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Liana Kuyumcuyan

Son yillarda popiilizm ve kimlik politikalar: daha baskin hale gelerek Tiirkiye’nin
toplumsal bilesimini ve kentsel dokusunu degistirdi. Dolayisiyla kamusal alanin
yoklugu daha da belirgin hale gelmeye bagladi. Meydanlar, bulvarlar, anitlar ve
kamu binalarinin kamusal alan ihtiyacina hizmette 6nemli rolleri vardir. Ancak
ne yazik ki gesitli yetkililerin ve kentsel yenileme projelerinin gézetimi artirdigi,
dolayisiyla da meydanlara ulagmanin zorlastigi rahatlikla gézlemlenebiliyor.

Sadece Tirkiye’de degil, diitnyanin her yerinde kisitlamalar ve artan polis mii-
dahaleleri, sesini duyurmak, muhalefette bulunmak veya tartigmak i¢in bir en-
gel yaratti. Bu kisitlamalar meydanlardaki etkilesimi sinirlayarak herkesi 6zel
alana dogru itiyor. “Oteki” ile kamusal alanda kargilasma olasilig1 azaldig: igin,
kamusal meydan da zamanla otoritelere teslim oluyor.

Bu yeni “kamusallik” anlamina uyum saglamaya ¢alisirken tasarimin roliinii
mekanla iligkili olarak tartismanin 6nemli olacagini diisiindiik. Bu tartigmaya
farkli bakis agilar1 da ekleyerek, tasarim ve mekén arasindaki degisken iligkileri
tartigabilmek adina dergiyi ii¢ boliime ayirdik.

Ik boliim, nesnelerin sergilenmesi pratigini ve mekanin bu anlamda nasil bir
rol oynadigini tartisiyor. Mekdnda tasarim olarak adlandirdigimiz bu béliimde,
tasarim nesnelerini sergilemenin ne anlama geldigine ve bu “vitrin” mekaninin
nasil tasarlanabilecegi lizerine odaklanmak istedik. Tasarim projelerinin, nesnele-
rinin veya aragtirma siire¢lerinin sergilenmesi Tiirkiye’de ¢ok yaygin bir uygulama
degil, bu alana daha ¢ok sanat hakim. Bu béliimde tasarimin da izlenebilmesi ve
tartisilmasi i¢in bir alan agmak adina tasarim sergileme 6rneklerine yer verdik.

Ikinci béliim, tasarim ve mekanin degisen dlgeklerine ve iki kavramin politik
disiinceyle nasil iliskilendigine odaklaniyor. Mekdn ve tasarim olarak adlandir-
digimiz bu boliim, hem kamusal hem de 6zel -veya arada kalan- mekanlar i¢in
tasarim yapma deneyimine odaklaniyor. Politika, bu béliimde sik¢a kargilagila-
cak bir anahtar kelime olacak.

Ve son olarak iiciincii boliim, Mekdnsal tasarim bashig: altinda katilimei veya
giinlitk yasam pratiklerinin mekan olusturma kararlarini nasil etkiledigine
odaklaniyor. Katulim ve kent hakki giiniimiiziin yiikselen kavramlarindan.
Mekéanin kendisinden 6grenmek, sehirlerde canli ve tercih edilen noktalar ya-
ratmak i¢cin 6nem tagiyan, mekan tasariminin 6nemli bir araci haline geliyor.

Sonug olarak bu say1, giiniimiiziin kisitli kamusal alanlarinda diyalog i¢in alan
a¢ma diirtiisiiyle, tasarim ve mekanin gesitli bulusma noktalarina odaklaniyor.

Ozellikle siyasetin ve bununla baglantili olarak medyanin vatandaslari kutuplas-

tirdigy iilkelerde iletisim ve kargilagma, kamusal alanlarin en hayati ¢iktist haline
geliyor. Bu kutuplagmalara karg ise diyaloga yer agmak igin cesitli gri alanlar bu-
lunuyor. Bu sayimizda “mek4n”1, tam da bu gri alan olarak ele aliyoruz. Mekén,
tasarimi bir nesne olarak icerebilen veya tasarim pratigiyle sekillenen bir 6grenme
ve deneyimleme alani olarak goriiyoruz. Kendi alanlarini benimseyen ve ardindan
sekillendirebilen, mekaninda s6z sahibi olabilecek aktif yurttaslar olabilmek i¢in
bir tartigma baglatabilme umuduyla, keyifli okumalar dilerim.

MICHAEL RAKOWITZ, PARASITE, 1998

In recent decades, populism and identity politics have become more dominant,
changing Turkey’s social composition and urban fabric. Therefore, the absence
of a public sphere has become more evident. City squares, boulevards, monu-
ments, and public buildings have significant roles in serving the purpose of pub-
lic squares, and one can easily observe that the authorities and urban renovation
projects raised surveillance, so the public square became harder to reach.

Notjust in Turkey, the restrictions and rising police interventions everywhere
in the world created a regression to speak up, show dissent, or discuss in the
public square. These restrictions limit interaction in the squares, pushing ever-
yone towards the private space. The possibility of meeting “the other” in public
becomes less possible, so the public square surrenders to the authorities.

While adapting to the new meaning of “publicness”, we thought it would be
important to discuss the role of design in relation to space, but also by adding
other perspectives. That is why we divided the magazine into three parts to dis-
cuss different relations between design and space.

The first part discusses the practices of exhibiting objects and how space plays
a role. Called this part Design in space, we wanted to focus on what it means to
showcase design objects and how the space of this showcase should be designed.
Exhibiting design projects, objects, or research processes is not a very common
practice in Turkey, and this area is generally dominated by art. Here we would
like to give space to examples of exhibiting design to understand the need for
opening space for viewing and discussing design.

The second part focuses on changing scales of design and space and how the
two concepts can merge or differ by political thinking. This part, called Design
and space, focuses on experiences in designing for the space, both public and
private, or in-between. Politics will also be a keyword that will be encountered
in this section.

And finally, the third part is about Designing space, focusing on how participa-
tory or everyday life practices affect space-making decisions. Participation and
right to the city are rising concepts of today. Learning from the space itself has
become a key tool of space design, which is vital to creating lively and preferred
spots in cities.

As a result, this issue is trying to focus on different meeting points of de-
sign and space, with an urge to open space for dialogue in today’s restricted
public spaces. Communication and encounter are the most important out-
puts of public spaces, especially in countries where the political situations
and media polarize the citizens. Against these, we can use some gray areas for
dialogue in certain spaces. In this issue, we see the “space” as a learning and
experiencing area that could include design as an object or shaped by the pra-
ctice of design. We aim to open a space for discussion to become active citi-
zens that can seize and shape their own spaces to have voice-over authorities.
Enjoy!
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Baz1 seyler hi¢ eskimemeli, mutlaka sahip ¢ikilmali, korunmali onlar;

mesela, her zaman konuga verilen degerin géstergesi, paylastik¢a artan

ince bir keyfin temsilcisi olan Tiuirk kahvesi...

° ° Bir buguk asirdir Tuirk kahvesinin degerleriyle anilan
B a Z 1 e 1 e r h 1 e S IS 1 m e Z [ Kurukahveci Mehmet Efendi, kahve killtiriamiziun
° hak ettigi bu 6zeni sadece tiretim siireclerinde degil,

is iligkilerinde ve mekanlarinda da yansitmaya  Mimar Ziihtii Basar'a yaptinlan
Emindnii'ndeki Kurukahveci Mehmet Efendi

gayret edlyor. Mahdumlan (Ogullari) magazasi, 1932.

1871 yilinda Eminénii’nde kiigiik bir kége

dilkkaninda kurulan girket, bugiin Mehmet
1920’lerde Kurukahveci

Mehmet Efendi. Efendi’nin torunlar: ve torun ¢ocuklar:

tarafindan yonetiliyor. Diinyanin altmig
iilkesine onun adini tagiyan Tiirk kahvesi

ihrag ediliyor.




Mehmet Efendi’nin tarihi Eminénu

dikkan: eskiden oldugu gibi bugiin de

kahveseverlere hizmet etmeye devam

ediyor. 1930 yllmda dénemin 6nde Mimar Haydar Karabey tarafindan Kurukahveci
. , Mehmet Efendi icin tasarlanan Dudullu tesisleri
gelen mimarlarindan Kjihtii Bagar'a yénetim binasi, 1995.

yaptlrllan bu binanin tadilat: ile

Mimar Ziihtii Bagar tarafindan ~ hemen yaninda inga edilen
art deco tarzinda tasarlanan
binadan merdiven detayi.

-"

yeni Tahmis Binasi’nin tasarimi Mimar Han
Tiimertekin tarafindan yurutildi; firmanin

Dudullu’daki ileri teknoloji tiretim tesislerinin

yénetim binalar1 ise Mimar Haydar Karabey

tarafindan tasarlandi. Mimar Han Tiimertekin
tarafindan tasarlanan

Kurukahveci Mehmet Efendi
Tahmis Binasi, 2021.

...cunki kiltir mirasinin korunmasi,
eskinin geklen korunmasi

degildir sadece; ruhunun

her daim ¢agdas bir anlay1§la

yagatilmasidir.
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Haberler News

Bilinmeyen Bilinmeyenler

23. Uluslararasi Sergi, Milano Trienali, farkli deneyimlerin, kiiltiirlerin ve bakig
acilarinin bir araya gelebilecegi acik ve ¢ogul tartigma ve kargilagtirma i¢in bir
alan olarak tasarlandi. Temasi Bilinmeyen Bilinmeyenler. Gizemlere Giris olan bu
edisyon, sehirlerin evriminden okyanuslara, genetikten astrofizige kadar farkli
konularda héla “bilinmeyeni” bilmedigimiz bir dizi soruyu yanitlamaya caligi-
yor. Tasarimcilari, mimarlari, sanatgilari, oyun yazarlarini ve miizisyenleri iceren
ve aligilmig diinya fikrine alternatif arayan 23. Milano Trienali, 11 Aralik 2022’ye
kadar ziyaret edilebilir.

XXIII TRIENNALE, BILINMEYEN BILINMEYENLER, SERGI GORUNTUSU. FOTOGRAF DSL STUDIO
XXIII TRIENNALE, UNKNOWN UNKNOWNS, EXHIBITION VIEW. PHOTO DSL STUDIO

Unknown Unknowns

The 23" International Exhibition, Triennale Milano is conceived as a space for open
and plural debate and comparison, where different experiences, cultures and pers-
pectives can converge. The theme Unknown Unknowns. An Introduction to Mysteries
tries to answer a series of questions about what we still “don’t know we don’t know”
in different topics: from the evolution of the cities to the oceans, from genetics to
astrophysics. A deep experience, which involves designers, architects, artists, playw-
rights and musicians, and that gives the opportunity to re-explore our idea of the
world. The 23" Triennale Milano can be visited until December 11, 2022.

Bir bulugsma noktasi
olarak Istanbul

IKSV tarafindan diizenlenen Istanbul Bienali’nin 17. edisyonu, 17 Eyliil - 20 Kasim
2022 tarihleri arasinda gergeklesiyor. Bienal bu edisyonunda, geleneksel sanat
mekanlarinin digina cikarak kitapgilar, sahaflar, hastaneler, huzurevleri, kafeler,
metro duraklari ve 6zel bir radyo istasyonunun da aralarinda oldugu farkli mekan-
lara yayiliyor. Sergiler Beyoglu, Kadikdy ve Fatih’te yer aliyor. Ute Meta Bauer,
Amar Kanwar ve David Teh’in kiiratorliigiinii iistlendigi 17. Istanbul Bienali, fark-
11 cografyalarda ve disiplinlerde ¢alismalar yiiriiten kigileri bir araya getirerek ara-
larindaki etkilesimi besleyen, giiclendiren bir bulusma noktasi olmay1 amagliyor.

Istanbul as a meeting point

The 17" Istanbul Biennial, organised by the Istanbul Foundation for Culture and
Arts (IKSV) takes place between September 17 and November 20%, 2022. Istan-
bul Biennial 2022 is situated in specific locations across the city to reveal and
amplify connections between present-day life and Istanbul’s richly layered past.

KUGUK MUSTAFAPASA HAMAMI. FOTOGRAF PHOTO $AHIR UGUR EREN

Spanning historic districts as well as those developed during the city’s expansion
over the last century. The Biennial venues are located in Beyoglu, Kadikéy and
Fatih districts. Curated by Ute Meta Bauer, Amar Kanwar and David Teh, the
17 Istanbul Biennial aims to be a meeting point that nurtures and strengthens
the interaction between people by bringing together people working in different
geographies and disciplines.

Hazirlan!

Bu yil Hollanda Tasarim Haftasi, Hazirlan temasiyla Hollanda’nin Eindhoven
kentine yayilacak ¢esitli mekanlarda ger¢eklesecek. Bu yilin temasi zihinlerimiz-
deki degisimi vurguluyor; hazirlik agamasindan eyleme gecmeye kadar, tasarim
toplulugunu yakindan dinlemeye odaklaniyor. 22 - 30 Ekim 2022 tarihleri ara-
sinda gergeklesecek etkinlik, tasarimcilarin anlamli bir etki yaratan fikir ve ¢6-
ziim aligverisinde bulunmalarina yardimeci olacak. Hollanda Tasarim Haftas’'nin
yerleri ve katilimcilar ile ilgili detaylar1 ddw.nl web sitesinde bulabilirsiniz.

Get Set!

This year Dutch Design Week will take place in various locations in Eindhoven,
The Netherlands with the theme Get Ser. The theme highlights a shift in menta-
lity; from preparation to action, that is deeply rooted in the idea of listening
closely to the design community. The event takes place from October 22-30,
2022 and will help designers exchange ideas and solutions that create a meanin-

gful impact. You can get the details about the locations and participants of the
Dutch Design Week on ddw.nl website.
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HOLLANDA TASARIM HAFTASI 2021, KETELHUISPLEIN. FOTOGRAF MAX KNEEFEL
DUTCH DESIGN WEEK 2021, KETELHUISPLEIN. PHOTO MAX KNEEFEL

Love at first sight...

Coral Painted Tear Drop Iznik Vase
17th century

Qajar Steel Rooster
19th century

KHAFTAN

ART & ANTIQUTE

Sultan Ahmet, Sifa Hamami Sk. No:16 34122 Fatih / ISTANBUL TEL : +90 212 458 5425 info@khaftanart.com khaftanart



haberler news

Ev, obje ve etki

Ozgiin tasarim ¢dziimlerini sergilemeyi amaglayan ve bir yasam tarzi platformu
olan Maison & Objet Paris, ii¢ tematik alanla kargimiza gikiyor: Ilk tema Maison,
evi ve farkli diinyalarda diizenlenen genis i¢ dekorasyon yelpazesini aliyor. Ikinci
tema Objet, perakendeciler i¢in faydali bir konsept magaza olarak iiriine odaklani-
yor. Ugiincii tema Influences, pazar trendlerine ve orijinal teghir bigimlerine odak-
lanryor. Maison & Objet Paris’in yeni edisyonu 19-23 Ocak 2023 tarihleri arasinda
Fransa’nin Paris Nord Villepinte Sergi Merkezi’'nde gerceklesecek.

MAISON & OBJET PARIS 2021, COURTESY OF MAISON & OBJET IZNIYLE

Home, object and influence

Maison & Objet Paris is a lifestyle platform that aims to show original design
solutions; characterized by three thematic areas: The first theme Maison takes
the house and its wide range of interior decorations, organized in different
worlds. The second theme Objet focuses on the product as a concept store
useful for retailers is organized every year. And the third theme Influences
focuses on market trends and original display forms. The new edition of
Maison & Objet Paris will take place between January 19-23, 2023 in Paris
Nord Villepinte Exhibition Centre, France.

Dunya Mimarlik Festivali
Lizbon’da Birlikte

Bu yil 15. kez diizenlenecek olan Diinya Mimarlik Festivali 30 Kasim-2 Aralik
tarihleri arasinda Lizbon’da gergeklesecek. Diinyanin d6rt bir yanindan tasarim-
cilar ve mimarlarin bir araya gelecegi festivalin bu yilki temasi Birliktelik. Pande-
mi sonrasi siirecte saglikla ilgili diizenlemelerin kamusal alanin kullanimina et-
kileri ve kolektif yasamdaki degisimlere mimarinin nasil tepki verdigi iklim
degisikligi ile miicadele ¢aligmalar1 kapsaminda ele alinacak. Tamamlanmus bi-
nalar, gelecek projeler, peyzaj ve yan etkinlik Inside kapsaminda ise i¢ mekin
kategorilerinde 6diillerin verilecegi festivalin programinda konferans ve panel-
ler de yer aliyor.

DUNYA MIMARLIK FESTIVALI 2019, AMSTERDAM. FOTOGRAF GABRIELE DI STEFANO
WORLD ARCHITECTURE FESTIVAL 2019, AMSTERDAM. PHOTO GABRIELE DI STEFANO

World Architecture Festival
Together in Lisbon

The World Architecture Festival, which will be held for the 15 time this year,
takes place in Lisbon between 30 November-2 December 2022. Bringing toget-
her the global architecture and design community, this year’s theme is Together.
The effects of health-related regulations on the use of public space in the
post-pandemic period and how architecture responds to changes in collective
life will be discussed within the scope of efforts to combat climate change. In the
categories of completed buildings, future projects, landscape as well as interiors
through the sister event Inside, the festival combines awards, seminars and panel
discussions.

Istanbul’da yasayan piramit

Kavramsal sanatin 6ncii isimlerinden Agnes Denes’in mekéna 6zgii yerlestirme-
si Yasayan Piramit, sanat¢inin 1969’da kaleme aldif1 Manifesto ile beraber 29
Ocak 2023 tarihine kadar Sakip Sabanci Miizesi’'nde sergileniyor. Daha 6nce
New York’ta Sokrates Heykel Parki’'nda ve documenta 14 kapsaminda Kassel'de
inga edilen ekolojik ve kamusal eser, sehrin florasina uygun olarak segilen iki bin
adet bitki ve ¢i¢egin katilimcilarin da destegiyle ekilmesi ile olusup sergilendigi
stire boyunca cevresel etkilere acik olarak degisip dontuigerek organik yagam don-
giisiinii gézler oniine seriyor. Sergi, siirdiiriilebilirlige ve ¢evre bilincine yonelik
6grenme programlari ile destekleniyor.

AGNES DENES, YASAYAN PIRAMIT, 2015/2022 CICEKLI VE CICEKSIZ BITKILER, TOPRAK,
AHSAP, SSM, ISTANBUL

AGNES DENES, LIVING PYRAMID, 2015/2022, PLANTS, FLOWERS, SOIL, WOOD, SAKIP SABANCI
MUSEUM ISTANBUL

A living pyramid in Istanbul

The Living Pyramid, a site-specific installation by Agnes Denes, one of the pione-
ers of conceptual art, is on display together with the Manifesto written by the
artist in 1969 at the Sakip Sabanci Museum until January 29, 2023. The ecologi-
cal and public art work, previously constructed in Socrates Sculpture Park in
New York and in Kassel as part of documenta 14, is created by the planting of
two thousand plants and flowers in accordance with the city’s flora, with the
support of the volunteer participants, and is open to environmental impacts th-
roughout its display. It changes and evolves throughout its exhibition, revealing
the organic life cycle. The exhibition is supported by learning programs for sus-
tainability and environmental awareness.

kurucesme

DAY

RYSTAL

RUN

Divan Kurugesme’nin biiyiili atmosferinde
Pazar brunch’larinda bulusuyoruz.

11.30 - 15.00

G2 Kog

Detayli bilgi ve rezervasyon icin:
0212 708 60 60

YapiKredi

Crydta
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reklam advertorial

SEHRIN TARIHI VE KULTUREL
ZENGINLIGINI YANSITAN
KHAFTAN ZIYARETCILERINI 17.
YUZYILDAN 19. YUZYILA KADAR

ZAMANDA BIR YOLCULUGA
CIKARIYOR.
KHAFTAN REFLECTING

HISTORICAL AND CULTURAL
RICHNESS OF THE CITY, TAKES
ITS VISITORS ON A JOURNEY
THROUGH TIME FROM THE 17™
CENTURY TO THE 19™ CENTURY.

Khaftan'i ziyaret etmek: Etkileyici bir tarihi romani okumak
Visiting Khaftan: Reading an impressive historical novel

Istanbul’un tarihi yarimadasi icindeki Sultanahmet, bir zamanlar hem Bizans hem de Osmanli
imparatorluklarinin kalbiydi, UNESCO diinya mirasi olarak listelenmis, mitkemmel korunmus
alanlariyla ihtisaminin ¢cogunu ortaya koyan bir yer olarak hala ayakta duruyor.

Bir dizi simge yapy, ziyaretgileri Istanbul’un tarihi zaman cizelgesinde bir tura ¢ikarryor.

Ister antik sehir surlar1 boyunca yiiriiyiin, tarihi garsilar1 ziyaret edin, Hali¢’in {izerinde ba-
tan giinesi izleyin veya bir Tiirk hamaminda dinlenin, Istanbul’un eski kentinde her zaman ya-
pilacak daha ¢ok sey vardur.

Adini padigahlarin “statii sembolii kiyafeti kaftan “dan alan Khaftan, bazi1 biiyitk sanat ve
antika koleksiyonlar1 bir araya getiren etkileyici bir sanat ve antika galerisidir: Osmanli déne-
minden kalma nadir islemeli kumaslar ve degerli seramikler, resimler, minyatiirler, heykeller.
Tiim nadir parcalar burada.

Bu tam olarak bir miizeyi ziyaret etmek gibi olan mekan ziyaretgilerine oldukga rahatlatici
bir deneyimi sunuyor. Kendinizi bir vahada bulacaginiz , yakindaki gok tinlii turistik bolgelerin
ve miizelerin kalabaligindan egitici, sanatsal yoniiyle ge¢mise bir kags.

Sehrin tarihi ve kiiltiirel zenginligini yansitan bu 6zel mekan, ziyaretgilerini 17. ylizyildan 19.
ytizyila kadar zamanda bir yolculuga ¢ikariyor.

Khaftan’in i¢ine adim atan kigi, mevcut zamanla olan baglantisini kaybediyor, 6zel atmosfe-
ri ile farkl: saat dilimlerine yolculuga cikiyor. Sanat ve antika meraklilar i¢in kagirilmamasi
gereken bir adres.

Sultanahmet, within the historical peninsula of Istanbul was once the heart of both the Byzan-
tine and Ottoman empires, listed as a UNESCO world heritage site, still standing as revealing
much of its glory, with perfectly well-preserved sites.

A cluster of landmarks take the visitors on a tour through Istanbul’s historical timeline.

Whether it’s walking along ancient city walls, visiting the historical bazaars, watching the
sun set over the Golden Horn, or relaxing in a Turkish bath, there’s always something more to
do in Istanbul’s old town.

Khaftan, which takes its name from the “statement outfit” of the sultans, is an impressive art
and antique gallery that brings together some great art and antique collectibles: Rare embroi-
dered fabrics from Ottoman period and precious ceramics, paintings, miniatures, sculptures.
All rare pieces. This is exactly like visiting a museum and yet apart from low key background
music, a rather relaxing experience. An educational and an artsy and antique escape from the
crowds of the nearby very famous sites and museums like finding yourself in an oasis.

This special venue reflecting historical and cultural richness of the city, takes its visitors on a
journey through time from the 17* century to the 19 century.

Stepping inside Khaftan, one loses the connection to the current time, going on a journey to
different time zones with the special atmosphere. Not to be missed for art and antique enthusi-

asts.
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3 diye bir
sey yok

Giincel sanatin
bulusma yeri EArt;
sonbahar-kis donemi
galeri programinin ilk
sergisi 3 Diye Bir Sey
Yok ile yeni sezona
“merhaba” diyor

Thereisn
such thing
as S

E ART’IN KURUCULARI, FOUNDERS OF E ART ERGUN ARSLAN VE CEYDA ARSLAN

EArt, the meeting
place of contemporary
art says hello” to the
new season with Zhere
is no such thing as 3, the
first exhibition of the
autumn-winter period

E .

EArt’in kurulus hikayesi nedir?

EArt, Izmir'de 2017 yilinda kurulan bir ¢agdas sanat galerisi. Nisan ayinda
Kagithane’de 500 metrekarelik alanimizda temsil ettigimiz sanatgilarimizin eserle-
rinden olusan TEMAS sergimizle Istanbul seriivenimizi baglattik.

EArtin en 6nemli 6zelligi giiniimiiz Tiirk cagdas sanatinin bilinen 6nemli sanat-
cilariyla birlikte yiikselmekte olan geng yeteneklere de yer verdigi dinamik bir yapi-
s1 var. Alaninda 6zgiin, farkli teknik ve iceriklerle calisan sanatcilarimiz ile biyiik
bir cesitlilige yer veriyoruz ve giiniimiizde degisen “koleksiyoner” kavramina paralel
olusturdugumuz farkli seckilerimiz ile yapit ve izleyici arasinda aktif bir rol oyna-
maya odaklanryoruz. EArt olarak, temsil ettigimiz sanatgilari ulusal ve uluslararasi
platformlarda desteklemeyi misyon ediniyoruz onlara benzersiz ifade alani saglaya-
rak goriunirliklerine katk: sagliyoruz.

Devam etmekte olan serginiz nasil ortaya ¢ikti1? Sergi hakkinda biraz bilgi ve-
rebilir misiniz?

3 Diye Bir Sey Yok Sonbahar-Kis donemi galeri programimizin ilk sergisi.
Galerimizin {i¢ ana hol seklinde béliinmiis olmasi sergimizin ismini belirlerken ¢i-
kis noktamiz oldu ancak sanatg¢ilarimizin ii¢ farkli alanda sergilenen islerinin olmasi
ile birlikte aslinda rakamlardan ¢ok sanat¢ilarimizin ¢aligma teknikleri ve yorumlar:
her ne kadar farkli olsada kavramlarinin benzer olmasi da sergi ismimizi belirleme-
mizde 6nemli bir etken oldu.

AnaHol’de Seydi Murat Kog’un 2018 y1linda Turgut Uyar’in Geyikli Gece siirinden
ilham alarak olusturdugu Insanlar Alemi serisinden islerini gérebilirsiniz. Kentteki
insanlarin dogaya olan 6zlemini anlattig: icin sehir insanlarini geyik portreleri ile
resmettigi bir seri.

Hol 2’de Hiiseyin Arici, giiniimiizde insanlara dayatilan giizellik kavramlari-
nin digina ¢iktig Sevda Cigekleri ve Merhamet serilerinden segkileri ile yer aliyor.
Herkesin ayni olma tutkusunun insanlar: aslinda ne kadar bogdugunu resmediyor.
Hiiseyin Aricrnin iglerine baktigimizda herkese giizel goziiken giillerle insanlarin iti-
ci buldugu 6riimcekleri bir araya getiriyor.

Hol 3’de ise galerimizin koleksiyonunda yer alan Ekrem Yal¢indag, Alea Pinar du
Pre, Burcu Yavuz, Ertugrul Berberoglu, Giil¢cin Aslandogan ve Merve Cetin’in farkli
serilerinden olusan eserleri yer aliyor.

Birbirinden uzak ama birbirine o kadar yakin 3 farkli deneyim alaninin yer aldi-
g1 3 Diye Bir Sey Yok sergimiz 30 Ekim Pazar giiniine kadar Ayazma Caddesi, No:3
Kagithane’de ziyaret edilebilir.

Sanatci listenizi nasil tanimlarsiniz? Yakin gelecekte planladiginiz projeleri-
nizden bahsedebilir misiniz?

EArt olarak farkli tekniklerde ve kompozisyonlarda ¢alisan dinamik bir sanatgi
listesine sahibiz bu sebeple olduk¢a yogun bir 2022 y1il1 geciriyoruz.

3 Diye Bir Sey Yok sergimizin 30 Ekim’de bitmesi ile birlikte Kasim ayinda Ergin
Inan’in solo sergisi ile ara vermeden galeri programimiza devam edecegiz. Uzun za-
mandir solo sergi yapmayan Ergin Inan’in yeni eserlerinin yer alacagi bu sergi ile 2022
yilini bitirecegiz.

ATAINZI LYV 940 ASZ.LYN0D TOTdV NIAISQH

What is the founding story of EArt?

EArtis a contemporary art gallery established in Izmir in 2017. In April, we started
our Istanbul adventure with the TEMAS exhibition, which consists of the works of
the artists we represent in our 500 square meter area in Kagithane.

The most important feature of EArt is its dynamic structure that includes promi-
nent artists of today’s Turkish contemporary art, as well as emerging young talents.
We feature a great diversity of artists working with original and different techniques
and contents in their field, and we focus on playing an active role between the artwork
and the audience with our different selections that we have created in parallel with the
changing concept of “collector”. We contribute to their visibility by providing them
with a unique expression space.

How did your ongoing exhibition come about? Could you give some informa-
tion about the exhibition?

There’s No Such Thing as 3 is the first exhibition of our Autumn-Winter period
gallery program. The fact that our gallery was divided into three main halls was our
starting point when determining the name of our exhibition, but the fact that our ar-
tists have their works exhibited in three different areas, and the fact that the working
techniques and interpretations of our artists are different, although their concepts are
similar, was an important factor in determining our exhibition name.

In the Main Hall, you can see the works of Seydi Murat Kog from the People’s
Realm series, which was created in 2018 by being inspired by Turgut Uyar’s poem
Geyikli Gece. It is a series that depicts city people with deer portraits because it tells
the longing of people in the city for nature.

In Hall 2, Hiiseyin Arici takes place with his selections from the Love Flowers and
Mercy series, where he goes beyond the concepts of beauty imposed on people today.
When we look at the works of Hiiseyin Arici, he brings together roses that look beau-
tiful to everyone and spiders that people find repulsive.

In Hall 3, there are works by Ekrem Yalcindag, Alea Pinar du Pre, Burcu Yavuz,
Ertugrul Berberoglu, Giil¢in Aslandogan and Merve Cetin, which are in the collecti-
on of our gallery.

Our exhibition, There is No such thing as 3, which includes three different areas of
experience that are far from each other but so close to each other, can be visited until
Sunday, October 30 at Ayazma Caddesi, No: 3 Kagithane.

How would you describe your artist list? Can you tell us about the projects you
are planning in the near future?

As EArt, we have a dynamic list of artists working in different techniques and com-
positions, so we are having a very busy 2022 year.

We will continue our gallery program without a break with Ergin Inan’s solo ex-
hibition in November, with the end of our No Such Thing as 3 exhibition on October
30th. We will conclude the year 2022 with this exhibition, which will feature the new
works of Ergin Inan, who has not held a solo exhibition for a long time.

ATXINZI LAV T 0 ASZLAN0D DOM LVINW IAATS



mekanda tasarim design in space

Beyaz kup
baglaminda
cagdas tasanmin
sergilenmesi:
Tanh, siyaset

ve zoruklar
Exhibiting
contemporary
design in the white
cube context:
History, politics
and challenges
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Tasarim nesnelerinin canli varliklar olabilecegini ve
yaraticilarinin izleyiciyi etkilesime ge¢meye/girmeye
¢agirma hakkina sahip oldugunu soyleyen dijital
kiirator Dr. Tugce Karatas, sergileme pratikleri,
mekanlari tizerinden sergi tasarimi ve tasarimi
sergileme konularini ele ald:

“Design objects can indeed be a live presence and
their creators have the right to call on the audience
to engage, interact and move within.” Digital curator
Tugce Karatag, PhD, discussed exhibition design
and exhibiting design by focusing on the practice
and the spaces of exhibitions

ANICKA YI, HYUNDAI TARAFINDAN SIPARIS EDILDI. TATE MODERN, TURBINE SALONU YERLESTIRME GORUNTUSU. TATE
ANICKA YI, COMMISSIONED BY HYUNDAL TURBINE HALL INSTALLATION VIEW, TATE MODERN. COURTESY OF TAT.

Yazi Text: Tugge Karatag
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mekanda tasarim design in space

1930’larda New York Modern Sanatlar Miizesi’nin direktorii Alfred H. Barr Jr. beyaz kiipi
gelistirdiginde, nesnel odak ve temiz uygulama agisindan bir devrim yaratmugti. Amerika
Birlesik Devletleri'nde 20. yiizyilin baslarindaki Modern Hareket izleyicinin dikkatini se-
cilen bagyapitlara odaklarken, Almanya’daki Bauhaus basit, dinamik mimari ve tasarimi
tanittl. Beyaz kiip ¢aginin benzersiz ihtiyaglarini kargilasa da bazi sinirlamalar1 mevcut.
1970’lerde “beyaz kiip” terimini popiilerlestiren sanatg1 ve elestirmen Brian O’Doherty,
daha ¢ok bir “bilin¢altindaki anti-beyaz kiip diisiincesi’ne, “galeriye benzer sey” aligkanli-
gina dikkat ¢ekti. Ona gore, bu degisim esas olarak yeni uygulamalarla ilgili iceriden gelen
baskilar tarafindan yonlendiriliyordu.

Sanatin nasil yapildig: ve sergilendigi, tasarimda oldugu gibi héla degismekte. Miizele-
rin ihtiyaglar ve izleyicileri degistikge, kendi mekénlarinin da degismesi gerektigi ortaya
cikiyor. Bu sadece yonetim ve egitim agisindan degil, ayn1 zamanda miize profesyonelleri-
nin tasarim nesnelerini yorumlama ve sergileme bigimleri icin de gegerlidir. Sonugta ekran,
ziyaretgilerle iletisim kurmanin ana yolu haline geldi. Cagimizin ihtiyaglarina daha iyi
uyan ve pasif titketim yerine aktif izleyici katilimini ve anlayigini tesvik eden yeni baglam-
sal ve etkilesimli teknikleri benimsemenin zamani geldi. Soru su: “Kiiresel miidahaleler,
ortaya ¢ikan sergileme tasarimini kullanici merkezli sergi ve gosterimler olusturmak igin
beyaz kiip gosterime alternatifler sunmak igin nasil yorumlayabilir?” Basitge, tasarim obje-
leri kendi kendine konusabilir mi, yoksa ek olarak onlar1 yorumlamaya yarayan araglara
ihtiya¢ duyarlar mi?

Beyaz kiip

Kiibiin tanim: oldukga basit; herhangi bir sey i¢eren bir kutu veya kap. Sanat diinyasin-
da, bu tanim genisletildi ve déniistiiriildii, ¢iinkii ayn1 zamanda eylemler, montajlar, tesa-
diifi olaylar, performanslar, ideolojiler, rityalar ve kabuslar icin bir depo gérevi goriiyor.
Kiip bir kiime, uygun bir paketleme yontemi, igerisi ve digarisi, kamusal ve 6zel arasindaki
bir sinir, genigletilmis bir ¢erceve, bir saka, bir sir ya da bir nadireler kabinesi olabilir. Belki
de bigiminin ve iglevinin sadeligi onu bu kadar erisilebilir kiliyor, farkli yorumlar barindi-
rabiliyor, bu da onu cazibeli kiliyor. Beyaz kiip, bir ¢cagdas sanat miizesine gitmis olan her-
kese tanidik gelecektir. Muhtemelen su durumla kargilagmigsinizdir: Diiz beyaz duvarlar,
cilali ahsap zeminler, yukaridan aydinlatilan esit aralikli sanat eserleri. Galeri alaninin es-
nekligi ve tarafsizlig1 igin saygi duyulan beyaz kiip, herhangi bir 6zelligi nesnelestirirken,
goézlemcinin bakisini bireysel eserler iizerinde yogunlastirir.

Brian O’Doherty, beyaz kiip ideolojisini soyle anlatiyor (1): “Galeriler de, bir Ortagag
kilisesi gibi kat1 bir bi¢cimde insa edilir. Dis diinya iceri girmemelidir, bu nedenle pencere-
ler genellikle kapalidir. Duvarlar beyaza boyanmigtir. Tavan 151k kaynags olur. Klinik ola-
rak tikirdamaniz i¢in ahsap cilalanir veya gozler duvardayken ayaklarinizin ses gikarma-
mast i¢in haliyla kaplanur. (...) Sanat bir tiir teshir sonsuzlugunda var olur”. O’Doherty,
galeri mek&ninin sadece beyaz bir kiip olarak degil, ayni zamanda sanat1 yutmay1 amagla-
yan tarihi, 6zel bir yap1 olarak 6nemini ortaya koyuyor. Dogal olarak, O’Doherty, 1970’le-
rin post-minimalizm ve kavramsal sanatinin 6zel baglaminda ve bir sanatsal pratigin bakig
acisindan yaziyordu.

Bununla birlikte, bu sézde tarafsiz yaklasim, 6nceki kavramlardan veya gériintiilerden
daha az 6nyargili degildir. 19. yiizyilin sonlar1 ve 20. yiizyilin baslarindaki sosyal ve sanat-
sal hareketlerden dogdu ve beraberinde estetik agkinlik ve gii¢ ¢agrisimlarini getirdi. Al-
man sanat miizeleri ilk kez beyaz duvarlar kullandiginda, bu radikal degildi, sadece ¢cagdas
i¢ tasarimin etkisinin devam eden kanitiydi. Modern eserler sergilerken, miize profesyo-
nelleri genellikle beyazi, sanatgilarin parlak renk kullanimiyla kontrast olugturma ve vur-
gulama yetenegi nedeniyle segerler. Nationalgalerie direktorii Ludwig Justi, ¢agdas calis-
malari sergilemek igin Kronprinzenpalais’i satin aldiginda, i¢ tasarimdaki en son trendleri
utanmadan kullandi. Ancak, 1929°da en iist kat1 yenilerken birkag odanin duvarlarini siis-
ledi. Geligmekte olan Bauhaus tarzi mimari ve tasarima bir selam olsun diye onlari tama-
men beyaza boyadu. Yine de, odalar, biiyiik 6lgiide simetrik bir diizenleme ve iglerin altlar
hizalanmus olarak nispeten algak asil1 olmasiyla samimi hislerini korudu. (2)

Bauhaus sanatgilari, baslangigta etkiledikleri Alman miize profesyonellerinden daha dev-
rimciydi. 1919 yilinda mimar Walter Gropius tarafindan kurulan Bauhaus, resim, heykel,
fotograf, film, sahne tasarimi, mimari, endiistriyel tasarim ve grafik sanatlar gibi giizel sanat-
lar ve uygulamali sanatlari birlestiren devrim niteliginde bir gorsel sanatlar okuluydu. 1925
yilina kadar Weimar’da bulunan okulun kurucu kadrosu arasinda Amerikan-Alman ressam
Lyonel Feininger, Isvigreli Ekspresyonist ressam Johannes Itten ve Alman heykeltiras Ger-
hard Marcks vardi. Gropius 1919 manifestosunda amacinin “zanaatkér ve sanatgi arasinda
kibirli bir engel olugturan simf ayrimlari olmaksizin yeni bir zanaatkarlar loncas1” yaratmak
oldugunu belirtmisti.(3) Bununla birlikte, Rusya’daki Vkhutemas ve Konstriiktivistlerden
oldukga etkilenen Bauhaus, kisa siire sonra zanaatkarliktan sanayi ve ticari iiretime odaklan-
maya bagladi. Bauhaus tarzi, Modern mimari ve tasarimda son derece etkili oldu.

Cagdas olan i¢in bir alan

Beyaz kiipiin yan: sira gagdasin gelisimini gelenegin digina ¢ikarmak i¢in, dikkatimizi
ayn1 gelismeye bagka bir agidan yénlendirmemiz gerekiyor. Ornegin, Marcel Duchamp’in
Gorsel Sanatlar Miizesi’ndeki isi Shaped Paintings ¢ergevenin disina ¢ikarak galeri alanini
sanat tarafindan degistirilecek birincil malzeme haline getirdi. Minimal sanat, sovale res-
minin dogasinda var olan yanilsamalari fark etti ve toplumla ilgili herhangi bir yanilsama-
ya sahip degildi. Ayrica sanat eseri “nefes almaya” baslayip kendi bolgesini kurmaya galisa-
bildigi i¢in bir tedirginlik yaratt1.

II. Diinya Savagi 6ncesine ait Kurt Schwitters’in Merzbau’su ya da El Lissitzky’nin Han-
nover’deki Kabinett der Abstrakter’i bu alanin 6nciileri olsalar da, 1960’larda giderek daha
fazla sanat¢inin proje odalari kurmaya bagladify; ¢esitli ortamlarda kaynagmig tiretim,
olaylar ve performanslarin sergilendigi dikkat gekiyor. Ornegin, documenta’nin kurucusu
ve 1964 edisyonunun bag kiiratérii Arnold Bode, Alman sanat¢1 Ernst Wilhelm Nay’in bii-
yiik soyut resimlerini Kassel’deki ziyaretgilerin baglarinin iizerine ast1. Bundan sonra ¢ag-
das kiiratérler sergi salonundan gekilmeye bagladi.

Bagtan baglamak gerekirse mekén, bir sanat yapitinin i¢inde bulundugu alanla aktif bir
iligki kurma talebidir - ki bu onsuz “tamamlanmus” degildir. Galerinin yapit ile diinya arasin-
daki baglica karsilagma yeri olduguna duyulan inang, 6ziinde -duvar resimleri ve anitlar digin-

In the 1930s, when the New York’s Museum of Modern Art’s director Alfred H. Barr Jr.
developed the concept of the White Cube, it was revolutionary in its objective focus and
clean execution. The early 20th century Modern Movement in the United States focused
viewer attention on selected masterpieces, while, in Germany, the Bauhaus introduced
simple, dynamic architecture and design. The White Cube was well suited for its era, but it
does have its limitations. The artist and critic Brian O’Doherty, who popularized the term
“white cube” in the 1970s, has also noted recent alternatives such as “subliminal anti-white
cube thinking” or the habit of “pretending the gallery is something else”. For him, this
change is driven mainly by pressures from within to do with new practices.

How art is made and displayed is still changing, as does design. As the needs and expec-
tations of the audiences change, it is crucial for museums to adapt themselves to this frame-
work. This is significant both in terms of education and management as well as the ap-
proach of museum professionals in displaying design objects. It is time to embrace new
contextual and interactive techniques that better adapt to the needs of our era and encour-
age viewer engagement and perception rather than passive consumption. Or can design
objects speak for themselves without the need for additional interpretative tools?

White Cube

The definition of the cube is simple enough; a case or receptacle for containing anything.
Within the art world, this definition is expanded and transformed, for here, boxed acts as
repositories for assemblages, chance events, performances, ideologies, dreams, and night-
mares. The cube can be a set, a convenient packaging method, a boundary between inside
and outside, public and private, an extended frame, a joke, a secret, or a cabinet of curiosities.
Perhaps the simplicity of its form and function makes it so accessible, and capable of holding
different interpretations that it has attracted appropriate. The White Cube is familiar to any-
one who has ever been to a contemporary art museum. You probably have experienced this
phenomenon: Plain white walls, polished wooden floors, evenly spaced artworks lit from
above. The White Cube, revered for gallery space’s flexibility and neutrality, concentrates the
gaze on individual masterpieces only while objectifying any characteristics.

Brian O’Doherty describes the White Cube ideology: “A gallery is constructed along
laws as rigorous as those for building a medieval church. The outside world must not come
in, so windows are usually sealed off. The walls are painted white. The ceiling becomes the
source of light. The wood is polished so that you click along clinically or carpeted so that
you pad soundlessly, resting the feet while the eyes are at the wall. Art exists in a kind of
eternity of display” (1). O’Doherty reveals the importance of the gallery space as not just a
white cube but also a historical, special construction that aims to devour the art. Naturally,
O’Doherty was writing within the specific context of post-minimalism and conceptual art
of the 1970s and from an artistic practice’s point of view because aside from being a prom-
inent critic, O’Doherty has been an installation artist since 1972.

Although it was revolutionary, this so-called neutral approach was as biased as previous
displays. It was born out of the social and artistic movements of the late 19th and early 20th
centuries and brought with it connotations of aesthetic transcendence and power. When
German museums of art first used white walls, it was not radical but simply continued evi-
dence of the influence of contemporary interior design. When exhibiting modern works,
museum professionals often choose white for its ability to contrast with and emphasize the
artists’ use of bright colours. When Nationalgalerie director Ludwig Justi acquired the
Kronprinzenpalais to show contemporary works, he unabashedly utilized the latest trends
in interior design. However, when renovating the top floor in 1929, he stripped the walls of
several rooms of adornment. He completely painted them white as a nod to the burgeoning
Bauhaus-style architecture and design. Yet, the rooms retained their intimate feel through
a largely symmetrical arrangement and the works’ relatively low hanging with bottoms
aligned.(2)

The Bauhaus artists were more revolutionary than the German museum professionals
they initially influenced. Established in 1919 by architect Walter Gropius, Bauhaus was a
revolutionary school of visual arts that combined fine and applied arts such as painting,
sculpture, photography, film, stage design, architecture, industrial design, and graphic
arts. Located in Weimar until 1925, the school’s founding staff included American-Ger-
man painter Lyonel Feininger, Swiss Expressionist painter Johannes Itten, and German
sculptor Gerhard Marcks. Gropius stated in his 1919 manifesto (3) that its purpose was
to create “a new guild of craftsmen, without the class distinctions which raise an arrogant
barrier between craftsman and artist”. However, highly influenced by Vkhutemas and the
Constructivists in Russia, the Bauhaus soon began to shift from craftsmanship to a new
focus on industrial and commercial production. The Bauhaus style became extremely

influential in Modern architecture and design.

A space for the contemporary

To trace the evolution of the exhibiting contemporary alongside the white cube tradi-
tion, we have to draw our attention to the same developments from another point of view.
For example, Marcel Duchamp’s Shaped Paintings at the Visual Arts Museum stepped out-
side the frame, making the gallery space the primary material to be altered by the artwork
itself. It was a perfect attempt to create uneasiness as the artwork could start to “breath”
while declaring its own territory.

Although there are forerunners such as Kurt Schwitters’ Merzbau (Merz Building) from
before the Second World War or El Lissitzky’s Kabinett der Abstrakten (Abstract Cabinet) in
Hanover, it is noteworthy that in the 1960s, a lot of artists began to install project rooms and
exhibitions that merged production and display in happenings and performances. For the
1964 edition, Arnold Bode, the founder of Documenta and the chief curator, hung the large
abstract paintings of the German artist Ernst Wilhelm Nay above the heads of visitors in Kas-
sel. This led to the withdrawal of the contemporary curators from the exhibition room.

Space, for a start, is the demand of a work of art for an active relation with the space it
inhabits - and without which it is not “complete” The belief in the gallery as the prime site
of encounter between the work and the world is, essentially, - except for the murals and the
monuments - a development of the last 50 years. Space and lots of it; the expanding scale
of artworks, and the embrace of the monumental, is also a post-war phenomenon, as is the

da- son 50 yilda gelismistir. Mekén ve daha fazlasi; sanat yapitlarinin genigleyen 6lgegi ve anit-
sal olanin benimsenmesi, ¢agdasin kendisinin genis 6lcekli kamusal koleksiyonu gibi, savasg
sonrasi bir fenomendir. Bunlar birlikte, 1939°’da Le Corbusier tarafindan Sinirsiz Biiyiime Mii-
zesi (4) ile hayal edildigi gibi yeni miize binasinin baglica yap: taglar1 olmugtur. Ardindan gelen
meydan okumalar, Tate Modern’in Tiirbin Salonu’nda veya Taniguchi’nin New York Mo-
MA’nin atriyumunda gériilebilir. Bu alanlar i¢in 6zel olarak devasa isler yaratilabiliyor. Malze-
me detaylary, isin taginabilirligini zorlayarak duvarlara, tavanlara ve zeminlere niifuz ederken,
151k veya ses kullanan igler ise, mimarinin sinirlarini daha da kolaylikla kirabiliyor.

Konusan nesneler

Modernistler, miize mimarisinden bahsederken ve barindirdig1 sanatin misyonu igin
¢agrida bulunurken, bas kahraman olarak hareket -sanatin kendisi olarak- devam eder. Ta-
rihe bakildiginda, bir form olarak miize mimarisi; bir anit veya enstriiman olarak, icerdigi
seyin heykelsi bir sembolii veya iglevsel bir kap olarak davranmay1 sever. Frank Gehry’nin
Bilbao Guggenheimr’ndan 10 yil sonra, Zaha Hadid’in Roma MAXXT’si de gelecege bira-
kilmig bir anittir. Hadid, ondan “Artik sadece bir miize degil, ayn1 zamanda bir kentsel
kiltiir merkezi. Retorigi ve organizasyonunda, kendisini gagdas disiplinler arasi yaraticili-
gin konumlandirilmast i¢in yeni bir model olarak 6neren, kuralci ve 6ngoériicii bir giindemi
acikca ilan ediyor” diye bahsediyor (5). Gelecegin kargi karsiya oldugu bu tiir radikal pro-
jeler ince bir ¢izgide yiirimek zorundalar: Yeni sanatin ne olabilecegine dair bir yeni alan-
lar ve modeller 6neriyorlar m1? $imdi ve gelecekte nasil sergilenecegine dair belirlenen ih-
tiyaglara cevap verebiliyor mu? Yeni nesil sanat ve yeni nesil kiiratorliik ne ister?

Kiiratorler artik heykele ayrilmis salonlara ihtiyag duymayabilir ve tasarimcilar artik fark-
1 medyalar iizerinde giderek daha fazla galigtiklar1 i¢in “kara kutular1” bodrum katina indir-
me konusunda isteksiz olabilirler. Bu nedenle, giivercin deligine girmeyi reddettikleri agiktir.
Tasarim nesneleri gergekten de canli bir varlik olabilir ve yaraticilar: izleyiciyi etkilesime geg-
meye, etkilesime girmeye ve icinde hareket etmeye ¢agirma hakkina sahiptir. Galeriler, mii-
zeyi simdiye kadar bélen sergi alanlar1 haline geldikge, kalic1 koleksiyon ve gegici sergi alani
arasindaki ayrim biiyiiyor. Ornegin, Shigeru Ban’in Pompidou-Metzi, organik yapisi ve kar-
magik galeri ve mekanlar seti ile, yeni sanat miizeleri ayni zamanda dogdugundan, geleneksel
miizenin diizenli hiyerarsileri tizerinde akis, degisim ve biiyiime retorigi sunar. Roma’nin
MAXXT’si, gegici olarak sergilenen eserlerden edinim tizerine inga edilmistir. Bununla birlik-
te deney, yenilik ve karsilasmanin ¢ogu, yine de daha olumsal alanlarda gergeklesme egili-
mindedir; alternatif, el konulmus veya pop-up mekanlar ile diinya ¢apinda sanatg1 gruplari-
nin, radikal girisimlerin ve hatta bienallerin yasadig1 post-endiistriyel siteler... Belki de boyle
olmasi gerekir: Sanatin siurlarini zorlamak nadiren bir komuta performansi oldugundan,
inovasyonun eski ve yeni sanatin merkez iissiinde ger¢eklesmesi daha olasidir, ancak yiiksek
tapinaklarinda degil. fyi mimari, iyi sanatin daha iyi gériinmesini saglayabilir, ancak onu ha-

yata gegiremez veya nasil kusatilip sergilenecegini 6ngéremez.

large-scale public collection of contemporary itself. Together these have been prime driv-
ers of the new museum building as it was imagined already in 1939 by Le Corbusier with
his Museum of Unlimited Growth (4). The scale of the challenge can be traced to Tate Mod-
ern’s Turbine Hall or the atrium of Taniguchi’s New York MoMA. They can almost call the
truly gargantuan into being through the commissioning of works expressly for their spaces.
Material works can push load-bearing limits and penetrate walls, ceilings, and floors; im-
material works, employinglight, or sound, can even more easily break architectural bounds.

Speaking objects

While the Modernists call for museum architecture to somehow speak of and for the
mission of the art it houses and to act as the protagonist - the art itself - endures. Histori-
cally, museum architecture - as a form- likes to behave as a monument or instrument, as a
sculptural symbol for what it contains, or as a functional container. Relatively, a decade
after Frank Gehry’s Bilbao Guggenheim, Zaha Hadid’s MAXXI is another monument left
to the future. Hadid speaks of it as “No longer just a museum, but an urban cultural centre.
Its rhetoric and organisation clearly announce a prescriptive and predictive agenda, pro-
posing itself as a new model for the siting of contemporary interdisciplinary creativity”.(5)
Such radical projects facing the future have to tread a fine line: Do they propose new spac-
es and models of what new typologies of design might be? Does it lead or respond to al-
ready identified needs on how to present it now and in the future? What do new art and
new curating want?

Curators now may not need halls dedicated to sculpture, and they may also be reluctant
to relegate “black boxes” to the basement as designers are now increasingly working across
different media. Therefore it is evident that they refuse to be pigeonholed as well. Design
objects can indeed be a live presence and their creators have the right to call on the audi-
ence to engage, interact and move within. The very distinction between the permanent
collection and temporary exhibition space is growing as the galleries become exhibition
spaces which divide the museum hitherto. For example, Shigeru Ban’s Pompidou-Metz,
with its organic structure and complex set of galleries and spaces, offers rhetoric of flux,
change, and growth over the ordered hierarchies of the conventional museum as museums
of new art are born at the same time as their collections. Rome’s MAXXI is built on acqui-
sition from the works on temporary display. Much of the real heat of experimentation, in-
novation, and encounter, however, still tend to happen in more contingent spaces; the al-
ternative sites, commandeered and pop-up spaces, as well as post-industrial sites inhabited
by artists’ groups, radical ventures, and even biennales worldwide. Perhaps that is how it
should be: Innovation is still more likely to happen in the epicentres of art, old and new,
but not in its high temples, as the pushing of artistic boundaries is rarely a command per-
formance. Good architecture can make good art look better but not bring it into being nor

prescribe how it is corralled and displayed.

MARCEL DUCHAMP, SIXTEEN MILES OF STRING. 1942, THE FIRST PAPERS OF SURREALISM SERGI GORUNTUSU. NEW YORK, ABD. SANATCI IZNIYLE.
MARCEL DUCHAMP, SIXTEEN MILES OF STRING. 1942, THE FIRST PAPERS OF SURREALISM EXHIBITION VIEW. NEW YORK CITY, USA. COURTESY OF THE ARTIST.
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Cagdas sanatin ve tasarimin sergileme gereksinimleri, performans sanatinin yani sira
zamana dayali, lense dayali ve dijital gibi yeni medyada bir¢ok form ve eserde sunulduklar:
i¢in 6zel bir yanit gerektirmektedir. Zamana dayali medyanin ihtiyaglari, karanlik, ayirma
ve uzun bir izleme siiresine izin verilmesi gibi baz1 6zellikleri gerektirmistir. Karanlikta
duvarlar kaybolur, mekén kaybolur, seyirciler ve hatta zamanin kendisi bile dikkatimizden
kagar. Tate Direktorii Nicholas Serota’nin tanimladig: gibi, bu gereksinimlerin birgogu
¢agdas1 deneyimlemek i¢in gerekli hale gelir: “Belirli bir odada belirli bir anda belirli tab-
lolara, heykellere veya yerlestirmelere bakmanin kesif duygusu” (6).

Ancak bir¢ok kurulum, alanin kontrol edilmesini gerektirir; tipik siyah kiip miizesinin
iginde hareketli duvarlar olurdu. Hatta bazi sanatgilarin ortamin sicakligiyla ilgili tercihle-
ri bile olabilir. Siyah kiip miizelerinin arkasindaki temel fikir, miizenin herhangi bir sanat
eserinin ihtiyaglarina gére sekillendirilebilir olmasi gerektigidir. Pompidou Merkezi, bu
diisiince tarzinin erken ddnem mimari kanitidir. Bununla birlikte Pompidou Merkezi’nde,
miizenin yiiksek teknolojili mimari formu, sanat eserinin nasil gérildiigiinii etkiler. Cogu
siyah kiip miizesi, modernist beyaz kiip miizelerinden alinan bir fikir olarak, sanat eserleri-
nin nesnel olarak goériintiilenebilecegi bir ortam gelistirmeyi tercih eder. Donald Prezio-
si'nin 1996°da belirttigi gibi, bugiin miizeolojik bir diinyada yasiyoruz. Bu, hi¢ de kiigiik
olmayan bir 6l¢iide, kendisi yaklagik 200 yillik miizeolojik meditasyonlarin bir diriinii ve
etkisi olan bir diinya. Miizeler, modernitenin o zaman boyunca tiretildigi, cinsiyetlendiril-
digi ve stirdiiriildiigii merkezi yerlerden biridir.(7)

21. yiizyilda bir sergi alaninin ne olabilecegini ve gelecegin miize uygulayicisinin hizla
degisen sosyal ve kiiltiirel baglamda hangi bilgi ve anlayis1 harekete gegirebilecegini yeni-
den digiinmek gerekir. (8) Michel Foucault mimarlikta 6lgiilebilir soyut bir alan olarak,
alg1 ve insasinda gorsel yetiyi 6nceliklendiren meké4n1 anlamanin, 18. yiizyilin sonlarinda,
devletin giicii ve kontrolil ile ilgili olan binalarin tasariminda -hapishane gibi- nasil ifade
edildigini gésterir. Alisilmadik 6gelerin ingasi ve yan yana gelmesi, sanatin dogasinin akici,
deneysel bir anlayisina isaret ederken, kiip belirli bir yapidir. Ancak, bu ¢eliski belki de bu
alanda pek gok basarili deney yapilmasini saglar.

“Sergi” kelimesinin, izleyiciyi kaginilmaz olarak sagkin ve bilgisiz birakan, ac1 verecek
kadar uzun veya davetkar derecede kisa ve karmagik metinsel agiklamalar arasinda bir dizi
gosteriyi ima ettigi giinler geride kaldi. Bugiin, toplumumuzda bu tiir diigiinceli deneyimler
i¢in bizi yagamlarimizda yenilenmis bir yere, bir déniisiime ve benligin sinirlarinin tesin-
de daha dolu bir varlik duygusuna gotiirebilecekleri daha fazla alana ihtiyacimiz var. Oy-
leyse ihtiyacimiz olan sey, seyircinin kendi yaraticiligini ve derin katilimini tegvik etmek
igin kogullarin kiiratorliigiinii yapmak. Ancak bu, daha genis bir gériis ve daha yogun ve
daha uzun siireli bir sorgulama i¢in giivenli ve bos bir alan gerektirir. Genellikle, “alterna-
tif-beyaz-olmayan-galeri-olmayan” sergiler daha az yorum gerektirir, ¢iinkii nesneler ge-
nellikle kendileri i¢in konugurlar ¢iinkii izleyici onlar hakkinda diigiinmeye tegvik edilir.
Her tasarimun farkli ihtiyaci oldugu igin, kiiratoriin sorumlulugu buna uygun olarak degis-
ken ve esnek sergi alanlari talep etmektir. Bu giinlerde sergi tasarimcilari, gézlemleyene ve
gozlenene odaklanarak, her yastan ziyaret¢inin rahat hissedebilecegi alanlar yaratiyor. Zi-
yaretgilerin merakinin cezbedildigi ve daha derinden bakmaya tegvik edildigi alanlar yara-
tilmas1 6nem tagtyor.

Unutulmamalidir ki, giiniimiiz kiiratérlerinin ana odak noktasi farkli mecralardaki nes-
nelerin bir araya gelmesidir. Ilgi alanlar1 cok daha biiyiik ve daha karmasgik hale geldi. Kii-
ratorlerin ellerinde zaten bagka tiirlii géremeyecegimiz seyleri gosteren yeterince is var. Bu
arada etkilesim, bu yeni kisileraras iletisim alanlari fikrini, bu alanlari olugturan teknolo-
jiyle genisletir. Etkilesim kavramindan yola ¢ikarak, “medya-6tesi” ¢ok sayida dijital plat-
form tarafindan desteklenen bu yeni ortamlarin 6zelliklerine atifta bulunur ve bunlari si-
niflandurir - isitsel, gérsel, metinsel ve benzeri...

Iwona Blazwick ise bu konuyu soyle 6zetliyor; “sergi alany, ister miize ister laboratuvar ol-
sun, artik tarafsiz, dogal ve evrensel olarak anlagilamaz, bunun yerine siyasetin, ekonominin,
cografyanin ve 6znelligin 6nceden belirlenmis psikodinamikleri araciligiyla anlagilabilir.
Kendimize sunu sormaliy1z: Saglam ve seffaf yapilar yaratabilir miyiz? Izleyicilerle, diger ku-
rumlarla, sanatgilarla iligkiler kurmak igin gerekli olan siirekliligi, yeni sanatsal tiretim ve
alim big¢imlerini benimseme esnekligi ile birlestirebilir miyiz? Galeri, 21. yiizyila ayak uydu-
rabilmek i¢in bir ag, kara kutu, beyaz kiip, tapinak, laboratuvar veya durum olmalidir. Kiira-
tor ile yapimc, nesne veya sanat fikri arasindaki yaratici ortaklik bi¢imini almalidir” (9)

Sergi tasarimi, kendi amaci dogrultusunda ziyaretciyi pasif bir izleyiciden aktif bir kati-
limcrya déniistiiren modernist bir disiplin haline geldi. Gelecegin miizelerinin de, tasari-
min birden fazla modelde yorumlama bi¢imi ve dogasina uygun sergileme bigimleriyle
anlamli deneyimler yaratabilmenin yollarini aramaya devam edeceklerine inaniyorum.

(1) O’Doherty, B. (1999) Inside the White Cube: The Ideology of the Gallery Space, Expanded Edition. University of
California Press

(2) Birkett, W. B. (2012) To Infinity and Beyond: A Critique of the Aesthetic White Cube. Masters thesis. Seton Hall
University

(3) Gropius, W. (1919) Bauhaus Manifesto and Program
https://adepratt.weebly.com/uploads/3/7/7/1/37716215/bauhaus_-_manifesto__program_statement.pdf

(4) Harvard Graduate School of Design (2015) Le Corbusier’s Musée a croissance illimitée: A Limitless Diagram for
Museology

https://pdfs.semanticscholar.org/5330/ca32f47d331689b2056092d0dea23eff1563.pdf

(5) https://www.architonic.com/en/project/zaha-hadid-architects-contemporary-arts-centre-maxxi-
rome/5100200

(6) Serota N. (2000), Experience or Interpretation: The Dilemma of Museums of Modern Art, Thames & Hudson.
(7) Preziosi, D. (1996), Art, Art History, and Museology. Museum Anthropology, 20: 5-6. https://doi.org/10.1525/
mua.1996.20.2.5

(8) Dewdney, A., Dibosa, D., & Walsh, V. (2012). Post Critical Museology: Theory and Practice in the Art Museum
(1st ed.). Routledge. https://doi.org/10.4324/9780203084595

(9) Marincola, P. (2006). What makes a great exhibition? Philadelphia: Reaktion Books, pp. 133

The display requirements of contemporary art and design call for a particular response
as they are presented in many forms and works in new media such as time-based, lens-
based and digital - as well as performance art. The needs of the time-based media have re-
quired some specifications such as darkness, separation, and an allowance of a long viewing
time. In the darkness, walls disappear, space disappears, and our fellow audience members,
even time itself, escape our attention. Many of these requirements become essential to ex-
perience the contemporary, as Tate Director Nicholas Serota describes it: “The sense of
discovery at looking at particular paintings, sculptures or installations in a particular room
at a particular moment” (6).

However, many installations require the space to be controlled; the typical black cube
museum would have movable walls in its interior. Some artists may even have preferences in
terms of the temperature of the ambient. The Pompidou Centre is early architectural evi-
dence of this fit-for-all kind of application. However, in the Pompidou Centre, the high-tech
architecture form of the museum influences how the objects are viewed. Relatively, the ma-
jority of the black cube museums prefer to develop an environment where works can be
viewed objectively. It is evident that this is an idea taken from modernist white cube muse-
ums. In 1996 Donald Preziosi noted this multiplicity as, “..we live in a profoundly museo-
logical world today. It is a world that, in no small measure, is itself a product and effect of
some two centuries of museological meditations. Museums are one of the central sites at
which modernity has been generated, (en)gendered, and sustained over that time.” (7).

Rethinking what an exhibition space in the 21st century could be as well as what knowl-
edge and understanding a future museum practitioner might mobilize in a rapidly chang-
ing social and cultural context (8). In architecture, Michel Foucault shows how the under-
standing of space, as a measurable abstract field in architecture which prioritizes the visual
faculty in its perception and construction, was expressed in the design of the buildings, in
the late-18th century, which was related to the power and control of the state- such as pris-
ons. The construction and juxtaposition of unlikely elements point to a fluid, experimental
understanding of the nature of art, whereas the cube is a particular structure. However, this
contradiction perhaps leads to many successful experiments in this area.

Gone are the days when the word “exhibition” implies a series of displays amid painfully
long or invitingly short and complex textual explanations, that inevitably left the audience as
dazed and confused as ill-informed. Today, we need more spaces for such thoughtful experi-
ences in our society, where they can take us to a renewed place in our lives, a transformation,
and a fuller sense of being beyond the limitations of self. So what we need is to curate the
conditions to encourage the audience’s own creativity and deep engagement. However, this
requires a safe and empty space for a wider view and an intense and more prolonged inquiry.
Usually, “alternative-non-white-non-gallery” exhibitions require fewer interpretations since
the spectator is encouraged to think about them because objects often speak for themselves.
As every design has different demands, it is the curators’ responsibility to ensure the creation
of flexible, and adaptable exhibition spaces. These days, exhibition designers focus on the
observer and the observed, creating spaces where visitors of all ages can feel comfortable.
They need to create spaces where visitors are encouraged to look at and into other spaces that
stimulate curiosity. We should not forget that today’s curators’ primary focus is on combining
objects in different media. The field of interest has become much bigger and more complex.
It is the curator’s concern to show us things we would not otherwise be seen. Interactivity,
meanwhile, extends this idea of new spaces of interpersonal communication with the tech-
nology that composes these spaces. a new way of communicating, a new means of expression
to the public. Stemming from the notion of interactivity, “trans-mediality” references and
categorizes characteristics of these unique environments supported by a multiplicity of digi-
tal platforms - audio, visual, textual, or otherwise.

Iwona Blazwick summarizes as “the exhibition space, be it museum or laboratory, can
no longer be understood as neutral, natural, universal but rather as through prescribed
psychodynamics of politics, economics, geography, and subjectivity. We must ask our-
selves, can we create robust and transparent structures? Can we combine continuity -so
necessary to build relationships with audiences, other institutions, artists-with the flexibil-
ity to embrace new modes of artistic production and reception? To be relevant in the 21st
century, the gallery must be a permeable web, a black box, a white cube, a temple, a labora-
tory, and a situation. It must take the form of creative partnership, between a curator and
the producer, object or idea of art’(9).

In its own right-aiming, exhibition design became a modernist discipline to transform
the visitor from a passive viewer into an active participant. I believe that museums will
continue in the future to seek to promote multimodal interpretations of design concerning

its notion to create meaningful experiences.

(1) O’Doherty, B. (1999) Inside the White Cube: The Ideology of the Gallery Space, Expanded Edition. University of
California Press

(2) Birkett, W. B. (2012) To Infinity and Beyond: A Critique of the Aesthetic White Cube. Masters thesis. Seton Hall
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(3) Gropius, W. (1919) Bauhaus Manifesto and Program
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Paris’teyim. Sehrin aligveris caddelerinin belki de en 6zeli olan Alma Meydanrni Champs-
Elyséesnin dénel kavsagina baglayan 615 metre uzunlugundaki Montaigne caddesi {ize-
rinde ilerliyorum. Bu cadde ayni1 zamanda Parislilerin “altin tiggen” olarak tanimladiklar:
ve Paris’in en kiymetli bolgesini temsil eden tiggenin bir duvarini ¢iziyor. (Merak edenler
i¢in hizlica s6yleyeyim; bu iiggen Montaigne, George V ve Champs-Elysées caddelerinin
arasinda kalan bolgeyiisaret ediyor ve Paris’in 8. Bolgesinde yer aliyor.) 30 numaranin 6nii-
ne vartyorum. Millon d’Ailly de Verneuil: 1865 ile 1868 yillarinda arasinda I. Napoléon’un
6z oglu Alexandre Colonna Walewskinin dul kalan esi Maria Anna Catherine Clarissa
Cassandra Ricci i¢in inga edilmis ti¢ katli bir hétel particulier*. Sonrasinda sendika ve
borsaya bagli ¢aligan 6nemli bir devlet memuru olan Maurice Louis Alfred Millon d’Ailly
de Verneuil, ardindan Madame Boselli ve 1939’dan itibaren ise Coralie Couture isimli
sapka magazasini agmak tizere Villoutreys ile Brossard tarafindan aliniyor. 1946 yilinda
ise Marcel Boussac’in da destegiyle Christian Dior kendi adini tagiyan moda evini buraya
tasiyor.

LVMH grubuna ait markalardan biri olan Dior, 2022 yilinda, bu lokasyonda, 10.000
metrekareden fazla bir alan kaplayarak aligveris mekanlari, vitrinler, restoran, pastane,
bahgeler, 6zel salonlar ve miizeden bozma bir galeriden meydana gelen yeni merkezini
agryor. Miizeden bozma diyorum ¢iinkii “La Galerie” olarak adlandirilan bu mekén bir
miize titizliginde kurgulanmis ve giiniimiizde bir markanin hikayesinin anlatilma sekil-
leri baglaminda giiglii bir 6rnek teskil ediyor.

Litks sektoriine dair digiiniince herkesin 6nyargilarla kaplanmis durumda oldugu-
nu goézlemlemeye basladigimdan bu yana, kapitalizmin kendi kendini kemiren hatali
eko-sisteminin giin be giin imkansiz uglara dogru yiiceltmekte oldugu bu sektériin i¢ di-
namikleriyle daha yakindan ilgilenmeye basladim. Sekt6r ¢alisanlarinin bityiik ¢ogunlu-
gunun muhtemelen higbir zaman erisemeyecekleri iiriin ve deneyimleri en iyi sekilde pa-
zarlayip satabilmek icin duyduklari heves litkksiin o uyusturucu etkisini yaratan biricik ve
degerli hissetmeyle baglantili. Ayricalikli hissetmek insanlarinin ¢gogunun ugruna bityiik
kararlar alabilecekleri bir his degil mi? Bugiinden bakarak Christian Dior’'un 1900’lerin
ortalarinda yaptiklarini anlamak biraz gii¢ olabilir, dolayisiyla kiiresel 1sinmadan ya da
organik tarimdan bahsedilmeyen o yillarda bu liks tiiketimin ne demek olabilecegini dii-
siinmek ve ardindan bu temel {izerinden bu markaya dair olugturulmus tiirlii tasariminin
mekén 6zelinde okumasini yapmak gerekiyor.

21 Ocak 1905 yilinda Fransa’nin Normandiya bolgesinde yer alan bugiin 12.500 otura-
nryla halé kiigiik bir kasaba olan Granville’de dogan Christian Dior, orada gegirdigi geng-
lik yillarinda bir el falcistyla kargilagiyor ve ondan 6mrii boyunca kadinlarla calisacagini
ve bu sekilde bagsariy1 yakalayacagini isitiyor. (Sonra hayati boyunca ticari kararlarini hep
falcilarla birlikte almaya devam ediyor. Hatta markanin 6nemli sembollerinden biri olan
“y1ld1z” simgesinin de bu tiir bir hikéyesi var.) Dior ailesi 1910 y1linda Paris’e tagindikla-
rinda babasi Christian’in diplomat olmasini istedigi igin Ecole des Sciences Politiques’e
yazdiriyor fakat o hem diploma alamiyor hem de bu dénemde tam aksi yénde bir tutum-
la Max Jacob, Jean Cocteau gibi dénemin sair ve sanat¢ilarla dostluk kurmaya bashiyor.
Bu tutum 1928’de Jacques Bonjean ile birlikte bir sanat galerisi kurmaya kadar ilerliyor.
Kendi hayran olduklar: sanatgilari sergiliyor ve satiyorlar: Picasso, Braque, Dufy, Dali...
Finansal sebeplerle birkag yil sonra galeri kapaniyor. 1930’larin baglarinda Christian’in
illastrasyon konusundaki yetenegi fark edilmeye bagliyor. Jean Ozenne’in taslaklarini
satmasi1 ya da Claude Saint-Cyr ve Madame Agnés’e ilk desenlerini satmasi da bu déneme
denk geliyor. Ardindan Le Figaro Illustré’de ise basliyor. Kisa bir ara sonras: desenleri-
ni Balenciaga, Nina Ricci ve Schiaparelli gibi isimlere satryor. 1938 yilinda modelist ve
desinatér olarak “modanin prensi” Robert Piguet ile ¢aligmaya bagsliyor. 1942’de Pierre
Balmain ile Lucien Lelong’un yaninda ¢alisiyor. Birkag yil sonra da donemin 6nemli isim-
lerinden Marcel Boussac ile konusup falcisinin da israrlariyla onu yetecegine ikna ede-
rek Montaigne caddesi 30 numarada yer alan binaya taginiyor ve dénemin bilinen kadin
giyim modasinin sinirlarini zorlamaya ve elbiseleri bir mimar gibi tasarlamaya basli-
yor. (Eskiden ti¢ metre kumagla dikilen elbiseler i¢in 25 metre kumasg kullanmas: gibi...)
Corolle, En 8, New Look, gibi efsanevi koleksiyonlarla kisa siirede diinyaca taninryor. II.
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I'm in Paris. I am walking on the 615 meters long Avenue Montaigne, one of the city’s most
special shopping streets, which connects Alma Square to the roundabout of the Champs-
Elysées. This street also draws a wall, what Parisians call the “golden triangle” and repre-
sents the most precious district of Paris. (For those who are wondering, this triangle marks
the area between Avenue Montaigne, George V and Champs-Elysées and is located in the
8% district of Paris.) I arrive in front of number 30. Millon d’Ailly de Verneuil. A three-sto-
rey hoétel particulier built between 1865 and 1868 for Maria Anna Catherine Clarissa Cas-
sandra Ricci, the widow of Napoleon I’s natural son, Alexandre Colonna Walewski. After-
wards, the building is bought by Maurice Louis Alfred Millon d’Ailly de Verneuil, an
important civil servant working for the union and the stock market; then by Madame Bo-
selli; and finally by Villoutreys and Brossard to open a hat shop called Coralie Couture in
1939. Then in 1946, with the support of Marcel Boussac, Christian Dior moved his epony-
mous fashion house there at 30 Avenue Montaigne.

Dior, one of the LVMH group brands, opened its new boutique in this location in 2022,
covering an area of more than 10,000 square meters and consisting of shopping areas, show-
cases, a restaurant, a patisserie, gardens, private lounges and a museum-turned gallery. I say
museum-turned because this place called “La Galerie” was designed with the meticulousness
of a museum and sets a very strong example in terms of the way a brand’s story is told today.

Ever since I started observing that everyone is covered in prejudices when thinking
about the luxury industry, I have become more interested in the inner dynamics of it, while
the self-gnawing and faulty eco-system of capitalism is pushing it day by day to impossible
extremes. I suspect that the enthusiasm of the vast majority of industry professionals to
market and sell products and experiences -that they will probably never have access to- is
linked to the unique and valuable feeling that creates the dope effect of luxury. Isn’t feeling
privileged a feeling that most people can make big decisions for? Today, it may be a little
difficult for us to understand what Christian Dior did in the mid-1900s, so I want to look
at what this luxury consumption could mean in those years when we didn’t talk about
global heating or organic agriculture. And on this basis, I would like to make a spatial-
specific reading of the design of this brand.

Born on January 21, 1905, in Granville, which we can still call a small town with 12,500
residents in the Normandy region of France, young Christian Dior meets a palmist and
hears from her that he will work with women throughout his life and achieve success in this
way. (Afterwards, he continues to make commercial decisions with fortune tellers through-
out his life. Even the “star” symbol, one of the important symbols of the brand, has such a
story.) When the Dior family moved to Paris in 1910, his father wanted Christian to be-
come a diplomat. He enrolls in politics at Ecole des Sciences but he cannot get a diploma
and in this period, he starts to make friends with poets and artists such as Max Jacob and
Jean Cocteau with a completely opposite attitude. He even goes as far as establishing an art
gallery with Jacques Bonjean in 1928. In this gallery, they exhibit and sell the works of art-
ists they admire: Picasso, Braque, Dufy, Dali... The gallery closes after a few years for finan-
cial reasons. In the early 1930’s, Christian’s talent for illustration started being noticed. It is
also during this period that Jean Ozenne sells her sketches to Claude Saint-Cyr and Ma-
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Diinya Savagi sonrasi Fransa’nin yoksulluk déneminde bile bu getin sartlara bir bagkal-
dir1 olarak Fransiz Haute Couture’iinii ve parfiimiinii 6ne siiriiyor. Devaminda Dior yine
sektorde o zaman bilinmeyen servisleri de markasina dahil ederek ve franchise sistemini
getirerek tiim diinyada yeni Dior magazalar1 agarak Rita Hayworth, Marilyn Monroe,
Ava Gardner, Liz Taylor gibi en inlii yildizlar: giydirmeye bagliyor. (Hatta bu tnliler-
den Dior’dan bagka hi¢bir markay1 giymeyen Marlene Dietrich o dénem Le Grand Alibi
filmini ¢ekmeye hazirlanan Alfred Hitchcock’a telif edilen rol karsiliginda “No Dior No
Dietrich” sézleriyle yanit vererek sektére damgasini vuruyor.) 1956’de Dior anilarini ka-
leme almak iizere Var bélgesinde yer alan Colle Noire satosuna kapaniyor. Ertesi y1l O
donemki geng asistan1 Yves Saint Laurent ile birlikte Fuseau koleksiyonunu ¢ikardiktan
sonra gittigi Italya’da gecirdigi bir kalp krizinin ardindan aniden vefat ediyor. Cenazesi
Fransa tarihinin en biiyiik cenazelerinden biri oluyor.

Granville’deki miize-ev ayn1 zamanda Dior’a tiim yaratici siireglerinde temel olan ev.
Bu evin ¢icekli bahgesi ve evde ailecek gecirilen zamanlarin etkisi bugiin tasarlanan Paris
flagship** magazasinda belirtiliyor. Ornegin, Belgikali peyzaj mimari Peter Wirtz danig-
manliginda yapilan bahge diizenlemeleri de iginde II. Diinya Savas1 esnasinda 1944 yilin-
da Ravensbriick’te aktivitelerinden 6tiirii Gestapo tarafindan tutuklanan ve 1945 yilinda
serbest birakilan Christian’in ablasi Catherine’i barindiriyor.

iki yil siiren renovasyon ve genisletme ¢aligmalarindan sonra Dior'un CEO’su Pietro
Beccari yonetiminde mimar Peter Marino tarafindan tasarlanmis gsekilde 6 Mart 2022
tarihinde Frangois ler sokagina da tasarak tekrar agilan 30 Avenue Montaigne “galeri’si,
magazasl, her ikisi de Fransiz sef Jean Imbert’in dokunusuyla tamamlanan Le Restaurant
Monsieur Dior ve La Pétisserie Dior, haute couture salonlari ve bahgeleriyle bir biitiin de-
neyim olarak sunuldu.

Haftanin her giinii agik, Maria Grazia Chiuri tasarimlariyla kadin, erkek, gocuk ve bebek
hazir giyim, haute couture ev dekorasyonu, kozmetik ve miicevher satig boliimleriyle dokuz
farkli dilde hizmet veren magaza Montaigne caddesi ve Frangois 1 sokaginin késesini tutan
bir giristen konuklar1 i¢ine aliyor. Bu kapidan girmeyip sola dogru yiiriirseniz Frangois ler’in
uizerindeki girisiyle La Galerie’ye; saga dogru yiiriirseniz Dior kitabevine variyorsunuz.

10.000 metrekarelik alan tzerine kurulan bu yeni flagship, zamaninda Christian
Dior’'un yaptig1 tanim gibi, tam bir fevkaladelikler siginag: (refuge of the marvelous).
Berlin’deki Hamburger Bahnhof, Seul’daki MMCA ya da Roma’daki MAXXI ile ayn1
buyiiklitkkte bir mek4n. Son 75 yildir Dior'un DNA’sin1 olugturmus olan bu binalar artik
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dame Agnés. Then he starts working at Le Figaro Illustré. After a short break, he sells his
designs to names like Balenciaga, Nina Ricci and Schiaparelli. In 1938, he starts working
with the “prince of fashion” Robert Piguet as a model and designer and working alongside
Pierre Balmain and Lucien Lelong in 1942. A few years later, he talks to Marcel Boussac,
one of the important names of the period, and convinces him that his fortune-teller
would suffice, and moves to the building located at 30 Avenue Montaigne pushing the
limits of the well-known women’s clothing fashion of the period and designing dresses
like an architect (by using 25 meters of fabric for dresses sewn with three meters of fabric
normally). It gets known worldwide in a short period of time with legendary collections
such as Corolle, En 8, New Look.. He proposes French Haute Couture and perfume as a
rebellion against these harsh conditions even during the poverty period of post-World
War II in France. Afterwards, Dior starts to dress the most famous stars such as Rita
Hayworth, Marilyn Monroe, Ava Gardner, Liz Taylor by opening new Dior stores all over
the world by including services that are unknown in the sector and introducing the fran-
chise system. (Marlene Dietrich, who wore no other brand other than Dior among these
celebrities, leaves her mark on the industry by responding to Alfred Hitchcock, who was
preparing to shoot of Le Grand Alibi at that time, by saying “No Dior No Dietrich” in
exchange for the copyrighted role.) He confines to the Colle Noire castle in the Var re-
gion.The following year, he goes to Italy with his young assistant, Yves Saint Laurent, af-
ter he takes out his Fuseau collection, and dies there after a heart attack. His funeral is
one of the biggest funerals in the history of France.

The museum-house in Granville is also Dior’s home in all of his creative processes. The
flowery garden of this house and the effect of family time at home are indicated in the
Paris flagship store designed today. For example, garden arrangements made under the
consultancy of Belgian landscape architect Peter Wirtz also include Christian’s older sister,
Catherine, who was arrested -and then released in 1945- by the Gestapo for her activities
in Ravensbriick in 1944 during World War II.

After two years of renovation and expansion by the architect Peter Marino under the
direction of Dior’s CEO Pietro Beccari, 30 Avenue Montaigne reopened on March 6, 2022
overflowing to Frangois 1 street, with Le Restaurant Monsieur Dior and La Patisserie Dior
both touched by French chef Jean Imbert, and is presented as a whole experience with
haute couture lounges and gardens.

The store, which is open every day of the week, and serving in nine different languages
women’s, men’s, children’s and baby ready-to-wear, hate couture, home decorations, cos-
metics and jewelry sales sections designed by Maria Grazia Chiuri, welcomes guests
through an entrance that occupies the corner of Avenue Montaigne and Rue Frangois 1¢. If
you do not enter through this door and walk to the left, you will reach La Galerie with its
entrance above Francois 1¢; If you walk to the right, you arrive at the Dior bookstore.

This new flagship, built on an area of 10,000 square meters, is a refuge of the marvelous,
as Christian Dior described it. A venue that is big as the Hamburger Bahnhof in Berlin, the
MMCA in Seoul, or the MAXXI in Rome. These buildings, which have formed the DNA
of Dior for the last 75 years, now witness the whole process and also tell the history of Dior.
Nathalie Criniére is the narrator scenographer of La Galerie Dior. The founder of Agence
NG, Criniére has retained this position both in Dior’s 2021 exhibition at the Brooklyn Mu-
seum, in the Musée des Arts Décoratifs exhibition, and in showings for many other fashion
brands. A brand’s communication is undoubtedly about telling the story of that brand. The
four-storey building, organized with the care of a museum, consists of galleries that center
different focal points. Wanting to convey exactly where and how the story began, Criniére
also preserved some parts of this building, which is the real place of the story, such as
Christian Dior’s office or the rooms where the models were dressed before the fashion
show, and included them in the narrative. After more than two years of renovation and
exhibition work, what remained was a near-perfect witnessing experience for the audience.

I witnessed with amazement what a luxury consumer brand can do to promote itself. Of
course, the sums spent on this work are very high, and the result is a very impressive; a
complete narrative. I would like to focus on La Galerie aside the whole other shopping ex-
perience. A presentation that brings together all kinds of materials that accompany Chris-
tian Dior’s journey, with works of art, on a room-to-room route from the birth of Christian
Dior to the first day of his brand. You might ask how Nathalie Criniére’s work is different
from a curator’s. I can say that while curators often bring together related things around an
idea, scenographers tend to create a new atmosphere by incorporating other elements into
the work. But I still think they serve similar purposes. After entering the space called La
Galerie, the stairwell, which provides the connection between the floors, is designed as a
huge glass showcase, and inside it is a large diorama produced with a 3D printer for minia-
ture replicas of Dior’s designs over the years, that makes a giant diorama and a rousing
portrait of Monsieur Dior made from pixels. The image of Christian Dior is a frequent and
each time he is portrayed as a figure of power and grace. In 2017, when the Christian Dior
Designer of Dreams exhibition at the Musée des Arts Décoratifs in Paris welcomed 700,000
visitors, CEO Beccari was tempted by the idea of deepening the roots of the fashion house
where it was released. 30 Avenue Montaigne, which is at the same time highly commercial
but gracefully renders this ambition invisible, proposes the pinnacle of luxury consump-
tion and experience: you can be part of a rich story, dress in comfortable and high-quality
fabrics, buy from specially produced books, fill your stomach with the finest foods and
spend a night If you want to stay in Dior’s suite, you can even have the key to 30 Avenue
Montaigne. This also means you can shop 24/7 or visit the museum at three o’clock in the
middle of the night in your pajamas if you wish. If you could do these, would you feel dif-
ferent, special and valuable?

The design journey that Christian Dior started, continued with Yves Saint Laurent,
Marc Bohan, Gianfranco Ferré, John Galliano, Raf Simons and Maria Grazia Chiuri
points to different periods and styles of Dior. La Galerie, which is designed to be re-
newed every three months due to the sensitivity of the clothes, can skillfully highlight
the differences of the lines drawn in this sense. In addition, the entire narrative is adorned
with the names Christian Dior has added to his art collection: works by Guy Limone,
Jennifer Steinkamp, Johan Creten, Paul Cocksedge, Isa Genzken, Azuma Makoto and
Joél Andrianomearisoa are distinguished pieces that contribute to the general mood of
La Galerie Dior. Because only a space completed by a work of art (and its reading) ap-
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tiim siirece sahitlik ederken Dior’un tarihini de anlatiyor. Tirk¢ede “skenografi” keli-
mesiyle kargilik bulan ve sahne, 151k, ses ve kostiim gibi elemanlari i¢eren bir nevi sah-
ne yahut atmosfer tasarlama pratigi olarak da tanimlayabilecegimiz yontemle olusturu-
lan La Galerie Dior’'un anlatici skenografi Nathalie Crinié¢re. Agence NC’nin kurucusu
Criniére bu pozisyonunu hem Dior’'un 2021’de Brooklyn Miizesi sergisinde hem Musée
des Arts Décoratifs sergisinde hem de bagka pek ¢ok moda markasinin sergisinde korudu.
Bir markanin iletigimi siiphesiz o markanin hikéyesinin anlaticiligini yapmakta gegiyor.
Bir miize 6zeniyle diizenlenen dort katli bina farkli odak noktalarini merkezine alan ga-
lerilerden olusuyor. Hiké4yenin tam olarak nerede ve nasil bagladigini aktarmak isteyen
Criniere ayn1 zamanda hikayenin gergek mekéni olan bu binanin Christian Dior’un ofisi
ya da defile 6ncesi mankenlerin giyindigi odalar gibi baz1 kisimlarini oldugu gibi koruya-
rak anlatiya dahil etmis. Iki y1ldan fazla siiren renovasyon ve sergi galismalarinin ardin-
dan geriye kalan ise izleyiciler i¢in kusursuza yakin bir taniklik deneyimi olmus.

Bir liiks tiitketim markasinin kendini tanitma adina neler yapabiliyor olduguna saskin-
likla sahitlik ettim. Elbette bu is i¢in harcanan meblaglar ¢ok yiiksek, ortaya ¢ikan sonug
ise ¢ok etkileyici, eksiksiz bir anlati. Diger biitiin aligveris deneyimini 6zenle bir kenara
ayirarak La Galerie kismina odaklanmak istiyorum. Christian Dior'un dogumundan 6lii-
miine, markasinin ilk giiniinden bugiiniine dogru odadan odaya gegilen bir giizergihta
sanat yapitlari esliginde sunulan ve Dior’un yolculugunda ona eslik eden tiirlii malzemele-
ri bir araya getiren bir sunum. Anlatici skenograf demistim Nathalie Criniére i¢in, yapti-
ginin kiiratorlitkten ne fark: var diye sorabilirsiniz. Kiiratorler daha ¢ok birbiriyle alakali
seyleri -genellikle- bir fikir etrafinda bir araya getirirken, skenograflar isin igerisine baska
elemanlar da dahil ederek yeni bir atmosfer yaratma egiliminde oluyorlar diyebilirim
ama yine de benzer amaglara hizmet ettiklerini diigiinityorum. La Galeri olarak adlandi-
rilan mekéna girdikten sonra katlar arasindaki baglantiy1 saglayan merdiven boslugunu
cevresi metrelerce uzunlukta cam bir vitrin olarak tasarlanarak igerisinde Dior’un sene-
ler icerisindeki tasarimlarindan minyatiir replikalara 3B printer ile 100.000 saat mesai
ayrilarak iiretilmis genis bir dioramaya ve Monsieur Dior’un renk piksellerinden olugan
dev bir portresine yer veriyor. Genel olarak Christian Dior’un sureti siklikla kargilagilan
bir imaj, her defasinda bu batil inanglar1 kuvvetli figiir ayn1 zamanda bir giig ve zara-
fet figiirii olarak tasvir ediliyor. 2017 yilinda Paris’te Musée des Arts Décoratifs’te yer
alan Christian Dior Designer of Dreams sergisi 700.000 ziyaret¢i agirlayinca CEO Beccari,
moda evinin kéklerini, salind1g1 yerde daha da derinlestirme fikrinin cazibesine kapila-
rak ¢aligmalara bagliyor. Ayn1 zamanda son derece ticari olan ancak zarafetiyle bu eme-
li goriinmez kilan 30 Avenue Montaigne litks titketim ve deneyimin zirvesini 6neriyor:
zengin bir hikéyeye dahil olabilirsiniz, konforlu ve kaliteli kumaglardan giyinebilir, 6zel
olarak az sayida iiretilmis kitaplardan alabilir, karninizi en giizel gidalarla doyurabilir
ve bir gece Dior’un suit odasinda kalmak isterseniz 30 Avenue Montaigne’in anahtarina
bile sahip olabilirsiniz! Bu ayn1 zamanda 7/24 aligveris yapabileceginiz veya dilerseniz
pijamalarinizla gece yarisi saat iigte miizeyi gezebileceginiz anlamina da geliyor. Bunlar
yapabilirseniz kendinizi farkli, 6zel ve degerli hisseder miydiniz?

Christian Dior’un bagladig1, Yves Saint Laurent, Marc Bohan, Gianfranco Ferré, John
Galliano, Raf Simons ve Maria Grazia Chiuri ile devam eden tasarim yolculugu Dior mar-
kasinin farkli dénemlerine ve tarzlarina isaret ediyor. Kiyafetlerin hassasiyetinden otiirii
her ti¢ ayda bir yenilenecek sekilde tasarlanan sunum La Galerie bu anlamda ¢izilen ¢izgi-
lerin farklariniustaca 6n plana ¢ikarabiliyor. Ayrica tiitm anlat1 Christian Dior’un sanat ko-
leksiyonuna kattig1 isimlerle bezenmig durumda: Guy Limone, Jennifer Steinkamp, Johan
Creten, Paul Cocksedge, Isa Genzken, Azuma Makoto ve Joél Andrianomearisoa’nin ya-
pitlar: La Galerie Dior’'un genel mizacina katk: koyan giizide pargalar olarak konumla-
niyor. Ciinkii her zaman bir sanat yapit1 (ve okumasiyla) tamamlanan bir mekén biitiine
yaklagiyor. Hatta bu “galeri”de Wunderkammer (nadireler kabinesi) olarak tasarlanmus
bir de Room of Wonders bile bulunuyor. Burada Dior’a ait pek ¢ok degerli ve nadir nes-
neyle kagilagiyor izleyici.

Riiya tasarimcisi olarak da adlandirilan Christian Dior’a dair detayli bir tarihi
okuma yapabilme firsatini sunarken soruyorum, riiya tasarlamak ne demek olabilir?
Rityalarimizda neler var? Beccari’nin de dedigi gibi gelecege bagli kalarak ancak kolesi
olmadan tekrardan diizenlenen 30 Avenue Montaigne miisterilerine ve izleyicilere tam
tesekkullii bir ziyaret vaat ediyor. Para harcama ve aligverigle ilintili kisimlarda elbette
miigterinin konforuna ve gustosuna hitap eden 6gelerin her birini 6zellikle diigiinerek
hem hareket alani sagliyor hem de rahat ettiriyor. La Galeri kismi ise biraz daha farkli
¢iinkii orada aligveris bu defa bilgi aktarimiyla yapiliyor. Giris ticreti 12 Euro, indirimli
iicret ise 8. Dior markasina ait hig¢bir {iriinii satin alamayacaginiz bu {icret karsiliginda
Dior’un tarihi tizerine gok iyi kurgulanmis bir gorsel sov yardimuiyla tarihsel bilgilere ulas-
ma firsatini satin almig oluyorsunuz aslinda. Biitiin bunlar: anlatma sebebim ise baglikta
sordugum soruya baglanabilmek i¢indi, “deneyimin liks titketim yanlis1 olmasi izleyiciye
ne soyler?” En ince detayina kadar digiiniilmis kurgular, en kaliteli malzemeler, ugru-
na harcanan uzun saatler, giinler hatta yillar, dahil olanlarin kendi yetkinlik alanlarinda
6ncii olmalari ve projeye verilen 6nem siiphesiz ki izleyicide dncelikle giiven hissini uyan-
dirtyor. Liiksiin tasarimi genellikle konfor ve kalite kadar giivenligi de temsil eder. Bu 6rne-
§i tasarimi sergileme kapsaminda ele alarak skenografi alanina da deginmek ve sergi gérme
deneyimini sorgulamak amaciyla ele aldim. Sunumun yéntemli nizami, modern kronolojisi,
yasayan bir tarihe atifta bulunmasi bakimindan bir deger olarak inga etmesi meta iiretimin
¢agina yani 19. ylizyila ait bir olgu. Giiniimiizde ¢agdas miize deneyiminin degismesinin ve
tiiketim yanli olmasinin “miizeyi magazalastirdigr” diisiincesi elestirilirken bu miizelesen
magaza Ornegi, yaratilan degerlerin degisen pozisyonu bakimindan i¢inde yasadigimiz ¢cag:
tasvir ederken anlamli bir ters kdse olusturuyor; temsil ettikleri bilgi ve iktidar rejimleriyle
miizeleri irdelemek ve tekrar inga etmek gereken bir zamanda...

*Fransa’da 17. ve 18. yiizyilda asil, ruhban sinifi ve bazi ayricalikli memurlara ait gehir saraylarini tanimlamak igin
kullanilan 6zel konak anlamina gelen yerlesmis mimari terim.
**Ingilizcede “amiral gemisi” anlamina gelmekte olan flagship, bityiik markalarin standart magazalarindan daha biiyiik

alana sahip, daha fazla stok, daha tecriibeli personel bulundurdugu magazalarina verilen isim.
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Son 75 yildir Dior'un DNA’sin1
olusturmus olan bu yapilar artik
tim siirece sahitlik ederken
Dior’un tarihini de anlatiyor.

These buildings, which have formed

the DNA of Dior for the last 75 years,

now witness the whole process and
also tell the history of Dior.

RUYALAR ATOLYESI THE ATELIERS OF DREAMS
FOTOGRAF PHOTO KRISTEN PELOU COURTESY
OF DIOR IZNIYLE

DIOR, MAKING OF GLOBAL FOTOGRAF PHOTO
SOPHIE CARRE COURTESY OF DIOR [ZNIYLE

proaches the whole. There is even a Room of Wonders in this “gallery”, designed as a
Wunderkammer (cabinet of curiosity). Here, the audience encounters many precious and
rare objects belonging to Dior.

While offering the opportunity to read a detailed history of Christian Dior, who is also
called the dream designer, I ask, what does it mean to design a dream? What do we have in
our dreams? As Beccari said, redesigned with tradition but without becoming a slave of it,
30 Avenue Montaigne promises a full-fledged visit to its customers and audience. In the
parts related to shopping, each of the items that appeal to the qualityand gusto of the cus-
tomer both provides space for movement and makes them comfortable. La Galerie is a
little different because the act of shopping there is done by buying information this time.
The entrance fee is 12 Euros, the discounted fee is 8. In fact, you puchase the opportunity
to access historical information with the help of a well-constructed visual show on Dior’s
history, for a price that you cannot buy any products of the Dior brand. The reason why I
told all this was to be able to connect to the question I asked in the title, “What does a
luxury driven experience tell the audience?” The fictions thought out to the smallest detail,
the highest quality materials, the long hours, days and even years spent for the sake of it,
the fact that the people involved are pioneers in their own fields of competence and the
importance given to the project undoubtedly arouses a sense of trust for the client or view-
er. The design of luxury often represents safety and trust as well as comfort and quality. I
have handled this example with the aim of addressing the field of scenography and ques-
tioning the experience of seeing an exhibition by considering the design within the scope
of the exhibition. The methodical order and the modern chronology of the exhibition cre-
ates a value in terms of referring to a living history. This phenomenon belongs to the age of
commodity production, namely the 19* century. While the idea that the change in con-
temporary museum experience and its consumption drien atmosphere is criticized today as
the stores becoming museums, this example of boutique becoming a museum creates a
meaningful reverse corner while describing the era we live in, created values are changing
their positions, at a time when it is necessary to rethink and reconstruct the concept of the

museum that merely represents knowledge and power.

DIOR, MAKING OF GLOBAL FOTOGRAF PHOTO
SOPHIE CARRE COURTESY OF DIOR IZNIYLE

YARATIMIN KALBI MUZCIZELER ODASI

THE HEART OF THE CREATION THE CABIN
MIRACLE FOTOGRAF PHOTO KRISTEN PELOU
COURTESY OF DIOR IZNIYLE

CHRISTIAN DIOR’'UN MASASI CHRISTIAN DIOR’S
DESK FOTOGRAF PHOTO KRISTEN PELOU
COURTESY OF DIOR IZNIYLE
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mekanda tasarim design in space

Roportaj Interview: Liana Kuyumcuyan

Frank Gehry tarafindan tasarlanan
Vitra Tasarim Miuzesi 1989’da acildi. Ana
miize binasi olan bu mekan, yilda iki defa
tasarimin mimari, sanat ve giindelik kiiltiirle
olan, ge¢mis ve simdiki iligkisine adanmig gecici
sergiler duzenliyor. Herzog & de Meuron
tarafindan tasarlanan ek bina Vitra Schaudepot
ise 2016'da agild1 ve simdi Vitra Tasarim
Miizesinin kalic1 koleksiyonuna ev sahipligi
yapiyor. 2010 yilindan bu yana Vitra Tasarim
Miizesi Koleksiyon Bagkanligini yapan Susanne
Graner ile hem Vitra Tasarim Miizesi'ndeki hem
de Vitra Schaudepot’taki deneyimleri; tasarimi
depolama ve sergileme pratikleri; ve 14 Mayzs
2023’e kadar goriilebilecek olan son tasarim
sergileri Color Rush! An Installation by Sabine
Marcelis iizerine konugtuk

The Vitra Design Museum, designed by
Frank Gehry, opened in 1989. It is the main
museum building, and annually mounts two major
temporary exhibitions dedicated to design’s past
and present relationship to architecture, art and
everyday culture. The additional building Vitra
Schaudepot designed by Herzog & de Meuron was
opened in 2016 and now showcases the permanent
collection of the Vitra Design Museum. We talked
with Susanne Graner, the Head of Collection of
the Vitra Design Museum since 2010, about her
experiences both in the Vitra Design Museum and
the Vitra Schaudepot; storing and exhibiting
design pieces; and their recent design exhibition
Colour Rush! An Installation by Sabine Marcelis,
which can be seen until May 14™, 2023

Tasanm
tanhini
sergilemek:
Exhibiting
the history
of design:

Vitra Design Museum

SUSANNE GRANER, VITRA TASARIM MUZESI KOLEKSIYON BASKANI
VITRA TASARIM MUZESI IZNIYLE. FOTOGRAF: NATHALIE SCHULTEN
SUSANNE GRANER, HEAD OF COLLECTION VITRA DESIGN MUSEUM.
COURTESY OF VITRA DESIGN MUSEUM. PHOTO: NATHALIE SCHULTEN

(SOL) VITRA SCHAUDEPOT, VITRA TASARIM MUZESI IZNIYLE.
FOTOGRAF: MARK NIEDERMANN

(LEFT) VITRA SCHAUDEPOT. COURTESY OF VITRA DESIGN MUSEUM.
PHOTO: MARK NIEDERMANN
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Oncelikle Vitra Tasarim Miizesi’nin tarihgesini ve kurulusunu sormak istiyo-
rum. Tasarim miizesi ihtiyaci nasil gelisti? Ve bugiiniin koleksiyonu yillar ice-
risinde nasil bir araya geldi?

Koleksiyonu miizenin kurucusu Rolf Fehlbaum baglatt1. 1980’lerde bir mobilya
koleksiyonu olugturdu ve 1989’da kuruldugunda Vitra Tasarim Miizesi'ne devret-
ti. O zamandan beri de koleksiyon, miize miidiirleri ve ekibi tarafindan Rolf Fehl-
baum ile birlikte genisletildi. Bu koleksiyonun adedi bugiin 6rneklerinin en biiyii-
gii. Vitra Tasarim Miizesi’nin koleksiyonu, yaklagik 7.000 par¢a mobilya, 1.000’den
fazla aydinlatma nesnesi, ¢ok sayida argiv ve Verner Panton ve Alexander Girard’in
miilkleri olan Eames Office Koleksiyonu ile toplamda yaklagik 20.000 nesneyi
kapsiyor.

Mevcut koleksiyonu Schaudepot’ya tasimak nasil bir siirecti?

Frank Gehry’nin ana miize binasi, baglangicta koleksiyona ev sahipligi yapmak
icin tasarlanmigti. Daha sonra bu miize alani, biiyiik gecici sergiler diizenlemek
icin kullanilmaya baglandi. 2016 yilinda Vitra Schaudepot’nun insasi, koleksiyo-
nun kalic1 bir sunumuna izin verdi ve gesitli bir egitim programi sunmaya baglad..
Schaudepot'nun eklenmesiyle Vitra Tasarim Miizesi sergi alani ikiye katlandi.
Yeni yapi, endiistriyel bir binanin veya deponun basit gériiniimiini, bir kamu mii-
zesi deposunun karmasgik gereksinimleriyle birlestiriyor.

Disaridan bakildiginda Schaudepot, tamamen penceresiz bir cephe ve basit bir
iggen cati ile karakterize edilen, elle kirilmug tuglalardan inga edilmis yekpare bir
hacim olarak gériiliiyor. Binanin igi, koleksiyondaki nesnelerin korunmas: igin
ideal koruma kosullar1 sunuyor. Zemin kat, koleksiyonumuzdan yaklagik 400 nes-
nenin gosterildigi ana salonu iceriyor. Biiyiik bir pencere, ana salonu, ziyaretgile-
rin koleksiyonun diger depolarina bir géz atabilecegi alt zemin katina bagliyor. Bu
gorsel temas, binanin altinda yatan konsepti vurgulamak tizere tasarlandi; miize
koleksiyonunun biiyiimesini ve genislemesini temsil ediyor. Ust kattaki sergileme
alani ile baglanti kurarak daha biiyiik bir kamusal varlik kazanmasini sagliyor.
Bodrum katindaki mevcut depolar siirekli degisim i¢cinde kalacak, daha da genis-
letilecek ve ayni sekilde sergilerin bir pargasi haline gelecek.

Her biri ayn1 zamanda tarihsel bir 6nem tasiyan tasarim nesnelerini sergile-
mek i¢in hazirlanan Schaudepot’nun i¢ mekani nasil tasarland1?

En bagindan beri, Schaudepot’taki sergi ayn: zamanda genisletilmis bir depola-
ma alani olarak hizmet etti. Bu nedenle “Schaudepot” ad1 (g6steri ve depolama)
iki prensibimizi temsil ediyor; nesnelerin sergilendigi, ama ayni1 zamanda saklan-
dig1 bir yer olarak kullaniliyor.

Ozel iiretilmis ii¢ katli raflar bu konuyu géz 6niinde bulundurarak tasarlands,
mobilyalar1 depoda saklama seklimizin temelini olusturdu. Bu deponun karakte-
rini korumak ve ziyaretgilerin mobilya tasarimi tarihine “dalmasini” saglamak bi-
zim igin gok énemliydi. I¢ mekani Dieter Thiel tasarladi.

First of all, I would like to ask about the history and foundation of the Vitra
Design Museum. How has this need for a design museum evolved? And how
did the collection of today gather through the years?

The museum’s founder Rolf Fehlbaum initiated the collection. In the 1980s, he
assembled a collection of furniture, which he transferred to the Vitra Design Mu-
seum upon its founding in 1989. Ever since, the collection has been expanded by
the museum directors and team together with Rolf Fehlbaum, and numbers are
among the largest of its kind. Today, the Vitra Design Museum’s collection en-
compasses around 20.000 objects, with some 7.000 pieces of furniture, more than
1.000 lighting objects, numerous archives, and the Collection of the Eames Office,
the estates of Verner Panton and Alexander Girard.

What was your experience when you had the chance to take the existing col-
lection in Schaudepot?

The main museum building by Frank Gehry was originally conceived to house the
collection. Later, the museum started utilizing the space to stage major temporary ex-
hibitions. The construction of the Vitra Schaudepot in 2016 allows for a permanent
presentation of the collection and offers a diverse educational program. With the ad-
dition of the Schaudepot, the Vitra Design Museum has doubled its exhibition space.
The new structure combines the simple appearance of an industrial building or ware-
house with the complex requirements of a public museum repository.

From the outside, the Schaudepot presents itself as a monolithic volume con-
structed from hand-broken bricks, characterized by a completely windowless fagade
and a simple gable roof. The interior of the building offers ideal conservational con-
ditions for the preservation of the objects from the collection. The ground floor in-
cludes the main hall where around 400 objects from our collection are shown. A
large window connects the main hall to the lower ground floor, from which visitors
can get a glimpse of the other repositories of the collection. This visual contact em-
phasizes the underlying concept of the building; it enables the museum’s collection
to outwardly grow and expand and gain a greater public presence with above-ground
display space. The existing repositories in the basement will remain in constant
change, being further expanded and likewise becoming part of exhibitions.

How did the interior of the Schaudepot develop to showcase design pieces
since each piece also has historical importance?

From the very beginning, the exhibition in the Schaudepot also served as an ex-
tended storage area. This is why the name “Schaudepot” (show and storage) illustrates
our two principles; it becomes a place where objects are exhibited but also stored.

The tailor-made three-storey shelves take this into account and are based on the
way we store the furniture in the depot. It was important to us to preserve this
depot’s character and to enable visitors to “immerse” in the history of furniture
design. Dieter Thiel designed the interior.

Sergiyi olusturmak i¢in aldiginiz en 6nemli tasarim kararlari nelerdi? Meka-
nin tasarimi, tasarim nesnesinin algilanma bi¢imini nasil etkiliyor?

Cok katli raflar, ziyaretgilerin birgok nesneyi ayn1 anda gormelerine ve dogru-
dan kargilagtirmalarina olanak taniyor. Nesnelere bakis agilar1 sagirticy; aligilmig
zemin seviyesindeki sunumdan goz seviyesindeki gériiniime ve hatta esas olarak
asagidan goriilen mobilyalara kadar gesitli sunum bigimlerimiz var. Ust katlarda
daha iyi goruniirlikk saglamak icin raflarda cam kullanmaya karar verdik. Bu bir
deneydi ve ziyaretgilerimizin bu sunum bi¢imini nasil karsilayacagini bilmiyor-
duk. Bu yeni bakis agilarinin ziyaretgileri tanidik nesneleri farkli agilardan gérme-
ye tesvik edisini gormek bizi ¢cok sasirtti.

Kurulusunun ilk 5 yilinda koleksiyon, 1800’lerden giiniimiize kadar modern
mobilya tasariminin 400 6nemli par¢asindan olugan bir segkiye odaklandi; bunla-
rin arasinda erken dénem ahgap mobilyalar, Le Corbusier, Alvar Aalto veya Gerrit
Rietveld’in ikonik modernist pargalar1 ve bunun gibi bir¢ok nesne yer aldi. 3 bo-
yutlu basilmis objelerin, daha az bilinen veya anonim nesnelerin, prototiplerin ve
deneysel modellerin son 6rnekleri yine bu koleksiyonun pargasi oldu. Bu kalic
sergi, “Monoblok” tarihi veya “iktidar koltuklar1” gibi, depolanan koleksiyonla il-
gili konulara odaklanan daha kiigiik, gegici sergilerle desteklendi. 5. yildéniimii-
miiz vesilesiyle, gelecekteki Schaudepot sergileri i¢in tiim sunumu etkileyecek yil-
lik temalar se¢meye karar verdik. Bu kapsamda caligmalara, Mart 2021’de
koleksiyonumuzdaki kadin tasarimcilara odaklanan Spot On: Women in Design
sergisiyle bagladik. Ve Mayis 2022°den beri Colour Rush! An installation by Sabine
Marcelis’i sunuyoruz.

Tasarim sergileri, sanat sergileriyle kiyaslandiginda daha geriden gelen bir
alan; tasarim nesnelerinin bazen islevsel veya kapital yanlar1 sanat eserlerine
gore daha agir basabiliyor. Tasarim nesnelerinden olusan bir sergi hazirlarken
odaklandiginiz en kritik noktalar neler oluyor?

Koleksiyonumuzun neredeyse tamami sanat eserlerinin aksine, kullanim i¢in
tasarlanmig ve seri olarak iiretilmis nesnelerden olusuyor. Sandalye ve masa gibi
tiriinler yakin gevremizin ve giinlitk hayatimizin birer pargasi; kullanim bigimleri-
ne ¢okga aginayiz. Bu, Schaudepot’ta kullandigimiz sunum bi¢imlerinde bize belli
bir 6zgiirliik ve esneklik sagliyor. Sergilenme bigimi igin belli gereksinimleri olabi-
lecek bir sanat eserinin aksine, tasarim nesnelerinde yeni sunum bi¢imleri deneye-
bilir ve alisgilmadik perspektifler, diizenlemeler veya gruplamalar yoluyla yeni
hikayeler anlatabilirsiniz.

Tasarim sergilerinin gerekliligi konusunda kisisel gériislerinizi ve bu alanin
gelecegiyle ilgili ongoriilerinizi sormak isterim.

Son yillarda tasarim taniminin ne kadar giiclii bir sekilde sorgulandigini gorii-
yorum. Ayni zamanda ge¢miste gerceklesen birgok tasarim sergisinin agirlikli ola-
rak Batili, cogunlukla erkek tasarimlarini sahneye koydugunu gérdiik. Kurumla-

What were the most important design decisions you made to create the exhibi-
tion? How does the design of the space affect the perception of the design piece?

The multi-storey shelves allow visitors to see many objects at once and to com-
pare them directly. The points of view on the objects are surprising; from the usu-
al ground-level presentation to the view at eye level, and even furniture that is
mainly seen from below. To ensure better visibility on the upper level, we decided
to use glass for shelving. It was an experiment, and we were not sure how our visi-
tors would receive this presentation. We were positively surprised to see how new
perspectives encourage visitors to see familiar objects in a new way.

In the first 5 years of its existence, the presentation focused on a selection of 400
key pieces of modern furniture design from the 1800s until today, including early
bentwood furniture, iconic modernist pieces by Le Corbusier, Alvar Aalto or Gerrit
Rietveld, but also more recent examples of 3D-printed objects and lesser-known or
anonymous objects, prototypes, and experimental models. This permanent exhibi-
tion was complemented by smaller, temporary exhibitions focusing on topics related
to the stored collection, like the history of the “Monobloc” or an exhibition about
“seats of power”. On the occasion of our 5th anniversary, we have decided to choose
annual themes for future Schaudepot exhibitions, which will have an impact on the
entire presentation. We started in March 2021 with the exhibition Spot On: Women
in Design which focused on female designers in our collection. And since May 2022,
we have been presenting Colour Rush! An installation by Sabine Marcelis.

Exhibiting design is a concept that is developed slower when we compare it
with art exhibitions; objects sometimes have these functional and capital sides
that are heavier than art pieces. What are the critical points you focus on when
you prepare an exhibition on design pieces?

In contrast to works of art, almost all of our collection pieces have been de-
signed for use and produced serially. Objects like chairs and tables are part of our
immediate environment and everyday life; their use is familiar to us. This allows a
certain freedom and flexibility in how we present in the Schaudepot. Unlike a
work of art, which may have precise requirements for the exhibition situation, we
can try out new forms of presentation and tell new stories through unusual per-
spectives, arrangements, or groupings.

I would like to ask your personal opinion on the necessity of design exhibi-
tions, and your foresight on the future of them.

In recent years, we have seen how strongly the definition of design is being ques-
tioned and, at the same time, that many design exhibitions of the past have main-
ly put Western, mostly male designs on stage. This is one of the many reasons why
it is so important to rethink the usual exhibition practices of institutions and mu-
seums and to find new ways of showing more inclusive, socially relevant, and glob-
al approaches.
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Sergilenme bi¢imi i¢in
belli gereksinimleri olabilecek
bir sanat eserinin aksine, tasarim
nesnelerinde yeni sunum big¢imleri
deneyebilir ve alisilmadik
perspektifler, diizenlemeler
veya gruplamalar yoluyla yeni
hikayeler anlatabilirsiniz.

Unlike a work of art, which
may have precise requirements
for the exhibition situation, we

can try out new forms of
presentation and tell new stories
through unusual perspectives,
arrangements, or groupings.

Since design is a very tactical profession, it is normal to feel a lack of touch
while studying the history of design. I think touching or using a product is also
very important to understand concepts such as material quality, warmth, er-
gonomy etc. So, how can we develop ways of exhibiting design to make it more
understandable and reachable to everyone?

For this reason, we have set up a public space in the Schaudepot, the so-called
“Schaudepot Lab” It is a material library with information on production meth-
ods, development processes, about 350 material samples, and 17 prototypes. The
samples are presented in compartments, and visitors are invited to open and touch
them. Visitors can gain more knowledge about the objects through this haptic
experience of the materials.

Thanks to these interactive parts, you actually give the viewer a feeling of
wonder and involvement in the exhibition area, which also creates an informa-
tive environment. Who else is involved in designing these spaces?

The design of our exhibitions is created in close consultation with the curators,
exhibition designers and graphic designers. For the Vitra Design Museum exhibi-
tions, we often work with external exhibition designers and graphic designers who
will support our in-house team in preparing the shows. In recent years, we have
increasingly focused on the use of materials that are as sustainable as possible. A
particular challenge is that all of our museum exhibitions go on a worldwide tour.
Here we need flexible and smart design solutions that are also coordinated with
our partners.

Our in-house team mostly designs the exhibitions in the Schaudepot - so we can
react to our collection-specific requirements and make ideal use of our team’s ex-
tensive know-how. We also work with external designers for special topics, such as
Colour Rush!.

In the exhibition Colour Rush! An Installation by Sabine Marcelis you aim to
look at the existing collection in different ways. Where did this idea come
from? What were the important points while curating Colour Rush! you and
Sabine Marcelis focused on?

Our world is full of colour. Its various shades unleash emotions, assist orientation,
indicate functions or perils, and mark cultural, political, professional, or religious
identities. Although each of us perceives colours in our own way, all times and cul-
tures have symbols and traditions distinguished by specific hues. This is one reason
why colours play a central role in the design of interiors, fashions, and public spaces.
Some architects, artists, and designers even use their handling of colour as their
hallmark; just think of Le Corbusier, Yves Klein, or Hella Jongerius.

It was a long-held desire to reflect this theme in an exhibition. When my col-
league Nina Steinmiiller and I began to search our collection and archives in rela-
tion to colour and colour references, we realized that architects and designers of-
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COLOUR RUSH! SERGI GORUNTUSU. KURATOR: SABINE
MARCELIS, VITRA SCHAUDEPOT. VITRA TASARIM MUZESI
IZNIYLE. FOTOGRAF: MARK NIEDERMANN .t
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rin ve miizelerin aligilmig sergileme pratikleriniyeniden diigiinmeye baglamalarinin
ve daha kapsayici, sosyal olarak ilgili ve kiiresel yaklagimlar1 géstermenin yeni
yollarini bulmaya egilmelerinin nedenlerinden biri de bu.

Tasarim iiretimle baglantili bir meslek oldugu i¢in tasarim tarihi okurken
dokunma hissi hep eksik kaliyor. Bir iiriine dokunmak ya da onu kullanmak
malzeme kalitesi, sicaklik, ergonomi gibi kavramlari anlamak i¢in ¢cok 6nemli.
Peki, tasarim1 daha anlagilir ve herkes i¢in ulasilabilir kilmak adina nasil ser-
gileme yollar gelistirilebilir?

Tam da bu nedenle Schaudepot’ta “Schaudepot Lab” olarak adlandirdigimiz
bir kamusal alan kurduk. Uretim yéntemleri ve gelistirme siireglerinin incelenebil-
mesi i¢in yaklagik 350 malzeme numunesi ve 17 prototip hakkinda bilgi i¢eren bir
malzeme kiitiiphanesi burasi. Numuneler bélmelerde sunuluyor ve ziyaretgiler, bu
bolmeleri acarak malzemelere dokunmaya tegvik ediliyor. Bu dokunsal deneyim
sayesinde ziyaretgiler, nesneler hakkinda daha fazla bilgi edinebiliyorlar.

Bu etkilesimli kisimlar sayesinde aslinda bir kesfetme duygusu uyandirili-
yor ve ziyaretgiler sergi alanina dahil olabiliyor. Bu da bilgilendirici bir ortam
yaratiyor. Peki bu ¢ok yonlii mekinlarin tasariminda kimlerle ¢aligiyorsunuz?

Sergilerimizin tasarimi kiiratdrler, sergi ve grafik tasarimcilarla yakin istisare
icinde olusturuluyor. Vitra Tasarim Miizesi sergileri icin genellikle disaridan, ku-
rum i¢i ekibimize destek olacak grafik tasarimcilarla ¢alisiyoruz. Son yillarda,
miimkiin oldugunca siirdiiriillebilir malzemelerin kullanimina odaklaniyoruz. En
biiyiik zorlugumuz, tiim miize sergilerimizin diinya ¢apinda turlara ¢ikmasi olu-
yor. Burada, ortaklarimizla da koordine ettigimiz, esnek ve akilli tasarim ¢6ziim-
lerine ihtiya¢ duyuyoruz.

Sirket i¢i ekibimiz ¢ogunlukla Schaudepot’taki sergileri tasarliyorlar - boylece
koleksiyona 6zel gereksinimlerimize yanit verebiliyor ve ekibimizin kapsamli bilgi
birikiminden ideal bir sekilde yararlanabiliyoruz. Ayrica Color Rush! gibi 6zel gos-
terimler i¢in digaridan tasarimcilarla da ¢aligiyoruz.

Color Rush! An installation by Sabine Marcelis sergisinde mevcut koleksiyona
farkli sekillerde bakmayi hedefliyorsunuz. Bu fikir nereden geldi? Color Rush!”1n
kiiratorii Sabine Marcelis ile odaklandiginiz noktalar neler oldu?

Diinyamiz rengarenk. Cesitli tonlar1 duygulari agiga ¢ikariyor, yonelimlerimizi
etkiliyor, islevlere veya tehlikelere isaret ediyor. Kiiltiirel, politik, profesyonel
veya dini kimlikleri belirtiyor. Her birimiz renkleri kendimize gére algilasak da,
tiim zamanlarin ve kiiltiirlerin belirli renk tonlariyla ayirt edilen sembolleri ve ge-
lenekleri var. Bu durum, renklerin i¢ mekin, moda ve kamusal alanlarin tasarimin-
da merkezi bir rol oynamasinin nedenidir. Bazi mimarlar, sanatcilar ve tasarimci-
lar rengi ayirt edici 6zellikleri olarak bile kullandilar; Le Corbusier, Yves Klein
veya Hella Jongerius’u diisiiniin.

Bu temayi bir sergide yansitmak uzun siiredir devam eden bir arzumuzdu. Mes-
lektagim Nina Steinmiiller ile renk ve renk referanslariyla ilgili olarak koleksiyon
ve arsivlerimizi aragtirmaya bagladigimizda, mimarlarin ve tasarimcilarin kendi
sistemlerini olugturmak i¢in genellikle rengi kullandiklarini fark ettik. Boylece
sergi konseptinin temel fikri dogdu. Caligmalarinin merkezine renk incelemeleri-
ni alan Hollandali tasarimci Sabine Marcelis’i sergiyi tasarlamasi igin davet ettik.
Kabaca 400 adet objeyi renklerine gore ayirarak, Schaudepot’u basit ve kapsamli
bir hareketle tamamen déniistiirdii. Enstalasyon, koleksiyonu yeni bakis acilarin-
dan gostermeyi amagliyor. Dénemler ve stiller arasinda ¢ok ilging ¢apraz referans-
lar tiretirken, ayni zamanda ziyaretgilere siiriikleyici deneyim sunuyor. Sunum,
farkli donemlerden tasarimcilarin konuya yaklagimlarini gésteren, miize argivle-
rinden hem tarihi hem de ¢agdas nesneler ve belgelere de yer veriyor.

Bu yillik projenin sonraki edisyonlar: hakkinda bize ipuglari verebilir misi-
niz? Tasarim koleksiyonunu sergilemek i¢in yeni yaklagimlar ararken Schau-
depot mekéni nasil degisecek?

Vitra Schaudepot’daki bir sonraki sunum, Vitra Tasarim Miizesi koleksiyonun-
da genis bir argivi bulunan Danimarkal1 tasarimc1 Verner Pantona (1926-1998)
ithaf edilecek. Sergi, Panton’un ¢esitli eserlerini 6ne ¢ikaracak. Sunum mobilya,
aydinlatma ve tekstil iiriinlerinin yani sira, argiv malzemeleri ve tasarim siiregleri-
ni gosteren modelleri icerecek.

Plastic: Remaking Our World adl1 sergi Eyliil 2022’de Vitra Tasarim Miize-
si’nde sona erdi, su anki programiniz nedir?

Hello, Robot. Design between Human and Machine sergisi gegtigimiz giinlerde
Vitra Tasarim Miizesi'nde agild1 ve Mart 2023’e kadar ziyaret edilebilecek. Segim-
lerin ve kamuoyunun, algoritmalar ve Yapay Zeka tarafindan manipiilasyonun he-
defi haline geldigi bu dénemde, ilgili risklerin de ele alinmas: gerekiyor. Hello,
Robot. Design between Human and Machine sergisi evde, endiistride veya saglik
alaninda kullanilan robotlarin yani sira medya enstalasyonlari, bilgisayar oyunlari,
edebiyat ve filmlerden 6rnekler de sunuyor. Robotik patlamasinin hayatimizi nasil
degistirdigini gosterirken, tasarimin da robotigi nasil degistirdigini gostermeye
odaklanryor.

ten use existing colours to create their own systems. Thus the basic idea for the
exhibition concept was born. We invited Dutch designer Sabine Marcelis to design
the exhibition since the examination of colour is central to her work. She has
transformed the Schaudepot in one simple, sweeping gesture by sorting its rough-
ly four hundred objects by colour. The installation shows the collection from new
perspectives and produces fascinating cross-references between periods and styles
while simultaneously providing visitors with an overwhelming immersive experi-
ence. The presentation is complemented by historical and contemporary objects
and documents from the museum archives that illustrate how designers from dif-
ferent eras approached the subject.

Can you give us hints about the next versions of this annual project? How
will the space of Schaudepot change while searching for new approaches to
exhibiting a design collection?

The next annual presentation in the Vitra Schaudepot will be dedicated to the
Danish designer Verner Panton (1926—1998), whose extensive archive holdings
are in the collection of the Vitra Design Museum. The exhibition will bring Pan-
ton’s diverse oeuvre to life — it includes furniture, lighting, textiles, and archival
materials and models that illustrate his design process.

The exhibition called Plastic: Remaking Our World just ended in September
2022, what is your current programme?

The exhibition Hello, Robot. Design between Human and Machine has recently
opened in the Vitra Design Museum and can be visited until March 2023. The exhi-
bition Hello, Robot. Design between Human and Machine addresses the risks involved,
however, given that elections and public opinion have become the target for ma-
nipulation by algorithms and artificial intelligence. Next to robots used in the home,
in industry, or healthcare, the exhibition presents media installations, computer
games, and examples from literature and film. It shows how the robotics boom is
changing our lives - and how design is changing robotics.

Her birimiz renkleri kendimize
gore algilasak da, tiim zamanlarin
ve kiiltiirlerin belirli renk tonlariyla
ayirt edilen sembolleri ve gelenekleri
var. Bu durum, renklerin i¢ mekan,
moda ve kamusal alanlarin
tasariminda merkezi bir rol
oynamasinin nedenidir.

Although each of us perceives
colours in our own way, all times and
cultures have symbols and traditions
distinguished by specific hues. This is
one reason why colours play a central

role in the design of interiors,

fashions, and public spaces.
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Sinirar, ortamlar, karsilasmalar ve ahaliler uzerine: Can Altay
About borders, setting

s, encounters and ahalis: Can Altay

Roportaj Interview: Ecem Arslanay

Sanatc1 ve akademisyen Can Altay ile mimarlik, tasarim ve sanat arasinda

geciskenlik gosteren pratigini mekan kavrami tizerinden konugtuk

Focusing on the concept of space, we talked to the artist

and academician Can Altay about his practice, which transmediates

between architecture, design and art

Mekéna dair elestirel bakis aginizi nasil gelistirdiniz? Aldiginiz egitimlere bu an-
lamda ne borglusunuz?

Egitim 6zelinde bakacaksak birkag etmen var sanirim; ama déniip baktigimda en
kritik donemeglerden biri Bilkent’teki lisansiistii yillarim. Dort yillik bir lisans egiti-
minin tstiine, o egitimini aldigim alanla ilgili ihtimaller, tatminsizlikler ve nihayetin-
de bagka bir sey so6yleme ihtiyaci arayis1 icindeyken, belki de tamamen sans eseri bana
cok verimli bir ortam sundu Bilkent. Gérsel sanatlarda Selim Birsel, sanat felsefesinde
Lewis Johnson, elestirel kuramda Mahmut Mutman gibi isimler vardi. Tahire Er-
man’dan kent sosyolojisi, 6biir ugta Mustafa Pultar’dan etik ve epistemoloji iizerine
dersler aliyordum. Biitiin bunlar sonraki yillarin harcini olusturan garip bir harman
gibi oldu. Bir de yine Bilkent’in kiitiiphanesi benim i¢in ¢ok kritik bir mekan, bir or-
tam. Cilinkii orada hem rastlantisal olarak kargilastigim kitaplar, hem de takip ettigim
giincel yayinlar, sanata dair rotamin gelismesinde ¢ok 6énemli rol oynadilar.

Uretime baslarken giincel sanatla kargilasma ihtimalim gok sinirliydi. Yine bu bah-
settigim seminerler sayesinde Istanbul Bienali’'ni ziyaret ettim. “Evet ben béyle bir sey-
ler yapmak istiyorum” dedigim kritik bir and1. Tabii kendimi bulma siirecimde gelgit-
ler de oldu. Tamamen yazinsal bir alanda, teori ve aragtirma odakli bir rotadan
ilerleyebilecegimi hissetmistim. Bir yandan da hep bir mekan kurma veya bir kargilas-
ma an1 yaratabilme -bu bir obje iizerinden de olabilir, bir resim ya da herhangi bir iki
boyutlu yiizey; kurdugum bir enstalasyon tizerinden de olabilir- imkan: arryordum.

Bir diger kritik nokta da yine 1996, 1997, 1998 yillarinda Istanbul’da diizenlenen
Geng Etkinlik sergileridir. Agik bagvuruyla katilim alan bir sergiyi bu. $imdi Tepebasi
TRT binasinin yanindaki otoparkin oldugu yerde TUYAP vardi. Orada 150, belki
daha fazla geng sanat¢inin katildig1 devasa 6lgekte bir dizi sergi oldu. Ben ilk bagvuru
yolladigimda ¢ok naif, kiigiik bir resimle gitmistim. Heniiz lisans 6grencisiydim. O
Istanbul’a gitme, isini gosterme, akranin olan sanatgilarla tanigma, onlarin neler tartis-
ugini veya nerelerde durdugunu kesfetme derken, boyle bir yolu tercih edecegime ka-
rar verip, Ankara’ya dondigiimde Bilkent’te tiim bu bahsettigim dersleri aldim. Bir
sonraki Geng Etkinlikte yer alan isim daha donanimli veya o elestirel pozisyonu biraz
daha bi¢imlenmis bir isti, belki sonradan gelen pek ¢ok isin tohumuydu. Hem sanat
iiretimine ve baglamina hem de benim nerede durduguma dair sorular sormaya basla-
digim o dénemde yaptigim o i tizerinden Vasif Kortun ile tanigtim, sanirim 1998°de ve
yirmi kitsiir yildir devam eden bir sohbetimiz, fikir aligverigimiz ve zaman zaman bir-
likte ¢aligma imkanlarimiz oldu.

Yani bu egitim sorusunun tam izini siirmek hayli zor aslinda. Baglarda kendi tarih-
cemi yazarken i¢ mimarlig1 geride biraktigim andan sonrasi gibi yaziyordum, ama do-
niip baktigimda i¢ mimarligin derdinin esasen hep mevcut yapiyla bogusmak oldugu-
nu gorityorum. Var olan bir seyi doniistiirmeye galigmak, yani yikip yeniden yapmak
yerine onunla bir sekilde basa ¢ikmak; onun igsel degerlerini kesfedip, onlar1 koru-
mak, ya da bilakis korumamak...

“Ortam” ve “ahali” benim i¢in 6nemli iki kavram. “Ortam” (setting) terimini seviyo-
rum ¢iinkii bir mekansal ortama isaret ettigi gibi, bir arayiiz ya da medyum anlamina
da gelebiliyor, nihayetinde ortada olan bir sey. Ahali de aslinda, cemaatin ya da komii-
niin baski kuran bir toplumsal yap1 oldugu gergegine cevap ararken sarildigim bir kav-
ram. Daha gegisken, rastlantisal ve bir yandan hala anlamli birtakim birliktelikler na-
sil olabilir sorusunun kargilig.

Ama bunlarin yaninda bir ti¢iincii kavram var ki, o da baglam. Bu baglam meselesi
benim i¢in her zaman 6nemli. Bazen bogustugum mevcut yapi, bazen bir sanat kuru-
mu veya sanat gosterme ya da sergi yapma bicimleri gibi seylerin kendi i¢ dinamikleri,
bazen tabi oldugumuz ¢ok daha iist kurumsal sistemler, bazen de kendimizi i¢inde
buldugumuz yakin (immediate) baglamlar... Bitiin bunlarla bag etmenin i¢ mimarlik
birikimiyle iligkisi oldugunu sonradan fark ettim.

Pratiginizde “sinirlar” ve onlar1 asma imkénlar iizerine belirgin bir odak var.
Ozelde islerinize deginmeden 6nce, mimarlik disiplinindeki su ¢ok tartigmali ig-

How did you develop your critical perspective on space? What do you owe to your
academic training in this sense?

I think there are a few factors; but when Ilook back, one of the most critical turning
points feels like my graduate years at Bilkent. While I was in a state of dissatisfaction,
looking for new possibilities and searching for a need to say something else in my field
of study after the four-year undergraduate education, Bilkent offered me a fertile
ground, perhaps only by luck. There was Selim Birsel in visual arts, Lewis Johnson in
philosophy of art, and Mahmut Mutman in critical theory. I was taking courses on
urban sociology from Tahire Erman, while attending Mustafa Pultar’s courses on eth-
ics and epistemology. All this was like a strange blend that formed the mortar of the
following years. Also, Bilkent’s library is a very critical space/environment for me;
both the books I came across by coincidence, and the newest periodicalswere crucial
in developing my artistic route.

When I started producing, my chance of encountering contemporary art was very
limited. Again, thanks to these seminars I mentioned, I visited the Istanbul Biennial.
It was a critical moment when I said, “Yes, I want to do something like this.” Of course,
there were fluctuations in the process of finding myself. I felt that I could be involved
with writing, following a theory and research-oriented route. On the other hand, I was
always searching for ways of creating a space or a moment of encounter may be through
an object, a painting or any two-dimensional surface; or an installation I created.

Another critical point is the Geng Etkinlik (Youth Action) exhibitions, which were in
Istanbul in 1996, 1997 and 1998. This was an exhibition format that worked with open
calls. Then, there was TUYAP where the parking lot next to the Tepebast TRT building
is now. There was a series of exhibitions on a massive scale; with 150, maybe even more
young artists. My first entry was a very naive, little painting. I was still an undergraduate
student. After that experience of visiting Istanbul, showing my work, meeting with peer
artists, and exploring what they were discussing or where they were standing; I decided
that I would prefer such a path, and thus, when I returned to Ankara, Bilkent; I took all
these courses that I mentioned. My work at the next Geng Etkinlik (Youth Action) was
better equipped or more formalized in its critical position. It was a period when I started
asking questions about both the production and the context of art and also, my position.
I met Vasif Kortun through that work. I think we met in 1998 and had opportunities to
chat, exchange ideas and work together for over twenty years.

Well, it’s quite difficult to fully track down the answer to the education question. I
used to leave interior architecture behind when thinking of my artistic trajectory.
However, looking back, I now see that interior architecture’s main problem of strug-
gling with the existing structure is always there. Trying to transform an existing thing,
that is, to deal with it instead of destroying and rebuilding it; discovering its inner
values, preserving them, or not, perhaps making some additions...

There are two concepts, which I call “setting” and “ahali” I like the term “setting”
because it can refer to a spatial setting, as well as an interface or medium; it is some-
thing that is ultimately around. “Ahali,” on the other hand, is actually a concept that I
embraced while exploring the fact that “community” is an oppressive social structure.
It is the answer to the question of how there can be more transitory, coincidental but
meaningful gatherings.

There is a clear focus in your practice regarding “borders” and the possibilities
to transcend them. Before we get into your works in particular, I would like to get
your ideas on this highly controversial interior-exterior dichotomy in the disci-
pline of architecture. How do you consider this separation or specialization that
triggers an epistemic tension between interior architecture and architecture?

The interior-exterior dichotomy is socially important, but frankly, it does not hold
a fundamental place in my view on architectural disciplines. From the birth of the
built environment, from the moment people started to differentiate themselves by
building things or drawing boundaries; there has been an inside and an outside. On the
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dis dikotomisine dair yorumlarinizi almak istiyorum. i¢ mimarlikla mimarlik ara-
sinda epistemik bir gerilime neden olan bu ayrigsmayi ya da 6zellesmeyi siz nasil
degerlendiriyorsunuz?

I¢-dis dikotomisi toplumsal olarak 6nemli ama mimarlik disiplinlerine bakisimda
esasi bir yerde degil agikgasi. Yapisal cevrenin dogusundan, insanlar bir seyler inga ede-
rek, ya da sinirlar gizerek kendilerini ayrigtirmaya bagladigi andan itibaren; bir icerisi
var, bir digarisi. Ote yandan, bence i¢ mimarlik igin esas gikis noktasi belki mimarlik
bile degil. Yani magaradaki yasam ve magaray: bigimlendirme, oray1 hem bulusmak,
hem barinmak, hem hikaye anlatmak i¢in kullanmak, mimarligin temellerinden ¢ok
daha eski degil mi? I¢ mekan, yapisal ingayi tarihsel olarak dnceliyor denebilir. Zaten
disiplinlerarasi hiyerarsilere ¢ok takilmamak gerek diyecegim ama ister istemez sanat-
ta bile bunu gériiyor ve yagiyoruz. I¢ mimarligin iivey evlat muamelesine tek yanit, 21.
yuzyill mimarliginin tek garesinin i¢ mimarlik oldugu gergegi. Mevcut yap: stogunun
nasil doniisecegi gezegen agisindan hayli 6nemli.

Bir de i¢ mimari yaklagim sinirli bir 6miir fikriyle hayli barigik. Sergilerle iyi calisa-
bilmemde bunun etkisi vardir. Belirli bir zaman dilimi i¢inde bir yeri déniistiirmek,
bir yerde bir ortam kurabilmek ve o ortamin gerek nesneler gerek insanlar, gerek kati-
limcilar, gerek izleyicilerle kendi ahalisini olugturabilmesi...

Sinir meselesine gelirsek, bu disiplinleraras: sinir agimi da olabilir. Ya da hem bir-
likte hem kendimizle nasil yagayacagimiza dair, bizim tarafimizdan alinmamig karar-
larin dogrulara, degerlere, normlara déniigmesi gibi seylerin de sorgulanmast ile bence
¢ok iligkili bu mesele. Tabii tam anlamiyla bir sinir agimi hi¢bir zaman miimkiin degil
ciinkii gerek disiinsel olarak, gerek fiilen her seyde, her sinir1 agtiginda ister istemez
yeni bir sinir ¢izmeye bagliyorsun. Bir yandan da sinir1 agmak demek aslinda sinirin
var oldugunu gérmek demek ki asil 6nemli yan1 bu. Yoksa mesele “sinirlar yikalim”-
dan ziyade “bu sinirlar var ve bu sinirlarla nasil bag edecegiz”. Tam ahali ve cemaat
tartigmasinda séyledigim seye geldik.

2007’de o fikri diigiinmeye basladigimda Ingiltere’deydim ve orada “komiinite”
kavrami ¢ok kiymetliydi, savunulmasi gereken bir seydi. Sanatin iligkiye girdigi komii-
niteler, cemaatler veya cemiyetler -Tiirk¢ede de ¢ok farkli cagrigimlari var tabii-... Ben-
se “komiinite” terimini biraz baskici (oppressive) buluyordum. Ya bir dinle iligkili ya bir
ailesel bag ile iligkili ya kan bagiyla ya da nereli olduguyla iligkili... Ve onunla beraber
gelen bir kurallar setini alman gerekiyor. Oradan “ahali”ye ge¢mek de mesela, benim
i¢in bir anlamda sinir agimi. Ciinkii o komiinitedeki sinirlarin varligini gériiyorsun ve
o sinirlarin 6tesinde daha gecisken, gegirgen sinirlari olan bir birliktelik tahayyiil edi-
lebilir mi diyorsun - kavramsal seviyede bile olsa....

Mesela ilk islerimden biri olan Minibar Ankara’da benim de i¢inde bulundugum bir
gece hayat1 ortami ve ahalisi tizerine bir gézlemdi. Apartman aras1 mekéanlan veya
kose baglarini, yine “gecici” olarak meggul edip -iggal edip demiyorum- oray: bir sekil-
de donistiirmelerini inceliyordum. Sadece o bireylerin orada olmasiyla, orasi bir gece
hayat1 mekinina doniigityordu. Bunu da mimarinin sinir agimiyla ¢ok iligkilendiriyor-
dum ¢iinkii mimari her zaman birtakim c¢izgiler, birtakim hatlar koydugunu soyler...
Aslinda sadece mimari demiyor, mesela uluslararasi politika da diyor: “Devletleri ta-
nimlayan birtakim sinirlar ¢iziyoruz.” Mimaride de ¢ok daha bedene yakin bir 6l¢ekee
bazi alanlar, hatlar var ve bunlarin belli islevleri var. Mesela bir bahge duvari veya iki
binayi ayiran bir diizlem. Ve o oraya yerlestirilirken -ister mimar koymus olsun ister
planci ya da belediye- hi¢bir sekilde tahayyiil edilmemis bir islev var; bulusup takil-
mak, icki icmek. Kamusal mekinda i¢menin hog karsilanmadigini gecelim, yasak ol-
dugu bir cografya ve toplumda bunu yaparak ortaya koyduklar: durumun aslinda mi-
marinin sinir agimi oldugunu diisiiniiyordum -aslinda héla da biraz diisiiniiyorum-.
“Tasarladigimiz sekilde, koydugumuz kurallar dahilinde insanlar orada barinacak”
diisiincesinin tamamen disinda, orada o mekanin sundugu potansiyelleri algilamak
tizerine bir yaklagim... Mevcut yapilarin barindirdigi ama kullanicilarin degerlendir-
medigi ya da iste bu gibi anlarda degerlendirdikleri agiriliklar var. Bu meseleyi ben
sanat baglaminda, kiz kardesim Deniz Altay da yiiksek lisans tezi baglaminda agt,
ortaklaga yaptigimiz isler de oldu.

Bahsettiginiz su “Tasarladiimiz sekilde, koydugumuz kurallar dahilinde in-
sanlar orada barinacak” diisiincesine dénersek, Zygmunt Bauman Yasa Koyucular
ile Yorumcular: Modernite, Postmodernite ve Entelektiieller Uzerine adl1 kitabinda en-
telektiieller icin “yasa koyucu” ve “yorumcu” olmak iizere iki farkli rolden bahsedi-
yor. Modernite projesinde mimar hep mekana dair sorunlar1 ¢6zen, yasa koyucu bir
6zne olarak konumlandirildi. Tiim estetik pratikleri yonetmeye muktedir, mekéin-
larda nasil ikamet edilecegine/mesken tutulacagina dair gergeveler olusturan bir
miiellif pozisyondu bu. Siz ise daha ziyade, kolektif iiretim icin iiretken ortamlar
hazirlayan bir tiir etnograf pozisyonunu benimsiyor; mimari iiriinleri tasarlanmis ve
tamamlanmis nesneler saymak yerine onlar1 her daim miidahaleye ve doniisiime acik
mekanlar olarak degerlendiriyorsunuz. Bu goriisiime katilir misiniz? “Yasa koyucu”
ve “yorumcu” rolleri birbirinden tamamen bagimsiz mi1? Giiniimiizde mimarlar ara-
sinda “yorumcu” roliine dogru bir gegisten soz edilebilir mi?

Sorunun ilk kismindan baglarsak, goriise bir derece katiliyorum. Minibar ¢aligma-
min tzerinden yirmi yil gecti ve mimarlhigin kendine dair algisindaki sikintilar: géren-
lerin sayis1 epey bir artt1i. Ama miras kalmis bir sigkin ego beklentisi, yiiklenilmig bir
kimlik gibi seyler var. Halbuki bugiin faal olarak mimariye baksak -biiyiik 6l¢ekli mi-
mari projelere bakarsak mesela- bicimsel kararlar disinda gergek mitelliflik yatirime-
da my, politika kuranlarda mi, hakikaten mimarda mi? Ne kadar1 mimarda? Bence ¢ok
tartigilir. Her zaman kolektif bir siireg var, ama iste o kolektif siire¢ tizerinden kurulan
anlatinin mimarlik disiplini i¢inde bagkalastigin1 da gozlemliyoruz. Onun iizerinden
de bu mimar kimligi inga edilmis, edilegelmis.

Kolektif iiretim yer yer uyumlu, yer yer ¢ok gerilimli olabilir, zaten kamusal meka-
nin dogasi bu. Yani kargilagmalar her zaman iyi hos olacak degil, cok ciddi ¢atigmalari,
gerilimleri de igerebilir. Dolayisiyla bunun kolektif bir iiretim olugu, olmas: gereken
bir seyden ziyade halihazir bir sey. Bunun sunacag: potansiyeller ve farkl 6lgeklerde

other hand, I think the actual starting point for interior architecture is perhaps not even
architecture. In other words, isn’t the life in the cave and its shaping; the use of it to
gather, to find shelter and to tell stories much older than the architecture? It can be
claimed that the interior space precedes architectural construction. I want to state that
we should not get too caught up in disciplinary hierarchies, but we see and experience
this even in art. The only answer to the ill-treatment of interior architecture is underlin-
ing the fact that interior architecture is the only solution for 21st-century architecture.
How the existing building stock will be transformed is very important for the planet.

Also, the interior design approach is quite at peace with the idea of a limited lifes-
pan. This has had an impact on my ability to work well with exhibitions. Transforming
a place within a certain period of time, establishing a setting in a place, and creating its
own community with objects, people, participants, and audiences...

The border issue can be an interdisciplinary transgression. Or, I think this issue is
very related to the questioning of the decisions on how we will live together and with
ourselves, and how the decisions we have not made become truths, values and norms.
Of course, it is never possible to cross a boundary completely, because every time you
cross a border, both intellectually and practically, you inevitably start to form a new
boundary. On the other hand, crossing the border means seeing that the border actu-
ally exists, and this is the most significant part. So, the question is “how do we deal
with these limits” rather than “let’s eliminate all boundaries.” We have come exactly to

what I mentioned regarding the “ahali” and community discussion.
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nasil daha sorgulayici bicimde ele alinabilecegi gibi konular1 hep hatrlamak ve bence
kovalamak lazim. Hem birbirimizle hem gezegenle hem de gezegenin diger sakinleriy-
le nasil beraber yasadigimiz, bugiin her alanda oldugu gibi mimarlikta da sorgulani-
yor. Benim de oldum olas1 dertlerimden biri de buydu. Ama bu etnograf terimine agik-
cas1 ¢ok katilmiyorum.

Bu “yasa koyucu” ve “yorumcu” rolleri arasinda da mutlak bir ayrim oldugunu dii-
sinmityorum. yirmi yil 6nce kendimi “yasa koyucu”dan ¢ok uzaklagtirmigtim, ama
sonra bir sekilde insanlarin karsilasacagi veya birlikte bir sey iiretecekleri ortamlar:
(setting) iiretmeye, yaratmaya, tasarlamaya gegince aslinda “yasa koyucu” demeyelim
de “oyun kurucu” pozisyonda oldugumu diisiiniiyorum. Oyun kurarken yorum yap-
mak da gayet miimkiin. Buna en giizel 6rnek Sophie Warren ve Jonathan Mosley ile
birlikte gerceklestirdigim Rogue Game adli projem olabilir. Bir spor salonunda ayni
sahay1 farkli bigimlerde kullanmak igin st tiste farkli renklerde ¢izilen gizgiler vardir
ya? Onlarin tayin ettigi alanlar1 kullanan sporlar1 es zamanli olarak oyuna alsak ne
olur? Yani iki basket takimi birbiriyle mag yaparken iki futbol takimi ve iki voleybol
takim da ayni sirada birbirleriyle mag yapiyorlar. Kargilikli rekabetin yaninda, rekabet
etmedigin ama bir arada yagsamak zorunda oldugun ve o paylasimi yonetmek zorunda
oldugu bagka gruplar var. Ayrica senin hareket bi¢imini ve alanini tayin eden ¢izgiler
de var... Bir yandan ¢ok toplumsal bir yorumda bulunuyorsun. Bir yandan da var olan
oyunlar1 harmanlayip, iist iiste bindirip yeni bir oyun kuruyorsun. Bu ig bana sorarsan

hem eylem igeriyor, hem yorum, hem de oyun kurma.

I was in England when I started thinking about that idea in 2007, and the concept
of “community” was very valuable there, it was something to be defended. Like art’s
relationship to community —these terms have very different connotations in Turk-
ish-... At the same time, I found the term “community” as a social construct a bit op-
pressive. Here it’s often either related to religion, kinship, blood ties, or where one is
from... And you need to take the rules that come with it. For instance, going from there
to “ahali” is, in a sense, a transgression for me. Because I saw the existence of boundar-
ies within community, and I stated that it is possible to imagine a much more porous
and welcoming togetherness.

For example, one of my first works, Minibar, was an observation on a nightlife scene
that I took part in Ankara. I was examining how people occupied — not “conquered”-
the spaces between the buildings or street corners on a “temporary” basis and trans-
formed them somehow. It was only through the mere presence of those people that the
place turned into a nightlife venue. I associated this with the transgression in architec-
ture because the discipline of architecture consistently claims to be setting some rules,
some lines... In fact, it is not just architecture that does this. For instance, international
politics declare that it literally “draws borders to define the states.”

Similarly in architecture, on a rather human scale, there are some areas and lines that
bear certain functions. For example, imagine a garden wall or a plane that divides two
buildings. When they are installed in a place —whether it was the architect, the planner,
or the municipality that placed them—, they hold a function that was by no means envi-
sioned, like hanging out and having drinks. Let’s not forget that drinking in public plac-
es is never welcome, and borderline illegal. After all, I thought —actually; I'still think, to
a certain extent— that the scenario they put forward by performing this in a geography
and society where it is forbidden is a case of architectural transgression. It’s an approach
that acknowledges the potential offered by that place rather than the idea that “People
will dwell according to our design, within the rules that we set” There is an inherent ex-
cess in all spaces, and sometimes this bursts out through actions or readings. I delved
into this issue within the context of art, whereas my sister Deniz Altay dealt with it in the
context of her master’s thesis; but we also made some collaborations.

Going back to the statement, “People will dwell according to our design, within
the rules we set,” I want to mention Zygmunt Bauman’s idea of two different roles for
intellectuals, namely “legislators” and “interpreters” in his book Legislators and In-
terpreters: On Modernity, Postmodernity and Intellectuals. In the modernity project,
the architect has always been positioned as a legislative subject that solves spatial
problems. It was an authorial position deemed to be capable of directing all aesthet-
ic practices and creating frameworks on how spaces should be inhabited. Instead of
this, you embrace the position of an ethnographer while creating fertile environ-
ments for collective production and considering architectural products as spaces
open to intervention and transformation rather than viewing them as designed and
completed objects. Would you agree with this observation? And are the roles of “leg-
islator” and “interpreter” completely independent of each other? Also, is it possible
to talk about a transition towards the role of “interpreter” among architects today?

Starting with the first part of the question, I would agree to some extent. It has been
twenty years since my Minibar work. Since then, the number of people who see the
problems in the self-perception of architecture has increased considerably. But an in-
herited expectation of a bulging ego exists, as an assumed identity. However, if we look
at the practice of architecture today —for example, if we look at large-scale architec-
tural projects— is the real authorship, apart from the formal decisions, in the investor,
the policymakers, or the architect? How much of it is with the architect? I think it’s
very questionable. There is always a collective process, but we also observe that the
narrative built on that collective process is transformed within the discipline of archi-
tecture. The architect’s identity was built and maintained over a sense of distinction.

Collective production can sometimes be harmonious and sometimes very tense;
this is the nature of public space. After all, encounters can not always be pleasant; they
can also carry highly serious conflicts and tensions. Therefore, collective production is
not an ideal but a fact. Its potential and critical treatment at different scales should
always be considered and, in my opinion, be pursued. How we live together, with the
planet, and with the other inhabitants of the planet is being questioned today in archi-
tecture as in every field. This was always one of my worries. But frankly, I don’t really
agree with the term “ethnographer.”

Also, I don’t think there is an absolute distinction between these “legislator” and
“interpreter” roles. Twenty years ago, I distanced myself from the “legislator” role a
lot. However, later on, when I moved on to producing, creating, and designing set-
tings where people would encounter or produce something together, I was kind of a
“legislator” but more of a “playmaker.” Also, it is possible to interpret while initiat-
ing and hosting the game. The best example of this would be my project with Sophie
Warren and Jonathan Mosley called Rogue Game. You know, in a sports hall field,
there are different colors of overlapping lines that each function differently. Each
color delineates the actions of a specific sport. What would happen if we simultane-
ously included all the sports that use the territories designated by these lines? Let’s
assume that while two basketball teams are playing against each other, two football
teams and two volleyball teams are also playing against each other. Besides mutual
competition, there are groups in which they don’t competebut have to live together
and manage the sharing. Here, a very social commentary is at stake, but also a new
game created by blending the existing games. If you ask me, this includes action,
interpretation, and hosting ‘play’.

Can you talk about your project Disobedience Archive [Ders Bitti] carried out
in collaboration with Marco Scotini for the 17th Istanbul Biennial? I think that
this attitude of “an-archiving,” which the biennial team describes as a way “to
mobilize the resources of the past by way of use, rather than collection,” is very
immanent in your practice. For example, your Manifaturacilar Carsisi Plak¢ilik
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mekan ve tasarim design and space

17. istanbul Bienali’nde Marco Scotini ile is birligi icinde yiiriittiigiiniiz itaat-
sizlik Arsivi [Ders Bitti] projenizden s6z edebilir misiniz? Bienalin “(An)arsivle-
me” olarak adlandirdig1, “ge¢cmisten gelen kaynaklar: toplamak yerine kullanima
sokarak bir araya getirme” tavri pratiginize ¢ok i¢kin diye diisiinityorum. Ornegin
Manifaturacilar Cargisi Plak¢ilik Sunar (MCPS) projeniz, modern mimari mirasla
cok faal ve samimi bir iliski kuruyordu. Biraz ona da deginebilir miyiz?

Marco Scotini’nin yirmi yildir devam eden, video eserler ve belgeseller agirlikli, Ita-
atsizlik Arsivi isimli bir projesi var. Bir nevi yeri yurdu olmayan bir arsiv bu. Marco
donem doénem farkl sanatgilarla ortaklasa caligarak bu arsivi goriniir kiliyor. Son yil-
larda benim baz1 islerim bagka sanat eserlerine ev sahipligi yapiyor, Marco’yla da daha
evvel benzer bi¢imde ¢aligmigtik. Benim yapitim, o ortamin ve o karsilagma aninin
kurgusu. Bir yandan adu iistiinde Itaatsizlik Arsivi'nin -sinirli da olsa- kamusal mekana
agilabilmesi bence ¢ok anlamli. Diger yandan da biitiin bu arsivin sunulacagi mekanin
kendisi, su baglamla bogusma veya baglami anlamaya ¢aligma, onunla bir arada ya da
karsit caligma meselesi bakimindan 6nemli.

Bu sergi Beyoglu'ndaki Merkez Rum Kiz Lisesi’nde gergeklesiyor. Buras terk edil-
mis olmasa da kendi haline birakilmig bir mekan. Hem tarihsel hem de kiiltiirel olarak
otuz kiisur yil 6nce derslerin bittigi giinkii haliyle birakildig: icin mekdnin kendisi de
belge gibi calistyor. Cumhuriyetin i¢ igleyisinde bir egitim kurumunun iistlendigi rolii ve
bir azinlik okulu oldugunu da unutmayarak bu isi yapryorum. Onun bir sekilde iginde
barindirdig: siddeti -egitim zaten siddetli bir sey- goz 6niinde bulunduruyorum. Siniflar-
daki tahtalardan birine biri - ya sonradan, ya da son dersin oldugu giin, ya da bagka bir
sey, bilmiyorum- tebesirle “Ders bitti” yazmig. Bu da bize dokundu, siirsel geldi. Ders
Bitti: Itaatsizlik Arsivi Igin Bir Ortam benim isimin ad1. Okulun kullandig araglar1 bir
sekilde islevsellestirip videolarin izlenecegi mekéinsal enstriimanlara d6niigtiirityoruz.
Yani mekansal dagarcigimizda kara tahtalar, panolar, siralar gibi araglar kullaniyor ve
yeniden yorumluyoruz. Mekéna hi¢ dokunmuyoruz ve bu ¢ok bilingli bir karar. Bu
mekéanin mevcut halinin bir sekilde izleyiciye agilmasi kendi i¢inde kiymetli. O alanin
goriiniir olmasini agik¢a arzulayarak mekéna dair bir yorum yapiyorum veya buraya ba-
kilmasi lazim, bunu gérmeniz lazim diyorum. Okulu gérmek, en az arsivdeki videolarin
ve bir biitiin olarak arsivin deneyimlenmesi kadar 6nemli. Benim yapitim da bu ikisinin
arasinda bir takoz gibi, ikisini de biraz zorlar ve tabii hayli gériiniir bir vaziyette.

Bu isi IMC’deki isle baglaman aslinda gok ilging. Mekanlarin barindirdig anlatilar
ve tartigmaya agtig1 konular ¢ok farkli; ama bence iyi bir baglanti ¢ilinkii iki projede de

mekanin kendi gegmisinden beslenen bir tavir var. IMC bir modern mimarlik numu-
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Presents (MCPS) project had a vigorous and sincere relationship with the modern
architectural heritage it resided in. Can we talk a little bit about that?

Marco Scotini’s project, called Disobedience Archive has been going on for twenty
years, mainly focusing on video works and documentaries. In a way, this is an archive
without a home. Occasionally, Marco works with different artists to make this archive
visible. In recent years, some of my works host other works of art, and we have worked
with Marco on similar terms before. My work is the setting of that setting and moment
of encounter. On one hand, I think that the Disobedience Archive’s opening to public
space, albeit limited, is very meaningful. On the other hand, the space where this
whole archive is presented has great significance in terms of its context. This taps into
what I said about dealing with context, whether struggling, comprehending, working
with or against it.

This exhibition takes place at the Central Greek High School for Girls in Beyoglu. This
place has not been derelicted but let’s say it has been left to its own devices. The space
works like a document, historically and culturally, since it was left as it was on the day the
classes ended around thirty years ago. I do this work considering the role of an educa-
tional institution regarding the inner workings of the Republic and bearing in mind that
it is a minority school. I consider the violence it somehow contains —education is violent
anyway. Someone wrote on one of the classroom boards —either later, or the day of the
last lesson, or something else, I don’t know— “Ders bitti.” (The class is over.) with chalk.
This has touched us deeply; it felt poetic. Ders Bitti: A Setting for Disobedience Archive is
the name of my work. We somehow functionalize the tools used by the school and trans-
form them into spatial instruments for watching videos. In other words, we use and rein-
terpret tools such as blackboards, panels, and desks in our spatial repertoire. We never
touch the space directly, which is a deliberate choice. It is valuable that the space itself, just
the way that it is, is somehow opened to the audience. With the desire to make the space
visible, as a statement that one should look here, that they should see it; I interpret the
space. For me, experiencing the school is as important as experiencing the whole archive
and the videos there. My work is like a wedge between the archive and the building, push-
ing both of them a bit, and of course, it is highly visible.

It is actually very interesting that you connect this work with the one at IMC. The
spatial narratives and the topics of discussion are very different, but I think it’s a good
connection because both projects have an attitude that relies on authentic spatial his-
tories. IMC is worth considering as an important instance in modern architecture.

When we were doing this project, its demolition was on the table. It is not discussed

nesi olarak ¢ok iizerinde digiinmeye deger. Bu projeyi yaptigimiz siralarda yikilmasi
bile tartisiliyordu. Artik gok tartisilmiyor galiba. Kuvvetli ve enteresan kararlar iceren
bir bina. Tabii zaman i¢inde nasil déniistiigii gibi bir boyutu var. Bir de reel, kiiltiirel bir
boyutu var: 70’ler, 80’ler ve biraz 90’larda popiiler miizik ve arabesk i¢in kritik bir yer.
Bir yandan o modern mimari anlat1 ve onun Tiirkiye Cumhuriyeti tarihindeki bogusma-
s1 -toplumla bogugmasi, bazen devletle bogusmasi- var. Bir de o miizik hikayesi var ki o
da arabeskle alakali. O dénem igin ¢ok biiyiik bir seydi degil mi? Hem sinifsal hem de
kiltiirel ayrigmalarin su an i¢in komik denecek seviyede naif oldugu bir dénemdi. Ara-
besk iizerinden yiiriitiilen bir kiiltiir savag1 vardi. TRT bu miizigi yasakliyordu.

Aslinda 1930’l1 yillarda ulus devlet insas1 baglaminda, Osmanli kiiltiiriinden
kopmak adina Tiirk musikisi bile yasaklanmusti...

Arabesk yasag1 biraz daha sinifsal bir seydi bence. Arabesk, kiiltiirel elitin g6ziinde
limpen miizigi ve Tirkiye’nin i¢ go¢ travmalari ile de ¢ok iligkisi var. Getirdigi miizik
piyasasinin da toplumsal olarak késeyi donme, meshur olma, para kazanma gibi yiik-
selen degerlerle iligkisi vardi. IMC’nin 6. blogu tamamen miizik stiidyolari ile dolu,
hemen hemen biitiin ditkkanlar miizikle ilgili. Bugiin bile bazilari terk edilmis vaziyet-
te duruyor. Bazilari eski kasetleri satiyor, birkaci da dijital doneme adapte olmus.

Biz 5. bloktaydik, 5533, bir sanat inisiyatifinin mekéni. Onlarla birlikte ¢alistik ama
yapugimiz sey oray1 herkese agik, randevu alarak kullanilabilecek bir miizik stiidyosu-
na doniistiirmekti. Buna bir katman daha eklemek istemistim. O da yine bir ses kayit
stildyosunda yapilabilecek, séylem tizerinden bir tartigma agabilecegimiz bir arag ola-
rak podcast yayinlariydi.

Orada hem miizik tarihine dair podcastler oldu, hem de giincel Istanbul’un miizik
sahnelerine dair farkli farkli sohbetler oldu. Bir yandan da IMC’nin baglamiyla, ka-
musal mekanla iligkisiyle ilgili kayitlar oldu. Bir de aslinda bir basil1 yayin olarak bas-
lamis olan “ahali” projesinin podcast’e déniismesinde o pivot anini besleyen seylerden
biriydi ¢iinkii sesin sundugu ihtimalleri kesfettigim de yerdi. IMC projesini bir grup
6grenci ile beraber yaptigimizi da séylemem gerekir. Adimiz da 6grencilerden birinin
Onerisiyle “Can Altay ve Saz Arkadaslar1”yd1. Projenin miiellifi bu yani. Onlarla ¢alis-
manin yer yer zorluklar1 oldugu gibi, cok keyifli taraflar1 da vardi. Projeye inanilmaz
guzel sahip ¢iktilar. Amira Arzik’in kiiratoryel rolii de gok 6nemliydi. Oraya gelip mii-
zik yapan insanlar da bu ahalinin pargasi oldu. Ses mithendisimiz Doruk da o ekoloji-
nin bir pargasi oldu. IMC’nin ekosistemi iginde, kendi kiigiik diinyasini olugturan ama
o baglamla da bir sekilde konusan, tartisan veya senin dedigin gibi, yorum yapan bir
seye doniistil.

Mekéni ele alisinizda ekolojik bir bakis var. Hem mekéni yeni kullanim olasilik-
larina agmak hem de bu olasiliklara insan dis1 6znelerin failligine agmak bakimin-
dan... Mesela Park: Bir Ibtimal de bitkiler ve hayvanlar1 da kullanici olarak gorii-
yorsunuz. Kente biiyiik ekolojik katkilar1 olan kagitcilar1 mercek altina alan bir
calismaniz var. Mercek demisken, gorme rejimlerini sorguladiginiz islerinizde bile
aslinda manzara ve peyzaja hitkmetmek i¢in kurgulanan aparatlarla ugrasiyorsu-
nuz. Siz ekolojiyle iliskinizi nasil degerlendiriyorsunuz?

Ekolojiyle dogrudan hi¢ ugragsmadim ama benim i¢in diiiinsel olarak bence 6nem-
li bir yeri var. Ciinkii biitiin bu baglamsal iligkilere, farkli aktérler veya bireyler arasin-
daki etkilesimin baglami nasil doniistiirecegine dair ¢ok kafa yoran bir alan. Ama ben
daha ziyade mikrokozmoslarla ilgilendim. Bunlar nispeten i¢ine kapali ortamlar veya
kent ici alanlar oldu, Park: Bir Ihtimal projesinde oldugu gibi. Bu alanlar hem bize,
hem kente dair ¢ok fazla sey séylityor. Onlara bakmaya basladiginda biitiin kentin
farkl sakinlerini -ki buna hayvanlar da bitkiler de, farkli toplumsal gruplar ve bireyler
de dahil- gérmeyi sagliyor. Dolayisiyla o ekosistemleri anlamak sadece o ana dair de-
gil, tarihsel bir ey de sdyliiyor. Rum Okulu'nda veya IMC’de oldugu gibi.

Park 6zelinde konugsursak, parki var eden bir ahalisi s6z konusuydu, buna parkin
kullanicilar1 demistik o zamanlar. Orada yasayan insanlar, kediler, kpekler, oray: kes-
tirme olarak kullanan insanlar, orada bir sekilde ekmegini kazanmaya ¢alisan insanlar,
yandaki askeri miizenin, ¢itlerin arkasindan parki izleyen bekgiler, askerler ve daha
niceleri. Ote yandan park, modern anlayista kentsel yesil mekan, kent sakinleri igin bir
rekreasyon alani ve hi¢bir sey tiretmeden kendilerini yeniden iiretecekleri bir yer. Ama
kat1 sinirlar1 var, gergi kisa bir an esneyip sonra daha da katilagt1 kamusal meké4n1 meg-
gul edebilme 6zgiirliikleri... Biz de on iki y1l 6nce orada bir bostan kurmanin ne anlama
gelebilecegini sorguladik mesela... Yine o yillarda Sabanci Universite’sinden &grenci-
lerimin yani sira Sinek Sekiz kolektifi, Nils Norman ve Ceren Oykut’u davet etmistim
bu oyuna. Parkta hem kullanima ve tiretime agik, hem de kendi i¢inde bir anlat1 olarak
caligabilecek bir ortam kurduk beraber. Bir de parkin muhtelif sakinleriyle -kus yemi
saticisindan, ¢imlerde uzanip “bos zaman” degerlendiren insanlara kadar- parka dair,
kamusal mekéna dair, o mevcut parkin kendileri i¢in ne anlama geldigine dair kisa
sohbetler yaptik.

Bunlar1 da miizelerde ¢ok kullanilan sesli rehber formatini kullanarak, park: dene-
yimlerken kulakliklarla dinlenebilecek ses kayitlar1 olarak sunduk. Bir otoritenin sesini
degil de -kurumsal sesli rehberlerde “bu sudur, su sudur” diyen bir muktedir bilgi kayna-
g1 var ya-, aksine onu tersyiiz eden, parkin sakinlerinin sesini sunan bir kayitt1. Dolay-
styla o sesin mekéanla iist iiste binme hali de bence projenin ¢ok 6nemli bir boyutuydu.

Hazir ses demigken, “ahali” diigiincenizi nasil bir podcast serisine (4HALI Con-
versations w/ Can Altay) déniistiirdiiniiz? IMC’deki podcast deneyiminin etkisi ol-
dugunu varsayiyorum.

Evet, IMC deneyimi 6nemli faktorlerdendi. Bunun disinda, ben zaman iginde pod-
cast mecrasini ¢ok seven birine doniigtiim. Universiteye gidip gelirken sadece arka
plan sesi olarak degil de, bir seyler diisiindiiren, 6greten veya kafa yorduran bir sey
olarak bu mecranin ¢ok i¢ine girdim.

Tam aradigim tatta bir sey de bulamryordum. Yani dogrudan beni ilgilendiren me-
selelerle dolu bir podcast yoktu ama ucundan gegen seyler veya bazen bambagka seyler
dinleyerek yine o tatmini almaya ¢alisiyordum. Pandemi ile beraber -nispeten imtiyaz-
L1 bir grup i¢in- tiim hayatin evin i¢ine ¢ekilmesi; egitimin tamamen dijital baglama

much anymore. It surely is a building with powerful and intriguing decisions. Of
course, one of the contexts is its transformation over the years. To a certain extent,
there is also a real cultural dimension: it was a critical place for popular and ara-
besque music in the 70s, 80s, and 90s. On the one hand, there is that modern archi-
tectural narrative and its struggle in the history of the Turkish Republic —its strug-
gle with society, sometimes with the state. On the other hand, there is also that
story on arabesque music. It was a big deal for the time, wasn’t it? The class and
cultural divisions of the day look naive to the point of being funny today. There was
a culture war waged over arabesque. TRT banned this genre of music.

In the context of nation-state building, even classical Turkish music was banned
to break away from Ottoman culture in the 1930s...

I think the ban on arabesque music was a little more related with class. Arabesque
had a lot to do with the lumpen class in the eyes of the cultural elite and related to
Turkey’s internal migration traumas. Its market was related to rising values such as
feathering one’s nest, getting famous and making money quick. The sixth block of
IMQ is full of music studios. There, almost all the shops are about music. Even today,
some remain, although they are abandoned. Some sell old cassettes, and a few have
adapted to the digital era.

We were in block S, 5533; the location of an art initiative. We worked with them,
but what we did was to turn the space into a free music studio open to anyone, by ap-
pointment. I wanted to add one more layer to this. That was the podcasts conducted in
the sound recording studio as a tool to generate discourse-based discussions.

There we had podcasts on music history as well as different conversations about
Istanbul’s contemporary music scenes. On the other hand, there were conversations
about the context of IMC and its relationship with public space. It was also one of the
things that fueled the pivotal moment in the transformation of the “ahali” project,
originally a printed project, into a podcast. This is because it was also the place where
I discovered the possibilities offered by sound. I should also mention that we realized
the IMC project with a group of students. Our name was “Can Altay ve Saz Arkadaslar1”
(Can Altay and His Bandmates) upon the suggestion of one of the students. This is the
name of the author of the project. Working with them had some difficulties as well as
very enjoyable aspects. They took care of the project incredibly well. The curatorial
role of Amira Arzik was also very significant. The people who came there and made
music became a part of this community. Our sound engineer Doruk also participated
in that ecology. Within the ecosystem of IMC, it has turned into something that cre-
ates its own microcosm, but also speaks, discusses or, as you mentioned, interprets
within that context.

There is an ecological understanding in your consideration of space, regarding
opening space to new usage possibilities but also regarding opening these possi-
bilities to the agency of non-human subjects... For example, you see plants and
animals as users in Park: A Possibility. You have a work focusing on paper manufac-
turers who have great ecological contributions to the city. Speaking of lenses, even
in your works where you question vision regimes, you are actually dealing with the
landscape and the apparatus designed to dominate the landscape. How do you in-
terpret your relationship with ecology?

I have never directly dealt with ecology, but I think it intellectually holds an impor-
tant place for me, because it is a field that gives a lot of thought to all these contextual
relations, and how the interaction between different actors or individuals may transform
the context. But I was rather interested in microcosms. These were relatively secluded
environments or urban areas, as in the Park: A Possibility project. These areas tell a lot
about both us and the city. When one starts looking at them, they see the different in-
habitants of the whole city, including animals and plants, different social groups and
individuals. Therefore, understanding these ecosystems is not only about that moment,
but it also bears something historical. As in the Greek School or IMC examples.

If we talk specifically about the park, there was a community who created that
park; back then, we called it the park’s users. The people living there, the cats, the
dogs, the people who use it as a shortcut, the people who somehow try to earn their
living there, the guards of the military museum next door, who watch the park from
behind the fences, and many more. On the other hand, the park is a modern urban
green space, a recreation area for the residents and a place where they are expected to
recreate themselves without producing anything.

But it has had strict limits, actually, the freedom to occupy the public space has
stretched for a short time and then became even more rigid... For instance, twelve years
ago, we questioned what it would mean to set up an edible garden there... Again, in those
years, I invited Nils Norman and Ceren Oykut to this game, along with my students from
Sabanci University and the Sinek Sekiz collective. Together, we have established an en-
vironment in the park that is open to use and production, and that can work as a narra-
tive in itself. We also had short conversations with various residents of the park —from
the bird-feed seller to the people who spend their “leisure” time lying on the grass—
about the park, public space, and what that existing park means to them.

We presented these as audio recordings in an audio guide format that is common in
museums. You could listen to them with headphones. Instead of the voice of authority
evident in institutional audio guides, our recordings presented the voice of the park’s
residents, reversing the narrative. Therefore, I think the overlapping of that sound
with the space was also a very important dimension of the project.

Speaking of sound, how did you turn your idea of “ahali” into a podcast series
(AHALI Conversations w/ Can Altay)? I’'m assuming the podcast experience at
IMC has had an impact.

Yes, the IMC experience was one of the important factors. Apart from that, over
time, I became someone who loves podcasts. During daily commutes, I became very
involved in this medium, not only as a background sound but also as something that
I learn from and makes me think or ponder.
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CAN ALTAY, DREAMERS’ LIBRARY STATION, 2022. BASEMENT, ROMA, ITALYA YERLESTIRME
GORUNTUSU. CURA KURATORLUGUNDE. FOTOGRAF: ROBERTO APA

CAN ALTAY, DREAMERS’ LIBRARY STATION, 2022. INSTALLATION VIEW AT BASEMENT,
ROME, ITALY. CURATED BY CURA. PHOTO: ROBERTO APA

¢ekilmesi ve herkesin uzaktan bir gekilde birbirine ulagabilmesiyle yiiz yiize gelmeden
de tekrar eski tartigmalarimizi canlandirabilecegim veya sesini s6ziinii duymak istedi-
gim insanlara ulagabilecegim gergegine uyandim. Sonugta podcast serisi pandemi d6-
neminde bagladi. Stephen Wright’1 konuk aldigimuz ilk béliimii gegenlerde tekrar din-
ledim. Bir zaman damgasi da var, pandemi baglayali sadece birkag hafta olmus. Miithis
bir sohbetti. Tabii Stephen’in sdylediklerinden 6tiiriit diyorum bunu... Dolayisiyla pan-
demi ile beraber bedenler olarak bir araya gelemeyecegimiz bir ortamin yoklugunda
bagka arayiizlerin de iglerligini farkettim. “Ortam” ve “ahali” diyorum ya... Her yapti-
gim is bir sekilde bir kargilagma igeriyor veya bir anlamda, mekénsal bir enstriiman
gibi caligiyor, bir bulugma igeriyor. Abali Conversations, o bulusmay: fiziksel mekinda
degil de; ses iizerinden, dijital mekanda kurmay1 sagladi. i¢cinde birtakim kargilasma-
lar, bulugmalar var. Sohbet esnasinda bir grup dinleyici de alabiliyor, boylece soru ce-
vaplar tizerinden konulari genisletebiliyoruz ki bu kisimlar sonra kurgulanmais son ya-
yina da bazen girebiliyor.

Anma fiziksel mekana goére rastlantisalliga daha az acik olmali? Konuklar davet
iizerine geliyor ve sanirim dinleyiciler de kismen éyle...

Evet, ama su var; “sonug iiriin” olan bolitmler yayinlaniyor ve bir podcast dinleyicisi,
belki davet ettigimiz isimlerden birini ararken bizimle dolayli bir kargilagma yasayabi-
liyor. Tabii, dogrudan bir temas yok ama mesela su ara sohbetlere canli katilan grubun
birkag ana figiirii daha evvel tanimadigim, podcast’te yaptigim ¢agriya cevaben, be-
gendiklerini ve canli katilmak istediklerini iletip da katilmug kisiler. Bazilarini da ben
davet ediyorum. Son béliimde Paul O’Neill ile sohbetimizde bu rastgele temas ihtimal-
lerine deginiyoruz. Sergilerde ve kiitiiphanelerde var olan iki tiir temas ve kargilagma
var. Biri, oraya giden bireyin yapilan tekil isle kargilasmasi. Ama bir de birbirinden
farkli mitelliflerin ya da ayni miielliflerin -fark etmez- yakininda, etrafinda olan iglerle
bir arada ¢ogul kargilagmasi var. Bunu kiitiiphane ortaminda digtiniirsek, bir kitabi
arryor ve onu almaya gittiginde o rafta, o kitabin iki biraz solunda bagka bir kitap sirt1
ilgisini ¢ekiyor ve merak edip onu da agiyor.

Sergi ortaminda da bir isi hep bagka islerle beraber goriiyorsun, ki sergi tasarimi
yaparken de bu benim i¢ini kritik bir unsur. Asli (Altay) ile beraber Van Abbemuseum
i¢in yaptigimiz sergi tasarimlarinda da yakinliklar ve temaslar 6nemli bir noktada du-
ruyordu. Bunun aslinda teke tek bir sey olmadig: gergegi var. Tabii podcast te teke te-
kiz. Fiziksel mekanin ve sosyal mekdnin sundugu sey ¢ogul karsilasma. Bu kiymetli.
Bir yandan da her mecranin getirdigi potansiyeller ve sinirlamalar var. Yani su nokta-
da podcast mecrasinin sinirlarini zorladigini ditsiinmityorum tabii. Su an bir gekilde
tartigmay gelistirebilmek, bilgi tiretimine katk: sunabilmek ve kendi 6grenme siireci-
mi de devam ettirmek odakli bakiyorum ¢iinkii bu benim i¢in de bir 6grenme aracu.
Belki zaman i¢inde bagka seyler de denenebilir. Yani esas mecram ses olmadigy i¢in
benim icin biraz daha aragsal seviyede aslinda.

“Alelade” olarak ifade ettigin
nesnelere karsi ¢cok biiyiik zaafim var.
... Bu kadar yaygin kullanima agik,
ama her bulunduklar1 ortamda farkl:
konugabilen nesnelerle ¢caligmaya,
onlari ben de biraz farkli
konugturabilmeye hevesleniyorum.

I also have a great interest in the
objects you describe as “commonplace”.
... L am eager to work with widely used
objects that speak different tongues
in every environment they are in.
Also, I feel excited about making
them speak a little differently.

I couldn’t find anything for my taste. Well, there were no podcasts that dealt with
issues directly interested me, but I was trying to satisfy myself with things that were
somehow related to my interests and also, sometimes, with completely different things.
During the pandemic, with life being drawn into the home —for a relatively privileged
group of people—, the education being completely digitized, and everyone being able
to reach each other remotely; I realized that I could still revive some old discussions or
reach people whose voices I would like to hear, without the need of a face to face inter-
action. So, the podcast series started during the pandemic period. I recently listened to
the first episode, where we had Stephen Wright as our guest. It also holds a timestamp
because the time we recorded was only a few weeks since the pandemic started. It was
a great conversation. Of course, this is because of Stephen’s contribution... After all, I
realized that other interfaces could work in the absence of an environment where we
can’t come together as bodies.

I have been emphasizing “setting” and “ahali,” for every work I do somehow in-
volves an encounter or in a sense, it works like a spatial instrument, including a gather-
ing. Through sound, Ahali Conversations established that gathering not in the physical
space, but in digital. It hosts some encounters and meetings. We can also have a group
of listeners during the conversation, to expand the topics through questions and an-
swers, which can sometimes be included in the final, edited broadcast.

But it must be less open to random encounters compared to physical space?
Guests participate through invitation, and I think partially, the audience also re-
quires invitation...

Yes, but when the episodes are published as “end products”, a podcast listener may
indirectly encounter them while searching for one of our guests. Of course, there is no
direct contact, but for instance, a few active participants in our live chat group are people
I didn’t know before. In response to the call I made on the podcast, they contacted us to
say they liked the podcast and wanted to participate in the live sessions. In a recent epi-
sode during a conversation with Paul O’Neill, we discussed possibilities of random en-
counters and contact. We talked about two types of contacts and encounters that take
place in exhibition and library settings. One is the encounter of the individual with a
single work. But also, there are multiple encounters between different authors or the
same authors —it doesn’t matter— along with the works near them or around them. Imag-
ine a library shelf, how you come across books that intrigue you in the vicinity of the one
you are searching for, sheerly due to their contact, their standing side by side.

You always see a work together with other works in an exhibition, which is critical
for me when working on display. In the exhibition designs we made for the Van Ab-
bemuseum together with Asli (Altay), questions of proximity and contact held great
emphasis. Well, an exhibition is never a one-on-one experience. Multiple encounters are
what physical and social space offers. This is valuable. On the other hand, there are po-
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SOPHIE WARREN VE JONATHAN MOSLEY
ILE CAN ALTAY, ROGUE GAME, 2007-2013.
SPIKE ISLAND’DAN SERGI GORUNTUSU,
2012. FOTOGRAF: MAX MCCLURE

CAN ALTAY WITH SOPHIE WARREN AND
JONATHAN MOSLEY, ROGUE GAME, 2007-
2013. INSTALLATION VIEWS FROM SPIKE
ISLAND, 2012. PHOTO: MAX MCCLURE
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“Tasarim nesnesi” oldugunu unuttugumuz giindelik hayat nesnelerine ve onla-
rin iiretimlerine dair 6nemli tahlilleriniz var. Biraz bu projelerinize deginebilir
misiniz? Bir de son projelerinizden The Dreamers Library Station’da ilging bir plas-
tik sandalye kullanimi gordiim ve merak ettim. Ben bu alelade nesnenin ¢ok tuhaf
bir evrenselligi oldugunu diigiiniiyorum.

Mekan1 hep bireyler olusturuyormus gibi konustuk ama mekanin kurulumunda
nesneler de ¢ok 6nemli akeérler. Her nesne de kendi birikimi, ¢agrisimlar ve gelene-
giyle geliyor. Giindelik hayat nesneleri tizerine uzun yillardir diigiiniir ¢aligirim. Mese-
la 2012'de Londra’da yaptigim Distributed, bir mahallenin farkli komiinal mekanlari-
na yerlestirilen kapi kulplarindan olugan bir isti. Heykel olarak bir kap1 kulbu sebekesi
diyebiliriz. Yirmi tane biiyiik, cevresini ayna gibi yansitan kiiresel kap1 kulpu yerlestir-
mistik. Bir yandan kamusal heykel meselesine dokunmaya ¢alisan, bir yandan iglev
meselesine dokunmaya ¢alisan, bir yandan giindelik hayat nesneleri ve siradanligin
kiymeti gibi bir seye dokunan bir isti. Ote yandan da bir esik ve iginde bulundugu
mekAan1 tamamen yansittig1 i¢in onunla da konusan birer nesneden bahsediyoruz. O
mabhallenin sakini iseniz, muhtemelen pub’a da gidiyorsunuz, yerel yonetim binasina
da gidiyorsunuz. Belki bir toplu konut projesine de yolunuz diigiiyor. Veya aligverisg
merkezi ya da yerel kiitiiphane. Birden fazlasini gérebileceginiz bir seyin, karsilasma
ihtimallerinin ¢cogaldig, bir nesneler sebekesi.

Bir de “alelade” olarak ifade ettigin nesnelere karg1 ¢ok biiyiik zaafim var. Plastik
sandalyeler bunlardan biri, bilyitkk semsiyeler bir digeri. Bu kadar yaygin kullanima
acik, ama her bulunduklar1 ortamda farkli konugabilen nesnelerle ¢aligmaya, onlar1
ben de biraz farkli konusturabilmeye hevesleniyorum. Ornegin Fenakistaskopsana’da
tipik bir giines semsiyesini, elle ¢evirilebilecek bir diizenek sayesinde, ilkel anlamda
hareketli goriintii iiretebilecek bir nevi aygita déniistiirityorum. Bu da yine kamusal
mekén1 mesgul etmeyle ve paylagim fikriyle dogrudan iligkili bir igti.

Kullanim nesneleri 6zelinde bakarsak da, en gurur duydugum dénem, 2012-2019
yillar1 arasinda yedi yillik bir siiregte Istanbul Bilgi Universitesi Endiistriyel Tasarim
Bolimirniin miifredat kurgulanmasi ile orada yaptigimiz deneyler ve provalardir.
Orada aslinda hep baglamdan kopukmusgcasina ele alinan, adi iistiinde “endiistriyel”
tasarim, yani seri iiretilecek, her baglamda var olabilen, iiretildigi baglami ¢ok diisiin-
meyen, biraz forma ve kullanima odaklanan bir egitim gelenegine miidahale ettik di-
yebilirim. “Istanbul’da bir Endiistriyel Tasarim boliimii kurmak ne demek?”, “Bu, ken-
tin iretim gergekleriyle, kullanim potansiyelleriyle nasil iliskilenebilir?” Baglami
diisiinebilen, insiyatif alabilen ve sadece sanayinin hazir taleplerine cevap verecek de-
gil de, tasarladig1 nesneler ve onlar etrafinda kuracag: tartigmalarla bir anlamda var
oldugu gevreleri de déniistiirebilecek ve yeni talep odaklar1 dogurabilecek bir tasarim-
c1 profili hayal ettik. Bu hayali paylasan bir grup 6grenci ve 6gretim gorevlisi ile bir
arada ¢aligma firsat1 buldum. Bu niye 6nemli? Aslinda dolayl: olarak ¢cok kuvvetli ilig-
kim olsa da, nihayetinde digaridan girdigim bir disiplindeki mevcut yapiy1 (Endiistri-
yel Tasarim miifredat standartlar1) iceriden nasil doniistiirebilecegime ve hem bugii-
niin diinyas1 i¢in, hem de yerel baglam i¢in anlamli bir tasarim egitiminin nasil
olabilecegine odaklaniyordum. Orada da, hem sanat baglamindaki birikimim ve de-
neyimim hem de mekan iizerine kafa yoruyor olmamin biiyiik katkis1 oldu. Aslinda
tek tip bir tasarimcidan ziyade, gesitlilik iiretmeyi basarabilecek bir ortam yaratmaya
ugrastik. Bugiin mezunlara baktigimda pek ¢ok seyi zamaninda ve anlamli yapmuis ol-
dugumuzu diisiiniiyorum.

CAN ALTAY VE SAZ ARKADASLARI,

MCPS (MANIFATURACILAR CARSISI
PLAKCILIK SUNAR), 2017. KAYIT STUDYOSU
GORUNTULERI, 5533 ISTANBUL, TURKIYE
CAN ALTAY VE SAZ ARKADASLARI,

MQCPS (MANIFATURACILAR CARSISI
PLAKGILIK SUNAR), 2017. SETTING

AND RECORDING STUDIO VIEWS

FROM §533, ISTANBUL, TURKEY

tentials and limitations brought by every medium. So at this point, with the podcast, I
don’t think we are necessarily pushing the limits of the medium. At the moment, I am
focusing on improving the discussion, contributing to the production of knowledge, and
pursuing my own learning process, because this is also a learning tool for me. Maybe
other things can be experimented over time. In other words, since sound had never been
a core medium for me, I still work with it on a more instrumental level.

You have an influential analysis of everyday objects that are forgotten to be “de-
sign objects.” Could you talk a little bit about these projects? Also, I saw an inter-
esting use of plastic chairs in one of your latest projects, The Dreamers Library Sta-
tion, and I was curious. I think this commonplace object bears a very intriguing
universality.

We have always talked as though only the individuals create the space, but objects
are also prominent actors. Each object comes with its own accumulation, connota-
tions, and tradition. I have been thinking and working on everyday objects for many
years. For example, Distributed (2012), a project that I made in London, was a work
consisting of door handles placed in different communal spaces of a neighborhood. As
a sculpture, we can regard it as a network of door handles. I placed twenty large; spher-
ical door handles that reflect their surroundings like a mirror. On one hand, it tried to
relate to the issue of public sculpture; on the other hand, to the issue of function; it
was also about everyday objects and the value of banality. In addition, we are again
talking about a threshold and an object that speaks to its physical context by com-
pletely reflecting it. If you are a resident of that neighborhood, you probably go to the
pub as well as the local government building. Maybe you are on your way to a mass
housing project. Maybe you’ll come across the piece at the mall or the local library. A
network of objects with more than one thing to see and where the probability of en-
counters is multiplied.

I also have a great interest in the objects you describe as “commonplace”. Plastic
chairs are one of those; parasols are another. I am eager to work with widely used ob-
jects that speak different tongues in every environment they are in. Also, I feel excited
about making them speak a little differently. For example, in Fenakistaskopsana, 1
transform a typical parasol into a kind of device that can produce motion pictures in a
very primitive sense, thanks to a mechanism that can be turned by hand. Again, this
was a work directly related to the idea of sharing, gift economy, and keeping public
space occupied.

When we look at functional objects, I am most proud of the experiments and re-
hearsals we conducted in the curriculum design of Istanbul Bilgi University’s Indus-
trial Design Department for seven years between 2012 and 2019. We intervened to an
educational tradition that always treated “industrial” design as if it had no context,
and with the market as its sole field of responsibility. It was considered mass-produced,
focused a little on form and use, and was made to work in any context, not thinking
much about the context in which it is produced. Also in relation to resources, and la-
bour, and cultural factors. “What does it mean to establish an Industrial Design de-
partment in Istanbul?”, “How can this be related to the city’s production realities and
usage potentials?” were the questions I was asking.

We have imagined a designer profile who can reflect on their context, take initiative
and not only respond to the ready demands of the industry but also transform the en-
vironments in which they take part, using the objects they design, and create new fo-
cuses of demand. I had the opportunity to work with a group of students and lecturers
who shared this dream. Why is this important? Although I had an indirect yet power-
ful relationship with it, after all, industrial design was a discipline that I was engaged
in from the outside; and I was focused on how I could transform the existing structure
(Industrial Design curriculum standards) and how it would be a meaningful design
education both for today’s world in a planetary sense, and for the local context. There,
too, my knowledge and experience in the context of art, as well as the fact that I pon-
dered on space, contributed greatly. In fact, we tried to create an environment that
could achieve diversity rather than a single designer archetype. When I look at the
graduates today, I think we have achieved this in a timely and meaningful way.
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Gercek

1923-1998 yillar1 arasinda yagamis
olan tasarimci ve egitimci Victor
Papanek, hem yazdig: kitaplar hem
de iirtinleriyle tasarim tarihinin
onemli figiirlerinden. Mimar Hasan
Cenk Dereli, kamusal alana yaptig1
yerlestirmelerden yazdig1 makale ve
kitaplara kadar yaratici alanda
bircok is iretmis olan Papanek
lizerine yazdi
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ISLER NASIL YURUMUYOR:
VICTOR PAPANEK’IN HAYAL
DUNYASI, 2014. SHEILA JOHNSON
TASARIM MERKEZI, PARSONS
TASARIM OKULU, NEW YORK.
HOW THINGS DON’T WORK:

THE DREAMSCAPE OF VICTOR
PAPANEK, 2014. SHEILA JOHNSON
DESIGN CENTER, PARSONS
SCHOOL OF DESIGN, NEW YORK.

Designer and educator Victor
Papanek, who lived between
1923-1998, is one of the important
figures in the history of design
regarding his books and works.
Architect Hasan Cenk Dereli
wrote about Papanek and his
works in the creative field, from
his public space installations to
his articles and books

“Endiistriyel tasarimdan daha zararli meslekler mutlaka var, ama oldukga az say1-
da. Ve muhtemelen sadece bir meslek daha sahte. Insanlari, umurunda bile olma-
yan insanlari etkilemek i¢in sahip olmadiklar1 parayla, ihtiyaglar1 olmayan seyleri
almaya ikna eden reklam tasarimi, muhtemelen su an var olan en sahte meslek.
Endiistriyel tasarim, reklamcilar tarafindan pazarlanan bayag: ahmakliklar1 bir
araya getirerek, meslek olarak hemen onlarin ardindan geliyor.”

1971 yilinda yayimlandiginda en ok satanlar listesine girmis kitabinin 6n sézii-
nii bu ciimlelerle agmig Victor Papanek. Bugiiniin kimseyle kapismadan her seyle
uyumlu séylemler tiretme moduyla kiyaslayinca nasil da sert, dogrudan ve iddial1.
Bu girizgahin bog bir saldir1 olmadigini kitabin ilerleyen sayfalarinda anlatiyor Pa-
panek. Rakamlar veriyor, durumlar tarif ediyor, yontemler gosteriyor, kendinin,
ogrencilerinin ya da dahil oldugu kolektiflerin tasarimlarini anlatiyor.

Endiistriyel tasarimin “biiyiiklere oyuncaklar”, “parileili kuyruklu 6liim makina-
lar’” ve “seksilestirilmis daktilolar, tost makineleri, telefonlar ve bilgisayarlar”
tiretmekle iligkili gérdigii stirece bildigimiz anlamiyla yok olacagini ve var olma
amacini kaybedecegini soylityor. Ona gore “tasarim yenilikg¢i, ¢okga yaratici, disip-
linler arasi bir arag olarak insanligin gercek ihtiyaglarina duyarli” olmali.

70’1i yillarin baginda, hizla biiyiiyen tiikketim ekonomisinin tozu dumana kattig1
bir ortamda, o tozun iginden seslenen bu insanin o giinkii uyarilar1 ve goésterdigi
yon, bugiin i¢in de gegerli. Onca yil i¢inde pek bir seyin degismedigini gormek de
biraz iiziicii tabi.

60’11 ve 70’li yillarda Amerika Birlesik Devletleri ve Avrupa tasarim ortaminin
giindemini Ikinci Diinya Savagi sonrasinda yeni endiistriyel malzemelerle ve tek-
nolojilerle yaratilan tiiketim nesneleri ile aktif tutulmaya ¢aligilan tiretim kapasite-
si, yeni pazarlarda yayginlasma gibi konular meggul ediyor. Soguk Savas hem eko-
nomik hem de silahlanma diizeyinde devam ediyor. Bir yandan savag ve savagla
yayilmaciliga karsitlik ve kiiresel bir niikleer savag ihtimalini 6nlemek i¢in baris
cagrilar1 yapiliyor. Niikleer bir savasla kendi yok olusunu hazirlarken diinyadaki
yasamin biyiik kesimini ve 6rnegin tarimsal iiretimi artirmak gibi verim odakli
yaklagimlar yiiziinden gelistirdigi kimyasallar ve teknolojilerle canlilar1 ve kendini
de yok etme ihtimali ile yiizlesen insanligin ¢evre duyarliligini yeniden kazanmaya
bagsladig1 bir dsnem. Bu siireglerin hemen hepsinde bir yerlerde tasarimcilar da yer
aliyor. Insanlarin mesleklerini ve mesleklerinden bagimsiz olarak insanliklarini
sorguladiklar1 bir zaman...

Boyle bir ortamda sosyal ve ekolojik konulara duyarli bir tasarimin ve tasa-
rimct roliiniin mitmkiin oldugunu savunan Papanek, goriislerini ilk paylagmaya
basladiginda Birlesik Devletler’de “fakirlerin tasarimcisi” olarak yaftalaniyor.

“There are professions more harmful than industrial design, but only a very few of
them. And possibly only one profession is phonier. Advertising design, in persuading
people to buy things they don’t need, with money they don’t have, in order to impress
others who don’t care, is probably the phoniest field today. Industrial design, by con-
cocting the tawdry idiocies hawked by advertisers, comes a close second.”

These were the words with which Victor Papanek opened the foreword of his
book, which became a best-seller when it was published in 1971. How severe, di-
rect, and assertive are these sentences compared to today’s mode of producing dis-
courses that appear to be in harmony with everything, never clashing with anyone
or anything. Papanek articulates later on in the book that this introduction is not
meant just to be an attack. He gives figures, recounts situations, shows methods,
and describes designs of his own, those of his students, and those by collectives he
was involved in.

Papanek says that as long as industrial design is associated with producing “toys
for grown-ups,” “death machines with glittery tails,” and “sexy typewriters, toast-
ers, telephones, and computers,” it is doomed as we know it and lose its raison
d’etre. According to him, “design needs to be an innovative, highly creative, inter-
disciplinary tool, sensitive to the real needs of humanity.”

The call out of this person positioned within the whirlwind of the rapidly growing
consumer economy at the beginning of the 1970s and the direction he is pointing to is
valid today. It is, of course, disappointing to see that not much has changed since then.

In the 1960s and 1970s, the design agendas of the USA and Europe were oc-
cupied with issues of production capacity and expanding into new markets in the
post-WWII era with new industrial materials and technologies. The Cold War
continues on both the economic and weaponry levels. On the one hand, there are
calls for peace to oppose war and expansionism and to prevent the possibility of
a global nuclear war. It is a period in which, on the one hand, humanity is faced
with the possibility of destroying a large part of life in the world while preparing
for its extinction with nuclear war. On the other, the destruction of living things
and themselves with the chemicals and technologies humanity has developed to
improve efficiency and increase agricultural production has triggered people to
regain their environmental awareness. In almost all of these processes, designers
are also involved. A time when people are questioning their profession and their
humanity regardless of their profession...

Arguing that a designer role sensitive to social and ecological issues is possible
in such an environment, Papanek is labeled as the “designer of the poor” in the
United States when he first started to share his views. But his cooperation with
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Ama UNESCO ve Diinya Saglik Orgiitii ile is birligi ve diinyanin farkli yerlerinde
gerceklestirdigi projeler, insanlarin gergek dertleri ile ugrasan tasarimcilara ihtiya-
cin ne kadar biiyiik oldugunu gosteriyor. Bugiin etki odakli tasarim, katilimci tasa-
rim gibi kavramlarin 6neminin igsellestirildigi bir ortamin var olmasinda onun
kapsayicilik, sosyal adalet ve siirdiirilebilirligi merkeze alan ¢aligmalarindan etki-
lenmis tasarimci nesillerinin rolii bityiik. Amerikan akademik ¢evrelerinden digla-
nirken Iskandinav iilkelerindeki akademik ortamda calisacak ve fikirlerini dene-
yecek ortam bulmasi bugiin bu iilkelerin Papanek’in 6nemsedigi konulardaki en
ilerici ¢aligmalar1 yapmalarinda onun etkisinin olabilecegini diisiindiiriiyor.

1923 yilinda Viyana’da dogan Victor Papanek, Avusturya’nin Nazi Almanya-
sr'na katilmasiyla Yahudi kokenleri yiiziinden ailesiyle beraber iilkesini terk etmek
zorunda kaliyor. Bu seriiven Amerika Birlesik Devletleri'nde sonlaniyor. New York,
Cooper Union’da mimari tasarim egitimi alryor. Frank Lloyd Wright ve Frederick
Kiesler ile ¢alistyor. Kariyerinin oldukga erken zamanlarindan itibaren Buckminster
Fuller’in yakin bir takipgisi ve sonra da dostu oluyor. Diinya sistemini bir biitiin ola-
rak ele almasi, etkilerin sonuglariny, iiriinlerin atiklarini berrak bir sekilde algilama-
siny, “spaceship earth” (uzay gemisi diinya) kavramini kullanmasini nam-1 diger Bu-
cky’nin yaklagimlar1 da giiclendirmis olmali. Bu iligki Fuller’in Papanek’in ilk
kitabina yazdig1 sunug yazisinda da goriilityor. Tasarimin farkl 6lgeklerini kapsayan
diisiinme bigimi ve disiplinlerarasi ¢alismay1 6nemsemesi Papanek’i obje, mekan,
servis ve iletigim tasarimini kapsayacak kulvarlarda, giindelik hayatin tam merkezin-
de tiretken kiliyor. 1998 yilinda bu diinyadan ayriliyor Papanek.

Yakin zamanda Victor Papanek’in iki kitabini okudum. Ilki énceki satirlarda
andigim 1971 yilinda yayimlanan ilk kitabi Design for the Real World (Gergek Diin-
ya Igin Tasarim). Oldukga tartigilmis ve bu ilgi sayesinde yirmiden fazla dile gevril-
mis bir kitap. Gergek diinyadan ne kastettigi, tasarimin ve tasarimcinin gergek
diinyaya dair sorumlulugu tizerine kapsamli bir icerik. Alternatifler i¢in kutsal bir
metin olarak degil, elestirel gozle okundugunda hal4 oldukga zihin agic1 ve bugiin
icin bile giincel. Papanek, yasadig: yillarda tekrar basimlari yapilan kitaba yazdig:
yeni 6n s6zlerle orijinal icerigi tekrar ele aliyor. Benim okudugum kitap 2019 yilin-
da yapilmis Ingilizce tekrar basimi. Diger kitap da 1995 yilinda ilk kez basilan,
1983 yilindan icerikler de tastyan The Green Imperative (Yesil Zorunluluk) kitabi-
nin 2021°de yapilmig Ingilizce tekrar basimi. Adindan da anlagilabilecegi gibi cev-
reye duyarlilik ve tasarim kavramlarini odagina aliyor, daha yesil bir gelecek i¢gin
degisim ihtimaline dair umudu gii¢clendirmeye ¢alisiyor. Kendi mesleki pratigin-
den koklenen farkl: 6lgeklerdeki 6rnekleri kullaniyor kitapta Papanek. Mimarlik,
endustriyel tasarim, paketleme tasarimi, oyun alanlarinin tasarimi gibi farkli konu-
lara deginiyor. Yeniden kullanima ve kaynaklarin paylasilmasina duyarl bir tasa-
rim fikrini 6zendirmeye calisiyor.

Bu ikisi disinda Papanek’in tek ya da kolektif olarak yazdigi Nomadic Furniture
I(Gogebe Mobilya I, 1973), Nomadic Furniture (Gogebe Mobilya I, 1974), ve How
Things Don’t Work (Isler Nasil Yiiriimiiyor, 1977) kitaplar1 mevcut. Ayrica Papa-
nek’in iglerine ya da kendisine odaklanan igeriklerle aragtirma kitaplari ya da sergi
katalogu olan Victor Papanek, Path of a Design Prophet (Victor Papanek, Bir Tasa-
rim Peygamberinin Yolu, 2015), Victor Papanek: The Politics of Design (Victor Papa-
nek: Tasarim Siyaseti, 2018) ve Victor Papanek: The Designer for the Real World
(Victor Papanek: Gergek Diinyanin Tasarimeisi, 2021) adli kaynaklar da mevcut.

Ama ne yazik ki bunlardan higbiri Tiirk¢e’ye ¢evrilmis degil. Daha da vahim
olan, ne 2002 - 2007 yillarinda Istanbul Teknik Universitesinde mimarlik okur-
ken, ne de yine ayn1 kurumda yiiksek lisans ve doktora ¢aligmalarima devam eder-
ken, kimsenin Victor Papanek’ten bahsettigini duymamis olmam. Umarim en-
distriyel tasarim boluimiinde okumus olanlar onunla benden daha erken
tanigmuglardir. Egitim hayatim ve sonrasinda farkli tasarimci rollerine dair dene-
meler yapmama, sosyal fayda odakli mimarlik ve tasarim pratikleri i¢cinde aktif rol
almama ve etki odakli tasarim konusunda éncii galigmalar yapan Isve¢’i sik sik zi-
yaret etmeme ragmen, Victor Papanek’in goriisleri ve isleri ile ¢ok yakin zamanda
tanistim. Kendi antenlerime bir bakim yaptirmam gerekiyor sanirim.

Tasarimci olmayan insanlarin kendi gevrelerinin yaratilmasina katkilarini ince-
ledigim yiiksek lisans tezimi Papanek’in kitaplarini bilerek yazmis olmayi isterdim
dogrusu. Dost sohbetinde 6zgiir ve her seyi kendi basina yapmaya muktedir, is
ortaminda kar odakli iglerin ajani tasarimci-mimar roliiniin disinda Tiirkiye cog-
rafyasinin gayri resmi yollarla kendi kendine, bireylerin akeif katilimiyla bigimle-
nen mekéanlarinda tasarimcinin rolii iizerine diisiiniiyordum o zamanlar. Mevcut
stireglerin arizali sonuglarini azaltmak ama yine de insanlara inisiyatif vererek ta-
sarima dair i¢giidilleri giiclendirecek bir rol ne olabilir diye... Papanek’te bu tarif
dogrudan yok ama bugiinden bakinca o zaman bu konuyu degerlendiren diisiinme
seklimi farklilastiracagini diigiiniityorum. En azindan bugiin temel kaynaklardan
biri olarak gordiigiim goriiglerine tezimde yer vermis olurdum.

Papanek, Design for the Real World ve The Green Imperative kitaplarinda titopik
onerilerle olmasi hayal edilen bir bugiin ve gelecekten bahsetmiyor. Her yazdigin-
da olduk¢a gerceke¢i. Ge¢mis ve bugiinden rakamlar ve olaylarla durumu ortaya
koyup uygulanabilir 6nerilerde bulunuyor.

The Green Imperative daha en baginda paketleme tasarimina odaklanip, iiriiniin
korunmasi, nakliyesi ve sergilenmesi ile paketin iligkisini birlikte analiz ediyor.
Hem {iriiniin hem de paketinin organik malzemeler diisiiniilerek nasil yeniden ele
alinabilecegini 6rneklerle ortaya koyuyor. Kutu i¢ine koruyucu bir malzeme olarak
yagsiz tuzsuz patlamig musir koyulan 6rneklerden yeniden kullanilabilir plastik
tiirlerine ve biyoplastiklere dogru cesitlendiriyor 6rnekleri. Carpicilig: yiiziinden
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UNESCO and the World Health Organization and his projects in different parts
of the world shows how great the need is for designers who deal with people’s real
problems. The role of generations of designers who were influenced by his work
focusing on inclusiveness, social justice and sustainability has a great role in the
existence of an environment in which the importance of concepts such as impact-
oriented design and participatory design are internalized today. While being ex-
cluded from American academic circles, finding an environment to work and test
his ideas in the academic environment of Scandinavian countries makes us think
that Papanek may have an impact on these countries’ progressive studies on the
subjects he cares about.

Born in Vienna in 1923, Victor Papanek was forced to leave his country with
his family due to his Jewish background when Austria joined Nazi Germany. This
journey ends in the United States. He studied architectural design at Cooper
Union, New York. He worked with Frank Lloyd Wright and Frederick Kiesler.
He was a close follower and later a friend of Buckminster Fuller from the very be-
ginning of his career. His understanding of the world system as a whole, his clear
perception of the results of the effects and the wastes of the products, and his
use of the concept of “spaceship earth” must have been strengthened by Bucky’s
approach. This relationship is also seen in Fuller’s introduction to Papanek’s first
book. His way of thinking covering different scales of design and his emphasis
on interdisciplinary work make Papanek productive in the areas that will include
object, space, service, and communication design, at the very center of daily life.
Papanek passed away in 1998.

I recently read two of Victor Papanek’s books. His first book, Design for the
Real World, was published in 1971, which I mentioned above. It is a highly con-
troversial book and has been translated into more than twenty languages due
to this interest. This book includes a comprehensive content on what he means
by the real world, and the responsibility of design and the designer for the real
world. When read critically and not as scripture for alternatives, it’s still quite
mind-opening and relevant today. Papanek revisits the original content with new
forewords he wrote for the book, which was reprinted during his lifetime. The
book I read was reprinted in 2019 in English. The other book is the English re-
print in 2021 of The Green Imperative, which was first published in 1995 and also
has parts from the 1983 version. As the name suggests, it focuses on the concepts
of environmental awareness and design and tries to strengthen the hope for the
possibility of change for a greener future. In the book, Papanek uses examples
from different scales rooted in his own professional practice. It touches on dif-
ferent topics such as architecture, industrial design, packaging design, and the
design of playgrounds. It tries to encourage a design idea that is sensitive to reuse
and sharing in resources.

Apart from these two books, Papanek has written the books Nomadic Fur-
niture I (1973), Nomadic Furniture (1974), and How Things Don’t Work (1977),
which he wrote either individually or collectively. In addition, Victor Papanek,
Path of a Design Prophet (2015), Victor Papanek: The Politics of Design (2018), and
Victor Papanek: The Designer for the Real World ( 2021) are also available as re-
sources about him.

But unfortunately, none of these books have been translated into Turkish.
Even worse, I did not hear anyone mention Victor Papanek when I was studying
architecture at Istanbul Technical University between 2002 and 2007 or while I
was still pursuing my master’s and doctorate studies at the same institution. I
hope those who studied in the industrial design department encountered him
earlier than I did. Despite experimenting with different designer roles during
and after my education, taking on an active part in social wellness-oriented ar-
chitecture and design practices, and frequently visiting Sweden, which carries
out pioneering work on impact-oriented design, I have only recently met Victor
Papanek’s views and works. I guess I need to renew my receivers.

I wish I had written my master’s thesis, in which I examined the contributions
of non-designers to the creation of their environment, knowing about Papanek’s
books. In addition to being a free, independent, capable designer-architect who
is the agent of profit-oriented works in professional environments, I was also
thinking about the role of the designer in the spaces that the individuals were
actively shaping through informal means in Turkey. I was contemplating what
would be a role in which the faults of the current processes are diminished as
people’s instincts about design are strengthened by empowering them. Papanek
doesn’t have a direct definition, but when considered from today’s perspective, I
think that I would have positioned myself differently. At least, I would have in-
cluded his opinions in my thesis as I see his work as one of the essential resources.

In his books Design for the Real World and The Green Imperative, Papanek
does not discuss an imagined present and future with utopian suggestions. He is
quite realistic in everything he writes. He presents the situation with figures and
events from the past and present and makes practical suggestions.

The Green Imperative focuses on packaging design from the very beginning and
analyzes the relationship of the package with protection, transportation, and dis-
play of the product. He illustrates how both the product and its packaging could
be reconsidered with organic materials in mind. It diversifies the examples from
oil-free, salt-free popcorn as a preservative in the box to reusable plastic types and
bioplastics. The book continues with data that stuns because of its strikingness,
with surprising alternative suggestions, and by always having strong hopes behind
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sersem eden verilerle, sagirtan alternatif onerileriyle ve sézii hep giiglii umutlara
baglayarak devam ediyor kitap. Diinya igin tehlikeli bu zamanlarin sabir, hayal
giicii, akil ve ¢ok ¢aligma ama daha da 6nemlisi kiigiik bireysel eylemlerin kiiresel
resimdeki etkisine dair inangla, iyimserlik duygusu ile harekete ge¢meye hevesli
olmay:1 gerektirdigini séyliyor. Kitabin yazildig1 zamanlar i¢in oldugu kadar bu-
giin icin de gegerli bir tespit.

“Ne yapalim! Siiregleri ve atiklari ile diinyay1 mahvettigini bildigimiz isleri bir
kenara itip kendi hayatimizi mahvetme pahasina kendimizi insanligin ve diinya-
nin kurtuluguna mi1 adayalim?” diyenler olacaktir suraya kadar yazilanlari okuyun-
ca. Papanek’in bu yoruma, kitabinin sayfalarina serptigi 6rneklerle giiclendirdigi
gercekei bir cevabi var:

“..adina diinya dedigimiz 9700 mil ¢apinda, uzayin engin okyanuslarinda yol
alan bu kigiik uzay gemisinde beraberiz. Kiigiik bir uzay gemisi, niifusunun yiizde
50 - 60 kadar: ¢aligmasina yardim edemiyor, hatta kendi hatalar: olmamasina rag-
men kendilerini hayatta tutmaya yardimeci olamryorlar. A¢lik ve fakirligin Chicago
ve New York gettolarinda kiigiik ¢cocuklarin duvardaki boyay1 yemesine ve kursun
zehirlenmesinden 6lmelerine sebep oldugu bir yer burasi. Cocuklarin Los Angeles
ve Boston’da enfekte si¢an 1sirmasi sonucu 6ldiigii bir yer. Uzay gemimizdeki her-
hangi birinin beyninden ve potansiyelinden kendimizi mahrum birakmak yanlis
ve artik kabul edilebilir degil. Tiim bunlar deger sorusunu giindeme getiriyor. Ta-
sarimcinin (insanin tiim araglarini ve gevresini etkileyerek) cinayeti seri iiretim
esasina oturtacak kadar gii¢lii oldugunu gérmiigsek, bunun biiyiik ahlaki ve sosyal
sorumluluklar yiikledigini de gérmiis olmaliy1z. Tasarimcinin zamaninin, yetenek-
lerinin ve becerilerinin yiizde 10’unu 6zgiirce vererek yardim edebilecegini goster-
meye caligtim. Ama nereye yardim? Ihtiyag ne?”

Satirlar1 okurken bu ¢agriya kendini yakin hissedenler...

Papanek size sesleniyor.

ISLER NASIL YURUMUYOR: VICTOR PAPANEK’IN
HAYAL DUNYASI, 2014. SHEILA JOHNSON TASARIM
MERKEZI, PARSONS TASARIM OKULU, NEW YORK.

HOW THINGS DON’T WORK: THE DREAMSCAPE

OF VICTOR PAPANEK, 2014. SHEILA JOHNSON DESIGN
CENTER, PARSONS SCHOOL OF DESIGN, NEW YORK.

his words. These dangerous times for the world require patience, imagination, wis-
dom, and hard work, but more importantly, a willingness to act with a sense of
optimism and belief in the impact of small individual acts on the global scale. This
is as valid today as it was when the book was written.

Some people will say, ”What could we do? Should we push aside things we know
are destroying the world with their processes and waste? Should we devote ourselves
to the salvation of humanity and the world at the expense of ruining our own lives?”
about what has been written so far. Papanek has a realistic response to this comment,
reinforced by the examples he interweaves throughout the pages of his book:

“Or to change to a more meaningful metaphor, we are all together on this small
spaceship called Earth, 9,700 miles in diameter and sailing through the vast oceans
of space. It’s a small spaceship and 50 to 60 per cent of the population cannot help
to run it, or even help themselves stay alive, through no fault of their own. Where
hunger and poverty cause small children to eat the paint off walls and die of lead
poisoning in Chicago and New York ghettos. Where children in Los Angeles and
Boston die of infected rat bites. To deprive ourselves of the brain and potential of
any person on our spaceship is wrong and no longer acceptable. All this raises the
question of value. If we have seen that the designer is powerful enough (by affect-
ing all of man’s tools and environment) to put murder on a mass-production basis,
we have also seen that this imposes great moral and social responsibilities. I have
tried to demonstrate that by freely giving 10 percent of his time, talents, and skills
the designer can help. But help where? What is a need?”

Those who feel close to this call while reading the lines...

Papanek is calling out to you.

VICTOR PAPANEK: TASARIM SIYASETI,

SERGI GORUNTUSU. VITRA TASARIM MUZESI
IZNIYLE. FOTOGRAF: NORBERT MIGULETZ
VICTOR PAPANEK: THE POLITICS OF DESIGN,
EXHIBITION VIEW, 2018. COURTESY OF VITRA
DESIGN MUSEUM. PHOTO: NORBERT MIGULETZ

VICTOR PAPANEK: TASARIM SIYASETI, SERGI
GORUNTUSU. DEN BOSCH TASARIM MUZESI,
HOLLANDA. FOTOGRAF: BEN NIENHUIS

VICTOR PAPANEK: THE POLITICS OF DESIGN,
EXHIBITION VIEW. DESIGN MUSEUM DEN BOSCH,
THE NETHERLANDS. PHOTO: BEN NIENHUIS
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Roportaj Interview: Liana Kuyumcuyan

Kurukahveci Mehmet Efendi’nin Eminénii’ndeki magazasinin tasarim siireci nasil
gelisti? Binanin dokusu ve fonksiyonel tasarimui siireg icerisinde nasil harmanlandi?

Kurukahveci Mehmet Efendinin 1932 yilinda kullanmaya basladig1 ve giiniimiize
kadar kullandig1 Zithtii Basar tasarimi olan yapisina miidahale etmeden 6nce bitisigin-
de bir yapi tasarlamigtik. $Simdi Tahmis Binasi olarak anilan o yap1 kullanima girdikten
bir siire sonra sira Kurukahveci Mehmet Efendi binasinin restorasyon, giiclendirme ve
yillar i¢cinde kullanim nedeniyle ugradig: bazi degisiklikleri gézden gegirmeye gelmisti.
Giiniimiizdeki teknoloji ve kullanim temelinde bir miidahale gegirmesi gerekiyordu. Biz
bitisigindeki yapiy1 tasarlarken zaten zaman i¢inde Zithtii Bagar binasi ve yanindaki ¢ik-
maz sokagin ucunda yer alan, iiretimin de devam ettigi diger binalarinin bir arada nasil
isleyecegine yonelik vaziyet plani galismalarini yapmistik. O ¢aligma uyarinca da 6nce
yeni bina tasarlandi ve insa edildi. Ziihtii Bagar binasinin 6ncelikle giiclendirilmesi s6z
konusuydu. Giiglendirme yapilirken de yapinin hem zaman iginde ugradig: degisiklikler
degerlendirildi, artik gegerliligini yitirmis olan bolimler yapidan uzaklagtirildi. Birinci
katta yer alan ve kurucunun ofis olarak kullandig: boliim ise 6zgiin haline donustiril-
mek tizere tekrar diizenlendi. Bu ¢aligmanin temeli, tabii ki yapida hala izleri duran 6z-
glin malzemelerin ortaya ¢ikarilmasi, boliimlerin eklerinden arindirilmasi ve tasarimin
6zgin haline déniistiirillmesiyle olugtu.

Mekanin igerisinde ne tiir fonksiyonlar kurgulandi?

Bizim tasarladigimiz yapinin zemin katinda bir satig boliimii yer aliyor. Birinci katin-
da kahve kitapliginin yer aldig1, seminerlerin ve kahve tadimlarinin yapildig: bir alan var.
Onun iistiindeki katta ise Kurukahveci Mehmet Efendi Ailesi’nin tarihine ilisik kurum ve
aile sergisi yer aliyor. Dolayisiyla bu yapi icinde yer aldig1 ¢ikmaz sokagin da bir uzantisi
olarak mekanlarina katilacag: bu yapi tiimityle kamusal ve diga doniik bir yap1. Yandaki
1932 yapimi Zithtii Bagar binasi ise zemin katinda bir satig béliimiine sahip ama st ka-
tinda kurucunun kullandig: ofis bulundugu igin kamusal kullanima a¢ik degil. Bodrum
katinda da kahveler kavruldugu i¢in kapali. Iki yap1 arasinda bdyle bir fark var.

Mimari tasarimin detaylari, mekanin kimligini de derinden etkiliyor. Siz bu bi-
nay1 tasarlarken neleri 6n plana ¢ikarmak istediniz?

Bizim tasarladigimiz yapinin kamusal kullanima uygun mekan kurgusundan ote,
malzemelerinin ayrintilarinin yapi bilesenlerinin yine kamusal kullanima uygun sekilde
olusturulmasi zorunlulugu vardi. Ote yandan, bu kadar koklii bir kurum, déneminin tiim
mimari 6gelerini i¢eren diger binasina komsu oldugundan, o binay1 higbir sekilde golge-
lemeyecek, onunla belli oranda diyalog halinde kalacak sekilde tasarlanmasi gerekiyordu.
Tasarimin her agamasi bu birlikteligin farkinda olarak, iki binanin birbiriyle hem gorsel
hem de kullanim olarak birlikteliklerini gzetmek ve gelistirmekle gegti. Ornegin, yeni
bina ana sokaga, caddeye gok dar bir cepheyle baglaniyordu. Bu cephe, Ziihtii Bagar yapi-
sinin yatay gelisen ve beyaz boyali cephesinin yaninda, bolgede pek ¢ok yapida karsimiza
¢ikan tugla kullanimaiyla yer aldi. Basar yapisinin okunakliligini artirmak igin hem mal-
zemeyi farkli kullandik, hem de bu malzemeyi yapinin i¢inde yer aldig1 fiziksel ¢evrenin
tanidik malzemelerinden biri olan tugla ile kapladik. Fakat bu tugla kaplama Ziihtii Bagar
binasinin yatay ¢izgilerini tuglanin 6riilme seklinde devam ettirdi.

Caligmanin biiyiik béliimii zaten 6zgiin islevleri ile kullanilan ve pek ¢ok béliimiinde
6zgiin malzemenin izlerinin hala var oldugu yapiy1 analiz etmek, soymak ve veri topla-
maktan olustu. Ardindan, érnegin bir ¢gekmecenin ahsap kulpunu bulup zaman iginde
degistirilmis olan diger kulplar1 benzeri sekilde iirettirmek gibi son derece noktasal mii-
dahalelerden yapinin biitiiniine iligkin tagiyici sistem giiglendirmesi gibi ¢ok farkli 6lgek-
lerde galigmalar yapildi. Yaps, bir iiretim yapisi olarak tasarlandigindan, igindeki iireti-
min hacminin bitylimesiyle yapidan ¢ikip arkadaki bir bagka yapiya ge¢mis. Bu nedenle
de yap1 daha ¢ok zemin kattaki satig boliimii ile islemekteydi.
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How did the design process of Kurukahveci Mehmet Efendi’s store in Eminénii
evolve? How were the texture and functional design of the building blended in the
process?

Before we intervened in the Zithtii Basar design, which Kurukahveci Mehmet Efendi
started using in 1932 and has been using until today, we designed an adjacent building,
now called the Tahmis building. After that building came into use, it was time to review
some changes that Kurukahveci Mehmet Efendi building had undergone due to restora-
tion, reinforcement, and use over the years. It had to undergo intervention based on today’s
technology and usage. While designing the adjacent building, we had already done the site
plan studies on how the Ziihtii Bagar building and the other buildings where production
continues, located at the end of the dead end next to it, would work together. Following
that work, the new building was designed and built. The first issue was to strengthen the
Ziihtii Bagar building. While strengthening, the changes that the building had undergone
over time were evaluated, and the parts that were no longer valid were removed from the
building. The section on the first floor, which the founder used as an office, was rearranged
to be transformed into its original form. The basis of this work, of course, was formed by
uncovering the original materials that still have traces in the building, purging the sec-
tions from their annexes, and transforming the design into its original form.

Tasarlad1gimiz yeni yapi ile satig alanlari bityutiildii ve sayisi arttirildi. Yeni yapr ile
Ziihtii Bagar yapisinin iligkilendirilmis olmasi nedeniyle, yapinin isleyisi, daha dogrusu
islevsel 6zelligi tiretimin tekrar bodrum kata yerlesmesini sagladi ve bina, 6zgiin tasari-
muina yaklagtirilmis oldu. Bu restorasyon ¢aligmasi sadece yapinin fiziksel olarak restore
edilmesi ile kalmayip islevsel olarak da yapinin tasarlandig gibi tiretimi de igerir sekilde
yeniden kullanilmasini sagladu.

Bu tiir bir kapali kamusal mekéini kurgularken nelere dikkat etmek gerekiyor?

Tasarimin temel belirleyicisi kuskusuz yer aldig1 parselin sinirlar1 ve konumuydu.
Istanbul’un en yogun insan trafigine sahip sokaklarindan birinin iistiinde yer alacakt1 ve
son derece eski bir semtin dokusunun i¢indeydi. Buna ek olarak da bir ¢ikmaz sokagin,
bir diger sokakla birlestigi kdsede yer aliyordu. Sikisik, yogun bir yapisal cevre kargisinda
tasarimi gelistirmek gerekiyordu. Bizim de konuya yaklagimimiz bu hem iglevsel, hem
hareketli, hem de yapilagmaya iligkin yogunlugun, zaten yaratmak amacinda oldugumuz
kamusal alana bir katkiya doniigmesi tizerine oldu. Temelinde mekénin ulagilabilirligi
gibi bir sorun yoktu ciinkii her sey i¢ iceydi ve ¢6zmemiz gereken sey ulagilabilirlik de-
gil, ulastiktan sonra yapinin i¢indeki islevlere yonelik dagilimi ve ona uygun dolagimi
olusturmakti. Tasarimuin ilerleyen agsamalarinda, bu yogunlugun yapiya etkileri giindeme
geldi. Ornegin en ufak bir yatay diizlem olustugunda onun iizerinde birakilacak olasi ¢6p
miktari, yapinin cephesini bi¢imlendiren 6nemli bir veri olarak tasarima eklendi. Hi¢bir
noktada yatay degil, izerine bir sey birakilabilecek geometriye sahip olmayan diizlemler
yaratmaya 6zen gosterdik. Bunun gibi pek ¢ok sey fiziksel olarak yapinin tasarimina girdi
olugturdu. Yapinin yakin ¢evresiyle kurdugu iligkide yogun kullanimin belirledigi veri-
ler tasarimda yer ald1. I¢inde izledigimiz strateji ise, pek gok benzeri yapida yaptigimiz
temel bir mimari davranigti. Yapinin zaman igerisinde kullanim amaglarinin degisme-
si durumunda kolaylikla yeni iglevlerin yerlesmesine olanak saglamasi i¢cin merdiven ve
asansoriin bulundugu, havalandirma kanallarinin da i¢inde yer aldig1 tek bir diigey servis
alani olugturup, geri kalan béliimleri hi¢bir béliimleme yapmadan tek bog hacimler olarak
kurguladik. Béylece her boliim kendi iginde degisikliklere uyarlanabilir kilindi.

What kinds of functions are built in the space?

There is a sales section on the ground floor of the building we designed. The space on the
first floor is used as a coffee library, a meeting space and coffee-tasting area. The second floor
houses an exhibition reflecting the history of the Kurukahveci Mehmet Efendi company and
family. Therefore, this building, which will join its spaces as an extension of the dead-end street
in which it is located, is an entirely public and extroverted structure. The 1932-built Ziihtii
Basar building next door has a sales section on the ground floor but is not open to public use as
the founder’s office is located on the upper floor. The basement is also closed because the cof-
fees are roasted. There is such a difference between the two structures.

The architectural design details also deeply affect the identity of the space. What did
you want to highlight when designing this building?

The building we designed had to be created in accordance with the public use, as well as the
details of the materials and the building components, beyond the space setup suitable for pub-
lic use. On the other hand, since such a deep-rooted institution is adjacent to another building
containing all the architectural elements of its period, it had to be designed so that it would not
overshadow that building and would remain in dialogue with it to a certain extent. By being
aware of this unity, every stage of the design was spent observing and developing these two
buildings, both visually and in terms of use. For example, the new building was connected to
the main street with a narrow fagade. This facade took its place with the use of bricks, which
we see in many buildings in the area, besides the horizontally developing and white-painted
fagade of the Ziihtii Bagar building. In order to increase the legibility of the building, we used
different materials. We covered this material with brick, one of the familiar materials of the
physical environment in which the building is located. However, this brick cladding continued
the horizontal lines of the Ziihtii Bagar building in the form of brickwork.

Most of the work consisted of analyzing, stripping, and collecting data from the building,
which is already used with its original functions and in many parts of which traces of the origi-
nal material are still present. Afterward, studies were carried out at very different scales, from
extremely point-based interventions such as finding the wooden handle of a drawer and having
others similarly produced, which were changed over time, to strengthen the structural system for
the whole building. Since the building was designed as a production structure, with the increase
in the volume of production inside, it left the building and moved to another building at the back.
For this reason, the building mainly operated with the sales section on the ground floor.

With the new structure we designed, sales areas were enlarged, and their number increased.
Since the new building was associated with the Ziihtii Bagar building, the functioning of the
building, or rather its functional feature, allowed the production to be placed back on the base-
ment floor, and the building was brought closer to its original design. This restoration work
enabled not only the physical restoration of the building but also the functional reuse of the
building, including production as it was designed.

What should be considered when constructing such a closed public space?

The primary determinant of the design was undoubtedly the boundaries and location of the
plot in which it was located. It was located on one of the streets with the heaviest human traffic
in Istanbul and was within the texture of a very old district. In addition, it was located at the
corner where a dead-end street meets another street. In the face of a cramped, dense struc-
tural environment, it was necessary to refine the design. Our approach to the subject was to
transform this functional, mobile, and building density into a contribution to the public space
we aim to create. Basically, there was no problem with the accessibility of the space because
everything was intertwined. What we needed to solve was not accessibility but creating the
distribution for the functions within the building and the suitable circulation after reaching it.
In the later stages of the design, the effects of this density on the structure came to the fore. For
example, the amount of possible garbage left on the smallest horizontal plane was added to the
design as important data shaping the facade of the building. We took care to create planes that
are not horizontal at any point but have no geometry on which to drop anything. Many such
things physically provided input into the design of the structure. The data determined by the
intense use of the building’s relationship with its immediate surroundings were included in the
design. The strategy we followed was a basic architectural approach that we applied in many
similar buildings. In case the purpose of use of the building changes over time, we created a
single vertical service area with stairs, elevators, and ventilation ducts to allow new functions
to be easily accommodated, and we designed the remaining sections as single empty spaces
without any partitioning. Thus, each section was made adaptable to changes in itself.
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A . . TEMPORARY ART CENTER, EINDHOVEN. COURTESY OF TEMPORARY ART CENTER IZNIYLE
mekansal tasarim design-ing space

Mekandan bir topluluk
yaratmak: How-To-Gether
Creating a community from
space: How-To-Gether

Moderator Moderator: Liana Kuyumcuyan

Temporary Art Center (TAC), Hollanda’nin Eindhoven kentinde
bulunan bir kiiltiirel bulugma alani. TAC ¢ok yakinda kentsel
dontisiime girecek. TAC direktorii Astrid Cats, sosyal tasarimci
Timothy Liu, mimar Servie Boetzkes, ¢cok disiplinli tasarimci Sanne
Muiser ve yaratici teknoloji uzmani Nikolai Gillissen ile katilimci
bir platform olusturmayi ve TAC’1n gelecekteki tasarimina karar
vermeyi hedefleyen How-To-Gether projesini konugstuk

Temporary Art Center (TAC) is a cultural meeting place in
Eindhoven, The Netherlands. TAC is going to be renovated very
soon. We talked with the director of TAC Astrid Cats, social
designer Timothy Liu, architect Servie Boetzkes, multi-disciplinary
designer Sanne Muiser, and creative technologist Nikolai Gillissen
about their work on the How-To-Gether project, that aims to create
a participatory platform to decide the future design of the TAC
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mekansal tasarim design-ing space

Oncelikle kisaca kendinizi ve How-To-Gether projesindeki roliiniizii anlatma-
niz1 rica ediyorum.

Astrid Cats: Son bes yildir TAC’1n direkt6rlugiinii yapiyorum. Arka planim
farkli disiplinlerden programlama ve ¢agdas sanatlar tizerine.

Yonetici oldugum dénemde TAC binasiyla ilgili kriz hep vardi. Bina belediye-
ye aitti ve sehir merkezinde apartman yapmak i¢in bir emlak yatirimcisina satmay1
planladilar. Biz de sehir merkezinde konumlanan sanat alanimizi korumak i¢in
firsatlar ariyorduk.

Yani son birkag yildir iizerinde ¢alistigimiz sey bu. $imdi, birlikte bu binay1
yenileyecegiz. “Nasil koruyacagiz?” sorusundan yola ¢ikip “Gelecek i¢in ne inga
edecegiz?” sorusuna vardik. Bu sanat alanini gelecege tagimak icin ¢ok sayida sa-
natg1 ve paydasin dahil olabilecegi firsatlara bakiyoruz. Yani sadece bir seyleri tut-
maya ¢aligmakla kalmiyor, ayni zamanda neye déniigebilecegini gérmek icin dért
gozle bekliyoruz. $Simdilik roliim bu. Ve bahsedecegimiz proje de tiim bu siirecin
bir pargasi oldu.

Timothy Liu: Son yillarin1 yakin gelecekte bir diinya inga etmek i¢in vizyonlar
ve projeler tizerinde caligsarak geciren ¢ok disiplinli bir sosyal tasarimci ve yaratici
stratejistim. Sosyal ve kiiltiirel mekanizmalarimizi aragtiriyorum ve How-To-Get-
her gibi sosyal altyapimizdaki ve sistemimizdeki bu normlar araciligryla normalli-
gi ve standardizasyonu sorguluyorum.

Bu projede ¢evrimigi platformda bir kamusal alan yaratmayi hedefleyen bir an-
lat1 ve web sitesini gelistirmeye odaklandim. Web sitesini gelistirme ve platformu
kullanma siireci ¢ok dogal bir sekilde gelisti. Projeyi cok erken agamalarda tartig-
maya basladik. Farkl: sakinleri, yatirimcilari veya topluluklar: ziyaret ederken ya-
nimizda tagiyabilecegimiz bir konusma pargasinin sonucunu elde etmeyi amagla-
dik. Bdylece bu web sitesi ile onlara hayal ettigimiz gelecegin sanat alanini kolayca
gosterebilir ve onlarin nasil bir alan istediklerini 6grenebiliriz. Bu siiregte kendi-
mize kolektif davraniglarimizdan ne 6grendigimizi de sorabiliriz. Dijital platform
da boyle gelisti.

Web sitesi bir dizi “kilavuzlar” ile hazirlandi. Ben de bu platformu sadece di-
yalog i¢in bir davet araci olarak degil, pratikte tartigma ortamlar1 yaratmak igin
kullanmak istiyorum. Boylece insanlar1 goriismeye katilmalar1 ve “kilavuz” yaz-
malari icin davet etmeye basladik. Insanlarin web sitesindeki kilavuzlari nasil kul-
landigini gormek gergekten ilham verici ¢iinkit TAC’1n gelecegini hayal ederken
her bir kisinin diigiincesini, hayal giiciinii ve isteklerini gorebiliyorsunuz. Sitedeki
kilavuzlarin ve illiistrasyonlarin daha gok binanin bir plani veya kiiltiirel gelecegi
oldugunu soyleyebiliriz. Sitede sordugumuz sorulardan ¢ok cevaplar gériiyoruz.

Nikolai Gillissen: Fiziksel ve dijital diinyalar1 karigtirmaya galigan yaratici bir
teknoloji uzmani olarak caligtyorum. Egitimim etkilesim tasarimu, bilgisayar bili-
mi ve felsefenin bir karisimina dayaniyor Bu arka plandan yola ¢ikarak Timothy
benimle bir igbirligi yapmak istedi. Gergek bir fiziksel alan1 diigiinerek, onu diji-
tal bir sunuma doniistirebilmek ve bir el kitabi olugturmak i¢in bir liste tizerinde
calistik. Bu nedenle, TAC mekéni i¢in gelecegi kesfetmenin yeni ve eglenceli yol-
larin1 bulmak adina 6zgiirce gezinip kesfedebileceginiz, etrafa bakabileceginiz bu
dijital diinyay: tasarladik. Bu ¢6ziime varmak i¢in bir¢ok galigmamiz oldu.

Sanne Muiser: Ozellikle “birlikte yaratma” konusunda tasarim, arastirma ve
sanat arasindaki etkilesimde, ¢ok disiplinli bir tasarimcryim. Bu proje kapsamin-
da mimar, belediye ve vatandagslar i¢in anlagilabilir bir belge yaratmak igin araci
olarak caligtyorum. TAC caligsanlary, insaat ekibi, mimarlik ekibi, belediyeden kisi-
ler ve komgularla birlikte bircok oturum gergeklestirdik. Ilk énce TAC galiganlari
ile bagladik, onlarla bir kimlik ortaya ¢ikararak onu yap:1 tasi olarak kullanmay1
amagladik. Belediye veya mimarlar igin bir belge olugturmay hedefledik. Gérsel
bir disiplinden gelen biri olarak, mimar ve belediye i¢in bilginin taniminin gok
farkli oldugunu anliyorum. Bu yiizden kelimeleri kullanirken ve onlar: filtrelerken
emin olmak zorundayiz.

Hepimizin bir kolektif gibi hissettigini gérmek ¢ok ilging, ama ayni zamanda
oldukga da bireyseliz. TAC kisisi oldugunuzda, bu kimliginizin bir pargasi haline
geliyor. Insanlar buraya gergekten deger veriyorlardi, ancak yeniden inga edilmesi
gerekiyor. Boylece sorular ortaya ¢ikti: Yaniniza ne almak istiyorsunuz ve arka-
nizda ne birakmak istiyorsunuz? Birlikte olusturma oturumlar giivenli bir sekil-
de planlandi, béylece herkes fikrini paylasabildi. Amacimiz kimin ne séyledigini
tartigmak degil. Daha ¢ok, farkli bakis acilar1 elde etmek igin nasil gordiigiiniizii,
dinlediginizi ve paylastiginizi anlatmaya odaklaniyoruz.

Bir tiyatro galigani, TAC binasini grafiksel bir kisiden veya bir fotografcidan
daha farkl: sekilde kullaniyor. Bu yiizden tiim bu degerleri almak ve mimar ekibi
icin terciime etmek ¢ok degerli. Daha ¢ok binay1 nasil kullandigimiz ve onu nasil
daha iyi hale getirebilecegimize odaklaniyoruz, yani benim gérevim buydu. Giizel
olan, siiregte siirekli diyalog olmasiydi. Mimarlarin tasarimindaki katkilarimizi
yakinda gérecegiz.

Servie Boetzkes: Cok cesitli projeler ve boyutlar izerine ¢alisan bir mimarim.
Son birkag yilda odak noktamiz, bir yandan déniigiimsel tasarim, diger yandan
biyo-tabanli ve dongiisel tasarim iizerinde galismak oldu. Ozel konutlardan res-
toranlarin i¢ mekanlarina kadar, kamu binalari, tip merkezleri veya spor salonlari
tasarliyoruz.

Stiidyo pratigimin yani sira Hollanda ve Cek Cumbhuriyeti'nde mimarlik ala-
ninda ¢esitli sanat akademileri ve iiniversitelerde ders veriyorum. Stiidyoma para-
lel olarak tistlendigim bir bagka ilging rol de Eindhoven sehrinin Mekansal Kalite
Ekibi, veya “giizellik komitesinin” bir iiyesiyim. Bu, sehrin belediye biinyesinde
meydana gelen tiim gelismelerden en iyi sekilde yararlanmasina yardimei oldugu-
muz bir danigmanlik rolii.

Bu proje igin ben ya da daha dogrusu Atelier Boetzkes, genis anlamda gelece-
gin TAC binasinin tasarimcist roliinii oynuyor. Sadece sehir igin yeni bir kilti-
rel nokta tasarlamakla kalmiyoruz, ayni1 zamanda yaratici insanlardan olugan bir
topluluga kendi arzular1 dogrultusunda rehberlik ediyoruz. Bu, optimal kat plani,
canl1 yeni bir restoran ve havali bir fuar alani tasarlamanin yani sira, gelecekteki
kullanicilarin tiim istek ve taleplerini tartmak ve bunu uygulanabilir bir plana d6-
nistiirmekle ilgili. Fiziken bu, tasarima y6nelik yukaridan agagiya bir tutumun is-
tenmedigi anlamina gelir. Kullanicilarin tiim taleplerini ve hayal edilen planlarin

First of all, I would like to ask you to introduce yourselves shortly, and your
part in the How-To-Gether project.

Astrid Cats: I have been the director of TAC for the last five years. My back-
ground is in programming and contemporary arts from different disciplines.

During the time that I've been a director, there was this crisis about the TAC
building. The building belonged to the municipality, and they planned to sell it to
a property investor to make apartment buildings in the city center. And, of course,
we have been looking for opportunities to sustain our art space in the city center.

So that is what we have been working on for the last few years. Now we are actu-
ally going to renovate this building together. We shifted from “How are we going
to preserve?” to “What are we going to build for the future?”. We are looking at op-
portunities as an art space with so many artists and stakeholders involved to keep
this art space for the future. So it is not only trying to keep things but also looking
forward to what this could all be. That is my role for now. And the project we will
talk about has been part of that whole process.

Timothy Liu: I am a multi-disciplinary social designer and creative strategist
who spent the last years working on visions and projects for near-future world
building. Iinvestigate our social and cultural mechanisms and I question normality
and standardization through those norms in our social infrastructure and system,
like How-To-Gether. I think this is one of the projects that is more social related.

I have been focusing on developing the narrative and the website, aiming to cre-
ate a public space in the online platform. The process of developing the website and
using the platform evolved very naturally. We started to discuss the project at very
early stages. We aimed to have an outcome of a conversational piece that we can
carry with us while visiting different residents, investors, or communities. So with
this website, we can easily show them the future art space we imagine and also learn
what kind of space they want. In the process, we could also ask ourselves what we
learn from our collective behaviors. So, the digital platform developed like this.

The website comes with a series of “how-to-instructions” And I want to use this
platform not only as an invitation tool for dialogue but also to create discussions
as a practice by constructing the website together. So we started to invite people to
interview and collect instructions. It is really inspiring to see how people use the
instructions on the website because you can tell each person’s thoughts, imagina-
tions, and wishes while picturing TAC’s future.

So, you can say those instructions and the illustrations on the website are more
like a blueprint or a cultural future of the building. We see more replies than the
questions we have been asking.

Nikolai Gillissen: I work as a creative technologist, trying to mix the physical
and digital worlds. My background is in a mix of interaction design, computer
science and philosophy. From this background, Timothy asked me to collaborate
on this project. We worked on a list to create a handbook by thinking of an actual
physical space and turning it into a digital presentation. So, we have set this digital
world where you can navigate and explore freely and look around to find new play-
ful ways to explore the future for the TAC space. We had many discussion sessions
to come to this solution.

Sanne Muiser: 'm a multi-disciplinary designer in the interaction between
design, research, and arts for this project, particularly on co-creation. I am the
middleman to get values in and make a document that could talk to the architect,
the municipality, and everyone. We had those sessions with TAC people together
with the building team, the architecture team, people from the municipality, and
the neighbors.

First, we started with the TAC people. We aimed to get the identity out and
use it as a building block to pile up the rest and to have a conversation document
for the municipality or the architects. As a visual person, I understand that the
information is very different for the architect and the municipality. So you had to
be precise in getting those words in and filtering them out.

It is very interesting to see that we all feel like a collective, but we are also very
much on our own. When you are a TAC person, it becomes an identity. People
were really cherishing the place, but it needs to be rebuilt. So, the questions came
in: What do you want to take with you, and what do you want to leave behind you?
The co-creation sessions were planned safely, so everybody could speak up. It’s not
about arguing who says what. It is more about telling how you see, listen and share
to get different perspectives.

A theater person uses the TAC building differently than a graphical person or
a photographer. So getting all those values in and translating them for the archi-
tect team is very valuable. It is more like how we use the building and how we can
make it better again. So that was my assignment. What was nice was that there was
constant dialogue during the process. So you could see our input in the architects’
design and what they got from it.

Servie Boetzkes: I'm an architect working on a widespread range of projects
and project size. Whereby the focus in the last couple of years has been working
on transformational design on the one hand and on the other hand biobased and
circular design. From private housing to interiors for restaurants, we also design
public buildings as a medical center or a sports hall.

Besides my studio practice I also teach at several Arts Academies and Universi-
ties in the field of Architecture in the Netherlands and in the Czech Republic. An-
other interesting role I fulfill parallel to my studio is being a member of the Spatial
Quality Team or so called beauty comity of the city of Eindhoven. An advisory
role where we help the city to get the best out of all developments that are happen-
ing within the municipality.

For this project I, or better said, Atelier Boetzkes plays the role of designer of the
future TAC in a broad sense. We’re not just designing a new cultural spot for the city,
but we are guiding a community of creative people into a self desired direction. This
means that besides designing the optimal floor plan, a vibrant new restaurant and
cool expo space, it is also about weighing all the wishes and demands of the future
users and translating that into a feasible plan. In concrete this means that a top-down
attitude towards designing is not wished for. It is about listening to all the demands
and dreamed plans of the users and talking this over with them to really understand

dinlemek ve neyin 6nemli neyin 6nemsiz oldugunu gergekten anlamak i¢in bunu
onlarla konusmakla ilgili. Bu nedenle, tiim ekibin rolii 6nemli, ¢iinkii tiim par¢a-
larin toplamu, toplulugun arzusunu somutlastirtyor. Ve bu arzunun bir gekilde yeni
binanin tasarimina yansitilmasi gerekiyor.

Dolayisiyla, binayi birden fazla sekilde kullanacak kisiler, kiracilar, bakim per-
soneli, ziyaretgiler ve ayn1 zamanda gelecekteki komgsulardan toplanan bu bilgi,
daha biiyiik resmi ¢izmemize yardimci oluyor. Boyle bir proje herkesin ne istedi-
gini ve ayrica sinirlarin neler oldugunu ortaya ¢ikariyor. Coéziimiin, eski yukaridan
agagrya zihniyetten daha kapsayici olabilmesi igin herkese sesini duyurma sansi
vermek ortak ¢abamiz. Biz mimarlar olarak tiim bu bilgileri bir araya getiriyoruz
ve bunu mimariye ve mekansal kaliteye ¢eviriyoruz.

How-To-Gether projesinin fikri nasil gelisti ve nasil bir araya geldiniz?

Astrid Cats: Ayni anda birkag sey oluyordu. Hem y6netimde hem de TAC eki-
bindeydim ve hepimiz bu binay1 nasil koruyabilecegimize bakiyorduk. Bu sanat
alanini gelecege tasiyabilir miyiz? Bu siiregte, birka¢ sakinimiz neler oldugunu
duydu ve bu doniigiimiin ne anlama geldigiyle ilgilendi. Bu nedenle, ¢esitli acilar-
dan “Bir TAC sakini olarak ne yapabiliriz?” sorusunu giindeme getirdik. Bir sosyal
tasarimci, aragtirmaci veya mimar olarak degil, bu toplulugun bir pargasi olarak
bu binay1 korumak istedik. Ve gérdiim ki TAC gevresinde ¢ok sayida insan var
ve hepsi ¢ok ¢esitli veriler toplayabiliyor. Bu, bir direkt6r olarak benim igin gok
yararli ve bilgilendirici oldu. Timothy bu projeyi oldukga erken tasarlayan insan-
lardan biriydi. Onun bakis agisi, sosyal ve felsefi bir aragtirmaci ve tasarimci olarak
benzersizdi. Yaklasimi gok daha spekiilatif ve sanatsal oldugundan zorlayiciydu.
Cunkii bir mimar, “Kap1 nerede olmal1?” veya “Kag metrekareye ihtiyacimiz var?”
diye diigtiniir. How-To-Gether projesi daha ¢ok insanlarin nasil davrandigina odak-
laniyor. Mesela, bu alanlarda aslinda neye ihtiyacimiz var? Bu bogluklar ne i¢in
kullaniliyor? Ama 6te yandan, mekan ne yapilmasina izin veriyor? Dolayisiyla,
gercek mekénin ile gevrelerinden ilham alan sanatsal niteliklere sahip herkes ara-
sinda etkilesimli bir siire¢ olugtu.

Proje birkag yil icinde gelisti ve bir topluluk olma siirecinin bir¢ok paraleli ol-
dugu i¢in ortak alanlar ve kamusal alani kullanma yollar1 hakkinda kapsaml: bir
analiz yapild1. Bu yiizden Timothy ¢ok sayida literatiir aragtirmasi ve réportaj yap-
t1, bu ¢ok ilham vericiydi.

Timothy Liu: Baglangicta, bir sanat inkiibat6rii olarak ortak gelecegimiz hak-
kinda bireysel aragtirmalar yapiyordum. Topluluk ve miisterekler arastirmasi iize-
rine genis gercevelerimizi yeniden gozden gecirmeye ve paylasmanin temel dege-
rini ve anlaml etkilesimi nasil tegvik edebilecegimizi bulmaya ¢aligtim. Bu yiizden
How-To-Gether projesini gelistirdim.

Hollanda Tasarim Haftas1 2020°de zaten bir dizi yerlestirme yapmistin ve
burada kamu ile 6zel arasindaki ayrimi bulaniklagtirarak kurumlar ve bireyler
arasindaki iligkileri ele aldin. Bu deneyim, How-To-Gether’daki arastirma sii-
recini nasil etkiledi?

Timothy Liu: Miisterekler eskiden agik alanlardi, ama sonra onlarin etrafinda
inga etmeye basladik ve sehirler, evler veya odalar ortaya ¢ikti. Boylece 6zel ve
kamu gibi kavramlar dogdu. Hollanda Tasarim Haftas: i¢in yaptigim projede bu
konseptleri tartistim. Kamu ile 6zel arasindaki ¢izgiyi bulaniklagtirmaya, aralarin-
daki bu farki kirmaya ve “Ozelden kamuya, ayn1 zamanda kamusaldan 6zele nasil
gidebiliriz?” sorusunu giindeme getirmeye ¢alistim.

TAC i¢in en 6nemli sey topluluk, yani insanlar. En 6nemli soru, “Birlikte nasil
yapabiliriz?”. Proje de boyle gelisti.

TAC’1n bagka bir binaya tasinmasindaki siire¢ nasil gidiyor. Eski binaya ne
olacak?

Astrid Cats: Bu soruna ¢oziimii binay: belediyeden satin alarak bulduk. Be-
lediyelerin her zaman biiyiik yatirimcilara miilk satma niyeti oluyor. Binay1 nor-
mal fiyatindan almayi teklif ettik; indirim ya da bagka bir sey istemedik. Yani, bir
miiteahhitle satin aldik ve istenen sekilde bir konut da insa ediyoruz, ancak ayni
zamanda TAC’1 da koruyoruz. Yani ikisini de yapmaya ¢alisiyoruz. Sadece sanat
alanini korumak ya da sadece konut inga etmek yerine, ayni anda hem konut inga
edip hem de alanimizi koruyoruz. Bu biiyiik bir proje ama mevcut ekonomik ko-
numumuzla da ger¢eklesmesi miimkiindii. Harekete gegmek icin dogru bir firsatt1.
TAC’1satin almak i¢in bir y1l 6nce s6zlesme imzaladik. Bu sirada ingaata baglamak
i¢in taginmak zorunda kaldik. Bu yiizden tiim sakinlerimizi ve faaliyetlerimizi bu
binadan eski bir okul binasi olan yeni mekanimiza tagidik. Insaat sirasinda bir yil
boyunca bu yeni adreste olacagiz. 2024 yilinin baglarinda eski binamiza geri dén-
meyi umuyoruz. $u an bu durumdayiz.

Web sitesi bilgi toplamak acgisindan nasil ¢alistyor? Bu yaklagim, bazi kati-
limci tasarim pratiklerine benziyor ancak ayni zamanda biraz da farkli. Cevri-
migi bir platformda béyle bir pratik nasil degisiyor, insanlardan gelen bilgileri
nasil filtreliyorsunuz?

Timothy Liu: Baglangigta, TAC sakinleriyle roportaj yapiyordum. “TAC’1n
gelecegi nasil olsun istersiniz?”, “TAC’1n gelecegine en ¢ok eklemek istediginiz sey
nedir?” gibi sorular soruyordum. Bazi insanlar bir yiizme havuzu istiyor; bazilar ise
kres... Insanlarin kafasinda zaten bir tiir plan var. Bu yiizden de insanlarin istedikleri
mekanlara dair 6rnekler ekliyorum. Yani web sitesinde toplant1 alani, ortak caligma
alani, ortak alan ve 6zel alan gibi farkli boliimler var. En bagindan bu sekilde katego-
rize ettik. Ve bu farkli alanlarda insanlarin davranig bi¢imlerinin de ¢ok farkli oldugu
farkli eylemlerimiz var. Daha sonra insanlar1 nasil pizza yapmak istediklerini, birlik-
te veya atlyelerinde nasil ¢caligmak istediklerini veya birlikte nasil yiizebileceklerini
yazmaya davet etmeye bagladim. Boylece farkli cevaplari toplamaya ve web sitesine
eklemeye bagladim, site boyle bir siiregle gelistirildi. Burada hem mekansal ¢izimleri
hem de kilavuzlar: gérebiliyorsunuz. Ve bence bunlar gergekten ilging. Insanlardan
kilavuz yazmalarini istedik ¢iinkii bu katilimciya bir kisilik veriyor. Birlikte yapila-
bilecek seyleri nasil hayal edeceklerine dair bir yaklagim veriyor. Sitede bazen bir siir
yazildigini, bazen de bir video yiiklendigini gorebilirsiniz.

SPACE FOR CIVIC ASSETS, TEMPORARY ART CENTER.

HOLLANDA TASARIM HAFTASI 2020. FOTOGRAF: ALMICHEAL FRAAY
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Astrid Cats: Bu agamada, bu bilgiyi nasil kullanacagimizi ve somut olarak nasil
uygulayacagimizi diigiinmemiz gerekiyor. Bu resmi olmayan kilavuzlar yardimiyla
gergekten elestirel diigiinmemiz gerekiyor: Insanlarin neyi yapmasina veya yapma-
masina izin veriyoruz? Bu kurallar1 kim koyuyor?

Birinden bir kilavuz olusturmasini isteyerek, o kisinin bu toplulugun bir parcasi
oldugunun ve bazi kurallara uymasi gerektiginin farkina varmasini saglams olu-
yorsunuz, ve bu kurallar1 da kendilerine koyduruyorsunuz.

Timothy Liu: Bir kurgu yaratarak gercegi anliyoruz. Bu site bize gelecekte ne-
lerin miimkiin oldugunu gésterdi. Toplanan bilgilerin yararli olup olmayacagini
bilmiyorum. Ama bana kendi kurallarimizla kendi mekanimizi inga ettigimizi ve
TAC’ta kendi yagam tarzimuizin olugabilecegini diisiindiiriiyor. Ve bu kilavuzlar
yazmak, insanlara gelecekte nasil bir yerde ¢alismak ve yasamak istediklerini dii-
stinmeleri i¢in bir baslangi¢ noktasi sagliyor. Ayrica bu, bahsettigim 6nceki arag-
tirmalara dayaniyor giinkii TAC’1n her zaman bu karma kimligin i¢inde oldugunu
sOylemeliyim. Yani her zaman bir hibritti. Bence bunu yaparak elimizdekileri ve
bundan ne elde etmek istedigimizi gézden gegirme sansimiz da oluyor. Belki hep-
sini almiyoruz, ancak istedigimiz TAC’1 olusturmak i¢in ana pargay: tutuyoruz.

Nikolai Gillissen: Bu gergekten hosuma giden bir sey ¢linkii web sitesi iin gali-
sirken bu kilavuz yaratma gorevinin bircok farkli yorumunu gérdiim. Ve giizel olan
sey, herkesin ayni seyi farkli bir dilde konugsuyor olmasi. Yani, 6rnegin, ben tekno-
lojiye ¢ok odaklanirken, bagka bir kisi gelecege ¢ok odaklaniyor; bazilar1 daha gok
fotograf, miizik veya filmle ilgileniyor. Yani herkes kendi dilini konusuyor. Tiim
bu yanitlar tek bir formata koymak zor olabilir. TAC sakinleri olarak ne kadar
etkilesimde bulunduklarina dair gesitli diizeylerde karisik bir insan grubu vardu.
Bu projede, bu ¢ok farkli insanlar arasinda kurulabilecek ortak bir dil tizerinde
galigryoruz. Benim bu projeden kazancim iste bu deneyim oldu.

Sanne, bu katilimci projede calisma deneyimini ve 6zellikle son asamalarda
tiim bu bilgileri tasarim siireci i¢cin nasil siizgecten gecirdiginizi merak ediyorum.

Sanne Muiser: Ilging bir sekilde topladigimuz bilgiler baya hibrit ve daha ta-
mamlayamadim. Yapilan aragtirmalarin bazi bélimleri ile gériismelerden ¢ikan
sonuglarda ortiismeler goriiyoruz ve bu ¢ok ilging. Projelerle ilgili sevdigim sey,
bilgiyi almanin ve buna gére bir gelecegi sekillendirmenin gesitli yollarinin olmasu.
Tim bu bilgileri farkl: bakis agilarindan, farkli alanlardan gelen insanlardan al-
mak ¢ok ilging. Sanirim Timothy, halihazirda i¢inde bulundugumuz bu gergeveye
bir agiklik getirdi. Benim roliim ise sadece yiizeyde olani toplamak, etiketlemek ya
da adlandirmakti. Tim agilardan tiim bu karma siireg, TAC’1n gelecegini ve onu
nasil kullanmamiz gerektigini bulmak tizerine, ¢ok zengin bir siireg.

Bu ¢ok degerli ¢iinkii birgok farkli bakis agisini barindiriyor. Hem yapilan isi
zenginlestiriyor hem de kent planlama alanina yeni bir yaklagim getiriyor. Bu

what is important and what is not. Therefore the work of the whole team is important
because that sum of all parts together embodies the wish of the community. And that
wish needs to be somehow reflected within the design of the new building.

So this gathering of information from the people who will use the building on
multiple levels, tenants, maintenance, visitors but also the future neighbours, helps
us to paint the bigger picture and helps everybody to understand what is wanted
and also what the limitations are within a project like this. It is a joint effort to give
everybody the chance to be heard so that the solution can be a more inclusive one
than the ancient top down mentality. We as architects combine all that informa-
tion and translate that into architecture and spatial quality.

How did the idea of the How-To-Gether project develop and how did you all
come together?

Astrid Cats: Several things were happening at the same time. I was on the di-
rection board and the TAC team, and we were all looking at how we could keep
this building. Can we take this art space into the future? During the process, sev-
eral of our residents heard what was happening and were interested in what this
transformation meant. So, from several angles, we raised the question of “What
can I do as a TAC resident with my skills?” as a social designer, researcher, or ar-
chitect, but as part of this community. We wanted to preserve this building. And
I saw that there are so many qualities of people around TAC, and they can all col-
lect such diverse research. That was very helpful and very informative for me as a
director. So Timothy was one of these people who came out with this project quite
early on. His perspective was unique as a social and philosophical researcher and
designer. So his approach was much more speculative and artistically challeng-
ing. Because an architect would be thinking, “Where should the new door be?”, or
“How many square meters do we really need?”. The How-To-Gether project focuses
more on how people behave. Like, what do we actually need in these spaces? And
what are these spaces used for? But on the other hand, what does the space allow
them to do? So it was an interactive process between the actual space and anyone
with artistic qualities inspired by their environment.

The project evolved over several years, and there has been an extensive analysis
of commons and ways of using public space because the process of being a commu-
nity has many parallels. So Timothy did a lot of literature research and interviews
with the residents, which was very inspiring.

Timothy Liu: In the beginning, I was doing research about our shared future
as an art incubator and an entity. I tried to reconsider our spacious frameworks on
the research of community and commons/commoning and to find out the core
value of sharing and how to stimulate meaningful interaction. That is why I devel-
oped the How-To-Gether project.

TEMPORARY ART CENTER
ON TASARIMI, KCAP

VE ATELIER BOETZKES
TARAFINDAN HAZIRLANDI
RENDERS OF THE
PRELIMINARY DESIGN

OF THE TEMPORARY

ART CENTER, BY KCAP
AND ATELIER BOETZKES

You already made a series of installations during Dutch Design Week 2020,
and tackled the relations of institutions and individuals by liquifying the dis-
tinction between public and private. How did that experience affect your cur-
rent process of research on How-To-Gether?

Timothy Liu: The commons used to be open spaces, but then we started build-
ing around them, and they became cities, houses, or rooms. So, concepts like pri-
vate and public were born. I was shown these concepts in the project I did for
Dutch Design Week. I tried to soften the lines between the public and the private,
and try to break this difference between them and raise the question, “How can we
go from private to public, but also from public to private?”.

To TAC, the most important thing is the community, so the people. The most
important question is, “How can we do it together?”. So that is how the project got
developed.

What is the current situation of TAC moving to another building and the
future of the old building?

Astrid Cats: Our solution to this problem was to buy the building from the
municipality. The municipalities always have the intention to sell properties to big
investors. And then, we offered to buy the building at a normal price; we did not
ask for a discount or anything. So, we are buying it with a property developer and
developing housing in the same spot, but we are also redeveloping TAC. So we try
to do both. Instead of preserving the art space or letting it become housing, we try
to both build housing and preserve our space at the same time. And financially,
that is possible. It is a big project, but it is possible with our current economic posi-
tion. It is an opportunity to make a move on. We signed the contract a year ago to
buy TAC. In the meantime, we have had to move out to start the construction. So
we had to move all our residents and activities from this building to a new space,
which is an old school building. We will be at this new address for a year during the
construction, and then we hope to move back in early 2024 into our old building.
So this is where we are.

How does the website work according to gathering information? This ap-
proach is similar to some participatory design practices but is also a bit dif-
ferent. How is this practice changing in the online platform, and how are you
filtering the information coming from people?

Timothy Liu: In the beginning, I was interviewing TAC residents. I was asking
questions like, “How do you want the future of TAC to be like?”, “What is the most
desired thing you want to add to the future of TAC?”. Some people want to have
a swimming pool; some want to have a daycare center. People already have kind
of a blueprint in mind. So I start speculating, I add an illustration of what people
are thinking about adding. So on the website, you have different sections like the
meeting space, co-working space, common space, and private space. That is how
we categorized it at the very beginning. And in those different spaces, we have dif-
ferent actions, so different ways people behave. And later, I started to invite people
to write down, for example, how they want to make a pizza, how they want to
swim together or in the workshops, and how they will work together. So, I started
collecting people’s different answers and putting them on the website. The website
was developed with this process. So on the website, you see landscape illustrations
and instructions. And I think the instructions are really interesting. I make people
write instructions because it gives the participant a personality, a characteristic,
like how to imagine something to make together. We use instructions to show
people how we can do things together. And sometimes you see on the website a
poem is written, or sometimes just a video.

Astrid Cats: At this stage, I think the challenge for us is to think of how we will
use this information and implement it concretely. With these informal manuals,
we really have to think critically; what do we allow for people to be able to do or
not to do? Who is setting those rules?
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projede, yeni sehirlerin nasil inga edilmesi gerektiginin bir cevabi veya formiilii-
nii bulmak ile ilgilenmiyoruz, sehir insas1 s6z konusu oldugunda sosyal konular
ve insan faaliyetlerinin unutulmamasi gerektigini vurguluyoruz. Mekénlari, farkli
agilardan bakarak tasarlamanin ¢ok degerli oldugunu diisiiniiyorum.

Servie, bir mimar olarak, bu toplanan bilgiler mimari tasarima nasil d6niis-
tiiriilebilir?

Servie Boetzkes: Son birkag yildir bu proje tizerinde ¢aligmak benim i¢in tam
bir yolculuktu. Almamiz, sindirmemiz ve unutmamiz gereken bilgi miktar1 ¢ok
biiyiiktii. Bu, bu meslegin bir pargasi. Bu nedenle bilgileri filtrelemek ve tiim bu
unsurlar1 6nem derecesine gore tartmak her giin yaptigimiz bir sey. Ornegin, in-
sanlar bir duvar prizinin konumu hakkinda endigelenebilir, ancak 6n tasarim aga-
masinda bu o kadar da 6nemli degil. Ancak bu durum, o kisinin endisesini ortadan
kaldirmryor, bu yiizden o dilegi arsivliyoruz ve zamani geldiginde de uyguluyoruz.

Katilimci proje ig¢inde herkese ses vermek 6nemli ve tiim bu seslerin ortak pay-
dalar1 da var. Bunlarin ne oldugunu anlayabilirsek, tasarim siirecinde kullanilacak
bilgi miktarini basitlegtirebiliriz. Ayrica, belirli bir kaliteye sahip olmak isteyenler
i¢in tasarimda bazi pargalar kaginilmaz oluyor. Ornegin ressamlar igin Kuzey 15181,
dogrudan stiidyolarindan iiriin satan insanlar igin sokak erisimi veya gruplariyla
kayit alabilecekleri bir yere ihtiyaci olan miizisyenler...

Yani evet, bu bilgiyi filtrelemekle ilgili, ama ayn1 zamanda binanin kullanicilari-
ni1 ve ortak yonlerini anlamakla da ilgili. Ve herkesin kendini ifade etmesinin farkli
bir yolu olsa da, genellikle agag1 yukar1 ayn1 ¢6ziime variyorlar. Ve TAC toplulu-
gunun giizel yani ¢ok dayanikli bir topluluk olmasi. Insanlar sinirlamalarin neler
oldugunu anliyor ve su anda devam etmekte olan en biiyiik kentsel gelisimlerden
birinde, sehir i¢in yeni bir kiiltiirel etkin nokta yaratma hedefimize ulagabilmemiz
icin bizimle birlikte diigiinmeye istekliler.

Su anda projenin hangi asamasindasiniz?

Sanne Muiser: Aragtirmalarimizi bitirdik ama ilging bir sekilde diyalogumuz
sliriyor. TAC sakinleri olarak taginmis olmamuz ¢ok ilging. Binay1 yeniden insa et-
tikleri i¢in bir okula tasindik. Ve bu sekilde okul binasi ile beraber haritalar var ve
tiim plan da orada... Harita bir konugma pargasi haline geldi, yani bunun iizerin-
den devam eden bir diyalog var. “Tuvaletler nerede olacak?” veya “Cinsiyet agisin-
dan nétr mii olacaklar?” gibi basit sorular da var. Bu sekilde, birlikte yaratma pra-
tiklerimiz ile degerlerimizi de yansitiyoruz ve disiincelerini aldigimiz mahalleli ile
de paylagiyoruz. Onlarin da bize verdikleri ilging bilgiler oldu. $imdilik konugma
kagit tizerinde devam ediyor ve tiim siireg herkese agik.

Tium birlikte yaratimlar ve programlar tamamlandi. Toparladigimiz bilgi ta-
sarima aktariliyor. Binanin nasil gériinmesi gerektigine dair ilk taslak da hazir ve
devam etmekte olan diyalogun pargasi haline geldi.

Astrid Cats: Teknik ve mimari agidan bina tasariminin {ig agamasi vardir: {lk
asama, ilk taslagin tasarlanmasi. Ardindan, birlikte olugturma oturumlarindan ve
etkinliklerinden elde edilen tiim girdileri kulland1gimiz gegici bir tasarim geliyor.
Taslagin ve gegici tasarimin temeli buydu. Son yaptigimiz gegici tasarimi TAC sa-
kinlerine sunduk ve ¢okga geri bildirim aldik. Cogu olumluydu. Bilgiyi alma ko-
nusunda isimizi iyi yaptik giinkii bu birlikte yaratma oturumlar sirasinda zaten
duydugumuz fikirlerin ¢ogu plana dahil edilmisti. Ama simdi gegici tasarimdan
kesin tasarima dogru oldukga teknik bir hamle yapiyoruz.

Ancak pencere gergevelerinin ne kadar biiyiik olmasi gerektigini de ¢alismalisi-
niz. Ve elbette insanlar santimetreyi umursamiyorlar ama asil tasarim igin bu gergek-
ten 6nemli. Elbette bunlar pratik ve mimari kararlar; o zaman biiyiik degisiklikler
meydana gelebilir veya bir seyin imkansiz oldugunu kesfedebiliriz. $imdi bu detay-
lar1 ¢6zme agamasindayiz. Benim de yakinda tiim sakinlerimize géstermek istedigim
sey bu. Bu aslinda ¢ok biiyiik bir gelisme. Bu agamaya geldigimiz i¢in ¢ok mutluyum.

Aruk kesin tasarima gegiyoruz ve sanirim artik bilgi toplamayacagiz. Mevcut bil-
giyi yorumlamali ve tasarima gevirmeliyiz, boylece insanlar simdiye kadar aradiklari
seyin gerg¢ekten bu olup olmadigi konusunda bize geri bildirimde bulunabilirler. Yani
artik binanin dig kismi olan, neredeyse kesin tasarima sahip oldugumuz bir agamaya
geldik. Artik kafede perde isteyip istemedigimize karar verebilecegimiz bir asamaya
geliyoruz. Ve perde istersek, bunu tiretebilecek bir TAC’l1 var m1 ona bakacagz.

Son yillarda soylulagtirmanin Eindhoven’in belirli alanlar1 i¢in nasil 6nemli
bir kavram haline geldigini gordiik. How-to-Gether’a dahil olan tasarimcilar
olarak, sehrin gelecegine iligkin konumunuz nedir?

Sanne Muiser: Bu projede gordiigiiniiz sey bir siire¢. Eindhoven’da “Stripe S”
gibi alanlar eski sanayi binalarini barindiriyor ve su anda orada insanlar yagiyor,
ancak biyiik bir sosyal yagsam eksikligi var. Bunu gérmiiyorsunuz ¢iinkii disari-
dan bakinca ¢ok giizel; ama okul ya da hastane yok... O boslukta higbir sey yok.
Zamanla insanlar 6greniyor ¢iinkii bu tasarim dili 15 yil 6nce gelistirildi, o zaman
icin olaganiistiiydii. Bu yiizden onu da elestirmek istemiyorum ¢iinkii zamaninin
giizel bir 6rnegi, bu bir 6grenme siireci. Bugiin tiim miilk gercekten degerli. Ve soru
su, neden? Bu agsamada sosyal tasarima ihtiya¢ oldugunu diigiinityorum. Ve bence
bunu kesfetmek igin zaman ve mekén olmasi harika. Hizli bir sekilde apartmanlar
inga edildiginde her zaman para sorunu olur, ancak deger korunur. Bazi mahallele-
rin neden bu kadar degerli oldugunu diisiinmeliyiz. Belki de ¢ok para kazandirdig:
i¢in degil, barindirdig kiltiir yiiziindendir? Bunu da gormeye bagladik. Umarim
bu konuya daha fazla odaklanilir ¢iinkii su anda ¢ok fazla sey olup bitiyor.

Servie Boetzkes: Soylulastirma terimi, mimarlik ve sosyoloji iginde biraz olum-
suz bir ¢agrigima sahip. Isci sinifindan iist sinifa degisen ve toplumdaki azinliklar
i¢in satin alinabilir olmayan mahalleleri kasteder. TAC ile, Philips tarafindan ofis
ve otopark olarak kullanilmis, sehir merkezine bitisik bir alan ile ilgileniyoruz.
Philips zamanla sehir merkezinden ayrildikca, kentsel dokuda biraktig1 bosluk gi-
derek daha fazla kentsel doniisiimii gerektiriyor.

Soylulagtirmanin gergekten bir etkisinin oldugu ge¢misten alinan dersler nede-
niyle Eindhoven’da siyaseti ikna etti; burada gelistirilmekte olan seyin daha kap-
sayic1 olmasi gerektigi ve toplumdaki herkese olanak saglamasi konusunda ortak
karara variliyor.

By asking someone to create a manual, you make that person aware that they
are a part of this community and they have to obey some rules, but then they are
there to make their own rules.

Timothy Liu: By creating fiction, we understand reality. The website showed
us what is possible in the future. I don’t know if the collected information will be
useful at all. But it makes me think that we are building our own space, with our
own rules, and we will have our own way of living at TAC. And writing the instruc-
tions already gives people a starting point to think about what kind of space they
want to work and live in the future. And also, that goes back to the earlier research
I was discussing because TAC is always in this mixed identity, I have to say. So it is
always hybrid. I think by doing this, we also have the chance to review what we are
having and what we want to get out of it. Maybe we are not taking it all, but we just
keep the main part to build the TAC we want.

Nikolai Gillissen: One thing I really liked -because I've been working with the
website- I saw a lot of different interpretations of the same assignment. And one
nice thing is that everybody speaks about the same thing in a different language.
So I, for instance, am very focused on technology. Another person is very focused
on the future; some are more into photography, music, or film. So everybody
speaks their language. So, forcing them into the same format might be tricky. It
was a mixed people with various levels of how much they interact as residents. We
are working on a shared language across these very different people in this project.
So that is one takeaway I had for this project.

Sanne, I was curious about your experience working on this participatory
project and how you filter all this information into the design process, espe-
cially in the latest stages.

Sanne Muiser: Interestingly, the information collected is hybrid, and you can-
not wrap it up. It’s interesting that there is an overlap in parts of the research and
the outcomes of the interviews. What I like about the projects is that you have this
hybrid way of getting the information and shaping a future according to that. Get-
ting all this information from different perspectives, people from different fields,
is very interesting. I think Timothy created a sort of openness into a frame we are
already in. And my part was just collecting what was on the surface, labeling or
naming it. This whole hybrid process from all angles is to find the future of TAC
and how we should use it. It is a rich process.

It is valuable because it has all these different perspectives. It makes it rich and
also a new approach to city development. We are seeing how things can be done
differently. So, the project is not an answer or the formula of how new cities should
be built; but especially when it comes to city building, we want to highlight that
social parts and human activities should not be forgotten. I think this is a very
valuable way of designing spaces by looking from different perspectives.

Servie, I would like to ask you the same question as an architect. How can
the collected information be translated into architectural design?

Servie Boetzkes: For me it has been quite a ride the past few years working
on this project. The amount of information that we have to absorb, digest and
often also need to forget has been huge. This is part of the profession so filtering
information and weighing all those elements on importance is something that we
do every day. For example people can worry about the position of a wall socket,
but as long as we are in a preliminary design stage that is not that important. That
doesn’t take the worry away from that person, so we collect and archive that wish
and when the time is there we apply these requests.

Within the participatory project it was important to give everybody a voice
and all these voices have common denominators. If we can understand what that
is, we can simplify the amount of information that is to be used within the design
process. It also helps us to appoint parts in the design for people who would like a
certain quality. Things such as Northern light for painters, street side ateliers for
people who also sell items directly from their studio’s, or musicians who need a
spot where they can practice and record with their bands...

So yes, it is about filtering information but it is also about understanding the
users of the building and what they have in common. And whilst everybody has a
different way to express themselves they often want more or less the same solution.
And the beauty about the TAC community is that it is a very resilient community.
People understand what the limitations are and are willing to think with us so we
can meet our goal and that is to create a new cultural hotspot for the city in one of
the biggest city developments that is ongoing right now.

Which stage of the project are you in right now?

Sanne Muiser: We finished the research, but interestingly the conversation is
still going on. It’s very interesting that we actually moved as TAC residents. We
moved to a school because they are rebuilding the building. And in that way that
school building is there, there are maps, there is the whole plan... The map has
become a conversation piece. So there is a dialogue continuing on the map. There
are also simple questions like, “Where will the toilets be?”, or “Are they going to
be gender neutral?” So in that way, with the co-creation, the values are reflected
and shared with the neighborhood where we get inputs. They also had interesting
information to give to us. For now, the conversation continues on paper and the
whole process is open to everyone.

So, all the co-creations and programs have been done. All the information is
transformed into the design. The first draft of how the building should look is fin-
ished. It has become a conversation piece, which still continues.

Astrid Cats: From a technical and architectural point of view, there are three
phases of building design. The first stage is designing the first draft. Then there is
a provisional design where we use all the input from the co-creation sessions and
activities. That was the basis for a draft design and a provisional design. The last
thing we did was present the provisional design to TAC residents. We got a lot of
feedback on that. Most were very positive. We did our job well in getting the infor-
mation in because many of the ideas we had already had been heard during those

Ve bu 6zel durumda TAC, sanatgilarin ve tasarimcilarin sehir merkezi olan bir
“A” lokasyonunda “C” lokasyon fiyatlarina kiralayabilecekleri bu kiiltiirel nok-
talardan biri olacak. Boylece, sehrin bu bolimiiniin canli ve kapsayici olmasini
sagliyoruz. Yani evet, bu alan yiikselecek ve yogunlasacak ama bu kiiltiirel sanat
toplulugunun devreye sokulmasiyla parlatilmadan, daha dogal bir sekilde gergek-
lesecek. Her seyi cilalamamak, yeni ve eski nesillerin sosyal ve kiiltiirel uygunluk-
larin1 kesfedebilecekleri ve icat edebilecekleri bu yerleri yaratmak i¢in sehirlerin
ihtiya¢ duydugu sey. Bir mimar olarak, tiim bunlar1 miimkiin kilmak ve bu sehre
hak ettigi yeri vermemiz gerektigine inaniyorum.

Timothy Liu: Geleneksel sehir planlamasinin bu durumlarda nasil hareket et-
tigini gérmenin gergekten ilging oldugunu diisiiniiyorum, onlar sadece cevapla-
ra odaklaniyorlar, ama biz sorular1 da giindeme getiriyoruz. Kentsel planlama ve
kentsel gelisim, modelleme ve sembol iiretimini hedef aliyor. Pratiklerini bunun
iizerine inga ediyorlar ve makinelerin izin verdigi kadar tasarlayabiliyorlar. Son-
ra bizler de makineler gibi diigiinmeye bagliyoruz. Bunun tamamen degistirilmesi
gerektigini sdylemiyorum. Ama boyle projelerle bizim de modernizme katkida
bulundugumuza inaniyorum. Sadece makineler degil, kiiltiir de bize ilham veriyor.
Buna bilgi, merak ve kiiltiir aligverisi de eklenebilir. Bu tiir projelerin béyle bir
degisime yardimci olacagina inanryorum. Bu proje hakkinda gergekten sevdigim
sey, asagidan yukariya ilerliyor olmasi. Birgok farkli sanatgi, tasarimer ve mimar
ile igbirligi yapiyoruz; gelecegimiz igin birlikte bir mekén iiretmeye galisiyoruz.

Astrid Cats: Gergekten de, sehir gelisimine geleneksel bakis agisinin paray:
takip ettigini deneyimledim. Ve bu sadece konut ve ofis inga etmekle ilgili ¢iin-
kii inga edilmesi en karl1 olanlar bunlar. Ama bir¢ok sehirde de ayn1 déniigiimiin
yasandigim diigiiniiyorum. Bu sistem yeterli degil. $ehirde bagka tesislere ve ni-
teliklere de ihtiyacimiz var. Parklara, yiizme havuzlarina, oyun alanlarina ve yii-
rityts yollarina ihtiyacimiz var; sehrin bir pargasi olma deneyimine ihtiyacimiz
var. Sehrin yasanabilirligi ¢ok degisti. TAC ile gelistirdigimiz yolun bu sorunun
tek ¢6ziimil oldugunu digiinmityorum ama kesinlikle yeni bir model olusturduk.
Avrupa’da bu sekilde ele alinan ilk 6rnek oldugunu biliyoruz. Bina yatirimcilariyla
isbirligi yapiyoruz ve asagidan yukariya inga etmeye galisiyoruz. Basarili olup ol-
mayacagini bilmiyoruz; 2-3 sene sonra, hatta belki 20 sene sonra tekrar konugmak
lazim ama bence en azindan bu farkli modelleri gelistirmeye baglamamiz lazim.
Var olani kabul edemeyiz. Bu bizim yaklagimimiz. Ve bence ¢ok ilging bir yone
dogru gidiyoruz. Bu nedenle Hollanda’daki diger pek ¢ok kulugka merkeziyle de
iletisim halindeyiz; su an gézleri tizerimizde. Ayrica bunu Amsterdam’daki bir mo-
dele uygulamak i¢in de siirecimizi takip ediyorlar. Herkesin farkli bir yaklagim de-
nemek istedigini hissettigimiz bir anday1z. Sadece sanat mekanlar: degil, belediye
de farkli bir yaklagim benimsemesi gerektigini diisiinityor; bina yatirimcilar bile
bizim ¢aligma seklimizi takip ediyor.

Nikolai Gillissen: Bence bu harika yollardan sadece biri. Daha 6nce benzer
denemeler yapildi, ancak daha ¢ok yukaridan asagiya bir yaklagim vardi ve sonun-
da istedikleri gibi ¢aligmadilar. Bizim modelimiz hi¢ uygulanmadi ve bence siireci
takip etmesi ¢ok ilging. Nasil sonuglanacagini gérmemiz gerekecek, ama bence
¢ok umut verici.

Bu proje sayesinde topluluk kavramina veya kentsel miistereklere iliskin an-
layisiniz nasil degisti?

Sanne Muiser: Cok hos ve nazik bir sekilde degisti. Topluluk, ayn1 takim el-
biseyi giymek gibi bir ortakliktir. Ama TAC sakini olmak béyle degil. Nasil go-

co-creation sessions, so they were integrated into the plan. But now we are making
this quite technical move from a provisional design to a definite design.

But you also have to imagine how big the window frames should be. And of
course, people do not care about centimeters, but it is really important for the actual
design. Of course, these are practical and architectural decisions; then it could be
that big changes occur or that we discover something is impossible. So we are now at
that stage of working out these details. So that is what I also want to show to all our
residents soon, which is actually a huge improvement. I am very happy about that.

Then we go into the definite design, and I think we will not be gathering knowl-
edge anymore. We have to interpret the existing knowledge and translate it into
the design, so people can give feedback to us on whether that is indeed what they
are looking for so far. So we now come to a phase where we have almost the defi-
nite design, which is the exterior part of the building, but we are now also coming
to a stage where we can decide if we want curtains in the cafe. And if we have cur-
tains, we need to find a TAC resident who can make those.

In recent years, we have seen how gentrification has become an important
concept for specific areas of Eindhoven. What is your position as a designer
regarding the city’s future in relation to your involvement in How-To-Gether?

Sanne Muiser: What you see in this project is a process. Areas like “Stripe $” in
Eindhoven are old industrial buildings, and people are living there right now, but
there is a huge lack of social life. You do not see that because it looks beautiful out-
side, but there is no school or hospital... There is nothing in that blank. But people
are learning because this was developed 15 years ago, which was outstanding then.
So, I don’t want to critique it because it is a good example of its time, but then
again, it is a learning process. Today the whole property is really valuable. And the
question is, why? I think social design is needed at this stage. And I think it is won-
derful that there is time and space to discover that. There is always the money issue
when fastly apartments are built, but the value is kept. We should think about why
certain neighborhoods are so precious. Maybe it is not because it makes so much
money, but it is just because of the culture that’s in there. That is also visible. T hope
they will see it even more because a lot is happening here.

Servie Boetzkes: The term gentrification has a somewhat negative connotation
within architecture and sociology. It is about neighborhoods that change from
working class to upper class and are unaffordable for the minorities in society.
Now here we are dealing with an area adjacent to the city center that has been used
by Philips as offices and parking lots. And while Philips has left the city center for
a while, this gap in the urban fabric has become more and more in need of urban
redevelopment.

Because of the learned lessons from the past -where gentrification was indeed an
aspect- have convinced politics here in Eindhoven; what is being developed here has
to become more inclusive and give possibilities to everybody within society.

And in this specific case TAC will be one of these cultural spots where artists and
designers will be able to rent in the city center on an A-location for C-location prices.
Therefore we make sure that this part of town will be vibrant and inclusive. So yes,
this area will be uplifted and it will be densified but with the implementation of this
cultural art community there will also be an unpolished, more raw edge. And to not
polish everything is what cities need to create these places where new and old gen-
erations can explore and invent their social and cultural relevance. My belief as an
architect is to make all this possible and to give this city this spot which it deserves.
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riindiigiine dair bir 6zgiirliik var. Iste bunu ¢ok seviyorum. Topluluk duygusunun
ozgiirlitk oldugunu 6grendim. Yani yapmak istediklerimizi yapmakta belli sinirlar
var ve ortak paydamiz da bu. Bunu ¢ok ilging buldum. Bir kutuya konmaktan ya da
her hafta Cuma giinleri bir seyler igmeye davet edilmekten hoglanmiyorum. Ama
TAC sakiniyseniz bilirsiniz ki herkes stiidyolarindadir ve haftanin bir noktasinda,
belki gece ya da 6gleden sonra biriyle karsilagirsiniz. Burasi hibrit bir mekén ve
bu ¢ok ilging. Her yerde béyle oldugunu sanmiyorum, ama TAC iyi ¢aligtyor. Bir
miisteregi miisterek yapan da iste bu.

Timothy Liu: Topluluk benim i¢in ayni ilgiye sahip bir grup insandir. Ve miis-
terekler ayn1 mekén, su, kimlik, giiven - tipki TAC’ta sahip oldugumuz gibi - veya
paylastigimiz dil, hatta altyap: ve zaman olabilir. Dolayisiyla, karsilikli etkile-
simleri paylagmanin, ticaret yapmanin veya degis tokus etmenin yolu, bu proje
sayesinde gergekten degisti. Ciinkii artik TAC toplulugundan insanlar1 daha iyi
anliyorum ve daha fazla bilgi paylagarak birbirimizi daha da ¢ok taniyoruz. Dola-
yistyla bu proje sayesinde topluluk hakkindaki anlayisimin kesinlikle degistigini
digiiniiyorum.

Nikolai Gillissen: Bir seyler yaratmak disinda ¢ok az ortak ilgi alanina sahip,
herkesin kendi yolunda oldugu, ¢ok gesitli ve son derece heterojen bir grup insan
olmamiza ragmen, siklikla ayni dili konuguyoruz ve bu da bir topluluk ve birlikee-
lik duygusu olusturuyor.

Servie Boetzkes: TAC, ¢ok sayida yaratici ve renkli insandan olusan, ¢ok yonlii
bir topluluk. Ve bu sadece atélye kiralayanlar i¢in degil, diizenlenen tiim etkinlik-
lere katilanlar1 ve mekani ziyaret edenleri de kapsiyor. Bu akigkan topluluk, meka-
n1 degisirken kendini yeniden kesfediyor. Bu projenin ayni zamanda yaptig: sey,
bir kentsel musterek olarak islevinin 6nemini anlamak, 6zellikle de bunu belediye-
nin eteklerinde yapmadan. TAC sehrin merkezindeki konumunu stabilize ediyor.
Yaratim alanlari, kulugka merkezleri ve kiiltiirel hizlandirma programlar: yaratici
toplumun iireme alanidir, bunlarin erisilebilir ve herkese acik olmasi gerekir. An-
cak bu mesaj1 yaymanin da toplumun bir gérevi oldugunu ve bunun bir pargasi
olmanin belirli bir sorumlulugu oldugunu da unutmamak gerekir. Cok bigimli ve
kapsayici topluluga benzeyen bu biiyiik resmin nasil bir pargas: olacaginiz kadar,
bireysel hedeflerinizi gelistirmekle de ilgilidir.

Timothy Liu: I think it is really interesting to see how traditional urban plan-
ning acts in these situations. They only provide answers, but now we are also rais-
ing the questions. Urban planning and urban development are based on modeling
and symbol making. They build on that, and they are based on what machines are
capable of. So we also started to think like machines. I'm not saying that this needs
to be totally changed. But I believe now we are adding to modernism, and the
machines do not just inspire us, but the culture also inspires us. And we can add to
this; knowledge, curiosity, and cultural exchange... I believe these kinds of projects
will help this change. The thing I really like about this project is that it is bottom-
up. We are collaborating with many different artists, designers, and architects; we
are trying to develop a space for our future.

Astrid Cats: I have experienced that, indeed, the traditional way of looking at
city development is following the money. And it is only about building housing
and offices because they are the most profitable to build. But I think in many cities
this is experienced. The existing system is not enough. We also need other facili-
ties and qualities in the city. We need parks, swimming pools, playgrounds, and
walkways; we need the experience of being a part of the city. And the livability
of the city has changed a lot. I do not think the way we are doing with TAC is the
only solution to this problem, but it is definitely a new model. We know this is the
first example in Europe where we are taking it this way, collaborating with the
building investors and trying to build bottom-up. We do not know if it will suc-
ceed; you have to ask us again two or three years later, maybe even in 20 years, but I
think at least we need to start developing these different models. We cannot accept
what it is. This is our approach. And I think we are heading in a very interesting
direction. This is also why we are in touch with many other incubator spaces in
the Netherlands; their eyes are on us at the moment. They are also looking at our
process to take this as a model for Amsterdam. We are in a moment where we feel
that everyone wants to try a different approach. It is not only art spaces, but also
the municipality feels this needed to take a different approach; even the building
investors are thinking about our way of working.

Nikolai Gillissen: I think this is one of the many great ways. There have been
very similar experiments before, but more of a top-down approach, and in the end,
they do not work out the way they intended. Our model has never been applied,
and I think it is very interesting to follow up. We will have to see how it will turn
out, but I think it is very promising.

How has your understanding of community or urban commons changed
through this project?

Sanne Muiser: It changed in a very nice and gentle way. Community is some-
thing that you have in common, like wearing the same suit. But being a TAC resi-
dent is not like this. There is this freedom in how you appear. That is what I like a
lot. I found out that the community’s feeling is freedom. So there is limitedness in
doing whatever we want, which is the common ground. I found it very interesting.
I don’t like being put in a box or invited to a Friday afternoon drink weekly. But if
you are a TAC resident, you know that everybody is in their studios, and at some
point in a week, maybe at night or in the afternoon, there is this common ground
that you know you will encounter someone. It is a hybrid space, and that is inter-
esting. I don’t think it is like this everywhere, but at TAC, it works well. It’s this
ungrabbable thing that makes a commons as commons.

Timothy Liu: A community, for me, is a group of people with the same interest.
And the commons can be the same space, waters, identity, trust -as we have in the
TAC space- or the language we share, even the infrastructure and time. So, the way
of sharing mutual interactions, trading, or exchanging really changed through this
project. Because now, I understand better the people from the TAC community.
And by sharing more information, we understand each other more. So I think my
understanding of community and sharing definitely changed through this project.

Nikolai Gillissen: Even though we’re a highly diverse group of people with
very few shared interests except creating stuff, everybody is in their way. And even
though we are a very super heterogeneous group of people, we speak the same lan-
guage often. This creates an extreme sense of community and togetherness.

Servie Boetzkes: TAC is a very pluriform community with a great bunch of
creative and colorful people. And that is not only for those who rent an atelier,
but also for all the events that are organized and the people who are visiting these.
This fluid community is reinventing itself as it changes space. What this project
also did is to understand the importance of TAC’s function as an urban commons,
especially stabilizing it’s position in the center of the city, without being in the
outskirts of the municipality. That makerspaces, incubators, cultural accelerators
are the breeding ground for the creative society and that they need to be accessible
and open to everybody. But that it is also a task for the community to spread that
message and that there is a certain responsibility being part of this. It is as much
about developing your individual goals as it is how to be part of this bigger picture
that resembles that pluriform and inclusive community.

How does How-To-Gether continue currently? Are you planning a physical
exhibition or publication due to the project?

Astrid Cats: So there are different types of research, including the one from
the co-creation sessions that Sanne executed. You can do co-creation sessions,
have empathy, and still collect information, but it is always good to have a start
and an ending. So the website is the end product of the research. We will do a
final presentation during Dutch Design Week in October 2022. We are doing this
together with analytical research executed by different universities around. They
took TAC as their main case. That is quite interesting. So we have our artistic re-
search, and then we have this analytical, formal research done by universities. We
will put them together for an exhibition and a publication. I think this publication
is an opportunity to present what we discovered in all of these different research-
ers and keep it quite lightly. We want to say that TAC was there long before, and
we worked for it. Thanks to this, many people can learn about this experience and
hopefully inspire their thinking. We are still in the design stage and believe in the

How-To-Gether nasil devam edecek? Proje nedeniyle fiziksel bir sergi veya
yayin planliyor musunuz?

Astrid Cats: Sanne’nin yiirittigi birlikte yaratma oturumlar: da dahil olmak
tizere farkli aragtirma tiirleri var. Birlikte yaratma seanslari yapabilir, empati kura-
bilir ve yine de bilgi toplayabilirsiniz, ancak bir baglangig ve bitise sahip olmak her
zaman iyidir. Bizce web sitesi aragtirmanin son tiriinitydii. Ekim 2022°de Hollanda
Tasarim Haftas1 sirasinda bir final sunumu yapacagiz. Bunu, farkli iniversiteler
tarafindan yiritilen analitik aragtirmalarla birlikte yapiyoruz. TAC’1 bir proje
olarak ele aldilar. Bu oldukga ilgingti. Sanatsal arastirmamiz vardi; artik iiniver-
siteler tarafindan yapilan bu analitik, resmi aragtirmamuz da var. Bunlari bir sergi
ve yay1n i¢in bir araya getirecegiz. Bu yayinin, tiim bu farkli aragtirmacilarda keg-
fettiklerimizi sunmak ve siireci hafifletmek i¢in bir firsat oldugunu diigiiniiyorum.
TAC’1n ¢ok 6nceden beri var oldugunu ve onun i¢in ¢aligtigimizi séylemek istiyo-
ruz. Bu sayede bir¢ok insan bu deneyim hakkinda bilgi edinebilir ve umariz onla-
rin ditgiincelerine ilham verebiliriz. Hentiz tasarim agamasindayiz ve bu siireci agik
tutmanin 6nemine inaniyoruz. Ben de bu yeni projeleri TAC sakinleri ile yapma-
y1 digiiniiyorum ve onlarin yeteneklerini binada kullanabilmeyi hayal ediyorum.
Ama simdilik hedefimizi sergi ve yayin olarak soyleyebiliriz.

Son olarak hem bireysel hem de bu proje ile ilgili gelecek planlarinizi sor-
mak istiyorum.

Timothy Liu: Bir sosyal tasarimci olarak deneysel anlatilar, sergiler ve kiirator-
lik ¢alismalar araciligiyla olasi gelecekleri tasavvur edip miimkiin kilarak toplu-
mumuzda farkli normallik bi¢imlerine meydan okumaya ve sorgulamaya devam
edecegim. Bu projeyi genisletmek icin topluluk, toplumsal davrani ve paylagim
yollar1 hakkinda aragtirma ve sanat ¢aligmalarima devam ediyorum. Ayrica gergek
hayattaki temasta ve disiplinler aras1 bir sekilde daha biyiik bir sosyal degisim
yaratmak igin spekiilatif tasarimi kullanmak i¢in daha fazla firsat artyorum.

Sanne Muiser: $imdilik, tiim bilgileri topladigimiz ortak yaratim oturum-
larinin ¢ikularini paylagmaya calisacagim. Ayrica, Astrid’in dedigi gibi, tiim bu
projenin girdilerinin paylagilacag: bir ulusal arastirma boliimii var ve Hollanda
Tasarim Haftasi sirasinda sergilenecek bir sunum hazirlaniyor. Kisisel olarak ise,
projelerim devam ediyor. Ben her zaman sahadayim. Kendi pratigimde liflere ve
yine odaklantyorum.

Nikolai Gillissen: Projedeki roliimiin tamamlandigini diisiiniiyorum, ancak
umarim gelecekte, asil binanin yaratilmasindaki adimlarda da bir pargasi olmaya
devam edebilirim. Fiziksel ile dijitali bir araya getirdigimiz projeler tizerinde ¢a-
lismaya devam edecegiz.

Servie Boetzkes: Tasarim siirecindeki bir sonraki agamay1 heniiz hazirlamaya
bagladigimiz i¢in benim roliim devam ediyor. Miiteahhitin 2023 yili baginda ise
baslayabilmesi i¢in yap1 ruhsat1 bagvurularinin hazirlanmasina odaklanacagiz. Bu
karmagik kentsel yap:1 blogunun mithendisligini yapmak i¢in harika bir profesyo-
nel ekiple galisiyoruz. Tiim siireg, bu projeyi insa etmek igin gerekli olan gerekli
teknik ¢izimlere doniisecek.

Bunun yani sira, Eindhoven’daki “kalite ekibinin” bir iiyesi olarak diger mima-
ri projelerimiz tizerinde galigmaya devam edecegiz. Ayrica 6niimiizdeki donemi
Brno'daki Mimarlik Fakiiltesi'nin bahar dénemini kurgulamak i¢in kullanacagz.

Astrid Cats: Tasarim devam ediyor ama son asamadayiz. Ve ingaat 2023’iin
baglarinda baglayacak. Yani alt1 aydan az bir siire kaldi. Bunun i¢in heyecanliyim.
Bundan bagimsiz olarak, artik TAC’in direktérii olmayacagim. Son bes yildir bu
organizasyonun merkezindeyim. Tam zamanli isim olarak bu firsat1 yakaladim. Be-
nim igin tiim bu bilgilerin ve TAC’1n gelecegi igin istedigimiz her seyin kullanicilarin
icinde olmasini saglamak ¢ok 6nemli. Birlikte diigiinmeye devam etmek i¢in dogru
insanlar1 bulmaliy1z. Oldugu gibi devam etmesi iyi, ama ayni zamanda tekrar kolek-
tif bir siire¢ haline gelebilir. Bu yiizden, tiim bu topluluk yapisiyla kesisen saglikli sey,
gelecekteki tiriinii tasarlamanin tekrar topluluga geri donmesidir. Bu yiizden kisisel
olarak benim igin oldukga ilging bir nokta. Bu yiizden benim i¢in 6niimiizdeki bir-
kag ay, bunun devam etmesi i¢in dogru kosullar1 olusturmaya odaklanacak.

Soylediklerin ilging; tiim bu siireci topluma kazandirmak. Ciinkii bir bina
doniistiiriiliirken kentsel hafizas1 da yok oluyor. Bu hafiza binanin kendisine
ait olsa da, bir topluluk aslinda bina yok olsa bile bu hafizayi tasiyabilir.

Astrid Cats: Evet, ¢ok giizel sdyledin. Bu karar1 vermem igin ¢ok 6nemli bir
sebepti. TAC’1n gelecegi hakkinda konugmaya baslamamiz giizel. Hafiza toplu-
mun igindedir. Bu hafizaya daha az bagli olan yeni insanlarin binanin gelecegi igin,
daha yeni bir baglanma tiiriiyle katilabilmelerinin de iyi oldugunu diigiinityorum.
Umuyoruz ki bu organizasyondan saglikli gelisim dogabilir ¢iinkii bilgiden hare-
ket ediyoruz ve ileriye bakmak i¢in ortak bir ge¢mise sahibiz. Bu yiizden mekéani-
muzin gelecegi i¢in ¢ok heyecanliyim.

* Projenin detaylarini gérmek igin http://how-to-gether.nl adresini, Temporary Art Center

(TAC) hakkinda daha detayli bilgi i¢in ise http://tac.nu adresini ziyaret edebilirsiniz.

TEMPORARY ART CENTERDA
“BIRLIKTE OLUSTURMA OTURUMLARI”
“CO-CREATION SESSIONS” AT
TEMPORARY ART CENTER

importance of keeping this process open. And I am thinking of doing these new
projects with TAC residents to use their features for the building. But for now, we
want to keep things in the form of exhibition and publication.

Finally, I would like to ask about your future plans both individually, and
related to this project.

Timothy Liu: As a social designer, I will continue to challenge and question
different forms of normality within our society, envisioning and enabling possi-
ble futures through experimental narratives, exhibitions and curatorial works. To
expand this project I am continuing my research and artwork about community,
communal behavior and ways of sharing. Also looking for more opportunities to
use speculative design to create a greater social change in real-life contact and a
cross-disciplinary way.

Sanne Muiser: For now, with the co-creation sessions that we did and gathered
all the information, I will work on sharing them. Also, as Astrid said, there is this
national research part where this whole project’s input will be shared, and there
is already a presentation that will be showcased during Dutch Design Week. And
personally, my projects still continue. I'm always in the field. 'm now focusing on
fibers and wool.

Nikolai Gillissen: I think my part in the project is completed, but I hope that
maybe in the future I can continue being a part of it in the next steps, in the cre-
ation of the actual building. We will be working on more interesting projects to try
to mix the physical with digital.

Servie Boetzkes: Our work is still ongoing as we just started preparing the next
phase in the design process. We will start focusing on preparing the application for
the building permits so that the contractor can start his work in the beginning of
2023. This means that we are working with a great team of professionals to engi-
neer this complex urban building block. That all will be translated into the neces-
sary technical drawings that are needed to build and realize this project.

Besides that we will continue to keep working on our other architecture proj-
ects, being a member of the quality team in Eindhoven and also use the upcoming
period to re-invent our summer semester for the Faculty of Architecture in Brno.

Astrid Cats: The design stage is still ongoing, but we are at the final stage. And
the construction will start in early 2023. So it is less than six months from now. I
am excited about it. A bit of a plot twist; I will not be the director of TAC anymore.
I have been at the heart of this organization for the last five years. I've had this op-
portunity as my full-time task. For me, it is very important to ensure that all this
knowledge and all we want for the future of TAC will be within the people. We
need to find the right people to continue thinking together. It is good that it will
continue as it does, but it can also become a collective process again. So I think a
healthy thing that collides with this whole community building is that it is back
to the community again to design the future product. So it is quite an interesting
point for me personally. So for me, the next couple of months will be focused on
making the right circumstances for this to continue.

It is interesting what you said; giving all this process to the community.
Because when a building is transformed, its urban memory is also destroyed.
Even though it belongs to the building itself, a community can carry this mem-
ory even though the building is gone.

Astrid Cats: Yes, that is very nicely said. That is a very important reason for me
to make this decision. It is good that we start talking about the future of TAC. The
memory is within the community. I think it is also good if new people with a lesser
attachment to this memory can join for a newer type of attachment for the future
of the building. Hopefully, healthy development can be born from this organiza-
tion because we work from the knowledge and have a shared history to look ahead.
That is why I'm very excited about the future of our place.

* You can check http://how-to-gether.nl to see the details of the project, and http://tac.nu
for further details on the Temporary Art Center (TAC).
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Roportaj Interview: Nilsu Oztiirk

Barinmanin giiclestigi, bilinmezliklerin arttig1 bir
diinyada, Roof Coliving kendini farkliliklariyla bir

arada yasamak, liretmek, ve yasadig1 mekanlara katilmak
isteyenlere yonelik bir sosyal girisim olarak tanimliyor.
Roof’un temsilcileri sosyal tasarimci Emre Giizel ve

sehir plancisi Izel Biiyiikgoze ile, konsept ve iiriin olarak
iki farkli yaklasimda coliving pratigini, ve mekandan yola
cikarak sehir olceginde etkileri hakkinda konustuk

Bir konsept olarak
Ir arada yasamak

Co living:

Living together
as a concept

Roof Coliving defines itself as a social enterprise for those who
want to live together despite their differences, to produce and
participate in the places where they live, in a world where
uncertainty is on the rise and finding a decent accommodation
is an issue... We talked to Roof’s representatives, social
designer Emre Giizel, and city planner Izel Biiyiikgdze

about the practice of coliving as a concept and product,

and its effects on the city scale, starting with the space

Roof Coliving’in baslangi¢ hikédyesi nedir?

Emre Giizel: Roof Coliving 2019’da tiniversiteden ii¢ arkadagimla katildigimiz bir yaris-
mada sundugumuz bir proje fikriydi. Bu proje ile bir ortak yagam alani hayal ettik. Ardindan
bu ortak yasama alani 6rgiitlenmeden kurulacak bir hayal olmamali diyerek ilk ¢aligmalari-
muza bagladik. Roof Coliving merkezine insanlari koyan ve topluluk degerlerini temel alan
bir sosyal girisim olarak hareket ediyor. Tiirkiye'de farkli kimliklerimizle, farkli disiplinle-
rimizle bir arada yagayip yasadigimiz mekénlarda etki tiretebilecegimiz pratikler miimkiin
mil diye sorguluyor ve buna yonelik ¢alismalar yapryoruz. Her giin kullandigimiz yagam
alanlarini insan ve topluluk pratiklerini icerecek bigimde yeniden tasarliyoruz.

Coliving kelimesini kendi pratiginiz baglaminda nasil tanimliyorsunuz?

Emre Giizel: Literatiirdeki 6rneklere gore, coliving diinyanin ¢esitli yerlerinde farkls
problemlere ¢6ziim iiretmek i¢in kullanilmug bir kelime. Coliving bulundugu konumda,
kuruculari ya da topluluklari hangi problemlere ¢6ziim iiretmek istiyorsa, onlara yonelik
ortaya c¢ikan “bir arada yagam mekénlar1” olarak tasvir edilebilir. Tabii her sektorde ol-
dugu gibi burada da popiiler kiiltiiriin ve kapitalizmin yansimalarini gériiyoruz. Coliving
problem ¢6zen bir yaklagim olarak ortaya ¢ikarken, su an gordiigiimiiz, daha gok otel hiz-
meti veren, ana problemleri ve ¢6ziim pratiklerini digarida birakan yaklagimlar da kendini
coliving olarak tanimliyor. Bizim pratigimizde ise coliving konseptini, bir mekanda yagar-
ken birbirimizden 6grendigimiz, bir topluluk olarak hareket edebildigimiz, miilkiyetten
ziyade miisterek olani konustugumuz bir yasam pratigini olarak tanimliyoruz. Yani aslin-
da farkli kullanimlarla kelimenin anlami konsept ve iiriin olarak ikiye ayriliyor.

Diinyadaki 6rneklerine baktigimizda, mesela Hindistan’da yapilan bir ¢aligmada, Y ku-
saginin %72’sinin ortak yasama alanlarinda yagamaya istekli oldugu ortaya cikiyor. Dolayi-
styla ¢ikis noktas: konut krizi ve hizli kentlesme pratikleri olsa da, aslinda coliving yaklagimi
sosyal izolasyonu ve yalnizlagmayi ¢6zen bir yasam pratigi olarak da anlatiliyor. Ek olarak,
Finlandiya'daki bir 6rnekte, yash niifusun sosyal izolasyonunu ¢6zmek igin genglerle bir
arada yasadig, boylece genglerin de barinma problemlerine ¢6ziim bulundugu bir model
goriiyoruz. Ya da beyaz yakalilarin kirsaldaki tireticilerle birlikte ¢aligtiklari, birbirlerine de-
neyim ve bilgi aktarimi yaptiklar: ortak yasama alanlar1 da var. Yine Hindistan’da sadece
hacker’larin yasadigi, boylece birbirleriyle network gelistirdikleri bir yagama pratigi de var.
Ama Obiir tarafta isgal evleri de var... Kisacas, coliving bulundugu konuma, kullanicisinin
pratigine ve mekanda tiretmek istedigi etkiye gore sekillenen, degisken bir konsept.

What is the origin story of Roof Coliving?

Emre Giizel: Roof Coliving was a project idea we presented in a competition we partici-
pated in 2019 with three friends from university. We dreamed of a shared living space with
this project. Then we launched our work by saying that this common living space should not
be a dream to be built without organizing first. Roof Coliving acts as a social enterprise that
puts people at its center and is based on community values. We question whether practices,
where we can live together with our different identities and disciplines and make an impact
in these spaces, are actually possible in Turkey. Our goal is to achieve this through our work.
We redesign everyday living spaces to include human and community practices.

How would you define the word coliving in the context of your practice?

Emre Giizel: Coliving is a word used in various parts of the world to find solutions
to different problems according to examples in the literature. Coliving can be described
as “coexistence spaces” that emerge for whatever problems its founders or communities
want to find solutions to wherever it is located. As in every sector, we see the reflections
of popular culture and capitalism here. While coliving emerges as a problem-solving ap-
proach, the approaches that we see now, which are more likely to provide hotel services
and leave out leading problem-solution practices, define themselves as co-living. In our
practice, we describe the concept of coliving as a life practice where we learn from each
other while living in a space, act as a community, and talk about the client rather than
ownership. In other words, the meaning of the word is divided into two as concept and
product through different usages.

When we look at the examples in the world, for example, a study conducted in India
reveals that 72% of the Y generation is willing to live in communal living spaces. Therefore,
although the starting point is the housing crisis and rapid urbanization practices, the coliv-
ing approach is also described as a life practice that solves social isolation and loneliness.
Additionally, in an example in Finland, we see a model where the older population coexists
with young people to solve their social isolation so that young people also find solutions to
their housing problems. Or, there are common living areas where white-collar workers work
together with rural producers and exchange experience and knowledge. There is also a prac-
tice of living in India where only hackers live, thus developing networks with each other. But
there are also squat houses... In short, coliving is a variable concept that is shaped according
to its location, the practice of the user, and the effect it wants to create in the space.
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Herhangi bir kurum ya da kisi, mekansal bir tasarim da
gelistirse, operasyonel bir is de yapsa, konumlandig: yerdeki
dokuylaaidiyet kuramadiginda, toplulugun ihtiyaclar:
yerine kendi niyetlerinidncelediginde bu ¢iiriimeye
mahkim bir tasarim ya da yagam pratigi olacaktir.

-Emre Giizel

Suppose any institution or person develops a spatial design or

does an operational job when they cannot establish a sense of
belonging with the texture of the place where they are located
or prioritize their own intentions instead of solving a problem.
In that case, this will be a design or practice doomed to decay.
-Emre Giizel
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Biitiin bu 6rneklerin Tiirkiye’deki karsilig1 nedir sizce?

Emre Giizel: Mahalle 6l¢eginde baktigimizda komguluk meselesi {izerinden aslinda
bir coliving konsepti gériiyoruz. Mekansal 6lgekte ise, avlulu yasam sistemi gibi, Giineydo-
guda da gordigiimiiz pratikler birer 6rnek. Yeni ytizyilda kargilasugimiz 6rnekler igin ise
daha ¢ok kirsaldaki ekolojik kéyler 6rnegi verilebilir.

Izel Biiyiikgoze: Sulukule’de de yerinden edilmeler yaganana kadar siiregiden pratikler
de Emre’nin bahsettigi avlu pratigi gibiydi. Kadinlarin biitiin ev islerini o avluda birlikte
yapmalarini, ¢ocuklarina birlikte bakmalarini aslinda ben kisisel olarak coliving konsep-
tinden ¢ok farkli gédrmityorum. Ciinkii sorumluluklar1 paylagmak, birlikte yerine getir-
mek ve aslinda mekéni birlikte tasarlamak da bu konseptin bir parcasi.

Ozellikle bugiin hepimizin giindeminde olan barinma sorununu ele aldigimizda
ortak yasama modellerinin farkli 6rneklerini Tiirkiye’de de gérecek miyiz?

Emre Giizel: Biz coliving derken, karar mekanizmasinda yer alabildigin, birlikte yasa-
digin insanlarla tiretebildigin ve mekénin igerisinde dongiisel bir hareket yaratabildigin
bir bigimden sézediyoruz. Ev kiralarinin artmasi ve dolayisiyla yasadigimiz konut krizinin
daha fazla insani yavas yavas ayn1 evde beraber yagamaya zorlamasi, Istanbul’'da coliving
meselesini farketmeden de olsa giindeme getirecektir. Coliving konsepti, kartopu etkisiy-
le, bir iiriin haline de gelecektir. Bence bunun iiriin haline gelme bi¢imi tamamen dene-
yimlerden ¢ikmali ve orgiitsel bir yaklagim icermeli. Fakat Tiirkiye’de sosyal etki odakli
yatirim bigimleri olmadigi i¢in, buraya yatirim oldugunda da bu durum kapitalin bir par-
cast haline gelecektir.

izel Biiyiikgoze: Istanbul’da su an coliving space diyebilecegimiz bir yer yok ama cowor-
king spaceler var ve bunlar da aslinda benzer dinamiklerle ¢alisabilecek yerler iken, genel
olarak sunulan veya alinan hizmet olarak karsimiza ¢ikiyor. Sosyal etki odakli olan iyi 6r-
nekler de var. Ama su an igin bir ortak yagama alani 6rnegi gérmiiyoruz. Ben de Emre’nin
belirttigi gibi topluluk unsurunun altin1 6zellikle ¢izmek istiyorum. Topluluk gii¢lendir-
me, topluluk olma ve topluluk bilinci gibi konulari belli konseptler ¢er¢evesinde konusu-
yor olmak bunun 6niinii daha saglikli bir sekilde agar diye diigiiniiyorum.

Siz bir ortak yasama alani tasarlayacak olsaydiniz simdiye kadar gérdiigiiniiz 6rnek-
lerden neleri baz alirdiniz? Kendi yarattiginiz mek4ani ne noktada farkli kilardiniz 2

Emre Giizel: 2019’da gergeklestirdigimiz ilk ¢aligmamiz tam da bunun iizerineydi.
“Tirkiye’de bir ortak yagama alani hayal ettigimizde hangi parametrelere bakmamiz ge-
rekir?” sorusuyla yola ¢ikip 8 ay siiren bir ¢aligma yaptik. Buradan dort tane parametre
cikty; kiiltiir, ekonomi, topluluk ve mekén pratikleri. Bu parametrelere bakarak her zaman
sosyal etki perspektifinden derinlesmek gerektigine karar verdik.

Aslinda bizim dogrudan bir yap1 inga etmek gibi bir niyetimiz yok ciinkii su agamada
mekénlagmaktansa mekéni talep eden topluluklarla bir arada olmak, toplulugu ve etki ala-
nini bitylitmek gibi bir derdimiz var. Ama kargimiza tabii ki farkli firsatlar geliyor. Mesela
Ankara’da tarihsel bellegi olan S6nmez Apartmanr’'nda bir prototip hayal ettik. Aslinda geg-
misten giiniimiize bu mekén sosyal etki aktorlerinin kullandig1 bir yer olmus. Bir ¢alisma
toplulugu ile beraber buradan yola ¢ikarak daha biiyiik 6lgekte, agik alan ve ortak etkinlik
alanlarinin da oldugu bir mekén hayal ettik. Bunun gibi su ana kadar elliden fazla toplulukla
beraber tasarladigimiz bir atolye serimiz var. Siirekli bu atdlyeleri yapiyoruz ki insanlarin
farkli mekénlara yaklagimini ve bu mekénlara yonelik nasil hikayeler tasarladiklarini anla-
yabilelim. Farkli coliving modellerine yonelik kendi verimizi tiretiyoruz da denebilir.

izel Biiyiikgoze: Kendi yarattiginiz alani ne noktada farkli kilarsiniz noktasinda sunu
ekleyebilirim: Bizim komiinitemizin dinamiklerine baktigimda dayanigmaci, birbirine
bakan, birbirini kollayan ve progresif tasarim kararlari alan bir yap1 oldugunu gézlemliyo-
ruz. Ben bu dinamiklerin metodik bir yaklasimdansa daha ¢ok insani iligkiler baglaminda
mekéani doniistiiren seyler oldugunu digiiniiyorum.

Emre GiizelEmre: Atélyelerimizi gorsel olarak mekéani tasarlayabildigimiz, dijital bir
arayiiz olan Miro board iizerinde yapiyoruz. Mesela sadece mimarlik disiplininden gelmis,
6zellesmis gruplara da bu atélyeleri yaptik. Bu tip gruplarin ¢caligmalarina baktigimizda en
cok derinlestikleri konu perspektif ve materyaller oldu. Bu siire¢te mekana insan koymay:1
unuttuklarini fark ettik. Fakat biz onlari, “mekéni kullanan insan kim”, “mekénla orga-
nik iliskilenme bi¢imi nasil” gibi konularin iizerine diisiinmeye de tegvik ediyoruz. Sosyal
hizmet uzmanlarinin ¢ogunlukta oldugu bir ¢aligma yaptigimizda da daha ¢ok siginma
evi, cocuk bakimi odakli ortak yasama alanlar1 gibi, sosyal hizmetlerin saglandig alanla-
rin tasarimlari 6ne ¢iker. Yani farkli disiplinlerden insanlarin konuyu ele alig1 sonucu ¢ok
etkiliyor. O yiizden atélyeleri genellikle farkli disiplinlerden gelen insanlarla yapiyoruz.

Aslinda farkli topluluklar, kendi ge¢cmisleri ve isteklerine gore coliving mekinina
farkli tasarim miidahalelerinde bulunuyorlar. $imdiye kadar goérdiigiiniiz 6rnekler-
den ya da farkli atdlyelerde yapilan ¢alismalarinizdan aklinizda kalan bazi tasarim
miidahalelerini paylasabilir misiniz?

Emre Giizel: Mesela atdlyelerde de anlattigimiz, Danimarka’da CPH Village adinda
bir ortak yasama alani var. Bir miidahale olarak tanimladigimizda burasi begendigimiz
bir coliving yapisi. Arazi iizerine gengler tarafindan kurulmus, genglerin yonettigi ve geng-
lerin yagadig bir yer. Belediyenin 15 yilligina bu genglere tahsis ettigi bir mekan. Burasi
kendini kapital diinyadan uzakta tutan, bizim de begendigimiz, inceledigimiz bir coliving.
Misyonlarinda problemlere sosyal, cevresel ve ekonomik olarak ¢6ziimler gelistirdiklerini
belirtiyorlar. Kopenhag’da gemi ticareti tizerine kurulmus bityiik bir ekonomi var, dolayi-
siyla kentte ¢ok fazla atil konteyner var. O konteynerlari ileri doniigtiirerek yerel yoneti-
min verdigi arazi tizerine bir ortak yasama alan1 kurmuglar. CPH Village’da yasamak i¢in
bir miilakat siirecinden gegiyorsunuz. Bu topluluga ne katacaksiniz ve bu topluluktan ne
6grenmek istiyorsunuz gibi sorular yoneltiyorlar. Farkli disiplinlerin bir arada olmasini
6nemsiyorlar. Mesela burada on tane mimar yagiyorsa on birinci mimari almiyorlar. Onun
yerine bagvuran sosyolog varsa onu aliyorlar. Burada Kopenhag'da 6dediginiz barinma
fiyatlarinin oldukga altinda bir ticret 6diiyorsunuz. Ciinkii siz buradan dogrudan hizmet
almiyorsunuz. Burada yasiyorsunuz, yasadiginiz alanin bir pargasi oluyorsunuz ve birlik-
te iiretiyorsunuz. Kendi iglerinde kurduklari bir portal sistemi var. Ornegin bir elektrikli
stiplirgeye ihtiyacin varsa, yeniden almak yerine portala girip birinin elektrik siipiirgesini

What corresponds to all these examples in Turkey?

Emre Giizel: When we look at the neighborhood scale, we actually see a coliving con-
cept realized through neighbors. On a spatial scale, the practices we see in the Southeast,
such as the courtyard living system, are examples. Ecological villages in the countryside
can be considered for some examples we encounter in the new century.

Izel Biiyiikgéze: The practices that continued until the displacements in Sulukule were
like the courtyard practices that Emre mentioned. I personally don’t see the concept of co-
living much different from the women in that courtyard doing all the housework and tak-
ing care of their children all together. Sharing responsibilities, fulfilling them together,
and actually designing the space together are also parts of this concept.

Especially when we consider the housing problem, which is on all our agendas
today, are we going to see different examples of co-living models in Turkey?

Emre Giizel: When we say coliving, we are talking about a form in which you can take
part in the decision mechanism, produce with the people you live with, and create a cycli-
cal movement in space. The increase in house rents and, therefore, the housing crisis that
we are experiencing that forcing more and more people to live together in the same house,
will bring up the issue of coliving in Istanbul, albeit without realizing it. The co-living
concept will also turn into a product with a snowball effect. I think the way this becomes a
product has to come from experience and involves an organizational approach. However,
since there are no social impact-oriented investment forms in Turkey, this will become a
part of the capital when there is an investment in this area.

izel Bityiikgoze: There is no place in Istanbul that we can call coliving space at the
moment, but there are coworking spaces, and while these are places that can work with
similar dynamics, they are generally offered or received as a service. There are also good
examples that focus on social impact. But for now, we do not see an example of shared
living space. I would like to underline the community element, as Emre already has. I
think that talking about issues such as community empowerment, being a community,
and community awareness within the framework of certain concepts will pave the way
for this in a healthier way.

If you were to design a common living space, what elements would you use from the
examples you have already cited? What would you change in the spaces that you create?

Emre Giizel: Our first project together in 2019 was exactly on this question. “Which pa-
rameters should we look at when we imagine a co-living space in Turkey?” We set out with
the question and conducted a study that lasted eight months. Four parameters emerged:
practices of culture, economy, community, and space. We decided that it is necessary to
deepen the perspective of social impact by taking these parameters into consideration.

In fact, we have no intention of building a structure directly because, at this stage, we
are concentrating on the issue of being together with communities that demand space to
enlarge our community and its sphere of influence rather than transforming it into a space.
But, of course, we encounter different opportunities along the way. For example, we imag-
ined a prototype in the Sénmez Building, which is a site of historical memory in Ankara. In
fact, this place has been used by social influence actors from past to present. Together with
our community, we imagined a space on a larger scale with open space and common activity
areas starting from this location. We have a series of workshops that we have designed to-
gether with more than fifty communities so far. We are constantly doing these workshops so
that we can understand people’s approaches to different spaces and how they design stories
for these spaces. In a sense, we produce our own data for different co-living models.

Izel Biiyiikgoze: On the point of what we would do differently in the space that we cre-
ated, Id say that we have observed that it is a structure of solidarity that takes care of each
other and makes design decisions on transforming it forward. I think that these dynamics
change the space in the context of human relations rather than a method-driven approach.

Emre Giizel: We conduct our workshops on Miro boards, a digital interface where we
can visually design the space. For example, we organized these workshops for groups spe-
cialized in the discipline of architecture. When we look at the works by such groups, the
subject they focused on the most was perspective and material. In this process, we realized
that they forgot to put people in the spaces. But we also encourage them to think about
such issues as “who is the person using the space,” and “what is their organic relationship
with the space.” When we conducted a workshop in which social workers were in the
majority, the designs of areas where social services, such as shelters and childcare-orient-
ed common living areas were offered, became more prominent. In other words, the way
people from different disciplines deal with the subject affects the outcome tremendously.
That’s why we usually do workshops with people from different disciplines.

In fact, different communities make different design interventions in the coliv-
ing space according to their own backgrounds and wishes. Could you share some of
the design interventions that you have in mind from the examples you have seen so
far or your work produced in different workshops?

Emre Giizel: For example, there is a common living area called CPH Village in
Denmark, which we also talk about in the workshops. When we define it as an interven-
tion, this is a coliving structure that we quite like. It is a space founded, run, and lived in
all by young people. It has been a space allocated to these young people by the municipal-
ity for 15 years. This is a coliving space that keeps itself away from the world of capital
that we like and examine. In their mission statement, they assert that they develop social,
environmental, and economical solutions to problems. Copenhagen has a large economy
built on shipping, so there are many idle containers in the city. By converting those con-
tainers forward, they established a common living space on the land given by the local
government. You go through an interview process to live in the CPH Village. They ask
questions such as what you would add to this community and what you want to learn from
this community. They care about the coexistence of different disciplines. For example, if
there are ten architects already living here, they do not accept an eleventh architect. If
there is a sociologist who applied, they will accept them instead. Here you pay a fee that is
well below the housing prices you pay in Copenhagen because you don’t get direct services
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talep edebiliyorsun ya da o kisi ile takas yapabiliyorsun, veya kiralayabiliyorsun. Kendi
fonlarini kurmuglar. Burada yasarken bir proje, bir etkinlik yapmak istersen o fona bas-
vuru yapip projeyi hayata gecirebiliyorsun. Boyle doya doya anlattigim bir model CPH
Village, ¢iinkii ¢ok katmanli ve her katmaninda bir sosyal etki perspektifi ve komiinite
yaklagimi gorebiliyoruz.

Bir diger 6rnek ise Lizbon’dan bulunan Same Same Coliving. Burasi bina dl¢eginde bir
ortak yagama alani. Yaratici endiistrilerde var olmak isteyen ve iiretim pratikleri gelistiren
aktorlerin bir arada yagadig1 bir yap1. Burada satin alinan biitiin iiriinler ya ileri doniigtii-
rilmiis ya da ekolojik sertifikasi olan iiriinler. Buna ek olarak, komsu haritasi dedikleri bir
uygulama var. Bu coliving yapisina ilk katildiginizda sizinle bir kent yiiriiyiisii yapiyorlar.
Boylece gevredeki diger aktorler ve lokal iireticilerden haberdar olup, mekana ve gevresi-
ne dair aidiyet kurmaniza yardimeci oluyorlar.

izel Bityiikgoze: Bizim komiinitemizle yapilan galigmalarda ¢ikan modellerde genellikle
bir araya getiren unsurun sanat oldugu 6rnekler ¢ok fazla. Ya da kent bahgeciligi ve bostan
gibi fiziksel unsurlarin etrafinda gekillenen tasarimlar oluyor. Modelleri tasarlayan ekipler-
de ¢ogu zaman sanat¢1 da olmuyor. O yiizden bu enteresan bir sonug bu bence. Belki sanatin
birlestiriciliginin ¢ok 6ziimsenmis, i¢sellestirilmis olmasindan kaynaklaniyordur.

Kopenhag 6rneginde atil bir alanin yeniden tasarlandigini gériiyoruz. Bu tip coli-
ving modellerinin ¢ogu zaman dezavantajli bélgelerde konumlandigini biliyoruz. Bu
bélgelerin canlandirilmasinin ardindan gelen kaginilmaz gentrification (soylulagtir-
ma) dalgasinin homojenlestirmeye yonelik etkileri sizce nasil azaltilabilir?

Izel Biiyiikgéze: Konvansiyonel konut iiretim bicimlerinin medya iletisiminin yapil-
dig1 noktada hep bir ayricalik olarak tanimlandigini goriiyoruz. Ama coliving icinde ba-
rinmak bir ayricalik degil. Bence coliving konseptini, insan onuruna yakigir bir sekilde
yasamanin, bunu bir hak olarak gérmenin ve pratiklestirmenin bir bigimi olarak tanimla-
yabiliriz. O yiizden ben yine burada komiiniteye donmek istiyorum. Bu noktada yasadig1-
muz ve tasarladigimiz mekinda esit sorumluluk, ya da imkanlar el verdigince sorumluluk
sahibi olma durumunu ¢ok énemsiyorum. Bu bina 6l¢eginin de disina gikabilen bir sey
olabiliyor. Bir yasam tarzi1 olarak aslinda insanlarin zihninde, diinyasinda var oluyor. Kar
odakl1 bir yapidan ziyade toplumsal ihtiyaglara, yerlesik kiiltiire, yerin dinamiklerine sa-
dik, saygil1 ve belki olumlu anlamda déniistiiriicii olabilecek bir yaklagim benimsenmesi
aslinda bu ortak yagama alanini iiretecek, yaratacak, onu siirdiirecek toplulugun sorumlu-
luk sahibi bir yaklasima sahip olmasina bagli.

Mekani ayricaliklilar kuliibii olarak gérmemek, tam aksine hayat1 stirdiirmenin yeni
bir bir bigimi olarak gormek lazim. Ortak degerler dogrultusunda tasarlamak, siirecin her
pargasina; finansal sirdiirilebilirlifinden tuglasini dizmeye, tadilatin1 yapmaya kadar sii-

from this place. You live here, become a part of the space you live in, and produce together.
They have a portal system that they have established within themselves. For example, if
you need a vacuum cleaner, instead of buying one, you can go to the portal and request
someone’s vacuum cleaner, you can exchange it with that person, or you can rent it. They
set up their own funds. If you want to do a project or an activity while living here, you can
apply for that fund and bring the project to life. CPH Village is a model that I describe
to the fullest because it is multi-layered, and we can see a social impact perspective and a
community approach at each layer.

Another example is Same Same Coliving in Lisbon. This is a building-scale communal
living space. It is a structure where actors who want to exist in creative industries and de-
velop production practices live together. All products purchased here are either upcycled
or ecologically certified. In addition, there is a practice they call the neighbor map. When
you first join this coliving structure, they take a city walk with you. Thus, you are aware of
other actors and local producers around, which helps you to establish a sense of belonging
to the space and its environment.

izel Biiyiikgoze: In the models that come out of the studies conducted within our
community, there are often many examples where art is the element that brings people
together. Or there are designs shaped around physical elements such as urban gardening
and orchards. Most of the time, there are no artists in the teams that design the models.
So I think this is an interesting result. Maybe it is because the integration of art is so in-
ternalized and second nature.

In the Copenhagen example, we see that an inactive area has been redesigned. We
know that this type of coliving model is often located in disadvantaged areas. How
do you think the homogenizing effects of the inevitable wave of gentrification fol-
lowing the revitalization of these regions could be reduced?

izel Biiyiikgdze: We see that conventional forms of housing production are always
defined as a privilege at the point of media communication. But sheltering in coliving
is not a privilege. I think we could define the concept of coliving as a way of living with
dignity, seeing it as a right and making it a practical solution. That’s why I want to return
to the notion of community here again. At this point, I attach great importance to equal
responsibility, or to be as responsible as possible in the space we live in and design. It
can be something that goes beyond the scale of this building. As a lifestyle, it exists in
people’s minds and their world. Adopting an approach that is loyal and respectful to social
needs, established culture and dynamics of the place and perhaps positively transforma-
tive, rather than a profit-oriented structure, actually depends on the responsible approach
of the community that will produce, create and maintain this shared living space.

NTLAW IIQIAY dANATZ O.LOHd AVIDO0.L0H T20T ‘DONIAITOD 400y



unlimited 76

mekansal tasarim design-ing space

N
5
3]
8
S
<
~
S
T
S

NTLAW QLAY dANATZ O.LOHd AVIDO0.L0H T20T ‘DNIAITOD 400y

recin bir seklide parcasi olmak ve yeri 6ziimseyerek onunla iletisim kurmak gerekli. Sade-
ce yap1 6l¢eginde degil, mahalleliyle birlikte, mahalleliyle de iligkilenerek, binanin digina
tagarak toplulugu genisletmek 6nemli. Ben ortak yagama alaninin etkisini soylulagtirmaya
kars1 bir mekanizma olarak goriiyorum.

Emre Giizel: Konsept asamasinda da olsa anlamli karar verme mekanizmalarinin ku-
rulmasi gerektigini de diigiiniiyorum. Karar vermenin Gtesinde uygulama siirecinde de
toplulukla birlikte hareket etmek gerekiyor. Herhangi bir kurum ya da kisi, mekansal bir
tasarim da gelistirse, operasyonel bir is de yapsa, konumlandig: yerdeki dokuyla aidiyet
kuramadiginda ya da bir problemi ¢6zmek yerine kendi niyetlerini 6ncelediginde bu ¢ii-
riimeye mahkum bir tasarim ya da yagam pratigi olacaktir. Bu nedenle biz ortak yagsam
alanlarina ayni zamanda kargilagma mekanlar: diyoruz. Kargilagma mekéninin olabilmesi
icin kargilasabilecegin insan1 da o siirece dahil etmen gerekiyor ki bu siiregte bir topluluk
aidiyeti de olugabilsin.

Ortak yasam alanlarinin tasarimi sosyallesmeyi bir nevi zorunlu kiliyor. Sizce bu
tip yasam alanlarinin artmasinin sehir kiiltiiriine etkisi nasil olacaktir?

izel Biiyiikgoze: Bunu mekanla iliskilenme baglaminda diisiinebiliriz. Aslinda sosyal
alanlarin daha fazla olmasinin yarattig: sey, giiven tizerinden iligki inga edebilmenin ko-
laylagmasi. Bunu mahallemizde gergeklestirebildigimiz zaman sehir hayatimiz da biraz
daha pozitif bir perspektifle gergeklesiyor. Bu giiven tizerinden kurulan iligki elbette ki
kutuplagmis topluluklar: birbirine daha gok yaklastiracak pratiklerin yolunu agabilir.

Sabit bir mekéin tasarimindansa daha ¢ok bir konsepti konustuk fakat mekanin
kendisi de, 6zellikle dijitaldeki mekéinlarin artisiyla, ¢ok daha akigkan bir konsepte
déniistii. Sizin gegmis etkinliklerinizin bazilar1 da dijitalde gerceklesti. Fizikseldeki-
lerle karsilastirildiginda, dijital mekanlarda olan bulusmalarda katilimcilarin dene-
yimleri sizce nasil degisiyor?

izel Biiyiikgoze: Bu noktada Katilimci Kentler Programi* baglaminda yasadigimiz sii-
regten biraz bahsedebiliriz. Katilimc1 Kentler Programi’nin ilk ti¢ uygulamasi online ola-
rak gergeklesti. Son programimiz olan Katilimci Kentler Programi: #sezon04 Maltepe’yi
yiiz yiize yurittiik. Deneyim yiiz yiize oldugunda insanlar birbirine ¢ok daha rahat temas
edebiliyorlar ve bu temas aslinda iliskiyi o etkinligin disarisina tagiyacak giicii biinyesinde
daha fazla tasiyor. Yaklagik 2 senedir siirekli ekranlarin baginda bir seyler yapiyoruz ve
yaklagik 6-7 aydir inisiyatif alinarak yiiz yiize bir seyler yapilmaya baglandi. Cok aligila-
geldik bir yagam bi¢ciminden ¢ok siirpriz bir yasam bi¢imine ge¢mek ve orada hissedilen
izolasyon ve yalnizligin sonrasinda birlikte iiretebildigin insanlarla bir araya gelmenin
verdigi heyecan ve motivasyonu fizikselde daha ¢ok hissettik.

Emre Giizel: Yiz yiize yaptigimiz Katilimci Kentler Programr’nda kisilerin siirece y6-
nelik itiraz da olsa olumlu da olsa daha ¢ok s6z séyleyebildigini, daha ¢ok sesini ¢ikardigi-
n1 diigiinityorum. Dijitalde insanlar mekéan ve tasarim tizerine gok fazla s6z sdylemiyorlar.
Dijitalin benim i¢in olumlu oldugu nokta; katilimcilar dijitaldeki caligmalarda yaratici-
liklarini 6ne gikartabiliyorlar. Ozellikle bu kisiler dijital kullanim pratiklerine hakimse
daha yaratic1 ¢aligmalar ¢ikiyor. Hem atélyelerde hem de program ¢aligmalarinda, yiiz
yuze deneyimlerde katilimcilar daha derin tartigmalara giriyorlar. Ama o derin tartigma-
lar yaraticiliga yansimiyor. Dijitalde ise ¢ok derin tartigmalara girilmese de dijitalin kulla-
nim pratikleriyle sinirsiz digiiniip ¢ok daha yaratici isler ¢ikabiliyor.

*En sonuncusu Agustos 2022°de gergeklesen Katilimei Kentler Programi her seferinde farkli konu
bagliklar izerinden kamusal alanda diyalog yaratmak amaciyla bir araya geliyor. Roof Coliving’in gelecek

etkinliklerinden haberdar olmak i¢in @roofcoliving Instagram hesabiniadresinii takip edebilirsiniz.
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The space should not be seen as a club for the privileged. On the contrary, it should be
seen as a new way of living. It is necessary to design in line with common values, to be
a part of the process, from financial sustainability to laying bricks and renovating, and
to communicate with the place by assimilating. It is essential to expand the community
not only on the scale of the building but also by getting in touch with the neighborhood
and extending beyond the building. I see the impact of communal space as a mechanism
against gentrification.

Emre Giizel: I also think meaningful decision-making mechanisms should be estab-
lished, even at the concept stage. Beyond making decisions, it is necessary to act together
with the community during the implementation process. Suppose any institution or per-
son develops a spatial design or does an operational job when they cannot establish a
sense of belonging with the texture of the place where they are located or prioritize their
own intentions instead of solving a problem. In that case, this will be a design or practice
doomed to decay. For this reason, we also call common living spaces places of encounter.
In order to have a place of encounter, you need to include the people you may meet in that
process so that a “community belonging” can be formed accordingly.

The design of common living spaces makes socialization a necessity. How do you
think the increase in this type of living space will affect the city’s culture?

izel Biiyiikgoze: We can think of this in the context of being associated with a space.
In fact, the more social areas are created, the easier it is to build relationships through
trust. When we can do this in our neighborhood, our city life takes place with a more posi-
tive perspective. The relationship built on this trust can lead to practices that will bring
polarized communities closer together.

We talked more about a concept rather than a fixed space design, but the space it-
selfhas turned into a much more fluid concept, especially with the increase in digital
spaces. Some of your past events have also taken place digitally. How do you think
the experiences of those attending meetings in digital places, compared to the physi-
cal ones, change?

izel Biiyiikgoze: At this point, we could talk a little bit about the process we under-
went in the context of the Participatory Cities Program®*. The first three renditions of the
Participatory Cities Program took place online. We only carried out the co-design process
of the last one face-to-face. When the experience is face-to-face, people can make contact
with each other much more easily. This contact carries the power to take the relationship
further outside of that event. We have been doing things on screens for about 2 years, and
for about 6-7 months, we started to do things face-to-face by taking an initiative. After
moving from a very ordinary lifestyle to an unusual one and feeling isolated and lonely
during that process, we felt the excitement and motivation when people got to meet each
other in person and produce together.

Emre Giizel: I think that in the Participatory Cities Program that we conducted face-
to-face, people could share their opinions more openly, whether they objected to the pro-
cess or not. People do not say much about space and design in the digital realm. The point
where digital is more positive for me is that participants can highlight their creativity in
digital works. Especially if these people have a good command of digital practices, more
creative works are produced. In both workshops and program studies, in face-to-face ex-
periences, participants engage in deeper discussions. But those deep discussions are not
reflected in their creativity. In the digital realm, however, even though there are no deep
discussions, much more creative works can be created by thinking without limits.

*The Participatory Cities Program, the last of which was held in August 2022, is organized to create a dialogue
in the public sphere on different topics each time. You can follow @roofcoliving Instagram account to be

informed about Roof Coliving’s upcoming events.

Kar odakli bir yapidan ziyade
toplumsal ihtiyaglara, yerlesik kiiltiire,
yerin dinamiklerine sadik, saygili
ve belki olumlu anlamda dontigtiiriicii
olabilecek bir yaklasim benimsenmesi
aslinda bu ortak yasama alanini iiretecek.
-1zel Biiyiikgoze

Adopting an approach that is loyal
and respectful to social needs, established
culture and dynamics of the place and
perhaps positively transforma- tive, rather
than a profit-oriented structure, actually
depends on the responsible approach of
the community that will produce, create
and maintain this shared living space.
-1zel Biiyiikgoze
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Diyalog ve tasanm:

Kentsel yapiyi sekillendiren

kamusal davraniglar
Dialogue and design:

Public behaviors shaping

the urban structure

VITTORIO DE SICA, IERI, OGGI, DOMANI, 1963. FILMDEN KARE SCENE FROM THE MOVIE

Liana Kuyumcuyan 60’1 ve 80’li yillar arasinda
Italya’da gekilmis ii¢ filmi inceleyerek, tasarlanmig
mekanin sekillendirdigi diyalog tipolojilerini ve
diyaloglarin mekanin tasarimina nasil bir etki
biraktigini yazdi

Liana Kuyumcuyan wrote about the typologies
of dialogues shaped by the designed environment,
and the designed environment got shaped by
dialogues by studying three movies produced
between 60’s and 80’s Italy

Yazi1 Text: Liana Kuyumcuyan

Kamusal alan kullanimi cografi, iklimsel ve sosyal davraniglara gére her iilke, sehir veya mahal-
lede farklilik gostermekte ve zaman iginde bir kent kiiltiirii olusturmaktadir. Hitkiimetlerin
farkls siyasi uygulamalari ile bu kullanimin “niteligi” zamanla bozulmakta ve halklarin kamu-
sal alandan ¢ekilmesiyle sonuglanabilmektedir.

Bu yazida, kamusal alanda “var olmanin” farkli yollarini tartigmak ve yapili ¢evrenin bu
kiltiirel davraniglara gére nasil sekillendigini ti¢ filmi inceleyerek tartigmak istiyorum: Il
BellAntonio (Giizel Antonio), Una Giornata Particolare (Ozel Bir Giin) ve Ieri, Oggi, Domani
(Diin, Bugiin, Yarmn). Filmler 1960-1980 yillar1 arasinda Italya’da gekildi. Sinemada bu 20 y1llik
doénemin ayri bir 6nemi vardir ¢iinkii cogu yonetmen “Yeni Gergekgilik” akimi altinda ekono-
mi ve siyaseti elegtiren, Fagist donem (1922-1943) ve sonrasinda toplumsal hayatin gercekleri-
ni gosteren filmler geker. Bu yazi i¢in segtigim ii¢ film, dinin, siyasetin ve sosyal normlarin
“kamusal alanda var olmanin” nedenlerini ve tiirlerini nasil etkiledigine ve tasarlanan ortamin
diyalog olanaklarini nasil sagladig: veya saglamadig iizerine giizel 6rnekleridir.

“Kamusal mevcudiyet” ve diyalog

Insanlarin kamusal alanda olma ihtiyaci evrenseldir. Yerler, insanlar tarafindan kullanildik-
larinda mekanlar haline gelmekte, zamanla degismekre, gelismekte ve sosyal nesneler haline
gelmektedir. Basitge kamusal alanda bagkalariyla iletisim kurma gerekliligi olarak agiklanabi-
lecek bu ihtiyac1 “kamusal mevcudiyet” olarak adlandiracagim. Kamusal mevcudiyet, pasif bir
beden yerine bir “eylemci” (agent) olmanin ilk adimidir. Post-Colonial Studies: The Key Concep-
ts adl1 kitapta, eylemlilik (agency) terimi su sekilde agiklanmaktadir: “..hareket etme veya bir
eylemi gergeklestirme yetenegi. Cagdas teoride, bireylerin 6zgiirce ve 6zerk bir sekilde eylemi
baglatip baglatamayacaklar: veya yaptiklari seylerin bir anlamda kimliklerinin inga edilme bi-
gimleri tarafindan belirlenip belirlenmedigi sorusuna dayanir.” (1)

Eylemlilik karsilagmalar, diyaloglar ve pratiklerle beslenir. Beklenmeyeni bulmak, beklen-
meyeni ger¢eklestirmeye yol agabilir, bu da eylemliligin ve nihayetinde giindelik hayatin 6zii-
nii yaratacaktir. Kentsel yap: ve mimari bazi davraniglar sekillendirip yonlendirse de, eylemci
her zaman bunlar1 kullanmanin alternatif yollarini bulabilir. Ancak yaraticiligin kamusal alan-
da var olarak her giin pratik edilmesi ve 6grenilmesi gerekmektedir.

Kamusal mevcudiyet, kamusal alanda “var olmak” olarak agiklanabilir ve Jane Jacobs’in The
Death and Life of Great American Cities adl1 kitabinda kullandig1 bir terim olan “kamusal ka-
rakterler” tarafindan uygulanir: “Genis bir insan gevresiyle sik sik temas kuran ve kendisini
kamusal karakter haline getirmeye yeterince merakli herkes kamusal karakter olabilir. Kamu-
sal bir karakterin islevini yerine getirmesi i¢in 6zel yeteneklere ya da bilgelige ihtiyac1 yoktur
- ama genellikle bunlara sahiptir. Sadece var olmasi ve onun var olmasini isteyen baskalarinin
bulunmasi gerekir. ” (2)

Cesitli nedenlerle ortaya ¢ikan farkli kamusal mevcudiyet tiirleri vardir. Gelenekler, top-
lumsal beklentiler ya da siyasi gérevler, kamusal mevcudiyetin nedenlerinden bazilaridir: “Biz-
den 6nceki ¢aglar boyunca -ama artik degil- erkekler kamusal alana girdiler ¢iinki dinyevi
hayatlarinda kalic1 olabilmek i¢in kendilerine ait veya bagkalariyla ortak bir seye sahip olmak
istediler” (3)

The use of public space differs in every country, city, or neighborhood according to the geo-
graphical, climatic, and social behaviors, and it creates an urban culture through time. With
different political practices of governments, “the quality” of this usage gets distorted in time
and might end up by peoples’ retreat from the public realm.

In this article, I would like to discuss the different ways of being “present” in the public
space and see how the built environment was shaped according to these cultural behaviors by
studying three movies: Il Bell Antonio (Beautiful Antonio), Una Giornata Particolare (A Special
Day), and Ieri, Oggi, Domani (Yesterday, Today, Tomorrow). The movies were produced be-
tween 1960-1980 in Italy. This period of 20 years in cinema is essential since most directors
shoot films under the Neorealism movement, criticizing economics and politics, showing the
realities of social life during and after the Fascist period (1922-1943). The three movies are
good examples of how religion, politics, and social norms affect the reasons and types of “pub-
lic presence” and how the designed environment opens up or closes possibilities of dialogue.

“Public presence” and dialogue

People’s need to be in public is universal. Spaces are becoming places when people use them,
so they change, develop, and become social objects through time. I will call this need as “public
presence”, which can simply be explained as the necessity to communicate with others in the
public space. Public presence is the first step to becoming an “agent” instead of a passive body.
In the book Post-colonial Studies: The Key Concepts, the term agency is explained as: “..the abil-
ity to act or perform an action. In contemporary theory, it hinges on the question of whether
individuals can freely and autonomously initiate action, or whether the things they do are in
some sense determined by the ways in which their identity has been constructed.” (1)

Agency is fed by encounters, dialogues, and actions. Finding the unexpected might lead to
performing the unexpected, which will create the essence of agency, and eventually, everyday
life. Even though urban structure and architecture shape and direct some behaviors, the agent
can always find alternative ways of using them. However, creativity needs to be exercised and
learned every day by being present in the public space.

Public presence can be explained as “being” in the public realm. It will be practiced by “pub-
lic characters”, a term used by Jane Jacobs in her book The Death and Life of Great American
Cities: “A public character is anyone who is in frequent contact with a wide circle of people and
who is sufficiently interested to make himself a public character. A public character needs to
have no special talents or wisdom to fulfill his function -although he often does. He just needs
to be present, and there need to be enough of his counterparts.” (2)

There are different types of public presence caused by various reasons. Traditions, social
expectations, or political duties are some of the causes for public presence: “Through many
ages before us -but now not anymore- men entered the public realm because they wanted
something of their own or something they had in common with others to be more permanent
in their earthly lives.” (3)

Related to immortality, public presence can become a spectacle for everyone who needs to
state something that needs to be remembered. That’s why executions, political and religious
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Kamusal mevcudiyet, hatirlanmasinin istendigi bir seyi ifade etmesi gereken herkes i¢in bir
gosteri haline gelebilir. Bu nedenle infazlar, siyasi ve dini konugmalar veya kutlamalar, 6zellik-
le dijital medya goriintilleri ve sesleri 6zel alanlarimiza getirmeden 6nce, kamusal alanda bir
izleyici kitlesine her zaman ihtiyag duymustur. Bu tiir olaylar1 kamusal alanda yagsamak héla
birgoklari i¢in daha etkili ve akilda kalic1 olarak kabul edilir.

Kamusal mevcudiyet tiirlerini anlamak icin, farkli yillarda, farkl: sehirlerde, farkli yonet-
menler tarafindan ¢ekilmis ii¢ filmden birer sahne incelemek istiyorum. Bu ii¢ filmin ortak
yonlerinden biri, mimari 6geleri kullanarak giindelik hayati gésteriyor olmalaridir. Her tig film
de Italya'da Fagist donemden sonra oldukga tercih edilen Neo Realizm akimina aittir. Bu film-
lerin 6nemi aligkanliklari, killtiirleri, mimarileri, sosyo-ekonomik bakis agilarini ve hatta siya-
setin nasil oldugunu géstererek, bir tilkenin belirli bir zaman diliminin giindelik hayatini tiim
artilan ve eksileri ile yansitmada oldukga bagarili olmalaridir. Burada farkli ihtiyaglardan bes-
lenen farkli kamusal mevcudiyet tiirleri takip edilebilmektedir.

Bildirmek i¢in kamusal mevcudiyet: Il Bell’Antonio

Giizel Antonio (Il BellAntonio) filmindeki sahneler doneminin giindelik hayatini ve sos-
yo-politik normlarini gésteriyor. Filmin genel ¢ergevesini anlattiktan sonra bir sahneye odak-
lanmak istiyorum ¢iinkii giiniimiiziin sosyal medyasinda oldugu gibi kamusal mevcudiyetin
insanlan bilgilendirme ya da haberdar olma gibi bir rolii olabilecegini anlatmak i¢in giizel bir
6rnek oldugunu ditgiinityorum.

Giizel Antonio, 1960 yilinda Mauro Bolognini’nin yénettigi, basrollerinde Claudia Cardina-
le (Barbara) ve Marcello Mastroianni’nin (Antonio) oynadig bir film. Giizel Antonio, yakisikli
bir capkin olarak bilinen, sonunda bir kadinla evlenen, ancak cinsel iliskide bulunamayan bur-
juva geng bir adam hakkindadir. Film, erkegin giiciiniin Fagist zihniyetteki vurgusunun ele
alindigy, yazar Vitaliano Brancati’nin romanina dayaniyor.

Antonio ve Barbara’nin aileleri entelektiiel ve burjuva insanlar oldugundan, gokga taninmus kisi-
lerdir. Evlilikten hemen sonra Antonio’nun iktidarsizlig1 sehirde dedikodu olarak duyulmaya bag-
lar. Filmin kritik bir sahnesinde ciftin ebeveynleri, bir cenaze toreninde bu evliligin “normalligini”
kanitlamak i¢in kamusal mevcudiyeti kullanirlar. Italya’da bir anma sahnesi yaratmak igin 6len ki-
sinin evinden kiliseye dogru sira halinde yiiriimek bir gelenektir. Bu tiir bir toren, cenazeye fiziksel
olarak katilan veya pencere ve balkondan seyreden kisilerin taziyelerini 6len kisinin ailesinin kabul
etmesine yardimeci olur, ayni zamanda bolgede yagayanlara da kimin 6ldagiinii bildirir.

Bu sahnede, tiim ailenin Barbara’nin biiyiikbabasinin cenazesi i¢in siraya girdigini gériiyo-
ruz. Barbara ve Antonio ilk kez evli bir ¢ift olarak halka agik bir etkinlige katiliyorlar. Herkes
ytriirken, Antonio’nun babasi onun kime selam vermesi, karisiyla nasil yiiriimesi, nasil giiliim-
semesi gerektigi konularinda kendisini siirekli uyarir. Yiiriiyts sirasinda balkonlarindan ve
pencerelerinden aileye ve yeni geline bakan, tam da anne ve babanin istedigi gibi dedikodu
yapan insanlar gériliir. Bu durumda kamusal mevcudiyet, Antonio ve Barbara’ya kargi herhan-
gi bir yanlis anlagilma veya dedikoduyu 6nlemek i¢in kullanilmakta ve bir gésteriye doniis-
mektedir. Burada gergeklesen anma yiiriiyiisiiniin dini bir gérev oldugu kadar sosyal bir gérev
de oldugu gorilebilmektedir. Antonio’nun giiglii (veya cinsel olarak yetkin) bir erkek karakte-
ri temsil etmesi i¢in babas: tarafindan stirekli y6nlendirildigini goriiyoruz. Bu performans,
herkesin goriilme ve normallesme beklentilerini karsilamaya galistig1 g6sterinin bir pargasidur.
Kamusal alan, normalde herkesin kendisi olarak var olabilecegi ve “6teki” ile karsilagabilecegi
bir yer olarak kabul edilir. Giizel Antonio filminde, kamusal alan kisitlayici bir yer olarak karsi-
muza ¢ikar; bu, karakterlerin digerlerinin bakiglar: altinda sosyal bir normun arkasina gizlen-
mis olmasindan kaynaklanir. Bu sahnede kamusal alan iki tarafl1 bir etkilesimi yerine getirmez,
daha ¢ok bir imaj yaratmak i¢in kullanilir.

“Gosteri, gergekligi sonsuz bir metalastirilabilir parca arzina indirgerken, bizi gériintiglere
odaklanmaya tegvik ediyor.” (4)

Bu sahnede pencere ve balkonlarin, insanlarin fiziksel olarak miidahale etmeden bakmala-
rina, takip etmelerine ve haberdar olmalarina izin verdigi i¢in nasil kamusal alanin bir pargasi
haline geldiklerini gorebiliyoruz. Bu anlamda mimarinin roliinii de analiz etmek miimkiindiir;
kamusal mevcudiyete ne kadar alan agtig1 veya onu ne kadar kisitladig: tartigmaya agiktr.

Aklanmak icin kamusal mevcudiyet: Ozel Bir Giin

Ozel Bir Giin (A Special Day) filmi, tam anlamiyla kamusal mevcudiyet i¢in tasarlanmug fa-
sist bir toplu konut kompleksi Palazzo Federici'deki giindelik hayat1 gosterir; burada herkes
birbirini gozetleyebilir. Filmde gordiigiimiiz apartman kompleksi, 1931-1937 yillar1 arasinda
Mario de Renzi tarafindan insa edilmistir. Ozel Bir Giin filminde, Palazzo Federici'de var olma-
nin hiikiimete, yani fagist ideolojiye baglilik gostermenin bir araci haline geldigini goriiyoruz.

Ozel Bir Giin, 1977°de Ettore Scola’nin yonettigi, bagrollerini Sophia Loren (Antonietta) ve
Marcello Mastroianni’nin (Gabrielle) oynadig: bir film. Film, Adolf Hitler’in Roma’da Benito
Mussolini’yi ziyaret ettigi 1938’de gegiyor. 6 Mayis’ta iki lideri kutlamak i¢in bir gegit téreni
diizenleniyor. Herkes gecit térenine giderken film, Palazzo Federici’'nin kutlamalara katilma-
yan iki sakininin bir giiniine odaklaniyor; evi temizlemesi, kocasi ve gocuklar1 i¢in yemek yap-
mas1 gereken bir ev kadini; ve Sardegna’ya sinir dig1 edilmeyi bekleyen escinsel bir adam.

Bu filmde odaklanilabilecek iki tiir mevcudiyet var: Biri kamusal alanda, digeri ise 6zel alanda.

Herkesin Hitler ve Mussolini’yi gérmek i¢in kutlamaya gittigi sahnede kamusal mevcudiye-
tin rolii izlenebilir. Seffaf mimari, sakinlerin her hareketini sergiler. Gegit térenine katilmak,
tim vatandaglarin iyi birer Fagist olduklarini géstermek i¢in bir firsattir. Burada kamusal mev-
cudiyet birlestirici bir ara¢ olarak ¢aligir; kisinin kendisi 6nemli degildir, sadece daha biiyiik
bir kalabaligin parcasidirlar. Kamusal alan, “bir toplulugun parcasi olmay1” gosteren ve kanit-
layan, “benzer” olma yeridir. Bu sahnede, kutlamaya katilmayanlarin bagkalarina neden kati-
lamadiklarini agiklama dertlerini gorityoruz. Antonietta, koridorda kargilagtiklarinda komgu-
larina yapmasi gereken ev islerini agikliyor. Yavas yavas tiim apartman kompleksi bosalirken;
herkes 6nce binanin avlusunda toplanir, selamlagir ve buradan disar1 dagilir.

Mimarinin kendi karakterinde yer alan 6zel alandaki varlik, filmin tamami boyunca takip edile-
bilir. Palazzo Federici, herkesin birbirini izlemesine izin verdigi icin gozlemciye ihtiya¢ duymayan
bir disiplin kurumu olarak insa edilmigtir. Denetim mekanizmasi sivil diizeye getirildigi icin, herkes
birbirini takip edebilir ve herkes tarafindan izlenebilir. Kapali alan seffaflik yoluyla kamunun bir
pargasi oldugundan burada 6zel alan artik yoktur. Palazzo Federici'de bulunmak fasist ideolojiye
baglilig1 temsil eder. Yani bu dairede 6zel alanlar bile kamusal mevcudiyete izin verir. Bu, gosterinin
i¢ mekéanlarda da devam etmesi gerektigi anlamina gelir. Mimari sayesinde “6teki” olmak ve “6teki”
ile karsilagmak ¢ok az bir ihtimaldir. Yine de Antonietta ve Gabriele kargilagmalar ve ardindan
olusan diyaloglar1 sayesinde birbirlerini d6niistiirmenin bir yolunu bulurlar.

Giincellemek i¢in kamusal mevcudiyet: Diin, Bugiin, Yarin

Diin, Bugiin, Yarin (leri, Oggi, Domani) filmi, cevrede yayilan gelismelerden haberdar olmak
i¢in kamusal mevcudiyetin 6nemini gésterir. Burada kamusal mevcudiyet, bilgi akigini sagla-
mak igin bir arag olarak calisir; eger oradaysaniz haberleri duyabilirsiniz.

speeches, or celebrations always asked an audience present in public, especially before digital
media brought the images and sounds into private spaces. Even though experiencing such
events live in the public space is still considered more effective and catchy for the many.

To understand the types of public presence, I would like to study one scene of each three
movies shot by different directors in different years and other cities. Still, their common direc-
tion is to show everyday life by using architectural elements. All three are Neorealist movies
which were highly preferred after the Fascist era in Italy. The importance of these movies is that
they are quite successful in showing the everyday life of a certain period of time of a country
with all its pros and cons, by showing habits, cultures, architectures, socio-economic perspec-
tives, and even how politics are represented in daily life. Here we can see the different types of
public presence fed by different needs.

Public presence to notify: Beautiful Antonio

The scenes in the movie Beautiful Antonio are showing everyday life and socio-political
norms of that period. I want to focus on one scene after explaining the general frame of the
movie, since it is a good example to understand how public presence can have a role to notify
people or to be notified, like today’s social media.

Beautiful Antonio (Il bel’Antonio) is a movie directed by Mauro Bolognini in 1960, starring
Claudia Cardinale (as Barbara) and Marcello Mastroianni (as Antonio). The movie is about a
bourgeois young man known as a handsome dangler, finally getting married with a woman, but
cannot perform sexually. The movie is based on a novel by the writer Vitaliano Brancati, which
highlights the Fascist mentality of male power in the book.

After Antonio and Barbara’s marriage, Antonio’s impotency starts to be heard as gossip in the
city, since both families of the couple are well-known, intellectual bourgeois people. In a critical
scene of the movie, the parents of the couple make use of the public presence to prove “the normal-
ity” of the marriage in a funeral. In Italy it is very traditional to walk from the deceased person’s
house to the church in a line, to create a commemoration scene. This type of ceremony helps the
family of the deceased accept the condolences from the people who physically join the funeral, or
watch from the windows or balconies, but also, notify people living in the area who passed out.

In this scene, we see the whole family walking on a line for Barbara’s grandfather’s funeral,
and it is the first time for Barbara and Antonio to participate in a public event as a married
couple. While everyone walks, Antonio’s father constantly warns him whom to salute, how to
walk with his wife, and how he should smile. During the walk, we also see people looking at the
family and the new bride from their balconies and windows, gossiping about them, just as the
parents wanted to be. In this case, we see public presence as a social duty as much as a religious
one, which is used to inform others through a spectacle, to avoid any misunderstanding or gos-
sip against Antonio and Barbara. Here we see Antonio highly directed by his father to repre-
sent the potent male character. This performance is a part of the spectacle that everyone tries
to fulfill the expectations of being seen and normalized. Public space is normally accepted
where everyone can encounter “the other” by being themselves and engaging. In the movie
Beautiful Antonio, we see public space as somewhere restrictive, that the characters are hidden
behind a social norm under the gaze of the others. In this scene, public space does not fulfill
any two-sided interaction, but it is more an image creation.

“The spectacle reduces reality to an endless supply of commodifiable fragments, while en-
couraging us to focus on appearances.” (4)

In the scene, we see how the windows and balconies are also a part of public life since they
allow people to gaze, follow up, and be notified without being physically involved. In this sense,
the role of architecture can also be analyzed; how they allow or restrain public presence.

Public presence to be absolution: 4 Special Day

The movie 4 Special Day shows people’s daily lives in a fascist public housing complex, Pala-
zzo Federici, which is exactly designed for public presence; so everyone can surveil each other.
The apartment complex we see in the movie was built between 1931-1937 by Mario de Renzi.
In A Special Day, we see presence becoming a tool to show commitment to the government, in
this case, to the fascist ideology.

A Special Day (Una Giornata Particolare) is a movie directed by Ettore Scola in 1977, star-
ring Sophia Loren (as Antonietta) and Marcello Mastroianni (as Gabriele). The movie takes
place in 1938, the day Adolf Hitler visited Benito Mussolini in Rome. On May 6th, a parade
was arranged to celebrate the two leaders. While everybody goes to the parade, the movie fo-
cuses on the day of the two dwellers of Palazzo Federici who did not attend the celebrations; a
housewife who needs to clean the house and cook for her husband and kids; and a homosexual
man who waits to be deported to Sardegna.

There are two types of public presence in this movie that we can focus on: One is present in
the public space, and the other is in the private space.

The role of public presence can be followed in the scene where everybody goes to the cele-
bration to see Hitler and Mussolini. The transparent architecture showcases every movement
of the dwellers. Being present in the parade is an implicit duty that all the proper citizens at-
tend happily as good Fascists. Here public presence works as a tool to unify; the person itself is
not important, but they are just a piece of the bigger crowd. Public space is the place to be
similar, demonstrating and proving “becoming a part of a community”. In this scene, we also
see the ones who do not attend are captured by the others and feel the need to explain why they
can’t participate. Here Antonietta explains how much housework she has to her neighbors
when they meet in the hallway. Slowly the whole apartment complex gets empty; everybody
gathers in the courtyard of the building, meets and salutes each other, and then leaves.

The presence in the private space can be followed during the whole movie, which is in the
character of the architecture itself. The Palazzo Federici was built as a disciplinary institution
that doesn’t need an observer since it allows everyone to follow each other. When the control
mechanism is brought to civic level, everybody can gaze and be gazed at by everyone. Here
private space does not exist anymore since indoor space becomes part of the public via trans-
parency. Being present in the Palazzo Federici represents the commitment to the fascist ideol-
ogy. So, in this apartment, even the private spaces allow public presence. This means the spec-
tacle also needs to continue indoors. Thanks to the architecture, being and encountering “the
other” is a very little chance. Still, Antonietta and Gabriele will find a way to meet and trans-
form each other during their dialogues.

Public presence to be updated: Yesterday, Today, Tomorrow

The movie Yesterday, Today, Tomorrow shows the importance of public presence to be in-
formed about the news spread around. Here, public presence works as a tool to provide infor-
mation flow; you can hear the news if you are present.

Yesterday, Today, Tomorrow (leri, Oggi, Domani) is a movie directed by Vittorio de Sica in
1963, starring Sophia Loren (as Adelina) and Marcello Mastroianni (as Carmine). The movie
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Diin, Bugiin, Yarin 1963 yilinda Vittorio de Sica’nin ydnettigi, basrollerinde Sophia Loren
(Adelina) ve Marcello Mastroianni’nin (Carmine) oynadig bir film. Film, farkli ge¢mislere ve
sosyal siniflara sahip ii¢ farkli ¢ift hakkindadur. {1k hikdyede Adelina ve Carmine’in birbirine
oldukga bagli bir mahallede yasadigini goriiyoruz. Adelina, sigara satarak ¢alisan alt1 ¢ocuklu
bir kadindir; kocasi Carmine ise igsizdir.

Hikaye, Adelina ve Carmine’nin evleri icin mobilya satin almalariyla baglar, ancak bunun
icin para 6deyemezler. Yasalara gore paray1 6demedigi icin Adelina yargilanir, ancak hamile
oldugu i¢in polis onu hapse atamaz. Burada ele alacagimiz sahne, gelismeyi duyan herkesin
digerlerine Adelina’nin hamile oldugu i¢in gegici olarak giivende oldugunu séyledigi kisimda
geliyor. Diyalog, sokaktaki birinin penceredeki kisiye aktarimi, penceredeki kisinin ise arka
balkona gecerek diger sokaktaki bagka birine haberi vermesiyle son buluyor. Burada yar1 ka-
musal bir alan yaratan ve her zaman da kamusal alanda bu sekilde islemeyen bir mimari 6rnegi
goriiliir. Ozel alanin bu gézenekli yapilari, kamusal mevcudiyetin ve insanlarin bir diyalogun
pargasi olmasina izin vermektedir.

Bu 6rnekteki kamusal mevcudiyetin tiirii, Jane Jacobs’in “kamusal karakterler” olarak ad-
landirdig: yapiyla oldukga iligkilidir. Kamusal alanda bulunanlar, digerleriyle diyalog halinde-
dir. Once otomatik olarak gelismelerden haberdar olurlar ve hemen ardindan digerlerini de
haberdar edebilirler: “Kamusal karakterler ortalikta dolagan haberleri tek tek yaymakla ve
dinlemekle yetinmiyor. Birbirleriyle baglant1 kurup haberleri toptan da yayiyorlar.” (5)

Diin, Bugiin, Yarim'da gordugiumiiz kamusal karakterler, sokakta, kaldirimda, terasta, bal-
konda veya pencerede bulunurlar ve gézlemleyerek, isiterek ve bilgileri aktararak aktif olurlar.
Hikéyede, yasalarda bir bosluk iizerinde durulur ki bu da hamileligin kisiyi hapse girmekten
korudugudur. Bu bilgiler ancak kamusal alanda bulunarak duyulur ve sonra aktarilir. Boylece
durumlara en giincel kisiler haberleri dinlemek i¢in hazir bulunanlar olacaktir. Bu sahnede iz-
ledigimiz bir bagka ilging rol de insanlarin nasil eylemci haline geldigidir; sadece bilgilenmek-
le kalmazlar, ayn: zamanda bilgiyi yayma ihtiyac1 da hissederler ki bu da kamusal alandaki
hareketlilige neden olur. Burada halkin varligini sadece bir seye tanik olmak olarak degil, ayn1
zamanda bilgiyi yayma sorumlulugunu hissetmek olarak gérityoruz.

Yeni potansiyeller

Ug film; din, siyaset ve sosyal normlarin kamusal varligin nedenlerini ve tiirlerini nasil etki-
ledigini ve diyalog olanaklarini nasil agtigini veya kapattigini anlamak i¢in iyi 6rneklerdir. Y6-
netmenlerin kamusal mevcudiyet tiirlerini gérsellestirmek igin tasarlanmis mekani kullandig:
bu filmlerde mimarinin rolii biyiik él¢iide dikkate alinur.

Farkli kamusal uygulamalar1 incelemenin ve bunlari iilkeler, baglamlar, kiiltiirler, topluluk-
lar ve zamanlar arasinda degis tokus etmenin 6nemli olduguna inaniyorum. Bu degis tokuglar
bazen eylemciye doniismek isteyen vatandaglar i¢in gehirde yeni potansiyeller kesfetmeye yar-
dimai olabilir. Mimari ve kentsel tasarim kisitlayici olabilse de, eylemciler her zaman gehirle-
rinde yeni potansiyeller iiretmeye muktedirdirler. Kentsel pratiklerin ¢ogu, hizli sehircilik ve
modernlesme sonrasinda unutulsa da her ulusun kiiltiirel tarihinde saklidir, ancak yine de bir
kismi giiniimiiziin giinlitk hayatina entegre edilmigtir. Kentlerin doniigiimii, bazi kamusal dav-
raniglarla birlikte bazi mimari dilleri silmis olsa da, bu bilgiler yine de insanlarin kiiltiirel argiv-
lerinde (6) yer alacaktir. Hala bazi késelerde uygulanabilirler ve sakinlerin kendilerini ait his-
settikleri sehirler yaratmak igin bilgi iiretebilirler.

(1) Ashcroft, B. & Griffiths, G. & Tiffin, H. (2013) Postcolonial Studies: The Key Concepts, Taylor & Francis Group. s. 9

(2) Jacobs, J. (2013) Biiyiik Amerikan Sehirlerinin Oliimii ve Yasami, Metis Yayinlari. s. 88

(3) Arendt, H. (1958) The Human Condition, The University of Chicago Press. s. 55

(4) Morgan, T. & Purje, L. (2016) An Illustrated Guide to Guy Debord’s “The Society of the Spectacle’, Hyperallergic

(5) Jacobs, J. (2013) Biiyitk Amerikan Sehirlerinin Oliimii ve Yagami, Metis Yayinlari. s. 90

(6) Kiiltiirel arsiv, bireylerin diinyadaki varliklarin1 dogrulamak i¢in bagvurduklar giinliik etkilesimlerde bulunan bilgi deposu-
na atifta bulunan bir terimdir, Wendy James tarafindan The Listening Ebony: Moral Knowledge, Religion, and Power Among the
Uduk of Sudan (1999) isimli kitabinda kullanilmugtir.

VITTORIO DE SICA, IERI, OGGI,
DOMANI, 1963. FILMDEN KARE
SCENE FROM THE MOVIE

is about three different couples from different backgrounds and social classes. We see Adelina
and Carmine living in a highly connected neighborhood in the first story. Adelina is a woman
of six children, working by selling cigarettes; and Carmine, her husband, is unemployed.

The story starts with Adelina and Carmine buying some furniture for their house, but they
cannot pay for it. According to the laws, she gets prosecuted for not paying the money, but the
police cannot take her to jail since she is pregnant. The critical scene comes right after we learn
about this law that everyone tells the ones on the street that she is temporarily safe because she
is pregnant. The dialogues pass through the street to the window and the balcony and end up
in another street. It shows a significant example of architecture creating a semi-public space for
an alternative of public presence that does not exist in the public space all the time. Still, the
porous structures of the private space can also allow the public presence and the people to be a
part of a dialogue.

In this example, the type of public presence is highly related to what Jane Jacobs calls “pub-
lic characters”. The people who are present in the public space are in dialogue with the others,
that they automatically get informed first, and can inform the others about the news right af-
ter: “Not only do public characters spread the news and learn the news at retail, so to speak.
They connect with each other and thus spread word wholesale, in effect.” (5)

The public characters seen in Yesterday, Today, Tomorrow are in the street, sidewalk, terrace,
balconies, or windows and are actively present by observing, hearing, and transferring the in-
formation. A gap is found in the laws that pregnancy actually protects you from ending up in
jail in the story. This information is heard and transferred only by being present in the public
space. So, the most updated people will be the ones who are present to listen to the news. An-
other interesting role we follow in this scene is how people become agents; they not only get
informed, but also feel the need to spread it out which causes all the movement along the pub-
lic space. Here we see public presence not just as witnessing something but also feeling the re-
sponsibility of circulating the information.

New potentials

The three movies are good examples to understand how religion, politics, and social norms
affect the reasons and types of public presence, and how it opens up or closes possibilities of
dialogue. The role of architecture is highly taken under consideration in these movies, where
the directors use the designed space to visualize types of public presence.

I believe it’s important to study different public practices and exchange them between coun-
tries, contexts, cultures, communities and times. These exchanges can sometimes help to dis-
cover new potentials in the city for the citizens who are willing to turn into agents. Even though
architecture and urban design can be restrictive, agents are always capable of producing new
potential in their cities. Most of the urban practices are hidden in the cultural history of every
nation that got forgotten after rapid urbanism and modernization, but still a part of it is inte-
grated into today’s daily life. Even though the transformation of the cities erased some archi-
tectural languages together with some public behaviors, these pieces of information would still
be present in the cultural archives (6) of people. They can still be practiced in some corners, and
generate knowledge to create cities where the dwellers feel belonging.

(1) Ashcroft, B. & Griffiths, G. & Tiffin, H. (2013) Postcolonial Studies: The Key Concepts, Taylor & Francis Group. pg. 9

(2) Jacobs, J. (2013) The Death and Life of Great American Cities, Vintage Books. pg. 68

(3) Arendt, H. (1958) The Human Condition, The University of Chicago Press. pg. 55

(4) Morgan, T. & Purje, L. (2016) An Illustrated Guide to Guy Debord’s “The Society of the Spectacle’, Hyperallergic

(5) Jacobs, J. (2013) The Death and Life of Great American Cities, Vintage Books. pg. 70

(6) Cultural archive is a term referencing the repository of knowledge found in everyday interactions that individuals reference
to validate their existence in the world, used by Wendy James in her book The Listening Ebony: Moral Knowledge, Religion, and

Power Among the Uduk of Sudan (1999).
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