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ABSTRACT

AUTHENTICATION OF SPACE: THE PHOTOGRAPH AS A RAW MATERIAL
FOR ARCHITECTURAL PRODUCTION

Koca,As | é
M. Arch., Department of Architecture
Supervisor: Assoc. Prof. Drr Ay Kk en Savack

December 2009, 125 pages

This thesis is a critical reconsideration of the relationship of architectural
production with its unique modRhotagaphyr e pr es en
has been interpreted essentially as a technique and a visual medium to
document architecture in general. The fphotograph, 6 i n t hi s rdeknse, i s
as a representational form of documentation and an artistic and material
expression of architecture. Besides this conventional value, this study argues
that photography not only provides a new medium for the reinterpretation of
architectural space, but also a new material and technique for architectural
production. In this respect, this study discusses photography as an emerging tool
for architecture in which the photograph is conceived as a raw material. As in the
manufacturing of a raw material in an industrial process, the main argument of
this study is that as long as a photograph is processed with required
components, it contributes to architectural production in a comparable manner.

Even it has the potential to produce architectural space in its own right.



To understand the nature of this architectural space supported by a variety of
physical and non-physical characteristics of photography, this study compares
two different ways of architectural production with the aid of photographs.
Starting with the assumption that there is a radical change in the conception of
photography in architecture from an immaterial quality to material essence, this
study argues that the photograph is a raw material that can be used to
authenticate architectural space from the initial idea to the built object. Therefore,
drawing attention to the changed value of photography for architecture over time,
the aim of this study is to establish a critical framework to understand and

discuss this contemporary function of photography in architecture.

Keywords: photography/photograph, immaterial/material quality, authentication,

print, raw material
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MEKANI MEBKTKRMEK: MKMARK ! RETKMKN DEJERLENLE
MKMARKR LEEMEOL ARAK FOTOJRAF

Koca, Asl &
Yéksek Lisans, Mi mar |l ek B°Il ¢ mg¢
Tez Y°neticAyken D®avaidr.

Ar a 2089125 sayfa

Bu tez, mimar.i sret i mi nk agbPuslt eerdiinh ebni -fiontlod rrianfd
sréen i le olan ilikkisioitmo]elgdmnteil r eoll abriark im ame
bel gel emek i-in kullanélan teknik ve g°rsel
-er-evesi i -erisinden bakéekdeiEhda deknuij it
nesnel ve 1Kl evsel ol duju kadar esteti k Dbir
i mge s°z konusu ol dujunda, salt belge ol ma c
kazaneéer . Bu dejer dojrultusunda i se mi mar
kulanéel abil ecefj i gi bi, mi mar|l éJ én sanatsal %
algelanabilir, hatta fotojraféen mimarl ek i -
mi mar i cretimin bir par-asé oldujunu taneéml
g°zl e yenmildédammnelfot ojraf, mi mar i bir mal zeme
Bu nedenl e bu -al @k ma, bilinen iklev ve dej e
vyveniden yorumlanmaséné sajlayan bir ortam
ayne zamanda, mi maei yaygémnmobkagrakirkdill anél
malzeme ve b astke&k ni J i ol dujunu da iddia eder. Fot
di kkat -ekip inceleyen bu tezde ise, bu bul
sretim i -1in henyg¢ z i K|l enmemi kK ébri.r Biumaal z g %Mre &
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endg¢gstriyel s¢re-te, bir hammaddeden ¢r¢éneén

ol arak fotojraf da, gerekl i bil ekxenlerle [
kat kéda bul unur . Hatt a bakl é& bakeéna mi mar i
mal zementitni J ¢r emi mar i me k an il e °©zdekl ekebi
fotojraféen mimarl ék ¢retiminde iiklenebilir
mi mar i t emsi | ve ¢reéengég denégktegrebilecejini i
Bu dojrultuda, mimarl éj én alygr@ananmddaselbi - i mi nd
olana °neml. bir dejikimin oldujunu varsaya
fihammaddeo ol ar ak bakl|l angeé- fikrinden, i nKa
mi mar i mekané °zg¢nlexktirebilece]ini °ng°r ¢
fotd6Emnazaman i -erisinde dejiken dejerine di
amacé, fotojrafén mimarl|l éktaki yeni beliren
bir -er-eve olukturmakter.

Anahtar kelimeler: f o t o jnaddete] olmayan / maddesel olan,® z g ¢kntlier me ,

b a s, kigmari malzeme
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CHAPTER 1

INTRODUCTION

This thesis is a critical reconsideration of the relationship of architectural
production with its wunique modRhotagrBphy epr esen
has been interpreted essentially as a technique and a visual medium to

N

document architecture in general. The term fphot ogr aph, 0 ii;m t hi s
regarded as a representational form of documentation, and an artistic and

material expression of architecture. Architecture as a term, on the other hand,

refers to the processes and the products of designing, arranging, constructing,

and analyzing ispaceso that refl ect functional, a
aspects. Space as such a multi-layered and broad term has many references in

architecture. The physicality of its products usually restricts its definitions. In

other words, when space is assumed more of a physical act; architecture would

simply be understood as the physical articulation of borders.

However, space is not only the inert background of the material existence of
architecture, like a place, environment or surrounding. In the same way,
architecture is not simply a spatial enclosure. Building, in this context, should not
be conceived only as a physical body but also as a critical enterprise. The
building as a spatial entity is defined with the immediate experience of its users.
Within this experiential process, theb ui | di ngbés mat erlikeafdbrm,c har act ¢
shape, texture, light, or transparency are perceived. It is, in fact, those material

properties that differentiate buildings in space.

Seen from that perspective, the building is the substance of architectural space.
In this connection, material and experience are essentially the distinctive
elements that separate architectural space from any space. A distinct spatial
configuration can be created even with the different use of the same material. In

fact, different from physical space, architectural space may not be always about



physical surroundings and bodily inhabitation, but it may also be conceptualized

on the basis of idea and representation.

Besides the abovementioned experiential understanding of space, which is
generally associated to the material characteristics of architecture, there is also
immaterial characteristics in architecture - for instance, its political expression,
ideological expectations, scientific explorations, or socio-economic investigations
- that might prove that architectural space can also be defined within its

immaterial qualities.

Therefore, taking into consideration the spatial qualities of architecture, this

study designates the terms 0izearchitecttmal 6 and 0
space. Respectively, while the physical, tangible, and experiential possessions

of architecture are regarded as material properties, any kind of idea, conception,

movement, style, or ideology represented within a building is denoted as the

immaterial. Learning from Fer di nand d e theBrg ofstlseusigre dhis

formulation of architectural space underlines the point that building on the one

hand, with the physical space it encloses in a built environment, emphasizes its

material quality and become the sign of architecture, while on the other; it may

signify immaterial values of architecture such as Modernism and its various
representations.? In this relational framework, this study locatesthei ph ot ogr ap h o

in a critical position in-b et we e n architecturebs i mmateri a

material expression.

The representational relation between the building and the photograph will be
elaborated in the following chapters. In fact, the conceptualization of

photography is essential within the objectives of this study because parallel to

Y88 1 SyNKx [ $S¥ Omhedmctuction of Spadednslatetiby Donald Nicholsen
Smith. Cambridge, Mass., USA: Blackwell, 1991, ppm68y F2NJ a L2t AGAOFt & I
FLILINBLINA F GA2yE 2F &L OSo

% This study learns from the theory of sings, yet, the objectives of this studyotdnvolve

RSol(iSa lo2dzi aSvyazt23& 2N aSYAaA2diA0ad LyadaSIRsE |
GaAIYATASNEE GaAdyATASRZIé GaRSy2GlFGA2y>Zé yR aO2
material qualities of architecture through photographdn this respect, this study learns from
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the varied tools of architectural representation, the medium of photography has
the potential to explore both the material and immaterial qualities of architecture.

With that, in this study, the term fphotographdgains significance.

I't should be noted that the prmoothetkenof ft ak
into consideration, since this study is concerned with neither the position of view,
nor the location of object. Likewise, the histories and development processes of
photography as a representation or presentation technique are far beyond the
scope of this study. In this respect, this study is not a reconstruction of
photographyoés evolution in history; rat her,
technical advances and material interactions, it asserts that besides the well-
known values and functions of the photograph as a document and a
representational medium, a new function of photographical expression in

architecture has emerged.

The photograph, different from photography, refers to the physical object that is
held in o ne &ads. In fact, th e t er ms fidtohandgriapphot ogr ap h
etymologically share the same roots; yet, they are just different expressions,
which are separated from each other technically.® While the photograph as a
physical entity contributes to the material existence of the architectural object,
photography as a tool of artistic expression and theoretical understanding
functions as a means of visual communication for the development of an
immaterial aesthetic particularly in the arts and subsequently in architecture - in
a way different from previous forms of representation. In this connection, either
analog or digital, photography is often used in a highly unconventional and

creative technique to document, describe, or identify architecture.

¢ KS GSNY GLK2G23INF LKeé¢ ORYSANS SiphvtosH KBE OB yH ViR
cgraphog O RNI gAYy IOT AYy 20KSNJ 62NRA&Z skoinbinéddy i a RNI & A
W2KyYy | SNEOKSt Ay +mMWNIhKIFNAK2ARRRIRK Aada GKS bl
photography,” or the "instrument for§ 02 NRAy 3dh ¢KS GSN)Y gl a |faz2 vy
Learned fromthe Online Etymology Dictionafy i K S Ky22id2yad Nd LWIUK& ¢ NBFSNR (2
process, and mechanism of picture making, whiled LIK 2 i 2 AN LIKé¢ GKAOK A& 020F
verb refers to an agtendproduct, object, picture, or empirical evidence.
Retrievedhttp://www.etymonline.com/index.php?search=photography&searchmode=none

[last accessed: 21.10.2009]




Photography has been interpreted essentially as a technique and a visual
medium to document architecture in general. Ever since its inception, it is
understood as a technique to "record and reveal" in terms of images it produced;
which are all assumed instant depictions of objects. Recalling the common
description, light patterns that are reflected or emitted from objects activate a
sensitive chemical or electronic sensor during a timed exposure, usually through
a photographic lens in a device known as the i ¢ a mé Tha camera stores the
resulting information to pass it further on a tangible medium, which is known as
the Aphot ogr aph. othelphotograbh, whictwia yhe printed form of
photography, functions as a document verifying the existence of architecture and

transferring its image to future generations.

As once questioned by Hubert Damisch (1928-), theoretically, photography is

not hing other than fia process of recording.
stable image gener at’eHbwelerly theacamem,ywhichfis | i ght . o
thought to be detached, is capable of suggesting a radical change in reality.

| mages can change wi th t he pthtoeg ogi ewlkee 6 &8s
perception. Thus, quoting Damisch, Liz Wells indicates t h at ithe <camer a
neither neutral nor impartial but was constructed to reproduce established image

conventions. o

In that regard, reckoned without considering the vantage point of the camera,
photography i s an Afaut ometheiipbhotacgrn amh ot hag
particular type of a phenomenon between ftechnologyd and fvisuality.d
Nevertheless, photography is not only the act of taking and printing photographs

or the process of producing images of objects on photosensitive surfaces;

* For more information visit the Onlirencyclopedia Britanniaseb page:
http://www.brita nnica.com/EBchecked/topic/457919/photograpfsgst accessed: 12.11.2009]

°| dzo SNJI  5HiverNoteféer @ Piienomenology of the Photographic Ihage h OG 20 SNE + 2 f
5, Photography, the MIT Press, 1978, p. 71.

et K2 (23N L& Photdg@yShk Readsedl. Liz Wells, London; New York: Routledge,
2003,p. 84.
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Liz Wells notes thatubert Damisch was writing idessayin 1963,at a timewhen a number of
writers were attempting to comprehentthe photograph as a particular type of phenomenon.



photography also encompasses a quality which makes itself, as well as its
subject, a part of visual culture in general. Visual expressions are embedded in
visual forms of media, communication, and information; and therefore, the
above-mentioned characteristics of photography can serve diverse purposes
particularly in art. Architecture, however, uses photography for its own
disciplinary purposes. Architecture understood as a discipline® necessitates
visual tools of documentation, then representation, and their dissemination to
fulfill its theoretical principles. The photograph, which has been used to make
critical and expressive statements about the built world, can fulfill this need with
its visual and communicative potential. For that reason, architecture mostly
expresses its physical qualities and implicitly disseminates its material existence
with the aid of photographs. Accordingly, beyond its value as a document, the

photograph is regarded more of a representational medium for architecture.

In fact, it is certainly difficult to deny the centrality of the A phot ograapho

discussion on architecture and its representation. Since the discovery of the
camera, photography has been widely used by architects as a visual instrument
to present and sustain the image of their work. Besides the so-called
fconventional representation tools of architectured i such as the sketches,
orthographic drawings, models, and computer imagery i the photograph has
been used to represent architecture from the initial design stage to the built

object, even after its construction.

Yet, architecture has an intricate relationship with its modes of representation.

As the conception of architecture changes in the course of time, this relationship

has evolved and as Kester Rattenbury has
Architecture, oecutl ihas, bpecwenef dilp, mths abs
connecti on, Rattenbury argues that archi
nature of the real and the physical, o or

® Assoc. Prof. Drl 86 Sy {F @6 KI & 3ARCH SIB INYRODUTKIGN TOZ dzNE& S

ARCHITECTURAL RESEARCHe current state of architecture can be regarded not only as a
LINEFS&aaA2y odzi Ftaz2 Fa +y | O REidaky@iscisheBoA LI Ay S

archtectural knowledge is produced, disseminated, and received.

® This isNot Architecture: Media Constructiongd. Kester RattenburyNew York : Routledge,
2002, p. 11.
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only be experienced physically, has begun t o be understood faln

through its r'% within stteeset modds ooh seprésentation, the
photograph is dissociated from others with its capacity to idi scus s, il 1l ust
expl ai n, an d arehitestare id its bwn mightd

Indeed, photography has created such a significant effect in architectural
representation that the photograph has been overrated and carried beyond
representation. Besides using the photograph merely to demonstrate completed
projects, architects began to describe, and settle any design idea with the
photograph rooted in its representational quality. This notion of the photograph
caused a controversial but important innovation regarding all phases of
architectural processes. With that, further photographic interpretations have
entered into the design stage of architectural projects, and, as a consequence,
the photograph has begun to function as an architectural design element in its
own right. Hence, the photograph not only became a fundamental figure in which
architects determine the way their works are presented in printed media -
magazines, catalogues, and newspapers - for the success of their designs; but it
has also become a fundamental figure that architects can refer to from the initial
concept to the built object. Thus, the photograph has gained another value that

provided it with a different role in all stages of architectural production.

In this respect, it can be said that presentation of architectural work depends
upon the influential and guiding capacities of the photograph. Yet, in time, this
value assigned to the photograph in architectural processes has carried it to
such a context that a photograph can take the place of an architectural object.
This emphasis eventually created a discrepancy between the architectural object
and its photographical representations. This discrepancy spreads itself too wide

to declare its existence and thus photography - at certain instances - gains the

%1 the historical outlook of architectural representation, as Kester Rattenburymabasized,
perspective, photography, film, andtechnology have all affected architecture. From a broader
perspective, Rattenbury questions the depiction of architecture via its representations and
discusses howg y Sderstanding of architecture is sheg in the book ¢This is Not

| NOKAGSOUdNB d¢

" Ibid, pp. 113.



power to replace the architectural object.’” Thus, the material quality of
architecture can be replaced with the material quality of the photograph. For that
shift, architectural object and architectural space needs to be redefined within

the framework of this study.

The photograph of a building is an object, to say it precisely, a physical material
such as photographic paper that can be hold in hand and that can literally be
touched. The subject is the architectural object such as a building depicted in the
photograph. The content can be any message communicated with the aid of the
photograph.™ Yet, regarding the nature of the photographic medium, there can
be situations where the object replaces the subject, the subject turns into the
object, or the content becomes the object. All of these circumstances will be

explained in the following chapters.

With the above-mentioned conception of photography in mind, an instrumental
definition for instance, such as téane one gi
image created by light falling on a light-sensitive surface, usually photographic
film or an el become inacdurate hecaasg ther phobograph cannot
be conceived merely as an image within the issues that are relevant to the
discussion in this study. Here, it is necessary to refer to the British art critic John
Berger (1926- ) and his book fWays of Seeing;0yet, at this point, this study is
interested in another aspect of the photograph. In this study, the term
photograph is discussed in terms of printing. Accordingly, A pr i nting, 6 i s tak
key concept to elaborate the implications of technical means that is involved in
the specific qualities of photography. In this respect, what is understood from a
photograph can change due to the printing processes - how it is printed, and to

which medium it is used for printing.

'2This study lays special emphasis on the research of Beatriz ColominorSestance Beatriz
Colomina. Privacy and publicity: Modern Architecture as Mass Me@ambridge, Mass.: MIT
Pres, 1994.

BOnced@l Ays GKA&a OfFAY KlIa 0SSy YIRS 6AGK NBTFTSNBY
where she offers an insight into the conception of photography and its field of discourse in
architecture.



Nevertheless, this situation complicates the place of the photograph in the
architectural discourse and grounds a base for further arguments. Within those
arguments, on the one hand, a claim that the photograph is a visual construct
can be asserted, while on the other hand, the photograph can be accepted as a
part of architectural production within its materiality. Apparently, a distinction
must be made between the physicality of buildings and their existence in
architectural space, that is, their ability to establish space through the fmateriald
and t he Adchametdrigics.i la this connection, the photograph as a
visual construct has the potential to go beyond the mere representation of an

architectural object (namely a building) to become an object of its own right.

In this process, a photo-mechanical reproduction can be achieved due to the
nature of the photographic processes. There are 2 different tools of photography.
On the one hand, there are the conventional practices such as composition of
the frame, focusing, developing, light aperture control, shutter speed contrast,
filters, different film stocks, film or sensor sensitivity. On the other hand, there is
digital enhancement. These tools can be both creative enough to change the
discursive content, meaning, and narration of architecture; therefore, the
photograph becomes a critical tool for architects. In this way, the photograph
gains an immaterial value. Moreover, as it is not new to say that architecture had
been discussed more by black and white photographs than the actual buildings
in the 20™ century,* it is actually the content that forms the immaterial emphasis
within photographs. In view of that, photographs can be pre-processed as in the
case of staging, or, post-processed further to change the immaterial content.
These conditions will be analyzed under the title of constructed photography in

chapter 2.

Following the conception above, this is the claim of this study that (1) the
photograph can constructa r ¢ h i t enagely its inmaterial quality or (2) the

photograph can physically create architectural space due to its material

14 Beatriz Colomina has established the relatiogtieen black and white photographs and

Modern Architecture in the booRrivacy and Publicity: Architecture and Mass Meliareover,

Sarah WillamD 2 f RKISBSyr®a a{ 2YSOKAy3a (G2 ¢lFf1 !o02dziy a2F
JSAHvol. 64, no. 2, June 2005.£44-167 should also be referred to distinguish Modernigm

terms of theimmaterial contentit embodies




characteristics. It is also the proposition of this study that should be underlined
that as the photograph is itself a physical existence, it becomes a new material
for architectural production.’® It is the abstract quality of the photograph as an
object, or as a physical embodiment that provides its autonomy. Since
technological developments improve this process, further creativity is dependent
on the cutting-edge technologies. Therefore, printing photography is now a more

sophisticated operation mechanism in architecture.

These claims, which position the photograph in-between immaterial conception

of architecture and its material expression, will be elaborated respectively in

chapter 2 and chapter 3 of this study. Yet, at this point, to understand the notion

of t h @rintfoit is proper to referto Wa |l t er Benjaminds seminal
reproduction and authenticity. In order to conceptualize i p h o t oygnrteanys lof
authenticated print, o it is necestwmsy to

for Benjamin.

German critic and philosopher Walter Benjamin (1892-1940) examined the
status and the place of artwork in the modern mass culture of the 1930s in his
cultural analyses. In his seminal essay "The Work of Art in the Age of
Mechanical Reproduction” Benjamin questioned the authenticity of the new
mode of theni net eent h cent ur §imM and phetggraghg eas e at i on
mechanically reproducible medium and argued that every work of art has an
Afauraod dependi ng u pitsmestiictecs exhibaionkite publisizead u e
authenticity - or its cultural value.'® For Benjamin, "aura" is an indication to the
feeling experienced in the presence of unique works of art that has not been
reproduced yet; therefore, it symbolizes the originality and authenticity of a work

of art. Benjamin calls them unique because although artworks can be
reproduced and transported, they cannot be in two different places at the same

time.

* This claim is formed with reference to contemporary architectural works, particularly
considering the projects of the Swiss architectural firmzadgr& de Meuron

2 L £ GSNI . Sy2l YAYS d¢KS 22N)] 27F ! Niminatisnsédk S ! 3 S
Hannah Arendt, trans. Harry Zohwew York; Harcourt: Brace & Worlgp. 21752.



Nevertheless, mechanical reproducibility, in which there is no actual original, has
blurred the value of artistic creativity and therefore, the replicas, which were the

images of artworks reproduced by photography, become omnipresent. Benjamin,

N

interpreting the modern age, refers this cycle as #Athe 1o
that the effects of modernity on the work of art in particular have replaced the
aura generated by a work of art. Benjamin discusses the loss of the aura through
the mechanical reproduction of art itself and he relates it to the experience of art
which could be freed from place and ritual. There is a loss of aura because, in
the age of mechanical reproduction no work of art can survive and not become a

valuable property.

In fact , nearly after 40 year s, John Berger,
interprets Benjaminb6s thoughts about the st
artwork has acquired a new kind of impressiveness, which is ultimately

dependent upon its market value, and adds that this value has become the

substitute for what paintings lost when the camera made them reproducible.’

Yet, Berger relates the loss of aura with the concept of uniqueness and

interprets uniqueness of artwork in terms of rarity. Berger asserts:

By their nature, photographs have little or no property value because they
have no rarity value. The very principle of photography is that the resulting

image is not unique, but on the contrary infinitely reproducible.18

Considering Ber ger 6 sgument aan ine intdBpeeted fromian 6 s a
perspective where originality is associated with uniqueness. In this respect, a

painting has an aura and a photograph does not, because painting remains

original while the photograph is a copy. Accordingly, it can be deduced that

Benjamin labeled the photograph iaur al es s 0 becauste he con
photograph as a reproducible print. For Benjamin, reproduction is the process of

mass production of many identical copies by machine through photography, print

technology, and electronic recording according to the copying of visual images.

7 John BergeiWays of Seeind-ondon, Penguin Books, 197228.

8 John Berghdd @ !
¢ N} OKGSyoSN

YRSNE (I Y RA Y GlassicEssayk 2rii Phatdgrapided Alani y
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As these processes become increasingly sophisticated, the reproduction of
original works of art has reached to a stage where the print has become, as

Benjamin criticizes, a way to lead up to sameness.

The contemporary notion of the Aipri nt ¢ i n the arts, as well
requires a different terminology. The act of printmaking should be examined in its
own context. A print, which is made by an artist, is accepted to be authentic,
because there is only a limited edition of prints predetermined, signed and
numbered by the artist. Once the total number is reached and the edition is
complete, the original block, stencil, plate or stone is either defaced or destroyed

by the artist or the publisher, so that no more prints can be made.

Here what is meant by an authentic photograph is not the photo-mechanical
production of print; but the artistods appr
creativity. In other words, the artist detaches the photograph from its original
context and evaluates it in a new context as an artistic material. In this respect,
the content in the photograph, its subject, or what it originally refers to is no
longer an issue. Therefore, artists do not treat that image as a photograph, but
as a fine print. In this connection, the fine print is a multiple original because the
artist, from the outset intended to create an etching, woodcut, or other graphic
work and thus conceived his image within the possibilities and limitations of that
technique.®® Therefore, such fine prints are considered original works of art, even

though they can exist in multiple copies.

In this respect, the affinity and the exchange between the arts and architecture
are no doubt both important and noteworthy; because mass reproduction of
photographs through new printing technologies lead a radical change in

phot og rcanedptoldis contemporary architecture.?’ The photograph, which

Y For detailed information about the main printmaking techniques including woodcuts,
engravings, adhintaglio processes, see the influential bookWilliam Mills Ivins, JrHow Prints
Look:Photographs With A Commentaigeacon Press; Revised edition, 1987.

% For instance, partner architects Jacques Herzog and Pierre de Meuvendbelared their

debts to the German artist Joseph Beuy<irating innovative techniques of construction with
LIK2G§23INF LIKADP ! NIAZGAO NBFSNByOSa 2F (G(KS | NDKAGS
gathered by Gerhard Mack and in the book Natural History by Philip bigspu
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used to be perceived as a way of representation - seen mostly through
magazines - gradually entered building interiors as a work of art as it has

become an artistic object of exhibition.

Nevertheless, it is the technique and the development of this technique that has

shaped the conception of the Aphot ogr apho i ntheatecbrliiquet ect ur e.

develops, the function and purpose of the photograph, which indicates an
interface between architectural conception and its material expression, changes.
Accordingly, the photograph also differentiates in itself physically and

conceptually to reflect material and immaterial modes of architecture.

Likewise, as the nature of photography and its form, status, and characteristic
can change due to social, political, economic and the technological
developments, the material and immaterial expressions of architecture are also
transformed to form a new understanding. Within this conception, the
photograph indicates a constructed medium which leads to the reinterpretation of
material and immaterial expressions of architecture. In this respect,
conspicuously different from the previous modes of architectural representation
such as the orthographic drawings and the perspective sketches, the photograph
has distinct technical and aesthetic capabilities that cause further expansions in

its intended use by architects.

Industrial printing enabled photography to be applied on paper as well as on
concrete, glass, stainless steel or digital media. With that, architects made
experiments with the photograph on buildings, particularly

result, with the aid of light-sensitive solutions, any material or image can be
printed on architectural surface materials, like a stamped print. Consequently,
with the development in printing technology, the photograph has also gained
another value as a building material. In fact, the photograph can literally be

caledasafibui Imait eg i al ¢dphotograpla anghe scale of a building is

Donald Judd, Gottfried Semper and Andy Wastaluld also be noted abke otherinspirational

figures in Herzog & de Meuron architectudean Nouvel, Rem Koolhaas, Erick van Egeraat can

also be named as contemporary architects whresent alternativeapproaches to emphasize

creative transformation of technical images into new architectural concepts, particularly

elaboratedz Yy G KS FIl el RSo®
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different from the one imprinted on paper. Regardless of the content it depicts,
there is a change in spatial conception of the photograph. In this respect, despite

the fact that the photograph is a mass-produced industrial object that inevitably

makes it fAa copyod; with the change in

up in a way to lead authenticity.

At this juncture, Andy Warhol, Robert Rauschenberg and Roy Lichtensteind s
printed works have a great influence on the development of the argument in this
study. As in the arts, printed surfaces have created an unseen fashion in
architecture in terms of the artistic styles and the aesthetization of buildings.
Moreover, regarded as an artifact transposed from art into architecture, the
photograph can influence the building construction processes. For this very
reason, contemporary architecture has been appropriated with artistic themes
and it acquired an innovative and conspicuous status as a frequently discussed

topic.

In this respect, this study argues that photographic print on architectural surfaces
attributes architecture an authentic value to alter its material characteristics. In
fact, this authenticity is the distinctive value that separates the photograph from
other modes of building-making techniques. As Berger has emphasized in the

book AWays:of Seeingo

An image is a sight which has been recreated or reproduced. It is an
appearance or a set of appearances which has been detached from the
place and time in which it first made its appearance and preserved i for a
few moments or centuries. Every image embodies a way of seeing. Even a
photograph. For photographs are not, as is often assumes, a mechanical
record. Every time we look at a photograph, we are aware, however slightly,
of the photographer selecting that sight from an infinity of other possible

sights. This is true even in the most casual family snapshot. The

scal

photograp her 6 s way of seeing is reflected i

e

n

painterds way of seeing is reconstituted

canvas or paper. Yet, although every image embodies a way of seeing, our

perception or an appreciation of an image depends also upon our own way

13



of seeing. (It may be, for example, that Sheila is one figure among 20; but

our own reasons she is the one we have eyes for.)21

Referring to Ber ge thé photqgmaphrcammunicates with s
own way of seeing, it can be asserted that a novel and utterly different
configuration evolves out of every process a photograph is involved. In this
respect, the photograph as a building material can be considered as distinct from
brick or stone, not only with its material qualities but also with its diverse visual
perceptions. The photograph, in this context, enriches the content of
architectural expression; it indeed characterizes architectural facades from its

own point of view.

This situation also complicates the place photography occupies in architectural
discourse. In this connection, as it might be open to further criticism, it can be
said that the photographwhi ch was once considered
representation of architecture, has become a material to produce architecture.
This change also provided the photograph to form its own debate and
characteristic mode in architecture. Regarding the way architect uses
photography as a material or reveals its immaterial quality, the articulation of
architectural space, gains a distinctive authentication. In this study, this
authentication will be sought through the capability of the photograph to reveal
those immaterial and material characteristics of architecture. Taking into
consideration Walter B asnertaning thedcarrerd statue
of printmaking in the arts from Andy Warholé s  w,dhis lstady argues that the
phot ograph recent | yraw matenato foro thet produotion bok

architecture.

Seen from this point of view, besides being a representation tool to reify
immaterial design ideas, the photograph seems to become the material object of
architecture. Considering this emerging role of photography in architecture as a
physical material for architectural production, this study argues that there is a
radical transformation in architectural use of the photograph from immaterial

application to material use.

%1 John Bergeiways of Seeind-ondon, Penguin Books, 1972, pfl®
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Still, what i s understood from the t er ms
interchangeable since those qualities signified by the building can also change in
time within the above-mentioned relation of the photograph in architecture and
regarding its medium. At this point, the emphasis of photography for the
argument of this study become evident because as the conception of
architecture changes in the course of time, the aforementioned conceptual
framework can be intertwined one within the other. Within this conceptual
framework, the following chapters of this study will trace the re-embodiment of
photography as an immaterial appearance of architectural representation and a

new material technique of contemporary architectural practice.
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CHAPTER 2

IMMATERIALIZATION OF ARCHITECTURE:

THERE-EMBODI MENT OF THE PHOTOGRAPH AS A fAiVI SUAL

Every photograph is the result of a pioa

imprint transferred by light reflections onto a
sensitive surface. The photograph is thus a type
of icon, or visual likeness, which bears an

indexical relationship to its obje@ﬁ

Rosalind E. Krauss

Despite the fact that the word fi p h o t lo @nighd suggest to the modern reader,
a set of mechanically mass-produced images such as the portraits of family
members, snapshots of daily events, instances of specific cases, technical data,
or historic documents; in architecture, the photograph is mostly understood as
the printed images of buildings in magazines, newspapers, or in various
published media. It is the claim of this study, however, the term photograph has
an influence on the immaterial processes of architectural production;

ar c hi t eesigruproeessss.

The two familiar terms: architecture and material, when used together,
conventionally call for the solid and tangible qualities. The intellectual and
conceptual activity, on the other hand, forms the immaterial quality of
architecture. About that, contemporary Swiss architect Jacques Herzog

expresses his opinion as follows:

2 Rosalind E KrausEhe Originality of the viant-garde and Other Modernist Myth€ambridge,
Mass.: MIT Press, 1985. 203.
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Architecture creates its own reality outside of the state of built or unbuilt and

is comparable to the autonomous reality o
Certainly we love this tangibility, but only in a relationship within the whole

of thezs(architectural) work. We love its spiritual quality, its immaterial

value.

Photography has been used to represent the physicality of architecture and the
secondarily perceived messages signified with buildings. In this context, the
Aphotographo is assumed to have a significar
due to the fact that photographs can reveal both the physical reality of
architecture and its immaterial manifestation. Since the nature of photography
and its form, status, and characteristic can change eventually due to social,
political, economic and technological developments and opportunities, the
material and immaterial expressions of architecture are also transformed to form

a new understanding.

Accordingly, while the conception of photography as a mode of architectural
representation changes, the photographic medium as a means of visual
communication and expression, led to the development of a new aesthetic in
architecture in a way different from the previous forms of representation. Within
this under st an dphatographotintietesfia constructed medium which
leads to reinterpretation of material and immaterial expressions of architecture.
In this respect, conspicuously different from the previous modes of architectural
representation such as orthographic drawings and perspective sketches, the
photograph has distinct technical and aesthetic capabilities that cause further

expansions in its intended use by architects

The most immediate effect of this medium in illustrating architectural ideas can
be made by constructing the photograph of an architectural object, that is to say
the representation of architecture. Yet, as architects treat photography as a
visual medium to construct their ideas on; the distance between the immaterial
and material characteristics of a building became so pressing that the expression
of the immaterial in the photograph differentiates from the building it originally

represents. For clarification, this study incorporates an alternative line of inquiry

BDSNKIFNR al ORRS Yo ¢ XS 2 Y S (i Mekzog RFde MdurdrdzMNIZBS8S: The
Complete WorkgVolume 13 FaStyYy . ApNPKNdzASNE HAanpsz
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into the discussion. Therefore, taking into consideration the fundamental
characteristics of photography, which are
of the following part is to make a critical analysis of the intricate relationship
between architectural representation and its fi c o n st r phatdgraphioal

expression.

2.1 Architecture as the Subject of Photography

Taken for granted the nineteenth-century desire for empirical evidence, it has
been argued that photography represent events in front of the camera accurately
since the key characteristic of photography is its ultimate dependence and
reference to the subject presented at the moment of making the original
exposure. This unique and distinctive relation between the lens and the object,
technically and aesthetically determines the pre-conditions of the mechanical
process of photographing. One of the required conditions is that the subjects
have to be static to prevent the vision-blur; i n d e sitterocodidebe élamped
by an app arsldforsthe duration sfithe exposure. For that reason,
architecture, in terms of the inherited quality of the building and its
unquestionable static posture, has been the preferred subject of photography.

Regarding this issue, Diane Agrest clarifies that:

Architectural photography derives from the first decade of photography 1

the time of Hugo, N'i b®fpre the indaesmiaizatbraaf uer r e
photography when, due to technical limitations, the camera could focus only

on static structures, places, and buildings.?*

In this respect, it can be said that the photograph has an inherent connection
with architectural production. Yet, this inherent relation of photography with
architecture becomes negligible as creative experimentation encouraged new
ways of seeing in terms of camera angle, focus, and geometry of the image. As
di scussed by Liz Wells, this neamndciitway of

understanding up to the extent that photography was seen as a part of the new

25 AL YE  IFANSGKIfaT d5A 302 dz2NB S 2 yArchitéctute BremSwitiiolit:i A 2 Y T €
Theoretical Framings for a Critical Practiceambridge, Mass.: MIT Pre$891 p. 159.
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machine age, essentially a s a nfiodern mode of seeing.&> In fact, the twentieth
century was more of a period of technological developments and

experimentations in terms of the specificity of the medium in itself.

The ability of the camera developed with the photographic technology that
expanded the capabilities of the eye was interpreted as a kind of mechanical
eye® in the 1920s and 1930s.

Hom {GAff FNRY 51T A3l +xSNI2002818FKS aly gAilK
Source:Beatriz ColominadThe MechanicalE® S PBrivacy and @blicity: Madern Architecture as
Mass MediaCambridje, Mass.: MIT Press, 1994, p.78

et K2 023N LFa ghotdgréghyi r¢adeed. Liz Welld,ondon; New York: Routledge,
2003, p.83.

%6 Beatriz Colomina has started her photography essay related with the critifjueedia in

architecture with thisa GAff FNBY 51 A3l +SNI20Q& Y20AS Ay 2
architectural representation.

Beatriz ColominadThe MechanicalE® S Privacy and Rblicity: Madern Architecture as Mass

Media. Cambridge, Mass.: MIT Press, 1994, p.77.
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As the Soviet film-maker and cinema theorist, Dziga Vertov (1896-1954),

expresseditin hismoviei The Man with the Movie Camer ao:

I'm an eye. A mechanical eye. |, the machine, show you a world the way
only I can see it. | free myself for today and forever from human immobility.
I'm in constant movement. | approach and pull away from objects. | creep
under them. | move alongside a running horse's mouth. | fall and rise with
the falling and rising bodies. This is I. the machine, manoeuvring in the
chaotic movements, recording one movement after another in the most
complex combinations.

Freed from the boundaries of time and space, | co-ordinate any and all
points of the universe, wherever | want them to be. My way leads towards
the creation of a fresh perception of the world. Thus | explain in a new way
the world unknown to you.?’

In this respect, besides using it for documentary, the photograph accepted as a
mechanical eye, has an exclusive use in architecture in such a way that
architects attribute a representational value to photography to express their

design ideas.

Then, the photograph as a visual material reflect specific assumptions and

expectationsi n architectur al representation. One o
depict the buildings. This literal depiction of the built environment was

accompanied by the understanding of the photograph as an objective record or

document. Indeed, William Mills lvins, Jr. stated t h a t it he nineteenth
began by believing that what was reasonable was true and it would end up by
believing that what it s a®vin this gefspedticegr aph of
photographic images can surely be defined as a i me c hani oahichisi gur e
produced instantaneously by the reflection of light; not produced by experience

or consciousness.”? Fr om John Bergerds perspective, pas

quality of transfer or trace gives to the photograph its documentary status, or in

" DzigaVertov.Kinoeye: the writings of Dziga Vertguniversity of California Press985, p.17.
John Berger referred to the revolutionary Soviet film dire@toways of seeing, p.17.

28 william Mills Ivins, Jr. is theurator of the department of prints at the Metropolitan Museum
of Art from its founding in 1916 until 1946.
John Szarkowski.he Photographer's EyBlew York, Museum of Modern Art; 1966 9.

PW2KY . SNHSNE 6G¢KS ! Y inkh dakhiopology®f MediaS A Refadedi 2 3 NI LIK = é
by Kelly Askew and Richard R. WHlkackwell Publishers, 2002, p. 53.
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the art critic and theorist Rosalind Kr a u s(¥940s) t e r ms iits undeni
ver a&ivetKragss argues thatt hi s fiveracityo is beyond t
possible internal adjustments that are the necessary property of language of

representation.

This is due to the fact that photographing is linked to a number of technical
aspects that have to be set immediately at the time of exposure; or else, the
content and accordingly the resulting photograph can change. This shows that
the Asupposedodo objectivit Bytloefsame tofem the ogr aph
essential elements of a photograph need to be established immediately at the

time of the exposure.

Nevertheless, the fundamental function of taking a photograph involving
documenting the exi gltes nottplways @aveetrudivdhen itist wa s 0
used as an architectural tool. With this respect, the photograph can be defined

as an embodied form of a mechanical act including a variety of expedients such

as the quality of light, perspective, viewpoint, relation to other objects, time of

exposure, distortion - or lack of it, the capacities of the lenses, graininess, and

the tonal effects of col ored obj eacess,. Al t hou
activity, and art of creating still or moving pictures by recording radiation on a
sensitive medi um, such as a photographic fi
makes photography critical in terms of architecture is not the chemically or
electronical | y creation of photographs, but the m

control to change the subject and therefore the content in it.

In this sense, the type of camera, the film format and speed, lens, and aperture
have great importance since the content of the photograph can be simply
controlled by adjusting the angle of view, depth of field, exposure or shutter
speed. In that regard, Susan Sontag (1933-2004) describes in the book fOn
Ph ot o g rthatpthe yphotograph is not merely an image i as a painting is an

* Rosalind E KrausBhe Originality of the Avamfarde and Other Modernist Myth€ambrideg,
Mass.: MIT Press, 1985, p. 203.
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image - which is directly printed from the real like a footprint; but an interpretation

of the real.*!

In fact, tools of photography can be described as a distinct quality rather than
ambiguity in architecture. By this way, the architect becomes the decision maker
for the essential qualities of the content of a photograph and is able to interpret it
according to his or her judgments. In this context, architectural historian James
Ackerman (1919-) asserts that when the British amateur scientist William Henry
Fox Talbot (1800-1877) announced his invention of a paper negative from which
multiple photographic prints could be made in 1839, Talbot chose to emphasize
the technical aspect of his craft, because he predicted its value as providing
evidence and as a means of documentation.®® Yet, Ackerman asserts that Talbot
must have been aware of the error of defining photographic images fsimply as
reproductions of reality, ignoring various elements of choice (of subject, position,
framing, lighting, focus, etc.) that reflected and addressed the ideology and taste
of it & Thisisitnationdwill lead the photograph to become a man-made

cultural artifact, rather than being merely mechanical reproductions.

In this context, photography in the architectural domain raises a number of
interesting and far-reaching issues of artistic, educational, philosophical, and
technical nature. Moreover, the power of the photograph as a document might
confuse its role in architectural representation. Therefore, the other expectation
of the photograph mentioned above is the ability to construct the idea of
architectural works instead of being immediate representations of objects. This is
due to the fact that the technical variables give the photograph a value to go
beyond being a document that each subtle variation in viewpoint, light or
environmental condition, each passing moment, or each change in the quality of

the print can create a new photograph. The photographer Edward Weston

%1 Susan Sonta@)n Photographyelectronic edition by Rosetta Books, New York, 2005, p.120.

2WEYSa {@ ! Ol SNXYI Yy & ¢ KAtbusktHistariadd: 49k2803, pp. 230 (i dzNB & |j dz
94.

* bid.
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(1886-1958), who was the co-founder of the Group /64 with Ansel Adams (1902-

1984), clarifies the notion of the photographical technique as follows:

By varying the position of camera, camera angle, or the focal length of the
lens, the photographer can achieve an infinite number of varied
compositions with a single, stationary subject. By changing the light on the
subject, or by using a color filter, any or all of the values in the subject can
be altered. By varying the length of exposure, the kind of emulsion, the
method of developing, the photographer can vary the registering of relative
values in the negative. And the relative values as registered in the negative
can be further modified by allowing more or less light to affect certain parts
of the image in printing. Thus, within the limits of the medium, without
resorting to any method of control that is not photographic (i.e., of an optical
or chemical nature,) the photographer can depart from literal recording to
whatever extent he chooses.*

In this connection, if tools of photography have the ability to re-construct the
content of depicted images; then the building as the subject of a photograph can
be re-constructed in the space of architectural representation. Re-construction of
t he buil dingos i mage by Aphot ogr afpshy 0 i ndi
reconfigured in visual and representational media. In fact, the nature of the
photographic process has a unique feature that separates the photograph from
other modes of architectural representation. It is with this diversity that the
following part will develop an argument on the p h ot o g rpetentialots re-

produce the image of architecture.

22The Photograph as a fAVisuale Constructo for

The term A con s inthearts to thencieatingeor farging of images and
artifacts. In the practice of photography, apart from documentation, the term
particularly draws attention to the deliberate arrangement of the immaterial

characters of an image through fstaging, fabrication, montage, and image-text

¥O9ORg I NR 2{SR9A2W=T tdaK 2 (i 2 Blakkid Hedagdloh PhdtBgiaphd. Yy Alan
TrachtenbergNew Haven, Leete's Island Books, 1980. p. 173.
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works.0® Liz Wells clarifies this situat i on in the book f@APhotogr

I nt r o d uscthe ifcmaftingo ohimages that have been staged or appropriated
and adjusted for the camera. American critic A.D. Coleman, on the other hand,

describes them also a sfaldified documents. 0

The term A constructed i ma §owiet yConstrdcvism \ae the
concept of t he previously ment ineachamcdl ey andgte
theories of assemblage. It emphasized the role of art in the structuring of a new
social order and used industrial elements in order to put them together as works
ofart. | n t hi s caongrsctee ghotagraphyo retain the authority of any kind
of photographic imagery wherein the immaterial ideas of an artist is evident; in

other words, a constructed photograph is an image preconceived by its author.

from

Vertoveé

This fipreconceivedo situation is regarded in

composition, collage, or montage.

Except from documentary photography or photojournalism, the t er m

compositiono ref ¢ esl tvains tieeo fidiic af rpisotograply,
especially in fine art photography. In fact, the problematic between photography
and reality results to the extent that a photograph was no more understood as a
reflection of reality. As a consequence, the belief of the photograph ended up
being far from the transcriptions of the real, but rather, photographs were treated
as complex material objects with the ability to create, articulate, and sustain
fmeaning.o In this respect, as it has been previously declared with reference to
Berger6 s cl ai m, pransfdrneed the pvhys of seeing, thinking and

experiencing the built world.

fgood

ThsAconstructivisto al aesgheticddsilawgely donsinatedh e Ar e al

photography in the period following the World War I. Architectural photographer
Ezra Stoller (1915-2004), who interpreted the works of Modern Architecture,
argues that eventually, every facet of photography is subject to control, and the

way in which it is manipulated affects the ultimate record.*® Stoller further argues

% photography: A Critical Introductioed. Liz Wells, LondphNew York: Routledge, p. 282

% Ezra Stoller. Photograptand the Language of Architecture, Perspecta, Vol. 8 (1963), pp. 43

44,
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that the results can be judged only by the finformation it conveys, 0 a rMiebw b y
forcefully and clearly they are projected.d”’ Likewise, John Szarkowski (1925-
2007), who was the director of photography at the Museum of Modern Art, New
York, from 1962 to 1991, has commented that the invention of photography
provided a radically new picture-making process based not on synthesis but on
selection. In this regard, as Ackerman asserts, the term "to make a picture" is

more appropri attetake hanpit®beuter o #

As it might be open to further criticism, John Berger interprets this making of
photographs from a different standpoint arguing that photographic images
constitute a global system of misinformation that is known as publicity.
Accordingly, Berger assert s t hat photographs can be u
mi s i n {° thdeed, Berger describes this characteristic of photography in his

studies and regardsthata | | phot o @mbigpohss*® ar e #

Taking into considerat passsBemaygeembhefirstnt er pr et
guestion that come to mind is whether this ambiguity stems from the potential of
the photograph as a constructed artifact has an impact on the conception of
architecture. Secondly, since selection and control are the decisive points of
interest in this new kind of representational process, the control of the architect
over the selection of the immaterial qualities leads to a key change of the
outcome. And this change raises a creative issue of a new order. Taking for
granted this mechanical process of photography as a creative process, then it
can be argued that this creativity may alter the content depicted, therefore, the
photograph can be used as a critical tool for architects rather than being

straightforward depictions. In this respect, the following part searches if the

37 Ibid.

BWEYSa {o ! O1 SNXI yo & ¢ K Briibtiske? Histofiapidd: 148 R0D3, ppA O (i dzNB & |j
7394,

% Berger argues thatginting or drawings a translation of the real dmagined "model“onto

paper, together with every mark and spa@eéhich has beemlready set out previously.

SeeW2 Ky . SNHSNE a¢KS | Y GnATHedahtiirépoldyFof Nieli&: AtR&aglel 2 3 NI LIK
ed. byKelly Askew and Richard R. Wlackwell Pulighers, 2002, p. 53.

“Obid, p. 50.
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photograph can be able to alter any discursive content, meaning, and narration

in architecture.

2.2.1 iThe Constructed Viewo*

To clarify the conception of ftonstructed photographyo i n thiss study,
explicatory to bring forward architectural photographer Julius Shulman (1910-

2009) and his photographical representations of the Stahl House designed by

the architect Pierre Koenig in 1960. Shulman introduced his photograph of

Koeni ngds hous enownas the Gasei SsudyaHbuseono.22, under

t he t i theeConstriictedfiView.o * In fact, there are two different
photographical reproductions of the Californian style house made by Shulman;

hence, the naming of the photograph can be understood when it is compared

wi t h S h préviows frame of the house. (Figure 2.2 and Figure 2.3, on page

27)

The first depiction unveils architectural details technically, by emphasizing its
document ary val ue; whil e t he ot her one, |
interpretation of both architecture and the popular lifestyle of the period.
Comparing those two photographs, Pierluigi Serraino argued that photography
can affect the context and audience of architecture and yet get ahead of it.
According to Serraino:

On one side, photographs serve a documentary function; on the other, they

provide the readership with the opportunity for comparative exercises and
critical reflection on diverse designs.*?

*ACKS /2y ald MO WXRS HiMSidéS 2 F Wdz A dza  {tied2bsél y Qa A O2
Study House no.2@esigned by Pierre Koening.

*! The phobgraph is analyzed in the bodtis is Not Architecturby Kester Raenbury under
GKS GAGES 2F GCNIYAy3d LO2yasxs ¢g2 DANIA&AZT ¢g2 | dzR.
| HHE

Pt ASNI dzA 3A {SNNJ Ay2d 4aCN}YAYy3I LO2yayY ¢¢2 DANIAS
| 2 dz& S ThisHsnat Architecture : Media @structions ed. byKester RattenburyRoutledge,
2002, p.129.
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Figure 2.2 (left) No girls, Photograph by Julius Shulmarihs photograph was the

architectural editor,John Entenz@ preference forpublishingsince itdocumentsa

naked architecturevith a flexible contextfree, and International outlook

Sourcet A SNX dzZA 3A { SNNI Ay2d AaCNI YAy3d L QRingdNCases2 DANI 2
{ GdzRe& | 2 @msIs nbt ArcHitécture : Media Constructipresl. byKester Rattenbury,

Routledge, 2002, p.128.

Figure 23 (right) Two girls,Photograph by Julius Shulman.Ths one reveals the
LIK 2 ( 2 3 NI LIK S NJ sWiefpletion of otiztMyderyf @rehitecture and a
constructedarchitecturewith a re-contextualizedandfictional atmosphere

Source: Ibid, p30.

Serraino explicates thatthe wunadorned and fAnakedod version
published way before than the second photograph. Pursuing the architectural
ideals of the publisher and the editor of the magazine, John Entenza i Entenza
was at the same time the executer of the Case Study House Program i Shulman
highlights the structural and bare experience of the house. Yet, the house in the
1% photograph seemed as if it were flowing in the air, giving the message to the
users that it could be built anywhere. In this way, the photograph is like a
document of International Style. In fact, it promotes the bringing of International

StyleeNan Ellin comments in her book fAArchitect
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The photograph itself has appeared in practically every architectural
magazine throughout the world as well as many books on architecture, thus

hel ping to all ay the stactumluchgahilited sf mbdera r of
architecture.”

However, as it was staged in the second photograph 1 when the lights were lit,
plants were placed to create a garden effect, and the sun-bed was positioned at
the only connection point of the house and the cliff - all of the efforts to detach
the house from context would become reversed. Thus, besides his photographer
skills, the second photograph was re-contextualized by Shulman simply by
changing the furniture with the ones representing a particular architectural style,
and by positioning two properly dressed women inside in order to encourage a
modern life-style that attracted attention more than the structural details of the

building.

Moreover, Shulman argues that much of Moder ni s mbés e fdspedt can b
from the reactionsto hi s p h o tAcConsteugtdd Vidwa It is largely for this

reason that photography proved an ideal medium for Modern architecture. As

fite new architecture was to be truthful, di r ect , and a rational

photography, fa medium that never lied,oillustrated it as such.

With respect to Serraino, these photographs can actually be understood
differently in terms of context. Yet, both of the photographs are set up or
produced according to different architectural thoughts. In fact, Shulmané attempt
for the 2™ one might b e consider-pdocaesssipgée or istag
photograph, probably to fictionalize a modern atmosphere. Indeed, in the
photograph below, Shulman is seen behind the scenes while photographing the
house, or more accurately, taking a test shot for the design of the stage-setting.
(Figure 2.4 on page 29)This instant proves that the photograph has
cinematographic fiction beyond an instantaneous shot of a documentary.
Therefore, Shulman can be said to set the stage of his photograph from the
beginning and architectural staging of a photograph can be understood with this

respect.

3 Architecture of Feared. by Nan EliifRrinceton Architectural Pres§997, p.131.
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Figure 2.4 (top) On the Job.Julius Shulman photographing the editorial version of
t ASNNB Y2SyA3deNo. 22h LoSAndelesizRe | 2 dza

SourceTheLos Angeles Tim&¥ebpage http://www.latimes.com/entertainment/news/arts/la
me-julius-shulmanpg,0,4206294.photogallelfy.ast Accesse@2.01.2009]

Figure2.5 (bottom) & Wdzf A dz& { Kdzf Yy {{i22R | SNB¢
Photograph taken byihda Theuglos Angele2006

SourceThe photograph is shared on the Flickr, The Online Photo Management and Sharing Web
Site by ¢ 35 ST 2 hap:Biwi.flickr.com/photos/geezopeez/257907345[Last Accessed:
10.11.2009]
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The photograph above showing where to stand and look as did Shulman, is also
interesting - although it has a touristic purpose. (Figure 2.5, on page 28y footing
at this tagged standpoint, everyone can make his own ftonstructed viewo simply

with a compact camera.

Likewise, as revealed by the architectural theorist Beatriz Colomina, Le
Corbusierds photographical representations
can be considered as a constructed view. Having compared the original frame of

the villa and its latter representations in L'Esprit Nouveau, (Figure 2.6, on page 31

it is seen that on the contrary to the pre-staging of Shulman, Corbusier

constructed his already built villa by post-processing techniques.
Colomina explains the adjustments made by Le Corbusier as follows:

Inthe ' ' f a- ade 5§ forrinsthnee, he dLe rCorbusier) masked the
pergola in the court, leaving its white trace on the ground, and cleared the
garden of any organic growth or distracting object (bushes, climbing plants,
and the dog house), revealing a sharply defined outer wall. He also modified
the service entrance to the garden, cutting the protruding vestibule and the
angled steps with a straight plane aligned with the door. The window
corresponding to the vestibule became a pure rectangular opening.44

In fact, it should be remarked that Le Corbusier built the villa in his maturing
years - as a young local architect in his Swiss hometown of La Chaux-de-Fonds
under his birth name: Charles Edouard Jeanneret. His 1916-dated design for the
villa - also known as La Villa Turque - was influenced by his travels in Turkey,
and it combined ornamental characteristics with the structural freedom afforded
by the dramatic and novel use of reinforced concrete as a building material. The
villa had a rather conventional look compared to his subsequent designs that

made him the greatest Modernist architect of the 20" century.

MOSEOGNRT [ &2t R2YNY dzabA & NJ IAssémblagknd. @ 208tNI9BAKIR. 5 ¢
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Figure 2.6 (top) The original view of Villa Schwob, 1916.
Source: Beatriz 2 £ 2 Yleorishsiest and Photogrié® Assemblageno. 4, Oct., 198h.13.

Figure 2.7 (bottom) The onstructed view of Villa Schwob as published IiEsprit
Nouveau6 by Le Corbusierl921.
Sourceibid.
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Despite the strong play on geometric volumes, the building was stuck in-between

modern and classical design. For that reason, Le Corbusier re-constructed the
representation of his vill a, afterwards, to
precise, to put the image of this building in his publication, "L'Esprit Nouveau." In

this way, the constructed photograph of the villa became the firstof Cor busi er 6 s

early works to be considered worthy of publishing in his publication.

Similarly, Colomina further statesthatL e C o r b aorsectiens wese not limited

with rearrangement of the garden; Le Corbusier discarded every picturesque and

contextual thing in the house - eliminating any reference to the actual site such

as a steep terrain - to concentrate on the formal qualities and to make his

architecture freed of place in order to achieve the ideal site.** Accordingly,

proper to Le Cor busi ethedpbotograplstofihis architeaturea | i nsig
seemed as pure or ornament-free as his developing modern approach.

CAIdzNBE Hoy 5SiGlF At 2 PylieCSbusied 29?6 (G NHzOG SR LISNH?2
{ 2dzNDOSY . St (NS T/ 2/ N2t d2aYAASYNJ O Asembtade foli 2 DLl LIK & T ¢
1987,p.13.

* I bid.
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Therefore, as indicated by the architectural theorist Beatriz Colomina in the book
Privacy an de Gorbisieriratoudhed his photographs "to adapt them
to a more purist aesthetic;oor to say it in other words, Corbusier constructed his
photographs by using post-processing techniques to explore immaterial qualities
of his architecture. For the same reason, it can be said that liberating from the
domination of classical tastes, Le Corbusier used the medium of photography to
detach his fmewodarchitecture from its place of origin. In this way, Corbusier alters
the immaterial quality of his architecture. Photographically de-contextualized, for
Corbusier, this new architecture is international in style and lightweight,

moreover mobile in appearance.

Une Villa
DE LE CORBUSIER

1916

Figure 2.9 Villa Schwob as published idEsprit Nouvea® by Le Corbusier, 192
Source: ST GNRT [ &f/R2YNY dzabA &NJ [Assétnblagknd. @ 208tNI9SRKIB. ¥ ¢
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Le Corbusierds emphasis to the presentation
from ot her modern architects by -cootmparing t
and creative control compared to the original. For instance, Richard Neutra
(1892-1970) had re-touched the photographs of his buildings as Le Corbusier
did. However, Neutra did not take the photographs himself but he worked with
the architectural photographer Julius Shulman. On collaboration of an architect
with a photographer Serraino has asserted, it hroc
photographers bring a consistency of visual representation i on which architects

capit&lize. o

Figure 2.10 The constructed photographof the Claremont Methodist Churchby
Richard Neutra,co-working with Julius Shulmar 959.

Source:Simon Niedenthal. "Glamourized Houses": Neutra, Photography, and the Kaufmann
| 2 dz&J&uEnél of Architectural Educatip7: 2, 1993, p. B0

“° See Piduigi Serrainod CNJ YAy 3 LO2yaY ¢62 DANIA&AS ¢62 | dzRASY
{ GdzR& | 2 @msSs not ArcHitécture : Media Constructioresl. byKester Rattenbury,
Routledge, 2002, p.129.
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Given the photographic print of the 1959-dated Claremont Methodist Church of
Neutra above,*” (Figure 2.10, on page B&imon Niedenthal has pointed out the

architectds recovering and refining design i

A print of the nave in the archives not only exhibits grease pencil
retouching, but the photographer has also used a mask in printing to control
the view of the mountains beyond. Neutra darkened the contrasty altar rail,
extended the right edge of the mountains outside the window, and also
brought down the values of some bright areas of exterior landscaping. 8

Niedenthal also calls attention to the note Neutra wrote on the back of the print:

Claremont Methodism started in the open landscape. The left half of the
altar wall is a resounding organ chamber behind an acoustically permea
drape. The right half reveals a mountain scenery which rises to snow
capped Mt. San Gorgonio, which is gradually revealed, as the worshiper
proceeds . . . toward the communion rail.

and annotates that

Neutra attempted to supply the missing temporal element in his description
on the back, and perhaps his extension of the line of the mountains is an
attempt to stimulate the view from an angle other than the one chosen by
the photographer or even to*stimulate a mo\

Moreover, Niedenthal notices that both Le Corbusier and Richard Neutra

appreciated re-experiencing their architecture in the realm of ideas, but unlike Le
Corbusier, Neutr abds mosbnafandche did notpubliswhisr e r at he
projects. In fact, as Niedenthal emphasizes, Neut r aés desi gn bgprocess
the time the photograph was taken, not after the building was completed or

built.>

" Richard Neutra also contributed an introduction talids Shulman's 1962 design text
Photographing Architecture and Interiors, titled "The Photographer and Architect."

8 Simon Niedenthal'Glamourized Houses": Neutra, Photography, and the Kaufmann Blotise
Journal of Architectural Educatiprt7: 2, 1993, pl08.

“9|bid. pp. 1089.
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Still, havinghi ghl i ghted in the essay fundertkeor busi er
caption of [0BeatkizeQblomina defiresthis kind of photographical
expression of architect trAecordingly, @lomind ak e d o p
introduces Adolf Loos 7 for whom a photograph cannot fully represent

architecturei as ft he most radical architecto and c
impact on the image of architecture. Indeed, as Jean-Louis Cohen has

remarked, Loos claimed in the 1910-dated essay Architektur that it he
representation of architecture should not produce its own effect. °6 Moreover,

Colomina mentioned in her essay that Loos criticizes architectural magazines

since they triggered the confusion of architecture with its image. Therefore, in

contrast to Le Corbusier, Loos did not print any photographs in his magazine

Das Andere (the Other).>® Yet, as Jean-Louis Cohen expresses, according to Le

Corbusier, this is also a context of production with its own autonomy, but for
Loos,itisaway to distance himself from the tempt
Aifrom the editorial inflation @ mdavordie al reai

the virtues of direct3-d i mensi onal *experience. 0

2.2.2 The Conception of Photography as a Tool for the

Immaterialization of Architecture

If at first the use of photograph seemed to align with Modern Architecture
technically, ideologically, and theoretically, eventually it betrayed Modernism
from becoming what it truly wanted to be. As technique progressed, for more and
more, architecture was known through photography, and photography construed

architecture as an image. This is why architectural theorist Diana Agrest (1945-)

OSEGONRT  ULeZoriudek aftl K02 @ 2 I R3semdklagend. 4, Oct., 1987h.12.

°2Beatriz Colomina. 6B R® G ¢ KS aAaF2NlidzySa 2F GKS LYIF3ISY aSt
(ed.),Architectureproduction New York: Princeton Architectural Press, 1998, p. 103.
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prefers to call architectural photography as farchitecture through photography.&®
Hence, probably following Walter Benjamin, Kester Rattenbury claims that the
representations are often treated as they were architecture itself, furthermore, a
photograph of a building has become fAal most

itself.

Probably, for those reasons, contemporary architectural firm Herzog & de
Meuron use merely photographs in exhibitions to depict their architecture. As in
the case of Le Corbusier, architects Jacques Herzog and Pierre de Meuron are
aware of the capabilities of the medium of photography. The architects clarify

their fascination with photography in their own words as follows:

We grew up with the idea that photography was the one medium that
faithfully depicts reality. But the medium has always been manipulated and
nobody believes its authenticity anymore.*®

By digitally processing the pictures, the partner architects believe that the so-
call ed dAreal ity dievedparadbxecallymia this nespect, Herzay &
de Meuron consciously form a habit to create a constructed reality of their
architecture, mostly by manipulating the photographs of their design from an

artistodéds viewpoint.

Herzog & de Meur on6s 5t inerpdtianal ArchitecturehEshibition,
Venice Biennale, in 1991, is an inspiring contemporary approach to constructed
photography as a means of architectural representation. The intention of the
architects was to represent their design neither by drawings nor by models.
Since architecture cannot be displayed literally in an exhibition, simply its
representation is exhibited figuratively. Therefore, the only concern of Herzog &
de Meuron was depicting the image of their architecture. Consequently, the
exhibition area - Swiss Pavilion - was dedicated solely to the photographs of

their buildings.

BEALFYLF 1 INBAGP® GCNI YSE2N] T 2Ahitéctur flogn OBhdeBE S 2y w S
Theoretical Framings for a Critical PregtCambridge, Mass.: MIT Press, 1991, p. 164.

¥t KAEf AL ! NBLINHzy 30  ¢Hér26d B HNeyMedron: NatRral distatffamadiané
| SYGNB F2NJ ! NOKAGSOGdzNE +FyR [FNBA aNffSNItdofAakKs

37



Yet, in contrast to Le Corbusier, Herzog & de Meuron drew the line between
architecture and art. Emphasizing their identity as architects, they left the act of
taking photographs to professional photographers and artists. Still, the architects
followed a different routine and collaborated with a number of artists including
Balthasar Burkhard, Thomas Ruff, Hannah Villiger and Margherita Krischanitz to
find the right kind of photography, which best suited their architecture. Moreover,
Ricola Storage Building in Laufen, as the subject of the photograph, provided

challenging topographical conditions for the photographer.

Figure2.11 Ricola Storage Buling, Laufenpy Herzog & de Meuron.
Photograph tiken as it isy the photographerMargherita Spiluttini, 1994.

Source:Source: Gerhard Mackerzog & de Meuron, 1978988 The Complete Works (Volume
1 . &St Z1997pN®.K Ndza S NE
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German photographer Thomas Ruff states that, fit was impossible to fit the
whole building into a single shot by using conventional techniques, since the
warehouse was too big and the distance was too short.&’ For that reason, Ruff
suggested a succession of digitally joined frames to reach an elevation-like
large-format photograph. N o t surprisingly, the architect s

constructed photograph to put on display in the exhibition. (Figure 2.12)

Figure2.12 The onstructed photograph2 ¥ & w A O 2 bylThoinds RaFf&yi ¢he

5" International Architecture ExhibitionVenice Biennial1991.

Chromogenic colour print, 158295cm.

Source:t KA f A L) [*MEIANHzyYHP ¢K 2 Y & Herdad & deAMEurdh:N\N&tardl f R 2 NJF

History,Canadian Centre for Ar¢hiS O dzNB | y R [ | N2BO2,M60.f SNJ t dzo f A & KS N&

What is striking here is that Herzog & de Meuron preferred a constructed, in
other words a non-existing image, in a platform where they have to represent
both their architecture and Switzerland. Although Herzog & de Meuron argues
that the reality of architecture can only be perceived through on-site experience,
they represent architecture with photographs, particularly manipulated, even
constructed ones. Therefore, this exhibition has a critical stance in Herzog & de
Meur onds architectur al di scour se,; wi thin t

immateriality of photographs to represent their architecture, the architects

> Ibid, pp. 23- 158.
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evaluate the object quality of photographs as equivalent to the images of the
building they had envisioned. Moreover, it is also ironic that Herzog & de Meuron
have appropriated the photographical technique of architectural representation

that was intrinsic to Le Corbusier, whom they disagree at every turn.

Figure 213 (top) Gallery for a Private Collection of Modern Art, Goetz Collection.
Taken as it is. By Margheritgiluttini

Source:The official web page ohe Goetz Collectianhttp://www.sammlunggoetz.de/ [Last
Accessed: 20.11.2009]

Figure 214 (bottom) The constreted photograph by Thomas Ruff Goetz Collection,

Munich, 1994 Chromogenic colour print, 190 x 300 cm.

{ 2dzNDOSY t KA£RAAA { ANVETLINGA AW 3 Herdad & deAMEuroh: \Nateird £ R 2 NJF
History/ I Y RALF Y [/ Sy GNB T2 NJ ! NSHerk #0820pi6aNB |y R [ | NA
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In fact, Herzog & de Meuron persistently allow Thomas Ruff to construct the

image of their architecture. With respect to Philip Ursprung,”* wh e n  RI994f 6 s

dated phot ograph of AGallery for a Goetz vate Co
Col | ecits om@mpared with the aliowejitlisccleanygséen or di nar

that Ruf er ased the trees bl ocki ngFigureh2el3dndi | di ng6
Figure 2.14, on page 40)

In this connection, photographs are, as Kester Rattenbury has emphasized,
inherently biased; hence, they can easily be constructed in terms of technique,
expression, and narration. The constructed reality of photographs, thus
constructed reality (immateriality) of architecture culminates in the constructed
contextthatthe phot ograph becomes | i tConstauttddy a fAvi s
photograph in effect is a critique of the literal surfaces of things and on subject
matter that seems to speak for itself. For that reason, in opposition with the
documentary value of architectural photography, the photograph as a visual

construct can re-contextualize the theme / content depicted in the photograph.

The way in which architects work with a print of an original photograph can be

considered as a darkroom intervention or equivalently the basics of Photoshop

techniques of today. Whatever technique is used, photography is a medium,

which has the potential to differentiate the final representation of architectural

product. Swi s s architectur al firm Herzog & de
photography can be given as a contemporary examplet oget her with Col on
case on Le Corbusier. Constructed images, call for a negative criticism, in fact,

triggers a new creativity. This creative enterprise is hidden in the photographic

processes.

*8 Philip Ursprundhas organizea recent exhibition on Herzog & de Meuron with their personal

O2tt 02N GA2Yy SyiAdft SRisalsb ®ddi®2dthg exbibitidnfcatalof S a A Yy R ¢
41 SNI 23 g RS a S dzNBich ¥ atlihe sadeNtimé moholyraph geligated to the

works of Herzog & de Meuron. Philip Ursprung is Science Foundation Professor for Art History in

GKS RSLI NILYSyid 27F | NDOKHez®® dedeeBong ¢ LI b & AARP G9IEKAOD
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CHAPTER 3

ABUI LT | MPAHE BEBOIOGRAPH AS A RAW MATERIAL

FOR ARCHITECTURAL PRODUCTION

3.1 Art Borrowed /Architecture Adopted Prints

Based on the assumption that the photograph has a dual existence (document
and creation), there is one more aspect of photography in the architectural
domain. Besides from its conceptual interpretation, the term photograph refers to
the printed materi al i tsel f. To be precise,
Within this mere print part, the photograph adds a visual value to architecture in
consideration of its potential to serve as a building material. Still, it should be
reminded that the state of the art technology has enabled that potential to
emerge. That is to say, printing is applied typically on fabric or paper; or on
almost every material including concrete, glass, and stainless steel. Justifying
this statement, as technology develops; architectural surfaces can be able to be
imprinted, as well. As in the arts, printed surfaces created an unseen fashion in

architecture in terms of visual styles and the aesthetization of buildings.

The physical print is significant from another point of view that this study argues
that photography attributes architecture an authentic value to alter its visual
material char act er i sti cs. Learning from Walter Ben
and authenticity are separated from each other. It has been argued that multiple,
reproducible, and repetitive images can be reached by everyone, therefore, they
undermine the very notion o f fi o r iby iblardny thé gignificance of the
original. To clarify this ambivalence, the relation between a print and an
architectural product should be established. Having analyzed in chapter 2 that

the photograph can reveal the immaterial qualities of architecture; materiality of
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the photograph as a print and its impact upon architecture will be elaborated

henceforth.

The word print might suggest mechanically mass-produced commercial
products, such as books, newspapers, and textile products; however, in this
study, the print refers to the photograph as the material created for the use of an
architect in addition to the use of conventional materials such as brick or stone.
As for printmaking, it is generally def i ned rafrm Gansisting of the
production of images, usually on paper but occasionally on fabric, parchment,
plastic, or other support, by various technigues of multiplicaton. 6 Among t hose
multiplication techniques, photography is most immediately affecting the
development of printmaking. Photographic reproduction processes can be
combined with printing methods such as relief, intaglio, and surface processes to
enrich the quality of prints.*

Moreover, constructed images created by the potential of photography can be
transferred with reproductive printmaking processes where the artist and/or
architect can further process on the print to express his design. As a result,
printmaking appears as a creative tool for the visual arts and architecture. As
mentioned in chapter 2, the first half of the 20" century was very productive in
terms of artistic experiments with photography. In this period, more prints were
made and more technical innovations were introduced than in the previous times
of printmaking. In this respect, prominent Pop artists such as Andy Warhol,
Robert Rauschenberg a nptinted? works thavecé greah st ei no6 s

influence on the development of architectural printing.

That is to say, art-inspired silk-screen printing technique is appropriated and
further elaborated in architecture. This is because, for today, silk-screening is still
the most convenient method that allows printing directly onto virtually anything -

including vertical, soft, hard, or round surfaces.

PeKS YFE22NJ LINAYGYlF1AYy3 G(G§SOKYyAldzSa | duawayNBf A ST LI
tSFGAY3I I NIXrAaSR AYIF3IST aAyidlr3atAz LINAYylAy3IZée oK
GadzNFI OS LINAYyGAYy3IE &dzOK Fa fAGK2ANI LIKES GgKSNB f
GaidSyOAt LINAYGAY3ISZé ¢ KBBy sprisyfig fRibt DrAirk shrougli theO dzii 2 dzil
stencil.
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Silk-screening is a sophisticated stencil process, developed about 1900s and
first used mainly for advertising and display work. When an artist designs,
makes, and prints his own stencil to produce a fine print, the process is called
fscreenprinting, and the product is called a fscreenprint.0 About 1950s, with the
emergence of Pop Art, fine artists started to use the process extensively, giving it
the name i s e r i g Gilk pds yhe original material used for the mesh in "silk
screening,” but it is rarely used today in the industry/fabrication processes.
Multiflament and monofilament polyester are the products used, in which

monofilament is the most widespread one.

To put it simply, basic steps of screen-printing can be traced as image selecting,
image processing, silkscreen burning, tracing, underpainting and silkscreen
printing.®® Accordingly, the first step in silkscreen printing process is selecting
and enlarging a photographic image. The selected photograph is cropped to an
intended frame and then it is transferred into a high contrast black and white
image on a transparent film in a photographic studio. This transparency is called
a Afilm positive, o0 which i s -sceendAftdr the
film positive is set, it is transferred on the silk-screen by a commercial printer.
The screen mesh should be coated with a light-sensitive emulsion by that time.
Once the emulsion is dry, the film positive is placed onto the silkscreen to be
exposed to bright light. This procedure fixes the image onto the screen, creating
a photographic stencil where an area is open for ink to be pushed through.

(Figure 3.1 and Figure 3.2, on pagé 45

When the photomechanical part is over, the artist can now be free to create a
basic line drawing of the silkscreen image by tracing the film positive. The tracing
can be transferred onto the canvas by using carbon paper and can be painted.
After the layer of print is dried, the image on the silkscreen is lined up with the

painted i mage on canvas which is <cal

® These steps are explained and illustrated in detaiifate Warhol Online Factaryveb page:

http://www.warhol.org/interactive/silkscreen/main.htmjLast accessed: 11.11.2009]
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silkscreen and the squeegee is dragged across the silkscreen to push ink
through the open areas in the mesh of the screen.®* (Figure 3.4, on page 46)

Figure 3.1 (top) Turning the original photograph into a film positive; image
processing.

Source: The imagesre captured from the flash animation at The Warhol Online Factory Web
page: http://www.warhol.org/interactive/silkscreen/main.html. [Last accessed: 11.11.2009]

Figure3.2 (middle)Preparing the stencil on the sitkcreen; silkscreen burning.
Sourceibid.

Figure3.3 (bottom) Tracing the image from the film positive onto the canvas
Sourceibid.

(s}
(@]]

® For detailed informatin, SS &G ¢ KS 2 | NK2f hyftAyS ClLOG2NEE ¢
http://www.warhol.org/interactive/silkscreen/main.htmjLast accessed: 11.11.2009]
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Figure3.4 Underpainting and silkscreen printing the canvas
Sourceibid.

Andy Warhol (1928-1987) described the evolution of his work and his process of

silk-screening as follows:

In August '62 | started doing silk-screens. The rubber-stamp method I'd
been using to repeat images suddenly seemed too homemade; | wanted
something stronger that gave more of an assembly-line effect. With silk-
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screening, you pick a photograph, blow it up, transfer it in glue onto silk, and
then roll ink across it so the ink goes through the silk but not through the
glue. That way you get the same image, slightly different each time. It was
all so simple - quick and chancy. | was thrilled with it. My first experiments
with screens were heads of Troy Donahue and Warren Beatty, and then
when Marilyn Monroe happened to die that month, | got the idea to make
screens of her beautiful face-- the first Marilyns.®

Figure 3.5 (left) Andy Warhol, Two Marilyns1962.9lkscreen ink and pencil on linen

26 x 14in. (66 x 35.6cm.Bource: The official web page of the/ KNR:a G ASQa
http://www.christies.com/LotFinder/Zoomimage.aspx?image=/LotFinderimages/D51282/D5128
276[last accessed: 20.11.2009]

Figure 36 (right) Andy Warhol, Two Marilyns, Blow up canvas detail
Sourceibid.

®25ee Andy Warhol and Pat Hack&tPism: The Warhol '60¥ew York and London: Harcourt
Brace Jovanadeh, 1980, p. 22.
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Architects did not remain indifferent to this advance in the arts. Moreover, this
convention offered an insight into architects who look for inspiration and
innovation in design. Phi | i p Ursprung emphasizes that i
proposes solutions that incorporate artistic strategies; conversely, the subject

matter of art may often be artichlated in re

S

Bottom Side

Top Sida

Plaglic

Spreacer

Kicklag

Filpt Hohe

Figure 3.7BasicSilkScreerPrintingInstructions

Source: http://www.reuels.com/reuels/Silk_Screen_Printing_Instructions.html [Last accessed:
18.10.2009]

® pictures of Architecture Architecture of Pictures: A Conversation Between Jacques Herzog and
Jeff Wall: Art and Architecture in Discussioroderated by Philip Ursprun§pringer, 2004, p6.
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In this respect, the affinity and the exchange between the arts and architecture
are no doubt both important and noteworthy; because mass reproduction of
photographs through new printing technologies lead a radical change in
phot ogrmdpyold im contemporary architecture. The photograph, which
used to be perceived as a way of architectural representation seen mostly
through magazines, gradually entered building interiors as a work of art - as it
has become an artistic object of exhibition. Further considered as a
supplementary architectural design tool, the photograph became a material in its
own right, as technique suffices. Industrial printing enabled photography to be
applied on paper as well as concrete, glass, or digital media. With that, architects
made experiments with photography on
a result, with the aid of light-sensitive solutions, any material can be printed on
architectural surface materials, like a stamped print.

Nevertheless, a photograph is conventionally understood as an image to look at
hand or to hang on a wall. Since it is a mass produced reproduction,
photographs are mostly appeared in particular frame sizes i though artists
provide their own custom-made card dimensions. In this respect, extracting the
photograph from relatively small scale to paste it to an architectural surface - like
printing on a <makeca differencefira peeception. Seeing a
photograph in hand and seeing the same content on a wall surface is not the
same, because all material surfaces have idiosyncratic properties. The more the
graininess, the more the depth has changed. Furthermore, light reflection, color
intensity, tonal texture, roughness, the absorption of ink etc. all affect the
resulting image. Therefore, the photograph is no more the image as it is
understood before; because, the circumstances which make the eye assess,
perceive, and correlate are changed. Indeed, this situation opens further criticism

and should be examined in a different discussion.

Photographs are scaled and interrelated with particular environments - within
which they are encountered, such as the surface of the print, publication, space
of a website, gallery, or a bui ITdei chaypge finaseake dsuwggests a
change in the previously mentioned relation between the eye and the subject;

therefore, scale changes the spatial conception. In this connection, the
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photograph establishes a new contextual relationship according to its new scale
and medium. Thus, by the transposition of the photograph from its frame to the
architectural surface, the photograph is detached once again from its context

and applied to another context that of architecture.

As an architectural material, the photograph is applied physically, to a new
materiality. Therefore, contrary to the immaterial interpretation of photography
conceptualized in chapter 2, the content of the photograph, and accordingly its
subject loses its significance. For that reason, the photograph regarded as print
is not assessed in terms of content; rather it is evaluated by means of the

innovations it brings to the surface it is applied.

That is to say, if practically, photographic surface can be seen as an architectural
surface, then the expectations that one has of the photograph differs immensely
from the mediums by which the buildings are represented to the mediums from
which the buildings are built. In this respect, this study argues that there is a
radical transformation in architectural use of photography from immaterial
application to material essence; where the photograph is now an architectural

material just as brick, or stone.

However, this connection also leads to the assumption that the photograph can
convey something that is not materially present in the architectural medium itself.
With this respect, just as wood or steel may envelop a materiality that indicates
that they are both an industrial process to become a table and that they are also
unprocessed in their natural state; this study argues that the imprinted
photograph may also envelope a potential as a raw material to convert
architectural surfaces. With this in mind, in this study, printmaking will be
regarded as the transposition of photography to architectural surface in which
this transfer of surface brings along a creative potential in architectural terms.
Considering this potential of photography, the following part of the study will
further argue that the photograph adds an authentic value to the medium it is

articulated.
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3.2 From Dark Room to Industrial Printing: The Photograph as a New

Architectural Material

The contemporary role of photography as a creative artifact calls for Walter
Benj ami nkiosvn argeirheht on the authenticity of photography in "The
Work of Art in the Age of Mechanical Reproduction."®* Writing in the 1930s,
Benjamin (1892-1940) argues in his seminal essay that mechanical reproduction
has blurred the value of artistic creativity and the replicas have replaced the aura
generated by a work of art. Mfinhe ighésoricedBem
the original is the prerequi imary critice t he co
including John Berger®® asserts that a photograph does not have authentic value

since it has no rarity value.

Rarity should be understood in terms of originality. At this juncture, it is essential
to |l ook back Benjami ndés ar geprodaction. Fisshof t he or i
all, Benjamin notes that the lens sees which the unaided eye cannot and makes
obvious certain aspects of the original that would otherwise be unknowable. In
other words, photographic reproduction extends the range of vision by certain
mechanical processes, such as enlargement or slow motion; therefore,

iphot oganaaptirgimages t hat escap® natural vision.

Taking photographs in this sense is a mechanical process; yet, as for the
medium itself, photography is far from being a faithful documentation tool. (It has
been discussed in chapter two that the photograph can be constructed.)

Technical reproduction on the other hand, as stated by Benjamin, ftan put the

® The essay is a climax of WalterS y' 2 | &lfusdlQ@aalyses begiing from the 1930svhere

he examines the statue of artworknd questions the authenticity of the new mode pe"
OSylidzNEQa NBLINBaSyidlidAazy a I YSOKIYyAOFff& NBLNEP
essay, critics have argued the case againsstartoriginality and authenticity with which any

NEO2NR 2F NBIFIfAdGe OFy o6S aFfiSNBRE FlLfairFTASRI 2N
®2 1 £ SN . Sy2l YAYZ G¢KS 22N)] 27F ! MIminktilnsék S | 38 27F
Hannah Arendt, trans. Harry Zoh¥ew York; Haurt: Brace & Worldp.3.

® John Berghld» & ! YRSNE G| Y RA y Glassic ayk i Phatdgtapied AlanA y

¢N} OKGiSYoSNBZ bSg I @SyY[SSGSQa LatlyR .221azZ ™
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Hannah Arendt, trans. Harry Zohyew York; Harcourt: Brace & World
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copy of the original into situations that would be out of reach for the original

itselfo and thereby wunder mines the orangitsnal 6s fp

uni que existence at the p°f Notwehstamding rbeth
processes, Benjamin claims, interfere with the authenticity of the object and

severely depreciateit sauft hot i t y. o

Seen from Benj amirigidakty ipassodated with unig@enessoln
this respect, it can be said that the introduction of the mass reproducibility of
photographs can be hold responsible for the loss of aura. Reproduction is the
process of mass production of identical copies by machine through photography,
print technology, or electronic recording. As these processes become
increasingly sophisticated, the reproduction of original works of art has reached
a stage where the print has become, as Benjamin criticizes, a way to lead up to
sameness. B e n j a meiading sf this technical process of photography with the
idea of reproduction can further be interpreted to define the terms authenticity
and aura another perspective.

Having clarified in the introduction part of this study, a print i such as the one
illustrated above (Fgure 3.5, on page 4)7i which is made by an artist is accepted
to be authentic. In fact, here the authentic part is not the photo-mechanical
product i on of print; but the artistos

creativity. In other words, the artist detaches the photograph from its original
context and evaluates it in a new context as an artistic material. In this respect,
the content of the photograph, its subject, or what it refers to is no longer an
issue for him. Therefore, artists do not treat that image as a photograph, but as a
fine print. In this connection, the fine print is a multiple original because the artist,
from the outset, has intended to create an etching, woodcut, or other graphic
work and thus has conceived his image within the possibilities and limitations of
that technique. Therefore, such fine prints i like the ones belonging to the

fFactory of Warholo- are considered original works of art, even though they can

%8 Ibid.

% Ibid.
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exist in multiple copies i because during an edition the artist destroys the stencil

after a certain number of prints.

Likewise, the use of the photograph as a print in architecture is different from
making an infinite number of identical prints. Architects treat the photograph as
an artistic inspiration and re-contextualize it as an architectural material.
Obviously, the content is again out of concern. The photograph can be shaped
towards the context of the design, building, environment, and the medium it is
printed. For that reason, despite the fact that the photograph is mass-produced
in industrial process that inevitably makesitfa copy 0 ; with the chang
context, and material; a result came up in a way Benjamin could not have

anticipated.

In this respect, a novel and utterly different configuration evolves out of every
process the photograph is involved. Photography enriched the content of
architectural expression; it indeed characterized architectural facades. Moreover,
regarded as an artifact transposed from art into architecture, the photograph can
be said to change building construction processes. For this very reason that
contemporary architecture has flourished with artistic themes and it acquired an
innovative and conspicuous status as a frequently discussed topic in all the

media.

3.2.1. A Photographical Reconsideration of Herzog & de Meuron
Architecture

This new function of photography stemming from its material characteristics can
be illustrated through the works of Herzog & de Meuron. Herzog & de Meuron is
a Swiss architectural firm that strikes attention with their idiosyncratic way of
blending architecture an art in their projects. The firm has been attracting interest
with their works that are mostly involved with art and especially with their use of
distinctive and original material choices. Since the 1980s, architects Jacques

Herzog (1950-) and Pierre de Meuron (1950-) have designed and executed a
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number of projects specifically for the arts such as Tate Modern and Laban
Dance Center in London, Walker Art Center in Minneapolis, Schaulager in Basel,
and Kunsthaus in Aarau. In this respect, their projects often emerge in close
collaboration with artists such as Remy Zaugg, Thomas Ruff, and Adrian

Schiess, with whom they have worked several times."”®

Inspired by the arts and learning from collaborating with prominent artists,

Herzog & de Meuron has elaborated photography in such a way that changed its

meaning and function in architecture. For Herzog & de Meuron, it can be said

that the exploration of surface is one of the principal themes of their architecture.

In this connection, the Swiss architectural firm introduced photography to
contemporary architecture literature as a surface treatment. Namely, the

architects have treated the photograph literally as a building material. In that,
architects Jacqgues Herzog and Pierre de Meur
making collaborations with artists and their artistic background must have had

great influence.”* The architects treat photography as an artistic innovation

transposed from art. Yet, readily Herzog & de Meuron interpret photography in

architectural context learning fromthear t i st s & u siesuch &sDonaltl er i al s
Judd. Their way of interpretation of photography paved the way for a new mode

of architecture-vocabulary for the many following architects to pursue and

develop.

At this point, it should be stated that the intention of highlighting Herzog & de
Meuron in this thesis is due to the key role the firm plays in the functional
transformation of the photograph in architecture. Still, this study is well aware

that Herzog and de Meuron did not invent this architectural strategy of applied

Pwsyeée lNEEKIAG S Ol dzNB @ ISNI23 5 RS aSdNBPys g4ttf

0
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" Detailed information@ 2 dzit G KS F NOKAGSOGAaQ I NIA&AGAO ol O1 AN d:
Philip UrsprungHerzog & de Meuron: Natural Historganadian Centre for Architecture and

[ FNBR aNffSNItdoofAAKSNAEAYE HAnHO®

Herzog & de Meuron 1998002.EI Croquis109/110, 2002. Witltontributions by William J. R.

Curtis / Herzog & de MeurohSSNNo. 02125683

G1 SN 23 3 R & nanSEIBRysOmnibyswolume. 2. rev. and adv. ed. No. 60 + 84,

2000. With contributions by Herzog & de Meuron / Jeffrey Kipnis / Alejandro 2&8&No. 84

8838615-X
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imagery completely, but rather generated it. The technical and expressive
possibilities of applied imagery were firstly popularized in recent history by
Robert Venturi 6s at t e mp ficonicioenviroamkent oflLass sons fr
Vegas and were developed in projects by Rem Koolhaas and Jean Nouvel of the
late 1980s. For instance, Jean Nouvel is one of the first architects to utilize the
design potential of printed glass. In the Euralille and his competition project for
the Tour Sans Fins in the La Defense arrondissement of Paris, 1989, Nouvel
proposed a de-materialization of the structure by means of fscreen-printed
glazing.d? Yet, it is beyond controversy that the imprint is truly made visible and
become an architectural trend with the Ricola warehouse, which will be

elaborated in the following part.

With this respect, in this study, the works of Herzog & de Meuron are introduced
as a case to take the argument of Walter Benjamin about the authenticity of
photography one step forward. For that reason, Herzog & de Meuron stand in an
indicative position for the main argument of this study. Laying special emphasis
on Herzog & de Meuron, hereafter, two of their renowned buildings in terms of

the use of photography will be examined thoroughly.

3.2.1.1 Disintegrating the Photograph as an Architectural

Unit: The Ricola Warehouse

Ricola-Europa Factory and Storage Facility, constructed in 1993, at Mulhouse-
Brunstatt, France is the first built project of Herzog & de Meuron that is
significant in terms of image-p r i nt e d Infthe prajette hesides its use as a
conceptual design element, the architects interpreted the photograph as a

building material forf a - a d e a p(piguie 8.8oh pagerbd

2 |n_detail: Building Skins: Concepts, Layers, Materiats by Christian SchittichBasel:
AN] KNdzZASNIO. vnnmz LIJPmd
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Figure 3.8Photograph by Margherita Spiluttini, 19940rmat: 4x5" éDia
RicolaEurope SA waretuse, by Herzog & de Meuron, France.
Source: Gerhard Mackerzog & de Meuron, 1992996 The Complete Works (Volume 3) Basel,

. AN)] KNdzpB8NE Hnanp

The repetitive order of the photo-printed acrylic panelst hr oughout
strikes attention in the first place. Within this order, each panel is used as the
smallest unit to create a conspicuous pattern for the translucent walls and roof of
the warehouse. Integrated with artistic themes like translucency, color, and
harmony; German photographer Karl Blossfeldt's (1865-1932) 1920-dated
photograph of Achillea umbellata plant leaf (milfoil or yarrow) was printed onto
the acrylic panels, which were considered as the basic unit to structure the
fa-ade.

German artist and photographer Thomas Ruff (1958-) created the botanical
image, which had already existed in Blossfeldt6 3 studies, into a pattern across

the building that face the entrance wall and canopy.

“DENXNIY o62GFyArad FyR LK2G§23INFLIKSNI Y NI
plant parts: twig @ds, seed pods, tendrils, lebuds, etc. He photographed cleses in different
scaleagainst stark backgrounds.
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Figure3.9 (left) Photograph byKarl Blossfeldt, Leaf oAchillea umbellate enlarged30
times, 1928.

Source: Philip Ursprunélerzog & de Meuron: Natural Histor@anadian Centre for Architecture
FYR [FNB aNffSN30a dzoft AAKSNARI HAAH

Figure3.10 (right) Silkscreen ink, polycarbonate and aluminupanel by Thomas Ruff.
200 x 203 x 4 cnThe Museum of Modern Art, New York.
Source: lbid, p. 250

Furthermore, here | claim that an analogy can be drawn between the repetitive

units in Andy Wahol 6s works and the way Bl os
de Meuron for the building. Indeed, Ruf f 6 s | eaf pattern and Her z
screen-printing of it in a repetitive order als

previously defined serial paintings.

A silk-screened image is flat, and without depth or volume. This perfectly suited
Warhol because in painting Marilyn Monroe he wasn't painting a woman of
flesh, blood, and psychological complexity but a publicity photograph of a
commodity created in a Hollywood studio. As Colin Clark's anecdote suggests,
you can't look at Warhol's Marilyn in the same way that you look at a painting
by Rembrandt or Titian because Warhol isn't interested in any of the things
those artists wered the representation of material reality, the exploration of
character, or the creation of pictorial illusion.”

“WAOKI NR B5RINKSY& o i ! yR& 2| NK2f K= ¢
Retrieved http://www.nybooks.com/articles/23153[last accessed: 12.10.2009]
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Figure 311 (topleft) Y I NX . f 2 & a AcBille®Ruimbellate[1R8. F 2 F

Source: Philip Ursprunélerzog & de Meuron: Natural Histgr@anadian Centre for Architecture

FYR [FNA aNffSWN30a dzof AaKSNES HnAnH

Figure 312 (top right) Andy WarhoE  / | YL St f Qa {2dzld / Y3 MdcHOD
20 x 16" (50.8 x 40.6 crspurce: The Museum of Modern Art Exhibitions and The Collection

Web page: http://www.moma.org/collection/browse_results.php?object_id=79809[Last

accessed: 14.08.2009.]

Figure3.13 (bottom left) A section of ¢ K2 Y I & matitizd F RS8R 2y . f,28a¥FSt R
as an operating patterron Herzog& de MeuronQ Ricolawarehouse

Source: Photograph taken by i®er Rolies 2005, posted at the online sharing portfolio:
http://www.danda.be/gallery/ricola/3/[lastaccessed: 14.08.2009]

Figure 3.14 (bottom right)! Yy R& 2 |160rkCAnipRell Soup Cand962

y H E p H-fnecagizéd silkscreen process

Source: http://www.nallegheny.k12.pa.us/academics/Art/Painting/stillife/100Cans.htftdst

accessed: 14.08.2009.]
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As in the series of Andy Warhol this repetitive juxtaposition of a number of the
same images leads an unpredictable textural effect. As scale gets smaller,
human eye sees the big picture as one complicated texture instead of the
hundreds of identical prints one by one. Thus, it can be said that the repeating
pattern transformed the fa-ade into
Herzog & de Meuron architecture stands in a blending position in-between

architecture and art.

Figure3.15 View of the leaf pattern from the interior ofthe Ricola Warehouse
Photograph byargherita Spiluttini, 1994. Format: 4x5*0ia

SourceGerhard MackHerzog & de Meuron, 1992996 The Complete Works(Volume 3) Basel,
AN KNdzp8INE HAanp
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Figure 3.16 (left)rhe function of the building is stacking inside
Source: Gerhard Macklerzog & de Meuron, B2-1996The Complete Workd/olume 3) Basel,
.AN)] KNdzaSNE Hnnp® Llbopd

Figure 3.17 (right) Thus a repetitive pattern is conceptualized as a thesutside.
Photograph byMargherita Spiluttini 1994 Format: 4x5" €Dia

Source: The official website of Margherita Spiluttini Architectural Photography:
http://www.spiluttini.com/frame.php?lang_id=en [Last access: 14.11.2008]

The professional relation with Herzog & de Meuron and the Ricola firm date back
to the late 1970s. The owner of Ricola candies Alfred Richterich, who is indeed
an art coll ector and for mer artist, [
clients.” In this respect, Herzog & de Meuron might have been attributed a

® For Philip UWsprung, the relationship with Alfred Richterich is also the first of many
inspirational discussions about architecture and art. Ursprung has briefly indicated that after the
firm bought a quarry on the edge of Laufen in 1962, one after the other, diffdeilities were

built or developed in existing buildings converted to new uses. Construction in the former quarry
includes various facilities (1945), a new factory (1967), a warehouse and a canteen (¥3j2

an extension to the factory with a sugar rghouse (1978), and a loading bay, a laboratory,
offices, and a presentation room (1980).
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conceptual meaning involving the function of the building, the history of the
company brand, and the process of construction. The plant motif is chosen as an
fallusiono to the herbal candies produced by the Ricola firm. Moreover, as the
firm demands a storage building, stacking seems to be conceptualized as a
theme for it. In this connection, it can be speculated that the function of the
building is stacking inside, thus a repetitive pattern is conceptualized as a theme

outside. (Figure 3.16 and Figure 3.17, on page 60)

Figure3.18 Site photographsof the Ricola Warehouse, Herzog & de Meuron, 1993.
SourceGerhard MackHerzog & de Meuron, 1992996 The Complete Works(Volume 3) Basel,

. AN)] KNdzpSdhb. Hnnp

For detailed information about the Ricola buildings, seeK A f A LJ | NALINHzyId azxAaAh
wA OK i S NR O Kerdoy & de IMdrFos: \Watigral Historganadian Cengr for Architecture
FYR [FNB aNffSNItdoofAaKSNBRI HAAHY LI® mMc P
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In fact, the chosen photograph to envelop the building should not have crucial

importance. Because, as it can be clearly seen in the construction photographs

of the site, the photograph printed on the
regular building material. (Figure 3.18, on page §1Jherefore, its content mostly

does not make any difference in its concep
interview, Richterich affiims thatt he companyds interest in arc

concern to its customers.’®

Moreover, Philip Ursprung indicates the connection Karl Blossfeldt and Thomas

Ruff as follows:

With his photographs of greatly enlarged plant details, standing alone and

usually symmetrical against a neutral background, Blossfeldt is generally

regarded as one of the main exponents of fiNeue Sachlichkeitdo ( A Ne w
Objectivityo) in German photography and is
as Albert Renger-Patzsch and August Sander. His inventory of plant forms

is in keeping with the rigorous, factual photography of modernism which

was so important to the photographers who successfully established the so-

call ed D¢ssel dor f School , including Thoma
Blossfeldt was in fact a sculptor. His photographs were made in the context

of a major commission to assemble a collection of plants for study purposes

T dried, modeled in plaster and bronze, and as photographic

enlargements.”’

Blossfeldt6 s wor ks are cruci al f r ahanactdrired byp oi nt t !
sharply defined imagery, especially of objects removed from their actual context.

In the period following the World War | in Europe, this approach of favoring

extremely sharp definition was introduced as Neue Sachlichkeit ( i Ne w

Objectivityo).

The clear-cut lines and bold effects of this styled variously cal | ed t he fANew
Objectivity, 00 wdsa reffectianwerlapss af thenoyvedarching role
of the industry and technology during the 1920s.”® Blossfeldt made highly

"® Ibid. aVisiting Alfred Richterich in Lauferg. 171.

“hidde daazRSf&a 2F I | ARRSY DS2YSGNE 2F bBIGdINBY YI NI
® For more information visit the Online Engclopedia Britannica web page:
http://www.britannica.com/EBchecked/topic/410437/NedBachlichkeit  [last accessed:

12.11.2009]
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defined close-ups of plants by intentionally removing them from their natural
habitat. AHI s i mages featured strong design C C
materiality of substances rather than the m
subject. Blossfeldt believed that the final image should exist in all its
completeness before the exposure was made and that it should be an un-

mani pul at é€d record. o

In fact, the German artist-craftsman Karl Blossfeldt is an important figure for
Herzog & de Meuron. Blossfeldtd glant photographs have recurred many times
throughout the work of Herzog & de Meuron. Certainly, the best-known example
is this renowned plant motif covering the storage building with a grid-like pattern.
Yet, as Ursprung indicates, years earlier, images by Blossfeldt had already
appeared on the first drawings or Herzog & de Meuron for the Frei Photographic
Studio in Weil am Rhein. However, plant motifs did not figure in the project in its

final from. Once again, as Ursprung notes:

In the architectsd submission for the comp
Masterplan of Cottbus Technical University, there is notably a passing

reference to Blossfeldt: in one drawing weread i Bl ossf el @atdini m Caf ®0

an architectbés projection of the same sche
t hat i n Blassfeldb iedvsFoyér.o In both cases it seems a fictive

exhibition is being advertised, as it were implying that it would be a good

idea to put on an exhibition of photographs by Blossfeldt in a university

library designed by Herzog & de Meuron.

In fact, this photograph of Blossfeldt is perfectly suitable for the concept of the

building with its out of depth, elevation-like straight look and details i regarding

New Objectivity.

 bid.

Ot KAfALI ! NALINHzy3d dazRSfa 2F | | ARRSY DS2YSGNE 2
Herzog & de Meuron: Natat History,/ I Y I RAFY [/ SYGNB F2NJ ! NOKAGSOIc

Publishers, 2002, p. 301.

For Herzog & de Meuron, architectural continuity is crucial. In this respect, the architects set
ground for further projects by experimenting on themes such as scadmsparency, and
material characteristics in their current works. With this in mind, the exhibition discussed in
chapter 4 is of great importance since it is apparent that they have been thinking on this effect
of photographs back then.
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After the building is completed, the difference between the original photograph
and its interpretation on the building can be seen apparently. It can no more be
argued that the covering on the building is a photograph in the common sense.
Far from immateriality, it is now completely an architectural building material. In
fact, the photograph does not turn out to be an ordinary material, since its
material characteristics are blended with the acrylic material of the panel and
atmospheric conditions, its materiality changes depending on specific
circumstances. Accordingly, the photographic effect changes according to
daylight and night, weather and nature, reflection, emptiness, absence-presence,
while workers in it and as well as from the inside to the outside. (Figure 3.19 and

Figure 3.20, on page $5

The experimentation of the photographical e
the Ricola warehouse results in an exceptional outcome of material

characteristics. The architects together with the artist Thomas Ruff have raised

t hat potenti al further with creativity and
canvas of Warhol. Likewise, the photograph is de-materialized; its content, how

that photograph was taken, its being constructed or not is not essential. The

photograph should be conceived freed from its previous context, and can be re-

contextualized according to the newly applied medium. (Re-contextualization of

the photograph will be elaborated in chapter 4.)

In this respect, one can understand the idea behind the process of disintegrating
a fa-ade with the . Hazeg & de Mpuhon Eexplgre aogvh s
assemblage is a carrier of content and seeks to enhance a general awareness of
this relation. At first glance, it can be said that Herzog & de Meuron have
characterized the building by decomposing a sample image and then
recomposing it. In fact, the architects create an authenticity within a building by
fragmenting it into separate parts (whether or not these are arranged in

hierarchal order) or by simply adding the different parts together.
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Figure 319 (top) Photographic effect2 ¥ i K Schahgesscdd@ingtdaylight
Photograph byMargherita Spiluttini 1994 Format: 4x5" eDia

SourceGerhard MackHerzog & de Meuron, B2-1996The Complete Workd/olume 3) Basel,
.AN] KNdzZaSINE Hnnp® Llbo

Figure 3.20 (bottom) Photographic effect changes according to flu@eent light

Photograph byMargherita Spiluttini 1994 Format: 4x5" eDia
Sourceibid, p.33.
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I n t he p uvAbMattec af Art: €anteniporary Architecture in Switzerland, 0

which accompanies an exhibition reconsidering the current architectural scene in

Switzerland, it is commented that:

What Herzog & de Meuron does is possibly all about defining a Gestalt - a
shape that tends to close in on itself but never completely. This shape
enmeshes external space that it appropriates, interiorizing the exterior, with
the outside being intricately interwoven with the inside. In the final analysis,
it is a shape that forms one whole but at the same time contains tensions
arising from a host of contradictory needs.®

Perhaps, this attempt is to create characteristic shapes; to create something that
IS recognizable; stick in the mind, and something that can serve for both the
specific functional needs and spatial interaction in an urban context.
Nevertheless, it is a fact that Herzog and de Meuron have developed
characteristically inventive use of screen-printing. Still, such articulation of
buildings is also a challenge to Adolf Loos's structures which reflect his

conceptualization on ornament as crime.

3.3.1.2. Re-structuring the Photograph as a Building Material:

Eberswalde Library

Designed in collaboration once more with the artist Thomas Ruff, the

Eberswalde Technical School Library near Berlin can be regarded as one of

Herzog & de Meur on 6 ss caryiag theddea of la ipiotayial d e si gn

facade further than any other Herzog & de Meuron project. (Figure 3.21, on page

67)

8- A Matter of Art:Contemporary Architecture in Switzerlahd . A NJ K N dza,p.M32.. |
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Figure 3.21 Photograph byMargherita Spiluttini 1999 éEberswaldd A 6 NJ NZE €
Herzog & de Meuron, 1999, Germany
Source:Philip UrsprungdPieces for Four and More Hartds#derzog & de Meuron: Natural

HistonZ2 / I yF RAFY / SYGNB TF2NJ ! NDKAGS®BIdzNE | YR [ | NA

It has been stated that Herzog & de Meuron have been experimenting artistically
on special materials from the initial idea to their construction phase. Since their
first project, the firm has combined traditional materials with modern building
techniques under substantial themes. Thus, taking advantage of the experience
they have gained in the exhibition Architektur Denkform, - the exhibition will be
analyzed in chapter 4 T and the previously mentioned warehouse of Ricola,
Herzog & de Meuron have utilized once more the potential of photography and
transparency in 1999 with their library building in Eberswalde, Germany. Further
expanding the effect of photographical integration they have managed in the
Ricola warehouse, the architects enabled the transfer of photography completely
ont o t he bbtl litexallyeas a functional building material and as an

ornament.
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The type of process used for the transference of photographs onto the building
surface resembles to fphotoengraving, 6 whi ¢ h thesmosi meiguirgf
concrete finishing technologies emerged in recent years. As the process is
definedin t he book ALiIiquid Stonebo:

Photoengraved concrete is produced through a process that is somewhat
reminiscent of silk screening. A photographic image is applied as a layer of
tiny dots onto a polystyrene sheet, but instead of paint or ink, the image is
"printed" with a cure retarder-a chemical that slows the cure rate of
concrete. The plastic sheet is placed into a concrete mold and the concrete
is poured on top of the sheet. After the concrete sets, it is removed from the
mold and pressure-washed, revealing a half-tone -like image reflecting the
differential cure rates of the concrete surface.®?

As it is understood, the method of printing a photograph onto concrete is more
refined than a stamped print or the application of the leaf pattern in the Ricola
warehouse. Derived from the material characteristics of concrete, the architects
have to experiment and control the drying times of concrete by trial and error, for

the clarity of the printed images, just like a photographer develops the image in

the dark room 7 namely the test print.

Figure 322 (left) Photographs by Herzog & de Meuron, 1998.

The unset surfaces of the concrete are sprayed out.

Source: Gerhard Mack.Herzog & de Meuron, B2-1996 : The Complete WorkBasel,
.AN] KNdzZASNE wHanp® LIbTT

Figure 3.23 (right) Imprinted panels and print patterns.

Source: Ibid.

8 Liquid Stone: New Architecture in Concreéesl. by Jeatouis Cohen and G. Martin Moeller,
J, aStyYy . AN]JKNdzZASNE HnancIX LI mpnd
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In particular, applying an image to glass is simply achieved by silk-screen
printing. For Gerhard Mack, applying an image to concrete is analogous to

graffiti and a more complex hybrid process of sgraffito.®* Mack writes:

The photographs are transferred on to a special plastic film by means of a
silk-screen process, using a cure-retardant instead of ink. The printed film
is then placed into the formwork (taking care to avoid any slippage) and
concrete poured over it. The amount of retardant used controls the degree
to which the surface of the concrete sets. When the panel is taken out of
the form work, and carefully washed with water and brushes, the concrete
that has lain in contact with the retardant remains liquid and is rinsed away,
leaving darker, rougher areas of exposed grey aggregate.84

Figure 324 (left) Photographs by Herzog & de Meuron, 1998.
First attempts at concrete printing byekkog& de Meuron.
Source: @rhard Mack.Herzog & de Meuron, 1992996 : The Complete Work®Basel,

.AN] KNdZASNE vHnnpd LIOTT D

Figure 325 (right) Photographs by Herzog & de Meuron, 1998.
Silkscreen foil and concrete are poured into moulds.
Source: Ibid.

Bra wW2yFaKEy | Afft K Hnmatesl RréhRdctirg/ véh&e He discisdesithed 2 2 1 @
concepts that align architecture with the immaterial by means of design of spaces and surfaces,

the term 'graffiti’ derives fromsgraffito. Hill argues that graffiti andgraffito ornament a

building by placing amlayer over another in order to obscure the part lying beneath.

See Jonathan Hilmmaterial ArchitectureNew York, Routledge, 2006, p. 176.

8 Valeria LiebermanrEberswalde Library: Herzog & de Meuréi, Publications, 2004.22.
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Figure 326 (left) Photographs by Herzog & de Meuron, 1998.
Imprinted glass and concrete panels in thiarehouse
Source: Gerhard Mack.Herzog & de Meuron, B2-1996 : The Complete Work®Basel,

AN] KNdzZASWNE wnnpd LI®

Figure 327 (right) Photographsby Herzog & de Meuron, 1998.

Pattern on an imprinted glass panel.
Source: Ibid.

Original photographs wer e taken from Thomas Reef f ds
Appendix A) Then, as has been previously described above, they were
transformed into film positives, and then into print patterns. As it is seen,
photographs were transferred by a s peeilithd @dcessii Serigraphing the

glass and in a way lithographing® the concrete, creates a fascinating textile
continuity between the materials covering the library. Luis Fernandez-Galiano

(1950-) describes that conti nui tdissolesinithe t he
vibration of the reiterated tattoo of the skin.0 Although the surface can be
describedas a At a tothe eauldis percaptnally more like a firanslucent

veil,0 as Herzog & de Meuron have managed to achieve in the exhibition
Architektur Denkform.

Bt NA Y G SR whethed ith $iéddrén of light on photographic emulsion or ink on paper, is
2yS 2F GKS LINAYyOALIt AyiGSNBada 2F 1 SNI23 3
invented in 1796, was the first form of printing that allowed cheap and rapid reptaium
virtually unlimited quantity. This truly epochal invention might have inspired the famous notion

pe

V O |

RS &

2F alOKS 06221 1AfftAy3a GKS NozkDafa gePariglasy). Ifadhe 21 FABS

YSRAdZY 2F £ AdK23NI LK e baililing{(i.e. Arbhitettécd everdmwed ddlk 163 5 £

Kl a
AGNART1S o6F0O1TK aLYy FFOGZ FNOKAGSOGdZNE KFa yS@OSNI 68
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FYR KFa yS@SNI NBUdzZNYySR (G2 Ada LINBR2YAYFY(d LIaAiAida

Seet KAf ALJ ! NALINHzy 3® Hedz¥d N Meiirdn: Nlagirgl Hist@ngzanRoiad £
/ SYGiNB ¥F2NJ ! NDKIeriPoiistiedeN2802,Ipy256. [ F NE a N
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Particularly, the building is a three storey rectangular volume, clad in glass and
prefabricated concrete panels i in a comparable manner to the claddings of
Adolf Loos. Each panel displays a photograph; and panels on the same layer
have been thematically printed alike. To be more precise, photographic images
are repeated horizontally sixty-six times, like a film reel, forming bands that wrap
around the building.®® There are seventeen rows of panels in the vertical
direction showing a total of 13 different photographs. The photographs depicted
can differ in size, number, and location in each other; for instance, the one on

top is an enlarged cropping from the lowest photograph.®’

Thus, the irregular rhythm of the horizontal bands of images, of varying heights

obscures the regular rhythm of the floor plates and window bands. The elevation

of the library has a clearly separated structure, and in particular, | claim that it
remindsanorderof a familiar fa-ade; IltebneBati®@anai ssanc
Alberti (1404-1472). This might have been Herzog & de Meuronbs att empt t o
blend traditional techniques within their innovative attitude. Thus, Herzog & de

Meuron reinterpreted a familiar classicalf a- ade from hi story and su

with their own style - in fact, in a rather postmodern, eclectic attitude.

If the purpose of a university library is to make knowledge accessible,
Eberswalde library visualizes it with the images extracted from the periodic
sequences on historical, cultural, scientific or political subjects. As mentioned
above, Thomas Ruff has selected photographs that refer to Germany's recent
history and the library's purpose, content, use and location; or as for Jonathan
Hill, the photographs are selected to encourage debate on the relationship

between the building's exterior and interior.®® (see Appendix A)

The library is located next to the German Institute of Entomology, which was

oncethewor | ddés | e a dimsecgreseacm Theis, Ruff ohose the image

% Jonathan Hilllmmaterial ArchitectureNew York, Routledge, 2006, pp. 198

8 Surface Consciousnesi. by Mark Taylor. London : Academy Editi@083. p. 47.

% Jonathan Hilllmmaterial ArchitectureNew York, Routledge, 2006, pp. 198
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of an insect for the fa-ade of the | ibrary i

neighbor.®® Ursuprung defines the images as follows:

Various individual subjects are shown, some everyday in nature, others

historically significant. Ruff calls the pictures extremely "robust." [ é Read

vertically, even bands of concrete slabs alternate with somewhat taller glass

panes, repeating the photograph on only the lowest and the highest tiers,

while scrolling through the entire repertoire of images. These images carry a

considerable charge far from the august portraits the architects had in mind

a few years earlier for the Ilibraries proj
Paris. The three tiers of glass panes alternating with those of concrete carry

translucent images of Venus, a memento mori, and a double portrait of

Al exander von Humbol dt and his assistant /
the others, these three represent paintings. Despite repeated cropping first

by newspaper editors and then by the artist, they have lost none of their

expressive impact. Nevertheless the client was vehemently opposed to the

use of certain motifs: Brezhnev sitting on a bench next to Nixon apparently

still triggers so many associations that it could not be permitted to appear on

the | ibrary fa-ade. The i mage of Bernauer s
Berlin climbing out of windows in an attempt to escape to the West, was

only grudgingly tolerated. %

As Jonathan Hillhas pointed out, many of the photog
iconic images for the inhabitants of Eberswalde. Exemplifying on the one hand,
the photograph in the appendix A (Hgure A.2, Figure A.7 and-igure A.9
documenting both the construction of the Berlin Wall and an escape attempt,
and, a further non-printed photograph depicting the demise of Nazi Germany
women's relay team at the 1936 Berlin Olympics on the other; Hill defines Ruff's
sgraffitogr af fiti as a fisubversi vebarddnvidwsr upt i ve
of that, the rejection of the printing of t

understandable in response to local criticism.

8 As Philip Ursprung has explained, the institute formerly located in Berlin at the turn of the

century, and was moved to Eberswalde in the 1930s after it watat decline. It remained

operational during the years of the German Democratic Republic but ceased to be state funded

in the 1990s. Now privately supported, it remains open to the public today. Yet virtually nothing

of what was once the largest entomologicollection in the world has survived.

t KAf ALY ! NARLINYzy 3 a{ édrzod & dé Meuroy’: Ratural Histaighadiad 2 y 5 €

/ SYGiNB F2NJ ! NOKAGSOGdzZNBE yR [FNAR aNffSNJtdofAaKS

Ppidd at ASOS& C2NJ C2dz88. I YR a2NB | I yYRaAZELP pc

% Jmathan Hill Immaterial ArchitectureNew York, Routledge, 2006, pp. 179.
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Figure 328(lef) 96 SNB 6| f RS [ AONI NB>X Fl e RS RSOFAf ®
Source: Liguid Stone: New Architecture in Concretsl. by Jeahouis Cohen and G. Martin
Moeller, Jr.Base¥ . A NJ] KNdzZABNE wHnncI LId wmp

Figure 329 (top right) Eberswalde Library, interior detail

{2dzNDOSY tK2(023aNF LK LIAGSR 2y odmMHdunan G2 GK
http://de.wikipedia.org/wiki/Bibliothek_der_Fachhochschule_Eberswalde[last acessed:

7.11.2009]

Figure 330 (bottom right) Eberswalde Library, exterior
Sourcelbid. Photograph posted bRalf Roletsche&n 9.12.2004

In this respect, one might argue that the combination of these still images
represent a story or narrate the immaterial. In fact, the sense of
conceptualization might be felt more in the Eberswalde library than the Ricola
warehouse,si nce the fa-ade of the I ibrary is
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pattern composed of identical images. However, although the focus is on the

surface, the iconographic position of the images is neither the concern of this

study, nor was He rAsa guildifag ndaterialMtbeuarchitect slid

not consider photographés representational
of the key terms of discussing the photograph as a material is to ignore its

i mmateri al val ues. I n this sense, Hi || fu
concern was not the photograph as a means of communication as he quotes

Ruf f 6 s AYithoubtextethe picture is only a picture and not information. You

canodt pi ge osnuhsopleen dietd ilnf Indeesl; thecby-passer@annot

recognize that message. Gerhard Mack, too, implies that Herzog & de Meuron

neglect that scenario. As noted in the case ofthe Ri col a war ehouse, ar

contribution most of the time cannot be observed by users.

In a comparable manner with the Ricola warehouse, the material characteristics
of the library building combined with photographic and atmospheric effects can
be observed clearly. Dependent on the viewpoint and daily atmospheric
conditions, the alternating effects achieved by the imprints are also enhanced by

the light use of the building.

If Figure 3.21 is compared with Figure 3.31 below, it is apparently seen that
during the daytime the printed areas gi v e t h e rathar-uaifeéd look by
merging the concrete slabs and the glass panels into a uniform skin; while at
night due to interior lighting, they fseparate into thematic bandsa In other words,
the imprinted areas on the windows become fpositive,0 since the daylight lights
up them. However, at night, they become the fnegative,0 since the light comes
from the inside of the building. Furthermore, fi Wilst seen from an acute angle, or
in the rain, the images appear sharper, like lead-type newspaper printing

plates. %

2 ThomasRuff. "I Make My Picture on the Surfdgibid. p.163.

% Richard WestornMaterials, Form And Architectur&ale University Press, 2003, p.222.
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Figure 331 Eberswalde Library at nighPhotograph by Margherita Spiluttini, 1999.
{ 2dzNDSY t KA Pideds) fof Rufir Lantdixjom Markddlerzog & de Meuron: Natural

History,/ I Y RALY [/ SYGiNB F2NJ ! NOKAGS®PiAHINE | yR [ N& aNft
By the same token, the concept of the I ayer

to be inspired of stacking as it was in the Ricola warehouse. Since the building
functions as a library, Urpsrung argues that Herzog & de Meuron might have
been matched the principle of stacking, in horizontal bands, with that of floating

images, imprinted on glass panes and concrete slabs.

Nevertheless, what makes the building so powerful does not related so much to
the iconographic message, but the photographic effect on concrete and glass
that breaks the first impression of an ordinary curtain wall system. Certainly, the
photographical impact on glass and concrete is utterly different. Looking through
glass is a subjective experience that two pictures fuse into one, as it will be
defined in chapter 4 regarding the exhibition Architektur Denkform. Despite it is
defined in the book #ABuil dihevgassSskadlmos o t hat
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polished in appearance, while the concrete is restrainedly dull,** at first glance, it
appears that glass and concrete are treated the same and from a distance, these
materials are difficult to tell apart. Yet, the merit and potential of these unique
qualities are not inherited in the articulation of the material characteristics of
glass and concrete alone. The imprinted photograph is merged with glass and
concrete in such an authentic way that the images have less definition and
contrast than the originals, thus they actually look like printed artworks. The
result is a building that is also a massive work of Po p  Asimultaneoiisly

suggesting depth on a flat plane and movement on a stationary surface. *®

Indeed, therefer ence t o Andy War lstmbré than @vident. tne n

fact, t he architects of ten cite War hol 6s W
architecture. As stated by the architects, the silk-screened images are treated

like alternative bands of windows / fuzzily printed photographic images on bare

concrete. As a result, the building with an expressive fa-ade <crea
spatiality that it resembles a work of art more than a building.

By treating the fa-ade I|ike a paper print, [
parts, which are in this case replaced by photographs of particular scenes. In this
context, it can be argued that the photo-prints on the cladding of the library,
cover the whole building and to a certain extent de-materialize it. The
ornamentation is so characterized that concrete and glass do not seem to exist
anymore. By the repetition of the same image, each volume receives a regular
structure. But not only do material and photographs merge inextricably; the body
of the building can no longer be distinguished from the pictorial surface. In the
end, the simple geometrical form of the building is converted into a semi-
translucent, complicated row of images. Regarding of transparency and
translucency, the photograph, as a building material, offers a special interlayer

between outer and inner space of the library. Therefore, the library literally

* |n_detail: Building SkinsConcepts, Layers, Materialed. by Christian SchittichBasel:
.AN] KNdzZASNE HAanamI LIPHN @

% Liquid Stone: New Architecture in Concreéesl. by Jeatouis Cohen and G. Martin Moeller,
J, aStyYy . AN]JKNdzZASNE HnancIX LI mpnd
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explores the relationships between immaterial and material by combining

photographoés visuality .with construction tec

Having anal yzed Her zog &de Meur onobe buil di
architects have a characteristic way of converting simple, box-like designs into
striking architectural edifices with the aid of photographs. In fact, this approach
resembles in one particular way to the constructivist approach. (See Appendix B)
claim that the architects create a new perspective from a box just as Alexander
Rodchenko creates unusual vantage points or L 8 s 2Mbholy-Nagy experiments
on the photogram. In fact, the technique used here almost resembles to the

making of a photogram. (See Appeadix B)

Still, as the German architectural critic Gerhard Mack indicates, to certain point
there is a contemporary reaction to the 1908-dated article of Adolf Loos:
AOr nament aloak arGued tmaktke .evolution of culture is synonymous
with the removal of ornament from objects of daily use.?® It can be argued that
the library in Eberswalde is the most radical form of a decorated box.°” However,
Jacques Herzog and Pierre de Meuron readily admit that their interest in

ornament is a direct critique of Loos's® funadorned modernism.3° In contrast to

% Adolf Loos,Ornament and CrimeAriadne Press, 1997, p. 100. Quoted from Jonathan Hill.
Immaterial ArchitectureNew York, Routledge, 2006, pp. 19.8

See alsdPatterns in Design, Art and Architectuesl. byPetra Schmidt, Annette Tietenberg, Ralf
Wollheim.. I aSfY . AN] KNdzaSNE Hnnp® LI mH

" In_detail: Building Skins: Concepts, Layers, Materiats by Christian SchittichBasel:
.AN] KNdzZASNE HanamI LIdHnd

% &From Loos's viewpoint, art and ornamentation hence serve the same purpose, even if they
direct themselves at different circles: thegllow people to enjoy themselves and their
environment as aesthetic constructions, as inventions. Art and ornamentation are, accordingly,
both visible signs of individuality, and the singularity of the self shines through all the more
brightly, the more he world of utility goods acknowledges, by contrast, the uniformity of
mechanical aesthetigs ¢

See See aldBatterns in Design, Art and Architectued. byPetra Schmidt, Annette Tietenberg,
Ralf Wollheim. + a St Y . ANJ KNdzZaSNE Hnnpz LI® o

% valeria Liebenann.Eberswalde Library: Herzog & de Meuréd Publications, 2004.38.
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Loos, Herzog & de Meuron looked up to Gottfried Semper'® as an advocate of
adornment. Notably, Semper is the architect of the main building and first dean
of the architecture school at the ETH (Federal Institute of Technology) in Zurich,
where Herzog and de Meuron studied and argued for the revival of sgraffito.'**

Herzog & de Meuron states at this point:

We would like to use the decoration very precisely. We use it in the form of
printing on or corrosion on glass, concrete or stone and analyze thereby the
familiar character of these materials and win them again as building
materials.

In this context, it can be said that Herzog & de Meuron convert the immaterial
expression of the building as a means into a contemporary photographical

language of architecture where these images are used as functional ornaments.

3.2.2. GlassJet: A New understanding of Architectural Print as a

Production Technique

This new function of the photograph has advanced rapidly with the aid of
technology towards the 21% century. In fact, today there is no need for the
architect t o experi ment t he effects of a

manufacturers offer their own printable surface solutions such as the one applied

1% 1n 1986, inThe Principle of Claddingd. by Max Risselad@10 Uitgeverij 2008 pp. 1763,

Loos accepts Semper's assumption that architecture originates in the surface drassithe
structure to which it is applied. (pp.660 [ 22& aidl 4Sa GKIG aadaNFIF OS &K:3
because each material has its own formal language," a principle again evolved from Semper.
According to Loos, materials should express nothingthemselves. Consequently, he rejects
ornaments. Associating ornamentation with all that he considers negative, Loos promotes
appreciation of the intrinsic qualities of unadorned materials, a principle familiar in modernism.
The onyx wall at the centre of sk’ Barcelona Pavilion is a noted example. Loos assumes that a
surface is not an ornament if it is independent of the structure and applied without
transformation. But ornamentation is not absent from modernism. Often the material is itself
the ornament.See Jonathan Hillmmaterial ArchitectureNew York, Routledge, 2006, p. 177.

191 pid.
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on the Municipal Bank of Eiserfeld, Germany. The firm releases innovative glass-

processing solutions with its n%wly develope

Accordingly, the bankbdés glass fa-glaske is im
digital printer that uses a computer inkjet printing method with solvent-based
ceramic inks. Worthy of its cutting edge technology, a satellite image of the town

and its surrounding is imprinted.

Figre 3325 Lt ¢SOKQa Dfl aawsSinsz -giassSligital privnkers, t Ay S 2
The process of scregurinting

Source The webpage of DIP Tech Digital Printing Technoldgies/www.dip -tech.com/ILast

accessed: 22.11.2009.]

19261 more information on GlassJet printers seewrebpage of DIP Tech Digital Printing

Technologieshttp://www.dip -tech.com/ [last accessed: 22.11.2009]
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Figure 333 (left) Eiserfeld Municipal Bank, Germany, imprinted with GlassJet, 2006
SourceThe webpage of DIP Tech Digital Printing Technoldugfigpst/www.dip -
tech.com/sitefiles/1/2114/14052.aspastaccessed: 22.11.2009]

Figure 334 (right) Eiserfeld Municipal Bankf | cetekai

Sourceibid.

German gl ass designer Beé¢mnea@sh Bhdinbenefddf hidof f man
the machine was that it allowed a large-format image to span across 295 tiles

without film-production costs and without the need for multiple printing. o

The firm talks assertively about this first line of digital printers arguing that it is
redefining the possibilities for glass building elements. For company executive
Frank Matz:

When there was no digital printing some years ago, we had printed such a
project in silk-screen printing. Therefore, we had used a single expensive
screen for each single tile and color and the printing machine had to be set
up for each screen. You surely can imagine how enormous the costs had
been. But now we can save a lot of these costs by using the GlassJet.
Moreover, we are able to realize pictures in a higher resolution than
before.'*

193 Matt SlovD | Mpachinery: GlassJet Prints Digital Images Directly on GlassvieBpage of

the GlassMagazine: http://www.glassmagazine.com/article/commercial/machinegjassjet
prints-digitatimagesdirectly-glass [ast accessed: 13.11.2009]
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Likewise, for the Municipal Building in Alphen aan den Rijn, in 2002, Erick van
Egeraathas preferred an i mpr ildingstdictugallydhassa f a- ade.
more challenging large-s cal e f a-ade than the previous e
The elevations are treated as a continuous but layered skin, wrapping around in

different angles and connecting all parts of the building.

It appears that, as technology develops, printmakers can use many different
shapes, and materials instead of using rectangular plates. Printing with movable
panels that are premade in a factory or workshop seems to be the logical
extension of this freedom. The photograph, on the other hand, as a raw material

plays an active role in this process of assembly and in this respect, contributes to

architectural production.

Figure3.35 Erick van Egeraat Associated Architects, Municipal Building Alphen aan den
Rijn2002, screesprint on glass.

SourcePatterns in Design, Art and Architectuesd. byPetra Schmidt, Annette Tietenberg, Ralf
Wollheim.. 1 aSfY . ANPp.R&NdzASNE HAnp
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CHAPTER 4

PHOTOGRAPHY IN THE SPACE OF ARCHITECTURAL EXHIBITION

4.1 De-materialization of the Photograph as an Architectural Tool

Two main questions have been raised in this study so far: first, how the
relationship between conceptual structure and perceptual experience of
architecture can be explored by photography either the photograph as a mode of
architectural representation or the photograph as itself a material entity. And,
second, how do these photographs contribute to the immaterial and material
formation of architectural content? Now, this study raises another question in the
light of Jean-Louis Cohen6 s c | afitmtha hgpuesti on of the wusage
in the field of architecture must be posed precisely in terms of the issue of
context.d® Hence, this part of the study aims to explore how photographs can
be exhibited in different contexts, or to be specific, in the context of an

architecture exhibition.

First of all, it should be stated that architecture is experienced physically, only by
being in it; yet, it is exhibited through its representations. As the Italian architect
and historian Bruno Zevi (1918-2000) asserts, there is the physical impossibility
of transporting buildings, as one does with works of art.'® Therefore, the one
and only medium where architecture can be exhibited is an architectural
exhibition, while it can only be displayed by the representations of buildings.

Among the wide range of modes of architectural representation, photography

104

Beatriz Colomina.cBR® G ¢KS aAa¥2NlidzySa 2F GKS LYIF3ISY aSt
(ed.),Architectureproduction New York: Princeton Architectural Press, 1998,02

19 Bruno ZeviArchitecture as Spacéiow to Look at ArchitectureNew York : Hrizon Press,

1974, p.16.
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has a significant importance due its potential to house both of the immaterial and
material characteristics of architecture. That potential makes photography unique
among other media by giving the viewer the sense of architectural space that
cannot be realized in a drawing, model, or animation. Indeed, as mentioned
before, architects used photography in such a way that the photograph has
become a material to define architecture instead of being a subsidiary
representation tool. In this respect, further processed as a raw material, Kester
Rattenburyés previously mentioned claim that

definitvethanth e ar chi tecture itselfd becomes a per

Zevi further argues i n t hethabibio possiBlAto c hi t ect L
gather from all over the world the paintings and so to reveal their special quality
in single great exhibitions, but forarch i t e ¢ t @xhibitjon darabe put together
only at the expense of one's own fatigue, which presupposes a real passion for
architecture.d® It is indeed a difficult task to conceptualize architecture and
display its representations in the context of an exhibition. As illustrated in chapter
2, a photograph can be a literal depiction of architecture as it can be a visually
constructed substitute. Yet, this part of the study argues that those immaterial

characteristics of photography can also be shaped within context.

Context will be understood in Benjaminian terms. Walter Benjamin argued in the
essayif A Short Histortyhatt Phot ograpihy cbecomes ¢
when it takes itself out of context, o and w
polit i cal , and s c9% katetms bfiarchitectare, o hecente crdative,
Benjaminds statement presupposes the photogr
its content and the context it pertains to; in other words, it requires the
photograph to be held merely as an architectural material in the form of a print
detached from immaterial messages. Accordingly, context is one determinant

way in which photographs are understood within which they are viewed.

19 1hid.

W £ §SNI . Sy2l YAYd 4! { K20k WAy Stiedt AmMIEOthe Writihgk 2 ( 2 3 NI LI
London, Verso, 1979, p. 254
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However, a photograph is already detached from its physical environment and
context by the time it is pressed on the shutter-release button. Indeed, the
original motive for the making of a photograph may disappear in time, leaving the

de-contextualizedimagea c c e s s i b | eeframedowitkin new coritexts.

The very omnipresence of the medium thus results from the photographs that
are circulated in contexts for which they were not made. In art, institutions shape
the nature of photography by the way they provide this context. Likewise, in the
history of photography, context is to a large extent shaped by the characteristic
ways in which photographs have been collected, stored, used and displayed. As
an architectural means of representation, the photograph is not yet
institutionalized; but there are many contextual realities developing out of the
photography itself. For instance, the photograph used in architecture is rarely
encountered in its original state; it is re-framed in billboards, in magazines and

newspapers, as book covers, or on the walls of galleries and exhibitions.

Therefore, a photograph can be regarded in its context, isolated from its context,
or reconsidered in a totally different context. Moreover, a certain photograph
identified under different contexts will evoke different meanings. That is to say,
photographs of a certain object viewed from two different points i no matter the
points are fixed or mobile - shall not be identical. Moreover, a certain object,
Apointed and shot o from a definite
circumstances i same equipment, same adjustment, same studio conditions -
shall not be identical either. Two different men looking at a certain photograph do
not see and perceive the same; likewise, two men looking at a certain point do
not capture the same frame. Furthermore, two different cameras cannot take

identical pictures under the same ambient.

In this connection, there are multiple and intertwined connotations of the term
iphot ogr a panmt beviedueed to a simple, succinct definition. Yet, our
comprehension of it changes according to its field of use, context, and point of
view. Considering within the context of an architectural exhibition on the other

hand, the photograph is the object of the display. Moreover, the photograph is
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the document of the displayed content, a print as itself a physical entity, an

immaterial representation, and also an artistic object.

For instance, held in the context of an Herzog & de Meuron architecture
exhibition, Kar | Bl ossfel dt 6s rdtecbbodksaf mpr i nt e

Eberswalde Library function as objects of display; they are not regarded as

building materials.

Figure 4.1 ¢Herzog & de Meuron: Archaeology of the Mind exhibition in The
Canadian Centre for ArchitecturgCCA.

Architectural elerents in the context of an exhibitio?hoto by MichelLegendre CCA.
Source Theexhibitionswebpage othe CCAhttp://www.cca.qc.ca/en/exhibitions/1%herzog

de-meuron-archaeologyof-the-mind [lastaccessed: 12.11.2009.]

Within this conceptual framework, de-materialization of the photograph as an
architectural element can be discussed in terms of the context of architectural
exhibition. Architecture exhibitions are essential as a concluding point in this
research, since various techniques of photographical representations can be
displayed in this environment. Mor e i mportantl vy, Afarchitecturt
embodiment of all the circumstances of the term photograph attributes in this

study from immaterial expression to material existence.
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4.2. An Inspiring Architectural Exhibition: Architektur Denkform

Herzog & de Meuron accepted that AArchitect
ityped in the chronology of the®Bengworks as
aware of the medi umds p o tcennidely siréss thatithkeirz og & d €
exhibitions are dlike a test run making it
visitors in experiments tha¥°Bycomsequence,her wi se
exhibition is the place where they explore innovative techniques to represent

their architecture. In fact, as Philip Ursprung has emphasized, the buildings of

Herzog & de Meuron does not function as fa
representationd but operates rather as thou
larger, as yet unfinished exhibitiond as a part

in the making" ("Eine Stadt im Werden?").**°

It is the kind of exhibition that Herzog & de Meuron are looking forward to when

they ask:

Is there a form of presentation that makes sense of the objects and
documents, that captivates visitors, mobilizes their entire attention and all
their receptive and perceptive faculties? Is it possible to create a place in an
exhibition space that, like an actual building site outside, in the town itself,
would be a reality in its own right and at the same time would reflect the
reality of the building it was documenting?™**

An inspiring exhibition held in the fall of 1988 at the Architecture Museum in

Basel,"? Architektur Denkform (Architecture Thought Form), has a fundamental

8t KAf AL ! NE LINBieyah® deé Metrkiéerkal & & Meuron: Natural History,
Canadian GEG NB F2NJ ! NOKAGSOGdzZNE FyR [FNBE aNffSNItdzof A

199 pid.
119)bid, p. 29.

M SNl 23 9 RS a$dzNP y QuotkdyfromsRiype34. .l dzZ33s LI® nmo
12 The Basel architectural practice of Rasser + Vadi designed the Architekturmuseum itself,

whichg & FANRG 200dzLAASR & b52Ydzadab odAAz®&a LINB
The building was converted by the Swiss architectural firm Diener & Diener into the
Architekturmuseum Basel in 1984. The museum is moved to the 1st floor of the Kungthalle

June 2004. The renovation of the Kunsthalle directed by the Basel practice of Miller & Maranta,
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position in understanding the creation of architectural space by the use of

photography.

X

Figure 4.2Exhibition ¢Architektur Denkfornk By Herzog & de Meuron, 1988.
SourceGerhard MackHerzog & de Meuron, 1978988The Complete Works(Volume 1) Basel,
. AN K108z 398T

To represent their architecture, Herzog & de Meuron have rather preferred to
print the photographs of their buildings directly on to the windows of the
museum. The photographs framed by the Museum Building have then acted as
filters between the viewer and Basel view across the windows. Having quoted
from the architects, the concept of the exhibition is superimposing different

layers of representations of Herzog & de Meuron design with the real sections of

FYR 27F %dzZNAOK | NOKAGSOG t SGSNI aNNJ f AWdgfoO2y GSNEA 2
the Architekturmuseum.
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the building as if they wer é°The archiedspar ent s
described their intention as:

We turned the existing building into a projection screen, which we then used
in order to convey our ideas to which we had given architectural form. So for
the duration of the exhibition, the building of the Museum of Architecture
itself became virtually one of our own buildings.***

W//"'L !
e

-

J JDI f

..... e cas] e

Figure 43 Interior view from the exhibitionArchitektur Denkform
Sourceibid, p.199.

W wsye wldzA3IZ | SN AaEOS HRKAaSEWRYy® 2wSYiésRa o8&
Zauga/Herzog & De Meuro@antz, 1997, pp.-92.

14 pid.
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Figure4.4 Exterior view of Basel Museum of Arhitecture, 1988.
SourcePhotograph posted on the Blogspot by Travis on 6.08.2007:
http://t -broussard07.blogspot.conjlast accessed: 25.11.2009]

In that regard, the architectsdi d appropriate the museumbs f

new space unexpectedly juxtaposed with Basel view. (Figure 4.5, on page 90)
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Figure 4.5Authentication of space Fom the exhibition dArchitektur Denkfornk €
Photograpls of architectural works ofHerzog & de Meurorsuperimposed on the
windows of Basel Architectural Musen.

SourceGerhard MgckHerzoq & de Meuron, 1978988The Gomplete Works(Volume 1) Basel,
. A NJ K2987Z3p6 RE203

The changed sense of space in Herzog & de Meuron's projects can also be

di scussed in terms of the term Atransparency

point, it is essential to recall Marcel D u ¢ h a n{}1887s1968) painting entitled
firhe Bride Stripped Bare by Her Bachelors, Even (or shortly as The Large
Glass) 0 bet ween 19tlsta canplex piace e of two large plates
of glass mounted in a metal frame which defines the space around it. Despite all
the affinities, here, the frame is not essentially the agent to determine which
visual fragments of the subject are verified and isolated. It is, in fact, the
transparent medium within the frame that interchanges the context of the images

via its location. (Figure 46 and Figure 4,7on page 9)
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Figure 4.@Marcel Duchamp. The Bride Stppd Bare by Her Bachelors, Even (The

Large Glass). 19153.

Source. N} YRSY 2 W2ASLK® aw2Ky /13S FyR GKS | NOKA G S
MIT Press, 1997, p. 91.

Figure 47 The window of the Basel Museum superimposed with viewseofbyi& de

Meuronprojects.

SourceGerhard MackHerzog & de Meuron, 1978988 The Complete Works(Volume 1) Basel,
. A NJ K20875p200%

To clarify t he boundary bet ween vision an
il luminating the fosdeta @fThee®fidMchel 8f o hi a
Foucault (1926-1984)d e monstrated Velasquezds painting,
that things are perceived far beyond than they appear. In the painting, there is a
complex relationship between subject and object. Foucault designates that the
painting, which he considers it as a frame, can be viewed both from the inside

and from the outside. The book, which has also the image of Las Meninas on its

MWa A OKSt C2dz0 dzThedrdér pflthings:aAS ¥rahgeloldgy 6f the Human Sciences
New York, Vintage Books, 1994, ph63
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cover, starts with this extended discussion of the painting. Foucault further
develops the central claim that all periods of history - particularly as Classical
thought, Renaissance, and Modernism - have constituted their own accepted
truth related within a discourse. Hence, he clarifies the relationship between
words and things in such a way that the things described by words do not
compensate with what has been seen. Within this conceptual framework, it is
essential to reconsider the frame of the images in terms external conditions to

further expand the discussion.

Despite the emphasi s gi ven, iiconographyo was not t h
exhibition. Here | claim that Herzog & de Meuron did nottreatfit he phot ogr aph
merely as an aesthetic apparatus or an instrument of representation. Instead, the

architects defined the borders of their understanding of architecture by means of

the representation technique they have preferred, evidently with reference to art.

In fact, Herzog & de Meuron have operated photography to produce an

Aar chi t ec tmadeap of teep lauilt ebfects.

Moreover, with regard to Philip Ursprung, there is an analogy between the
proj ectunoft atrhye tih e or y oy Lpfebore and teecconbeptionbé n r
photographical e x pr e Herzog & de Meuroh.Hecchrdinga des of

to Lef ebvr e 6fsadesodisapgeartinian tabstracted" space in which

nll7

"everything can be viewed from every aspect, yet, Ursprung argues that

Herzog & de Meuron give them a new concreteness. For Ursprung:

At the interface between individual building and urban space, they
condense the abstract space into a substance by means of images. This
substance then knits together the "mental” and the "social" space indicated
by Lefebvre. In so doing, Herzog & de Meuron are able to realize something
that Lefebvre could only speculate about, namely the oneness of monument
and building.**®

Yot KA f A LI ! NE ini\eryod &de dviBuitoR Bleizdgi® de Meuron: Natural History,
/I LyFRAFY [ SYGNB F2NJ ! NDKAGSOGANE FyR [FNR aNffsSN

Y1 Sy NR [ STS0 ONKREe Piodudiéhiof $pacéandla@d By éDonald Nicholsen
Smith.Cambridge, Mass., USBlackwell, 1991, p. 12%Irsprung made this analogy in the book
Gbl GdzNI £ | A&02NE b

Mt KAf ALI ! NB& LINBZah & deé Metrikiiéerkal & yiel Meuron: Natural History,
I byFRAFY [/ SYdNB F2NJ ! NDKAGSOGANE FyR [FNR aNffSN
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This process was successfully attempted in the above-mentioned exhibition
Architektur Denkform, as well. Considered from L e f e b \perspdrtsre that
ultimately everything can be transposed into everything else and that meaning
could circulate in the space of discourse as freely as the visual in physical space,
the function of photography as an operative tool to create physical space is a
mechanistic approach. It justifies the above-mentioned conceptualizations of
photography that (1) it is an artistic interpretation transposed into architecture;
(2) it is a visual construct to represent architectural objects; and (3) it is at the
same time an architectural material to create architectural space. In this context,

the exhibition Architektur Denkform set a good example to the authentication of

space by photography.

Figure4.8 Different modes of representations of the House for a Veterinary Surgeon,
by Herzog & de Meuron.

(Top)drawing from the exlbition, (bottom left) photographby Margherita Spiluttini
(bottom right) transparent print upon the window of ArchitekturMuseum Basel.
SourceGerhard MackHerzog & de Meuron, 1978988The Gomplete Works (Volume 1) Basel,

. A NJ K2198Z3ps MNF,203
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CHAPTER 5

CONCLUSION: THE AUTHENTICATION OF SPACE

5.1 From Material Application to Immaterial Conception

With the increasing demand for the visual elaboration of external surfaces of
buildings, photography becomes more of the central focus of the architectural
inquiry among contemporary architects. It has been previously declared that as
the conception of photography changes, it alters the material characteristics of
architecture. In the same way, emerging print techniques have changed the
materiality of the photograph. Therefore, as the photograph is adjusted with
cutting edge technologies to become digital, printing terminology has also
become digitized. In this sense, conventionally used terms such as screening
(tram) and pigment are understood in te r ms o f 1 fwhichxise thes short
version for the term picture elements. Thus, a new graphic language of
photography or in other words pictures made up with pixels emerge as a key

concept.

Influential architect Rem Koolhaas (1944-) appropriated this new material
characteristic of printing and elaborated with reference to the conception of
traditional printing in the 2003-dated McCormick Tribune Campus Center in
lllinois Institute of Technology. Conceived by the Dutch architect and the Office
for Metropolitan Architecture, the design is highly illustrative in terms of
understanding the development of the print as a building material which is
blended with the latest technologies. In fact, Koolhaas did expanded this new

digital context of photography in terms of frontal expression.
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Figure5.1 The McCormicK ribune Campus Center, @aigo, OMA2003

WestF I cel RS gAGK aASa LRNINIAG R22N
SourceThe webpage of the Wallpaper Design Magazine:
http://www.wallpaper.com/gallery/architecture/resamplingornamentbasel/17050358/]last
accessed: 13.11.2009]

It has been clarified in chapter 3 that the print, as the material expression of
photography on fa-ades, can be vpeerweeaidwsed
standpoint or daily atmospheric conditions. Seen from a distance, the imprint
looks smooth and unified, yet the texture of ink on the surface has a particular
dotted pattern, which is apparently discerned when viewed more closely. In
digital terms, this dissolution is called pixelation. Accordingly, individual pixels
can be distinguished by the eye when the image is enlarged. Despite the latest

techniques enabling very close array of those dots that cannot be distinguished
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by the eye i asin Gi c| ®e ™pirKoathtas hag created his imprint pattern
deliberately from those dots - indeed dots made up of circular pictogram?°
images. That is to say, seen from a closer distance, it can be clearly seen that

the dotted pattern is replaced by pictograms with an appropriately arranged size.
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Figure5.2 Pictogrammar, icons designed Michael Rock.
5SGIFAf 2F GKS Fle RS 2F ha!da alO/ 2NX¥AO0] ¢NRO
Source Theofficial webpagef Michael RocR x4 design studichttp://2x4.org/ [last accessd:
18.09.2009

19D A Ois &Bench term meaning to spray or squiintfact itis how an inkjet printer works.

I 26 SPSNE AdG Aa y2G GKS aryYS |a | adlyRFNR
printing, no screen or other mechanical devices are used and therdfiere is no visible dot
screen pattern. The image has all the tonalities and hues of the original image.

For detailed information sekttp://www.gicleeprint.net/abtGclee.shtm
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120 pictogram is a graphical way of representing a word, object, simple instsctioeven an

idea, concept, or an activity that conveys its meaning through its pictorial resemblance to a
physical object. Pictograms are visualizations formed with a universal sign language that can be
understood and read by everyone.
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In the lllinois Institute of Technology McCormick Tribune Campus Center, in fact,
pictograms are used to form a lexicon of hundreds of graphic signs to represent

the idea of an universal student and the range of activities on campus.

Indeed, more than 300 pictograms can be seen everywhere from the fritted glass
partition wall s t arredpdndirgzto the bwildihgls pvaripus r
functions - such as the one on the wall of the reading lounge which depicts
figures studying and thinking or the group of figures etched into the wooden
coffee bar. (Figure 50, p.104)
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Figure 53 (top) Pictogrammar, icons designed by the graphic designer Michael Rock.
Source: Ibid

Figure5.4 (bottom) Pictogram icons representing various d#umt activities, bygraphic
designerMichael Rak.

Source: Ibid
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These icons serve as the basis for various graphic elements throughout the
space and communicate with both large and small scales. Yet, the aim of using
pictograms is usually for the production of a bigger image. Koolhaas interprets
thefipct ogramd as the small est @&aringtance,at f or m hi
the main entrance, pictograms in the form of small, circular dots come together

121 \when viewed

to form a large-scale photographic portrait of Mies van der Rohe
from a distance. Certainly, upon closer inspection, the circles reveal their own
distinct graphics, each representing a figure appearing in differing scales and

contexts.
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Figure5.5 (left) The glasentrancedoor with the portrait of Mies van der Rohe, IIT.
Source: Ibid

Figure5.6 (right) Aoser detail of the door]IT, pattern made of pictograms
Source: Ibid

Plnkaa Sadhél gdaszé Y222f{ Kl a &K264a KuiesvahdeNANI GA2Y
Rohebecame the head of IIT's architecture program in 1938, after the closure of the Bauhaus.

The master plan of the campus was made by Mies van der;Ruéreafter his signaturé f S&da A &
Y2NB¢ adSSt IyR 3JItlaa adNRQTEENB & QR2 WRSEIMEBESR AL ¢ O
the already architecturally significant main campus alludes his engagement with Mies.
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Yet, Koolhaas used this visual trick to elaborate the material characteristics of
his design. In fact, here, the witty part is that as one opens the sliding door to
enter the building, he opens Mies' mouth, as well. Or, for Koolhaas, to get inside,

one must Awalk through Mi e fidnage. 0
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Figure5.7 A closeup from thedoor, pattern made of pictograms

SourceThe photograph is shared a@he Flickr, The Online Photo Management and Sharing Web
{ A ( Shellébellg anttp://www.flickr.com/search/?s=int&w=all&g=mccormick-+iit&m=tefttast
Accessed: 10.11.2009]
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Although, this kind of iconography plays a big part in Koolhaas's designs, it is still

122 of the master architect of Modern

controversial to imprint a pixelated portrait
Architecture since it is reminiscent of a Venturian approach. Koolhaas, reflecting

Robert Venturi (1925-) and Deni se Sc e tonvictbnio thenbbak ( 1931
ALear ARfram Las ndtesgtlas i our electronic information age
Afarchitecture should reject abstract formo

iconography astheess ent i al archi t® ctural el ement. o

Yet, reconsidering the IIT building within the framework of this study, one point
strikes attention: although photography is imprinted to contribute to the material
characterization of the building, the imprinted photograph emphasizes more of
an immaterial description. From this point of observation, it can be said that the
processes stemming from the underlying immaterial meaning to a material
existence undo to foreground a figurative statement. In this context, the
materiality of the photograph has become representative again. Put it another
way, on the contrary of the cases illustrated in chapter 3, technical innovations of
the materials and the media is used here to transform the existing architectural

surface into a figurative entity.

Notwithstanding the direction present in many of the photographical
interpretations, portraits have a particular relationship to "authentication.” In this
context, Sus an S alain'd grophotographing people can be reconsidered
to argue that a portrait can turn people into objects that can be symbolically
possessed. In this connection, the portrait of Mies can be read in terms its
immaterial content. That is to say, Mies, who stylistically used simplified

geometric forms in a nonrepresentational attitude to reveal the inherent material

22 The creation of images using tiny pictograms was subcontlaicteMichael Rock's TwBy-

Four, multidisciplinary design studio. In 2007, the Museum of Modern Art in New York City
acquired several early 2x4 projects including this portrait of Mies by Michael Rock, wallpapers
for the McCormick Tribune Building at IArada and Vitra, an entire collection of 2adsigned

ANY Magazines as well as other original,-ofia-kind books.

For further information seehttp://2x4.org/

123 lynn Beckerch SRA LJdza wSY=Z¢ O602NRAIAYLEff& Lz f)xha KSR dzy RS
Chcago ReaderSeptember 26, 2003

24 Susan Sonta@n Photographyelectronic edition by Rosetta Books, New York, 2005.
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qualities of buildings, in this way has contributed to the immaterial content of
Modern Architecture. Yet, now, Mies has himself become the material of a

contemporary design and contributes to Kool h

Therefore, even though the content is strictly abstract, photography retains its
figurative/representational positonwi t hi n t he bui lltéthargfddes mat er i
necessary to clarify as a last point that Koolhaas used imprinted portraits in the

interior of IIT, as wel | . For i nst an dhearchitentdid dote fwal |
hang photograph frames but instead he preferred imprinted photographic

portraits on a transparent material and merged within the context of the interior.

Figure5.8¢ KS CNAGGSR Dflaa cC?2
Sourcelbid.
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