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Mekan insanin var olusuna denktir. insan tiim yasamini
mekan icinde gecirir. Onu degistirebilir. Bir mekandan digerine
gecebilir. Gene de sonuna kadar bir mekan icinde kalacak,
olimunden sonrasinda da gene bir mekan icinde kalacaktir.
Hatta hayatin bayUk anlamlarindan biri de 6lim sonrasindaki
mekanla ilgilidir. O mekanin mUtevazi bir mezar mi olacagi, bir
anit mi olacagdi bash basina bir olgudur ve insanin hayattaki
gercekligini nemli dlctide tayin eder. Oliminden sonra mekan
degistirenler oldugunu, basit mezarindan bir anita nakledilenler
oldugu gibi tersinin yasandigini da biliyoruz. Olim mekani sona
erdirmez. Ortadan kaldirmaz. Mekan o derecede yUkli ve tayin
edicidir. insanlik da mekana kayithdir. Zamanda biraktigimiz
izleri mekana isleriz. Arkeoloji mekanla ilgilidir. Kazmak zamani
kazmaktir ama mekanin icinde yol almaktir. Mekan desildikce
ve mekanin derinligine inildikce zaman geriye dogru gotarilir.
Mekani asan bir gerceklik bulunamaz.

Buradan hareketle mekanin cok énemli bir gercegdine
degdinelim. Mekan, bellektir. Zamanin bellegi olmaz. Zaman
bizatihi bellegin kendisidir. Bellek, zaman icinde biriktirilenlerdir.
Fakat onlari mekan icinde yan yana getiririz. Madem ki mekan
disi insan gercegdi olamaz o takdirde mekan disi bellek de soz
konusu degildir. Onlar ancak cok erken cocukluk déneminde
meydana gelen biling disi veya dis biling 6gesi olabilir. Bellegi
harekete geciren mekan ve nesnelerdir. Nesneleri gordigumuizde
animsariz. Cagrisimlar baslar. Ayni sey zamana kayitlanmis
bir mekana girdigimizde de baslar. Cocuklugumuzun dogdugu
eve gideriz, bir kente doéneriz, bir avluya gireriz ve bellegimiz
dalgalanir, animsamalar (-‘anr’lar degil!) ardi ardina s6kin eder.
Mekan degistirmek, 6zdeslesme derecesine gore, insan icin deri
degistirmekle es dederde olabilir.

Mekan ayni zamanda cok ciddi bir iktidar elemanidir.
insanlik tarihin ilk giniinden beri mekanin icinde soluk alip
verirken Uretimini, elinin ve zihninin emegini mekana isler.
Lescaux ve Chauvet magarasinin duvarlarina veya Camuslu
Koyl kayalarina islenen resimler daha i¢csel ve masum bir
amagci tasiyordu: zamanda iz birakmak. O resimlerle insan
evrensel var olus tragedyasini asmak istiyordu: 6lUp gidecekti,
bosluga savrulacakti, yerytzinde bir izi kalmaliydi. Fakat

gecen zaman insana iktidar denen mekanizmay getirdi.
Buglnden bes bin yil 6ncesinde insan Tanriyi kesfetti ve ilk
iktidari ona vererek biiylik miicadelesine basladi. insan, iktidari
Tanriya veren sonra da onun icinde kendi iktidarini kurmak icin
mucadele eden varlikti. Bronz Cagdi ve Misir Uygarligr asagi
yukari ic ice gecen tarihlerdir ve yazili ilk metinler gene Tanriyi
ovmektedir. SUimer ise bltlnlyle dyledir.

insanin dlecegini bilerek yasayan tek canli olmasi
giderek mekanin geciciligi ve zamanin kaliciligr dislncesini
uyandirmaktaydi. Ve biyulk soru suydu: insan mekani nasil
kalici hale getirebilir? Bunun iki yolu vardi: anitlar dikmek,
iktidarini onlar aracilihgiyla mekana kaydetmek, onu bir mimari
mesele olarak somutlastirmak. Heykel ilk iktidar ifade aracidir.
Eski Misir'da oldugu gibi onun kus, aslan veya kedi olmasi
onemli degildir. O figUrlerin her biri Tanri’'dir. Her Tanri heykeli
araciligiyla iktidarini ‘gésterir’. Mimarlik bir sonraki asamadir.
Saraylar, anitlar ve nihayet meydanlar, kentler strekli olarak
iktidar géndermeleridir. Béylece mekanin da masum olmadigi
anlasiimistir. Basit mekan yoktur. Her mekan sonsuzca karisik
ve karmasiktir. Her mekan ¢cdézimlenmeyi gerektirir. ‘Okunmaya’
muhtactir. Fakat dedismeyen gercek sabittir: mekan bir
gorsellik dolayimidir. iktidar da gérsellige bagl olarak tesekkl
eder kamusal alanda. iktidar géstermekle kaimdir. iktidari
gérmemek olanaksizdir. Bu bir hegemonya iliskisidir. Hegelci
anlamiyla bir efendi-kéle diyalektigidir. Anit ve mimari bir
amagc dogrultusunda islemeye basladiginda kendi iktidarini
kurar. Yineleyelim; bu hegemonik bir iktidardir. izleyene disina
cikma olanagdini vermez. Her mimarlik ideolojiktir.

Bunlar bir mekanin ve mimarlikla biten cesitli formlarinin
dis meseleleridir. Asil sorun mekanin ic meseleleridir. Ornegin
mekan kendisine kayitli midir? Bu zor soruyu sdyle yanitlayalim:
Zaman bir mekani degistirebilir. Arkeoloji zamanin degistirdigi
mekani bulup ortaya cikarma cabasidir. Arkeolojiyle birlikte
ortaya c¢cikan mekan hem eskinin mekanidir bize izleklerini
verir hem de mevcut halidir ayni yerin. Mevcut hali, zamanin
yeniden bicimlendirdigi halidir: yikim, yikintilar. Fakat yikilmis
olmak bir seyi dedistirmez. Mekan kendisini her seye ragmen
korur. Ama iktidar artik s6z konusu degildir. Mekan degisen
zamanin getirdigi yeni anlamlarla alimlanir ve yorumlanir. Eski
bir tiyatro, kitiphane veya saray artik metruktr. Kullanilsa
dahi eski anlamini korumaz. Soyutlanmistir. Bir 6ren yerini
gezerken insani saran duygu ve disince evreni artik hizin ve
tahayyUldar. Geriye sadece mekanin ic dinamikleri kalmistir. Bir
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‘matematik’ olarak ¢ézimlenmeye ve ‘yeniden insa’ edilmeye
yatkin elemanlarin hazirladigi mekan. Sonug bellidir: her mimarlik
kendi mevcudiyeti icinde anlam tasir. Sadece surekliligi olan
disiincenin veya edimin mekani zaman icinde kendi surekliligine
sahip olur. Bir dinin mekanlari, bir ideolojinin mekanlari boyledir.
ideolojik platformun kaymasiyla mekan da anlam vitirir.

Mekanin modulasyonlari blyik élctde ideolojik dontsimlere
baglidir. ideolojiler mekanlari Gretir. Ama mekanlarin Grettigi
ideolojiler de vardir. Lefebvre'in kamusal ve ézel mekan tanimlari
bu eksende ele alinabilir. Lefebvre islenen mekanlardan,
yasanan mekanlardan ve temsili mekanlardan séz ediyordu.
fakat Lefebvre'ye gére mekan batunuyle iktidarla iliskilidir ve
modtlasyon bir iktidardan digerine transferle saglanacaktir.
Fakat Lefebvre'in getirdigi soyut mekan, toplumsal boyutlar
olan mimarinin ve kamusal diye tanimlayacagimiz alanin i¢c
mantigini mikemmel sekilde belirler:

Soyut mekan son derece karmasik bicimde isler. Tipki
diyalog gibi, bu mekan da zimni bir anlasma icerir. Bu bir
saldirmazlik paktidir, kismi bir siddetsizlik anlasmasidir. Yani
karsiliklilik ve ortak kullanim anlasmasidir. Sokaktan her gecen,
karsisina cikana saldirmama iddiasindadir; bu yasayi ihlal eden
saldirgan, suc islemis olur. Boyle bir mekan, sozel iktisattan
ayni olsa da, onunla dayanisma icinde olan bir “mekan iktisadi”
gerektirir. Bu, insanlarin belirli yerlerdeki (magaza ve dikkanlar,
kafeler, sinemalar, vb.) belirli iliskilerine deger katar ve sonuc
olarak, bu yerler hakkinda bir “konsensis”e ve bir konvansiyona
yol acan yananlamsal sdéylemler olusturur: Buralarda sikintiya
yer yoktur, sakince gitmek ve kendini iyi hissetmek istenir.
Dizanlamsal, yani betimleyici sdylemlere gelince, bunlarin
kismen hukuki bir vechesi vardir, ki bu da bir konsensUse yol
acar: Ayni yeri ele gecirmek icin dévistlmez; imkansiz durumlar
haric, “fiziksel mesafeler”, saygin mesafeler olusturularak,
kullanilabilir mekanlar birakilir. Bu, ayni zamanda, mekan
icinde bir mulkiyet mantigina ve stratejisine yol acar: “Senin
olan yer ve seyler benim degildir.” Yine de, ortak ve paylasilan
yerler vardir; buralarin sahiplenilmesi ve kullanimi -kafeler,
meydanlar, anitlar gibi- tamamen 6zel olamaz. (Cocuklar,
kadinlar, yaslilar, hatta batin bir nifus karsisinda) kaba ya da
saldirgan kimi fiillerin yasaklanmasi gibi, burada ¢abucak tarif
edilen mekansal konsensuUs, uygarligin parcasidir. Dolayisiyla,
diger siddetlerin reddi gibi, sinif micadelesi de reddedilir?

Henri Lefebvre, Mekanin Uretimi. Cev. istanbul: Sel Yayincilik, s. 84-85.

Mimari, Lefebvre'in getirdigi tanim icinde en ‘hukuki’ alandir.
Mimari gizli hukuki uzlasmayi meydana getiren, bicimlendiren
sdrectir. Mimarin tasarladigi mekani sevmek, begenmek
veya reddetmek degildir s6z konusu olan. Buradaki soru cok
kritiktir. Mimarlik 6nceden kabul edilmis bazi uzlasmalarin
somutlastirilmasi midir yoksa bazi huzursuzluklar, tartismalar
ve cekismeler mimarligin edimiyle mi son bulur? Cevabi
gene Lefebvre'nin ‘tartismali mekanl/ar’ (contested
spaces) kavramina ydnelerek verelim. DislnUre gore her
mekan tartismalidir, gergindir. CunkU cesitli zithiklarin
(sinifsal, dinsel, cinsel, dilsel..) yan yana geldigi alanlardir.
Kamusal uzlasmalar ve 6zellikle yasa bunlari séntimler.
Uygarlik, devlet ve gdérenekler icinde uzlasmalar tesekkdl
eder. Mimarlik, bu Hobbescu ‘doga durumu’'nun paranteze
alinmasidir. Cankl mimarlik kendi tasarimiyla kendi
celisgkilerini Uretirse de bir ‘uygarlik alani’ acarak yasanin
kendisine ait kosullara ¢catismalari dizenlemesini saglar.

Hicbir mimarlik mekaninin gene Lefebvre'in getirdigi
tanimla mut/oak mekan olmadigini sdyleyelim. Bir mutlak
mekan yaratilabilir. Bir dinsel alan tasarimi mutlak mekan
kurgulamaktir. Fakat Lefebvre mutlak mekanin soyutlanmadan
onceki (bir manada mimarf konuma eristirilmeden 6nceki)
dogal mekan oldugunu belirtir ve mutlak mekanin ytklenen
anlamla ic mekan-dis mekan ayrimini zorladigini belirtir.
Tersine, mimarhk mutlak mekandan belli bir b//inc/e uzaklasma
halidir. Mekan soyutlandikca kendisine yabancilasir. ic
dinamiklerini, tasarim ve insa elemanlarini kullanarak kendisini
meydana getirirken dodanin disina dogru kaydik¢a kayar.
ideoloji, bu itibarla, dogalligin étesindeki pozisyonlardir.
Biraz gelistirerek sdyle sdyleyelim: mutlak mekan kendisinde
ideolojik mekanlardir. Soyut mekanlarsa bir ideoloji Gretme
cabasiyla tasarlanmis mekanlara tekabdl eder.

Soyut mekan ayni zamanda sivil mekandir. Kamusal
kullanim amaci ne olursa olsun mimari sivil bir edimdir.
Yukarida belirttigimiz uygarlik kavraminin izdisimind alarak
mimarlik sivillestirme sUreci oldugunu belirtebiliriz. Ve gene
hemen belirtelim ideolojik pozisyonlar sivillikle celismez.
Tersine, ideoloji bir sivillige denk diser. ideolojinin Uretilmesi
bizatihi sivilligin Gretilmesidir. Mimarlik bu dinamikle bicimlenir
ve bicimler. Mimarinin kendisi sivillige gecistir. Spinoza'nin
mutlak Tanri’si ve onunla tesekkll eden mutlak mekani
karsisinda mimarlik sivilligini dayatir. Bu bluyuk élctde
Kartezyen bir sisteme gecistir. Mutlagin 6n kabullere dayali

resepsiyonlarindan bu defa muhakemenin, idrakin ve tahlilin
sistemine doénUlmustir. Bizatihi mimarlhik (mutlak mekan
Uretimi cabasinda bile olsa) Kartezyen bir olgudur. Cevresiyle
ve isleviyle, kullanicilari ve muhataplariyla mimarlik bir
muhakemedir. Uslamlama ve islevlendirmedir. En fazlasindan
bu realitelerin estetik planda somutlastirilmasidir. Dogaya
ragmen bir mimarlik olamaz. Belki dogaya tahakkim iradesine
sahiptir ama doga-disi degildir mimarlik.

I
Ote/de/ki Mimarlik bu tanimlarin kesisim noktasinda yer aliyor.

iki mimarin birbirinden farkli, yer yer birbiriyle celisen
ama ortak paydalari da olan mimarliklari iki yapiyla ortaya
geliyor. Yapilarin ikisi de yurt disinda gerceklestirilmis.
Birisi Strazburg'daki Turk Misyon Binasi. Digeri Dakar'da
Kaltdr Merkezi. Ortak yanlardan biri bu: mimarlarin dogal
habituslarinin disinda insa edilmisler. Bu bize cok acik bicimde
‘6tedeki mimarlik’ kavramini tanimliyor.

ikinci ortak paydayi dogal habitusun disinda gerceklestirilen
yapitlarin farkli bir kiltarel ortama aktardigr 6zgul ve 6zgln
yerel doku meydana getiriyor. Birisi Strazburg'da digeri
Dakar'da yer alan bu yapilar elbette mimarlarinin yerel,
bilinclerini, tercihlerini ve kultidrel formasyonlarini sekillendiren
birikimin izlerini tasiyor. Osmanli-Turk izlekler belki daha da
geriye giden soybilim 6zellikleri ve morfolojileri yapilarda o
farklh cografyalarda yansitiyor. Ama bir boyut daha var: her iki
yapi da icinde yer aldiklari habitatin dogalligina eklemleniyor.
Savana acilan 6zellikleriyle Tabanloglu, cevresindeki dogal
ortami dénUstirme kaygisiyla Timertekin kiltirel transferlerin
hicbir zaman tek yonll olmadigini daima gidimli ve etkilesimli
oldugunu gosteriyor.

S6z konusu etkilesim ¢cok dnemli bir kisitlamayi asma
imkanini da sagliyor: sanat yapitinin bir kdltirden digerine
aktarilmasi kolaydir. Fiziksel acidan basittir o transfer. Fakat
mimarlik birikimini icsellestirmenin ana elemani yolculuktur.
Bir mimari yapit ancak ait oldugu cografyada, mekanda
gorulebilir. Her ne kadar kliresellesme bir pratik olarak
mimarlarin da Ulkeler ve kiltUlrler asiri is yapma ve sunum
imkanlarini zenginlestirmis olsa da bahsettigimiz kisitlama
gecerlidir. Tabanhoglu ve Turmertekin yapitlariyla bu defa bu
kisitlamayi ortadan kaldiriyor ve bir kiltard baska bir kdltire

tasiyarak ve orada yerlesik kiltirle kaynastirarak ortaya ilging
bir sentezin cikmasina imkan sagliyor.

Bahsettigimiz sentez Bati-disi mimarlik pratiklerinin
gosterilmesidir. Bilindigi gibi, Tlrkiye'deki mimarhk cabalari
gec Osmanli, 19. Yazyil sonundan baslayarak 1950'lere kadar
cok sert ‘yerellik’ tartismalariyla yUiklenmistir. Sivil mimarlk
dénemlendirmeleri, yabanci mimarlarin gelip Tlrkiye'de yapi
tasarlamalari, Batili mimarlik akimlarinin Turkiye'de de hakim
olmasi dnemli etmenlerdir. Kabul etmek gerekir ki, mimarlik
egitimi de cok blyuUk dlctide Batili normlarin, akimlarin,
ekollerin 6gretimidir. Oysa ne kadar Batiyla bitin olsa da Bati-
dist modernlik pratikleri Turkiye’nin en 6nemli gerceklerinden
biridir. Hatta TUrkiye'de Uretilen sanat ve tasarim bu realiteyi
bir zenginlik olarak tstinde tasir. iki mimar da farkli Glkelerde
yapilarini Uretirken bu kaynagi bilincli ve bilinc disi edimler
olarak tasarimlarina katmistir.

Serginin Uclincl baglamini mimarlarin Gretim ve tasarim
sUrecleri olusturuyor. Mimarlik tasarimi nerede sanat
tasarimindan ayrilir, nerede onunla butinlesir sorusu bu
asamada ortaya cikiyor. O soruyu cevaplarken mimarlik
tasariminin bireysel yaratim sireci Ustlinde de durmak gerekir.

Guncel sanat cok 6nemli 6lcide mekan kullanimini
kapsayan eylemlerdir. Bir sanatsal formun gidebilecegi en uc
noktaya kadar striklenmesi anlamina gelen eski tarz sanatsal
edimler Duchamp sonrasi dénemde yerini distinmenin bile
fiillen sanat yapiti olabilecedi acilimlara birakti. Enstalasyonlar,
mekan mudahaleleri, bellek, tanima, fark, kimlik, aidiyet
politikalari gene gliincel sanatin buytk ifade alanlarini
meydana getirdi. Bunlarin tamami mekanla, mekan politikalari
ve stratejileriyle ilgilidir. Wittgensteinci bir deyimle séylersek
belki uzak belki yakin anistirmalar (resembl/ances) bu iliskiyi
kurar. Son kertede mekan sanati ontolojik olarak da gercekler.
Gulncel sanatin yerlestirmeler ve middahaleleri dogrudan
mekanlara doéntk girisimlerdir. Diger sUrecler de yapitin varlik
gercekligi olarak mekanla iliski icindedir. Kisacasi, Duchamp-
sonrasi sanati zihne ait oldugu kadar mekana da ait kabul
etmek gerekir.

Mekan plastiktir. Yapisi geregdi bu 6zelligi tasir. Onun
yogrulmasi déntstirilmesidir. Her mekan déntstiriimeye
aciktir. Mesele ona midahalenin icerigi, kapsami ve niteligidir.
Doéndstlrimin bilingle yapilmasi ister istemez mimarlik ve sanat
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deneyimlerini one iter. GUncel sanatin varh§i ve islevi geregi
mekana ve iliskili oldugu ardisik kavramlara ydnelik cabalari
mimarhgin kendisine 6zgl, buylk, kitlesel cabalarindan ayrisir.
Guncel sanatin mekan sorgulamalari daha mikro politikalar
dizeyinde devam eder. Verili mekanin sorgulanmasi anlamina
gelir. Mimarlik ise makro politikalar pesindedir. Bir mekani
kurmanin kendisi biytk midahaleler kategorisinde sayiimalidir.
Daha 6nce kullandigimiz bir kavramla belirtirsek bir noktadan
sonra hegemoniktir. Daha demokratik mimarlik politikalari
elbette mevcuttur. Katilimel, paylasimcei, ters-hiyerarsik, sivil
ve sorgulamaci, edilgin olanin etkinligini 6ne alan bu politikalar
makro ve hegemonik anlamlara kapalidir. Gene de hemen
belirtelim, bu tavir ve tutum mimarlig daha sanatsal bir ¢cizgiye
tasir ve onun mikro planlardaki islevini olusturur.

Tabanlioglu ve Tumertekin'in mimarhklari bu kesisim
noktalarinda yer alir. Her iki mimarin da mekan plastigini
6ne cikardiklari ve mimari arkitektonigi bu anlayis etrafinda
orgUtledikleri muhakkaktir. Bu bir mimarlik basarisidir. Mekanin
bir plastik olarak dénustdarilmesi bu iki mimarin da sanatsal
cizgisinin basladigi noktadir. Bir baska deyisle Tabanlhoglu da
TUmertekin de mekani bir sorunsal olarak distnUp, onun ic
modulasyonlarini en glicli islevi hazirlayacak sekilde kuruyor.
Mekanin bir meta-anlati Gretmesi, kendisine ait gercekligi
mimarlikla elbette iliski icinde ama bazen ondan bagimsiz
olarak verebilmeleri bu yoldandir. Timertekin’in zaman zaman
daha yalin, sessiz ve ice donik mekan ¢cézimlemelerine
karsilik Tabanlioglu’'nun daha buytk kitleleri yeri geldiginde
daha maksimalist bir anlayisla hazirlamasi iki mimarin da
mekan estetigini bir plastik sorgulamadan gecirmesine engel
degildir. Tersine bu sergi zaman zaman ifade imkanlari ve
performansiyla farkli mimarlarin da son kertede ayni sorunsal
etrafinda kaldiklarina giclu bir kanit teskil etmektedir.

Bu suradan da bellidir: ¢élin ve denizin kiyisinda bir binayla
kent icinde ve suyun kiyisinda bir bina konumlari ve islevleri
geregi birbirinden alabildigine farklidir. Fakat mimarfilerin
ortak paydasi bu farki asacak mahiyettedir. Cinkl mekanlar
kendilerine ait gercekligi bir 6te-anlati olarak tasarlamislardir.
Bu nedenle de her iki mimarlik da mimkin olabilecek en
uc¢ noktada askinsal ve ayni dizeyde yercildir. Yercillik
binalarin kullanim dederinden ve onu saglayan islevinden
tUrer. Askinsallik ise bahsettigimiz 6te-anlatidir: bir arazinin
kendisine ait gercekligini muhafaza ederek onu kendi estetigini
kuracak sekilde yogurmak ve dénustirmek. Sanatsal ifadenin

daha ileri dizeyde bir tanimi s6z konusu degildir.

Son nokta sudur. GUnimiz mimarisi anitsalliga acik
gondermeler tasir. Zigurratlari veya piramitleri bugiin yeniden insa
etmenin hicbir anlami yoktur. Ama Parthenon'un dili saklanabildigi
kadar saklansa da glinUmUzin ileri mimarisinde kendisini sezdirir.
Cagdas mimarligin en cok sorgulanmasi gereken hususlarindan
biri tevazudur. Modernizmin Le Corbusier'le baslayan ve Mies van
der Rohe ile devam eden minimalist ataklari ancak uzak hayaller
olarak buginkd mimarhgi yalayip gecmektedir. Burada kritik bir
nokta s6z konusudur. Minimalizm, icerdigi yalinlikla daima mistik
goéndermeler barindirir. Yokluk ve bosluk hiclikle, hiclik evrensel
var olus trajigiyle ic icedir. Oysa post-modernizmin satafatl, kice
acilan, eklektik yapisi bu yokluga dayal 6te anlam sorgulamalarina
sirtini déner. Her seyin, o arada pastisin olabilecek en mebzul hali
buglnkl mimarhgin éte-dilini meydana getirir.

Hiclik, sessizlik, yokluk elbette mistik bir evrene géndermedir.
Bu noktada mimarin kisiligi, bireyligi, kendiligi, tek basina kaldigi
yaratim slreci mimari yapinin arkasindaki en 6nemli degerdir.
Yapi bunlarin hi¢birisini géstermez. Yapi, mimarini saklar. Ve
bunu ilgine bir blklimle ortaya kor: minimal yapida mimari daha
fazla konusmaktadir. Maksimalist bir yapi ise mimarini unutturur.
Oysa bu sergi iki mimarin yaratim streclerinin biricikligini de
bize getiriyor. Yaratimin bizatihi gizemli olan gercekligi, sancili
sUrecleri serginin 6zellikle 6ne ittigi bir parametre. Mimarsiz
mimarinin olamayacagini animsatiyor bize.

Sonu¢ mekanin poetik yapisidir. Mekanin poetikasini
Bachelard 6gretti. Ama bir mekanin poetik dokusu ondan
farkhdir. Siirin Tanrisal bir yani vardir. Cinka siir gindelik
yasami da oren siradan ve basit sézciklerle yazilir, insa edilir.
Siir bir mimaridir. Ama her mimari siirsel bir boyut tasimaz.
Mekanin poetikasi ancak onun anatomisiyle anlasilabilir.
Mekan siiri ise bUyuUk anlatilarin bittigi yerde baslar. Siir
gerceklige dissal dedildir. Tipki mimarligin da olmadidi gibi.
Aksine sanatlar arasinda en gercek/ci olani mimaridir. Salt
Uretilmesi icin Uretilmis bir mimari yoktur. Belki o dogrultuda
soyutlanmis bir mekandan s6z edilebilir. Ama mimari islevle
butlnlestigi icin daima gercekeidir. Hem gercekci hem askinsal
olan siirse ayri bir zorluk tasir.

Mimarlk tam da budur ve Ote/de/ki Mimarlk bu kesisim
noktasinda bicimlenen iki yapiyi, onlarin mimarlariyla yasadigi
blylk serlveni sunuyor bize.

Hasan Bilent Kahraman

Space corresponds to human existence. Humans spend
all their lives within space. They may change it. They may
pass from one space to another. Nonetheless, they will have
to remain within a space up until the end, even after death. In
fact, one of life’'s grand themes is related to our posthumous
resting space/place. Whether or not that space will be a
humble grave or a mausoleum is a question in itself, the answer
to which will to a large extent ascertain the reality of one’s
existence. We know that after death, some are conducted to
a different space, that they are transferred from their humble
grave to a mausoleum, and vice versa. Death doesn’t put an
end to space. It doesn't obliterate space. Space is so charged
and constitutive that it can’t be obliterated. Humanity is also
inscribed in space. We commit the traces we leave in time onto
space. Archaeology is related to space. When we excavate we
excavate time, but this entails advancing in space. As we dig
up space and as we go deeper into space, time retreats. There
is no reality that transcends space.

Starting from these observations, let’'s touch upon a very
important actuality of space. Space is memory. Time doesn't
have memory. Time is memory itself. Memory is what is
accumulated in time. But we juxtapose them inside space.
If there is no human reality outside space, then memory
outside of space is out of the question. They can only be the
unconscious element or the element of outer consciousness
that originates in very early childhood. What activates
memory is space and objects. We remember when we see
objects. Evocation begins. The same thing happens when
we set foot in a space that has been inscribed into time. We
enter our childhood home, we return to a city, we set foot in
a courtyard and our memory begins to undulate, recollections
(not “reminiscences”!) crop up in succession. Depending upon
the degree of identification, moving from one space/place to
another can be tantamount to the shedding of one’s skin.

At the same time, space is a very critical element of power.
Ever since the dawn of history, mankind has inscribed its
production, its manual and mental labor onto the space in
which it has subsisted. The images engraved onto the walls

of the Lescaux and Chauvet caves or onto the rocks of the
Camuslu Village served a more innate and innocuous purpose:
to leave a trace in time. With those images, humans strived to
transcend the tragedy of universal existence: Humans were to
return to dust, to perish, so they had to leave a trace on earth.
But in the course of time, humanity came upon the mechanism
of power. Five thousand years ago humanity discovered God
and began its grand struggle by conceding the primordial
power to God. Humanity gave power to God and then fought
to establish its own power inside God. The Bronze Age and the
Egyptian civilization are roughly coeval, and the first written
records praise God. The same is true regarding the Sumerian
civilization.

The fact that humans were the only beings who lived with
the foreknowledge of their own death, gradually led to the
idea that space was ephemeral, whereas time was everlasting.
Hence the big question: How could a man make space
permanent? There were two solutions: erecting monuments,
inscribing one’s power onto space through them, materializing
power as an architectural question. The sculpture is the first
medium of power. It does not matter whether it is a bird, a
lion or a cat, as it was in Ancient Egypt. Each one of these
figures is God. Each deity ‘manifests’ its power through its
statue. Architecture is the next stage. Palaces, monuments
and finally agoras and cities are perpetual references to power.
Thus, it was understood that space itself was not innocuous.
There is no simple instance of space. Every instance of
space is infinitely complex and multifaceted. Every instance
of space calls for analysis. It needs to be ‘read’. But the fact
remains: space is a visual mediation. And power takes shape
in public space in relation to visuality. Power exists through the
manifestation of itself. It is impossible not to see power. This
is a relationship of hegemony. It is a master-slave dialectic
of the Hegelian kind. When monuments and architecture
begin to function to one end, they establish their own power.
To reiterate the point made above; this power is based on
hegemony. It does not allow those who watch it to escape
itself. Every instance of architecture is ideological.

These are the exogenous problems of space and the
various forms that lead to architecture. For instance, is space
inscribed onto itself? Let's answer this difficult question thus:
Time can change a space. Archeology is the endeavor to find
and unearth the space that has been transformed by time.
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The space that is unearthed through archeology is the space
of the past that grants us its themes, as well as the present
state of the same place. Its present state is the state that
has been re-formed by time: destruction, ruins. But to have
been destroyed doesn’t change anything. Space protects
itself despite everything. But power is now out of the question.
Space is construed and interpreted with the new meanings
that have been brought by the shift of time. An old theatre,
library or palace is now derelict. It cannot preserve its old
meaning even if it were to be used. It has been abstracted.
The prevailing impression one gains when one visits an
archeological site is now one of melancholy and reverie. The
internal dynamics of the space are all that remains. The
elements that have produced a space, and which are prone
to be analyzed and “reconstructed” as “mathematics”. The
result is obvious: Every instance of architecture bears meaning
within the confines of its own presence. The only space that
can be continuous in time, is the space based on continuous
idea or action. Such are religious spaces and the spaces of
an ideology. With the shift of ideological basis, space loses its
meaning.

The modulations of space are connected with ideological
transformations. Ideologies produce spaces. But there are
also the ideologies produced by spaces. Lefebvre’s definitions
of public and private space can be discussed within this
framework. Lefebvre spoke of worked spaces, lived spaces and
spaces of representation. Yet according to Lefebvre, space is
entirely related to power and modulation is provided through
its transferal from one power to another. But the abstract
space posited by Lefebvre perfectly determines the internal
logic of architecture with societal dimensions as well as the
internal logic of the space that we may call public:

Abstract space works in a highly complex way. It has
something of a dialogue about it, in that it implies a tacit
agreement, a non-aggression pact, a contract, as it were,
of non-violence. It imposes reciprocity and commonality of
use. In the street, each individual is supposed not to attack
those he meets; anyone who transgresses this law is deemed
guilty of a criminal act. A space of this kind presupposes
the existence of a ‘spatial economy’ closely allied, though
not identical, to the verbal economy. This economy valorizes
certain relationships between people in particular places
(shops, cafes, cinemas, etc.), and thus gives rise to connotative

discourses concerning these places; these, in turn, generate
‘consensuses’ or conventions according to which, for example,
such and such a place is supposed to be trouble-free, a quiet
area where people go peacefully to have a good time, and
so forth. As for denotative (i.e. descriptive) discourses in this
context, they have a quasi-legal aspect which also works for
consensus: there is to be no fighting over who should occupy
a particular spot; spaces are to be left free, and wherever
possible allowance is to be made for ‘proxemics’ - for the
maintenance of ‘respectful’ distances. This attitude entails in
its turn logic and a strategy of property in space: ‘places and
things belonging to you do not belong to me’. The fact remains,
however, that communal or shared spaces, the possession or
consumption of which cannot be entirely privatized, continue
to exist. Cafes, squares and monuments are cases in point. The
spatial consensus | have just described in brief constitutes
part of civilization much as do prohibitions against acts
considered vulgar or offensive to children, women, old people
or the public in general. Naturally enough, its response to class
struggle, as to other forms of violence, amounts to a formal
and categorical rejectiont

According to Lefebvre’s definition, architecture is the
most “judicial” of fields. Architecture is the process that
forms and brings into being the secret judicial convention. It
is not a question of loving, liking or rejecting the space that
has been designed by the architect. The question here is of
critical importance. Is architecture the concretization of
certain received conventions or do certain discussions and
conflicts come to an end with the act of architecture? We
may answer this by once again turning to Lefebvre’'s concept
of “contested spaces”. For Lefebvre, every instance of space
is contentious and fraught with tension because these areas
are where various antinomies (class-based, religious, sexual,
linguistic) are juxtaposed. Public conventions and especially
the law redeem these antinomies. Certain conventions take
shape within civilization, traditions and the state. Architecture
is the bracketing of this Hobbesian “state of nature”. For even
though architecture produces its own contradictions with
the designs it implements, it nevertheless enables the law to
regulate the conflicts with its own conditions by opening up a
“field of civilization”.

1Henri Lefebvre, The Production of Space, tr. Donald Nicholson-Smith,
Blackwell, Oxford, p. 56-57.

We should point out that no architectural space fits into
Lefebvre’'s concept of absolute space. An absolute space can
be produced. Designing a religious space is to construct an
absolute space. But Lefebvre indicates that absolute space
is natural space before the abstraction (in a sense, before its
elevation to the state of architecture) of absolute space and
that absolute space strains the distinction between interior-
exterior spaces due to the meaning attributed to itself.
On the contrary, architecture constitutes a certain deliberative
distancing from absolute space. As space gets abstracted, it
becomes alienated from itself. As it brings itself to being by
making use of its internal dynamics, design and construction
elements, it gradually slips out of nature. In this respect;
ideology is made up of the positions that are beyond the
natural. We may elaborate on this proposition thus: absolute
space is ideological space in itself. And abstract spaces
correspond to spaces that have been designed with a view to
producing ideology.

Abstract space is at the same time civic space. Whatever
the purpose of its public use may be, architecture is a civic
act. By projecting the concept of civilization sketched above,
we may say that architecture is the process of transforming
space into civic space. And we should promptly add that
ideological positions do not contradict the civic. On the
contrary, ideology coincides with the civic. The production of
ideology is precisely the production of the civic. Architecture
forms and is formed in relation to this process. Architecture
is itself the transition to the civic. Against Spinoza’s absolute
God and the absolute space that takes shape with it,
architecture posits the civic. This is, to a large extent, the shift
to a Cartesian system. From presumptive receptions of the
absolute, we have now passed into the system of reasoning,
comprehension and analysis. The architecture itself (even
if it endeavors to produce absolute space) is a Cartesian
phenomenon. With its environment, its function, its users and
its interlocutors, architecture is a form of reasoning. It is a
form of rationalization and functioning. It is the concretization
of these realities on the aesthetic plane. Architecture cannot
run counter to nature. It may have the will to wield power over
nature, but architecture is not outside of nature.

Far/o/ther Architecture stands at the confluence of these
definitions.

The architecture of two architects, which are different
from and sometimes at variance with each other, but which
nevertheless meet on common ground, center upon two
structures. Both have been executed abroad. One is the
Turkish Embassy Building in Strasbourg. The other is the Dakar
Congress Center. Hence one of their common attributes: they
have been constructed outside the natural habitus of their
architects. This clearly defines for us the concept of “far/o/ther
architecture”.

The second common attribute is the specific and authentic
vernacular fabric that has been transposed to a different
cultural milieu, through structures, which have been executed
outside the natural habitus. One in Strasbourg, the other in
Dakar, these structures most certainly carry the traces of
the vernacular ethos, preferences and cultural backgrounds
of their architects. Ottoman-Turkish themes, or even other
genealogical features and morphologies that date back even
further, are reflected through structures built in different parts
of the world. But there is another dimension: both structures
are articulated into the naturalness of the habitat in which
they are situated. Tabanlioglu’s building, with its features that
open onto the savannah, and Timertekin's structure with its
preoccupation with transforming its surrounding habitat, both
show that cultural transfer is never unidirectional, that it is
always discursive and interactive.

The interaction in question also enables one to overcome
a very important constraint: the transfer of a work of art
from one culture to another is easy. From a physical aspect,
that transferal is simple enough. But the core element of
interiorizing architectural heritage is the changing of location.
An architectural work can only be seen at the place/space to
which it belongs. Notwithstanding the fact that globalization,
as a practice, has opened up the means for architects to
work and make presentations across different countries
and cultures, the constraint in question is still valid. With
their buildings, Tabanlioglu and Tdmertekin do away with
this constraint by carrying over and /ntegrating culture into
another culture, thereby introducing a compelling synthesis.
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The synthesis in question is the presentation of non-
Western architectural practices. As we know, the architectural
endeavor in Turkey was fraught with discussions regarding
“localness” ever since the Ottoman 19t century up until the
1950s. The periodization of civil architecture, the influx of
foreign architects who designed buildings in Turkey, and the
predomination of Western architectural movements in Turkey
were important factors. We should own that architectural
education is also to a large extent the education of Western
norms, movements and schools. Yet, no matter how integrated
with the West it may be, non-Western practices of modernity
are one of the main staples of Turkey. In fact, the art and
design produced in Turkey bear this as a mark of its rich
heritage. While planning their buildings in these different
countries, both architects have consciously and unconsciously
integrated this heritage into their designs.

The third context of the exhibition is the architects’
processes of production and design. At this stage, the
question regarding the separating line between architectural
design and artistic design, and the point at which these
two strains converge arises. In answering this question, one
should also elaborate upon the personal creative process of
architectural design.

To a very large extent, contemporary art is the actions that
involve the use of space. In the period following Duchamp,
the old artistic approach that amounted to an art form taken
to the extreme gave way to notions that even the act of
thought could become art. Installations, interventions in space,
memory, recognition, difference, identity, and the politics of
belonging were the main fields of expression for contemporary
art. All of these are related to space, the politics and strategies
of space. If we are to express it in a Wittgensteinian manner,
this relationship is possibly based on improbable or probable
resemblances. In the last analysis, space substantiates art
ontologically as well. The installations and interventions of
contemporary art are squarely directed towards spaces. And
other processes are in contact with space as the existential
reality of the work. In short, one must see post-Duchamp art
as something belonging to space as much as it belongs to the
intellect.

Space is plastic. It has this attribute by definition. To
plasticize space is to transform it. Every space is open to

transformation. The question lies in the content, scope and
essence of the intervention that is to be exercised over it.
The fact that this transformation is deliberative necessarily
pushes to the fore the experiences of architecture and art. In
accordance with its existence and function, the endeavors of
contemporary art regarding space and the successive concepts
that space entails, dissociates itself from the distinctive
large-scale endeavors of architecture. In this sense, the
queries of contemporary art on space proceed at the level of
micro-politics. It entails the questioning of a given space. Yet
architecture pursues macro-politics. The act of constructing
a space must fall into the category of grand interventions.
To reiterate a concept used above, architecture is, after a
certain point, hegemonic. There are of course more democratic
policies of architecture. These policies, which embrace the
effectiveness of the participatory, the anti-hierarchical, the
civic and the interrogative, are closed to macro meanings based
on hegemony. But we should also add that this approach and
disposition elevates architecture to a more artistic plane and
constitutes its functions at the micro level.

The architecture of Tabanlioglu and Tumertekin lie
at these junction points. Undoubtedly, both architects
highlight the plasticity of space and base their architectural
architectonics on this approach. This is an architectural feat.
The transformation of space as a plastic element is the
starting point of the artistic trajectory of both architects. In
other words, both Tabanlioglu and Timertekin problematize
space and assemble its internal modulations so as to prepare
the strongest function possible. This is how they can let space
produce a meta-narrative, how they can offer the specific
reality of space in relation to architecture, and sometimes
independent of architecture. The fact that Tabanlioglu
implements —when the occasion arises— larger masses in a
more maximalist vein, while TiUmertekin occasionally employs
more stripped-down, subdued and introspective spatial
solutions, does not hinder the two architects from questioning
the aesthetics of space from a plastic point of view. On the
contrary, this exhibition is a strong testament to the fact that,
in the last analysis, different architects center upon the same
problem, even though they sometimes approach it with their
own modes of expression and performance.

This is also borne out by this observation: with respect
to their location and function, a building constructed on the

edge of the desert and the sea, and a building constructed
inside a city, on the waterside, are completely different. Yet
the common ground, on which these different instances of
architecture are based, is enough to overcome this difference.
For spaces design their reality as a meta-narrative. Therefore,
both architectures are equally transcendent and terrestrial
to the extreme. Terrestriality derives from the intrinsic
value of buildings and the function that secures that value.
Transcendentality is the aforementioned meta-narrative: To
plasticize and transform the specific reality of terrain while
forming its own aesthetic. A more advanced definition of
artistic expression is not possible.

The last point to be made is this. The contemporary
architecture contains open references to monumentality.
There is no point in reconstructing the ziggurats and pyramids
today. Yet, although the language of the Parthenon has been
dissembled as much as possible, it still makes itself felt in the
advanced architecture of today. Humility is one of the main
traits of modern architecture that we need to question the
most. The minimalist forays of modernism that began with
Le Corbusier and continued with Mies van der Rohe, skim
the surface of contemporary architecture only as a distant
shadow. There is a critical point to be made here. With its
simplicity, minimalism always contains mystical references.
Nonexistence and emptiness are one with nothingness, and
nothingness is one with the universal tragedy of existence. Yet
with its grandiose, quasi-kitsch and eclectic approach, post-
modernism turns its back on these quests for meta-meaning
based upon nothingness. The most lavish state of everything,
which also includes pastiche, makes up the meta-language of
contemporary architecture.

Nothingness, silence, and nonexistence, of course, refer to
a mystical universe. At this point, the most important merit of
an architectural structure is the personality, individuality, and
selfhood of the architect and the creative process where she
is left to her own devices. The structure itself does not betray
any of these traits. The structure hides its architect. And it
does this with an intriguing twist: in minimal structures, their
architects speak more often. Yet maximalist structures tend
to hide their architects and blank them out. Yet this exhibition
also brings to our attention the particularity of the creative
processes of the two architects. A parameter that is specially
brought to the fore by the exhibition is the mysterious

reality and tortuous processes of creation. It reminds us that
architecture without architects is impossible.

The result is the poetic structure of space. Bachelard taught
us of the poetics of space. But the poetic fabric of a space
is something different. Poetry has a Godlike aspect because
poetry is written and constructed through ordinary and basic
words that also make up our daily lives. Poetry is architecture.
But not all architecture has a poetic dimension. The poetics
of space can only be understood through its anatomy. And
the poetry of space can only begin at the point where grand
narratives come to an end. Poetry is not extraneous to reality.
Just as architecture is not extraneous to reality. On the
contrary, the most real/ist of the arts is architecture. There is
no architecture solely produced for its own sake. Maybe we
could speak a space that has been abstracted in that vein.
But architecture is always realistic because it is integrated
with function. Poetry, which is both realistic and transcendent,
defines a different kind of challenge.

This is precisely what architecture is, and Far/o/ther
Architecture offers us two structures that have taken shape at
this junction, against the backdrop of the grand adventure of
their architects.

Hasan Bllent Kahraman
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SOYLESI _
TABANLIOGLU MIMARLIK
ve HAN TUMERTEKIN

Birbirinden farkl baglamlarda, yurt disinda insa edilen bu
iki proje, yerel doku ile sizin kisisel deneyiminiz arasinda
kurulmus ilginc bir yorum getiriyor. Bunu nasil elde ettiniz ve
bu deneyimden neler 6grendiniz?

Murat Tabanlioglu:

Afrika'da sirasiyla Trablus’ta (Libya), Sipopo'da (Ekvator Ginesi)
ve Senegal’in baskenti Dakarda 2010, 2011 ve 2014 yillarinda
insa edilen (¢ kongre merkezi; 6zgln yapilar kendilerine ait
jestler kazanirlar ve _ cagdas mimarlik diliyle _ fiziksel ve
toplumsal olarak bulundugu cevrenin dogal bir unsuru haline
gelirler.

Bir “yer”in mevcut dokusu ve mimarisi her zaman; iklim,
topografya, rizgdr, gines, yasama bicimleri ve toplumsal
ihtiyaclar gibi hususlarin getirdigi zorluklara karsi bizim
icin kilavuz gérevi gérurler. Yuksek teknolojiden yararlanan
gunumuz dunyasinin olanaklarindan faydalanirken, bilgeligi
de yabana atmamaliyiz; benimsedigimiz bu mimari yaklasima
“akilli yerel” diyoruz, bu sekilde yerel degerlere uyum sagliyor,
doga dostu ve cevreye saygili oluyoruz.

Bize en ilham veren faktér, muazzam genislikte gévdeleri
ve cok uzun bir émre sahip olan Senegal’e 6zgl Baobab
agaclariydi. Tarih boyunca, krallar agaclarin altinda tac giymis,
elciler krallarin huzuruna yapraklarin gélgesi altinda ¢cikmis,
dallar ve agacglar kent meydanlarinin nisanesi olmustur. Kurak
topraklarda yasayan insanlarin gézlinde ada¢ ve suyun
énemi buyuktir. Yapida kullanilan renk ve malzemeler Senegal
geleneklerinden feyiz alirken yuritilen mimari program
yerel dederlerde kéklt bir éneme sahip dodal unsurlardan
yararlanir. Acitk umumi alanlarda serinlik hissi yaratan su, bir
diger birlestirici 6ge; ayrica, az katl bina, onu cevreleyen gélet
sayesinde daha buylk hacim ve dramatik bir ifade kazaniyor,
ozellikle de geceleri. Ayrica suyun serinletici etkisinin yani sirq,
dogal bir peyzaj yaratmak icin gélete bitki tohumlari konuldu.
Ayni sekilde, iklimsel kosullar géz éniinde bulunduruldugunda,
genis ahsap kafes ¢ati sanki Baobab agaglarindan olusan bir

sacak gibi uzanir, farkli sayvanlari érter ve metaforik olarak
farkl kimlikleri ayni cati altinda bir araya getirir.

Her projede oldugu gibi, bir ise koyulmadan énce o “yer”i ve
insanlarini tanimaya calismalisiniz. Bu proje, hatirlanan dogal
ve geleneksel dederlerin modern mimari dlcltlere gére yeniden
olusturulmasidir.

Han Tiimertekin:

Nerede olursak olalim, tasarladigimiz binalari bulunduklari
bsélgenin baglamina siki sikiya yerlestirmeye calisiriz. Bize
gore “yurt disi” diye bir yer yoktur. Verili alani cevreleyen
ortami gézlemler ve baglamin ézelliklerini kesfederiz. ister
bir malzeme, ister bir perspektif, isterse topografyanin
kendisi olsun, daima calisacagimiz alandaki mevcut kosullari
iyilestirmenin yollarini arariz. Strazburg'da asmamiz gereken
zorluk; semti oldugu gibi tutmak, yakinlarinda bir bayutkelgilik
insa edildikten sonra, komsularinin gindelik islerini cok fazla
sekteye ugratmamakti. Bina kompleksi glivenlik duvarlariyla
korunmaliydi, binalari biraz yukarida konumlayarak ve onlari
celik citlerle cevreleyerek, korunan alan ile halka acik alan
arasinda belli bir saydamlik elde etmeyi basardik. Binanin sehre
bakan cephelerini, Strazburg'da siklikla kullanilan “Grés des
Vosges” taslariyla kapladik. Bu kizil tasla giydirilmis cepheler,
bugiine kadar bu taslarin uygulandig: cephelerden cok daha
baylkler. Ganumuz teknolojisi sayesinde yapilan uygulama,
son derece eski ve geleneksel bir yapi malzemesi olan Grés des
Vosgesa cagdas bir yorum getirir. Ana girise bakan protokol
girisinin cepheleri saydamdir. Camdan cephenin arkasinda,
turkuaz renkli iznik ¢inileriyle kaplanmis dolasim ve hizmet
kuleleri bulunmaktadir. Tek tek elle Uretilmis ciniler binaya bir
Turk dokunusu ve yluzeylere zanaatkdrane bir boyut ekler.

icinden gectigimiz tarihsel dnemin en biiyiik meselelerinden
biri de yeni bir ortaklasalik kurma projesi. Cagdas bir
yapinin temel 6zellikleri nelerdir? Toplumsal ve kiiltiirel
donilisimlerden gectigimiz bu dénemi nasil karsilamalidir?

Murat Tabanlioglu:

20'nci ylzyiln izole bireylerini yeniden bir araya getirmek icin
kamusal alanlar olusturmak énemlidir. Bina bir “stus” degildir
ve mimarlik bir yasam bicimi sunabilir. Temel referanslar;
saydamlik, 1sigin niteligi, kolay uygulanabilirlik ve saglkli
malzemeler, mevcut uygulamalara sadakat, dinyada gecerli
olan yéntemlere ve teknolojiye uyum saglamanin yani sira yerel
kultarddar.

Kongre merkezinde, mimarinin sanatsal ve gérsel degerleri en
cagdas mimari niteliklere gésterilen dikkati yansitir, Kongre
Merkezinin yarattigi o dolaysiz fiziksel ve duygusal izlenim
ise, icinde bulundugu cevreyi dénitsturtrken ayni zamanda bir
simge haline gelir. Bina, bélgede yeni bir imar projesi 6ngdren
ndzim imar planinin cikis noktasidir. Mekdn, hermetik kutunun
sinirlarini asar ve glinimuz toplumsal iletisiminin kullandig dile
dénusdr.

Tabanhoglu Mimarlk gibi tim Akdenizli mimarlar i¢in, glinesin
daimi hareketinin yarattigi degdisken i1sik ve gélge efektleri,
mimarh§in olmazsa olmaz unsurlaridir. ister filtrelerle ister
1zgaralarla yapilsin, ister yatay ister dikey veya kusatici bir
sekilde uygulansin, kafes sistemleri kuvvetli isinlari perdeler
ve varligiyla Afrika savanasina hayat verir. Olusturulan bu t¢
boyutlu kabuk, mekédnsal duyumlar yaratmak icin glicla bir
arac haline gelir.

Bir dizi katman ve mekdn disaridan iceriye ve iceriden disariya
gecisi saglar ve kompozisyon dis dinya ile buylk toplanti
salonu arasinda egimler veya kademeli basamaklar olusturmak
Uzerine kuruludur. Ve tam da olmasi gerektigi gibi, uluslararasi
diplomatik toplantilara ev sahipligi yapmasinin yani sira
binanin kapisi herkese aciktir. Ana islevin gerceklestigi mekdn
merkezi olarak kurgulanmis, restoran, mize-sanat galerisi ve
acik hava fuar alani gibi kamusal ve yari-kamusal alanlarla
cevrelenmistir.

Kongre merkezi, Kasim 2014'te 7 devlet baskaninin bir araya
geldigi 15. Frankofon Toplantisi ile acildi. Liderlerin tek bir
cati altinda bir araya gelip mizakerelerde bulundugu Merkez,
ylksek temsilin bir unsurudur. Tipki o gliclii ve kadim Baobab
agaci gibi, Senegal’in “Tek Ulus, Tek Ulka, Tek fncrng:” siarina
benzer bir bicimde, barisi tesis etmek adina delegeleri catisi
altinda bulusturup Afrika birligine dogru bir adim atan bu
binayi herkes ziyaret edebilir, birlestirici catisi altinda bulunan
bufesinden, piknik alanindan ve pazar yerinden yararlanabilir.
Bu kongre merkezi halen Dakar’lilar icin bir kamusal meké&n
olmaya devam etmektedir.

Han Tiimertekin:

“Cagdas” buldugumuz glncel bir yapi, ulasilabilir ve erisilebilir
bir yapidir. Anitsal ézellikleri nedeniyle, Turkiye Cumhuriyeti'ni
temsil eden Strazburg Buylkelcilik Binalari, korunakli ve
ice dénlk bir komplekstir. Binalar devasa Grés des Vosges
taslari ve Turkuaz iznik Cinileriyle kapli ve celik citlerle cevrili
olmalarina ragmen dostane, anlasilir ve cana yakin bir his
uyandirirlar. Binalar tamamlandiktan sonra balikcilarin tekrar

kanalda balik tutmaya baslamalarini basarabildik.

Mimarhiga dair kisisel yorumunuzu alabilir miyiz? Bugiin
mimarhgin siirekli degisen metropol ortamindaki insanlar icin
bir degeri oldugunu diisiiniiyor musunuz?

Murat Tabanhoglu:

Mesele sadece bir bina insa etmek degil, baska insanlarin
hayatlarina dahil olmak ve bunun icin, farkli insanlarla iliski
kurmal, hayatin farkli patikalarinda yirdmelisiniz.

Toplumsal kosullar her zaman mimarinin niteligi ve mekd&nsal
gelisimi konusunda belirleyici bir rol oynamistir. 21. ylizyilda
ulusal sinirlar, 6zellikle de ekonomi acisindan ayirt edilemez
hale gelmistir. Onemli olan acik, dengeli, saygili, adil ve
demokratik olmaktir.

Sanirim bircok Ulkede yasanan finansal krize kadar, yaklasik
son yirmi senedir oldudu gibi insaat projeleri icin hic bu kadar
biyik bir sermaye ayrilmamisti. isin iyi tarafi, bu kentsel
yatirimlar sayesinde, yapilan yaratici katki yayginlasti ve
kuresel duzene entegre oldu. Fakat bu yeni gelismeler daha
genis topluluklara hizmet ederek, halkin kapsamli bir sekilde
kullandigi sardarilebilir yapi bicimlerini desteklemeli, dogal
kaynaklarin korunmasina éncelik vermeli, hem kentsel
dokuya, hem ekonomiye, hem de insanlarin yasamlarinin
iyilestirilmesine deger katmalidir.

Han Tiimertekin:

Projelerimizi tasarlarken insan davranislarini ve hareketlerini
yeniden tanimlamaya calisiyor, her bir oda ve her bir amacg icin
yeniden etraflica digsinlyoruz. Tasarladigimiz isleve ve mekdna
son derece 6zel bir yaklasim gelistirmeye calisiyoruz. Bu
sebeple insanlarin yapili cevre icerisindeki yasamlarini, ginlik
aliskanliklarini ve algilarini degistirdigimize inaniyoruz.

Akbank Sanat’taki sergi deneyiminiz nasildi?

Murat Tabanlioglu:

Han Tumertekin ve Tabanlioglu, birbirlerine sirtlarini dénen
degil, sirt sirta vermis iki mimar olarak, bu sergide fikirlerimizi
bir araya getirdik. Kendi mimari yaklasimimda da oldugu gibi,
bu sergiyle cevredeki insanlara ulasmak énemliydi. Akbank
Sanat genellikle eserlerini sergileyen sanatcilar icin acik
bir platformdur, fakat bu kez ziyaretciler farkli bir durumla
karsilasti, belki de bu sergi mimarlik Gzerine dizenlenen ilk
sergiydi. Bu firsat degerlendirilip, sanat ile mimarlik arasindaki

63



64

iliski daha da kapsamli bir sekilde sorgulanip tartisilabilir.

Melkan Giirsel:

Bu sergi mimarlik ile sanat arasinda bir arayltz oldu. Sergi
kurulumunun gerektirdigi uygulamali etkinlikte mimarlar hem
mimar, hem de sergi tasarimcisi olarak calistilar. Sonuc oldukca
memnuniyet verici oldu: 2014 Venedik Bienalinde de sdylendigi
gibi, sergi “mimarlikla ilgili, mimarlarla degil”. Gérinlse gére
daha genis bir kitleye ulastik, sergilenen maketlerin yaninda
kendi yapilarint “insa eden” neseli cocuklar da buna dahil.

Han Tiimertekin:

Serginin olusum sirecinde neredeyse tim projelerimizin
Uzerinden gecme firsati bulduk ve bu kendi distncelerimizin
gelisimini gérmemizi sagladi. Sergiyi tasarlama asamasinda,
ziyaretcilerimizle nasil iletisim kuracagimiz Uzerinde cok
duslindlk. Tasarim slreclerimizi anlamak isteyen égrenciler
ve mimarlik meraklilari icin olabildigince seffaf ve acik olmaya
calistik. Tabanlioglu ile iletisimimiz ve baglantimiz en basindan
itibaren harikayd.. Yaklasik tim kararlar ayni dili konusabilmek
adina birlikte alindi. Cok iyi vakit gecirdik!

DIALOGUE
TABANLIOGLU ARCHITECTS
and HAN TUMERTEKIN

The two projects, both built abroad in two different contexts,
represents an interesting mix of interpretation of the
local environment and your personal experience. How did
you manage them and what have you learned from this
experience?

Murat Tabanlioglu:

Three congress centers built in Africa, in 2010, 2011 and 2014,
respectively, in Tripoli (Libya), in Sipopo (Equatorial Guinea)
and in Dakar, capital of Senegal; genuine constructions
gain gestures of their own, and become a natural entity of
its environment physically and socially, in the language of
contemporary architecture.

Existing texture and architecture of a “place” always sets
a guideline for us as a sample solution to the challenges
of climate, topography, wind, sun, living patterns, social
requirements etc. Using the capacities of our hi-tech world, we
should at the same time not ignore the wisdom; we call this
architectural attitude of ours “smart-local”, that’s how we stay
tuned with local values, nature-friendly and respectful to the
environment.

The most inspirational factor has been the extraordinary,
characteristic Baobab trees of Senegal that are distinctive
with their enormous girth; their second distinctive feature
is great longevity. In history, kings were crowned beneath a
tree, parley with envoys beneath the shadowy leaves and
branches and trees mark the central public squares of polities.
Tree and water are the key references for the people living in
a dry land. The colors and the material of the structure hark
back to Senegalese traditions while the architectural program
incorporates natural elements with deep rooted significance
for the local values. Water is the other unifying feature,
offering a cooling sense by the communal open air spaces;
also, low-rise building gains extra volume by its reflection on
the surrounding pond, gains a dramatic expression, especially
at night. Beside its cooling effect, the pond is seeded to

generate volunteer plants to lead the natural landscaping.
Likewise, considering climatic aspects, the broad timber-mesh
roof spreads out like a canopy of baobab, sheltering different
pavilions and metaphorically brings different identities under
one roof.

Like every project, you have to start learning the “place” and
its people before every task. The project is reminiscence of
both natural and traditional values, regenerated by modern
architectural standards.

Han Tiimertekin:

No matter where we are, we try to anchor any of our buildings
to their specific sites. For us there is no “abroad”. We observe
the environment around the site given and we discover
particularities of the context. What we always try to achieve is
to find ways to improve any condition existing on site, it could
a material, a perspective or topography. In Strasbourg, the
challenge we took to work on was keeping the neighbourhood
as it is, without intervening dramatically in daily routines of
our neighbours as expected after an embassy is built nearby.
The complex had to be protected by security walls, by lifting
up the buildings and surrounding them with steel fences we
managed to create a degree of transparency between the
protected area and the public. Building facades looking at
the city are covered with “Gres des Vosges” stones, which are
extensively used in Strasbourg. Facades cladded with this
red stone is much bigger than the ones used until today. This
production made possible thanks to the current technologies,
adds a contemporary interpretation to Grés des Vosges, which
is a very old and traditional building material. The protocol
entry facades looking at the main entrance are transparent.
Behind the glass facade, there are circulation and service
towers covered with turquoise Iznik tiles. Tiles produced by
hand piece by piece, constitutes the Turkish touch, adding an
artisanal dimension to the surfaces.

A new project for a community is one of the most important
challenges of this historical period. Which are the
fundamental characters of a contemporary monument? How
it must face this period of social and cultural mutations?

Murat Tabanlioglu:

It is important to create public spaces to re-unite the 20th
century’s isolated private individual. A building is not an
“ornament”, architecture may offer a life-style. Transparency,
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quality of light, easy-to-apply and healthy material, loyalty
to existing patterns, local culture as well as adapting global
methods and technology are the basic references.

In the congress center, the artistic and visual value of the
architecture reflects the attention in the most contemporary
character whilst direct physical and emotional impression
produced by the presence of the Congress Center _
initiator of the master plan_ is considered as an attribute
to the environment while at the same time transforming
it. The building is the seed of the master plan envisaging
a new development in the area. The space goes beyond the
limits hermetic box and becomes the language of social
communication of our time.

For Mediterranean architects like Tabanlioglu Architects,
the changing effects of light and shade produced by
the permanent solar movement are an essential part of
architecture. Whether with filters or grids, in horizontal, vertical
or enveloping development, the mesh systems used to screen
the strong beams and to give life to the African savannah with
a presence. Three-dimensional skin becomes a powerful tool to
create spatial sensations.

A series of layers and spaces establish the transit from
outside to inside and inside to outside and the composition
is based on creating gradients or gradual steps between the
world outside and the large meeting-hall. And as it should be,
the building is open to the use of citizens as well as hosting
international diplomatic organizations. The space for the key
function is configured as a central space, and surrounded
by public and semi-public function areas such as public
restaurant, museum-art gallery and the open-air fair zone.
The congress center first opened on November 2014, for the
15th Francophone Assembly where 77 world presidents met.
Open to negotiations where leaders meet up under one roof,
Center is an element of high representation. Like the powerful
ancient Baobab tree —it welcomes delegates of nations under
its roof for peace, as a step forward for an African union,
like the motto of Senegal “One People, One Goal, One Faith’,
besides, citizens visit the museum or enjoy the canteen or
picnic area and market place under its holistic roof. The center
continues to be a public venue for the people of Dakar.

Han Tldmertekin:

A contemporary monument which we find “contemporary” is
a monument which is approachable and accessible. Since by
its monumental nature, Strasbourg Mission Buildings which

are a representation of Turkish Republic is a protected and
introverted complex. Even though the buildings are covered
with massive Grés des Vosges stones and Turquoise Iznik Tiles
and surrounded with steel fences the feeling it generates is
friendly, understandable and approachable. We managed to
keep the fishermen by the canal to start fishing again after the
completion of the buildings.

Can you give us your personal interpretation of architecture?
Do you think that architecture today has still a value for
people in a changing metropolitan environment?

Murat Tabanlioglu:

It is not only building a construction but it is being in the lives
of others, for that, you need to build relations with diverse
people and walk through different paths of life.

Social conditions have always been a decisive factor for the
quality of architecture and spatial development. In the 21st
century, national boundaries have become indistinct especially
in terms of economy. What is important is to be open, even,
respectful, just and democratic.

| guess there has never been so much capital available for
building projects like the last two decades, up until the
financial crisis in many countries. The good thing is that the
creative contribution spread and integrate in the global order,
due to these urban investments. Yet, these new developments
should be serving wider communities and promoting
sustainable building forms extensively used by public and help
saving the natural resources and adding value to urban texture
as well as the economy and betterment of people’s lives.

Han Tiimertekin:

Designing each project we try to redefine human behaviours
and movements, rethinking for each room for each cause.
Trying to be very specific, hyper specific to the function and
the site we are designing. Therefore, we believe that we do
change people’s daily lives, routines and perceptions in the
built environment.

What have you experienced from the exhibition at Akbank
Sanat?

Murat Tabanlioglu:
Han Tumertekin and Tabanlioglu, as two architects who gave
back to each other, not against each other, we have joined

our ideas in this exhibition. As in my architectural approach,
for the exhibition, it is important to reach the people of the
specific environment. Akbank Sanat is usually is an open
platform for artists showcasing their work, but this time the
visitors realized that it is different, maybe the first exhibition
on architecture. Taking the opportunity, the relation between
art and architecture may be questioned and discussed further.

Melkan Giirsel:

Exhibition has been an interface between architecture and
arts. In the associated hands-on activity, architects act as
both architects and exhibition designers. The result is pleasing,
as noted in 2014 Venice Biennale, it's “about architecture,
not architects”. Apparently, we reached a wider population,
including joyful children “building” their structures by the
exhibited models.

Han Tiimertekin:

Exhibition’s production process allowed us to go through nearly
all of our projects and helped us understand the development
of our thoughts. While designing the exhibition, we cared a lot
on how we communicate with our visitors. We tried to be very
transparent and open for students and architecture enthusiasts
to comprehend our design process. Our communication and
connection with Tabanlioglu_ was great from the beginning.
Nearly all of the decisions were made together to speak the
same language with each other. We had a lot of fun!
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Bir mimarlik sergisinin sergilenmesi genellikle zorluklar icerir:
halktan ziyaretciler cizimler ve maketlere asina degildir,
projenin teknik sdylemi dogal bir mesafe olusmasina sebep
olur ve insa edilmis bir mekanin sahip oldudu karmasikhigi
ve fiziksel yogunlugu bir simUlasyon araciligiyla yeniden
Uretebilmek neredeyse imkansizdir.

iki farkli muellif tarafindan gerceklestirilmis iki farkl bina
Uzerine bir sergi yapmak idare edilmesi olduk¢a glc bir
girisimdir, ama bu ayni zamanda kdratorler ve ilgili kurum icin
de Ustesinden gelinmesi gereken, zorlayici ve dederli bir ugras
halini alir.

Bu saydigimiz etkenler sebebiyle yakin zamanda Akbank
Sanat’ta dizenlenen Murat Tabanlioglu ve Han Timertekin'in
yakin tarihli iki eserine odaklanan sergi, cagdas Turk kaltard
alaninda kalkisiimis ciddi bir girisimi temsil etmekte, ulusal
yaratici faaliyetler alaninin iki temel aktérinin alternatif
karakterleri Gzerinde distinmek ve sergi ziyaretcileriyle mekan
kavrami etrafinda yenilikei bir iliski alani olusturma firsati
sunmak gibi bir misyon Ustlenmektedir.

Mevcut ortam genellikle bir serginin kavramsal cercevesi
Uzerine calisirken énemli bir kaynak niteligindedir ve bu sergi
6zelinde de, daha 6nce gerceklestirilen Tasarim Bienali'nden
geriye kalan basarili bir tasarima sahip metal raflari yeni
sergide farkh sekillerde yeniden kullanabilme imkanina sahip
oldugumuz icin, bu durum gercekten zorlayici ve cazip bir hal
aldu.

Uygarlik ve saygt iceren bir eylem olan geri dénlsim, giderek
azalan kaynaklara yonelik bir farkindalik bicimi olarak
distndlmelidir. Mimarhidin dogal kaynaklar ve malzemelerin
tUketilmesinden sorumlu oldugunu distnerek, mimari Grtnler
Uzerine yogunlasan bu serginin baslangic noktasi olarak geri
doénisimin gerekliligine odaklandik. Mevecut mekan (galerinin
istanbul'un en kalabalik caddelerinden birine bakan iki kati) ve
mevcut ortam, icinde daha 6zgir bir sekilde calisabilecegdimiz
bir cerceve tanimlama konusundaki secimlerimizi belirledi.
Galeri mekanlarini tam ortadan ikiye bélen iki basit paralel
cizgi tasarladik ve bunlar iki projenin gésterilebilecegi birbiriyle
ayni iki paralel alan tariflemeyi olanakli kildi. Elimizdeki
mevcut raflarin niteligi, bu modullerin bircok farkli sekilde
degerlendirilerek projelerin farkli niteliklerinin ve 6zgin
ozelliklerinin sunulabilmesine olanak verdi ve her iki ekibe de
kendi sectikleri malzemeleri kullanabilme 6zglrltiga sagladi.

Her iki mekanda da arka duvari “hareket halindeki gérdntdlerin”
sergilenmesine ayirdik; buralarda gosterilen birbirine paralel
isleyen iki kisa film mevcut baglami (zemin kat) ve nihai
sonucu (birinci kat) tarif etmekteydi.

Bizim kurgumuz uyarinca, sergi, ideal kosullarda, Han
Timertekin ve Murat Tabanlioglu’'nun son yillarda
gerceklestirdigi diger yapilarin maketlerini iceren bir seckiden
olusan “mimarlik manzaralan” ile sonlaniyordu ve bu maketler
de pencerelerin disindaki kentle bir tir gorsel diyalog
kurmaktaydi.

Tumertekin’in Strazburg'daki Tlrkiye Cumhuriyeti Misyon
Binalari ve Tabanlioglu Mimarlik'in Dakar Kongre Merkezi
projelerinin birbirine paralel anlatilan hikayeleri, cagdas
Turk ve Avrupa mimarisinin birbirinden farkl ve tamamlayici
iki karakterini acik bir sekilde binyesinde barindirmakta:
tasarim slrecinin meslege adanmis bir zanaatkarlik bicimi
ve bir tir mesleki profesyonellik olarak bicimlenisi. Bu iki
unsur birbirini dislamamakta (her zanaatkar bir profesyonel
meslek erbabidir ve bunun aksi de dogru olabilir), ancak
projenin dogasina, tasarim slrecine ve Uretime, nihai ¢iktiya,
gerceklikle ve kullanicilarla kurulan iliskiye dair iki farkl
yaklasimi icermektedir. Her iki durumda da bu yaklasimlar,
faydalanilan diller, projenin temsil edilisi ve anlatilma bicimi,
dahil edilen gondermeler ve insa edilen eserin nihai dlcegi
konulari Gzerinden bu iki muellifin kisiliklerini ve kisisel tercihler
baglamindaki takintilarini temsil etmektedir.

Cagdas Turk mimarlarinin en ilgi cekicileri arasinda yer alan
bu iki kisi tarafindan yurtdisinda, kendi “dogal” baglamlarindan
uzakta tasarlanan bu projelerin her ikisi de mevcut yere yonelik
bir farkindalik ile bir dizi belirli tercih Gzerinden belli bir hafiza
ve kualtirle kurulan baglantilari yansitan “Turklik” niteligi
arasindaki karmasik iliskiyi ustalikla ortaya koymaktadir. Bu
essiz diyalogu yeni ve cagdas bir mekana dénustlrebilmek
Uzere, her iki mimar da mevcut ortami “dinleme” girisimlerini
duyarl bir ilgiyle sGrdirmustir. Bu arada, her iki eser de
hikayeleri ve yaraticilarin édnceki deneyimleri Gzerinden
gecmise yonelik belli bir borcun varligini teslim etmektedir.
Her yeni proje gecmisteki eserlerin anisini ve gelecede yonelik
bir sezgiyi barindirmaktadir; her yeni projeyle, icine mimarin,
doénuUsturilen yerlerin ve gelecegdin toplumlarinin dahil oldugu
daha kapsamli ve karmasik hikayeye yeni bir bolim eklenir.

Akbank Sanat’in mekanlarinda, mimariyi deneyimlemenin
tek yolunun onu yasamaktan gectiginin bilincinde olarak,
ziyaretcilere bu incelikli karmasikhgi ve zenginligi algilayabilme
imkani sunmak Uzere calistik.

Luca Molinari

An architecture exhibition is often difficult to display:
common visitors are not familiar with drawings and models,
the technical discourse on the project generates a natural
distance, and it's almost impossible to duplicate the
complexity and physical density of a built space through a
simulation.

An exhibition on two different buildings by two different
authors makes things quite impossible to manage but, at
the same time, became a challenge for the curators and the
institution involved.

For these reasons the show recently produced at Akbank
Sanat on the two recent works by Murat Tabanlioglu and Han
TUumertekin represents within the scene of the contemporary
Turkish culture a serious attempt to reflect, on one side, on
the alternative characters of two main actors of the national
creative scene and, on the other, become a chance to generate
an innovative space of relationship with the visitors on the
notion of space.

The existing environment is often an important source to
reflect on the concept of the show and, in this particular
situation, it was a real challenge since we had the possibility
to re-use the pre-existing setting from the Design Biennial
which was organized around well designed, metal shelves able
to be displayed differently in the new exhibition.

Recycling as act of civilization and respect should be
considered as a form of awareness towards sources which are
more and more declining. Since architecture is responsible of
the waste of natural sources and materials we reflected on
the necessity to recycle as starting point of an exhibition on
architectural products. The existing space (two floors of the
gallery facing one of the most crowded streets of Istanbul) and
the existing setting predicted our choices defining a useful
frame where we could have been working with great freedom.
We designed two, simple, parallel lines cutting perfectly the
gallery’s rooms able to define two, parallel, identical place of
performance of the two projects. The quality of the existing
shelves allowed us to multiply the use of the modules to show
the different qualities and specificities of the projects giving
to the two teams to make a free selection of the materials.

In both spaces we kept the final wall as the place for the
“images in movement”, where two, parallel short-films

described the existing context (ground floor) and the final
result (first floor).

The exhibition ideally ended with a “landscape of
architectures”, a selected collection of models of other
buildings realized by Han Tumertekin and Murat Tabanhoglu in
the last years generating a kind of visual dialogue with the
city outside of the windows.

The parallel tales of the Turkish Consulate in Strasbourg by
TUmertekin and the Congress Centre in Dakar by Tabanlioglu
architects embodied clearly two different and complementary
characters of Turkish and European contemporary architecture:
design process as a form of dedicated craftmanship and as
a dedicate form of professionalism. The two elements are not
antagonist (each craftsman is a professional and the opposite)
but reflect a different attitude towards the nature of the
project, its design process and production, the final out-put
and the relationship with reality and the users. In both cases
they also represent the personality and personal obsessions
of the two authors defining a specific relationship with the
languages used, the way project is represented and narrated,
the references applied and the final scale of the built work.

Both the projects, designed abroad by the two most
interesting Turkish contemporary architects, far from their
“natural” contexts, embodies very well the complex relationship
between the attention for the existing place and the
“turkishness” of some, specific, choices which reflect the link
with a given memory and culture.

Both the architects applied a sensitive attention trying to
“listen” the existing environment to transform this unique
dialogue into a new, contemporary space. In the meantime
both the works express their debt with the stories and the
previous experiences of the creators. Each new project keeps
the memory of the older works and the intuition of the future
adding, every time, a new chapter of a wider and complex story
which involve the architect, the changed places and the future
communities.

We worked in the spaces of Akbank Sanat to give the
possibility to the visitors to perceive this subtle complexity and
richness knowing that the only way to experience architecture
is to live it.

Luca Molinari
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