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CEPHEDE .
"SERAMIK'IN ‘SIR'RI

“CERRA” TOPRAK DEMEK. KADIM ZAMANLARDAN BERi BASLICA KAYNAKLARDAN
BIRISI TOPRAK. SAYISIZ KULLANIM ALANI VAR. GUNESTE KURUTULMUS VEYA
PISIRILMiIS TOPRAKTAN YAPILAN ALET, CANAK, COMLEKLER “SIR"LANDIKTAN SONRA
YAPILARIN CEPHESINDE DE KULLANILMIS BINLERCE YILLIK GELENEK, DUNYANIN
BASLICA KENTLERINI AYDINLANMA DONEMINDE DE SUSLEMIS. LONDRA' NIN SIMGESI
HALINE GELEN TUGLA CEPHELI BINALAR YA DA iISPANYA'DA GAUDI'NIN IMZASI HALINE
GELEN RENKLI MOZAIKLER AKLA GELEN iLK ORNEKLERDEN. GUNUMUZDE BIR YAPIYI
DIGERLERINDEN AYIRT EDECEK EN OQNEMLI OZELLIGI CEPHESI. HER SAYIMIZDA
MODERN ZAMANDA PiSIRILMIS TOPRAGIN KULLAN|LDIGI iYi MIMARLIK ORNEKLERINI
SAYFALARIMIZA TASIDIK VE BUNA DEVAM EDECEGIZ. ARADA DURUP “iYi MiIMARLIK"
URETEN MIMARLARIMIZA AYNI SORUYU YONELTTIK:

MIMAR ICIN CEPHEDE SERAMIK, ®¢%¢
TERRACOTTA,VB. MALZEME * 0
KULLANIMININ AVANTAJI NEDIR? *%
L IR 4
L R 4
0‘0‘

“CERRA"MEANS EARTH. EARTH HAS BEEN ONE OF THE MAIN RESOURCES SINCE ANCIENT
TIMES. IT HAS COUNTLESS USES. TOOLS, BOWLS AND POTS MADE OF EARTH DRIED
OR FIRED IN THE SUN WERE USED IN THE FACADES OF BUILDINGS ALSO AFTER BEING
“GLAZED". THE MILLENNIUMS-OLD TRADITION HAS DECORATED MAIN CITIES OF THE
WORLD IN THE ENLIGHTENMENT PERIOD TOO. THE FIRST EXAMPLES COMING TO MIND ARE
THE BRICK FACADED BUILDINGS WHICH BECAME THE SYMBOL OF LONDON OR COLORED
MOSAICS, THE SIGNATURE OF GAUDI. IN SPAIN TODAY, THE MOST IMPORTANT FEATURE
TO DISTINGUISH A BUILDING FROM THE OTHERS IS ITS FACADE. IN EVERY ISSUE, WE
CARRIED GOOD ARCHITECTURE EXAMPLES WHERE FIRED EARTH WAS USED IN MODERN
TIMES TO OUR PAGES AND WILL CONTINUE TO DO SO. IN THE MEANTIME, WE STOPPED TO
DIRECT THE SAME QUESTION TO OUR ARCHITECTS CREATING “GOOD ARCHITECTURE".
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“EYMNEPRP FADILLIOGL U

Td5dromex ~ DESLS9~EBEr-

Mozaik, cini ve seramik yiizyillardir mekanlarda farklilik yaratmak tizere kullanilmis. Ornegin cini, Selcuk, Orta Asya ve Os-
manl mimarisinde kullanilan &nemli malzemelerden biri. Mozaik, ylzyillardir cephe kaplamasinda kullanilan bir malzeme.
Roma, Bizans ve Misir medeniyetlerinden sonra Osmanli’da da “terrazzo” olarak kullanildigi géruliyor. Gerek yarattigi doku
farkhligi ve gorsel zenginlik, gerekse her ebatta cepheye uyarlanabilirligi ve bakiminin kolay olusuyla uygulamasi ve kullanimi
rahat bir malzeme.

Katar’da yapmis oldugumuz camilerden bir tanesinde Sicis marka altin mozaik kullanmayi tercih ettik. 22 ayar altin mozaikleri
dis cephenin genelinde platin mozaik bordiir ile kullanarak ¢ok farkh bir doku olusturduk.

Cami, icinde bulundugu doga geregi kumlu bir ortamda yer almakta. Mozaiklerde altinin cam altina uygulanmasiyla, dis
cepheyi doga sartlarina dayanikli hale getirdik.

Mosaic, tile and ceramic have been used for centuries in spaces to create a difference. For example, tile is one of the impor-
tant materials used in the Seljuki, Central Asia and Ottoman architectures. Mosaic is a material used in facade covering over
centuries. After the Roman, Byzantine and Egyptian civilizations, it is seen that it was used as “terrazzo” by the Ottomans too.
Itis easy to apply and used material due to the texture, variation and visual wealth it creates and also its being applicable to
any size of facade and its being no-maintenance.

In one of the mosques we builtin Qatar, we opted for using Sicis brand gold mosaic. We created a very different texture using
22 karat gold mosaics on the whole exterior with a platinum mosaic border.

The mosque is located in a sandy setting due to its location. We made the exterior resilient against conditions of nature by
applying gold under the glass in mosaics.
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NelWZHT SHY 1T

Mimdr ~ ArchiEBEEcsE

“Cephede seramik” der demez, Babil’in ana kapisi istar’in (izerindeki seramikler geliyor
aklima. Sir'in pirilisiyla hemen fark edilmeyen ve karmasik bir isiltiya dénen ytiizey, ya-
kindan bakilinca miithis etkileyici bir masal diizlemiydi. Istanbul Arkeoloji Miizesi’nin
icinde gormusttim ilk kez. Calinmis ve baska diyarlara sacilmisti bu kadim duvar. Berlin
Pergamon Miizesi’nde de gordiim diger parcalarini. Ne yazik ki asil yerinde hi¢ gor-
medim. Bundan sonra da gdrecegimi sanmiyorum. Parcalanma ve olmadik diyarlara
sacilma siriyor. Kim bilir daha nerelerde karsimiza ¢ikacak ve icimizi burkacak...

Bu yil, Louvre’un yeni acilan islam eserleri bélimiinde de duvar kaplamasi seramiklerin
has 6rneklerinden parcalar gériince ayni i¢ burkulmasini yasadim. Onca yil lzerine
kaplandiklari duvarlari koruyan seramik kaplamalar, simdi baskalar tarafindan ‘ko-
runuyor’... Tugla ile yapilmis duvarlarin seramikle kaplanmasi her zaman ¢ok gtizel
gelmistir. Topragin bloklar halinde pisirilip, tugla olmasi, plakalar halinde sirlanip pisi-
rilerek kaplama olmasi, suyla karistirilip duvarin ve kaplamanin harci olmasiyla bir tek malzemenin halleriyle olusturulan bu
mimari eleman ‘gliciint’ belki buradan aliyordu. Simdi de bdyle bir duvar denemenin kosullarini olusturmak ve bu kadim
yontemi denemek isterdim. Oysa simdi, olabildigince narinlestirilmis bir iskelet tarafindan olusturulan duvar yine alabildigine
inceltilmis ve celik bir karkas ile kenetler ve pimler tarafindan tasinan biskivi kalinliginda bir seramik levha ile kaplanabiliyor.
Bu benim ‘aklimdaki duvar’ degil ama anlamaya calistigim bir duvar.

MIMAR iCIN CEPHEDE SERAMIK, TERRACOTTA,VB. MALZEME
KULLANIMININ AVANTAJI NEDIR?
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The moment one says “ceramic on facade”, what comes to my mind is the ceramics on Istar, the main gate of Babil. The
surface, which is not noticed right away through the glitter of glaze and turning into a complex glimmer, was an enormously
impressive fairy tale plain when looked at closely. | had seen it inside Istanbul Archaeology Museum for the first time. This
ancient wall was stolen and scattered over other lands. | saw its other parts also at Berlin Pergamon Museum. Unfortunately,
never at their original site. | don’t think I’ll ever see it either. Fragmentation and scattering over strange lands is going on.
Who knows where else they will appear before us, paining our insides...

| experienced the same heart ache when | saw fragments of original specimens of wall covering tiles in the Islamic arts section
of Louvre, which was newly opened this year, too. Ceramic coverings which protected the walls they covered for decades,
now are ‘protected’” by others...

Coverage by ceramic of brick walls have always seemed to me a very good thing. This architectural element, created through
the states of a single material where earth is fired in blocks to turn into bricks is glazed and fired as plates, becoming tile,
being mixed with water, becoming the mortar of the wall and tile, perhaps got its ‘might’ from this. | would like to create
the conditions for such a wall model and try this ancient technique. Yet now the wall, formed by an exceptionally slendered
frame, may be coated by a ceramic plate that is biscuit thick carried by a steel frame and clamps and pins. This is not the ‘wall
in my mind’ but one | try to figure out.
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Moimdr ~ ArehilEEcE

Ben bu soruyu, konuyu cepheyle sinirlamayarak ve bu gruba toprak menseli modiiler
malzemelerin en gelenekseli olan tuglay! da katarak cevaplayacagim. Bu kategoriye
giren malzemeleri baska malzeme ailelerinden farkllastiran ve onlarin, iyi bir tasarim
avantaji olarak degerlendirilebilecedi iki tir 6zelligi oldugu diistincesindeyim. Bunlar-
dan ilki, bu malzemelerin topraga bagl, onun bazi 6zelliklerini icinde barindiran, do-
gallik iceren yapilari. Digeri ise, tarih boyunca kullaniimis olan bu malzemelerin, s6z
konusu tarih boyunca olusmus kiilturel birikimleri. Her iki 6zellige bagh olarak hem
kullanim ve teknik acidan, hem de anlam ve toplumsal hafiza acisindan sylenecek
seyler olabilir.

Bu malzemeler, tugladan, hatta gtineste kurutulmus toprak bloklardan, kerpicten bas-
layarak -yeni ve endustriyel porselen levhalar bir 6l¢lide dista tutulsa bile-, bazi ortak
insai, teknik ve kullamima bagh artilara sahipler. Bu artilan soyle sayabiliriz: Dogada
bol bulunmalari, hammadde ve Uretim prosesi olarak dogay: tiiketmemeleri ve kirletmemeleri, doniisebilmeleri, genelde
ekonomik olmalari, modiiler ve genelde kiiciik boyutlu olduklari icin onarim ve degisme kolayliklari, genellikle karmasik ve
sofistike yapim teknolojileri gerektirmeden yaygin olarak kullanilabilmeleri, cogunlukla bitmis malzeme olmalari, yani ek kap-
lama, katman, boya, koruyucu vb. gerektirmemeleri, termik 6zelliklerinin, bir béluminin refrakter yapisindan dolayi iklimsel
performanslarinin uygun olmasi... Bazilarinin, tugla gibi hem tasiyici, hem bitim malzemesi olarak kullanilabilmesi, giderek
geleneksel mimaride ve tas icin oldugu gibi, dikdértgen bloklarin egrilikli striiktiirlere de imkan verebilmesi. Bu nesnel
avantajlar artinlabilir. Ayrica, toprak menseli malzemelerin, gerek tugla, terracotta veya seramik panel/”karo” gibi modiiler
elemanlarda, gerekse kiiciik boyutlu ¢ini mozaik gibi olanlarinda, nihayet blylk boyutlu endustriyel porselen levhalarda,
modil boyutu ve kalinlik olarak sahip olduklari ¢esitlilik ve bunun farkl geometrideki mimari bicimlere uyum yapma yetene-
gi, bu malzeme ailesinin bir baska elverisliligi olarak gortlmelidir. Buna, zengin, standart ve zaman icinde degismeyen renk
cesitliligini de ekleyebiliriz.

Buna karsilik bu malzemelerin -tag ve ahsabin yani sira- yerlesim tarihinin en eski katmanlarindan beri kullaniliyor olmasi,
Uretim bilgisine oldugu kadar, kullanim hafizasina begeri ve kilttirel bir derinlik katiyor. Bunda, tasin ve ahsabin 6tesinde, top-
ragin kavram olarak icerdigi anlamsal ve mitolojik derinligi de dikkate almak gerekir. Dogayla, dogusla, camurdan var olma
ve var etmeyle 6zdeslesen bir kilttrel genetik. Troya’ya, Ur’a, daha kadim arkeolojilere, tabletlere, ilkel tapinaklara ve dinsel
ritiellere uzanan bir ge¢mis ve bunun insan hafizasina, anlam dagarcigina kazinan izleri. Ve bunun Ustline, sirlamanin, renk
vermenin, desen vermenin, kiiclik parcalarla ylizeye sanatsal cogkular katmanin binlerce yillik tarihi... Renkli cakil taslarindan
yapilma Roma mozaiklerinin teknoloji olarak olmasa da sanatsal duyus olarak akrabasi iran, Tiirkistan ve Selcuklu sirl tugla
bezemeleri, Osmanli cinileri, adsiz ustalarin seramik veya porselen kiriklarindan Ege Adalari’nda, ispanya’da désedigi avlular,
Tunus’un Nabeul kentinde uretilen sirli yagmur giderlerinin siisledigi Sidi Bou Said evleri, cam yesili Fas veya Endilis catilari
ya da bir Antonio Gaudi’nin coskulu Guell Parki “mobilyalan”... Pakistan’da, Meksika’da kimi adsiz halk sanatcilarinin bagka
coskulu ve Kitsch yaratilarini, Bong camisini bunlara katabilir, mirekkep yalamis modern seramik sanatcilarinin modernist ya-
pilarin duvarlarini kapsayan dev mural’lerini de ekleyebilirsiniz. Bizim geleneksel ve modern kltiirel kodlarimizin bircogunu
kapsayan zengin bir repertuvar.

Gunluk kullanimimizin mimariyi bttinleyen asina objelerini, lavabo, klozet, kagitlik gibi aksesuari, masamizdaki tabak canagi
ve bunlarin, evimizi ve icinde yasadigimiz yapilarin daha “mimari” 6gelerini olusturan yukarida degindigim malzemelerle
akrabaliginin tasarim agisindan icerebilecedi anlamlara girmiyorum.
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I will answer this question without restricting the subject to
facade, and adding to this group also the most traditional
of the earth origin, modular materials; brick. | believe that
what distinguishes the materials in this category from other
material families, which can be assessed as a good design
advantage for them are have types of features. The first one
is the composition of these materials linked to earth, accom-
modating some properties of it in themselves involving nat-
urality. The other one is the cultural accumulations of these
materials used through history, formed through the said his-
tory. In connection with these two features, there may be
things to say both in terms of use and technically and also in
terms of meaning and social memory. These materials, start-
ing from the brick, even sun-dried earth blocks and adobe —
even if new and industrial porcelain plates may be excluded
to an extent — have some common construction, technique
and use linked pluses. We can list these pluses as follows:
Their being amply available in nature, their not consuming
or polluting nature as raw material and production process,
their being recyclable, their being basically economical, their
ease of repair and replacement as they are modular and typi-
cally small-sized, their capability of being used widespread
without requiring complex and sophisticated construction
technologies generally, their mostly being finished goods,
that is, their not requiring additional coating, layers, dyes,
protectors, etc., their having useful climatic performance
due to the refractor nature of some... That some of them like
bricks may be used both as load bearer and also finishing
goods, their capability of being used in traditional architec-
ture and like for stones, rectangular blocks allowing arched
structures. These objective advantages may go on and on.
Also, another convenience of this material family may be list-
ed as their being diverse and capability of matching architec-
tural forms of different geography for modular elements like
brick, terracotta or ceramic panel/”tile” and also small-sized
mosaics and even the large sized industrial porcelain placed
due to their diversity as regards module size and thickness.
We can add to this the rich and standard color diversity
which remains unchanged through time.

Also, that these materials —in addition to stone and wood — hav-
ing been used since the oldest layers of the history of settlements, adds a human cultural depth to usage memory as much as
to production knowledge. Here, one also should consider the constructive and mythological depth earth involves as a concept,
beyond stone and wood. A cultural genetic identified with nature, birth, creation and to create from clay. A past extending to
Troy, Ur, more ancient archaeologies, tablets, primate temples and religious rituals and its traces engraved in human memory,
to store of knowledge of meanings. And to boot, millenniums old history of glazing, coloring, designing, adding artistic en-
thusiasms to the surface with small pieces... Persian, Turkistani and Seljuki glazed brick decorations which are relatives even if
not technologically but in terms of artistic sentiments of Roman mosaics made up of colored gravel, Ottoman tiles, yards laid
in Mediterranean Islands in Spain by unnamed masters from ceramic or porcelain fragments, Sidi Bou Said homes decorated
by glazed rain drains produced in Tunus’s Nabeul city, glass green Moroccan or Andalusian roofs or an Antonio Gaudi’s enthu-
siastic Guell Park “furniture”. You can add other enthusiastic and Kitsch creations in Pakistan or Mexico by some unknown folk
artists, the Bong mosque alongside of giant murals covering the walls of modernist buildings by modern ceramic fine artists
who have licked ink. A wealthy repertoire covering most of our traditional and modern cultural codes.

I’m not going into the familiar objects of our daily use complementing architecture, accessories like basins, toilet bowls, paper
holders, plates and bowls on our tables and the meanings which may be contained in terms of design of the kinship of these
with our homes and the above listed materials which form the more “architectural” elements of the buildings we live in.
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HURETUL =FKEHINZ=IM

Moimdr ~ ArehilEEcE

Bu tiir malzemeler dayanikhliklari ile 6ne cikiyorlar. Yagmur, glines, toz, riizgar gibi
atmosferik, hava kirliligi gibi cevresel etkilerin zarari alternatif cephe malzemeleri
ile kiyaslandiginda ¢ok az. Ayrica mekanik ankraj yontemiyle uygulama yapildigin-
da hasar goren bozulan bir parcanin yenisiyle degistirilmesi hi¢ zor degil. Binanin
yillar sonra gorsel kondisyonunun ilk glinki kadar iyi durumda olmasi mimarin
6nemsedigi bir konu. Ayrica yapinin prestiji, cephenin kaliteli ve cagdas bir goru-
niime kavusmasi adina tercih ettigimiz bu tir malzemelerde renk ve ebat cesitli-
ligi tasarimciyl memnun edecek diizeyde. Projeye gére dogru secilmesi ve dogru
uygulanmasi kosuluyla cepheye arti deger kattigina inaniyorum.

These types of materials come
to the front due to their resil-
ience. The damage of atmos-
pheric effects like rain, sun,
dust or wind and environ-
mental impacts like air pollu-
tion is very small compared
to alternative facade materials.
Also, it’s not very difficult to re-
place a part which is damaged
when application is done by
mechanical anchorage. It is a
point which is found important
by an architect that the visual
condition of the building years
later is as good as it was on the
first day. Also, the diversity of
color and size in these types of
materials we opt for so that the
building is prestigious and the
facade has a high quality and
contemporary look is at a level
which pleases the designer. |
believe that these add value to
the facade as long as they are
selected properly for the pro-
ject and that they are applied
correctly.
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CAM CIMNICT

Mimdr ~ ArchibBEEckE

Giincel konfor gereksinimleri, 1s1 gecirgenlik talepleri, i¢c ve dis ylizeylere artan
gorsel kalite hassasiyetleri duvarlan gitgide islevsel katmanlardan olusan ‘dikey
sandwhich’lere donustirdi. Seramik plakalar da incelik ve hafiflikleri, moddler tre-
tilmelerine ragmen kesilebilir 6zellikleri, standart kaliteleri, dis hava kosullarina da-
yanikliliklari, ucuzluklar, ¢cok cesitli doku secenekleri, kolay ve hassas montaj 6zel-
likleri ile 6zellikle dis ylizey bitirme islerinde dogal tas kaplamalarin yerine gecti.
Ancak butiin genel kabiliyetlerine ragmen herhangi bir malzemenin kullaniminin
bir mimari ‘butin’ icinde hem ‘insai’ hem ‘komposizyonel’ ¢ok cesitli sebeple-
ri olabilir. Herhangi bir insai malzemenin bir binada kullanilmasini ‘avantajli’ ve
‘anlamli’ kilan onun hangi mimari bitiin icinde ‘neden’ ve ‘nasil’ kullanildigi ile
ilgilidir diye digtiniyorum.

Contemporary comfort
needs, heat transmission
demand and the increasing
visual quality concerns for
interior and exterior surfaces
transformed walls more and
more into ‘vertical sand-
wiches” made up of func-
tional layers. Ceramic plates
replaced natural stone cover-
ings especially in exterior sur-
face finishing work, thanks to
their thinness and lightness,
their easy to cut features de-
spite being modular, their
standard qualities, resilience
against external weather
conditions, their being inex-
pensive, highly diverse tex-
ture choices and easy and
precise installation charac-
teristics.However, despite all
these overall capabilities, use
of any material may have very
different reasons both ‘con-
structional and also ‘compo-
sitional’, within an architec-
tural ‘whole’. What makes
the use of any construction
material in a building ‘advan-
tageous’ and ‘meaningful’,
I think, involves ‘why’ and
‘how’ it is used in an archi-
tectural whole.

.
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S=LLUH HWVLEL

Mimdr ~ ArchiBEEcE

Cephede seramik konusunda, aklima ilk gelen Renzo Piano’nun Paris’teki IRCAM
binasi. Paris’e bir aralar cok sik giderdim, bu binayi goriince dogrusu ¢ok sasir-
mistim. Tabii ki binalarin cepheleri asirlardir seramik gibi malzemelerle kaplaniyor,
bu anormal bir sey degil, ama burada Piano’nun tektonik diliyle bunun isleyisini
goriince ¢ok hoslanmistim. Nedeni ise cok basit, modernist bir mimar olarak, bir
malzemenin cephede bir nevi “tutkal/yapistirici” ile yapistirilarak islenmesi beni
her zaman zorlayacak bir seydi, fakat burada malzemenin 6zline indirgenmis bir
teknik ile yeni bir ydntem kullaniliyordu ki bu o siralar epeyce yeni bir yaklasim idi.
“Rain-Screen” dedigimiz yontem yagmur suyunun o6n cidarin arkasina ge¢cmesine
izin veriyor, dolayisiyla 6n cidardaki seramik ve celik tasiyici araliklari bos birakiliyor.
Alinan netice ¢ok sik bir gériiniim ve tabii ki cephe nasil yapildigini desifre etme-
mize izin vermis oluyor. Ama bu yaklasimin en bliytk avantaji benim icin terrakota
dedigimiz kizil toprak renkli bir malzemenin bdyle ince bir detayla bir dis cephede kullanilabiliyor olmasiydi. Ihmh bir
malzemenin daha sert ve keskin cizgileri olan celik ile kullaniimasi bana ¢ok cazip geliyor.

On the subject of ceramic on facade, what comes to my mind first is Renzo Piano’s IRCAM building in Paris. | used to visit
Paris for a while very often. Actually, | was very surprised when | saw this building. Of course, the facades of buildings have
been covered with materials like ceramics through centuries. This is nothing out of the ordinary, but | was very pleased when
| saw the functioning of this through Piano’s tectonic language. The reason was very simple, as a modernist architect, it was
something that would always give me a hard time to bond and process a material on the facade using a sort of “glue” but
here, a new technique was employed by a method reduced to the essence of the material which was quite a new approach
at the time. The method we call “Rain-Screen” allows rain water to go behind the front wall. Therefore, the gaps between
ceramic and steel load bearer on the front wall are left void. The obtained result is a very elegant appearance and indeed, the
facade allows us to decipher how it has been built. But the greatest advance of this approach was that a red colored material
we call terracotta could be used on the exterior in such fine detail. Use of a moderate material with steel which has harder
and sharper lines is very attractive for me.
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DARA HIRMIZITOFRAH

Mimdr ~ ArehiEBEEcE

GlUnumiz modern mimari érneklerin -6zellikle de proje ve hayal asamasinda kalmayip, hayat bulabilen binalarin- cogu
ne ilgingtir ki, gecmisin Urkek timevarim yaklasimindan ¢ok, cesur timdengelim yaklasimini orijin alir oldu. Yani, bu-
lundugu cografyaya ve etkilestigi cevreye gorsel katkisi olmasi kaygisiyla, mimarlar total form, sekil, striktiir kurgusunu
on planda tutup; fonksiyon kaygisina bogulmaktan kurtuldular. Boylece etrafimizda her giin yeni birer ikon bina gortr
olmaya basladik. Bu cesaretli yaklasimin gercege doniismesindeki etken, gliniimiiz dis cephe kaplama malzemelerinin
yetkinligi. Seramik de bu malzemeler arasindaki yerini glcli bir sekilde almistir bence. Clinkii ic metreye uzayabilen
plaka boyutlari, esnek ve hatta bukilebilir olmalariyla modern mimarinin bas aktérlerinden biridir artik. Ayrica binaya
fiziksel konfor saglayacak bir takim Ustlin 6zellikleri de var. Sert, dayanikh, uzun émurli, bakim gerektirmeyen, doga
ve iklim kosullarina dayanikl, su gecirmeyen, donmayan, ani sicaklik degisimlerinden etkilenmeyen ve kaplandiginda
yapliya agirlik getirmeyen hafif bir malzeme. Ciddi anlamda ses ve is1 izolasyonu sagliyor. Boyut, renk ve doku cesitliligi,
uygulama kolayligi, bizlere daha cesur binalar yapma imkani veriyor. Daha ne olsun ki...

MIMARICIN |
CEPHEDE SERAMIK,
TERRACOTTA,VB.
MALZEME KULLANJMININ
AVANTAJI NEDIR?

Most of the modern architectural specimens of the day — specifically buildings which did not remain in design and
imagination stage but were launched — most interestingly are rooted, rather than the scared inductive approach of
the past, in the brave deductive approach. This means that architects, with the concern of visual contribution to the
geography they are in and the environment interacted with; emphasizing total form, shape and structure setup, were
saved from being drowned in the concern of function. Hence, we started to see an iconic building everyday around us.
The factor in the transformation of this brave approach into reality is the capability of today’s exterior coating materials.
Ceramic, | believe has taken its place among these materials powerfully. Because, panel dimensions, which can extend
to three meters, are one of the main actors of modern architecture today as they are flexible and even bendable. Fur-
thermore, they have a set of superior features which will bring physical comfort to the building. A light material which
is hard, resilient, with long lifespan, which is no-maintenance, withstanding natural and climate conditions, which is
water resistant, frost free, not affected by instant temperature changes and which does not introduce weight to the
building when coated. They ensure serious sound and heat insulation. Dimension, color and texture diversity, ease of
application allow us to build braver buildings. What else would you want?
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MNATHLI TOMERHK

EAA-EmrE Arofldkt ArchikbBckS

EAA’da yurittigimuz tasanim pratiginde, karsilastigimiz her farkl durumun kendi 6zgul sorun tarifini ve o tarifin kosulladig
yapisal cevabi aramak-tretmekle ugrasiyoruz. Bu siireg icerisinde her bina, kendi 6zgil tanimi baglaminda belirlenen yapisal
elemanlar ve malzemeler ile nihai fiziksel tezahiriine kavusuyor. Bu noktada malzeme, proje stirecinin son safhasinda belir-
lenen bir tur ‘kaplama’ olarak degil, binanin genel kavramsal yonelimlerini yansitan ve cogu zaman tasarimin ilk anlarindan
itibaren stirece sinen temel bir bilesen olarak ele aliniyor.

Son dénemde tasarlanan Abdullah Giil Universitesi Kent Kamptisii projesi, Cumhuriyet sonrasindaki hizl endiistrilesme dé-
neminde kurulmus olan ilk modern sanayi tesislerinden birinin, Kayseri Simerbank Bez Fabrikasi’nin bir tiniversite kampi-
stine dénusiimiini ele aliyor. 1930’larda bir grup Rus mimar tarafindan tasarlanmis olan fabrika yapilari, modern mimarhk
diskuru icinde gorilebilecek yalin ve islevsel yapilar. Rus Konstriiktivizmi’nin izini alanin genel yerlesim planlarinda ve tekil
olarak yapilarin her adiminda okumak mumkiin. Gerek mevcut binalarin dénustirilmesinde, gerekse yerleskede yapacagi-
miz yeni binalarda bu izi anlamak, izden 6grenmek ve ders almak, yliksek bir estetik yetkinlik icerisinde yaratiimig enduistriyel
ruhu, hafizay! korumak, projenin 6nemli parametrelerinden biri oldu.

Alandaki mevcut ambar yapisini donistiiriip yeni eklemeler yaparak olusturdugumuz idari-egitim binasi bu yonelimler dog-
rultusunda ortaya cikti. Kampusin endustriyel ruhunun bir devami olarak yapinin seri tiretim malzemelerden olusturulmasi
tercih edildi. Bina bu sefer (!) tek defaya 6zgii ‘kuyumcu isi’ bir nesne olarak degil; standart, ekonomik, saglam, performansi
yuksek malzemelerin okundugu, bir tiir makine estetiginin hakim oldugu bir yapi olarak distinuldi. Seramik, endistriyel bir
yapi malzemesi olarak bu noktada devreye girerek yapinin bitiinsel varolusunun parcasi haline geldi.
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In the design practice we conduct at EAA, we deal with producing the original problem description of each different situ-
ation and the constructive answer condition by that definition. During this process, each building gets its final physical
appearance with structural elements and materials set under its specific definition. At this point, the material is handled
not as a type of ‘covering” determined in the last stage of the project process but as a basic component which reflects
the overall conceptual orientations of the building and most of the time, penetrating the process starting from the first
moments of design. The Abdullah Gul University City Campus project designed recently handles transformation of one
of the first modern industrial plants set up in the rapid industrialization period after the Republic, the Kayseri Simerbank
Cloth Factory, into a university campus. The factory buildings designed by a group of Russian architects in 1930s are plain
and functional structures which can be seen within the modern architecture discourse. It’s possible to read the traces of
Russian constructivism in the overall layout plans and singularly in each step of the buildings. Both in transformation of
the existing buildings and also in the new buildings we will construct at the campus, to understand this trace, to learn
and take lessons from the trace, to conserve the industrial spirit created within a high aesthetic capability were among
the important parameters of the project.

The administrative-academic building we created making new additions transforming the existing warehouse building
in the area emerged as a result of these approaches. As a continuation of the industrial spirit of the campus, it was opted
for to have the structure made of mass produced materials. This time (!), the building was thought of not as a one-off
‘jeweler made’ object but one where standard economical, sound, high performance materials are read, dominated by a
type of machine aesthetics. Ceramic coming into play at this point as an industrial building material became part of the
wholesome existence of the building.
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“Seramik sadece yapilari koruyan bir kaplama malzemesi degildir”
Seramik malzemesini cephe kaplamasi olarak ilk kez 1993’de Pamuk Spor binasinda
kullanmistim. Yolla paralel olarak konumlandirilan spor salonunun kuzey cephesi tize-
rindeki renkli seramik ylizeyler, cevrede 6zellikle cocuklar icin hayli ilgi ¢ekici olmustu.
ikinci kez 1997'de Dariissafaka Lisesi Maslak Spor Merkezi binalarinin ic ve dis mekanlari-
nin cephe yiizeylerinde farkl boyutlarda seramik kullandim. Dis etkenlere dayanikliligi ve
renkli cepheleriyle bina insa edildigi tarihteki gtincelligini hala korudugunu saniyorum.
iki yapida kullanilan seramikler yurt diginda ithal edilmisti. Seramik tretimi ve teknolojisi
Ulkemizde hizla gelisti, yerli Grtinlerin kalitesi giderek gelistiinden Griin temini igin disa
bakmanin geregi kalmadigini distintiyorum. Yapisal ve de gorsel olarak farkl seramik
drinleri mimarlara kullanim acisindan olanaklar sagladigi, sayilari giderek artan yapili
cevrede izlenmektedir. Seramik bence siis degil yapilarin asli yapi malzemesidir. 1999'da
Feride Koski Villalari ile 2006 ¢cok kath Stargate Konutlarinin tim cephelerinde seramik tiirlerini uygulama firsatim oldu. Bu
malzemeyi dogal yapi Uriinlerinden tretilmis olmasi nedeniyle tercih etmekteyim. Yiiksek i1sida tretilen malzemenin cevre ko-
sullarinin olumsuz etkilerine kargi yanit vermesi, yapilarin cephelerinin korunmasi agisindan énemlidir. Ayrica nem, isi ve suya
dayanikhhg, leke tutmamasi, yapilarda cephe tasarimlarinin devamlihgr olanak verir. Isia duyarl seramik riinleri binalarin
gorselliklerine, cephe yiizeylerinin tasarimlarina olumlu katkilari oldugu goriilmektedir. Seramik trtinleri bina cephelerinin dis
etkenlerin olusturdugu kirlenme ve solmalarini, eskimelerini 6nler. Uygulama stirecinde kullanilan teknikler, kalite olarak fark
yaratabilir ve malzemenin bilinen &zelliklerine arti degerler katabilir. Farkli boyutlarda renk ve yiizey dokulariyla uygulama ola-
nagina imkan veren seramik, mimarlara cephe tasarimlarinda yeni ve farkli olanaklar verebilir.

Gunesin yapi lizerinde etkisi vardir. Seramik, giin 1sigina duyarli bir malzemedir. Giin

boyunca cephe yiizeylerinde, yiizey dokulari ve renkleriyle olusturduklari de-
gismeler yapilarin cephelerine dinamizm yeni boyutlar kazandirmaktadir.
Giinesin, seramik ytizeylerde yansimalari, renk degisimlerine yapinin
gorselligini zenginlestirebilir. Seramik 151§1 yutmaz disa vurur.
Mimari yapilarin dogal ve fiziksel cevreye iliskilendirilme-
sinde diisinme alanimiza yeni boyutlar verebilir.
Seramik tiirii cephe kaplama malzemeleri,
Uretim siirecinden uygulama teknigi-

ne degin, farkl boyutlarda, doku

ve renklerde kullanma olanagi bu-

lunmasi nedeniyle yapinin tasarim
sirecinde de mimarlara yeniden
distinme yolunu acabilir.
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“Ceramic is not just a covering material
protecting buildings”

I had used ceramic as a facade covering for the first time
in Pamuk Sport building in 1993. The colored ceramic
surfaces on the northern facade of the sport building
positioned parallel to the road had been quite attrac-
tive especially for the children in the neighborhood.
The second time, | used different sizes of ceramic on
the facades of the interiors and exteriors of Dariissafaka
High School Maslak Sports Center buildings in 1997. |
believe that the building still preserves its current state
on the date it was constructed, with its resilience to ex-
ternal factors and its colored facades. Ceramic materi-
als used in the two buildings were imported. Ceramic
manufacture and technology swiftly progressed in our
country. | think that as the quality of local products ad-
vanced progressively, there is no need to look to the
outside for product supply. It is observed that structur-
ally and visually, different ceramic products bring ca-
pabilities of use to architects in the built environment
which is continuously expanding. Ceramic, for me, is
not an ornament but the principal material of struc-
tures. | got the chance to apply types of ceramics on
all facades of Feride Koski Villas in 1999 and the multi-
storey Stargate Residences in 2006. | prefer this mate-
rial as it is produced from natural building materials.
Responding to the adverse impact of environmental
conditions by a material produced at high temperature
is important for conservation of the facades of build-
ings. Furthermore, resistance to humidity, heat and
water, being stain-proof allows the continuity of facade
designs in buildings. Light sensitive ceramic products
contribute positively to the visuality of buildings and
designs of facade surfaces. Ceramic ware prevent pol-
lution, fading and wear and tear of building facades
due to external factors. Techniques employed in the
application process may create a difference in terms of quality, may add value to the known features of the material.
Ceramic, allowing application capability with different sized color and surface textures may bring new and different ca-
pabilities to architects in facade design. The sun has an impact on a building. Ceramic is a material that is sensitive to day
light. Changes occurring through the day on facade surfaces with surface textures and colors bring dynamism and new
dimensions to the facades of buildings. Reflections of the sun on ceramic surfaces may enrich the visual richness of the
structure with color changes. Ceramic does not absorb light but it sends it to the outside. It may bring new dimensions
to our thinking domain in linking of architectural structures to the natural and physical environment. Ceramic type facade
coverings may allow architects to think again in the design process of the building as they may be used in different sizes,
textures and colors from the production process to the application technique.

MIMAR iCiN CEPHEDE SERAMIK, TERRACOTTA,VB. MALZEME
KULLANIMININ AVANTAJI NEDIR?
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EORRANM EHINCI . e

Cephede seramik, terracota vb. malzeme kullaniminin cesitli avantajlar vardir. Bu tir kaplamalar, yapinin eskimesini
geciktirir. Bir kabuk gibi binanin tasiyicisini, duvarlarini korur. Temizlenmesi kolaydir, hatta kolay kolay kirlenmez. Yapiyi
kaliteli kilar, estetik ve diizglin gériinmesini saglar. Ayrica malzemenin montaj icin ihtiya¢ duydugu bosluk/kalinlik, izo-
lasyon ve cesitli tesisat dagilimi icin hem mimara hem de insaatin kalitesine biiytik yarar saglamaktadir.

There are various advantages to using ceramic, terracotta, etc. on the facade. These types of coverings delay wear and
tear of the structure. It protects the load bearer and walls of the building like a shell. They are easy to clean, in fact,
they don’t get dirty easily. They allow the structure to have quality, to look aesthetical and smooth. Also, it brings great
advantages both to the architect and also to the quality of construction for gaps, thickness, insulation and various
installation distribution required by the material for installation.

T

1

Es

mimari architecture



= — S ey
ool
AL

ﬂ W ’ Bl
ok
¥ g
SRET
b2l 0305

QUARTZ

[ZNIK MAVi CINI SERAMIK
Seramik literatiiriinde iiretilmesi imkansiz seramiklerden sayilan Fenik ginileri uzun
teknik upraslar sonucunda bu yy da Mavi Cini ve Seramik igletmesinin ik teki
atislyelerinde }'emden iiretilmistir. Iginde % 78-85 Kuvars tozu iceren ve tamamen
16-17.yy Iznik gini karakterine uygun olarak insan emegiyle olugturulmustur.
Camur el ile yogrulmug,Astar ¢l ile gekilmis,klasik desenler ve modern tasanmlar
uzmanca hazirlanmigtir. Boyalar metal oksitlerden elde edilip usta bezemeciler
tarafindan dzenerek bilingle boyanmigtir. Yaklagik 60 giinliik bir iiretim siirecinin
sonunda
ATESTE DOGAN CICEKLERI
gl.mumum tagryan
IZNIK MAVI CINI ve SERAMIK ISLETMESI

geleneksel, kiiltiirel ve kentsel mirasimiza sahip grkmanin bilinciyle Tznik Cinilerini bu
yy da iiretmenin onurunu tagimaktadur.

‘ Iznik Mavi Cini : Y. Sanayi Sitesi E/Blok 1ZNiK/BURSA
: Tel - Faks : +90 224 757 65 03 - ?5?5553
www.iznikmavicinicom - cini@izn r
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MODERN MIMARLIK TARIHi PERSPEKTIFINDEN CEVAP VERIRSEM, CEPHELERIN SERAMIK, TER-
RACOTTA, “GLAZED TILE" GIBi MALZEMELERLE BIRLIKTE DUSUNULMESI (*SUSLENMESI"” DEMi-
YORUM!) FIKRININ COK KABACA UG DONEMDE ONE GIKTIGINI VE SADECE TEKNIK BiR MESELE
OLMAYIP MODERN MIMARLIGIN KURAMSAL TARTISMALARINI DA ETKILEDIGiNi SOYLEYEBILI-
RiZ. SOYLEKi: LET ME RESPOND IN MY CAPACITY AS AN ARCHITECTURAL HISTORIAN AND BE-
GIN BY SAYING THAT THE CLADDING OF BUILDING FACADES WITH MATERIALS LIKE CERAMIC,
TERRA COTTA OR GLAZED TILES IS NOT JUST A TECHNICAL MATTER: RATHER IT IS ONE OF
THE CONSTITUTIVE THEMES AND THE SOURCE OF IMPORTANT DEBATES IN THE HISTORY AND
THEORY OF MODERN ARCHITECTURE. VERY SIMPLY, THE CONCEPTUALIZATION OF CLADDING
MATERIALS, NOT AS A STUCK-ON ORNAMENT BUT AS AN INTEGRAL ASPECT OF THE OVERALL
DESIGN CONCEPT IS AN IDEA THAT HAS EVOLVED ACROSS THREE DISTINCT PERIODS:

1. Erken Modern/19. Yizyil Sonu

19 yy’in ikinci yarisinda, celik iskelet mimarlikta kullaniimaya When steel-frame construction came to be widely used in the
baslayip modern yapi tiplerine uygulandiginda (ofis, banka, new urban building types of the 19th century (offices, banks,
otel, cok katl magaza vb.), Chicago ve Viyana’da en 6nemli department stores, hotels etc), sheathing the steel structure
orneklerini gordiigiimiiz sekilde celik striktiirtin bu cephe with ceramic or terra cotta became a common practice, as
malzemeleriyle kaplandigini gérilyoruz. Burada iki faktor exemplified by many famous historical buildings in Chicago
6nemli: a) teknik —celik stritktirii yangina dayanikli kilmak and Vienna. Two major factors account for this: a) technical
icin bu malzemelerle kaplama geregi (6zellikle Chicago’nun —the need to cover and fire-proof the steel for better resistance
gecirdigi blylik yanginlardan sonra); ve b) estetik —mimarlik to frequent fires (especially after the devastation of Chicago’s
kuraminda “ornament” tartismalarinin bu dénemde ortaya 1871 fire) and b) aesthetic —the need to theorize the role and
ciktigini hatirlayabiliriz. Bu tartismalarda da iki kuramsal cer- significance of “ornament” in modern architecture, informed
cevenin izlerini gérmek mimkiin: by two major theoretical discussions as follows:

1.1- Binanin islevini nasil ifade edecegi tartismalari: 1.1. Discussions regarding how the building should exp-
Heniiz klasik anlayistan tamamen kopmamis bir mi- ress its function: Not yet entirely dissociated from its own
marlik disiplininin, yepyeni malzeme ve bina tipleri classical foundations, the discipline of architecture was preoc-
ile karsilastiginda, bunlari eski estetik degerlerle nasil cupied in this period with the question of how to reconcile
yeniden yorumlayacagini diisinmesi. Mesela, Louis new building types, materials and construction techniques
Sullivan’in artik klasik olmus makalesi “The Tall Office with traditional aesthetic values. For example, in his classic
Building Artistically Considered” (1896)’da anlattigi text, “The Tall Office Building Artistically Considered” (1896),
gibi, yiuiksek bir ofis yapisinin, hala klasik bir yapi gibi Louis Sullivan conceptualizes the tall office tower as a classi-
bir tabani (zemin kat; yapinin sehirle karsilastigi seviye), cal building with a base (the ground floor where the building
bir gévdesi (tekrar eden ofis katlar) ve bir bashgi/bitisi meets the city), a shaft (identical floors of offices) and a top
(st kat, cati, penthouse vs.) olmasi ve bunlarin ayri ifa- (top floor or penthouse, the roofline), attributing to terra cotta
delendirilmesi diistincesi... Dolayisiyla terracotta kapla- facade elements the role of differentiating and accentuating
malarla bu bélimlerin ayristirlmasi: rnegin zemin ko- this tri-partite schema. Hence, while the ground floor could
tunda ¢ok daha ornamental, sokaktan gelip gegenleri display more extensive and intricate ornamentation to invi-
cezbedici bicimde kaplamalar kullanilirken, tst katlarda te the pedestrians, ornamentation on the upper floors was
bu kaplamalarin sadelesmesi gibi (Sullivan’in meshur simpler and sparser (we can think of Sullivan’s canonic Car-
Carson Pirie Scott binasini (1899) hatirlayabiliriz). Chi- son Pirie Scott department store of 1899). In Chicago and in
cago ve genel olarak Amerikan erken modern mimar- early modern American architecture in general, the technical
hginda teknik nedenlerle (yangina karsi) yaygin olarak significance of terra-cotta (for fire resistance) was intimately in-
kullanilan terracotta, ayni zamanda da ornament ku- tertwined with its aesthetic significance expressed in theories
ramlarini Gretmis, 6zellikle “organic ornament” —yani of “organic ornament”, i.e. ornament that is not a decorative
binaya sonradan yapistirma degil de cephenin tekto- veneer stuck-on the structure afterwards, but rather one that
nik butinligu icinde dusunilen ve ilhamini dogadan is inspired by nature and is conceived within the tectonic unity
alan ornament fikri, Louis Sullivan ve Henry Hobson of the facade, as for example illustrated by the brickwork, terra
Richardson tarafindan gelistirilmis ve tugla, terracotta, cotta ornaments or ceramic facade tiles of buildings by Louis
seramik malzemeleriyle uygulanmistir. Sullivan and Henry Hobson Richardson among others.
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H.H.Richardson, Sever Hall, Harvard University, 1882

1.2- Cladding (Bekleidung) kuramlari: Geottfried
Semper’in gelistirdigi bu kuramsal cerceve, mimarhigin
esasini struktirde (kolon-kiris-cerceve) bulan anlayisa
karsi, cladding’in (duvarlarin) énemini vurgular... Mi-
marlik dustincesinin kdkenini ararken, primitif barinaklar-
da mekanlarin kumas perdelerle, halilarla, hasir érgilerle
ayrilmasini 6ne cikarir; Mezopotamya duvar resimleri ve
rolyeflerinin (Babil’in sirh tuglalari gibi) bu fikrin orijini
oldugunu soyler. Antik klasik tapinaklarin beyaz degil
renkli oldugunun kesfedilmesi de (Polychromy mese-
lesi) 19.yy’in ikinci yarisinda bu cladding ve ornament
fikirlerini desteklemistir. Bu tartismalardan beslenen Art
Nouveau Viyana'da en &zgiin orneklerini verirken Otto
Wagner’in seramik fayanslari kullandigi Linke Wienzeile
Apartments (1889) konut yapisini hatirlayabiliriz. Burada
seramik ve fayans kaplamanin, striikttrle 6rtiisir bicimde
degil de adeta cepheden sarkitilmis bir kumas ya da hali
gibi kullanilmasi 6nemlidir. Bilindigi gibi, Adolf Loos’un
meshur “Ornament and Crime” yazisi (1908) bu siisleme
fikirlerinin, Art Nouveau’nun Viyana’daki versiyonu olan
Secession’un ve oOzellikle Gesamkunstwerk distinceleri-
nin keskin bir elestirisi olarak yazilip 20yy modernizmin-
de ornament fikrini reddine dogru ilk isaretleri verecektir.

opinion
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1.2. Theories of Cladding (Bekleidung): In contrast to
architectural theories locating the origin of architecture
in structural elements (columns, beams, frames), these
theories, initially formulated by Gottfried Semper, emp-
hasize the significance of cladding (walls) and traces the
origins of architecture to the division of space in primiti-
ve dwellings by woven fabrics, mats, carpets and other
hanging elements, to be emulated by murals, frescoes,
wall reliefs and glazed tiles (such as in ancient Mesopo-
tamian and Assyrian buildings). The 19th century disco-
very that the classical temples of antiquity were not whi-
te, but covered with colored ornaments (polychromy)
was posited as further proof of these theories which
informed Art Nouveau and Viennese Secession. One of
the most representative examples is Otto Wagner’s Linke
Wienzeile Apartments in Vienna (1889) which uses the
colorful majolica tiles as a fabric hanging on the facade
independent of structure. As well known, Adolf Loos’ fa-
mous essay “Ornament and Crime” (1908) was written
as a critique of such decorative tendencies of the Vien-
nese Secession and the ideas of Gesamkunstwerk that
accompanied it, pointing towards the eventual rejection
of ornament in 20th century modernism.

Budapest Museum of Applied Arts, 1893-96 by Odon Lechner

Babylon, Ishtar gate 0. Wagner Linke ernzetleApartmean
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National University of Mexico, Central Library, Mexico City,
1953 (Architects: Juan O'Gorman, Gustavo Saavedra and Juan
Martinez de Velasco)

National University of Mexico, School of Medicine, Mexico City, 1953
(Architects: Roberto Alvarez Espinoza, Pedro Ramirez Vasquez and

Ramon Torres; Mural by Francisco Eppens)

2. 20. Yuzyill Ortas:1 /I1. D

20 yy basinda (6zellikle Bauhaus ve Le Corbusier
izinde) en avantgarde makina ¢agi soylemlerini be-
nimseyip, rasyonalist/fonksiyonalist argiimanlarla
sislemeden arinan, (dolayisiyla seramik, fayans,
terracotta ve benzeri cephe elemanlarini reddeden)
modernizm, 1950’lere gelindiginde kendiyle bir he-
saplagsma baslatip, rasyonalist/fonskiyonalist asirihgi
ve sterilligi asmak UGzere revizyonist arayiglara girisir.
Bu arayislarin en 6ne ¢ikani “Art-Architecture Synthe-
sis” ya da “Plastik Sanatlar Sentezi” (Latin Amerika’da
integracion plastica) gibi tabirlerle anilan, yapilarin
cephesini mural, seramik pano vb. ile canlandirma
ve ifadelendirme egilimidir ki bizde de Grup Espas,
Bedri Rahmi’nin cephe panolari, Fureya seramikleri
gibi pek ¢cok uygulamasi vardir. Aslinda bu baglamda
1950’ler modernizmi, sonradan post-modernistlerin
iddialarinin aksine, ornament fikrinin ve anlam arayis-
larinin reddedilmedigi, sadece modernist egilimlerle
yeniden yorumlandigi ilging ve verimli bir dénemdir.
Ozellikle Latin Amerika ve Asya’da yeni bagimsizli-
gina kavusan pek cok llkede mimarlar bir ilerleme
gostergesi olarak modern mimarhgi benimserken,
bu seramik pano ve mural’lar, ulusal kimlige (tarihe,
mitolojiye, folklora) géndermeler yapan, stilize ya
da soyut motifler kullanmaya, boylece “Uluslararasi
Uslup”u ulusallastirmaya/ yerine ait kilmaya olanak
vermistir.
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Adopting the discourses of machine age rationalism, func-
tionalism and new-objectivity (and following the teachings
of both Bauhaus and Le Corbusier), early 20th century mo-
dernism had emerged as a negation of the idea of ornament
and a rejection of the use of ceramic tiles, terra cotta and
similar cladding materials. By the 1950s however, moder-
nism was already searching for new, revisionist directions
to transcend this earlier rationalist/ functionalist excess and
the resulting formal sterility. Among these post World War
Il revisionist trends, one of the most interesting one is the
so called “Art-Architecture Synthesis” or the synthesis of the
plastic arts (integracion plastica in Latin America) which so-
ught to revitalize modernism by integrating murals, ceramic
panels or mosaic art works on the facades of modern buil-
dings. In Turkey, the work of Group Espas, the mosaic panels
of Bedri Rahmi Eyuboglu or the wall ceramics of Fureya can
be cited as representative of these trends. In this sense, cont-
rary to the later claims of postmodernists, 1950s modernism
is not a negation of the ideas of ornament and meaning in
architecture, but rather an innovative re-conceptualization
of these ideas in modernist terms. Especially in Latin America
and in newly independent nations of Asia where modern
architecture was adopted as an expression of progress, the
incorporation of such murals or ceramic wall panels depic-
ting stylized and abstract motifs alluding to national history,
folklore or mythology, has been an effective strategy of na-
tionalizing the “international style” and thereby owning it.

mimari architecture
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3. Son Donem: “Ornament’in Geri Donusu”

Bir sureden beri, hem akademik cevrelerde, hem
tasarim diinyasinda ornament/siislemenin mimar-
hga geri dondugl konusuluyor; mesela Farshid
Moussavi’nin The Function of Ornament (2006) ki-
tabi bu yonde epeyce tartisma baslatti... Temel argii-
man, artik dijital teknolojilerin tasarima ve bina ure-
timine girmesiyle cok yeni ornament olanaklarinin
ortaya ¢ikmasi —artik cephe, malzeme ve estetigin
hep birlikte dastnaldigu, tasin, seramigin, camin,
metalin ve her turli malzemenin dijital tekniklerle
desen (pattern) yaratacak bicimlerde kesilmesinin
ve uygulanmasinin mimkin hale gelmesi ve bunun
getirdigi yeni estetik acilimlar vs. Bu heniiz siiren ve
diinyadan ylzlerce érnekle desteklenebilecek cok
genis bir konu; benim de daha dnceki dénemler ka-
dar ayrintili calismadigim bir dénem. Dolayisiyla ben
burada keseyim; keserken de gecen yazdan beri igin-
de yasadigim Galata’daki Belkis Apartmani’nin Simal
Sokak cephesini (2011, Mimari Boran Ekinci) bu yeni
trendlerin bir 6rnegi olarak gosterebilirim.

For quite some time now, in both academic circles and the
design world, there is a heated discussion of the “return of
the ornament” in architecture --as in the case of the deba-
tes started by Farshid Moussavi’s book The Function of Or-
nament (2006). The prevailing consensus is that with the
introduction of digital technologies into design and pro-
duction processes, hitherto unprecedented ornamental
possibilities have emerged. The new techniques of digitally
cutting stone, ceramics, tiles, metal or virtually any material
in non-standard forms and pattern-making sequences have
allowed architects to once again conceive of the facade, the
cladding materials and the overall design as a single integral
concept. Even a cursory review of recent architectural work
from around the world can reveal that some of the most cut-
ting-edge new designs are informed by these new aesthetic
possibilities. This, however, is a vast topic in itself, and one
that | have not researched as much as the two earlier peri-
ods. | will therefore, conclude here, with an example that
| happen to be familiar with: the ornamented Simal Sokak
facade of the brand new Apartman Belkis in Galata, Istanbul
by Boran Ekinci (2011) can be viewed as a local example of
these new trends as they disseminate in Turkey as well.
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ARCHITECTS AND

AUTHORS ASSESS

MOSQUES IN THE
MODERN AGE

Architects and authors meeting
at the conference “Kalebodur and
Architects Talk” discussed the subject of
“Why do we build such mosques in 21st
century?” both architecturally and also
socially.

Kalebodur’un, toplumu ve mimarhg ilgilendi-
ren degerlere sahip ¢cikma misyonuyla diizenledigi
“Kalebodur’la Mimarlar Konusuyor” isimli toplan-
t1 dizisinin ilk bulusmasi Kapadokya'da gerceklesti.
Mimar, sosyolog, yazar, gazeteci ve disundrler ile
bir araya gelerek toplumu yakindan ilgilendiren ko-
nularda tartisma platformu olusturmay hedefleyen
Kalebodur, son giinlerin en ¢ok tartisilan konularin-
dan “cami” kavramini ele aldi. Kalebodur, Arkitera
Mimarlik Merkezi ve Argos in Cappadocia isbirligi
ile dizenlenen “Kalebodur’la Mimarlar Konusuyor”
toplantisi, “21. ylizyilda neden bdyle camiler yapiyo-
ruz?”, “Nasil yapmaliyiz?” sorulari ekseninde, inli
mimarlar Nevzat Sayin, Can Cinici ve distiniir Diica-
ne Cindioglu’nun katilimi ile gerceklesti.

Modern cagda ayni mimari sekil

tekrar ediliyor

Konusmaci ve katilmcilar; camilerin, modern ¢agda
surekli ayni mimari sekli tekrar etmesinden, kiltirel
catismalarin yansidigi bir alan olup olmadigina kadar
genis yelpazede ele aldi. Selcuklu’dan Osmanli’ya
ulasan cami pratiklerinden Istanbul’daki giincel cami
projelerine kadar pek cok konu hakkinda géris bildi-
ren katilimcilar, Tirkiye 6zelinde mimari ve toplum-
sal degerlendirmelerde bulundu.
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MIMAR VE
YAZARLAR MODERN
CAGDA CAMILERI
DEGERLENDIRDI

“Kalebodur’la Mimarlar Konusuyor”
toplantisinda bulusan mimar ve yazarlar,
“21. ytizyilda neden boyle camiler yapryoruz?”
konusunu hem mimari hem de sosyal
acidan ele aldh.

The first one of the series of conferences entitled “Kalebo-
dur and Architects Talk” organized by Kalebodur with the
mission of owning up to assets concerning society and
architecture was held in Cappadocia. Seeking to create a
discussion platform on matters closely concerning society
and coming together with architects, sociologists, authors,
journalists and philosophers, Kalebodur addressed the
concept of “mosque”, one of the most frequently debated
matters of recent days. The conference “Kalebodur and Ar-
chitects Talk” organized with the collaboration of Kalebo-
dur, Arkitera Architecture Center and Argos in Cappadocia
was held in the axis of the questions “Why do we build such
mosques in the 21st century, how should we build them?”
with participation of famed architects Nevzat Sayin, Can
Cinici and philosopher Diicane Ciindioglu.

The same architectural

form is repeated in the modern age

Speakers and attendees discussed the matter in a broad
spectrum ranging from repetitition of mosques continu-
ously the same architectural form in the modern age, to
whether it is a field onto which cultural conflicts reflect.
Participants, giving their views on numerous subjects from
mosque practices from the Seljukis to the Ottomans, to the
current mosque projects in Turkey, made architectural and
social assessments dedicated to Turkey.

mimari architecture
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NEVZAT SAYIN: NEVZAT SAYIN:

Uretim cesitlili§i gelenegin icinde aranabilir Production diversity may be sought in tradition
Mimar Nevzat Sayin, konuyu hem mimari hem de Architect Nevzat Sayin, assessing the matter both architec-
sosyal acidan degerlendirerek gorgii kavrami tzeri- turally and also socially, talked about his inquiries on the
ne yaptigi sorgulamalardan bahsetti. Ayni zamanda concept of etiquette. Nevzat Sayin, who is also the architect
Malatya’da yapimi stiren 5 bin kisilik Mehmet Kavuk of 5,000 people accommodating Mehmet Kavuk Mosque
Camisi’nin mimari olan Nevzat Sayin, tretim cesitlili- still under construction in Malatya, argued that production
ginin gelenegin icinde aranabilecegini savundu. Ge- diversity could be sought in tradition. Addressing the con-
lenek ve cami kavramlarini ele alan Sayin, “Gelenek cepts of tradition and the mosque, Sayin said, “Tradition
omir icinde uretilebilecek bir sey degil ancak icinde is not something that can be created in a lifespan but it is
yasadikca varlig artan bir seydir. Dolayisiyla gelenek something whose existence increases as one lives in. There-
Uretemezsiniz” dedi. fore, you cannot create tradition”.

DUCANE cCUNDIOGLU: DUCANE CUNDIOGLU:

AKM Taksim’in mabedidir AKM is Taksim’s temple

Konusmacilardan Diicane Ciindioglu, “Belki cami Speaker Diicane Cindioglu said, “Maybe mosque talks
konusmalari bir sene sonra bizi mabet konusmaya, will guide us to discuss temples, temple cities and the

mabet sehri ve diinyayl konusmaya yoneltecek”
dedi. Mabedin, ge¢cmiste miminleri cevresin-
de toparlayan, dolayisiyla sehri toparlayan
anlamina geldigini vurgulayan Ciindiog- you think the mosque can be seated at the
lu, “Sizce simdi cami sehrin merkezinde core of the city? What should be at the
er alabilir mi? Sehrin merkezinde ne - core of the city? For me, for example,
ﬁlmalldlr. Bence drnegin AKM Taksim’in KalebOdur la AKM is Taksim’s temple”.
mabedidir” diye konustu. Konusuvor

world a year later”. Stressing that the temple in
the past meant collecting believers around it,
therefore the city, Clindioglu said, “Now do

CAN CiNici:
The main problem
is renewal of repertoire
Together with architect Behruz Cinici,
who made an impression on Turkish archi-
tecture history, owning the international Aga

CAN CiNici:

Asil sorun repertuarin
yenilenmesinde

Turk mimarlik tarihinde iz birakan mimar
Behruz Cinici’yle birlikte, TBMM Cami ile

Uluslararasi Aga Han Mimarlik Odili’nin Han Architecture Award with TBMM Mosque;
sahibi olan Can Cinici, asil sorunun modern repertu- Can Cinici, noting that the main problem is in the re-
arin yenilenmesinde oldugunu ifade ederek, modern newal of modern repertoire, drew attention to the fact
cami konusunda soyutlama zorunlulugu dogdugu- that there was the need for abstraction on the subject of
na dikkat cekti. the modern mosque.
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sanat-sergl| .., _vhibition

SERAMIK SANATCISI ALEV EBUZZiYA SIESBYE YENI CALISMALARINI
GECTIGIMIZ AYLARDA iISTANBUL GALERI NEV'DE SERGILEDI. TARIH-
TE BILDiGIMiZ EN ESKi FORMLARDAN BiRi OLAN CANAGI, BOSLUGU
BiICIMLENDIREREK CAGDAS SANATIN BiR NESNESI HALINE GETIREN
EBUZZIYANIN ESERLERI BIRCOK ULUSLARARASI MUZEDE DE iZLEN-
MiSTi BUGUNE KADAR. COGUNLUKLA BUYUSU, SIIRSELLIGI YA DA
DUSSELLIGI ILE TANIMLANSA DA, EBUZZIYANIN YUKSEK PiSIRIMLI
GOZENEKSIZ SERAMIKLERI TEKNIK USTALIK BAKIMINDAN DA ESSiZ
OLARAK DEGERLENDIRILIYOR. CALISMALARINI PARIS'TE SURDU-
REN, ULUSLARASI SANAT TARIHCILERI VE ELESTIRMENLER TARA-
FINDAN DUNYA SERAMIK SANATININ SAYILI USTALARI ARASINDA
ANILAN ALEV EBUZZIiYA ILE SON SERGISi VESILESI iLE BiR SOYLESI
GERCEKLESTIRDIK... CERAMIC FINE ARTIST ALEV EBUZZIYA SIESBYE EX-
HIBITED HER NEW WORKS AT ISTANBUL GALERI NEV IN RECENT MONTHS.
THE WORKS OF EBUZZIYA WHO BRINGS THE BOWL, ONE OF THE OLDEST
KNOWN FORMS IN HISTORY INTO AN OBJECT OF CONTEMPORARY ART SHAP-
ING SPACE, HAD SO FAR BEEN VIEWED IN MANY INTERNATIONAL MUSEUMS.
ALTHOUGH IT IS MOSTLY DEFINED BY ITS MAGIC, POETICNESS OR DREAMI-
NESS, EBUZZIYA'S HIGH TEMPERATURE FIRED NON-POROUS CERAMIC WARE
ARE DEEMED TO BE UNIQUE IN TERMS OF TECHNICAL MASTERY AS WELL.
WE HAD AN INTERVIEW WITH ALEV EBUZZIYA WHO PURSUES HER ACTIVI-
TIES IN PARIS, MENTIONED BY INTERNATIONAL ART HISTORIANS AND CRI-
TIQUES AMONG FEW MASTERS OF WORLD CERAMIC ART ON THE OCCASION
OF HER LAST EXHIBITION..
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Genel olarak cok cabuk olan seyler hemen bir
yerlere oturamiyor. Benzer formu korumanin,
devam ettirmenin, her seferinde bu form iize-
rinden yeni bir sey iiretmenin kiymeti iizerine
neler soylemek istersiniz?

Cok iyi bildigimiz ama artik gérmedigimiz, dnemse-
medigimiz bir form canak. Saninm benimkiler eski ile
bugiin arasinda bir kdpri oldu. Zamansizliklari belki
bundan hafizamizi zorluyor, sorguluyor. Yaptigim isi
neden yaptigim sorulursa : “Unutmamak, gene ve
gene hatirlamak icin” derdim.

Az evvelki soruya paralel olarak giiniimiiziin bii-
yiik bir sorunu hemen sonuca ulasma cabasi. Ger-
cek zanaatkarhk ise zaman ile derdi olmamayi
beraberinde getiriyor. Neler soylemek istersiniz?
Zanaati bilmeden iyi bir is yapilabilecegine inanmiyorum.
Ham madde gibidir, oldugu gibi kalabilir de. Zanaati bol,
gerisi ¢ok eksik o kadar is var ki. GiUnuim{uziin asil sorunu,
cabucak meshur olmayi istemek. Basari yillarin cabasini
gerektiriyor. Okulu bitirir bitirmez galerilere kosani ya-
dirgiyorum. Nasil bu kadar emin olabiliyorlar kendilerin-
den? Meshur olmak icin calismayi ¢ok ayipliyorum.

Peki, zamani nasil kullaniyorsunuz?

Zaman, calismanin kontrol edemeyecegimiz unsuru!
Onemli olan, gecirdigimiz zamanda ne yaptigimiz.
Bazi isler kisa stirede cikabilir elbette. Zamani zoraki
uzatmak ya da kisaltmak, cok iyi bir usta degilseniz
isin bir yerinden mutlaka sintir.”Marifet” gostermeye
vakit harcamak o kadar gereksiz ki. Is, bittigini bilir!

Tek bir canagin seriivenini sormak istiyorum.
Nasil bir siirecte iiretiliyor? Kisaca anlatma-
niz miimkiin mii?

Yilda 25-30 is ¢ikiyor atélyemden. Begenmediklerimi
bir stire sonra kirlyorum, hemen degil. Kéti isten 64-
renecek ¢ok sey var. Biyik bir canagin yapilmasi 6-7
saat durmadan calismayi gerektiriyor. Ylizey calisma-
lari, sirlamak da zaman ve sabir isteyen isler.

Tasavvufta bosluk kavrami iizerinde cok duru-
luyor, 5. madde olarak tanimlaniyor. Comlegi
tutan disindaki bicim degil de icindeki bosluk.
Canaklarinizin formunu bosluk tutuyor gibi.
Bosluk yani yokluk mu?

Bosluk canagin en 6nemli yeril Ama bosluk yokluk degil.

Bir sodylesinizde ‘Kusku bittigi giin, ben de bi-
terim’ demissiniz. Peki, “umut” islerinizin ne-
resinde duruyor? Yoklugun oldugu yerde kus-
ku vardir. Umut varsa devam edilir mi?

Bana icinde her seyin olabilecegi bir sonsuzluk gibi
geliyor. Umut da oralarda bir yerdedir.

- sergi
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Typically, things that are very quick cannet sit on
place right away. What would you like to say about
the value of conserving, maintaining similar forms
and creating a new thing over this form each time?

The bowl is a form we know very well but we don’t see, give
importance any more. Mine have been a bridge between the
old and today. Maybe that’s why their timelessness forces and
questions our memory. If I'm asked why | do what | do, | wo-
uld say: “In order not to forget, to remember again and again”

In parallel with the previous question, one of the
major problems of today is the effort to get a result
right away. True tradesmanship, on the other hand,
brings along not having a problem with time. What
would you like to say?

| don’t believe that one can do a good job without knowing
the trade. Itis like raw material, it may stay as it is too. There is so
much with lots of trade but the rest lacking. The main problem
of today is to become famous quickly. Success requires efforts
over the years. | find it hard to understand those running to gal-
leries as soon as one finishes school. How can they be so sure of
themselves? | blame to work to be famous.

Well, how do you use time?

Time is an uncontrollable element of work! What's important is
what we do in the time we spend. Of course, some works can
emerge in a short time. Forcefully, prolonging or shortening
time definitely will be apparent from some place of the work
if you are not a very good master. It is so unnecessary to spend
time on displaying “skill”. The job knows when it is done!

I want to ask the journey of a single bowl. What
kind of a process does it take to produce one?
Can you tell us briefly?

25-30 works come out of my studio in a year. | break the ones
| don't like after a while, not right away. There is a lot to be
learned from a bad job. Making a large bowl requires uninter-
rupted working for 6-7 hours. Surface work and glazing are
also jobs requiring time and patience.

The concept of space is discussed a lot in Sufism. It
it defined as 5th substance. What holds the bowl is
not the form outside but the void in it. As if the void
holds the form of your bowils. Is it void, that is, not-
hingness?

The void is the most important part of the bowl. But void is
not nothingness.

In an interview, you said ‘The day suspicion ends,
I end too’. Well, where does “hope” stand in your
works? Where there is nothingness, there is suspici-
on. Can one go on if there is hope?

It looks to me like an infinity which can contain everything.
Hope should be somewhere there.



“CANAKLARIM DA
BENIM GiBi GOSTERIS
SEVMIiYOR!”

“MY BOWLS DON'T
LIKE FLAMBOYANCE LIKE
ME EITHER!”

sanat - sergi

art - exhibition

Alev Ebiizziya'nin son sergisi
Istanbul Galeri Nev'de 7

Aralik 2012 -

5 Qcak 2013

tarihleri arasinda izlendi.
The latest exhibition by Alev
Ebiizziyawas viewed at Istanbul
Gallery Nev from December 7, 2012
to January 5, 2013.
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“MARIFET” GOSTERMEYE VAKIiT HARCAMAK O KADAR GEREKSiZ Ki.
is, BITTiGiNI BILiR!”
“IT IS SO UNNECESSARY TO SPEND TIME ON DISPLAYING “SKILL”.
THE JOB KNOWS WHEN IT IS DONE!”

islerinizdeki okunakh tevazuyu nasil acikliyorsunuz?
Canaklarim da benim gibi g&steris sevmiyor! Tevazu ile
tanimlaman ¢ok hos. Bu hayatta tevazu icinde olmamak
budalaliktir.

Aklimiza kazinan “Mavi”lerinizden sonra “Siyah
Beyaz”lar ile fethettiniz hafizalarimizi. Bundan
sonraki planiniz nedir diye sorabilir miyiz?

Yillar boyunca c¢anaklanm degisti. Bugiin daha glicli ol-
duklarini saniyorum. Hala da bikmadan, hala “bagka” bir
¢anak yapabilir miyim kuskusunu tasiyorum. Mavi canak-
larla dostane ayrildik simdilik.

Vakit ayirdiginiz icin ¢ok tesekkiir ederiz.

How do you explain the readable humility in your works?
My works too don’t like flamboyance just like me! It is very nice
that you define me with humility. Not to be in humility in this
life is stupid.

You conquered our memories with your “Black and
Whites” after your “Blues” engraved in our minds.
Can we ask you what your next plan is?

My bowls changed over the years. | think they are more force-
ful today. I still carry the suspicion of whether | can still make a
“different” bowl, without getting tired. For now, we parted as
friends with blue bowls.

Thank you for your time.

“MAVI CANAKLARLA
DOSTANE AYRILDIK

SIMDILIK.”

“FOR NOW, WE PARTED
AS FRIENDS WITH BLUE
BOWLS.”

3]
=4
R
i)
o
=8
=
s
|
<
=
=
5
@B
<
N
“Q
@
=1
=



sanat - sergi

GALERi NEV iSTANBUL SAHiBi HALDUN
DOSTOGLU’NA SERGi YERLESiMiNi SORDUK...

Sergi yerlesimi cok moderndi. izleyene sanki
havada duruyorlar gibi hissettiriyordu. Bu fi-
kir nasil olustu?

Alev Eblizziya ile birlikte actigimiz 5. sergiydi. Her sergide
eserleri nasil sergileyecegimizi tartisip bir c6ziim Gretmeye
calisinz. Bu sergide Alev her bir eser icin ayri
podyumlar olmasi konusunda kararliydi.
Dolayisiyla eserlerin yekpare bir diizlem ye-
rine ayr ayri bagimsiz podyumlardan olus-
masi gerekligi sanatcinin istegi ile olustu.

Kaidelerin sivrilen uclari vardi. Formlari-
na ve yerlesimlerine nasil karar verildi?
Bu konuda sergi tasarimcisi  Yesim
Bakirkiire’den yardim istedim. Kaideleri ve
yerlesme diizenini kendisi tasarladi. Kaide-
ler birer gemi pruvasi gibi duruyorlar u¢ma
ylikselme hissi buradan geliyor saniyorum.
Ayrica eserlerin hepsinin gri siyah olmasi
galerinin de duvar tavan ve zeminin gri ol-
masi sadece kaidelerin beyaz olmasi butiin-
[GgU de ugma hissini olusturuyor.

Uzun yillardir birlikte calismalar yapiyorsunuz. Alev
Ebiizziya’nin islerinin sizde uyandirdig etki nedir?
Alev Ebiizziya miikemmeliyetciligin semboludir benim icin.

art - exhibition

WE ASKED GALLERY NEV ISTANBUL'S OWNER HALDUN
DOSTOGLU ABOUT THE LAYOUT OF THE EXHIBITION...

The exhibition layout was very modern. It made
the viewer feel as if they were standing in air. How
did this idea come about?

It was the 5th exhibition we held together with Alev Ebiizziya. In
each exhibition, we discuss how we will exhibit the works and
try to find a solution. In this exhibition, Alev had
made her mind for different podiums for each
work. Therefore, the need that the works would
be in separate independent modules instead of
a single plane came from the artist.

Foundations had pointed tips. How were
your forms and layouts decided?

On this topic, | asked for help from exhibition
designer Yesim Bakirkiire. She designed the
foundations and layouts herself. Foundations
stand as a ship’s bow each. | think the sense
of flying, rising comes from this. Also, that all
of the works are gray or black and that the
walls, ceiling and floor of the gallery are gray
and only foundations being white also give the
sense of flying.

You have been working together over the years.
What'’s the effect of Alev Ebiizziya’s works on you?
For me, Alev Ebiizziya is the symbol of perfectionism.
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“YAPTIGIM isi NEDEN YAPTIGIM
SORULURSA : “UNUTMAMAK, GENE VE
GENE HATIRLAMAK iCiN” DERDIM.”
“IF I’'M ASKED WHY | DO WHAT | DO, |
WOULD SAY: “IN ORDER NOT TO FORGET,
TO REMEMBER AGAIN AND AGAIN”

“YILLAR BOYUNCA CANAKLARIM DEGISTi.
BUGUN DAHA GUCLU OLDUKLARINI
SANIYORUM. HALA DA BIKMADAN, HALA
“BASKA” BIR CANAK YAPABILIR MiYiM
KUSKUSUNU TASIYORUM.”

“MY BOWLS CHANGED OVER THE YEARS.
| THINK THEY ARE MORE FORCEFUL TODAY. |

STILL CARRY THE SUSPICION OF WHETHER | CAN
STILL MAKE A “DIFFERENT” BOWL, WITHOUT
GETTING TIRED.”
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Canan Dagdelen, Galeri Apel mekanina konumlandirdigi isleri ile mekan ve zaman kavraminda, bolii-

nemeyen en kisa zaman dilimi veya goz acip kapayimncaya kadar olan en kisa siire olarak tanimlanan
an”1 paylast1 bizlerle... Canan Dagdelen shares the “moment” which is defined as the shortest indivisible span of

time or shortest time it takes to blink in the concept of space and time, and her works on display at Galeri Apel....

Galeri Apel'deki ikinci kisisel sergisini gerceklestiren Canan Dagdelen’in,"‘:i'
serg1s1yle 08.12.2012 - 12.01.2013 tarihleri arasinda izlendi.
5 7[,

The “an_uzam” exhibition by Canan D

ld h(’l S
at Galeri Apel, was viewed from 08.12.2012 3

Canan Dagdelen son sergisi ile uzun zamandir lize-
rinde calistigi yazi, fotograf, mimari formlar ve g6l-
ge oyunlarinin bir 6zetini sundu.

Sadelestirerek, siirsel bir dilde gelistirdigi sergi-
sinde yazinin tarihsel gelisimi, kisiye 6zgiin el ya-
zis1, sozciik icerikleri — oyunlar diisiince ve aras-
tirmalarina odaklandi. Geleneksel temel mimari
formlan gelistirerek sergiledigi islerinin mekana
ne kadar cok yakistigini bir kere daha gozler 6nu-
ne sermisti.

Obje olarak nitelendirdigi siyah beyaz analog fotog-
raflarda ise, zamanin sinirsizhigi, an, hareket, uzam
ve mimari kaynasiyordu. Boslugun 6nemi, parca ve
butin iliskisi, saydamlik ve hafiflik, ic ve dis iliskiler;
ozellikle yer cekimsizlige ulasmak Dagdelen’in ca-
lismasinin eksenlerini olusturuyordu.

Modiiler dizgelerle isleyen, mekana yerlestirilerek,
mimarinin baglayia islevini; gecicilik ve akicihgi
gosteren formlar ve golgeleri ise her yerdeydi.

second solo show
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Canan Dagdelen, with her latest exhibition, offers us a sum-
mary of the script, photograph, architectural forms and
shadow plays she has been working on for a long time. In her
exhibition which she has created through simplification in a
poetic way, she focuses on ideas and research on the histori-
cal development of writing, a person’s original handwriting
and on word content and plays. She once again proves how
her works exhibited through development of basic tradition-
al architectural forms can be of a befitting nature in a given
space. In her black and white analogue photographs she calls
objects, the unlimitedness of time, moment, motion, extent
and architecture bond together. The significance of space,
the relationship between the part and the whole, transparen-
cy and lightness, internal and external relations; eliminating
gravity in particular constitutes the axis of Dagdelen’s works.
The function of modular systems, indicating the binding na-
ture of architecture installed in a given space and the tran-
sient and flowing nature of forms and their shadows were, on
the other hand, everywhere.
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CALISMALARIM, AN_UZAM SERGIiSI UZERINE DUSUNCELERIiM:
MY THOUGHTS ON MY WORKS ON THE AN UZAM EXHIBITION:

Uzam kelimesini mekan sézctgiine tercih ediyorum;
uzam, mekan ile karsilastinldiginda, daha yeni bir s6z-
ciik; genislemeyi, ingilizce “extention” anlamini icinde
daha iyi barindirdigini distiniiyorum. Kelime uzayla da
iliskili, bizi oraya cekiyor. Bu bence “space” sézcugiine
ve benim calismama daha uygun.
Uzam ve zaman ayr distinemedigimiz, birbirine bag-
I kavramlar; tekillikten cikan biyik patlamadan sonra
olustu. Tabii yer cekimi de. Bu icerikler uzun stiredir calis-
malarimin distinsel temelini olusturuyor:
Havada sliziilen, mimarinin ana ilkesine ters, yer ceki-
mine karsi konumlanmig mimari formlarda; en kicuk
birimine indirgenmis atomsal kiirelerle ¢6ziimledigim
islerde...Olusumun bir anda, kiictictik bir parcacigin pat-
lamasinda gerceklestigini distindigimizde, anin éne-
mini gercekten algilayabiliyor muyuz acaba?
Son isimde, hem icerik, hem de s6zctiklerin kendile-
rinin birbiriyle olan yakin iliskisi dikkatimi cekti; uzam
ve zaman sOzciklerinin icindeki esit kesiti ve an s6z-
cuguni icerdigini kesfetmek beni heyecanlandirdi.
Kendi el yazimla mekana yazilan, izleyiciyi ana odak-
layan, hassas bir yazi olustu. Ozellikle beyaz rengini
sectim; kendini geri ceken, galeri duvarlariyla butiin-
lesen bir tavirda. Burada golge, mekandaki dinamik
konum ve bosluk 6nemsedigim. Fotografi her zaman
sergi konseptinin icinde degerlendirerek kullaniyo-
rum, bazen baska malzemelere aktararak, bazen de
saf kendini gostererek. Her sekilde benim icin obje
baglamindalar.
S 45 olarak adlandirdigim siyah beyaz fotograflar, ana-
log cekildi ve 6zellikle tam kadraj birakildi, mimar Otto
Wagner' in Viyana’da 20 yy. basinda insa ettigi S 45 ban-
liyd tren hatti duraklarindan. Bu fotograflar her ne kadar
bize o mimariyi anlatsa da;
bence zamani tam kestirile-
meyen, eski ve yeni mimari
katmanlar arasinda bir yer-
lerdeler, zamansizlar.
Tren hatlan, raylar zaman
kavraminda hareketi, zama-
nin gdreceliligini; peronlarin
karsi tarafindan sabitlenmis
kesitler ise, bekleme veya
ulasamama duygusunu ser-
giye aktariyor.
Nitekim fotograf da bize belli
bir ani aktarmiyor mu?
Istanbul’da negatiflerimi
banyo ettirecek bir fotograf
laboratuari bulamamak beni
sasirtti.  BoOylece sergideki
tim isler Viyana’'da bastirildi.

mimari architecture

S 451, S45 11, siyah-beyaz analog fotograf, edisyon biiyiik, 3+1, 20102012
S 451, S 45 11, black and white analog photo, edition large, 3+1, 2010-2012
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| prefer the word uzam over the word mekan; when compared
to mekan, uzam is a newer word; | believe that it accommodates
better expansion, the sense of “extention” in English. The word
also relates to space, it draws us there. This for me, fits the word
“space” and my work better.

Uzam and time are concepts we can’t think of separately, that are
connected to each other; which formed after the big bang which
came out of singularity. Indeed, so did gravity. These contents
have been the conceptual basis of my works for a long time:

In the works | analyzed through atomic spheres reduced to their
smallest unitin architectural forms floating in the air in contrast to
the principle of architecture deployed against gravity...

Thinking that creation took place in a single moment, in the ex-
plosion of a minute particle, can we really perceive the signifi-
cance of the moment?

In my last work, the close relationship of content and words to
each other drew my attention; it excited me to discover the equal
section within the words uzam and zaman (time) and that they
accommodated the word an (moment). A precise writing writ-
ten on space in my own handwriting, focusing the viewer on
the moment developed. | specifically chose the color white, in an
attitude drawing itself back, integrating with the walls of the gal-
lery. Here, what’s important for me is the shadow, the dynamic
position and space in the venue.

| used the photograph all the time in the exhibition concept,
sometimes transferring it onto other materials, sometimes dis-
playing purely itself. They serve as objects for me under all cir-
cumstances.

The black and white photos | name S 45 were shot analog
and left as full frame by intent, from S 45 suburban train line
stations built by architect Otto Wagner in Vienna at the begin-
ning of 20th century. Although these photographs described
that architecture to you; for me, they are in a place the time
of which cannot be fully pre-
dicted, somewhere between
the old and new architectural
layers, they are timeless.

Train lines and tracks bring to the
exhibition motion in the concept
of time and relativity of time, sec-
tions fixed from the other side of
the platforms, on the other hand,
the sentiment of waiting or not
being able to reach.

Indeed, does not the photograph
relate to us a specific moment?

| was surprised that | couldn’t
find a photo lab where | could
have my negatives developed in
Istanbul. Therefore, all the works
in the exhibition were printed in
Vienna.
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an_uzam sergisindeki ikinci buyuk yerlestirme ise li-
beltl (yusufcuk) stiristinden olusan havada konumlan-
mis bir kdpri formu. Adeta bir sonraki anda baska yere
konarak bagka bir form, baska bir mimari olusturacak-
lar... Yusufcugu ilk olarak eski Cin mirekkep cizimlerin-
de kesfettim. Geciciligi, kisa
omurlaligi son derece es-
tetik bir formda tasiyordu.
Sanki yanimizdan ucup gi-
den, avuca alinamayan bir
yusufcuk, gecici ulasama-
digimiz bir hayal diinyasini
anlatiyor. Boyle bir icerik
tastyan modulin  ¢odal-
masiyla, saglam bir mima-
ri kopri formu olusturma
fikri hosuma qitti, ¢clinki birbirlerine karsittilar. Moduili
kirilgan bir malzeme ile yapmak icerigini daha da kuv-
vetlendirdi. Daha sonra, bir stirti olusturduklarinda, bi-
raz da tedirgin edebileceklerini hayretle gérdiim. Dort
kanadiyla havada durabilme 6zelligi ile kdpriiyl havada
sabitleyebilirlerdi, yine de her an baska bir yere ucarak
baska bir form yaratmaya hazir gibiler...

Canan Dagdelen
03 Aralik 2012, Viyana

CANAN DAGDELEN

- sergi

*

“ATOMIC BONDING ADLI KUCUK OBJELERDE,
KIMYASAL BAGLARDAKI BILESIMLERI MIMARIYE
AKTARARAK, YENI FORMLAR YARATTIM”

art - exhibition

The second largest installation in the an_uzam exhibition
is the form of a bridge positioned in air comprising a dragon-
fly flock. They will create another form, another architecture,
landing someplace else almost the next moment.
| discovered the dragonfly for the first time in ancient Chi-
nese ink drawings. They bore
transience, short lifespan in an
extremely aesthetic form. As if a
dragonfly flying away from us,
which cannot be captured, de-
scribes us a world of imagination
that we couldn’t reach.
| like the idea of forming a
sound architectural bridge form
through reproduction of a mod-
ule with such a content because
they were in contrast to each other.

Building the module by a vulnerable material reinforced its con-
tent even more. Later, | was surprised that when they formed a
flock, they could somewhat irritate.

They could have fixed the bridge in air with their feature of stand-
ing in air with four wings; yet they are also ready to create another
form flying somewhere else at any moment...

Canan Dagdelen

December 03, 2012, Vienna

Atomic bonding, white earth, engobe, adhesive, 20-16x12x16x15-20 cm, 2012 Atomic bonding, beyaz toprak, engob, yapiskan, 20-16x12x16x15-20 cm, 2012

1960 Istanbul dogumlu Canan Dagdelen, 1986 yilinda Viyana Ekonomi ve Isletme Universitesi, ardindan 1991
yilinda Viyana Uygulamali Giizel Sanatlar Universitesi’/nden yiiksek lisansini aldi. 2003’ten bu yana ayni tniver-
sitede 6gretim goérevlisi. Yasamini Viyana’da siirdiiren Dagdelen’in calismalari son dénemde Istanbul Modern
Sanatlar Muizesi, Operation Room / Amerikan Hastanesi, Lentos Kunstmuseum Linz, Galeri Nev Ankara, 1.
Uluslararasi Mardin Bienali, MAK Museum fiir angewandte Kunst / Gegenwartskunst Viyana, 21st Century
Museum of Contemporary Art, Kanazawa, Galeri Apel ve Akbank Sanat’ta izlendi.
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Son lsi;hde hemf{icerik; hem de sozciiklerin kendilerinin blrbp‘lyl{: Ol:'m ya‘kli
iliskisi d.;'kkatlml cekti; uzam ve zaman sozciiklerinin icindeki esit Kkesiti ve an
sozciigiinil icerdigini kesfetmek beni héyecanlandirdi. Kendi“el ‘yazimla*mekana -~
yazilan, 1Z,ley1c1y1 ana odaklayan, hassas bir yazi olustu. Ozellikle beyaz rengini
sectim; l<e1’1d1n1 geri ceken, galeri duvarlariyla biitiinlesen bir tavirda. Burada_golge
mekandaki\dinamik konum ve bosluk 6nemsedigim?~—— . - ~
“In my last work, the close relationship of content and words to each other drew my attention;
it excited me to\discover the equal section wzthzn’ the words uzam and' zaman (nme) and that
they accommolated the word an (moment). A precise writing written on space in my own
handwriting, focusing the viewer on the moment developed. I specifically chose the color
white, in an attitude drawing itself back, integrating with the waills-of the gallery-Here, what's
important for melis the shadow, the dynamic position and space inthe venue.”
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Giilay Semercioglu,Tohum,200
cm,ahsap-tel-vida,2012

Giilay Semercioglu,Seed,200
cm,wood-wire-screw,2012

contemporary
iIstanbul
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SANAT FUARI'NDAN
IZLENIMLER
MPRESSIONS

“ROM 7TH

CONTEMPORARY
ART FAIR

* o
* ‘0
Hazirlayan / Prepared by : Heval Zeliha Yiiksel, Mimar - Architect ~ jo3e
0‘0
* e

“Sanatin varlik nedeni tahayyiil. Ciinkii insan hayal edebildigi icin sanat var. Ne
garip degil mi, akledebildigi icin degil. Tipki gerceklik gibi, aklin da sinirlar1 var.
Bilimin de. Oysa tahayyiiliin sinirlar: yok. ister istemez sanatin da. Siirlarmn ol-
mamasl elbette sorumsuzlugundan, keyfiliginden, naifliginden degil, bilakis cid-
diyetinden, adanmishgindan, goklere dogru diisiinmek suretiyle degil hissetmek
suretiyle kanatlanmasindan.”

Diicane Ciindioglu, Zer ile Zor Arasinda

“Raison detre of art is imagination. There is art because the human being can imagi-
ne. Isn't it strange? Not because he can think of it. Just as reality, mind also has limits.
So does science. Yet, there are no limits for imagination. So art has no other option
either. The absence of limits indeed is not because its irresponsibility, arbitrariness or
naivety; just to the contrary, because of its seriousness, dedication, its taking wings
towards the skies, not by thinking but by feeling.”

Diicane Ciindioglu, Zer ile Zor Arasinda
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22-25 Kasim 2012 tarihleri arasinda 7.si diizenlenen Cag-
das Sanat Fuar, sanat ile ilgili blyik kalabaliklar Lutfi
Kirdar Kongre Sarayi’na topladi. 57°si yurtdisi, 45’i yurt ici
olmak tizere 102 sanat galerisinin ve 612 sanatcinin katili-
miyla diizenlenen fuar, yerli, yabanci sanatseverleri ve ko-
leksiyonerleri bulusturdu. Katiimin ve satiglarin bir dnceki
seneye gore arttigi gézlemlenen etkinlikte, sergilenen eser-
lerin yaklasik ylizde %70’inin sahiplerini buldugu ve etkin-
ligi yaklagik 70 bin kisinin ziyaret ettigi acikland. ilk géze
carpanlar yabanci galerilerin fazla olmasiydi. Tip ki diger
sektorlerde oldugu gibi Istanbul sanat alaninda da ¢ekim
merkezi oldugunu gdsterdi. Amerika’dan, Avusturya’dan,
ispanya’dan, lItalya’dan, Hollanda’dan, Almanya’dan,
Ermenistan’dan, Bulgaristan’dan, Ukrayna’dan, Dubai’den
galeriler, g6z alici eserler ile yerlerini alirken iran’dan ka-
tilan Mohsen Galeri ise eserlerinin bir bdlim{ni sergile-
yemedi ¢linkii zamaninda yerine ulasamamisti eserler.
Marlborough Gallery, Opera Gallery, Haunch of Venison,
Mario Maurone Contemporary Art’in da aralarinda bulun-
dugu bircok yabanci galerinin yani sira Tiirkiye’nin 6nde
gelen galerilerini agirlad.

Diinya sanatindan Damien Hirst, Banksy, Andy Warhol,
Tony Cragg, Jan Fabre, Fernando Botero, Jean Michel Bas-
quiat, Keith Haring, Andrea Gursky, Roy Lichtenstein ve
Marc Quinn’in de aralarinda bulundugu pek ¢ok énemli
ismin eserlerini agirladi bu fuar. Ancak burada bahsetmek
istedigim tnli isimlerden ¢ok, sira disi yaklasimlar ve kulla-
nilan degisik malzemeler. Ciinkii sanatin bir borsa gibi isle-
digini, borsa degeri yiiksek bir eser cok kiymetlenirken, bir
bagkasinin hak ettigi halde borsada tizerine oynanmadigi
icin degerini bulmadigini biliyor ve gériiyoruz. Kim satiyor,
ne talep goriyor gibi sorulardan azade 6nyargisiz olarak
gezildiginde ise hemen herkesin distiniip, sorgulayacadi
ve belki yeni islerinde beslenecegi o kadar ¢ok sey vardi
ki... Modernitenin her hangi bir kaliba sigmayip, formsuz
ve gegici ornekleri ile 4 giin boyunca ylzlesildi. Fuar gegi-
ciydi ama akilda biraktiklar kalici oldu...

art-exhibition

The Contemporary Art Fair, the seventh one of which was
held from November 22 to November 25, 2012, gathered
large masses interested in art in LUtfu Kirdar Convention Hall.
The fair, held with the participation of 102 art galleries; 57
international, 45 local, and 612 fine artists, brought together
foreign art enthusiasts and collectioners. At the event, where
it was observed that participation and sales increased over the
previous year, it was announced that approximately 70 % of
exhibited works found owners and the event was visited by
approximately 70,000 people.

What struck the eye first was that the number of foreign galleries
was high. Just like in other industries, Istanbul showed that it was
a center of attraction in the field of art too. As galleries from the
US, Austria, Spain, Italy, Holland, Germany, Armenia, Bulgaria,
Ukraine and Dubai took part with striking works, Mohsen Gal-
lery from Iran was unable to show part of its works because they
could not reach their destination in time. The exhibition hosted
Turkey’s leading galleries in addition to many foreign ones includ-
ing Marlborough Gallery, Opera Gallery, Haunch of Venison and
Mario Maurone Contemporary Art.

This fair played host to the works of numerous important names
which included Damien Hirst, Banksy, Andy Warhol, Tony
Cragg, Jan Fabre, Fernando Botero, Jean Michel Basquiat, Keith
Haring, Andrea Gursky, Roy Lichtenstein and Marc Quinn from
world art. However, what | want to mention here, rather than
famous names, is extraordinary approaches and different ma-
terials used. Because we know and observe that art works just
like an exchange; while works with high exchange value appre-
ciate in worth a lot, another one cannot find its value because
it is not traded at the exchange although it deserves to do so.
When toured without prejudice, free from questions like who is
selling, what demand does he get, there were so many things
which everyone will think about and question and perhaps be
nurtured in one’s new works. For 4 days, the formless and tran-
sient specimens of modernity which cannot be molded were
encountered. The trade fair was transient but what it left in the
minds was permanent.

IZLENIMLER IMPRESSIONS

Rumeli binasi girisinde Magdalena Abakanowicz’in islerinden bir secki Akbank Sanat’in alaninda sanatseverleri karsilarken, diger
girisdeki Erdal Duman’in kare kesitli demir cubuklardan yaptigi tank, tim seffafligi ile kott anilan hatirlatiyordu.

As a selection from Magdalena Abakanowicz’s works greeted art lovers in Akbank Sanat’s area at the entrance or Rumeli
Building, the tank built by Erdal Duman out of square cross-sectioned iron profiles at the other entrance was reminiscent of

bad memories with all its transparency.

GAODAS SANAT FUARI
22-25 Mamim 2012 -
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italya’dan Louise Alexander Gallery’deki Guy Bourdin’in resmi izleyici icin cok davetkardi. Ayni galerinin bir duvarinda ise bir
karga bir dala tlinemisti arkasindaki gortintiide daha kiictik kuslar civil civil 8tiiyor ve ucusuyorlardi...

The painting of Guy Bourdin from Louise Alexander Gallery from Italy was highly inviting for the viewer. On one of the walls
of the same gallery, a crow was perching on a branch with smaller birds singing joyfully and flying around in the background.

Kore’den sanatci Suh Joung Min elindeki minyatiir kagit rulosunu ve mirekkepli kagidi gostererek anlatiyor; “Dut agaci gibi
ozel agaclardan elde edilen kagitlar normal kagittan cok daha kiymetlidir, mirekkepler ile boyandiktan sonra, onlarcasi tst
Uste getirilerek kesiliyor, rulo yapiliyor ve tablodaki yerini aliyor”.

Fine artist Suh Joung Min from Korea explains showing the miniature paper roll and inked paper in his hand; “Papers
got from special trees like mulberry tree are much more valuable than normal paper. Once they are dyed with ink,
tens of them are put on top of each other, cut, rolled, taking their place in the picture”.

Elipsis Galeri harikulade fotograflar sergileyerek; insanin ve doganin seyredilmek icin en iyi sey olabilecegini bir kere daha
gosterdi bizlere. Michel Comte’nin Carla Bruni portresi aklimizda kalanlardan sadece birisi...

Elipsis gallery exhibiting wonderful photographs, once more showed to us that the human being and nature may be
the best things for viewing. Michel Comte’s portrait of Carla Bruni is just one of those we remember...
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italya’dan Galleria Russo’daki siyah beyaz tablolar mimar olarak basimizi déndiirdii. Jonathan Guaitamacchi’ye ait eserler
mimari sunum paftalarinin cok iyi bir soyutlamasi gibiydiler...

The black and white paintings of Galleria Russo from Italy were dazzling for us as architects. The works of Jonathan
Guaitamacchi were like a very good abstraction of architectural presentation plans...

Galerist’teki Erwin Wurm’un kocaman polis sapkasi ve Arik Levy’nin heykeli ilgi ¢ekiciydi...
The enormous police cap by Erwin Wurm and Arik Levy’s sculpture drew attention at Galerist.

Zorlu Center Lounge sergi alaninda sergilenen, Cemal Emden’in ¢ektigi “Making of: Architectural Objects” projesinde yer
alan fotograflar,10 yapinin 6zgiin parcalarinin tretim ve uygulanis bicimlerini anlatiyordu.

The photographs in the making of architectural object project exhibited at Zorlu Center Lounge exhibition area shot
by Cemal Emden described the production and application of original parts of 10 buildings.
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Avusturya’dan Mario Maurone Contemporary Art Galeri’de Canan Dagdelen’in sarkittigi toplar ve golgeleri ile mekansal
etkisi yuiksek islerdendi...

At Mario Maurone Contemporary Art Gallery from Austria, the bowls suspended by Canan Dagdelen were among
works with high spatial effect with their shadows.

Olcay Art’taki Devrim Erbil eserleri harikaydi. Devrim Erbil’s works at Olcay Art were wonderful.

Burhan Dogancay aramizdan ayrildi. Kendisini bu vesile
ile saygiyla aniyoruz. Burhan Dogancay artik bir marka.
Sanatin yani sira ¢esitli hediyelik esyalar, dekoratif trtinler

Art From Armenia Galerisindeki eserler cagdas sanata ait de ayni markayi tasiyordu...

miydi bilinmez. Ama cok gtizel olduklari kesin... Burhan Dogancay left us. We pay him tribute on this oc-
One would not know if the works at Art From Armenia casion. Now, Burhan Dogancay is a brand. In addition to
Gallery are contemporary art. But they were definitely art, various giftware and decorative ware also bore the
very beautiful... same brand...

117

mimari architecture



sanat-sergi

art-exhibition

Egeran Galeri’deki lhan Koman isle- PG Art Gallery bu fuarda dikkat cekti ¢linkii cok cesitli isler vardi: Heykel, resim,
ri gorilmeye degerdi. fotograf, video, yazilim...

ilhan Koman’s works at Egeran Gal- PG Art Gallery drew attention at this exhibition because it featured highly diver-
lery were worthy of seeing. sified works. Sculptures, paintings, photographs, videos, software...

Kemal Tufan 2 N Guinnur Ozsoy

:P; lﬂ. .'::;: " ;
-3 Ahmet Dogu ipek’in desenleri

] gorenleri hayrete dustriyor.

Miirekkep ile ince ince ciziyor

sanatgl...

Ahmet Dogu Ipek’s patterns

awe the viewers. The fine artist

draws with finesse with ink...




Ebru D&sekci’nin hayvan serisinden boga ve kdpekbalig
aklimiza kazind.

Bull and Shark had been imprinted on our minds from Animal
Series of Ebru Dosekci

Gilay
Semercioglu’nun
teller ile yap-

g1 calisma
Piartworks’te
izlendi...

The work built
by Gulay Semer-
cioglu with wires
were viewed at
Piartworks...

Kemal Seyhan iki farkli galeride islerini sergiledi...
Kemal Seyhan showed his works in two different galleries....

- g 1
; = — = o
EAL

Canan Tolon’un eseri istanbul Galeri Nev'deydi... Ergul Cengiz’in kagit keserek olusturdugu desen...
Canan Tolon’s work was at Istanbul Gallery Nev... The design formed by Ergul Cengiz cutting paper...
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Semih Zeki’nin yaglhboya tablosu...
Semih Zeki’s oil painting...

art-exhibition

0

VE Halil Akdeniz’in UC CATALLI ASA’lari AND Halil Akdeniz’s TRIDENT

ILK 1T0’UM MY TOP 10

Devrim Erbil/Olcay Art/istanbul

Jonathan Guaitamacchi/Galleria Russo/Roma
ilhan Koman/Egeran/istanbul

Ergiil Cengiz/Francoise Heitsch Gallery/Munih
Canan Dagdelen/Mario Mauroner
Contemporary Art/Viyana

Cemal Endem/Zorlu Center/istanbul

Canan Tolon/Galeri Nev/istanbul

Kemal Seyhan/Art On/istanbul

Candas Sisman/PG Art Gallery/istanbul
Giilay Semercioglu/Piartworks/istanbul
Nezaket Ekici/Piartworks/istanbul

(sempatik sanatci 6dult)

Devrim Erbil/Olcay Art/Istanbul

Jonathan Guaitamachhi/Galleria Russo/Rome
Ilhan Koman/Egeran/Istanbul

Ergll Cengiz/Francoise Heitsch Gallery/Munich
Canan Dagdelen/Mario Mauroner
Contemporary Art/Vienna

Cemal Endem/Zorlu Center/Istanbul

Canan Tolon/Gallery Nev/Istanbul

Kemal Seyhan/Art On/Istanbul

Candas Sisman/PG Art Gallery/Istanbul
Giilay Semercioglu/Piartworks/Istanbul
Nezahat Ekici/Piartworks/Istanbul
(sympathetic fine artist award)

Metin: Mimar Heval Zeliha Yiiksel’in Mimarlik Dergisi’nin 50.sayisi icin hazirladigi metinden derlenmistir.
Compiled from text prepared by architect Heval Zeliha Yiiksel for issue 50 of Architecture Magazine.
Fotograflar /Photos: Heval Zeliha Yiiksel & Nevzat Sayin
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Indescribable!

Turkey produced ceramics long
before the written word.

turkishceramics

Perfecting the art of ceramics for over 8,000 years. www.turkishceramics.com



kitap tanitimi

ZORLU CENTER YAYINLARI'NDAN UCUNCU KiTAP: . . .
MAKING OF; ARCHITECTURAL OBJECTS ILE MIMARI
MALZEMENIN OZUNE GORSEL BIR YOLCULUK

THIRD BOOK BY ZORLU CENTER PUBLICATIONS:
A VISUAL JOURNEY TO THE SOUL OF ARCHITECTURAL
MATERIAL WITH MAKING OF: ARCHITECTURAL OBJECTS

Mimari triinin kendine 6zgl Gretim sirecinin Ce-
mal Emden’in fotograflariyla belgelendigi bir proje
olarak 6ne ¢ikan ve Zorlu Center Yayinlari’nin tg¢ilin-
cli kitabi olan “Making of: Architectural Objects”,
mimari malzemenin temeli olan hammaddenin 6zi-
ne iniyor. Kiltir ve sanata verdigi destegi 2013 yi-
linda da sirdirmeyi hedefleyen Zorlu Center, yeni
bir sanat platformu yaratacak olan Zorlu Center Per-
formans Sanatlari Merkezi'yle cagdas sanatin gelis-
mesi icin cesitli calismalar yuratarken, Zorlu Center
Yayinlari'nin tiglincii kitabr “Making of: Architectural
Objects” ile yine bir ilke imza ati-
yor. Making of: Architectural Ob-
jects, “yapi malzemesi hammad-
deden nasil elde edilir?”, “iscilik
nedir?”, “hammaddeyi yap! malze-
mesine donustirmekteki sirecler
nelerdir?” ve “yap1 malzemesi nasil
etkin bir 6ge olarak mimari tasa-
rimda karsimiza ¢ikar?” sorularinin
yanitlarini ariyor. Eser, taninmig
uluslararast 10 mimarin yapilarin-
dan yola ¢ikarak malzemelerin 6zi-
ne kadar iz strtiyor. Bu izi stirerken
mimar ve fotograf sanatgisi Cemal
Emden’in géziinden 300 fotografla
ve Maria Voyatzaki’nin metinleriyle
yapim siireci belgeleniyor.
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book review

“Making of: Architectural Objects”, which is the third book
by Zorlu Center Publications and which is a project where
self-dedicated production process of the architectural ob-
ject is documented by Cemal Emden’s photographs, goes
to the soul of raw material which is the foundation of archi-
tectural objects. Zorlu Center, aiming to continue with its
support to culture and art in 2013 too, conducts various
activities for advancement of contemporary art through
Zorlu Center Performance Arts Center which will create a
new art platform, putting its signature under another first
with Zorlu Center Publications’ third book “Making of: Ar-
chitectural Objects”. Making of: Archi-
tectural Objects searches for answers
to the questions “How is building ma-
terial obtained from raw material?”,
“What is workmanship?”, “What are
the processes in transforming raw ma-
terial into building material?”, “How
does building material appear before
us in architectural design as an effective
element?”. The book tracks a trail to
the soul of materials starting from the
works of 10 recognized international
architects. When tracking this trail, the
production process is documented by
300 photographs from the eyes of ar-
chitect and photographer Cemal Em-
den and scripts by Maria Voyatzaki.
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w Granlser de bir seramikten beklediginizin cok daha fazlasi var.
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