had
relatively a bigger interior space than the selamlik at the eastern. In spite of the
haremlik part, which typically defined traditional Corum house, selamlik part lost its
original form because of alterations (Figure 3).

Figure 3. The Yalginlar Mansion

The haremlik part of the mansion, with its rooms which were arranged in both sides
of the large central sofa (orta sofa) repeated the karniyarik plan scheme, which was
peculiar to the traditional Corum houses. The built-in closets (gdémme dolap), yikliks
(large, built-in cupboard where bedding is stored during the day), hamamliks (zinc-
lined bathing cubicle in a home) and ocakliks (fireplace) were the constant
architectural elements of the rooms (7).

The haremlik part of the building consists of two floors and a basement. The
staircase, which had bounded the floors once and had been located on the east side,
does not exist today. It is replaced by a built-in closet. The first floor of the building is
about 2 meters high from the level of the road. The exit to the second floor was
provided by a staircase at the southeastern room [1] (on the corner) of the ground
floor. Later on the built-in closet was removed from haremlik to house the staircase.
Changes on the second floor simulated thise of the first (Figure 4).
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Figure 4. The existing ground floor and first floors of the Yalginlar Mansion

In the selamlik part, which consisted of two floors and a basement, the staircase
(which bounded the floors) was also removed as it was done in haremlik. The ground
floor is arranged as a store today. The exit to the first floor is provided by a staircase,
which was added later next to the store, and to the second floor is provided by
another later construction, which was added to the eastern facade of the building
(Figure 4).

THE FIXINGS ON THE ORIGINAL STATE OF THE BUILDING AND THE
TRANSFORMATIONS

The Yalginlar Mansion bears the traces of alterations like many traditional houses of
Corum which still stand today. Besides the staircase additions, which provided
independent access to the floors, especially the alterations in kitchen, bathroom and
toilet spaces, imply the first spatial effects of modern living culture (Table 1).

1. The first observed change is the partial transformation of the selamlik to a store at
the ground floor level (Figure 5). But on account of the basement floor not having
sufficient height for a store, the floor of this part, except the room at the southeast
corner [1], was completely raised for about 1 meter. The entrance of the selamlik,
which was demolished with this change, was relocated to the east of the store and a
straight stairs provided access to the first floor. The landing of this staircase was
seen from the room on the ground floor [1], on the southern corner. The upper sofa
and the room on the northeast corner were accessed by several more steps (Figure
6).
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Figure 5. The store is located at the ground floor of the Yalginlar Mansion

The traces on the central sofa and on the ground floor walls, indicated to the
existence of a door, which opened towards the haremlik part, at the alteration time,
but several steps were uncompromisingly added due to the raising of the ground. In
addition a balcony was added to the south edge of this sofa and it had been
transformed to a room later [2], (Figure 6).

Figure 6. The first floor plans of the Yalginlar Mansion from the first and the second
phase of restitutions

2. The second observed change is related to the independent use for the floors. In
this process, the original staircases, which bound the floors, were removed and
others were set to appropriate places which provided a direct arrival to the second
floors.

In this aim, the built-in closet arrangements of the room [1] which was on the
southeast corner of the ground floor, was removed and the second floor staircase of
the haremlik part, was located. Consequently the entrance door of the second floor
was opened to the eastern edge of this part. But there is a more different practice for
the selamlik part. Here a staircase was added to the eastern facade in order to reach
the second floor [2]. Contrary to the haremlik part, the added staircase did not cause
any damage to the space here, (Figure 4).
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3. At the traditional Gorum houses, one of the rooms on the ground floor was usually
planned as a kitchen. It differentiated from the other rooms by the large fireplace and
at some examples by shelves. Different from the other rooms of the house, the
ground was made of bricks. The room, which was separated to serve this use in the
Yalginlar Mansion, was placed on the northeast corner of the first floor of the
haremlik part [3]. Here, there was no evident change at the cupboard arrangements
except for the fireplace which was transformed into a kitchen workbench (Figure 6).
Unfortunately there was no proper which would function as a kitchen working bench
on the uppor floor, therefore the small room [1], which was located in the middle of
the west side, was transformed into a kitchen. It is probable that the built-in closet
here was altered to form the built-in kitchen workbench, (Figure 7).

Figure 7. The second floors of the Yalginlar Mansion (first phase restitution and
existing plans)

The major changes were observed in the selamlik part. Since there was not any room
which originally served as kitchen, the built-in closet arrangements throughout the
northern wall of the norteasth room [4] of the first floor, was removed and the place
was turned into the kitchen workbench (Figure 5). There is a different practice at the
upper floor of this part. On the southeast corner a small room [2] was added by
means of the hollow newel which was added to the facade recently. The built-in
closet arrangements of this original room [3] on the southeast, was annexed to this
makeshift kitchen (Figure 7).

4. Another functional transformation was performed for bathing purpose. Bathing at
the traditional Corum houses, was realized in “hamamlik”, which was placed almost
in every room as lidded built-in closet arangement. This “hamamlik® was small in
dimensions and simple that enabled a person to bath for a short period (8). Although
every room of the haremlik part of the Yalginlar Mansion had these hamamliks, every
floor was altered to gain a larger space for bathing. The wall between the hamamlik
of the room, which was located on the southwest of the first floor and of the room
next to hamamlik was removed, and a door was added. The available space was
transformed to a larger bath [3]. At the second floor the double winged cupboard lid
of the same small room [5] was removed, a door was added and altered to a bath,
(Figure 4).
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“Hamamlik” usually did not exist at the selamlik rooms of the traditional Corum
houses. Therefore two small baths were added [6], one on the adjacent corner of the
room [4] placed on the north eastern edge of the first floor and the other on the
northern edge of the staircase which was a later addition itself, (Figure 4).

5. There was no space for toilet in the traditional Corum house. This need was
generally provided by a jerry-built hut on one corner of the garden or courtyard.

Toilet space was a product of some later arrangements in the Yalginlar Mansion. But
it was also probable that some similar practices originally had taken place at the
building. The corridor like space [7, 8] at the haremlik part of the building (both on the
first and the second floors) was divided into two and were used as either toilet or
washbasin (Figure 4).

On the first floor of the selamlik part, a small toilet [9] was added to the northern side
of the sofa. On the second floor of this part, a bath [6], which was a later addition to
the northern edge of the staircase, was also arranged as a toilet (Figure 4).

6. The final observed transformation at the Yalginlar Mansion is related to the heating
system. In the traditional Corum house, heating was provided by the fireplaces which
were burned in every room. The braziers were set into the semi-circular shaped
niches and the smoke was removed by the chimney of the ocaklik.

As in most houses and mansions of Corum, these ocakliks were also closed and the
stoves were set in the rooms of the Yalginlar Mansion. For this purpose the holes to
which the stove pipes would be tied, were opened.

EVALUATION: FROM THE “TRADITIONAL HOUSE” TO THE “APARTMENT
HOUSE”

Behar ve Duben, characterized the social and the cultural transformations of Turkey
between 1880 and 1940 as a “displacement of the civilization” (9). The
transformation, which started by the Reforms in 1839 and continued by the reforms of
the Republic, followed a streamlining, which was slightly shifted from the traditional
culture, life styles and habits to a modern, basically Europen culture.

The administrative power, which designated the capital, Ankara, as a model for
“modernization” on building a nation at the beginning of the Republican period, used
the public buildings, parks, gardens, shortly the public spaces as a tool to convey the
modernization ideology and formative preferences in the new capital. Moreover the
visual communication tools coined by modernization had an effective role to
modulate life styles together with forms. The posters, popular journals of the period
were presented to the people as if “the new was prefered against the old” in content.

Corum was also one of the provinces which experienced this transformation. As in
every domain of life, the transformations in house culture was felt in the formation of
the physical pattern of the city; Bahgelievler, with its 127 single story, gardened,
detached house type, presented the first examples of modern form preferences and
space usage (6). Eventually, while some new cooperative housing appropriate for
modern life styles were being built in the cities the tradiditional house were being
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transferred into multiple familiy houses. Interestingly, modernization made itself felt
through restoarions, refurbishments and alterations.

At most of the traditional Corum houses, the interferences which were made to use
the floors independently, presented the example of transition from the lextended
family to nuclear family as in the Yalginlar Mansion. The traditional staircases, which
bound the floors, were replaced by others, which were to be used independently to
reach individual apartments. The building was transformed from a “haremlik-selamlik”
mansion, which once sheltered a single family, to independent “apartment flats”,

Despite that the social standard of judgement, occupational ideology and official
discourse was against to this building type by 1930s and 1940s, the apartment
housing gradually gained on a dominant character in city. Balamir ties this attitude to
the compelling of the objective conditions, rather than to the preference of the settled
life style (10). Since most of the traditional houses of Corum remained in dense
building activity areas as in the case of Yalginlar Mansion, transformation process
was an obliged activity as such, that is to say, departing from the objective conditions
of Corum.

In addition, the transformation of the ground floors of the selamlik part to the trading
establishments was not only due to the enlarging trade but also to the transformation
of the traditional bazaar to a modern trade area in the urban scale. In retrospect, the
building, with this addition, (when looked from now) came closer to today’s dominant
apartment house approach.

Each floor, which was transformed into individual flat, acquired kitchen, bathroom,
toilet spaces in the process of transforming of the mansion into an apartment house.
Any room in the traditional house could have been used as a kitchen then. Now the
kitchen was so designed as to serve as the kitchen utilizing recent technological
developments and contemporary behavior patterns. The workbench, washbasin,
cookstove and the spatial arrangement, which was appropriate for eating action were
provided as opposed to the simple traditional ocakliks, built-in closets, shelves
(terek), in most of the traditional Corum houses like Yalginlar Mansion.

Again the bathing action, which was realized by means of the traditional materials
like long-spouted ewer (ibrik), cauldron (kazan), metal bowl (hamamtasi), in the built-
in closets (at the hamamliks) in each room (except selamlik) of the traditional houses,
was met by larger bathrooms. However, the sole mechanisms to heat the water or
the space in the bathroom are cauldron or marble basin (kurna).

In the traditional Corum houses, the toilet which was barely placed in the courtyard or
garden, was carried into the house again as a contemporary necessity. The ocaklik
and brazier, which were the basic heating equipments of the traditional rooms, was
replaced by contemporary heating equipment, the stove.
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Table 1. The transformation process of the Yalginlar Mansion
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FROM ASTAKOS TO IZMIT:
A CULTURAL CONTEXT OF THE CITY’S ARCHITECTURAL CONTINUITY

Sonay AYYILDIZ

Kocaeli University, Faculty of Architecture and Design, Department of Architecture

ABSTRACT

Located at the tip of the Izmit Bay in the Marmara Region of Turkey, the city of Izmit is the seat
of the province of Kocaeli. Its land, sea, and rail connections to Anatolia make it one of the
most important industrial and commercial centers of the region.

Functioning as one of the main gateways leading into Anatolia, both in terms of land and sea
routes, Izmit has ranked as an important city since the earliest ages of humankind.

Having been founded in a very critical turning point in history, the city of Izmit (known as
Nicomedia in the Roman era) has managed throughout its long life to retain much of its
importance. Nicomedia served as the capital of the Roman province of Bithynia. One of the key
cities of the region, it was also an important seat in the Hellenistic, Roman, Byzantine and
Ottoman periods.

This work will first expose the urban layering that has occurred during its long history and use
city maps to display the civilizations that inhabited the city; it will then determine the historical
structures and settlements still existing today; thus establishing I1zmit’'s cultural identity. The
work will analyze various data based on a search of the literature, on-site determination (field
work with photographs and drawings), map search/creation.

It is obvious that the loss of 1zmit’s urban identity and character has become very problematic.
For this reason, this paper will concentrate on developing proposals for planning and design
that are sensitive to the city’s cultural continuity.

Keywords: Izmit, Astakos, Nicomedia, Bithynia, Cultural Context



livenarch 2007

INTRODUCTION

As the seat of Kocaeli province, I1zmit is situated at the western tip of Izmit Gulf on the
Marmara Sea, at the crossroads of road, rail and sea transportation joining the city of
Istanbul with Anatolia. The region has many significant ecological features, while its
geographical location has long made it a center of both industry and trade.

The city played an important role in the Roman Empire, but lost some of its
significance in the Byzantine era. In the Ottoman Empire however, particularly after
the conquest of Istanbul in 1453, Izmit became a major hub for voyagers traveling on
the Iran and Algeria routes (izmit Analitik Etiidleri, 1970).

While modern-day Izmit is described with denominators like, “industrial city, transit
city, earthquake city, growing city, gulf city, shore city and commercial city,” its rich
cultural legacy is less evident. Research into Izmit's history have identified the
following periods as being important in its past (Ozbayraktar, Ayyildiz, 2005):

Antique Period Turkish Period (1058- AD)
. Prehistoric:10000-1200 BC e  Anatolian Seljuk
e  Archaic and Classic:1200- 328 . Ottoman
BC . Izmit Autonomous
e Hellenistic: 328-74 BC e  Republican

. Roman: 74 BC- 387 AD
. Byzantine: 387-1058 AD

Home to a variety of civilizations over a period of more than 3000 years, and an
urban center that served as an important place of lodging and trade during the
Ottoman period, Izmit is today a city rich in historical artifacts, including kulliyes (large
charity complexes), mosques, baths, fountains, military and administrative
headquarters, historical neighborhoods and houses.

This work will first expose the urban layering that has occurred during its long history
and use city maps to display the civilizations that inhabited the city; it will then
determine the historical structures and settlements still existing today; thus
establishing Izmit’s cultural identity.

This paper is an analysis of the urban stratifications that are the remnants of the
many societies and civilizations that inhabited the city throughout its long history.
IZMIT IN THE ANTIQUE PERIOD

Prehistoric period (10000-1200 BC)

While the date of the founding of Izmit is not exactly certain, according to the 1292
BC writings of Egyptian Pharaoh Ramses lll, the areas including Izmit and its
environs were included in that empire’s realm. This signifies that most likely there

were organized cities and societies living in the general region as far back as 3000
BC (Yuce, 1998).
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Archaic and Classical Periods (1200-328 BC)

The first concrete evidence of Izmit's history dates to the 12" century BC. As they
were making their inroads into Anatolia, the Phrygians held this region for several
hundred years; at this time they were known as the “Brygler” (Demir, 1994; Ayyildiz,
Ozbayraktar, 2005).

The City of Astakos (OLBIA)

In the 8" century BC a group of inhabitants from the city of Megara in Greece moved
from their city to settle at a spot located on the south of the Gulf of Izmit, a flat area
that today lies between Basiskele and Seymen; here they founded a city they called
Astaokos (Olbia) in the 8" century BC (Oztiire, 1981).

The first money to be printed in this city (in 712) featured the face of the goddess who
protected the city, Olbia, while the other side featured a picture of the state’s seal,
Istakoz=Astakoz(1). For this reason some historians attribute the goddess’s name,
OLBIA, as the ity’s name while others point to the name ASTAKOZ (Oztiire, 1981).

At the beginning of the 3 century BC, Astakoz became the prime rationale for the
long wars waged between Thracian King Lysimakhos and Bithynian King Zipoites II.
The Thracian King, who had initially built the city of Astakoz, ended up destroying it
(Bakan, 1998; Firatli, 1971). With that the city of Astakoz was wiped from the slate of
history.

The City of Izmit (Nicomedia) in The Hellenistic Period (328-74 BC)

In 262 BC Nikomedes | of Bithynia formed a new city named Nicomedia (now located
in present-day Izmit) six kilometers southwest of the destroyed ancient city of
Astakos (Basiskele). The people of the former city of Astakos were housed there. By
building a palace, the king ensured that the new city would be the center of the
Bithynian Kingdom (Firath, 1971).

J..Ira..an'h"
, :

e thiges . i =
PR E S Dud'au Pesis —
EFLETE Tos ¢ =
P =

Figure 1. Izmit in the Ancient Period (Astakoz and Nicomedia) (Bakan, 1998)
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The land the city was founded upon is an inclined and rugged slope. On this huge
shoulder there are four hills. These hills are known today as Kale, Alaca, Kabaran
and Pag. The ruins of the antique city are located in a spacious area that stretches
from the environs of the Memeli Dere Valley to Kabaran Hill, in the area along the
shore, and found in the region of the city’s now closed paper factory and in the Pag
Neighborhood (Zeyrek, 2005).

In order to protect itself from attack coming from the Gulf of Astakoz (Izmit), the city
developed from the seashore inwards towards the inland in a sloping fashion and
was surrounded by rampart walls. The suburban city walls were located on the slope
that the city was formed on; in the east the Pag¢ neighborhood was developing
towards the north, and reached a fortress located on the north end of the Terzi
Ridge. The road coming from the north to Nicomedia ended at the city entrance (Kale
Door). The city walls, following the trail of the Turgut neighborhood, continued along
a southwestern corridor which incidentally cut through what is now SEKA’s backyard
(more on SEKA later). The inner fortress on the other hand, is found in what is the
neighborhood of Orhan today. This area, though some argue to be the ancient
location of the acropolis, can not be proven as there is no irrefutable evidence
(Zeyrek, 2005).
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Figure 2. Archaeological Findings on Nicomedia’s Topographic Map

Topography was an important factor in the planning of Nicomedia on an inclined
area. The city is unique in its planned grid system surrounding the main streets and
structured according to the conditions set by the sloping land. Nicomedia was formed
to serve as a center of governance and the city underwent much development when
founded. According to Zeyrek (2005), the influence of Hellenism so present in other
areas of Western Anatolia was especially pronounced in Nicomedia.
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Nicomedia in Roman Period (74 BC-387 AD)

Along with the waning influence of Hellenism and rising importance of Roman rule in
Anatolia, a group of people in the city who supported Pontius were pitted against the
others, who supported the Romans as a result of Roman pressures. The
change/development of social and political conditions in the history of Anatolia
certainly affected the urbanization of Nicomedia. The wars of the Romans,
Macedonians, and Pontius King Mithridates undoubtedly slowed the development
and public investment in the city. The will of Nicomedes Il (91-74 BC) dictated that
Bithynia be passed into the hands of the Romans and Nicomedia thusly became a
Roman state-city. Examples of the grandiose public constructions of the Romans in
that period could be seen in Nicomedia (Zeyrek, 2005).

The importance the Roman Empire gave to the city can be seen in the temple built in
29 BC to the Emperor Augustus and its goddess (Firatli, 1971). The reconstruction
undertaken in the period of Augustus led to the city reclaiming its former identity and
its high ranking among the important cities of Anatolia (Ross, 2005).

The era of Pilinius (103-105 AD), the governor of the state of Bithynia for the Roman
Empire, is known for the importance Emperor Trajan paid to Nicomedia (Ylce, 1998).
Moreover, the numbers of wide avenues and forums and resplendent buildings
constructed in Nicomedia increased (Zeyrek, 2005). Pilinius mentions a senate
building, a forum, a temple erected in the name of the goddess Kibele, and a water
belt that he himself was involved in creating in his writings (Ross, 2005). The period
of Emperor Commodus (180-193 AD) saw a devastating earthquake in Nicomedia
that demolished the city’s basic structure.

When its protector, Diocletianus, became emperor in 284 AD he favored Nicomedia,
declaring it the capital city of the Eastern Roman Empire (Ross, 2005). In order to
strengthen the defense system of the city, Emperor Diocletianus invested a lot in
public works and infrastructure. At this point Izmit ranked as the world’s fourth largest
city, surpassed only by Rome, Antioch and Alexandria (Firatli, 1971).

Nicomedia in the Byzantine Era (387-1058 AD)

When the Roman Empire split in two in 395 AD, Izmit fell under the rule of the
Byzantines and became the center of one of the provinces governed by a general
governor. Byzantine Muslims fought with and were attacked by an Arab onslaught.
After the Malazgirt War of 1071, the power struggles between the Byzantine generals
led to Emperor Michael VI asking the Seljuk Turks for help in 1073. With this the
Turks were to enter Anatolia, never to leave again (Turk Ansiklopedisi, 1972).

Before Constantine built the city of his name, Constantinople, on top of the previous
Byzantine city in 330 AD, he first settled like many emperors before him in
Nicomedia. After the new capital (Constantinople) was founded, Nicomedia lost its
importance though the city was not totally abandoned (Zeyrek, 2005).

Powerful earthquakes wrought on Constantinople in 554 AD, Nicomedia in 558 AD,
and during the reign of Theodosius Il, all affected the city greatly (Zeyrek, 2005).

195



livenarch 2007

Nonetheless, the city recovered after these disasters and continued as a minor
Byzantine fortress (Foss, 2002).

IZMIT IN TURKISH PERIOD (IZNIKMID) (1058- AD)

During the crusades of the Sassanids and the Arabs, Nicomedia was pillaged and
nearly destroyed. While the Marmara region was falling under Seljuk rule in 1058,
cities like Nicomedia and Kalkhedon were also captured. After losing to the Holy
Sword Lions in 1097, the Seljuk domination of the area came to an end (Zeyrek,
2005). When the Latin Empire was formed in Istanbul I1zmit fell under their control in
1204, only to return to the Byzantines in 1207 (Tirk Ansiklopedisi, 1972).

In 1327 commanders under the rule of Orhan Gazi such as Akcakoca Bey, Kandira,
and Karamdrsel, conquered land south of the Gulf of Izmit and in 1333 conquered
Izmit itself. Known as Nicomedia until this point, the Orhan Gazi period brought with it
the new name of Iznikmid(2). Over time Iznikmid, according to Turkish sources,
became Izmit. During the Orhan Gazi period of the

years 1326-1330, Akgakoca was responsible for joining this region with the
expanding Ottoman Empire (Ulugiin, 2002).

In 1337 Slleyman Pasha became Izmit’s first standard bearer officer, making the city
an official Ottoman garrison (in Turkish a sancak, an administrative area). In the
reign of Sultan “Celebi” Mehmet the sancak of 1zmit was attached to the Anatolian
Ottoman province. The city was destroyed in the earthquake of 1509 but its most
successful period was during the period of Sileyman the Magnificent. This trade
inevitably led to an increase in hotels, shopping areas, public baths, and urban
development in general (Ulugln, 2003). During Ottoman rule, the first “shipyard” in
the Gulf of Izmit was created under the reign of Yavuz Sultan Selim (1512-1520)
(Délen, 1995).

Murat IV’s reign (1623-1640) was also a period in which Izmit saw an increased level
of growth. With the death of Murat IV and yet another earthquake, this time occurring
in 1766, Izmit began a period of relative quiet and only in the 19™ century was able to
re-develop (Ulugtin, 2003).
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Figure 3. Neighborhoods in Izmit in 1914 (izmit Analitik Etiidleri, 1970)

In the period of Abdillmecid, Izmit became a sancak tied to the Hidavendigar
Province of Bursa in 1867. A short while later it joined the Istanbul Province and
during the time of Abdulhamit Il in 1888 gained the status of an independent sancak
(mutasarniflik) (Ulugtin, 2002).

A document dating from 1914 lists 24 neighborhood, one of which was Armenian and
the other Greek, and states that 29% of the population was made up of non-Muslims.

The city was captured by the English on November 20, 1918, transferred to the
Greeks on October 27, 1920, and was re-captured by the Turks on June 28, 1921
(Dolen, 1995).

After the Turkish Republic was founded, Izmit became the center of the province
named Kocaeli on April 20, 1924. From the year 1924 on, numerous new social and
cultural developments of the young republic continued (Uluglin, 2002). Along with the
foundation of SEKA (in 1934), Izmit took the first step in being known as an
“Industrial City”, and later cemented that reputation.

TRACES OF HISTORICAL BUILDINGS IN MODERN IZMIT

Ancient Buildings of the Antique Period

Though minimal, there are remnants of the Hellenistic, Roman, and Byzantine
periods of Nicomedia in the modern era. As a result of the modern city of Izmit being
built on top of antiquity, the majority of the ancient remnants are under today’s

buildings. The area located within the rampart walls on hills such as Kale, Alaca,
Kabaran, and Pag is replete with numerous examples of modern buildings that have
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wrongly used archaic remains and unsystematic diggings that have brought old relics
to light. Today’s existing rampart walls belong to the latest residential building frenzy
(Zeyrek, 2005).

Examples of such relics and findings are as follows: the city’s rampart walls, the
acropolis, the eastern and western necropolis, Giiltepe Necropolis (Martyrion),
Roman Tumuli (large tumulus at Ugtepeler, the Aytepe Tumulus), the Kanlibag
Tumulus, the Roman public meeting square, an ancient theater, the Hagios
Pantalemon Monastery, Roman Aquaducts, the Nymphaion (fountain), and a Cistern.
Of these architectural treasures, all of the tumuli remain, while only some parts of the
others remain standing.

SELECTED MONUMENTS OF ANCIENT NICOMEDIA
1) Lighthouse [

il T RomaTipnag 197)
i \:‘% T ol
W~

haAdﬁnﬁmsﬂﬁﬂ) >
H

ugustus

10) Dockyard

A P »
19) Acropol E )’
23) Roman Bath e A A
e 7 A I
41) Theatre b e i & e
Pantaleon Manastin o

65) Diocletianus Temple
73) Roman Tumuli

s Saray! iz‘: J

nu
s

¥ Deniz Feneri (1) = %T&vsane(w) G

BAY OF IZMIT i

Figure 4. Reconstruction Sketch of Ancient Nicomedia (Ross, 2005).

Historical Buildings of the Ottoman Period

One can find traces of the Ottoman era in neighborhoods such as Orhan, Akgakoca,
Haci Hasan, Veli Ahmet, Kozluk, and Omeraga. To a large degree Kapanca and
Cukurgcesme Street, both found in these neighborhoods, maintain their own unique
status.

There are 4 religious, 8 monument, and 185 historical architecture buildings that
remain in 1zmit from the Ottoman Empire. The following are the most important:

Buildings of Religious Architecture: Orhan Gazi Mosque (1332), Imaret Mosque
(1515), Yeni Cuma Mosque (Pertev Pasa Killiyesi) (1579), Baggcesme Mosque
(1328).

Buildings of Monument Architecture: Public Baths: Sileyman Pasa Hamami (14th
century), Mehmet Bey Hamami (Orta Hamam) (second half of 16™ century).

Fountains: Pertev Pasa Fountains (second half of 16" century), Tlyslz Fountain
(Emine Fountain) (1750), Kapanca Street Fountain (Zeliha Fountain) (late 18"
century), Ali Aga Fountain (Yeni Fountain) (1884-1885), Canfeda Kethuda Women’s
Fountain (1827), Kertil Dervish Fountain.
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Historical Architecture Buildings: Saatgi Ali Efendi Residence (1774), Sirn Pasa
Residence (late 19" century), Portakal Hafiz Residence (late 19" century), Old
Governor's Mansion (early 20" century), Izmit Hinkar Kasri (Small Palace, Hunting
Lodge) (1861-1876), Office of the Prosecutor (annex to the royal hunting lodge),
Printing House (1863), Train Station (1871-1876), Former Governor's Residence
(French Theological School) (1894), Watch Tower (1901), Pink Villa (early 19"
century), Kapanca Street Houses (late 19™ century).

Buildings of the Republican Period: 15" Army Corps (Today’s Izmit Industrial Trade
School) (1958), Former Courthouse (1952), People's Cultural Institute (1937), and
SEKA (1934).

Figure 5. Today’s Izmit Urban Historical Area and Surrounding Neighborhoods (Map,
2005)

RESULTS AND SUGGESTIONS

Very few of the antique remnants that date from the long history of Izmit, from
Astakoz to the Ottoman Empire, can be seen today because earthquakes and
numerous modern constructions have caused many works from various periods to be
left under the next era’s constructions, thus creating a stratified effect.

In view of the fact that there are no projects which inventory the city’s archaeological

findings in the region, the city has not been able to properly establish its own cultural
identity. Moreover, architectural and urban investigations of the cultural artifacts of
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the city are minimal. As a result of the lack of education of the public at large, current
artifacts are not being registered and therefore not being protected.

Since its founding Izmit has always represented the synthesis of Hellenic, Roman,
Byzantine, and Turkish civilizations. Most of the works still standing are Ottoman due
to the fact that that period is closest to today. The fact that so many remnants from
ancient and Ottoman periods are in such a decrepit state shows the serious
dimensions of loss that Izmit has undergone in terms of cultural and urban identity.

That the grid road system on the hill of 1zmit is still standing shows that there are
touches of the antique periods still to be found. Nonetheless, the traditional street
design dating from the Ottoman period is hard to locate in Izmit.

Izmit is often described with the following adjectives: industrial, transit, growing, and
trading, which does not carry enough of the cultural legacy of its history that could be
better promoted. With this goal in mind, the following suggestions can be seen as a
guide as to how Izmit could more successfully seek its urban and historical integrity:

Ancient buildings located underneath modern constructions within the Urban
Historical Area should be identified, excavated, and protected.

All the Ancient Period and Ottoman Period historical buildings should be identified
and the region’s cultural identity and historical potential should be put forward.

There needs to be a multi-dimensional understanding of the historical and cultural
values and offerings that have contributed to the change and development of I1zmit.
These traditional environments need to be protected and promoted in a unifying,
respectful, and harmonious manner that will encourage the future -cultural
development of Izmit’s character.

According to the 2003 Protection Decisions the Urban Historical Area, currently
surrounded by countless high-rise buildings that shroud it from sight, is protected
from development. However, the destruction of these high-rise buildings has not yet
emerged as a topic of discussion. In order to bring out the historical texture of the
region, the KOU Architecture Department’s Architectural Design Studio is working
with students in the 2006-2007 half-year semesters to create designs intended to
promote the region’s importance, based on a framework entitled “The Context of
History and Culture”(3). By analyzing the historical region, the students hope to
present their projects as suggestions to the municipal government of Izmit.

ENDNOTES

(1) In those times lobster was found and hunted in abundance on the Gulf of Izmit. Therefore
the name “Astakoz” comes from the easily found “istakoz” (“lobster”) (Demir, 1994)

(2) As a result of a discrepancy in the language, the Greek “Eis Nicomedian” phrase became
“Iznikmid” (D6nmez, 1998).

(3) The work in question is currently being worked on by Prof. Dr. Nevnihal Erdodan, Assist.
Prof. Dr. Sonay Ayyildiz, Assist. Prof. Dr. Mehtap Ozbayraktar, and students of
Architectural Design Studio.
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EFFECTS OF WESTERNISATION/ MODERNISATION ON TURKISH LIFE STYLE
IN INTERIOR DESIGN OF HOUSE BUILDINGS:
FROM THE 19™ CENTURY TO THE PRESENT

Deniz DEMIRARSLAN, Ozgiir ALGAN

Kocaeli University, Faculty of Architecture and Design, Department of Interior Design

ABSTRACT
The words “ modern” and “western” were used synonymously to designate all the novelty,
progressiveness and desirable qualities of the new culture of living in western style houses and
interiors in the process of westernisation/ modernisation period.“ Westernisation/ modernisation”
efforts of the late Ottoman period in the 18" and 19" centuries had its effects on urban spaces
and housing typologies, on architectural styles and decoration. The first movements of
“westernisation/ modernisation” occured in the Ottoman state during the Time of Tulips. From
the Tanzimat period to the present, westernisation/ modernisation movements have became the
rule in every aspect of society, the organisation work being carried out in every sphere of the
society directly affected the towns and housing patterns and interior design. The aim of this
paper is to obtain relation between cultural processes and identity for interior design
transformations of the republican period houses. Therefore, westernisation /modernisation
concepts, cultural change processes and identity in the republican period are defined in the first
part. Westernisation/ modernisation process of interior design of Turkish houses are examined
in 4 categories in the second part: 19" century, the early republican period until 1950s, the
1950s and 1960s, from the 1970s to the present. Interior design of these houses in this long
period is examined and their relations with identity issues and architectural problems are
obtained in the third part of the paper.

Keywords: Westernisation, Modernisation, Republican Turkish architecture, Modernism in
Turkey, Turkish houses, Cultural change, Identity.

INTRODUCTION

Firstly, we should define the some crucial concepts in this chapter: Modernisation,
westernization, globalisation, cultur and cultural identity. Modernisation and
westernization and today globalisation concepts were used as synonymous in the
19" century and the beginning of the 20" century can be understood by examining
the development of the modernisation process in Europe and Ottoman Empire and
then Republican Turkey. Modernisation involves various transformations in social life
and it is perceived the struggle of the acceptance of characteristics of supposedly
“developed” societies by “underdeveloped” societies and it can be said that “west” is
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positioned as the upper class of the world. In non-Western societies, modernity is
perceived as an ideal to be reached and the concepts of West and westernisation
become “value judgements” (Goéle,1998). Identity means in general individuality and
oneness. Self-identity interacts mainly with lifestyles of people. The lifestyles of the
people living in a defined environment can remodel their identities by the influence of
cultural changes. In this environment, home making can be considered as an
illustration of place making as a part of identity. The structure, layout, style,
decoration and furnishings of the home make it a place unlike any other, where self-
expression is possible. Housing and its close environment physically change in
accordance with the cultural processes. This physical change leads to a
metamorphosis on the use of the site, the housing patterns and the close
environment, and life styles. The home defined as a physical unit of the lifestyle and
priorities of its habitants has been transformed in accordance with the cultural change
or changing social and phsycal norms and values of living during the westernisation/
modernisation era in Turkey. Briefly, modernisation is a social and -cultural
transformation process. This survey focuses on the westernisation/ modernisation
experience of Turkey from a historical perspective.

WESTERNISATION/ MODERNISATION PROCESS IN TURKEY AND CHANGING
INTERIOR DESIGN OF HOUSE BUILDINGS

This westernisation/ modernisation process will be looked upon by dividing it into
mainly four periods: 19" century, the early republican period until 1950s, the 1950s
and 1960s, from the 1970s to the present.

The Period From the 19™" Century Republican Period

Turkey’s westernization process has started during the 19" century. With the British
Trade Agreement in 1838 and Tanzimat Reforms in 1839 European goods began to
flow into the Empire. As a result, most of the production and consumption patterns
changed. Hence, Turkish modernisation from the beginning has accepted the
hegemony of the West, aimed to reach the “level of contemporary civilisations” and
implemented its own modernity project with this aim. Continuous contact with
European products and customs created a new taste as called “alafranga” in the
Ottoman mentality and life style (Demirarslan, 2003). The “alafranga” life styles
began to make itself felt in interior space organisations, as happened in every field.
So, this process reflected the household goods used in interior spaces and Ottoman
bourgeouise preferred Western styled furniture and decoration in their houses. A
Muslim Ottoman, who preferred a house in a supposedly westernized quarter such
as Pera, showed that he was a modern person by making such a choice. At the end
of 19" century, in those of bourgeouise houses, chairs, sofas, tables, consoles,
mirrors, wardrobes, chandeliers, pianos and a variety of western essentials may be
seen. Salons became symbolic spaces, most of the western furniture were exhibited.
Maybe it can be thought that the Ottomans, who wanted to be free from their eastern
identity, by identifying themselves with the values they attributed to western goods
and possessing those goods, felt themselves more valuable and modern.
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The Early Republican Period Until 1950s

Republican westernisation/ modernisation was based on the rejection of Ottoman
period and the social differentiation. In Republican period, past was constructed as
“the other” and the everyday life was seen as an object that should be modernised.
For Turkey, westernisation/ modernisation was a civilisation change. With the
founding of the Republic, the Westernisation became the main policy of the state and
as a result a Western life style was tried to be established. But this time the aim was
to make the Western style of life to be spread all levels of society. In the early
republican period, etiquette (4déb-1 muaseret) was a symbol of modernization among
the Turkish elites and it was used as a means of cutting the cultural ties with the
Ottoman past. Women started to dress in western-styled fashions, houses were
decorated in European or American style, and both in the street and at home Turkish
people strove to present themselves as modern individuals. The origin of this
movement would be the new capital city of the new Turkish Republic, Ankara, and its
most adherent followers, the officers of the state (Mahir, 2005). Certain restaurants,
hotels, ball rooms, confectionaries, cafés, and bars, and houses were decorated in
European or American style and these places were used as if they were schools for
teaching the new etiquette rules. The entry of rules, social and economic
developments, influences of the western civilization, revolutions of the new Turkish
republic, woman human rights, changing roles in family members, nucleus family
type has effected to the householder's life style and changing housing plan schemes.
Another important change in social life was the saloon life. The saloon life, special
saloon dresses, special furniture and equipments, and behaviours specific to men
and women were continously explained at the newspapers and women magazines.
The magazines of the period supported this trend of etiquette by giving every minute
details of a social education. Balls were also used like ideological tools to provide the
cultural and social change and also important because they provided occasions on
which Turkish men and women for the first time could share the same space without
being separated into two according to tradition. These balls were organized
decorated in a “little Versailles” style spaces.

The change in the Civil Code in 1926 introduced important changes to family life.
One of the most important of these was the abolition of polygamy. This code gave
women status in the family, and made them more responsible at home. Families
were seen by the Republican elites as the most important unit of modernization. The
organization of the daily life at home was the first step in organizing the nation in line
with modernity. In the magazines, housekeeping tricks and child rearing lessons were
given to women. Home decoration is an important indicator while considering the
class issue in some magazines such as Yarin, Yenigiin, Modern Tlirkiye Mecmuasi,
Yedigiin, Demokrasi ve San’at, Ev Kadin in this period. Therefore, articles and
illustrations on decoration of the houses were published in the periodical. The articles
that published in this magazines describes a wealthy, modern home, and the
importance of having a terrace. That terrace must be covered with flowers and grass.
The terrace should be outfitted with bamboo chairs and table and to suggest that the
terrace be used as a place of relaxation. A chaise longue would be very enjoyable,
especially while reading and gossiping. These articles demonstrated typical
bourgeois values and represented a modern and Western life (Karaman, 2004). In
these magazines, we see some Europenized furniture and decorations in interior
design of homes such as geometric furniture designs, Bauhaus inspired lighting
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fixtures especially table-lamps, hidden illumination, small side tables for tea or coffee,
piano, lacquered doors, curtains color- coordinating with the uphelstory, slick and
glossy surfaces, bathtubes, closets, bidets etc. A sofa with several cushions, a
comfortable armchair, and a piano mentioned above are the most dominant pieces of
furniture (Baydar, 2002). And some masculine spaces were designed such as
library,study room.

The 1930s marked the most intensive period of modernisation in Turkey. In the early
era the modern elite of the new republic had consisted of bureaucrats, the military,
professionals for whom housing was a symbol and an instrument of Kemalism’s
modernization project (Bozdogan, 2001). The houses, in their ‘civilizing mission’
encouraged Western lifestyles, nuclear families and modern citizens. The emphasis
was on comfort, hygiene, functionality and avoiding the ostentatious display of
wealth.

Cubic house was a term coined in the 1930s which referred to villas with flat roofs,
wide terraces and cantilevers, simple cubic volumes with round corners and
continuos window sills and balconies and overall absence of decoration, which by
them had already become the official discourse of progressive architects everywhere
(Bozdogan, 2001). In some architectural magazines“a cubic house” was defined as
practical, economical and healthy house. The story of cubic houses is typical in
demonstrating the deep ambivalence. Le Corbusier's ideas and especially his
canonic Villa Savoille of 1929 continued to be a source of inspiration for a whole
generation of Turkish architects such as Bekir ihsan, Emin Necip Uzman, Aptullah
Ziya, Zeki Sayar, Seyfi Arkan, Abidin Mortas, Munci Tangér, Sedad Hakki Eldem etc.
At the same time, the preoccupation of socialist German architects with minimal
dwellings and serialized production was also effected to republican architects. The
geometric ‘cubic’ designs of the 1930s appealed to rationality and were suitable for
mass production. Indeed, designs for the homes of different wage groups varied
mainly in size rather than in style. However, a gap existed between ideal and reality,
as a shortage of expertise in modern building methods meant that the cubic houses
tended to be confined to the elite.

The period of 1930s represents the tension to keep up with universal/western
designs and forms such as use of reinforced concrete, steel and glass, the primacy of
cubic forms, transparent walls, geometric shapes, the absence of classical
ornamentation, use of stlystic motifs. In the Second World War period, Architects
such as Aptullah Ziya, Sedad Hakki Eldem, Zeki Sayar promoted an idea of total
design or a “Gesamtkumstwerk” which justified their authority as experts in all
matters of design. Architects concerned with the interior design of homes, as much
as, if not more than the exterior. The effects of this development can be traced in
many of the populated cities in Turkey. Besides, interior design appeared as a
profession except for architecture (Fig.-4). The technical aspects and modern
services of these houses were yet another important theme defining the ideal modern
home, especially hot water, heating systems, proper ventilation, electricity for lighting
and household appliances and even electrically heated beds. Household fixtures
such as refrigerator, washing machine were included in the households. Kitchen and
bathroom spaces which used to be outside the main house were included in the
cubic house plans. Furniture which was an upper class trend in the Ottoman period
became a middle class item in this long period. The major change in the house plans
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is the character of space. House plans of this period included spaces with spesific
functions as living and bedroom spaces (Soygenis,2006). These radical changes of
house designs had been kept on until 1950s.

The 1950s and 1960s

In spatial terms, the former introvert house typology in the early Republican era was
replaced with extrovert glass surfaced buildings where Western design techniques
and construction materials were allocated in this period. The interiors in these ideal
homes also reflected the aspirations for a modern life with the introduction of
varnished tables, cupboards, cabinets and Moroccan armchairs as representatives of
Bauhaus industrial furniture design. The multy-family housing buildings of these
decades were also the first examples of the functional division of residential space.
Rooms in these apartments were approximately of equal dimensions and were
situated around the hall or along a corridor. The popular idealization of living in an
apartment in wider segments of the new urban population by the 1950s is also
reflected in the disappearence of servant bedrooms from flat designs. Servant
bedrooms, which only existed in the plans of the prior era, on the one hand,
represent the elite perception of apartments, while on the other hand give an idea of
the social strata to which they appealed. Architectural developments like the
omissison of these rooms, together with trends of becoming smaller, point to the
process of the spatial reformulation of apartments in accordance with the popular
internalization of them as “the most appropriate way of life” besides becoming
accessible by legal restructuring as well (Duru,2006). After 1950, refrigerators and
washing machines, modern ovens appeared in middle-class flats and houses. This
has led to a moderate increase in the size of kitchens and bathrooms in new flats. In
this period, furniture used in these apartments were started to design as an industrial
product. Especially, some designers designed metal furniture for home decoration.

From the 1970s to the Present

The cultural duality in the cities started in the 1950s as a result of the immigration to
big cities. Until the end of the1970s, a lot of things changed but the difference
between the city culture and village culture has not been transformed into a serious
conflict. But during the 1980s, people migrated to the cities were accused of dirtying
and invading the cities and its culture and the real effect of this period was mainly felt
during the 1990s. At this point, means of mass communication that enter every house
and infiltrate every section of life. In this period, Western partially European but
especially American life styles have become widespread. Change affected all parts
and levels of society. Arabesque culture has undergone an interesting diversification
process and started to be recognised as the killer of modern life style. Purchasing
power has become the highest symbol of status. Especially after the mid-1980s, an
increase in the number of publications, notably in the number of nation-wide
distributed magazines, which ranged from weekly news-periodicals to ones
specialized in finance, history, childcare, music, fashion, and home decoration, was
witnessed. And those newly-emerging mainstream magazines, together with the
other media channels, contributed greatly to the efficiency of the new surrounding
discourse and hence to the extension of consumer culture. In this manner, although
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some magazines such as Hayat reached the highest number of readers, its zenith,
during the 1960s and 1970s, it is significant to consider its role in the 1980s
(Komut,2006). In the end of the 1990s and the beginning of 2000s, television
programme, especially advertisements, movies, and decoration programmes have
affected the housing design. When we look at this interiors, we can see some
important changes of lifestyles and housing shemes, and use of household goods.
The house schemes have include of a salon, living room, bedrooms, kitchen,
bathroom and Turkish style lavatory. Changes in life style, technology and
architecture have reduced the time and effort of domestic work. Balconies were
enclosed to extend kitchen or bathroom or storage spaces and the old servant's
rooms were gradually converted. Housewives had to improvise by, for example,
using the old Turkish style lavatories for storing cleaning utensils. As central heating
gradually increased. Today, it is rare to find closed-door reception rooms or salons in
middle and upper class houses or flats. These living rooms are main spaces of family
life. Salon, if there is one, are decorated with great care. Dining table and chairs,
sitting furniture especially ¢ek-yat (it refers to a coach designed to convert into a bed
when necessary, replacing traditional divans, it emerged and became popular first in
this period) are placed there. Giving seperate rooms for each child started to be seen
as important for personality development and individuality, so that keeping the salon
only for visitors began to seem irrational and living rooms began to be converted to
children’s rooms.

Usually the kitchen will now be put adjacent to the salon and the size did increase
with widespread use of refrigerators, deepfreeze and modern ovens but there was no
space available for dishwashers, which came into use in the 1980s. Dishwashers
were the new status symbols of that period, but at same time their contribution to
lessening housework was revolutionary and they also helped to keep the kitchen
clean and orderly. In new blocks of flats the deployment of kitchen and bathroom
furniture is an important selling point used by builders. New kitchens are elegant and
large enough for even a dining table to be placed. Such rooms have gained new
functions as places to eat and even chat. In small older flats, the wall between the
kitchen and salon may be demolished and so called “American type” salons with
kitchen included are formed. In such rooms family members share more housework
tasks and once again women’s domestic labour becomes more visible. The
emergence of TV sets as a central item in family life in the 1970s was also effective
in opening the door of salons for daily use by all. This change also indicated a more
complete adoption of western furnishings as the pretentious but uncomfortable
furniture of the previous era was replaced. All these changes have caused to use of
multi- functional furniture and apperance of modular furniture and plastic furniture
industry in Turkey.

In the post-1980 period, the upper echelons of society came from business and the
media. The suburban villas of the new elites express contemporary ideas; the private
“gated communities” they have constructed are not about leading, or indeed having
any particular relationship with, society. These new housing complexes gradually
have built for elite groups from the 1990s until present. The owners of these homes
are young, wealthy and cosmopolitan professionals. While the old elite wished to
reconceptualize the city, the new want to leave it. The most significant characteristics
of these new housing complexes is that money is not enough to buy these houses.
Because they also require a distinguished life style far from ordinary crowds and
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people who are rich and yet have no cultural capital. Their slogan is “you are not
buying a house, you are buying a life style”. As a result luxury housing complexes
which has a name usually ending with “country” or “city”, “residence” in English have
become widespread particularly in Istanbul. Big detached houses and high— rise

buildings which are planned as intelligent buildings have been built.

CONCLUSION

ismail Hakki defined houses as “containers of social life” and “ a house is the
envelope of private life/family life”. Hence, when the social institution of the family
transforms, its envelope also needs to transform (Baydar,2002). Examining changes
in the norm and interior use of household space or housing transformation, we can
see the family transformations. The family transformations have transformed housing
design. Some reflections of such changes were the transformation of the traditional
houses to the modern houses. Firstly, in practical terms, flats made housework easier
than traditional house. The “sofa” transformed to hall or corridor as a circulation and
distribution space. One reflection of such changes is the transformation of the
“harem” to the living room and the “selamlik” to the reception room. The western
furniture, such as armchairs and occasional tables, have located in these rooms.
Living room, here the family came together for everyday occasions, when they ate
meals, or rested during the day, and children studied or played. On the contrary, the
reception room or salon are not open to daily use. They have kept clean for guests,
the doors have closed to daily family activities. The emergence of television as a
central item in family life has also effected in opening the door of reception rooms for
daily use by all. This change also indicated a more complete adoption of western
furnishings as the pretentious. Spatial indicators of masculine hegemony still exist in
many homes, but the power of the selamlik has transmuted to dad’s chair in the
reception room, although in upper- middle class homes a study room for his use may
be anexed to this main living room.

Westernisation was limited to members of upper and middle class families during the
Ottoman modernisation, with the Republican modernisation from beginning of the
20" century to the present it was accepted a necessity of social life. Following
political and cultural changes in Turkey since 1950’s, cubic house experienced a
great change, also with the influence of the income provided by high apartment
buildings and the corridor based plan covering 2 or 3 bedrooms and a living room
has been widely used throughout the country. This plan scheme applied in single
apartment blocks priory, was used in mass housing applications which was
accelerated after 1980’s. On the other hand, the new house plan schemes have
caused to design of new furniture. The modular furniture industry have been in
business since 1975. Large scale furniture firms produce standard models by using
automated mass-production techniques. Multi- functioned furniture have been
designed by Turkish designers. Briefly, civilization/ culture, modernity/ tradition, west/
non-west, and international/ national are significant dualities constructed in the
making of modernity and modern interiors. Furniture, house equipments and
household goods are the buildingstones of this construction.
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Figure 1. Transformation house spaces in the modernisation/westernisaiton process
and its effects
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ABSTRACT

Architectural elements contain particular built details, which are giving general clues about the
construction periods, cultures, technologies and geographic conditions of the countries. Doors
are one of the special opening elements in architecture. Different properties of the doors such
as colours, sizes, proportions, transparencies, ornamentations and etc. give special identities.
Doors have symbolic meaning, which invite people and reflect the characteristics of their users.
In addition to their symbolic meaning, doors have special roles for the functional usage. As
mentioned before, in different architectural periods and countries, with related to the historical
backgrounds, cultures, socio-economic conditions and technologies various types of doors can
be found.

Cyprus is a significant island in the Mediterranean Sea. It has accommodated various cultural
civilizations with related to its strategic location. In the progress of the history, under the effect of
these civilizations, different architectural periods and stylistic characteristics have been formed.
Thus, it is possible to observe lots of door types that are constructed in these periods. British
period (1878-1960) is one of the most effective historical periods in Cypriot architecture.

In this paper, authors focus on one of the significant coastal city of Cyprus; Kyrenia. It is also the
most important commercial, trade and tourism centre. Kyrenia is located on the north coast of
Cyprus.

This paper is aimed to analyze the British Period (1878-1960) houses’ exterior doors, which
were built in the city of Kyrenia. This study is formed by considering the typological and formal
organization principles. Especially, the typological analysis is done according to ornamentation,
colour, material, dimension, proportion, location and functional considerations.

Keywords: Cyprus, Kyrenia, British Period, Typology, Door
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INTRODUCTION

Door as a gate creates a relation between the inside and outside. Before perceiving
the interior spaces, doors are the main building elements that give clues about the
users of buildings. In addition to the users’, they also reflect information about their
construction periods. They also show differences due to the functional requirements.
On visual compositions of the fagades, doors have special influence. In other words,
their type, size and location change according to the conditions of the different time
periods.

In Cyprus, the main characteristics of the doors have changed in relation to the
different periods and their social, political, economical, technological and cultural
conditions. After the Ottoman Period, British was one of the most effectual civilization
periods onto Cyprus.

In the history of the island, in terms of architectural and urbanization activities, the
British period is analyzed in two different phases; British | (1878-1930) and British I
(1930-1960). The First British Period (1878-1930) is almost considered to be the time
to prepare the list of antique monuments and to research the sources of the island.
The second period of British (1930-1960) is the time when political changes also
affected the architectural styles. Generally, the British Colonial Period started in
Cyprus during the second period. This new movement influenced the architecture
and its elements directly. In this time span, buildings generally reflect the features of
the Neo-Classical Style.

On the basis of these, the paper evaluates the British Period (1878-1960) houses’
exterior doors, which were built in the coastal city of Kyrenia. During the analysis of
the selected doors, the socio-cultural, technological and architectural effects of the
British Period are also tested.

THE AREA OF STUDY: KYRENIA, CYPRUS

Cyprus is the third largest island in the Mediterranean Sea after Sicily and Sardinia
covering an area of 3,572 square miles (Hadjikakou, 1969)

The island is situated in north-eastern corner of Mediterranean Sea. It is about 40
miles from the coast of Turkey to the north, 60 miles from Syria to the east, 250 miles
from Egypt to the south and 300 miles from the Greek islands to the west
(Keshishian, 1985)

Kyrenia is the third largest city amongst 5 cities in North Cyprus and is located on the
north coast of the island. Kyrenia is the one of the important coastal cities in North
Cyprus. It is located on the north side of the island. The city was a trade centre of
Cyprus but later its functions have changed to as tourist centre.

The villages surround Kyrenia. Karaoglanoglu surrounds West side of the city

Karakum surrounds the east side and Zeytinlik the south part. The centre of the town
lies on the connection point of two main roads; one connecting the villages with
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Nicosia passing through Besparmak Mountains and the other one along the coast

connecting all villages along the coast.

Gazimagusa

§{ (Famagusta)

Figure.1 Location of Kyrenia. (http://www.emu.edu.tr)

Kyrenia founded in the 10th century BC by Achaean settlers, was one of the ten
kingdoms of classical Cyprus. It was fortified under the Byzantines as a defence
against the Arab raids of the 7th century BC and the succeeding centuries. There are
ten different periods seen during the formation of cities, which is shown below in the

table1.

Table.1 The most significant periods, which have influence on the formation of city.

(Abbasoglu and Ozay 2007)

Period Name Date

Ancient Times, Persians, Roman Periods 58 BC - 395 AD
Byzantine Period 395 — 1192
Lusignan Period 1192 — 1489
Venetian Period 1489 -1571
Ottoman Period 1571 - 1878
British Period | 1878 - 1917
British Period 11 1917 - 1960
The Republic of Cyprus 1960 - 1974
Turkish Federated State of Cyprus 1974-1983

Turkish Republic of Northern Cyprus

1983- Present
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THE BRITISH PERIOD (1878-1960)

British Empire brought new materials and techniques, culture, rules and regulations
to the island, which became effective on the shaping of its architecture. In the
eighteenth and nineteenth centuries there was a revival of the architectural style of
ancient Greece and Rome. This, Neo-Classical style was used in the public buildings
and domestic architecture. Doorways had flat stone imitations of Roman columns and
these were called pilasters. Above the door there was a balcony of decorative
ironwork supported by ornamental brackets. This style was placed at the Victorian
period of British. Therefore, it was brought to the island by British Society in 1878
(Dreghorn, 1979).

They built different types of buildings such as offices, residential and government
buildings. Today, most of these buildings are still in use. Due to the architectural
approaches, the British Period (1878-1960) can be divided into two, namely, the I.
British Period (1878-1930) and Il. British Period (1930-1960).

I. British Period (1878-1930)

The first British Period was the most respectful period, from the point of view of
political as well as architectural solutions. It is possible to find the influences of the
previous architectural periods such as Lusignans’, Venetians’, and Ottomans’.
Especially, the plan schemes of the houses were almost the same as the Ottoman
Period’s Traditional Turkish type house plans. (Ozay, 1998).

The changed life-styles also provided new spaces to the houses. For instance from
1880 to 1920, the idea of the balcony-house came into forefront. This is one of the
products of the more extraverted life-style (Dreghorn, 1979).

Il. British Period (1930-1960)

The development of the second British Period was generally different from the first
one. The changeable political situations altered the attitude of the British Empire.
After the World War |, the British placed at the winner part. In addition to this event,
generally they began to express out their dominancy on the island. Inevitably, these
effects were reflected directly to the architectural products of that period. Generally,
colonial type buildings were constructed. Mostly, they have eclectic characteristics
(Ozay, 1998).

As mentioned above, the British Empire brought different cultural aspects and life-
style to the island. This culture was fairly different from the existing Turkish-Islamic
life. The introverted family structure which was the result of the Islamic believes and
the Asian traditions, was not observed in the British society. They have not given
importance to the privacy as much as the Muslim society of that time. Thus, their
lives were developed in accordance with a more extraverted type. This changing of
the life style was effective on shaping of the architecture, especially on the houses
and their elements.
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Furthermore, the more advanced building materials and construction systems were
effective during the second British Period. At the beginning of this period, they mostly
used yellow stone as building material. However, with the influence of the world, the
new material of concrete and reinforced concrete as a structural system began to be
applied onto the buildings. As a result, this brought additional novelties to the
architecture such as increasing the number of the floors, having wider openings and
etc. (Ozay, 2005).

DOOR AS A BUILDING ELEMENT

Doors are the main access elements that draw boundaries between different spaces,
inside and outside. In other words, they provide visual and physical movement
between spaces. Doors control access and affect the traffic patterns within the space.
They provide security and help control noise levels both between spaces and from
outside the building. Doors also create visual compositions with related to their
different characteristics. Their type, size and finish have important roles on the
building’s exterior and interior design (Kilmer and Kilmer, 1992).

Their characteristics that have been mentioned above are related to:
- Physical access requirements.
- Effect on the pattern of movement within and between spaces.
- Anticipated frequency of use.
- Requirements for weather tightness, thermal insulation and durability.
- Light, view, and ventilation requirements.
- Visual appearance desire.
- Acoustic privacy desired.
- Code requirements for fire-resistance and emergency egress (Ching, 1991).

In Cyprus, with related to the history and cultural richness, it is possible to meet by
various doors types from the different time spans. British Period has also a significant
place in the history and architectural heritage of the island. British door has an
important role on the architectural identity of architecture.

ANALYSIS OF THE BRITISH PERIOD DOORS

During the analysis of the British doors the period, dimensions, proportions, details,
functions, locations, materials and etc. were considered. Generally, the selected
examples are the exterior doors, which reflect the properties of the British Period
clearly.
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Table2. General characteristics of the British Period doors in Kyrenia. (Abbasoglu

and Ozay 2007)

British | (1878-1930)

British 11 (1930-1960)

Rusticated /Profiled windows.

Wooden Frames / Iron Frame.

Materials: Wood / Engraved Wood / Iron
Works (Details) / Glass.

Materials: Wood / Iron / Iron Works (Details-
Ornaments) / Glass.

More Solid (Privacy).

More Transparency.

Double Acting and High Doors

One Acting with side windows / Double Acting
/ With divided lights Doors.

Exterior doors open to the street (road)
directly.

Exterior doors open to the semi open entrance
hall (porch).

Operation Trim (Pull Handless-Door Knobs -

Operation Trim (Pull Handless-Door Knobs)

Lever Handles)

Main geometric shapes of the doors: circular
headings / half circle (arcaded) glass
windows with decorated iron works on the
top, horizontal rectangular glass windows
decorated by iron works, simple rectangular
shapes, etc.

Simple rectangular shapes.

During the first British period the main materials for the doors was wood. In addition
to main material iron and glass were used particially. Especially, ornamented iron
works give a special identity to the doors. The wood carvings are also seen on this
period’s door. On the other hand by the changing quality of the spaces, materials and
their technologies, the doors of the second British period became more transparent.
Iron was the main materials of this period. By using the advantages of the iron they
designed and produced different types of ornamented motifs. The heights of the
buildings and directly the sizes of the doors started to change in the second period.
The high and impressive double acting doors of the I. British gave their place to the
lower, more simpler and rectangular forms. In the second period, in contrast to the
first period mostly one acting doors were used with side windows.
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Table 4. British Period Il Photos&Details (Abbasoglu and Ozay, 2007)
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CONCLUSION

In different architectural periods and countries with related to their historical
evolutions, cultures, socio economic conditions, various types of doors can be found.
In this paper, authors focus on the British periods doors in coastal city of Kyrenia.
The typological analysis is done according to this periods (British | & British 1) their
material, dimension, ornamentation, function and proportional formation.

As discussed above, there is a distinct difference between the two periods of British.
The changes on the political structure, socio-economy, culture, and technology
reflected directly to the life styles of the society and architecture of these two periods.
The documentation studies on the doors of British | and British 1l show that general
typological characteristics of them

Nowadays, it is not possible to meet with this sensitivity on the selection and
designing of the building elements. Generally, the rapid developments in the
construction sector bring some of the design, construction and user failures. Under
the effect of the time with the changing profile of the users, functional changes and
environmental conditions, doors of the British Period are losing their special
characteristics. The study is hoped that will create documentation for the preservation
of the existing British doors and give some of the clues for the future designs.
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ABSTRACT

Until the population exchange agreement between Greece and Turkey in 1923, Greek and
Turkish ethnic groups have lived in Balikesir side by side in spatial proximity with each other,
either in mixed or in nearby neighborhoods, as in other cities of the Ottoman Empire. In
particular, the Christians had lived in Aygoren, Dumlupinar and Karaoglan neighborhoods,
where some of the Greek houses still survive today. A couple of these houses have already
been restored to house new functions, yet most of them are still waiting to be rescued from
demolition. Furthermore, even though the traditional Turkish houses have been extensively
examined since the 1950s, albeit not in Balikesir, the traditional Greek houses within the
boundaries of Turkish Republic have just started to be focus of attention. These traditional
Greek houses also need to be recognized as part of our major historical and cultural heritage
and need to be documented and examined.

The aim of this paper is to shed light on the traditional Greek houses in Balikesir dating from the
ninetieth century. In the study, a sample of 12 traditional Greek houses located in Aygoren and
Dumlupinar neighborhoods are documented with scaled drawings as well as photographs. The
houses are examined in terms of their spatial organization using space syntax methodology,
and in terms of the interface between exterior and interior. The spatial analysis revealed that the
Greek houses have a similar spatial organization as the traditional Turkish houses: a central
space surrounded by individual rooms. This central room carries similar properties of a ‘sofa’ in
a traditional Turkish house as it is used both for transitional and living purposes. The major
differences between the houses of the two ethnic groups are found at the interface between
outside and inside both in terms of spatial relations and in terms of the architectural treatment of
the elevations.

Keywords: Balikesir, Traditional Greek Houses, Space syntax, Spatial analysis
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INTRODUCTION

Balikesir, named within its long history as Akhyraous, Akira, Hadrianoterai, Palaeo-
Castro, Balikisra, Balikhisar ve Balikesri, has been first under the Muslim influence
during the 7th century when Arabs occupied the town. Later, the town has been
under the rule of Byzantine Empire until Turkish occupation during the thirteenth
century. In 1330, the town became the center of Karesi Beylik living its most
prosperous period. It is also thought that today’s city center was first established
during this time. The very first neighborhoods established after the town was
occupied by Karesi Beylik included Hisarici, Karaoglan, Eski Kuyumcular, Oruggazi,
and Yildirim neighborhoods (Unluyol, 1995). Balikesir became an Ottoman town in
1359, and stayed under the Ottoman rule until the establishment of the Turkish
Republic in 1923.

There is limited information related to life of Greek residents in Balikesir. However,
written documents indicate that Aygoren and Dumlupinar neighborhoods established
during the 19th century were known to house Greek residents (Unluyol, 1995). Its
orthogonal streets meeting each other at right angles distinguish these
neighborhoods from the organic Islamic street network. Most of the traditional Greek
houses within Aygoren and Dumplupinar neighborhoods were burned down during
the early twentieth century. The limited number of houses that were rescued from the
fires was restored towards the end of 1920s. Today some of these houses are
deteriorating rapidly while some others are restored and function as offices due to
their close proximity to city center.

In this study, a sample of twelve Greek houses dating from the ninetieth century is
documented and examined. It should be noted that these houses are grouped
together and assumed as being Greek houses based on two major aspects. Mainly,
they are located within neighborhoods that are known to house most of the Greek
population of the town, and secondly because they show distinct qualities both in
terms of spatial organization and in terms of the workmanship of detailed wooden
work. It is not intended and in fact it is not possible within the scope of this paper to
discuss if these houses were built by Greek builders, which could be a major
research topic itself. However, the paper aims to spark a conversation about the
social life and architecture of different ethnic groups other than Turks, who used to
live under the Ottoman rule and who had to migrate due to population exchange
agreement of 1923. The Greek population is known to have lived in the
neighborhoods from where our sample is derived. Therefore, we also consciously
chose to use the word ‘Greek houses’ as more appropriate then the term most used
in the literature, ‘non-Muslim houses’, which directs attention to ethnic differences
that reflects itself in their architecture. The study is expected to contribute to the body
of literature about Greek houses located in today’s Turkey. What follows is the
examination of each of the twelve Greek houses separately.
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HOUSES EXAMINED

House No: 1- Iplikcizade Konagi

Figure 1. Iplikcizade Front Elevation and First Floor Plan

This house is located on Dumlupinar Neighborhood on Kazim Ozalp Street. There is
a ground floor and a first floor in this house, but there is no lateral connection
between these two floors from within the house. The main entrance is located on the
center axis of the front elevation that opens to Kazim Ozalp Street. As the first floor is
located above the ground level, the entry platform in front of the entrance niche is
reached via two circular staircases located at both sides of the niche. There are two
columns on both ends of the staircases decorating the front elevation. The entrance
door that is decorated with an intricate wooden craftsmanship opens to the central
space of the first floor. There is a level difference within the central hall: the smaller
section in front of the entrance hall is two steps lower then the rest of the hall. This
lower space might be intended as a place to put the shoes taken-off at the entrance.
On both sides of this central hall on the first floor are the two rooms. The two rooms
on both sides have been laterally connected to each other via double-sized wooden
doors. Across the entrance, there is a door that opens to a small hall that leads to the
restroom and the bathroom. The room on the right side and towards the back of the
house is the kitchen which opens to the garden at the back. There is a water-well on
the garden. The ground floor is reached via a wooden door right under the entrance
niche of the first floor. The first floor plan is repeated in the ground floor as well. In the
ground floor, the restroom is across the entrance door but to the right side where the
bathroom is located on the upper floor. There is no bathroom on the ground floor. At
the central hall of the ground floor, perpendicular to the entrance are two wooden
columns that carry the floor on top. Between these columns, the wooden arches are
also significant features of this house.
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House No: 2- Ziraat Bank Guest House

Figure 2. Ziraat Front Elevation and First Floor Plan

This house is also located on Dumlupinar neighborhood, at the start of Kazim Ozalp
Street. There are two floors on top of the ground floor and there is no direct
connection between the ground and upper floors. One of the most significant
architectural features of this house is its being constructed as stone masonry. The
entrance is located on the central axis of the main elevation and reached via two half
circular staircases on both sides as the House No:1. There are two columns, one at
each side of the circular staircase, which carries the three arches on top. The spatial
organization is very similar to House No:1 with a central room surrounded with a
room and kitchen on the right and a room and a restroom on the left. Kitchen is
reached from under the staircase that connects the first and second floors, which is
located parallel to the front elevation. The plan schema on the first floor is repeated
on the second, except the top part of the entrance niche is turned into a room that is
connected to the room on its right via a wooden door. The top of the kitchen is also
turned into a room and access to this room is given through the room in the front. It
was not possible to enter into the ground floor.

House No: 3- Sarn Kosk
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Figure 3. Sari Kosk Front Elevation and First Floor Plan
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This house is located on Dumlupinar Neighborhood and consists of a ground and first
floors. The entrance niche of the first floor, located in the central axis of the front
elevation, is reached via single circular stair on one side. Through the double-sized
wooden entrance doors is the central hall of the first floor. To the left of this hall are
two rooms and to the right two rooms and a kitchen. On the right, the room in the
center is accessed via the room in front of it, which is directed towards the front
street. The restroom and bathroom in this floor are reached via the kitchen that is
also connected to the back garden via a single door. There is a small depot in the
garden attached to the bathroom wall. The entrance to the ground floor is given from
the Kazim Ozalp Street. Single-sized wooden door is located on the shorter side of
the rectangular entrance hall. There are two rooms located on both longer sides of
the entrance hall. The left part of the central hall is turned into another room that has
windows opened on the side looking to the central hall. This room is also connected
to the room next to it. To the other side of the central hall in the ground floor, another
hall is located leading to the kitchen, the restroom and the bathroom. This hall also
leads to the depot on the back, which can also be accessed directly from the kitchen.

House No: 4- Mimarlar Odasi

Figure 4. Mimarlar Odasi House Front Elevation and First Floor Plan

This house is located in Dumplupinar neighborhood on Tabuk Street. The ground
floor is connected to upper floors via an interior staircase. The entrance niche of the
first floor, located on the central axis of the front elevation and directed towards
Tabuk Street, has a single circular staircase that has a column on the corner of its
last step. The arches on top of the columns are not the same size. There are two
rooms on either sides of the central hall of the first floor, which are reached via
double-sized wooden doors. The two rooms on the right are also connected to each
other via a double-sized door. Next to the staircase, located across from the
entrance, there is a small corridor reached via a single door. On this corridor a
traditional sink is located. There is a small room and a restroom reached from this
corridor. There is a built-in closet on two rooms on this floor: The room to the left of
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the central hall directed towards the front elevation and the room to the left directed
towards the back elevation. Kitchen is located on the ground floor to the right of the
central hall and directed towards the back elevation. There is a traditional sink and
oven exists in this kitchen. The plan of the first floor is repeated both on the ground
floor as well as on the second. The only difference on the second floor is the missing
built-in closets in the rooms. The second floor central hall is bigger in this floor as it
encloses the top of the entry niche as well. In the back garden, there are a water-well
and a basin. The back garden can be reached directly from the lower street level and
from the central hall of the ground floor.

House No: 5- Siiheyla Caner Evi

Figure 5. Suheyla Caner Front Elevation and First Floor Plan

This house is located on Dumlupinar neighborhood and consists of a ground floor
with two floors on top of it. The slope enables to access the ground floor from the
same street as the first floor. The entrance to the first floor is provided via Sumer
Street. The entrance niche is located to the left of the front elevation and reached via
a single circular staircase. On top of the entrance niche is a convex-cut arch. The
entrance door leads to the central hall of the first floor. To the right of this hall the
kitchen and next to it the restroom and the bathroom are located. There is also
another room across from the entrance. The interior is organized to form an L-shape
with a garden defined by the two arms of the L-shape. The garden is at the ground
floor level and reached from the ground floor entrance hall. The garden cab also be
accessed from the upper floors using the staircase inside. There are two rooms on
both sides of the L on the ground floor, and there are three rooms opening onto the
central hall on the upper floor.
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House No: 6- Siimer Sokak House

Figure 6. Sumer Street House Front Elevation and First Floor Plan

This house is also located on Dumlupinar neighborhood and reached from Sumer
Street. It has a ground floor with two floors on top of it, which are all connected via a
staircase. The garden located on the back can be accessed from the back street.
There is a staircase within the garden that leads to the ground floor. There are only
two spaces in the floor, which are used as depots. There is no lateral connection
between the ground and the upper floors. The entrance niche is located at the center
of the front elevation and reached via a circular staircase on one side. The entrance
door opens to the central hall of the first floor. There is a room and a kitchen to the
right of the central hall and another room directed to the front street. The restroom
gets its light from the garden. There is a direct access from the central hall to the
garden. On the left corner of the central hall there is an L-shaped staircase. The floor
plan of the first floor is repeated on the second floor. The landing on the upper floor is
separated from the central hall and the top of the kitchen on the ground floor used as
an outside space.

House No: 7- Hikmet Colmen House
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Figure 7. Hikmet Colmen Front Elevation and First Floor
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This house is also located in Dumlupinar neighborhood and entered from Tabuk
Street. It is right across the Mimarlar Odasi House. It has a ground floor and two
floors on top it. The entrance niche of the first floor, located to the right of the front
elevation, is reached via single circular staircase. As in other houses the double-
sized wooden entry door leads to the central hall of the first floor. There is a corner
room to the left of this hall, and next to this room there are two more rooms which are
laterally interconnected to each other via a double-sized wooden door. To the right of
the central hall towards the back the staircase is located to provide connection to the
second floor. A door at the back of the staircase gives access to the kitchen, the
restroom and the bathroom on the back. The kitchen can also be accessed from the
room at the back corner. The plan scheme of the first floor is also repeated on the top
except that the room to the left of the central hall is extended. The other difference on
this floor is that the top of the service areas and the room that is next to the kitchen
are used as outside spaces. The entry to the ground floor is given from Huzur Street.
The plan scheme of the upper floors is also repeated on the ground. One of the
differences is the location of the entry hall. The central hall is also smaller in this floor.

House No: 8- Kanser Vakfi House

Figure 8. Kanser Vakfi Front Elevation and First Floor Plan

This house is located in Aygéren Neighborhood on Ornek Street. The house has a
ground and first floor. The entry niche of the first floor, reached via a circular stone
staircase, is located at the central axis of the front elevation. The entry door opens to
part of the central hall that is lowered from the rest. This hall runs through the house
form one end to another and thus is directed both to the front as well as to the back
garden. To the right of the hall there are two rooms, one directed to the front and the
other to the back. A small staircase located between these two rooms leads to the
roof. There is a corner room to the left of the central hall, and following this room is
the kitchen, restroom and bathroom. At the very end of the hall is a balcony reached
from the central hall. The door to the ground floor is located right under the entry
niche of the first floor. At the ground floor, there are three rooms next to each other
located to the right of the central hall. To the left, there is a corner room followed with
kitchen, restroom and bathroom. The room at the very back of the central hall leads
to the staircase that gives access to the back garden.
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House No: 9- Maide Inan House

Figure 9. Maide Inan House Front Elevation and First Floor

The house is located in Dumlupinar Neighborhood on Kazim Ozalp Street. The
circular stone staircase leads to the entry niche of the first floor. A double-sized
intricately detailed wooden door gives access to the central hall of this floor. The
entry door opens to part of the central hall that is lowered two steps from the rest.
The central hall runs through the house form one end to another and is directed both
to the front street as well as to the back garden. To the right of this hall are the two
rooms that have built in closets. To the left of the central hall, there is a room directed
towards the front and a staircase connecting the ground and upper floors. The
restroom is located next to the staircase, and next to it the kitchen and the bathroom.
Access to the bathroom is given from the kitchen. The small hall in front of the
kitchen and the restroom also gives access to the balcony located at the back end of
the central hall. This floor plan is repeated on the ground level as well. The built in
closets between the rooms to the right of the central hall do not exist in this floor but
there is a door that connects these rooms. A double-sized door connects the ground
floor central hall to the garden at the back. The central hall is smaller on this floor as
there is a bathroom located on the front side. The room to the left of the central hall
also does not exist in the ground floor. The second floor also repeats a similar plan
scheme. The central hall on the second floor is extended towards the top of the first
floor entry niche. The built-in closets also do not exist on the second floor, and
instead the rooms are connected to each other via a double-sized door.
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House No: 10- Raif Kurteler House
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Figure 10. Raif Kurteler Front Elevation and First Floor Plan

Located in Aygdren Neighborhood on Birlik Street, Raif Kurteler House has a ground
and a first floor. Three steps in the front connect the house to the street. The double-
sized wooden entrance door leads to the entry hall that is located at the mid-level
between the ground and the first floor. The steps at the right lead to the first floor and
the steps at the left to the ground floor. There are rooms to the right and left of the
central hall of the first floor. Next to the room on the right side is a depot and next to
the room on the left is a small hall that leads to the restroom. The same scheme is
repeated on the ground floor. In the ground floor, the depot to the right of the central
hall is separated into two and one of them became a bathroom. Kitchen is located on
the ground floor to the right of the central hall. There is also a restroom on this floor
that is reached via the kitchen. The window between the kitchen and the room next to
it provides light to the kitchen. The most significant characteristic of this house is its
window on top of the entrance door, which is continued until the roof level.

House No: 11- House at Kor Street
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Figure 11. Kor Street House Front Elevation and First Floor Plan
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This house is located in Aygoren Neighborhood. The entrance to the first floor is
directly from the Kor Street via a couple of steps. There is no entrance niche in this
house. The entrance door leads to the central hall of the first floor. To the right of this
hall two rooms are located next to each other. To the left of the hall are a kitchen and
a bathroom accessed via the kitchen. The L-shaped staircase located at the right
back corner of the central hall connects this floor to the second floor. From behind
this staircase, to the back garden and half open cooking space is reached. At the
second floor, next to the staircase, there are two rooms to the right of the central hall.
There is another room introduced in this floor at the front end of the central hall. The
kitchen and bathroom do not repeat itself on the second floor. The ground floor is not
directly connected to upper floors and its entrance is directly from the street.

House No: 12- Sabri Sozen House
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Figure 12. Sabri Sozen House Front Elevation and First Floor Plan
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Sabri Sozen House is located in Aygoren Neighborhood in Aygoren Street. The
entrance door to the first floor is located at the center axis of the front elevation and is
reached via a couple of steps. This door leads to a galleria that connects to the
central hall with seven steps. There are two rooms to the right of the central hall.
There is a room and the service areas to the left of this hall. The room on the left is
connected to the bathroom and the bathroom is connected to the kitchen. There is a
door that connects the kitchen to the back garden. In this garden, there is a smaller
kitchen, a restroom, a depot, and an elliptic shaped decorative pool. There is a door
at the depot that also provides access to the central hall of the ground floor. The
ground floor is reached from the outside with two doors on both ends of the front
elevation. The door on the right gives access to the depots while the door on the left
provides access to the other room in the ground floor. The second floor that is
reached with a circular staircase has a corner hall. This hall in the second floor is
surrounded with three rooms forming an L-shape. The restroom, located at the back
and next to the staircase, also exists in the second floor. The top of the kitchen on
the lower floor has turned into an outside space on this floor.

CHARACTERISTICS OF BALIKESIR TRADITIONAL GREEK HOUSES

The traditional Greek houses are arranged as row-houses with gardens located at
the back of the house. It is also possible to find detached houses that have gardens
on its one or two sides. The gardens on the back are usually reached only from the
interior of the house. In cases where the house has gardens not only on the back but
also on one or two side, the garden is also connected directly to the street. The floors
of these gardens usually are covered with stone. The depots are usually located in
these gardens. Some of the houses have their own water-wells and decorative pools.

The ninetieth century Greek houses usually have a ground floor and another floor on
top. It is also common to find houses that have two floors on top of the ground floor.
The first floor could be considered as the main floor of the house. The first and
second floors are always laterally connected to each other via a staircase. It is
interesting to note that some of the ground floors have no direct connection to the
upper floors. The spatial organization of the interior is based on a central or a corner
hall and rooms surrounding this hall. In rare cases, there is a galleria between the
ground and first floor.

There is a direct connection from the street level to the interior of the house. The
ground floor is usually is at the level of the street and thus the first floor is always
reached via staircases. The entrance to the ground and first floor of the houses could
be given from the same or different street based on the location of the house. The
main entrance to the houses on the corner usually is through the street that runs
parallel to the slope. The ground floor in these cases is usually reached via the other
street on the lower level that runs opposite to the slope.

The floor heights of these houses are usually 3-3,40m while the ground floor is
usually 2-2,40m. Although the floor area of the houses could change between 30-
160sgm, most of them are 80-100sgm (Tunga, 1997). Most of the houses, 88%
(Tunga, 1997) have overhangs on the second floor to increase their floor area. On
the corner houses, it is also possible to see corner overhangs.
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The most distinguishing characteristics of traditional Greek houses are the treatment
of their front elevations. The entrance to the house is especially significant as it not
only determines the design of the elevation but also it is the defining element for
spatial organization of the interior. There is always a small hall in front of the entrance
doors. This hall is sometimes reached with a couple of steps without any niche, but
mostly there is an entrance niche created in front of the entrance door. The entrance
niche is usually 1m deep and reached with one or two circular stone staircases
located on either of its sides. In some cases, there are columns on the last step of
these staircases which carry wooden arches on top. These circular staircases are
usually 6-8 steps. The columns are usually wooden treated in lonic order. There are
sometimes detailed iron handrails on these niches. The double-sized entrance doors
are distinguished with their intricate wooden workmanship. The narrow rectangular
window arranged horizontally on top of the entrance doors is another distinguishing
feature of these houses. In rare cases this window could be arched as well. It is also
common to find rectangular windows on one or two sides of the entrance doors. The
other features of the elevations are the windows with distinguishing wooden sills, the
overhangs, and the decorated roof line. The first and second floors usually are
distinguished from the outside with their detailed wooden sills.

TYPOLOGICAL INVESTIGATIONS

Based on the examination of the entrance niches located at the front elevations of
the traditional Greek houses in Balikesir, four distinct types are distinguished:

Type A — Direct Entrance: In these houses, there is a direct entrance from the
street. The only element at the interface between interior and exterior are a couple of
linear stairs. Houses with numbers 10, 11, and 12 within the sample belong to this
type.

Type B — Singular Stair without a column: In these houses, there is an entrance
niche that is reached via a single circular staircase. There are no columns on the
niche and no handrails as well. The top of the niche could be arranged with a
horizontal beam or there could be a single arch. Houses with numbers 5, 6, 7, 8, and
9 belong to this type.

Type C - Singular Stair with a column: This type is very similar to Type B. The
only difference is the existence of a wooden column at the last step of the circular
stair. The entrance niche is divided into two: the part with the staircase and the part
where the entrance door is located. The part with the staircase is about 1-1,5m while
the part with the double-sized entrance door is 2-2,5m. There are two different-sized
wooden arches that decorate the entrance niche. The entrance niche can be located
on the central axis of the front elevation. But most of the time, the niche in located on
one side of the elevation indicating the division of interior into two parts, one part
where the rooms are located and the other dedicated for the interior hall onto which
the entrance door opens. Houses with numbers 3 and 4 belong to this type.

Type D — Double Stair with two columns: There is an entrance niche in these

houses as well. There are two circular staircases on either side of the entrance niche
and there is a column on top step of both staircases. The entrance niche is thus
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divided into three. The middle part of the niche where the entrance door is located is
double the size of the side parts where the staircases are located. The front elevation
of the houses is symmetrical in these houses as well as the interior spatial
organization. There is a central hall that is reached via the entrance door in the
center and surrounded with rooms on either side. The central hall sometimes runs
from one end to the other end of the house, while sometimes some smaller rooms
are placed on its rear end. Houses with numbers 1 and 2 belong to this type.

DISCUSSION AND CONCLUSIONS

A sample of twelve Greek houses dating from the ninetieth century is examined in
terms of their spatial organization using space syntax methodology, and in terms of
the interface between exterior and interior. One of the main differences between the
traditional Turkish and Greek houses is the nature of the interface between the
interior and the exterior. In the traditional Greek houses examined the gardens are
located most of the time at the back of the house without any direct access to the
street. In traditional Turkish houses that are always located in courtyards or gardens,
there is no direct access between the street and the interior of the house. From the
street, the garden or the courtyard is accessed first and the living spaces are always
located on the first floor while the ground floor is usually left for subsidiary purposes.

In addition, in traditional Turkish houses, the toilet is always located at the garden or
the courtyard and away from the home while in traditional Greek houses they are
located within the boundaries of the house. The bathrooms in traditional Greek
houses are also located within the house and for the most part they are accessed via
the kitchen. There are no bathrooms in traditional Turkish houses as it was the
common practice to go to the Turkish Baths. There are only miniature bathrooms
located within the built-in closets serving a specific purpose.

It is also important to note that in most of the traditional Greek houses, there is no
direct connection between the ground floor and the first floor. Their floor heights are
also different indicating their different treatments. This is also another significant
difference between the traditional Turkish houses where all the floors are connected.
On the other hand, there are lateral connections between the rooms next to each to
each other in most of the traditional Greek houses. Although it is possible to see in
traditional Turkish houses some cases where the rooms next to each other are
connected to each other, it is very rare as the room itself is treated similar to a single
house. When the sons of the head of the household get married they move to one of
the rooms and consider it as their own home.

This study aims to highlight that these traditional Greek houses also need to be
recognized as part of our major historical and cultural heritage and need to be
documented and examined. It is possible to see traditional Greek houses in various
parts of Turkey not only in Balikesir region but also in Trabzon (Gir, 2000; Gir, 2005;
Gir, 1989), Edirne (Benian & Dalgic, 2007) and Izmir (Akkurt, 2007). As Rapoport
asserts, in his seminal work House Form and Culture (1969), socio-cultural variables
are stronger determinants of house form than ecological ones. Within an environment
where we increasingly feel the totalizing and homogenizing affects of globalization, it
is important more than ever to bring forth the specific characteristics of places, places
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that are endowed with architectural artifacts that are reflections of “creative nucleus”
of different cultures.
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LIFE CULTURE: SUSTAINABLE PRINCIPLES FOR INFILLING
IN HISTORIC ENVIRONMENTS
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ABSTRACT

Designing new building is an important part of the urban conservation. The main idea on which
it will be focused over is the dialectical relationships between the continuity and change within
the historic environments and finding the representation of this evolutionary process over the
building typology today. The traditional fabric is made of many overlapping layers of successive
historical periods. So, understanding architectural types in terms of their formative and
transformative structure is especially important for designing within historic environments today.
But, this understanding and designing process can not only be reduced to be a process of
borrowing from the formal language of the traditional. “Life culture” as a complex entity formed
by the physical and social aspects particular to its context should be understood. Consequently,
the historical continuity can be achieved by transferring this understanding of life culture to the
future. Within the scope of this text, the life culture, accepted as certain sustainable values
within the formal characteristics of built environments, can be understood by the study of
architectural types that make the historic fabric.

The main concern of this study is to determine the sustainable principles of life culture in a
traditional environment, Hatuniye Quarter in Amasya to be used as a framework for designing
new buildings. To determine the sustainable characteristics of the life culture, it is necessary to
make a critical selection from the archetypal meanings of the dwelling. Typologies and
archetypal elements of the dwellings in Hatuniye Quarter have endured through a process of
natural selection in the evolutionary process of the historical environment. The designer, while
taking them into consideration in the formation of “new”, can contribute to the evolutionary
process of the fabric. In this respect, the subject in this paper relates with the theme of
conference, specifically, creative design methods and tools, by proposing a process of
analyzing a historic environment for designing.

Keywords: Urban tissue, Historical continuity, Life culture, Archetypal meaning, New building in
old setting
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INTRODUCTION

New buildings in old settings are an issue as old as the history of the civilizations of
human beings. Because each era, as the representative of the “new”, has to develop
its roots in the values of the previous ones in order to be able to live and continue its
entity. It makes its own innovative values, created by the synthesis of the past,
adapts to the previous cultures. Nowadays, the problem in studies about designing
within historic environments is how to make a link between “new” and “old”. This
study intends to contribute to those studies by proposing “life culture” as a new way
for analyzing environments for designing.

Designing a new building within historic fabric can not only be reduced to be a
process of borrowing from the formal language of the traditional. First the “Life
culture” as a complex entity formed by the physical and social aspects, particular to
its context, should be understood. Consequently, the historical continuity can be
achieved by transferring this understanding of life culture to the future. Within the
scope of this text, the life culture is accepted as certain sustainable values within the
formal characteristics of built environments to be understood for designing.

To determine the sustainable principles of life culture in a traditional environment,
Hatuniye Quarter in Amasya was chosen to be used as a framework for designing
new buildings within the area. To determine the sustainable characteristics of the life
culture, it is necessary to make a critical selection from the archetypal meanings of
the dwelling. Typologies and archetypal elements of the dwellings in Hatuniye
Quarter, as the expression of customs, norms and styles through the physical forms
have endured through a process of natural selection in the evolutionary process of
the historical environment. The designer, while taking these into consideration in the
formation of “new”, can contribute to the evolutionary process of the fabric.

NEW BUILDING: LATEST LAYER OF THE EVOLUTION OF HISTORICAL URBAN
TISSUE

Historical urban tissue is a complex entity in the continuous process of change. At
present, adding something “new” to a traditional urban fabric is an
expressive/reflecting process of this change of tissues over time. In fact, this
reflection process can only be done by understanding the change formed by dialectic
relationships between the different parts of the historic environments and finding the
representation of it over the building typology today. From this respect, it can be
stated that the new building represents “the latest layer in the evolution of the city” as
defined by Abada (1999: 1) at the present time.

Typomorphological approach as an important part of the conceptual approach of this
study provides certain methods and tools for this study. This approach focuses
mainly over approaching to the built environment as the structure or the system of
relationship and an idea of process by introducing the concept of time in urban and
architectural studies (Petruccioli, 1998a: 10). In typomorphological studies, traditional
context is analyzed through its elements and mutual interactions within its formation
process. In this respect, methods of reading, analysis, understanding and interpreting
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of these built environments, introduced by typomorphological approach, are adopted
for a better integration of a new building.

Historical urban tissues are entities, whose physical structures are constituted by
both the natural structure and the building types developed by the attitudes of society
against the transformation of these tissues in time. The traditional buildings in these
tissues are ‘“representative of many overlapping layers of successive historical
periods” and “each of these periods was gradually modified by new additions from a
subsequent period producing a homogeneous whole” (Abada, G., 1999: 1). So, in
terms of the relationship between “the typological analysis and design through a
rigorous reading of the historical types”, understanding types in terms of their
formative and transformative structure is especially important to arrive a true solution
of new building as the “new leading type” of building today. (Petruccioli, A., 1998h:
57-71)

Building a “new” as an integrated part of that entity of fabric as a new building type
can be formed through the synthesis of historical building types in different times.
“Type” can be briefly defined as the expression of all the society living through the
change and transformation of the historical urban centers, over the building process.
“Type” produced over time, as an expression of people, provides a historical
foundation for new building processes. So, typological process provides new building
to be an integrated part of the historically built environments.

LIFE CULTURE: SUSTAINABLE PRINCIPLES FOR INFILLING IN HISTORIC
ENVIRONMENTS

By the arriving Modernization and Globalization trends, the responsibility of the new
building was reduced to meet only the socio-economical necessity and sheltering of
“modern” people; it was deprived of continuing the cultural values, tradition and
meanings. According to Norberg-Schulz (1980: 189), “the point of departure of
modern architecture was to meet the need for better dwellings as a reaction against
the inhuman conditions in the industrial cities of 19th century Europe”. But, the point
which modernism arrived became “the loss of place” due to the fact that “most
modern buildings exist in a nowhere; they are not related to a landscape”. However,
building a “new” necessitates an understanding of life culture as well as other
characteristics specific to context.

“Life culture” is a complex entity formed by certain physical and social aspects
particular to its context. Within this study, it is thought as a whole, formed by certain
sustainable principles, for infilling in historic environments and to be discovered by
architects with an interpretive approach to context. Life culture in a particular context
has continuously evolved through the transformation process of it. So, the historical
continuity can be maintained by the continuation of “this life culture” within the new
developments in a specific context.

Within the scope of this study, life culture is intended to be understood by the
subjective and interpretive studies to be done by designers. A successful design can
only be provided by especially doing these subjective studies by architects with
regard to discover a sustainable life culture pattern in the context studied. Especially,
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the traditional Anatolian buildings have already been discovered to be inspiring for
many architects to form the principles of Modern architecture with their creative
building solutions. Le Corbusier presented certain values discovered in the traditional
Anatolian buildings as the principles of Modernism (Kortan, E. 1992: 45-46) .

METHODOLOGY OF STUDY

The problem of designing new buildings in old settlements requires a comprehensive
study directing the architect to form a creative process to study the nature of building
design, its relationship to the city, and to the society and to understand the
architectural language of the context as an accumulation of building traditions of
overlapped cultures formed through time, and to make the new building as an
integrated part of this continuity of traditions.

The basic principle followed by this methodology of study is to understand the context
with its all particularities, physical and social aspects and evolutionary process and to
accept the new building as an integrated part of this natural evolution. This principle
is valid for all cases but the style used by designer changes with regard to “the
individuality of architects” and “the site as an unique case”. To make a compatible
design within this context, both objective studies, i.e., the general studies for
collecting and documenting information related to the site which are implemented by
methods, developed from the general ideas of typomorphological approach, and
especially subjective studies as the interpretation of objective data and the
development of a particular methodology of study for site to be done by architect are
necessary. For especially determining the sustainable principles of life culture, an
interpretive approach should be adopted by the designer.

In this study the methodology for site survey is formed in two different scales: as the
wider context, which is Amasya and as the local context which is the riverfront
buildings, and Hatuniye Quarter, selected as the study area. With studies on urban
scale, it is intended to understand the existing entity, Amasya, with its parts
interrelated dialectically and the change of entity by using objective studies regarding
natural structure, historical structure, socio-economical structure. After making the
analyses for understanding the urban entity, its transformation process is analyzed to
understand the layering process of the tissue and to determine the principles for new
designs, as the reflection of this process over the building typology. As an extension
of this transformation process, the urban and the architectural characteristics of the
city are evaluated mostly by using subjective studies. Urban form and townscape,
settlement pattern, the analysis of built environment including building types,building
heights and building functions will be analyzed. As a result of the evaluation of former
studies (1), both literature and visual survey are used for this documentation.
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Figure 1. Settlement pattern of Amasya

As the local context, the study area, Hatuniye Quarter, which is accepted as a
complex entity in a different scale, that interrelates both with the city and the
buildings, is a quarter including a dense vernacular buildings in it. It is especially
important for having the different building types representing the evolution of the
tissue. Aim of the survey of the study area is to determine the building types
developed within transformation process of fabric in a historical continuity, the
change of those types and the sustainable features of life culture for a “ new leading
type ” (Petruccioli, A., 1998b: 63) inserting in to that continuity.

To understand the composition of the natural, historical and socio-economical
structure of study area, the settlement pattern, is firstly examined including the visual
form and townscape, the physical form, the spatial structure of fabric. To determine
the building types, analysises of the buildings at the site were made understanding
the architectural characteristics of the buildings and the socio-cultural aspects
creating them. Both physical and social surveys of the buildings were made with
special formatted survey sheets, used as the methods of the objective studies. The
physical analysis of each dwelling was made by using interior and exterior survey
sheets to understand the plan, facade and volumetric characteristics. The data on the
planimetric characteristics, the function of rooms, architectural elements, sanitary
conditions, material and alteration of spaces were registered on interior survey
sheets to distinguish the characteristics of the different types. The data on the facade
characteristics, structural system and construction materials, the architectural
elements of facade, roof type and facade organization, rhytm of facades and
projection type were registered on exterior survey sheets. The results of both interior
and exterior survey will be evaluated comparatively to determine the different building
types in the fabric.
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Figure 2