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ABSTRACT

THE SOURCES AND LIMITS OF AUTHENTICITY
IN CONTEMPORARY ARCHITECTURE

Dingil,Se - ki n
Master of ArchitectureArchitecture
Supervisor: Prof. DriCelalA b d i G¢gzer

September 202174 pages

Regulated by economic and political ambitions, the pursuit of authenticity has
evolved into a practigevhich isoriented towards formal novelty. This practice is
cultivated by thevisual culture emerged in consequence tbe developments in
information aml communication technologies anthe capitalist system of
operations Especially in popular and professional culture, the formal
characteristics of the architectural work has become the effestivedeterminant

of its authenticityclaim, rather than thessential ideas that constitute the dedign.
this study the intellectual frameworkor the conceptual backgrounaf any
architectural productis considered as one of the most prominent and

comprehensive soursef its authentic nature.

Within academic dture, up until posimodern artistic productiorthe search for an
absolute origin a beginning from ground zers considered to be essential for
producing original artworks The repercussions of consumer society and
reproduction techniques has defined new ways of producing and evaluating art,
henceprovoking an intellectual inquiry on the concepts of copy, imitation and

reproduction. The association of originality with the igor" has started to



diminish since the beginning of 20th century, bringing it closer to the concept of

authenticity, boundaries of whi@rediscussed throughout this study.

Any architectural design element (idea, form, technique) can be associated with
antecedentandsubsequence® a certain extent. However, authenticity lofien

been discussed and evaluated solely by meanstrokpective analysesvhile the
significance of thefuture and potentialitiesare often neglected. In a world that
everythingis a copy of another, this study concentrates upon the difference
between direct copying and critical referencing regarding the relationships
established with the past. In future oriented discussions, the emphasis ishpat on
effects of the building &r its realization upon the surrounding social/built
environment, on architectural field and its potentiality to become a reference point

for future works.

In this thesis, the structure of architectural authenticity is studied throcmi@lex
networkdefined as "system of referencesThis complex network is formed with
multitude of relationships defined between various domains, events, forms,
techniques and methotsat are directly or indirectly relevant to architectural
design. In order to enframéi$ extensive scope, thsourcesand limits of
architectural authenticity is studied througimtominent domainsthat have a
significant influence on the discipline. Design considerations and priorities within
these prominent domains can act as gheminentconstituentof the building's
authenticity, or may become a part of a #merarchical structure. It iboth
controversial andiifficult to label an architectural product as original or authentic
in its entirety hence this study promotdsactional assessmenbn its specific
architectural qualitiesAs a resultauthenticity is not conceived adadel to define

or classifyan architectural work but rather portrayeds a tool of comprehending

andcriticizing its architectural characteriscs.

Keywords:Architecture Authenticity, Originality, Refererg Imitation
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CHAPTER 1

INTRODUCTION

The concept oforiginality® has undergone radical changes aftef' 2@ntury,
regulated by the conditions of contemporary era, cultural transformations, advances
in information and communication technologies and inevitabhtellectual
tendencies in philosophy and afhere are &riousturning points, many of which

can ke regarded as the most significant milestone, in terms of its impact on the
concept of originality. However,ni this study, the phenomeam of consumer
societyand emergence akproduction techniqueare considered asvo of most
significant determinantsof the conceptual shift in evaluation of originality
Because their influence is regarded as the most prominent and comprehensive
among others, involving cultural and economic changes in sodhetyinflated
market value around original productsiethodobgical proliferation inartistic
production and especiallyincorporating aconceptual shift in theelationshig an

artwork constitutes with itentecedentandsubsequences

For anobject of designbeingoriginal, authenti¢ newor distinct have affirmative
conrotations and widely accepted as essential requiremer@n the other hand,
beingordinary copy, repetitionor imitation areperceived as adverse characteristics
that is not favorable for an object of desigrhese views are still univeaty
acknowledged among popular culture asr@ also dominant among modernist

understanding especially before repercusssonof consumer culture and

1 Meanings of the term®riginality and authenticity mostly overlap, yetlsoindicate particular
distinctionsin different discussion groundiginality is highly associated A (tle origginé and

indicatesd thigherRSIANB S 2 F. HBweer] ik tfiOthesi {hé termauthenticity gains a
more comprehensive meaning, regardless of original{§ee section &2.4: Originality and
Authenticity in Architecturéfor an elaborateexplanation)



reproduction The act of creatiorand thegenius of the artisare glorified as the
ultimate source of adtic originality, which requires creative interpretations from
the artist. Achievinghoveltyis considered as the utmost priority, hence a rupture
from the historical or previous forms of astprofoundly sought afterThe search
for anabsolute origin abeginning from ground zens considered to be essential

for producing original artworks.

One of the significant problenthat this study aims to address is therceived
significance of establishing an absolute arigim the light of multifaceted nature of
todayodos everyday phenomena, every aspect
entities arantricately intertwined with each othefherefore, the quest of defining

an absolute origin becomes impossible, an@dogs significance in originality
discussionsThere is no doubt that every design object is tied to previous works of
art, for mer artistos perspectives, any
accumulated knowledge to a certain degkéious componentsf@ building and

even the ways those components are assembledflaenced bythe accumulated

knowledge on design and construction throughout the history. Most of the time it is

not possible to clainthat an architectural design defines pmint zeroor an
unprecedented origirEvery architectural design gives references to those before

it, imitates them or borrows some kind of knowledge in various férite focal

point of the discussion theshouldshift towards the nature/characteristics of that

relation, rather than if there mne.However today, it is a common practice that

previous forms of knowledge are being transferred directly, without any critical
methods of referencing, whicbdo not include an elaborate consideration of
background meaning, conceptual framewogktactices of resvaluation and

interpretation.

The circumstances that revolve around late capitalism and rmoensaulture

transformed the artwork into commodity and in turn the contty itself became

2/ 8t +t ' oRA DNISNE daAYl NIAP B8BEIGINIES1 S ¢ 1t ARAY
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image and spectacle. As the boundaries between art and everyday life are blurred,

the differences between high art and kitsch, high culture and popular culture are

also diminishedThere are distinct figures in postmodern sugh as Dichamp,

Warhol and Leving who utilize various methods agpetition appropriation

pastiche irony andreproduction The distinctive works othese artists challenged

the conceptions of copy, imitation, authenticity and originality t he ar t wor k
relationship with everyday objectand other artworks hence necessitating a- re

evaluation of the mentioned conceptiombese effects of temporal conditions on

artistic practices provided alternatiyexpanded the possibilitieend method®f

producingoriginal artworks.

On the other handntellectual state of society, capitalist means of operation and
cultural transformations also cultivatedrigual culture which started to dominate

the evaluation dynamics of any artwork in all popular, professiandlacademic
spheres. The formal and visual aspects of architecture have become ever more
power f ul and prominent in constituting w
individuals and architects, capitalist and authoritarian order have found numerous
ways to exploitauthentic character of artworks and places. An elaborate system
operates openly to take advantage of original works, authentic places, history and
culture of societies, concepts of sensitivity and popular movements. Consequently,
the value 6 the narrative andhe idea behind an architectural produdts
conceptual framework are overshadowed by the visual culture, marking them as

subordinate evaluation points.

When evaluation of originality is directed towardsatgyin, the focal point othe

discussion is naturally constructed upon its affiliations with previous works of art.
Neverthel ess, by it s e lshighly testrietiveetongotirays i s o n
the essence of originality and brings forth neteworthy problem where

Apotad mtiy o, Aopportunitydo and Af utureo
considerationsldeas of certain philosophers are presented below to further reveal

the problems obnesided originality evaluation



Rol and Barthesd i nqui ry hempactloretheditertre of t he
work hada significant influence omeaningandoriginality discussions around an

artwork.He claims that texts do not/should not possesaracular messager an

ultimate meaningproduced by the authof.h e t e x t -dimensional Spawe | t |

in which a variety of writingéandtheone of t h
author only imitates already existing writings without being original. He claims

there are multiplicity of manings in a text, which are created by the aceafling

not writing. The concepts ofeferencingand originality is challenged, as it is

claimed that every text incorporates others inevitabhe creatorof the work is

challenged, claiming that he/skdees not/should not impose a particular meaning,

as the work is constituted by a complex system of references which points towards

its destination not its origin. Jean Baudrillard and Gilles Deleuze separately

guestion reality and conceptualigienulacrumin association with the conditions of

postmodern world. Both conceptions of simulacrum of Baudrillard and Deleuze

undermine the hierarchy between thiial artwork andits subsequete, between

any artwork and its reproductioft.is claimed thatevery ext defines a meaning

scope, which stretches far beyond authoros
multiplicity of openended meanings, which cannot be incarcerated within an

intrinsically consistent system of thoughts.

The role of architeesubject is still perceived as tineythical authoy who assigns

an ultimate meaning to his/her work to be comprehended Hevugever, there are

two distinct pointsthat shouldbe reassessed in architectural terms. First, the
meaning & an authentic architecture is not a pure product of the architect, but a
multitude of meanings imposed by a variety of actors in design prafessed by
conditions of its era and existing architectural elements from former works of

architectureSecorml, the eventual meaning of the work is not definitive, and is able

3 Roland BarthesThe Death of the Authped. Stephen Heattimage, Music, Text.andon:

Fontana, 1977), 146.

‘WPFI G DITKFEY Y2@AEAGS -Hemilewd NB PA Yixé , SARXIT KISPNEIF YSCA
Arts University, 2007), 2@8.



to be construed in multiple wayy other architects, users and public in gendnal
this study, apart from its past connectiortkie opportunitiesand possibilitiesan
architectural worlprovidesareconsiderecssential to its authenticity claim.

It is argued thathe nature of this authenticity is highly compl@hich includes a

fisystem of referencésconstituted by a variety aflear or vague interconnected

or independentesign considerationdde r e, the word fireferenc
correspond to the utilization of accumulated knowledge. It refers to the ways of

Af or mi ng cmandbetweern evemysagpect of design. Any design decision

made within the design processntributes to thisystem by forming variety of

connections with other epistemes and other design decidirsinstance, a

specific material selection may be highly influenced by or dependent on a
technological innovation and in turn can affect otbesign considerations to a

great extent. Similarly, theverall design understanding of the architect, his

theorical views, the perspectives of other acte#so take part inpr oj ect 6 s
realization process also affects the authentic character by forming sebef

connections. Thereford, sy st em of r e f eomper mewverikwhicghe f er s 1
involvesevery aspect o f, inbludind réferenged & previouss t e n C ¢
forms of knowledge, thecontextual (physical, socieconomic, political)
circumstanes t hat surround the design probl en
understandingany kind of design consideration or prioritgxternal influences

later evaluations and interpretatiasfshe workandso on.It is argued that one or a

group of the degn considerations can be prioritized to such an extent that it acts as

the prominent constituentywhich regulates the whole design. In some catbes,

systemdoes not have a distinct hierarchy, where one consideration does not

distinguish itself amongthers.

In Chapter 3,architectural authenticity is discussed throygbminent domains
that influence architectural design in geneial.the first section (3.1: Socio
Economic Domain), the influences of sogiconomic conditions after $@entury
(late capitalism, consumer culture, visual culture, information and communication

technologies, etc.) on contemporary world and the structure of society are



elaborated. Thearchitectural repercussions of these influences ameamined

around the concept of authmity. It is argued that on one hand these influences

provide sources of authenticity, and on the other, define certain limitations on the

perception of the concept. Second section (3.2: Technological Domain), focuses

the impacts of developments in laimg technologes on architectural authenticity

discussion While, the introduction of new materials, innovative ways of

construction, critical design methodologies provide new opportunities for architects

to pursue, theynay also regulate the professidr@actice and trap it into mnore

determinate scopeln third section (3.3: Contextual Domain), the theoretical

discussions on context are elaborated as a potential authenticity source or limit, as

they provide deep i nsi gtowarsls trelssue af plaxe, c hi t ect s
which is significant determinanin each building authenticity claimlt is argued

that specific contextual data may act as a source of authenticity and case studies are
provided to exemplify dififeregéatunnguésodhanté
Fourth section (3.4: Conceptual Domain) is about the role of concept development

and conceptualization in producing authentic works. The issue is studied around

two main paths; the power of concepts in regulating the architectis@pline,

prominent design theories and approach in general; the significance of
conceptualization in design process that cultivates the creative aspect of the
architectural design

Regarding above discussiomtsnust be emphasized that this study does not offer a
specific research problem, but rather portrays a wide range of problems and issues
to address, each of which are equivalently significant. Tresssarch problems are

summarizedelow

1 Authenticity isoften associated with beingpvel newor distinct defining
anabsolute originapoint zero

1 Concepts such asopy, imitation and repetitionare perceived as negative
gualities, yet need to be-wgsited in reference to different understandings

in arts ad philosophy.



9 Visual culturehas been an assertive factor in the evaluation process of
architectural authenticity, emphasizing formal attributes and overshadowing
the conceptual framewor&f architectural products.

1 Capitalist and authoritarian order hasvdloped certain methods to exploit
authentic character of buildings and places by reproducing various social,
historical, cultural, technological or conceptual aspects of their existence.

91 Architects are still portrayed adtimate creators/mythical authsy who
have the utmost control over its creation, assigning a permanent, constant
meaning. Thepossibilities of later interpretation®f authentic works,
multiplicity of meaningshey possess do not hold a significant ground in
authenticity discussions.

1 Architectural authenticity is often evaluated through a nnet@spective
analysis concentrated on buil di ngods cont
significance of the Apresentodo and Af uf

1 The sources of architectural authenticity are ité¢inas they may be found
in every aspect of design. However, it is widely perceived as a mere formal
search.

1 The nature of architectural authenticity is highly complex regarding the
system of referencesach project constitutes. Yet, the number of academic
studies on this intricate nature is limited, which tries to reveal the
charactestics of this system

1 The view that there is @eterminant range of true answets a specific

architectural problem, plays a restrictive role in search of authenticity.

In light of these research problems, the aims of this study can be laid outtsong
following lines. This stug aspires to reveal consequences of secaitural and
economic changes in every aspect of life aftef 2entury on the concept of
originality in philosophy, art and eventually, architectdts.intent also involves
dranwing an outline for sources of admenticity in architecture, revemg and
exemplifying the wide range of possibilities in producing authemispects for



architecturalworks. Moreover it strives to provide a frame for thdimits of
authenticityset forth by the capitalist motivesisual and formal prominence or
practices of direct copying, in order to reveal gseudeauthenticattempts that
govern the majority of architectural production in contemporary cities. At the end,
the final goal is @ make certain inferences to understand on viahs and
conditionsauthenticity reveals itself as astablished qualityn an architectural
work or as gpseudequality that is not engraved in its essence.

As it covers the sources and limits of architeal authenticity, which is associated

with every design issue possible, the thesis inevitably inclined towards dealing with

an extensive scope. |t i's evident t hat a m
associated with architectural design. Therefaregrder to structure and limit the

scope to a certain extent, architectural authenticity is studied thymoghinent

domains (socieconomy, technology, context, concepthich are determined

according to the amount of influence they have on archreedliscipline. The

thesis also limits itself to the conceptualization of originality aftér @ntury, but

it involves both Turkish and foreign architecture to examine its characteristic

through diversified cases.

Methodologically the subject is studiedith a fragmented approadby breaking it

down to a multitude ofliscussions. Rather than focusing on a singular research
problem and verging towards a singular aim, a collection of subjects that are
interlaced with one another are studied aroundudtitude of research problems

and amultitude of research aimgach of which are equally important and critical

to the overall discussiorStudy involves scrutiny of various conceptgich are

essenal to understand different aspects ofarchitectural authenticity. It
incorporates an ample amount of case studies that aims to concretize these concepts

and tosupportthis multifacetedanalysison originality and authenticity.

This study is conducted through three main phasegeptualizabn, formation of
framework and assessmentn the irst phase (conceptualizatignan extensive

conceptual framework is provided, by which related concepts suohigasality,



copy, imitation and mimesisare explained, in order to divulge and unravel the
architectural authenticityconception that this thesis revolves around. The key
concept§ft system of references, d i) deeighéredc o py i n
from this inquiry are noted for further use in the following chapterssecond
phase (formion of framework) prominent domains (socieconomy, technology,
context, conceptiare determined according to their influence on architecture
discipline, their potentiality to demonstrate both sources and limits of authenticity,
the affluence of contenthey provide to conduct a twway analysis between
authenticityand pseudeauthenticity This tweway analysis involves on one hand,

an elaborate study of how the boundaries of architectural design is expanded,
opportunities and possibilities of authertiicare increased regarding that particular
domain. On the other hand, it exposes the ways how certain developments and
practices constrict this boundariy the last phase (assessmettte information
gathered from first two phases are superposed in todeach certain inferences
about the inherent nature of architectural authenticity. Each inféfidagg is

supported by the case studies that are provided in the first two phases.

The concept oduthenticityandoriginality has been studied directly or indirectly in

vari ous doctor al and master 0s di sserta
authenticitystudies the concept in terms of preservation of historical value, which

are excluded from this literature review. In his rrastd s fitAh eRxeissear ch f or
Co-existence of AbstractieRepresentation to Bring Meaning and Authenticity to
Contemporary Thlerntcehi t Attt urkadhyaoj | u el abor
authenticity in relation withmeaning Tadao Andods dadi gn un
works. I n her nmars tmerl s stnheasgialdy s ArEhgeeturet o

A Phenomenol ogi 8al geDi £t dssi onddi,scusses |

5¢SYSt 1 EA YI K@l 2¢€ft dzastedee of AbSteaGioRBIREentdAiBNND BiifgS  / 2
aSFyAy3a yR !'dziKSyRAOAGe (G2 /2yGSYLRNINE ! NOKAGS
1994).



phenomenological understanding, relating it to the concept of timeleSsikss.

Kandilci studies creativity in terms of originality, authenticity, novelty,
contemporarinessand provides a critical investigation of national architecture

awards as a case study, in her thagsidn Anal yti cal Study of C

Architectural Design: Case Studyf Nati onal Arcdhitectural Awar

The intersection set between this study and two of the previous dissertations is

relatively largerconsidering the wagoncept of originality is analyzed. i T h e

Issue of Originality in Architecture: Turkish Modernitythe Period of 195® 0 0 ,

KI ker Fat i h ¥ the corcepnhof @igiralltyoinr aatt phisophy and

architecture. He analyzes characteristics of Turkish architecture and evaluates their

authentic value around four architectural considerati@pstial organization,

form, materiattechnology andcontextual congruencky exami ni ng every c.
ordinary, innovativeand creativeaspect$.In a more recent studf An Anal yti cal
Study on the Change of t he Par a@glguna ho f Or |
G¢l e- scrutinizes architectur al originality
20" century. She claims that the conception of originality in every era is
correspondent to the prominence of miscellaneous concepts. She pamndept

mapsto emphasie this paradigm shift over decades.

This study separates itself from the former oneshadocal point of this thesis, is
the sourcesandlimits of architectural authenticity, which inevitably points towards
a larger scopdhecausauthenticity isdirectly or indirectlyrelated with every issue
that islinked with architecture disciplinelhe focal point of the thesis stands out as

fwhat constitute authentic aspects of an architectural work andoh@wWhat

6. Tft3AS TERANART OGRRANDBABEABYEE aA Ya! NABKHARGOGdzNBSY | t KSy 2
(Istanbul Technical University, 2007).

90 NHz YFYRATOAZ a!y !'ylrftedAOlt {ddzRRe 2F / NBIFOGAGAGE A
I NOKAGSOGdzNI £ ! g1 NR&AE OLBYANI | A3IK ¢SOKyz2f23& Lyaidadd
8CI GAK TE1SNI mli 2NK2ysS daiAdhNIRIa&P eNENyeS|1az2 RERPHEE N
Technical University, 2008).

SDNf o KaDWEISya>f @ GAOFE {i(GdzReé 2y GKS /KFy3dS 2F GKS t I NJ
(Gazi University, 2017).
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prevent that authentic character frobeing establishair a t h e rhowtithisa n
per c e ionvilgod @ js evolved hr ou g h o u®f coarses wherr dealing
with an intricate and subjective concept, one must address above quesiiomsoiv
it i's pandicledawedt® | kecaswse #nlanswedsotq those also
influence the definition of the concegfor this purposethrough a conceptual
inquiry (Chapter 2)architecturalauthenticity isscrutinizedunder four prominent
domainsby clarifying the effects of miscellaneous phenomematsvery existence
and perception(Chapter 3), in order to make inferences onitteerent nature of

architectural authenticity (Chapter 4).
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CHAPTER 2

THE CONCEPT OF ORIGINALITY IN PHILOSOPHY, ART AND
ARCHITECTURE AFTER 20th CENTURY

Before starting to analyze the concept, the crucial difference between the
characteristics of different types of knowledge must be emphasized in
epistemological terms. Whilebjectivity suggest that knowledge is neutral,
constant and nuoelative,subjectivitysuggest a different form of knowing, which is
highly dependent o f Subjbectiveksowledgeeis telatve per c e
hence it cannot be the absolute truth that is valid universally. While it is possible to
claim absolute trilns in science, there is no absolute truth within fields such as
philosophy and art, which deals with the meaning of concepts and system of
ideas!® Although architecture is claimed to be a discipline that is both art and
science, the disciplinary knowle€lgproduced by thaliscursive aspect of the
discipline is almost always subjective and the conceptiginality is one of those.

It has undergone many transformations after its resurgence with Modernist thought.
It is mostly discussed in art and philosgphs for the former it is a quality to be
sought to increase the value of the artistic product, and as for the latter it is simply
another concept to be scrutinized in a world of concepts. In order to analyze the
intricate nature of originality in archit&ural production, it is essential to study the
evolution of the term in philosophy and art. Additionally, terms suclcogs;
imitation and mimesisare discussed in advance, as they will hold a significant

ground within followingoriginality discussions.

10 Michel FoucaultThe Order of ThingRoutledge, 2005),
https://lwww.taylorfrancis.com/books/9781134499144.
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Another issue that has to be emphasized before starting the analysis is that the
meaning of words highly resembles to a collection of tracing papers, which are
aimed to depict one single object, yet produced in different times by different
people in diffeent conditions. In his book Words and Buildings, Adrian Forty

states that:

Our problem, then, is to recover the past meanings of words so that we can

interpret what those who uttered them intended to say. But this is no simple

matter, for the history ofahguage is not one of the straightforward

repl acement of one meaning by another,
changes, but rather a process of accumulation as new meanings and
inflections are added to existing words without necessarily displacing the

old ones. To find the meaning of a word at any one time is to know the

available possibilities: meanings cannot be identified the way one looks up

a word up in a dictionar¥’

The meaning of words accumulates over time, may refer to distinct idiolects in
distinct geographies even in the same era. Hence, the conception of these terms as

monosemic would be a reductive approach considering their intricate nature.

2.1 Copy, Imitation and Mimesis

Despite theabove warning from Adrian Forty, it is necessaryto begin with a

dictionary definition ofcopy According to Chamber 6s Etymol
The English Language it is defined as; one of a number, an imitation from an

original pattern and manuscript for printinlo copycorresponds to the acts tof

imitate andto transcribe. These definitions mainly keep th

dictionaries. Wadhera asserts that today copy has three main meamitegsyn,

11 Adrian FortyWords and Buildings: A Vocabulary of Modern ArchitediNesv York: Thames &
Hudson Inc., 2000).
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transcription and reproduction. Although it is associated withmitation and
reproductionthere are certain differences between these terms. Especially after the
direct copying practiceswith mechanical reproduction techniques, the semantic
relationship between these terias been affectédToday in various disciplines,
copyis being defined by the adversity it constitutes witiginality. It is associated

with a formal replication actwithout any conceptual background, whereas the act

of imitation is directed towardshe essenc¥. According toWalter Benjamin the

act of imitation is open to interpretation and intellectual actiitiy.contains an

urge to seek resemblances, which guides us in analyzing the resemblances of
present entities and their potentialities loéing reproducetf Gabriel Tarde
discusses imitation ar oun d t he term Auni ver sal re
psychologic, biologic, and sociologic aspects of life. Progress can only be made by
repetition of resemblancé$These interpretations of the termitation as opposed

to copy, legitimizes and affirmamitation as a method of design. The methods
related toimitation is being defined with their characteristicsraft being a copy,
ascopyis a mere formal replica often reproduced with machines, hence cannot be
associated witlereativity. Therefore copyis not only opposite adriginal, but also

differ from terms such asimitation, inspiration, interpretationand mostly

correlated with beindake and/orstolen!’ Although there are studigsee Alkan

12 Priya WadheraQriginal Copies in Georges Perec and Andsh@VéBrill Rodopi, 2017)juoted in

{SOAYee 'ty Y2NQYIT X daAYFENRARS mi3INy Y2LRIY DNy
¢ NIPOPEYlIaPé 0521dd 9efNf | yADSNEAGESY HAMTOZ MH
BCSNKFY |, NNB1fA FYR I Nftél | NNBTNNBR&WISYHRG A A.YH NE I
02 (2002): ¢5;quoted inDNf 6 K DNf SceX 4! y langeé df theiPardigm of{ ( dzZR& 2y
hNAIAYLFEAGE Ay | NOKAGSOGdzNBE O6DFTA ! YAGSNERAGES W
Y2 £ GSNJ . Sy2FYAY |yR Yydzi ¢&NNGRrdan Chtiguend 572 OG NRAy S 2°
(1979): 65.

BpSAt [SFEOKZ a2l fGdSN) . Syal YAYZ aAYS8edndrudingR (K
Space: Architecture in Recent German Photograglay Martin Mack (AA Publications, 1999)¢ 12
17;quotedinDNf SceX a! y ! yI f & (elolthetParddigrdzit OrigiBajity ii KS / K| y 3

I NOKA G SO0 dzNB ¢

16 Gabriel TardeThe Laws of ImitatiofHenry Holt and Company, 1962).

YAkanY 2 NJ YI T 2 daAYFINARS mi 3Ny Y2LRIFY DNyOSt aAiYl NI
¢ NIPOPEYFAaPZIéE HNOD
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Kor k maz 6 s ¥whishscerrelates tcartaimcrase methods of design with
the act of copyingin this thesiscopyis discussed around its limited conception
portrayed above.

Another concept that is highly related to the discussion of originality/authenticity is
mimesis. StephanHalliwell indicates tht mimesisdoes not directly and only
corresponds toimitation. Mimesis involves various meanings in different
disciplinary fields and domains from visual resemblance and behavioral
emulation/imitation to impersonation and metaphysical confortfity.is being
redefined in different contexts in different eras with its extensive sphere of
influence, hence below explanations are only given to provide an introductory
framework of its conceptualization. For both Plato and Aristotle art and mimesis
concernedwith the representationof the real world and reality. However, their
interpretation of the term is significantly disparate. According to Plato, there is a
world that contains the ngphysical essences of all things, a world of Ideas or
Forms, apart from the physical world that we can experience with ousdivees.

The physical world only exists as anitation or representatiorof the real world

of Ideas. All of the things surrounding us amages ad reflectionsof their true
nature. Themimeticworld is constituted upon the authentic structure of Ideas,
hence always remains as secondary and inferior. Hence, the world as mimesis and
the art as mimesis an illusion, a copy of theeal. On the other hand, for Aristotle
mimesis is a method of production with its own system of codes and aims. He
believes thasome branches of art (tragedy, comedy, painting, dance, music) are
mimetic which utilizes certain methods of imitation. Imitation and mimesis
provide opportunities to do more thatirectly copying the real world. For
Aristotle, art is imitating the red&ji with a subjective perspective argpresenting

it worse or better than it already is. Mimesis is also depicted as a method of

BrEllyY Y2Nl YEFET 2 daAYEFENARS mi3aNy Y2LRlY DNyOSt
¢l NIPOPEYlIaPde

19 Stephen HalliwellThe Aesthetics of Mimesis: Ancient Texts and Modern Prokenrseton

Oxford: Princeton University Press, 2002);25.
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learning and acquiring knowledge by Aristotle. The knowledge acquired by
mimesisis valid, because it is perceived as a meditseating the nomxistent, as
much as a means of conveying knowle@ydherefore, mimesis isreative
imitation, as it seeks to grasp the intrinsic characteristics of the original. Although
they are often used instead of one another in philosophy, Emde&rates that
imitation and mimesis are differentiated within art. Mimesis is defined as a
substitution with the other, an impersonation and elimination of the boundaries

between subject and obje¢t.

The act of imitation is often condemned within thectpline of architecture,
claiming that imitating is not ethically right, and an object created by imitation
cannot be described awiginal. The earlier conceptions of originality, only
embraced that of which constituted an origin itselfpointzerq without any
resemblance to other original entities. When perceived in this manner, only
archetypesand first examples can define an original work in architecture, which
negates the potentialities of certain methods of production such as; copy, imitation
andreproductior?? However, as above conceptualizations of imitation indicates a
creative and imaginative process, the act of imitation is started to be legitimized
among the disciplineGyg,iRimtioempaways beeretite by
most traditioml methods of art and architectdfe While the definition of
originality has started to be expanded, the boundary between original and imitation
has been dissolving since. There are various factors that contribute to this
dissolution of the mentioned boundary; including mechanical reproduction
techniques, capital forces, consumerism, information and communication
technologies. One of the most sigrant shifts in conception of originality has

occurred after the prominent influence of late capitalism in every aspect of life and

¥

20¢ryaSt Y2NQYFT X a,FNYGiPOP . AN 9@fSY htFN¥{ ¢If¢:
LYy PEFNIF . AfAYYST NEBERE XB ¢ (0g Re02)EIBNPPY I = £
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constituted what Baudrillard defines asnsumer societylt influenced how
originality is defined and perceived today witheach of the three different
spheres popular culture, professional culturand academic cultureTherefore,
this study focuses on theonceptial shift in originality after the effects of

consumer society came into operation.

2.2  Concept of Originality Before Consumer Society

Modernist aesthetics separates itself from modernisms rationality, progression and
industrialization. Its most significant charactedss the emphasis on autonomy of

art, that it should not serve the society, politics or any other order. Modernism as an

art movement i s constairttutfeodr ahsinoingtisdt stahkee odi s c
art should not have pragmatic aspirations. Gagtems that art and morality are

two different domains and an art object cannot be evaluated in terms of its moral

values. Art object is not a tool of progression or civilizafibn.

Modernist art does not seek to imitate tieality, on the contrary, it sks to
represent it with a layer of mysteriousness. According to Baudelaire modernism is
the destruction of natural and the resistance towards pragmatism, moralism and
mimicry. It is the establishment of sovereignty of art and aesthetic nobility. Modern
art intends to decipher the eternal and unchanging from the momentary,
fragmented, accidental and ephemeral. It refuses the classical, establishes and
legitimizes its own reality. He claims that direct representation of reality cannot be
art. Art creates th@mage offiction, illusion andthought not the nature itself. It

aims to achieve to theovel,through miserable and obnoxious aspects of life. This

noveltyis autonomous and a new domain of reality, which needs to renew itself

“ 8¢ YNBFGZ 6nnd  N{BPERIK{fNyeHaAa®E YNROBBIZEERYRI {
Politkex SR® ! fA ! Nldzy o6TaG18yodzA Y TESGASAY I &PYyflNPE w7
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constantly?® Originality is sought within the deepest realms of representation,
which can only be discovered by the art
subjectivityrather than the objectbjectivity, to personal experienceather than

material existencérigure2.1).

Figure2.1. Examples of Modern art; oriented towards the fiction, illusiontaadght. Girl Before a
Mirror i Pablo Picasso (left); Venice, The Pink ClauBaul Signac (middle); The Temptation of

Saint Anthonyi Salvador Dali (right)z.6

At this point, it is also necessary to refer to the tétmr eat i ve destr u
introduced sepately by Nietzsche and Schumpeter. Modernist art can be analyzed

around this term, as each smovement constitutes its own reality and rules, while
disregarding the previous ones. Tiavelintroduced by the recent movement, is

always promoted as the ne&nd only valid trutr¥/

These characteristics of modernist art glorifiesatieof creationandthe genius of

the artist as the supreme source of artistic originality. The originality in art can
only be achieved by thereative interpretationsof the atist, in the form of
theatrical representations. The utmost priority lies within the creation ofote,
hence originality of art is evaluated by fisveltyand itsrupture from thehistorical

or previous forms of arfThe acts of imitating, copying, mimicry and replicating

38T dzAA I 5N 32y SGGAZT a{AYNflFaez2y YdzNI YP 4SNeSFSaA
ht 3dziadzg 06521 dzd 9&F.Nf | yABSNEAGEYT HAMHOZ p

26 Retrieved fromhttps:/tr.pinterest.comon 16.08.2021
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have negative connotations in modern art, and are perceived as reductive methods

of art production.

Another term to address @&vantgarde, which is used to define artists or works

that are experimerdl, radical or unorthodox in relation with the current
understandings in art. Although the temwantgarde was initially applied to
distinctive approaches to art making in the nineteenth and early twentieth centuries,

it must be noted that it is applicablo all art that pushes the boundaries of ideas

and creativityRosalind Krauss criticizes avagarde, as she claims that it is also in

a search for an absolute originalisgi mi | ar t o the moderni st
than a rejection or dissolution tife past, avargarde originality is conceived as a
l'iteral origin, a begi?Moidemigtarfdavwaaardgr oun d
artists claim that the originality of their art rests upon its own essence or point zero,
but in fact it is produced imeference to an existing cultural grid. According to
Krauss the artistic production of modernism and agantle also involves
repetition, copy and imitation to a certain extent, and constitute a system of

reproductions without an original:

This is the prspective in which the modernist grid is, like the Rodin casts,
logically multiple: a system of reproductions without an original. This is the
perspective from which the real condition of one of the major vehicles of
modernist aesthetic practice is seemérive not from the valorized term of
that couple which | invoked earli@rthe doublet, originality/repetiti@n but

from the discredited half of the pair, the one that opposes the multiple to the
singular, the reproducible to the unique, the fraudulethécauthentic, the
copy to the original. But this is the negative half of the set of terms that the

critical practice of modernism seeks to reprassrepressed?®

und

z
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r
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(1981): 4656, https://www.jstor.org/stable/7784107origin=crossref.
29 Krauss, 4656.
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The originality conception offered by the avaatrde artists is deceptive;pseude
originality. While criticizing the pure, unique and original oriented art production
of modernism, Krauss also affirms that amginal artwork can be created with

reproduction techniques.

Modern architecture has also been in pursuit of producing a neweatohe

which is devoid of previous understandings of architectural design, historical
styles, forms and references. The place and context of the building are perceived as
completely empty territories, in order wordsbula rasa,a concept which is
adoptel by modernist architects. Modern architecture has also sought the universal
and everlastingtruth. Modernist architects define theue architecture,as they
assert certain and precise ways of practicing it. This reveals the deterministic aspect
of the mwement, because there are certain norms to be followed such as;
functionality, rationality, universality. Therefore, similar to modernist art,
originality in modern architecture means producingribeel,and arupture from
contextual data and historicalykes. Architect has the utmost significance in the

production of original architecture as the genius mind.

2.3  Concept of Originality After Consumer Society

The concept of originalityand what is considered to be authentic, has been
transforming since the ne started to be discussed prominently with modern
aesthetics. Although it is discussed as if there was a consensus upon the definitions
of art and originality, even within modernist thought there are divergent sub
movements that approach the issue ofionality in a distinct way. However, the

most prominent paradigm shift came with the ascend of late capitalism, as it took
over every aspect of contemporary life and started to regulate them with its own

terms.

5N 32y SGHGAT G{AYNEI&82y YHAPYRI 4 S8REBSYAYRBIDNYI
1089.
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Capitalist economy needs to produce new typesommodities constantly, by
utilizing the technical opportunities provided by the industry. These commodities
are produced viaulture industry converging two different domainsulture and
economy The nature of capitalist society has been changipgogsly after World

War 2 with the advances in production systems and ICT (Information and
Communication Technologies), and the convergence of culture and economy. What
is considered to be production of objects in modernism, has transformed into the
prodwction of signsand imagesin postmodern culture. Baudrillard analyzes the
structure of society in late capitalist era in reference to the operational relations of
consumption, and defines it asconsumer socief}f. These circumstances
transformed the artwork into commodity and also commodity into artwork.

Huyssen clarifies this process as he asserts:

Just as art works become commodities and are enjoyed as such, the
commodity itself in consumer society has becomegenaepresentation,
spectacle. Use value has been replaced by packaging and advertising. The

commodification of art ends up in aesthetization of the commédity.

As this reciprocal relationship blurred the boundaries between art and everyday

life, postmodenist artist embraces what is left outside by modernism. Art no longer

has i t s own autonomous domai n. As a react.
understanding of art, differences between high art and kitsgh, culture and

popular culture are diminished via uization of cultural objects or

former/historical styles of art. Postmodernist artists also utilize various methods as

repetition, appropriation, pastiche, irony and reproduction by interiorizing concepts

such as; discontinuity, difference, uncertaintyltiplicity, heterogeneity David

Harvey finds this fact as the most startling of postmodernism:

31 Jean BaudrillardThe Consumer Society: Myths &teucturegLondon: Sage, 2017).
32 Andreas Huysserfter The Great Divide: Modernism, Mass Culture and Postmodernism
(London: Macmillan Press, 1986), 21.
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... The most startling fact about postmodernism is the total acceptance of the
ephemerality, fragmentation, discontinuity, and the chaotic that formed the
one half of Baudelaire’s conception of modernity. But postmodernism
responds to the fact of that in a very particular way. It does not try to
transcend it, counteract it, or even to define the 'eternal and immutable'
elements that might lie within it. Postmadsm swims, even wallows, in the

fragmentary and the chaotic currents of change as if that is all tiére is.

There are two distinct figures, Marcel Duchamp and Andy Warhol, who has
drastically changed the way an artwork is characterized and influeneed th
definition of the concepts;opy, imitation and originality. Duchamp presents the
readymade object as an artistic form, hence manifesting that an artwork can also
exist on the conceptual plane. Readymade prioritizesidia@ and conceptual
framework raher than the object itself. An ordinary everyday object is detached
from its use valueand undergo an aesthetic transformat{&rgure 2.2). After
Duchamp, as thenere idea of the aris able to become art, the modernist
understanding of aesthetic value was diminished, which promotekugienary,
imaginary and fictional 3 The everyday object gained the opportunity to become
an artwork, andhe artists after Duchamp seized this opportunity to transform
everything into art. This fact expanded the meaning of the term originality in art, as
after then the original artwork does not necessarily posséssnal novelty An
artwork can present itgsniquenesgshrough its conceptual background as a mere
idea

33 David HarveyThe Condition of Postmodern{i@ambridge, MA: IBckwell, 2000), 44.
¥ Dragonettid { A YNEf | 882y YdzNI YP 4SNeS@SaiAyRS DNy NYNI
71.
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Figure2.2. Readymades of Marcel Duchamp; Fontaine (left) and Bicycle wheel ?ﬁght)

Warhol is the one who completely eliminated the baletwweenpopular culture
andart. He challenges the autonomous aspect of the art and utilizes the existing
popular images with mechanical reproduction techniques to produce his art.
Although he is severely criticized by different theoreticians such asriBard

Foster and Lacan, it is evident that he also provided a different perspective on
copy, reproduction and originalityone of the most copied artworl&ream is
reproduced by Warhol with a technique that exaggeratively represents the optical
effects of sound vibrations, which augments the intended effect of the scream
(Figure 2.3). Benjamin believes that the secondary work, which is repexti iy

the new technical facilities can also be origittahn this case, the technique that
Warhol utilizes, differentiates the reproduced work, placing it to another unique
plane. He also challenged the idea of handmade authentic artwork by reproducing
Canpbel |l 6s soup can wutilizing the serigraphy
series of an everyday object proposes a different way of making art as opposed to

creating a unique and particuktwork 3’

35 Retrieved fromhttps://www.moma.orgon 15.08.2021

36 Walter Benjamin and Eiland Howaithe Arcades Proje@Cambridge, MA: The Belknap Pr. of

Harvard Univ. Pr., 2003).
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Figure2.3. The Scream (After Muncfi) Andy Warhof®

Sherie Levine is also among the renowned artists, who base their artwork on the
previous works of other artists by meansappropriation Levine questions the
concepts of originality by photographing the works of Walker Evans, Edward
Weston, Rodchenko, Mondrnaand proposing these photographs as her own
creation(Figure2.4; left). Kraussc o mment s on Levineds wo
i nsof ar as Ipleityidecenstracts the mdderresknotion of origin, her
effort cannot be seen as an extension of modernism. It is, like the discourse of the

copy, p o s ¥ bewvink ecxpresssstthatbwhen she showed her friend her

r k

latest work, six photographs which& r et akes of Edward West ¢

his son, her friend i mplied that Levi nect
originals. Levineds reply provides a si g
AOriginals al so ma Kedboyybatwhewyon see thedboystleee t h a
art i @iguged.4 mgbt).*°

38 Retrieved fromhttps://www.christies.comon 15.08.2021
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https://lwww.jstor.org/stable/778455?origin=crossref.
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Figure2.4. Sherrie Levine After Walker Evans (Iefﬁl; After Edward Weston (righ‘ﬁ’

All of these, point out to an expanded version of artistic originality. It now includes

and/or is challenged by previously condemned concepts and methods such as;
copy, imitation, reproduction appropriation However, these artists never claimed

that the concept of originality has to be revised according to new ways of making
art. They didndét care for the concept at
and authenticity are constructs of modernism.difidnally, the concepts of

creativity and creator are also transformed by postmodernist artist and twentieth
century philosophers, as every form of appropriation, imitation and copying are

legitimized.

In his seminal worklThe Death of the AuthoRoland Bar t hes scruti ni zes
role and ler impact on the literary work. He believes thié authoris another

myt h of mo dmourisheshenhookywhioh isfto say that he exists before

it, thinks, suffers, lives for it, is in the same relation okaatlence to his work as a

fat her t ©Inbthesword) hel pdurséa part of himself into the writing,

constructs the meaning himself. On the contrary, iwelern scriptot* is born
simultaneously with the text rather than preceding or exceedamglievery text is

41 Retrieved fromhttp://www.fakultesanat.comon 17.08.2021

42 Retrieved fromhttp://minusplato.comon 17.08.2021

43 Barthes,The Death of the Authp45.
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eternally writterhereandnow. He claims that providing a text with an author is to

impose a limit on that text, to furnish it a final signified, to close the writing. In his
essayWhat is an Authd Foucault also detaches the authanirits work and

claims that his/her role must be analyzed with a different understandinghtan

ultimate creator Al n short, the subject (and its
creative role and analyzed as a complex and variable function of disc®u. 0
Therefore, it can be claimed that he proposed another plane of discussion around

the terms of authenticity and originality in literature.

Barthes indicates that a text is not a collection of words, which aims to convey a
particular messager indicate arultimate meaningpr oduced by the aut
multi-dimensional space in which a variety of writings, none of them original,

blend and clashThe text is a tissue of quotations drawn from the innumerable
centr es 4 The author tonlyimitate® already existing writings without

being original. His only power is to mix those writings, to counter ones with the
others, without relying too much on a specific one. He believes that liberation of

the writing can only be achieved by refusing @ssigna secret, an ultimate

meaning created by the mythical author. Multiplicity of meanings are constituted

by the act of reading, not by the act of
all the quotations that make up a writing are inscribed witlamy of them being

|l ost ; a text's wunity |lies not in i ts ori
similar judgment with Barthes, as she as
of quotations; any text is the absorption and transformatfoanotherd*” She

claims that the meaning of the text is constituted with an actadmgosition and

identi fi es nttheirs etkiteaatado appty afirocess of induction, it

can be claimed that every artwork istertextual. A fragmented system of

“aAOKSt C2dzO0l dzf & NXK Kanduagd, Chuateviémbry, IPmitide: Selected Essays

and Interviewsed. Donald Bouchard (Ithaca, NY: Cornell University Press, 197@38113

46 Barthes,The Death of the Authpi46.

Wdzt Al YNR&AGSOI = &2 hélRiGtlevbReadé&@ Horil My Newo RSt Z ¢ A Y
Columbia Uniersity Press, 1986), 881.
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references from a variety of existing sources constitatenew artwork. The
precedent works are ripped apart from their own contexts in order to generate

different meanings in other contextual planes.

There are two distinct outcas to infer from these philosophical inquiries of
literature. First, the concepts oéferencingand originality is challenged, as it is
claimed that every text incorporates others inevitably. Second, the divine figure,
the creator of the work is challerdyeclaiming that she doe®t/shouldnot impose

a particular meaning, as the work is constituted by a complex system of references

which points towards itdestination not itsorigin.

Baudrillard claims thatreality has undergone a drastic transformatias an
inevitable result of consumerism and communication technologies. Today, people
spend majority of their time with communication and information tools. He asserts
that those electronic machines diminish the value of gentaeeto-face
interactions ad introduce a virtual world. He defines this recently emerged virtual

c ul t uhryep earsr wich is moyedreal than reality itself and constituted upon
principals that require a new perspectives and appro&¢hEse concept of
simulation is attribued a great importance, as he claims that today every real

process is substituted with its operational double:

By crossing into a space whose curvature is no longer that of the real, nor that
of truth, the era of simulation is inaugurated by a liquidatainall
referentials worse: with their artificial resurrection in the systems of signs, a
material more malleable than meaning, in that it lends itself to all systems of
equivalences, to all binary oppositions, to all combinatory algebra. It is no
longer a question of imitation, nor duplication, nor even parody. It is a
guestion of substituting the signs of the real for the real, that is to say of an

operation of deterring every real process via its operational double, a

48 Jean BaudrillardSimulacra and Sinfation, ed. Sheila Faria Glaser (Ann Arbor, MI: The
University of Michigan Press, 2020).
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programmatic, metastable, perfectigscriptive machine that offers all the

signs of the real and shortcircuits all its vicissitutfes.

He claims that simulation is the most fundamental existence mode of postmodern
world. Existence within postmodern world can only be maintained though
simulations, within a world which has no origin or essence. Another significant
term that Baudrillard discussesfiss i mu | a c r uefers to the pdstmddern
entities without an origin, or a point zero, which are copies of other copied entities.
He concludeshat todaysimulacrumreplacedreality, truth transformed tomagery

and signsand we are surrounded with endlesspies whose origin cannot be
traced. The supremacy simulacrain postmodern culture is highly relatedtte

loss of reality We are no loger capable of distinguishinignage from reality.
Today, capitalism sells images rather than the actual objects, through different
promotion grounds. It is the sign and the label that is being bought, rather than the
features and quality of the product. erafore, representationbecomes more
prominent than theepresented entityin semiotic termssignifier becomes more
prominent than theignified>® As asserted by Baudrillard, postmodernism is an era
of reproduction, consumptioand simulation In a late capitalist society that is
surrounded wittsigns,the system of consumption is constituted upon reproduction,
and there is nothing such as a mewmodity. He takes a more critical approach as

he claims, since there is nothing new, the only result of reproduction is
ordinarinessand similarity. Because there is no original in a worldsohulacra,

there is no difference between the copy and the @aliginymore.

Gill es Del e uz e 6simulacrumh is rsignificamtlyl dispayrate drbm
Baudr i |l | ar d &ismulacrumheannot! ba iintepreted as a manner of
existence that is only in relation with this era. It is not an event, nor a cultural

phenomenn. It is also cannot be defined as a loss of reality. Simulacrum is a

49 Baudrillard.
50 Jean BaudrillardThe Transparency of Evil: Essays on Extreme Phenpetedames Benedict
(London: Verso, 2009).
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manner of existence, which has always been valid within all aspects of life. It is not

a false copy without any value. On the contrary, it suggests a positive power that

refuses the comam conceptions obriginal and copy, modeland reproduction.

Every entity is copied and proliferated by meansdifferentiation Definitions

such as;an authentic eventind an original objectare constructs of human

cognition, illusions that are institomalized at certain points of history. When we

perceive time as an infinite continuum of events, it becomes evident that we cannot

attribute originality to any entity. We tend to assume that there is an actual world

prior to the simulation. However, Deleaizlaims that the process of simulation is

intrinsic. All beings and all events come into existence by processes of copy,

imitation, simulation and reproduction. Therefore, Deleuze suggests a world of

simulacra in which theactual realityandvirtual unreality are not drawn apart but

refers to the same manner of existence. There is no such thingpagiaal event,

every event is intrinsically different; not original, but a simulation. With each and

every act, si mul acr a prrehstgestwhibhrpoduces ent i t i es
a perception of originality. To simplify, D
and existence itself is &imulation, that is regulated by the processes of

foroductionandidrfeatethdanati ono.

Both conceptions ofsimulacrum of Baudrillard and Deleuze undermine the

hierarchy between the initial artwork and subsequent, between any artwork and its
reproduction. Furthermore, this conception enables the possibility that the

reproduced work may become more prominent tine original one. This is one of

the fundamental arguments of Poststructuralist thoddtgy claim that every text

defines a meaning scope, which stretches fa
scope incorporates multiplicity of opemded meaningswhich cannot be

incarcerated within an intrinsically consistent system of thoughtaerefore, an
interpretation of the original text, may r e
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provides a multiplicity of opeended meanings that are ready to lterpreted yet
by others. The conventional understanding that the actsitefpretation and

imitation are secondary to the act@kationis negated by the poststructuralists.

When pieced togethethese philosophical inquiries point towardslipsis of
boundaies between the terms and dichotomiespy-original, imitation-authentic
andreality-simulation

2.4  Originality and Authenticity in Architecture

Tanyeli emphasizes the fact that originality discussions do not hold a significant
ground in premodern era, because each epistemological domain defines a
normative systenmefore premodern world. Designer/artist acts via jokefined
design methods and thght systems, which relinquishes her from establishing a
perspective from point zero in face of a new design Yagks the ideas of
Enlightenment and Modern movemethiave put strong emphasis on novelty,
innovation, distinction and uniqueness, the pursiuguthenticity become a priority

in both art and architecture. Similar to the other fields, in the most generic sense,
originality in architecture refers to a pursuit adiatinct meaninganunusual form

an unconventional systema different narrative which constitutes the unique
identity of the artwork. Accor di ng to Y¢rekl o and
intellectual inquiry in architectural production confirms that architecture cannot be
portrayed as an unchanging, stationary entity. Architectural designngeactual
actandrealizationof an authentievork is only possible bgn extensivéntellectual
inquiry andinteriorization ofcritical thinking method.>*

G¢n
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There are various interpretations both architectural originalityand authenticity

made by different actors in different fields of study.céiding toAli Cengizkan,
architecturalauthenticity emerges as a means of producing novelty, standing

against the ossification by repetitiomgainst status quo by battering and

transforming it. It must beonceived as both taol and a sign of ruptur®.Louis

Kahn states thatunfamiliarityi s hi dden i n the design process
material and struct®Hanwdapgmsert eadpbgeO saggepts
of thememory not literallyindeed but which corresporsdo an emancipation from

the conventional ways of thinking and making architecfirernard Tschumi

claims thatan architecture which provokes a scrutiny on existingceptualor

formal boundariegan be originat®

Goff believes in both art and architeatu one cannot speak about an absolute
originality. Every artistic and architectural production is influenced by various
phenomendrom the present or pad@riginality is achieved by utilizing previous

works of art, new methods by intuition, inspiratiovdamaginatio??G¢ zer t hi nks
along the same line as he states that most of the time it is not possible to claim an
architectural design defines oint zero or an unprecedented originEvery

architectural design gives references to those befommitgtes them or borrows

some kind of knowledge in various forffs.

Today, it is widely acknowledged that originakpects of aarchitectural product
are not necessarilyemerge asan archetype, a pouzero. Various methods of
imitation and reproductionra significant parts of creative design process. In a

world that everything is a copy of another, the dichotomy betveegmal and

S1fA /SYyaAT 1ty ami ANyt Nl @S ¢STNINPYy ¢S{TNFNPY Y2ydz
I NNBRI Y Sy {m. 180465 (2D )P4.

56 Ulrich ConradsPrograms and Manifestoes on 2e@entury ArchitecturéCambridge, MA: The

MIT Press, 1975), 170.
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58 Bernard TschumArchitecture and Disjunctiofiondon: The MIT Press, 1996).

59 BruceGoff, Originality and Architectur@apanese, 1968).
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copyhas been rendered irrelevant by certain philosophers. When perceived in this
manner, Del euz e 6s rchitdcaualsproduat gag kesidentifiedh as t n o
original, because every architectural product is differentiated by one another,

imitates something else, and reproduced in reference to variety of phenomena.

In this thesis, two significant inferences are madeandigg this complex state of
modern entities, wheretie e wdo i s bl ended with the fAexi

a) The characteristics of the relation with the existing works and thoughts
must be evaluated elaboratelyhe difference betweedirect copying
andcritical referencingshould beacknowledged

b) I n addition to the affiliations wit
tied t o t he rel ati ons established \
rel ations that wi || be formed in its

Kenneth Frampton elaborates the difference betwiect copyingpracticesand
referencing as a critical acvia several architectural qualities such e;tonic

form and tactile sensitivity,opposed toscenographié! Creative design process
involves meéhods of critical referencing, by which architexincentrates on the
constituent ideas behind the visual foi8he evaluates and interprets these ideas in
reference with the specific context of the design problem at hand, causing their
eventual transfornteon. Contrarily, thedirect referencesdo not prioritize the
essential ideas behind the surface, hence condemned to remain as attached

el ements that cannot establish affy conti

Apart from the nature of referencimggarding an individual casthe combination
of those references formauaique system Kr i st e v anbfedextgabitytane pt o f

be borrowed to express thatricate nature of this system. Texts are mosaics of

BlYSYySGK CNI YL 2y X daligngSixNRBirts fdr an/Anitectirddf f wS I A 2

wS a A& G IThe @likestheficyEsssays on Postmodern Cultele Hal Foster (Washington DC:

Bay Press, 1983), 480.
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guotations that are interpretations of arether hence the meaning of the texts
are constituted with an act oFcemposition. Similarly in architecture, this practice

of collageis another means of pursuiagthenticity where certain characteristics

of precedent works are examined and utilitedgenerate different meanings in
other contextual planes. &fact of recomposition careither be practiced with a
critical understandinghat is oriented towards the meaning of each reference; or as
a direct copying procesthat simply attacheghe formal substance of reference

onto the work at hand.

Authenticity of an architectural product is often evaluated by a retrospective

analysis. dwever, there are some problems with an evaluation based solely upon

the past. @e mus study the effesto f fipresent 06 and Afutureo wh
authenticprospectf architectural works. In a world where each phenomenon is
interconnected with e&cother and every thought of the designer is somewhat in

relation with the accumulated knowledge, the boundary betweepagiand the

presenthas becomembiguousHowever,t he pr o e cdefides cedaini st enc e
the affiliat i o,ntecomditidnd that dureound gt that snetant o

which are relatively independent from the paltese affiliations both provide

sources and impose limits on architectural authenticity. They include technological

innovations of the timesome of the contextuabnditions of the place (a particular

l andf or m, climate, current soci al tendenci e
definitions, solutionregarding these problenand conceptual inquiries based on

the design task at hand or another comprehensive igmiaspcial and economic

conditions that surround the project (client demands, user profile, influence of

different actoré ) .

Therefore, he qualifications forauthenticityshould not only be sought within the

affiliations an architectural producestablishes with former works of art,
architecture and phil osophypasithshoulh suggest s
alsobe evaluated based upon its expression of potentialities, its capability to be a

source of further reference systems, its affiiasi with not-yetexistent which is

34



oriented foward® tme efipr et oriBimaltytofitbtes 8 wor d

wor k fédoes nooidin, butitslestmationhd n i t s

Every architectural product definesmeaning scopéhat possess certafiormal

and conceptualboundaries This meaning scopés far more extensive than the
architect initially sets forth. It is being interpreted by other subjects in infinite
variations and possibilities. Aauthenticwork establishes its own intricate system
of references, which constitutes multitude of references for future works to utilize.
This potentiality of being open to further interpretation is another aspect of
architectural authenticity conception that is trying to be conveyed within this

study.

The efects and repercussions that a building have upon its surroundings can
contribute to its authenticity claim, as the power of influence to transform other
aspects of city and life means that the work succeeds to etch its mark on the world,
paving the way forfurther changesOn a different futurerelated note, a
architectural W oir ko ngwadadhab possesesymbaolie vhlued s i
o r ¢ afin o Ifprecedent work as a norm determinaaffer its completion as a
consequence of evaluations on differetanes?® It is not possible to identify a
work as iconic or canonic within its own dynamitonic value is not only gained

by the distinct formal characteristics, but also its placllective memorywhich
usually outlines the evaluation scope of the general public andnobitects. In

fact, it is inevitable that a subsequence of an icbnitding which is engraved in
collective memoryis perceived as a repetition of the previoliscanonic work on

the other hand, is marked apr@cedenby the actors in architectural field, which

is established as an exemplary work in certain aspeetence, the authenticity

B85 AR [ SIGKSNDBFNNRg> G2KIFIG D2Sa ! yy2G4A0SRY hy
Judging Architectural Valued. William Saunders (London: University of Minnesota Press, 2001);
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perception of the architectural work is highly influenced by the later evaluations

exercisedn different spheres

Regarding above discussions, one can claim that nature ofarchitectural

authenticity is deeply intricateAn arditectural product inherently psss®s a

Asystem of refer encesdearorovagnesnteicannettedd by a v e
or independentlesign consideration§ he wor d fAreferenced i s not
only a relation with the previous buildings ancad. It refers to the ways of

Af orming connectionso in and between every
made within the design processd also any condition that is relatively external to

the processontributes to thisystemby forming variety of connections with other

epistemes and other design decisidhfer ef or e, Afsystem of refere
complex networkwhich involvese ver y aspect of,intdudingl di ngds e
references to previous forms of knowledgee tbontextual (physical, socio

economi c, political) circumstances that sur
design approach and understanding, any kind of design consideration or priority,

external influencedater evaluations and interpretations cé thoik. This complex

network is unique to each architectural product and establishes the essence of its
authenticityclaim.

In this thesis, the term authenticityains a more comprehensive meaning,
regardless of originality. is constituted by a multitwof references that associate
the work with miscellaneous phenomena, defining a more complex and inclusive
conceptAuthenticitymay operate within théormal and conceptual boundarie$
accumulated knowledge. Hence, it may involudization of existing means of
design, existing system of thoughty interpretng former ideas and forms in
different contextual planes, generatiatjernativesets of meanings out of those
ideas.Originality on the other hand, is associated with establishing an origin. It
presens a evere rupturefrom the existing ways of architectural productiamd
stretchesexisting conceptual or formal boundaries. It should challenge existing

conceptualizations or forms in such a manner that it paves the way for new
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methods of design and construction, and/or opens up new discussions within world

literature.

oo o

Figure2.5. Dominus Wineryi Herzog & de Meuron (Ieff'f; SMHousd Han T¢ mer % ki n

(ri

In order to clarify the distinction, cabetweero f Her zog & de Meur on

Wi nery and Han T¢ melbdrate# belovdnsDorsins Winery,s e
the architectsstudy and ranterpret amethod masonry wall construction by
extending the use range of gabion walls. They experimented with mock models in
order to gather data for different building qualities such asmhleefficiency of

the walls, aesthetic appeal of gabion grids, maximum possible span etc. With this
experiential and critical approach, they proposed a new system of enclosure which
includes natural ventilation, natural lighting effects, hence suggesttegt@nic
novelty Therefore, it definesan originality regarding the use of gabion walls
which expands the formal/technical boundaméshe accumulated architectural
knowledge. On the other hand, SM House strikes one with its formal and material
resemblance with Dominus Winery. However, the utilization of stone is different as
it is carried by a steel structural system, whereas in Dasriidinery gabion walls
does the significant part of load carrying. Furthermore, SM House responds to its
context, in terms of how it relates with the landscape, country road and critical

viewports, how it responds to the demands of the client with a \czegpiatial

65 Retrieved fromhttps://www.houzz.ieon 03.04.2021
66 Retrieved fromhttps://www.arkitektuel.comon 03.04.2021
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organization of open, seropen and closed spaces. SM Hoysesentsan
authentic aspeategarding the use of gabion wallas itreinterpretshe use ofan
existingmaterial and construction systemits own context angroduces its own
systemof references. However, since it does not suggeasipture from existing
means of practicing and theorizing architectulgs aspect of design cannot be

consideredasoriginal according to theonventional definition of originality.

Similar to the vage and extinguishing discrepancy betw@aitation andoriginal,

the discrepancy betwee@miginal andauthenticis often ambiguous and difficult to

identify. Even i f originality is associated with

effects of consumer societthetransformations in modern world aptilosophical

inquiries presented above hawxpanded the scope of the concept, detaching it

from the origin discussions armlidging the gap between itself and the concept of

authenticity On the other hand, theomprehensive and complex nature of

authenticity is emphasized in this chapterciitectural authenticity should not

only be pursueand evaluated with the connections it establishes withp#se

There are significant determinants and inputs in phesnt and future that

infl uence t he aut hentic natur e of any ar ¢
referenceso each work possess is highly com
be directed towards past, present or future, and may be associated with wery is

of architectural design.
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CHAPTER 3

THE SOURCES AND LIMITS OF ARHITECTURAL AUTHENTICITY
THROUGH PROMINENT DOMAINS

The issue of authenticity is interrelated with all aspects of architectural ddsign.
order to define a precise scope, architectural authenticity discussion is framed
around and studied through foyrominent domains These domains are
determined accordg to the following criteria; their level of influence upon
architecture disciplinethe affluence of content they possess, which defar®us
sources and limits for architectural authentidilyenable a multifaceted analysis
between authenticity and gasdeauthenticity. The intention is to exhibit the issues
that affect architectural authenticityin the most comprehensive and

compact/efficient way possible at the same time.

Socic-economic domaitncludes discussions around cultural transformations, the
state of t ocdpaalisbsystesr ofopermtionsegobalization, definitions
of modernity and contemporariness, the issues of social sensitivity and
consciousness. These subjects are examined by means of their impact on
architectural authentigit Technological domairinvolves the developments in
construction and materiggéchnologis, computer technologgnd their influence in
architectural productian Various critical positioning towards technological
advancements are elaborated under different approaches such -@schigmd
computational desigrContextual domainncludes theoretical debates on context
and place,examination ofvarious contextual data as a source of authenticity
Conceptual domaifiocuses on the of concept development and conceptualization

in producing authentic works.

39



3.1 SocioEconomic Domain

Each era has a distinct combination of circumstances, that constitute its unique
character, that is to say; gpirit. This unique character is formed by a variety of
spheres such as; social conditions, economic order, political inclinations,
technologich advances etc. Inevitably, architecture is affected by each of those
spheres that shapes the architectural design process to a great €keent.
intellectual state of society, capitalist means of operation and cultural
transformations provide many opparities for authentic architectural production

and at the same time set certain limits on how the concept is defined and perceived.
In this section, some of these spheres are discussed in terms of their influence on
the conception and perception of arctiteal authenticity.

3.1.1 Cultural Transformations: Dedifferentiation and Visual Culture

Wh e n perceived as Aspace makinavgablypr acti ce
architectureis influenced by the circumstances that sumcb those beings,

personality of indriduals and cultures of societiéfhe rapid growth and advarge

in science and technologirjggered a transformation process, which is discussed

around the term modernization in social sciences.

Giddensdefinesthree distinct effectef modernizatioron societies; discontinuity,
decontextualization and reflexivity. Discontinuity refers to an inclination towards
haphazard growth and development. The innovations are done within such short
time intervals that they are ruptured from the history and culture.
Decontextualization means that objects, cultures and relations no longer belong to a
singular place. The point of emergence for any kind of entity (idea, form, object,
etc.) does not constitute the fact that it belongs to that particular place. It can be
displaced to anywhere in the world, and everything can be at anywhere at any time.
Reflexivity refers to the loss of being natural, unmediated, spontaneous and an

inclination towards seldwareness. Every entity is designed with a cognitive
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process as a meded project’ These effectsransform modern societies, cultures

and entities and eventualtgflect on how authenticity is assessed and perceived in

all popular, professional and academic sphdde® tothis haphazard growth and
development irevery aspect of life, innovations are often dispersed and utilized all

over the world without any internalization process Gi ddends concept u:
decontextualization i spparalcloenprwistsh oHlar
reflection on architegaral authenticity discussions is elaborated below.

David Harvey also studied these transformations on cultural and economic systems
of connections. -$lpacé aconmprtdadsi andtii snei n
influence of the developments in commuation and information technologies.
Spatial and temporal distance are condensed or elided, hence more simultaneous
events are fitted in the same timespan that a person or society can observe. Every
society is informed with every event that is happeningaadlund the world,
therefore is affected by them. Cultures are not formed within and affected by their
close surroundings alone. From architectural standpoint, the most significant
reflection of timespace compression is that distant events may have mpet

than closer ones to the architectural product. In these circumstances, architectural
product alienates not only from its surroundings but also its time. Any architectural
product; approach, theory, form or idea, that is produced in anywhere ang in an
time can be collected with others by an unrelated, contextless nP&rTiee.
phenomenon of timgpace compression has different outcomes regarding the issue
of architectural authenticity, depending on how the endless dissemination of
information is putd use. It leads tdisplacemenbf any kind of entity, including
images, forms, ideas and events. Architectural products or elements are displaced
without an elaborate consideration of its background, whether it serves as a tool of

economic and politicallgectives or as a mere formalist design act.

87 Anthony GiddensThe Conditions of Modernif¢ambridge, MA: Polity Pregsll. 1990).
58 Harvey,The Condition of Postmoderni§00;317.
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Figure3.1. Latting Observatory William Naugle (Ieftfg, Eiffel Toweri Koechlin, Nougier, Eiffel

(right)’®

Eiffel Tower was designed to commemorate thé™anniversary of the French
Revolution, as a part of 1889 Worldbés Fair
two lead engineers, overcame many difficulties including technical, social and

political during the design and construction process of therto@ustave Eiffel

openly acknowledged that Latting Observatory in New York City was an

inspiration for the towe(Figure 3.1)."* Whi | e responding to promi |l
critics, Eiffel stated: "My tower will be the tallest edifice ever erected by man. Will

it not also be grandiose in its way? And why would somethohgirable in Egypt

become hideous and ridiculous in Parf$2Ithough it was a subject of many

controversies, it is a unique piece of work that created its of reference system and

in turn became the most prominent structure that transformed Paridtitdefined

itself as the new centehenceall perceptional routes, city flows and circulation

axis in the city are arranged by being in relation with Eiffel. Along its evolution to

59 Retrieved fromhttps://pixels.comon 15.05.2021.

"0 Retrieved fromjttps://ilkha.comon 15.05.2021.

"DS2NHS | @ CNRalx a¢KS bBEhgineeridgNpws 8hel ArfeficariiR@y ¢ 2 6 SNJ 2F My
Journal22 (1889): 482.

72 Paul Souriau and Manon Souridine Aesthetics of Moveme(iiniversity of Massachusetts

Press, 1983), 100.
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one of the greatest icons ever existed, it is constantly displaced aaplitas and

imitations emerged all over the world for various purposes and reasons.

Figure 3.1.Replicasof Eiffel, Left to Right Nagoya Tower®, Tokio Tower?, Vegas Eiffel°,
Shenzen Eiffel®

When information spreads with such a pace, reactions to certain events also
increase dramatically all around the world. A onegional problem is easily
acknowledged by rest of the world, hence the intellectual endeavor to overcome
that particular problennflates, resulting in an abundance of creative ideas. Social
awareness is increased globally by commissioning international design
competitions, organizing seminars and lectures, utilizing extensive means of ICT.

One of the examples for these regionalgbems is along the borders of Syria. Over

5.6 million people have fled Syria since the outbreak of war in 2011, seeking safety

in Lebanon, Turkey, Jordan and beyond. As Turkey alone has accommodated a
staggering number of more than 3.6 million Syriansravés period of time,

popul ation of Reyhanl e, a small Tur ki sh
overcome the problems both Syrian refuge
Middle East Foundation commissioned an international design competitging

students and professionals to propose radical but applicable ideas for transitional

73 Retrieved fromhttps://en.wikipedia.orgl5.05.2021

74 Retrieved fromhttps:/tr.wikipedia.org15.05.2021

> Retrieved fromhttps://commons.wikimedia.or@n 15.05.2021
6 Retrieved fromhttps:/tr.wikipedia.orgon 21.06.2021
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shelters. The rapid dissemination of information augmented by ICT, also causes
regional problems anslocial awareness issues to be acknowledgedfaster rate

all around the world. When these issues reach more mihdsppportunities for
production of authentic solutions increases it presents one of the favorable

outcomes of thexpeditiougnformation flow in contemporary era

Davidson claims that théime d information is excluded from thetime of
experiencby medi ads accelerating velocity,
When those two were not separated, Gothic cathedrals with their high ceilings and
religious spectacles were the dominant mediaweéber, after the discovery of
printing press and photography, information was started to be separated from the
experiencé€! The most significant effect of this to architectural productiothés
demandhat both places and buildings must be differentiated immediately by their
image. Buildings and places anasually not given the opportunity to be
exhaustively explained by longexts and to be critically evaluated with a
comprehensive approaéhStriking momentary image of a place is more powerful
than the system of thought and intricate relations that reflect their unique nature.
The best architectural product is the one taat represent itself within seconds via
mass medi& If there is no suclimageis present for that place, what is expected
from architecture is talesign and producthis image and to present it to modern
subject. As image has supremacy over the narrative, written culture is threatened
by visual and aesthetic culture. The social, economic and technologic aspects of
globalization also cultivates this visual culture The visual experiences became
more important and determinant than physical experiences, which determines our

conception of time and space. The technological concept of space and time replaces

T Cynthia C. DavidsoAnytime(Cambridge, MA: The MIT Pre$899).

BY2@@AEAGI dai Yl NI Preniden« NENBAAYIAIOES YS @S | SNAY
PaAOKI . FYRAYAZ at 2a0Y2RSNYA (G avEppingNIDekFltirege0.i dzNB
Barry Curtis and John Bird (London: Routlage, 1993},3829
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the empirical one® The repercussions of visual culture carfddeon many planes
of architectural design. It affects the perception of the larger public towards being
technologically advanced, associating with context and histoyrelating to

concepts of sensitivity, all of which are discussed throughout this.thes

One of the results of this visual primacy is the increasing prominence of
architectural visualization around the discipline. One cannot expect any discipline

to reject any opportunities and technique that is presented by recent developments.
However, architects utilized visualization techniques in such a way that it may

di minish the disciplineds credibility, a
di scussing his worksodé6 aesthetic natur e,
one of the most gaular visualization offices LUXIGON, mentions that enticement
strategies play a significant rdle He claims that architectural visuals are no

di fferent than a womands portrait, wher
beautiful. This statement confirmsaththey have no interest in being objective or

honest when representing architecture. The quality ofpeoductis only restricted

by the artistds i magination and technica
reality such as; gravity, climate, su@atp etc. The reality that is constructed by

visuals, becomes more prominent than the actual project, as today many visuals are

far more impressive. Majority of these visuals fail to convey the design ideas or the

quality of space that is offered. The fopalints are the movement of architectural

form, fa-ade and cladding material s, t he
buil dingds relation with its surrounding
scenes dazzle people (even the architects) aad dne attention from more

significant matter§? Environment gets manipulated, as slums and barrens near

80 paul VirilioSpeed and Politics: An Essay on DromalNgyv York: Columbia University Press,

1986).

BwSol R NTNN 4206FyX daAYlINR DI NBStfSOGANYS t NI (A
University, 2013), 32.

) yiK2ye *+ARfSNE G5AF3ANI YA 2F S5AF3INIYaY ZIENDKAGSOI
Representationg2 (October 1, 2000):¢20.
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luxurious housing projects are filled with attractive greenery. In certain cases,

environmental elements are so commanding that if the architectmgdonents

are subtracted from the image, it stills remains as a spectacular (Figgee
3.2)8

Figure 3.2. A product of MIR Visualization Company with (left) and without (right) the
architectural object!

The potentialities of architectural visualization practices and representation in
general are ever more divergent than aninfpin time. Diagrams have become
another device in architectural design process as well as a representative tool. They
become conciliators between the grdduct and process; while playing a role in
the design process and regulating it, they also reptabe inherent ideas of the
end product> Some drawings of Archigram includescombination of collages

and texts, which is an effective representation of their design tlaahien
representation mediums are directed towards conveying the desigpresEnting

the spatial quality of an architectural space or exhibiting a creative way to utilize a
material or technique, they can both communicate anddetiaentic architecture
production On the other hand, if they remain to be a sole representatioents

as a striking image, the besise scenario is for them to becomeaanthentic
visual which has very little to do with the architecture they portray. In order to

encourage this approach and discourage the frgadistic style that shift the focal

8420y daAYINR DI NBStfSOGANNS t NFGAEAYS 9f SoiANBT

84420l YO
85 peter EisenmarDiagram DiariegNew York: Universe, 1999).
86 Kyle MayCLOG: Renderirfgrooklyn, NY: CLOG, 2020).
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point of the architectural visual, some competition commissions forbid the use of
realistic rendering style. Community Centers Compefificcommissioned by
Istanbul Planning Agency and Istanbul Metropolitan Municipality, demonstrates a
similar approach ah the eneresults are promising. When deprived from the
unnecessary urge of producing crisp realistic visuals, the entries incorporate variety
of visualization techniques that is more focused on architectural qualities of the
projects(Figure3.3). It must be emphasized that this difference does not lie within
the technique itself. While a hypegalistic visual can also have its focal point on
architectural/spatial qualities, a nogalistic image may also strive to accomplish a

purely visual effect.

3. KADIKOY - SOSYAL MERKEZLER YARISMAS|
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Figure 3.3. Kadék®y Hasanpaka: Y a K AlaﬁdIPEize(Ier&Ig,bg,
Eyé¢psultan, Merkez:ﬁHohmamleMenﬁore(rigld?ﬁhalIe Evi, 1

As it is argued in Chapter 2, the authenticity in architecture should not be limited

with formal innovations, one of its priorittes must be to provide new

87 See offical competition website for more informatidritps://konkur.istanbul/sosyal/
88 Retrieved fromhttps://www.arkitera.can on 05.07.2021
89 Retrieved fromhttps://www.arkitera.comon 05.07.2021
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conceptualizations or present alternative perspectives to existing ®hes

overwhelming dominance of visual culture consolidates stylistic approaches,

drawing the attention back to formal novelty. This interpretadiothe emergence

ofvi sual culture cantheugdhmsi med ewretnit eTe el iK
dissemnated images of architectural products and production of replicas. He

believes that when the meanings of architectural products are attributed by
architectur al criticism and history, contex
meanings serve a purposehen those narratives are conveyed and also
comprehended by the other architects. When other architects do not interiorize

those narratives, it becomes difficult to understand the importance of the buildings,

whose images are dispersed among various nraggaand journals. However, it is

always assumed that they hold a major significance among the architectural

discipline, as they are widely dispersed and are encountered frediently.

There forms a smokescreen which cultivates the mystification of those architectural

products. The biggest controversy in architecture discipliilej nconsci ous

i mi t aig¢ cawsedoby this mystification. The brutal criticism is often directed

towards the pgormer of imitation and her illiteracy. The solution is sought within

intellectual thought and education system. The fact is, there will always be
architect s, contractors and wusers who are r
There has never been am a , when al | peopl e ar e adequze
Therefore, the problem does not solely lie with the people who performs the act of

imitation, but with the dispersal of the images of architectural products, which

overshadows the narratives behind thse.

OTEKIY ¢S1StAY aTyaly 5dz2dzyYfdz . ANJ %l Yy |, 2NHzYdz hfl NI
inl yY@GAYS Y2YTFTSNEYSRPATBYNKAENR OYSEBAREA2Y oO0! Y1 NIY aA
1999), 238puoted inY 2 ce@ A A XN G KX ® 1 G ., S NRriderl« NBYI3 YAS ¢, NIy

¢ S1UStAST aTyaly 5dz2dzyfdz . AN %l Yy | 2NYzYdz htF N1 !yed
quotedinY2 @ AEA UGS daAi Yl NI Preniden« NENBAAYERIZE 0 Wu§ ndS | SNA Y
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3.1.2 Market Value: The Capitalist System of Operations

Similar to other professions architecture is also within the sphere of influence of

late capitalism. Today, architectural production process is regulated by capital and

political authorities as much as architects. Considering the fact that architectural
poduct 6s value as a commodity has surpas:
economic circumstances, the influence of capital eclipsed the influence of other

actors within architectural design process. Therefore today, architectural object is

tightly coupledwith global consumption mechanisms and can be identified as an

element ofashionandtrademark

The market is evaluated exhaustively by certain economic models before each
commodity is initially introduced. At this stage, the overall demand for every
agect of the commodity among consumers are being assessed. The process of
design is being fed by these economic models, which guides it towards the popular
forms, ideas and conceptdarketingis a significant mechanism, which regulates

the process of prodtion of the commaodities from its design until its sale. It starts
with the evaluation of the market and inclugesception managementethods,
utilizing communication tools, media, advertisement and promotion techniques. In
other words, the desires andndands of the consumer is trying to be manipulated
towards developing an appetite for the object of commodity by creating an image
or a trademark. Featherstone claims tmatsumer culturenaterializes the lifestyle

as a source of constituting aentity. Individuals display their identity through
collection of commodities and experiences such as; house, car, clothing,
participation in a certain type of holiday, entertainment/art/sports evertsAsc.

home is one of the most significant signs of moderrdii vi dual 6s cons
identity, this translates into architectural production as marketing of housing

projects. Concepts such as minimalist, modern, flexible, sustainable etc. are utilized

92 Mike FeatherstoneConsumer Culture and Postmodernigmndon: Sage Publications, 2011).
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to promote housing projects, along with phrases and slogansastiatiistinct

lifestyle, alkinclusive life, connect with nature, a modern life for the whole family.

Mainstream media also promotes popular concepts in a reductive manner, as they

provide them the clicks and advertisement value. The visual trajectoonoéts

and design approaches gaiprominence over the intellectual background and

system of thought that produced the concept. Eventually, modern buildings are

presented as mere plain facades without ornaments, flexible designs are presented
asmereoparbl e wal | and fa-ade systems, sustai ne
green roofs and balconies with plants. As public demand rises up according to

these visual images, pseudothentic attempts begin to emerge which aims to

exploit popular concept

Another type of economic value generated by the media and market revolves

around starchitects. The fame of the architect brings in an additional value to their

work, which is independent from the actual economic or architectural value. Their

name transforms inta commodity that gains value as a trademark. For instance,

the stock <certificates of Peter Ei senmanos
more than the actual capital value of the assets owned by the company. It is the

name that generates the additionaluga The advertisements of construction

materials and housing projects often include starchitects as a method of promotion,

as their inclusion provide more appeal and demand, hence more market value. This

method of promotion was started to be practicecgany 1990s, as a housing

project in Ulus was advertised a$ fidesigned
Bl e dzNJ ¢ FBABISNIATZ |, FLIYETY ! yI NBAAGTAE KNG @aaetY NE PPy YIdINP ¥ P
2017), 8889.
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Figure 3.4. Walt Disney Concert Hall Frank Gehry (Iefﬁ“; Maslak 1453i Aj aoj |l u Knkaat
(right)®®

In terms of architectural authenticity, there are several outcomes of this additional

value generated by the stardom of architect. Some architects are tempted to copy
signature for mal characteristicditoof star
or by being nudged by contractors or cl
given as an example of the attempt to produce a psautthentic value out of
Gehryoés i ¢ o rFiguwe 3.4).uThé ddditiopad ecqnomic value also
overshadows the authentic characteristics of architectural products and complicates

the evaluation of their actual authentic values. Lastly, in some cases the iconic
formale x pr essi on wusually takes away from di
criticism is not oriented towards the instances, when it is a deliberate decision as a
method and understanding of architectural desigpetitionis found valuable as a
creative mdiod of design, as a method mérfectingby different theoreticians and
architects such as Deleuze, Rossi and G&hHowever, the demand from the
contractors, client or the public in certain cases, may cause starchitects to produce
repetitive designs iterms of its formal expression, to provide the bought iconic
image. In these casesne may argu¢hat a pseudeauthentic value is generated
from the authentic product, even by the same architect hi(isgifre3.5).

94 Retrieved fromhttps://tr.pinterest.comon 21.03.2021
9 Retrieved fromhttp://www.emlakglobal.comon 22.03.2021
BDNf Szt @Oyl { dzReé 2y (GKS / KFy3aS 2F (G4KS tI NI RA.
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Figure 3.5. Royal Ontario Museum, Military History Museum, Denver Art Museum by Daniel
Libeskind®’

3.1.3 Modernity, Modern Movement and Contemporariness

Designing in congruence with the conditions of ttime, being modern or
contemporaryin other words, has always beemang notablepriorities in
architecture discipline This endeavor therefore, presents both sources and
limitations authentic architectural production in contemporary sceWile it

defines a comprehensive approach with a broad set of considerations that enhance
the buildingdbés aut he promoton grqundbakbgdcermain it al so
forms, materials and systemthebuilding act as ifreflects the spirit of its own

times Both the exploitation otontemporarinesaind the extensive marketing of
various styles (modernist, minimalist etc.)can easily be observed among
professional circles, which does ratvaysrespond to circumstances of our time

but merely presents a pseudo image of contemporariness with various architectural
elements that are attachedtdh e b u skih (Bigure§6). s

97 Retreived fromhttps:/libeskind.comon 11.06.2021
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Figure3.6. Various architectural elements that reflect contemporary image.

Y

The word fimoderno has different connot at
sets of meanings by the public, professionals and academics. It is important that

these differences are underlined, before an analysis of its reflection on authenticity
discusfons. Its literal meaning indicates strong connection to present tijree

congruity with present conditions of ligend capitalization of current innovations

In this section the wordmodernis used in its above literal meanir@n the other
hand, in thef i el d of arts and architecture 0Amo
ensemble of particular soemultural norms and conditions that arose with the

effect of the emerging ideas of Enlightenment, and the advent of industrialization.

More specifically, it is associated with individual subjectivity, scientific
explanation and rationalization, a decline in emphasis on religious worldviews, the
emergence of bureaucracy, rapid urbanization, the rise of reitites, accelerated

financial exchange and communicatiand the increased advance of science and
technology.iModern movemeiritcan be defined as various reactions in different

artistic, social, and cultural mediums to those radical changes in social and
technological circumstances. Lastimodern architecteo, which is elaborately

discussed in this sectioms often associated with the utilization of innovative
technologies of construction, prioritizing function, orthogonal layouts and a

rejection of ornamentation.

Similar to the wordy@madaeron ohasi cvoanrti eonupso
various spheres As they are synonyms in the wider context, its lexical meaning

again refers tdelonging to the present timelowever, in arts and architecture, it

indicates various attributes that separate itself fromptiegious movements and

styles.Most of thedefinitions regarding the period and style of any artwork poses
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certain problems, as the endeavor of categorization comes with its own difficulties.
Nevertheless, in order to reduce the complexitgradless artistic understandings,

they are tried to be placed in certain departments and periods, in regard to their

formal , conceptual and stylistic similarit:.i
for the artworks produced after 1960s (this date varidsnwarious sourcgsin

order to separate them from the °%Ittworks th
is distinguished by the lack of a uniform, organizing principle or an ideoldgya r

believes that via contemporary art the concepts are bemgingced through

various perspectives, including the concept of reality and most importantly process

of creation itself®

ACont emporary architectureo i s mar ked with
previous period had seen an equivalent diversity of @atiral production, nor a

comparable volume of building construction on such a wide sktakeused as a

comprehensive term, which includes many of the design understandings after

1960s, from Posmodernism to Highlrech. Contemporaryarchitecturedoes not

reflect qualities of a singulampredeterminedstyle, but possesses multitude of

references towards different aspects of different movements. In its most basic

sense, it stands out as fda gewkchare definit.i
establshed on thecurrent yet constantly redefines itself throughstand future

ref er eHere the &ignificant similarity between the two aspects of

contemporary architecturand authentic architecturenust be emphasized. First,

for both one may speak af Af r agmented natureo, which is
reference system. Second, their boundaries extend beyond their owowiards

two separatelirections; past and future.

Contemporary architecture therefore, is being discussed indirectly throughout the

thesis, as the intricate nature of authenticity is being studied in reference to various

B/ dzl dZKGSY20 aSRAYI I GAKRERE® { I Wwhd Yo MRA MISTZZRINY E A1 {
SanaE SR® !'fA ! Nlidzy FyR bdzNEI®& mNABS 6T SGAGAY [ @Pyf | NJ
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domains.As summarized abovdor contemporary architecture, being congruent
with thecurrent times also stands out as an important consideration. However, the
concept is not limited to this concern. One must conceive contemporariness
without a determinate time interval, which does not refer merely toutrent or

most recenproduction.

Both being moderrandmodern architecturéstyle)areintrinsically complex both

of which involve various ideas on different domains of thought. In this section,
being modern(as in: belonging to its timeyill be discussed througmodern
architecture(style) as an exemplary system of thought, which claims to produce
architectural products that has a congruity with present conditions of life. It has to
be noted that modern architecture is not a siugleed entity and involves
different submovements andesign approaches. Hence, the analysis that follows
only aims to draw a broad outline that identifies the prevalent ideas constituting

modern architecture.

3.1.3.1 Modern Architecture as a Contemporary Theory

With that in mind, it can be claimed that there areesal intricateerritoriesthat
modernist thought revolves aroursticio-cultural, technological architecturaland

ethical With the emerging ideas of Enlightenment and the advent of
industrialization, living conditions and perception of lifer modern human
underwent rapid transformations. The longstanding social norms were started to be
disrupted. Heynen states that it was the beginning of a process that would lead to a
genuinely humane society of emancipated men and women in which equal rights
would go hand in hand with a high degree of personal freedom. It would mean new
types of social exchanges are present in every type of buildings and especially the
modern house. The new architecture would have to be consistent with the new

conditions of that li:
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eit is becoming increasingly <clear t hat
housing too will have to undergo changes similar to those that led from the
stage coach to the railways, from cars to airships, from the telegraph to the
radio, or from the old cfat s manés wor ké hachesgethat f act or i
goes hand in hand with the transformation of the entire productive and

economic life of former times into that of our own centtffy.

One of the primary discourses of early modern architecture conceruslittaion

of new technological developments within architectural field. Those developments

provided various innovations in building technology in terms of construction

systems, materials, and cadficiency. Most of the leading architects of the era

argued t hat architectural guality is <cultiva
technigues and materials such as, structural steel, reinforced concrete, glass and
complementary electrmechanical equipment. It was claimed that the utmost

product of modernme n 6 s intelligence and creativity
machi ne. The machine analogy demonstrates r
towards incorporating technology into architecture, as Le Corbusier claims a house

is a machine to live in, and the cplaxity of modern life can only be resolved by

an efficient and impeccable mechanical order. Although it may be claimed that this

extreme view reduces architecture to a purely functional tool which supplies certain

exigencies of modern men, it also defiresdighly distinct way of performing

architecture It challenged the conventional idea at that time regarding what is

expected from spaces mankind occupy.

Apart from social and technological concerns, modern thought has developed
certain architectural chacteristics that is directly related with and inherent to
architectural design. All kinds of ornamentation are rejected; instead, authenticity

was required in the use of materials and honesty in formal expression that

100 Hilde HeynenArchitecture and Modernity: A Critiqg€ambridge, MA: The MIT Press, 2000),
48.
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constructional logic should be clearlgecognizablé® The conception and
experience ofspaceis a distinctive feature of modern architecture as Gideon
propounds the idea @furchdringung.

The term is used in different constellations. First and foremost it is used as a
description of variousspatial configurations: the penetrating of a fairly
well-defined volume by an element of much smaller proportions;
intermingling of spaces on various levels through the partial absence of

floors, or of interior and exterior space through the use of trasspaalls,

as in a number of Le Corbusierds hous
volumes so that the building is composed of various juxtaposed volumes

that are interlocked in such a way that the borders between one and the

other are no longercldary def i ned, as in Gropiusbos
Durchdringung thus refers to an essential characteristic of the new
architecture: its capacity to interrelate different aspects of space with one

another%?

Gideon claims that the most prominent charadiered modern architecture is the

new concept of space. This new concept of space could only be developed by the
impact and aid of two major factors: material and construction technologies and the
artistic discoveries of various movements such as cubisinf@anrism. These
artistic discoveries paved the way for a new vision of space which is not based on
perspective, that accentuated simultaneity, namely the depiction of an object from
different viewpoint at the same time. This new architecture seemedatoathove
ground rather than being rooted in it, while different volumes interpenetrate each
other. With its dematerializing qualities, generous use of glass made the boundary

between interior and exterior spaces more indistinct, emphasizing the effect of

WIaANREFY DdzZaSOAOKSE Gt dz2NARiGe FyR ¢N}yaaNBaairzyy wST
wS 2S00 A 2 yDiséiFrsd ¥, hai A (CORS): 8(115.
102 Heynen Architecture and Modernity: A Critique4.
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interpenetration and leading to amprecedented massidednesscreating the

sense of a movement in space.

There was also an ethical aspect of modern architecture. Some architects thought
that architecture can become an interface, through which cer@al, stonomic

or political problems can be solvethe architects oDas Neue Frankfurhimed to

reflect the discoveries in avagarde art and advances in the field of technology
directly to the daily lives of a large portion of the population throughitacture.

They wanted to alleviate the housing needs of poor and the underprivileged. The
activists ofDas Neue Frankfuribelieved that the new architecture had the power to
spark the process of a more general reform of society. Although, today we know
perfectly well that the hope was in vain, this endeavor created another point of

reference for the authentic referential system of modern archité€ture.

All'in all, in modern architecturdyeing modermwas not only an image trying to be
achieved by represtative utilization of branshew building technologies and
materials. The congruity with present times is sought on multiple levels, including
social technological architectural ethical and political. The complexity of this
referential system portrayld authentic nature of the movement, even if many of

the views and ideas regulating it can be criticized extensively.

Kings Road Housel Rudolph Schindler

With Kings Road House, Rudut Schindler materializes a distinct ideambdern
living by providing architectural solutions on different planes. He defines the house
as fAa cooperative dwellwhichdgs byisalfatnme young cc

response to the changes on socialdifie family dynamics in modern era.

103 Heynen, 4848.
04 dz3dza G 9NYy aid { I NI A ¢ KS 20N®BdzR 2y RLIKS Saadh 3 yGik abyaR faSaNJ O K dza S i
Technology, 1982), 121.
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Considering the programmatic scheme of the house, the first striking feature is the
rejection of traditional plan layout with separate functions as; bedroom, -living

room, dining room, studyoom. Instead, Schindler intlaces a multfunctional

room setting for each i nh'®bniasansd the whi ch
introduced layout questions the traditional role of each family member. Another
significant achievement is that, the inquiry on the traditional coroepbif

individuality and collaboration By giving each inhabitant his/her own private
playground Schindler provided them with an unprecedented individual experience.

The fact that kitchen is shared among two couples, proves that Schindler

appreciated thealue of collaboration in both practical and sentimental manner.

Figure3.7. Presentation plan of the house (I]éﬁ An interior view from the small studio (riglllﬁ7

The house provideBexibility for its owners and emphasizes an alternative space
conception, in which different functions and different physical spaces
interpenetrate each oth@f. Multifunctional studios have two crossing beams in
them, which divides thstudio and provides a frame for movable pandisnce
occupant have the freedom to alter the function and configuration of the space on
demand. The serulosed patios defined by thedhaped arms of the house tweak
the conventional relationship betweertterior and exterior. As there is almost no

level difference between them, patios act as an extension of interior spaces. This

105Sarnitz, 121.

106 Retrieved from; http://www.mak.at/en on 04.03.2021

107 Retrieved fromhttp://kingsroadhouse.blogspot.com.wn 04.03.2021
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unity is also achieved with the treatment of paticatis; they involve anon
structural wooden skeleton frame, whishfilled with glass or removable canvas
panels.Hence in both patios and studios, one feels in a vast room compmdsed
both interior and exterior spacdsdure3.7). This continuity is further emphasized
with sunken gardens following the patios in both sides. Studio, patio, and garden
are visually and spatially connected by the utilization of transparent and removable
partitions.

Kings Road House also has a distive lighting strategy, in which architect
introduced overhangs right at the level of beams, and through horizontal clerestory
windows were created between beam and roof level, daylight is reflected to the

ceiling, therefore providing a more coherentritisition of lighting.

Figure3.8. Exterior view from patio (Iefﬂ)og; General exterior view (rigﬁt}o

Schindler utilized new technologies and materials in structural system and
construction process. The number of structural elements used, including reinforced
concrete walls and wooden posts, were tried to be minimized. Most interior
partitions and patio Wwis are norbearing movable panels, which ensures the
continuity and flexibility of spaces. Exposed redwood covered roof is being carried
by both reinforced concrete walls on one end and wooden posts on another. So, the

efficiency and capacity of latestrsttural elements provided a rather free interior

109 Retrieved fromhttps://tr.pinterest.comon 04.03.2021
110 Retrieved fromhttps://www.archdaily.comon 05.03.2021
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space for inhabitant to work with. Architect introduces an innovative construction
system called dAslabtilto, using prefabri
by Irving Gill until that time. Basicaji concrete is poured into the molds on the

ground, in which wooden frames and reinforcements are present. There are vertical

light slots between those wall units, which acts as division elements. Sarnitz

emphasizes the importance of those divisions as:

But this division is also a reference to the building process of the whole
house, indicating the structural system, using prefabricated concrete wall
units. The threench light slots are part of the building process, required by
the wor ki ng de thevefose .refleCid ot ohlya an architectural

design but also how the house was biit.

There are studies that examine Japanese
works, which claim that there are similarities between key aspects of Schindler
House and the descriptions of traditional Japanese architecture given by Edward
Morse in his bok Japanese Homes and their Surroundirgshindler establishes a

low horizontal datum by means of beams, similar to the Japaaggshj acting as

a lintel for the doors and large opening walls. On the exterior, he places translucent
screens that can bemoved, as can the h in Japan, and also allows the
possibility of using removable panels aligned with the beams that cross the rooms,
in the style of thédusuma(Figure3.9). Consequently, spaces are conditioned by the
structure, achieving great spatial fluidity. Moreover, Schindler projects a large
overhang similar to theoki used in Japan. However, above it thesigned a

clerestory which increases illumination to achieve a level more suited to the

WP NYAGT S GwdRZKSRNB O YBKEBRAINIZE MHA O
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contemporary lifestyle. He thereby creates a new intesiterior connection that

allows users to enjoy the temperate climate of Califoritia.

|
|
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|
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Figure 3.9. The interior space modulated by the structure; translucent screash®jasstyle of
fusumai Traditional Japanese House (left); Kings Road House (tght)

Kings Road Housgossessauthentic constituents as aexample of thebeing
modern(as in: belonging to its tin)e because it feects the spirit of its era and
achieves congruency with this spiit multiple levels. Schindler takes the new
social dynamicsin consideration and reflects hismdings on the operational
scheme of the house. Nemwaterials and technologiesare utilized not for their
representative character, but for their advantages in providing diffspatial
benefits His conception o$paceis fed by the findings and experentations of his
times and is reflected on spatial arrangement of the house, accompafieedhtby
solutions. Different architectural features suchligisting strategyand structural
expressiorcontribute to the unique nature of the building. Agdims evident that
in terms of being modernarchitectural authenticityis achieved by multiple

references from various points of design clashing with each other, either directly

112 Jose Manuel Almodovar Melendo, Juan Ramon Jimenez Verdejo, and Ismael Dominguez

{(FyOKST RS tF .tryOlsS G{AYAfINRGASA .S50888y woad { OK
WE LI yS&as | dibfahofiASi@AictitddBute &nd Building Engineerihg, no. 1 (January
24, 2014): 48.

113Melendo, Verdejo, and de la Blanca, 44.
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related with architecture or originated from other disciplines and diffesgrcts

of life.

3.1.4 Globalization and Urban Transformation

In addition to the social and cultural consequences of contemporary circumstances,
they also pose certaiphysical impacts on production of place and architecture.
Global and capitalist systems of ogon impose the promotion of similar
commercial images, which leads to standardized urban images. Capital, especially
in metropolises, dictates a severe state of neglection of contextual design
considerations. Hence, places without any distinctive cterstoic and identity

are produced, that present similar features across the world. This dedifferentiation
of places leads to placelessness and placeless architectural products that cannot
from any relationship with their surroundings and context. Thesfiramation of

the place as the signifier of certain images gains validity over the place with local
characteristics. What is expected from any place is not an authentic or distinctive
nature, yet a globally familiar image. In various parts of the cityceslawith
potential to make this transformation are identified and are sought to be made
landmarks that generate profit for local and global businesses and even local
government. Hence, it is not astounding to observe similar types and brands of
shops, hatls, restaurants etc. with their similar types of images and architectures in

every corner of the world.

On the other hand, there were some attempts to produce an architecture that
resonates with the social and economic conditions of the time and regect t
continued use of historical and decorative elements that has little or no relation
with the buildingds functi owategoricEandn t h o
various approaches within those, there is no point denying that certain architectural
production attributed to modern architecture and international style had an

important role in the loss of identity of modern cities.
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For capitalism to survive and flourish as an economical system, it also needs to
generate new types of demands. As new typeseds are generated, new building
typologies also emerge to accommodate them. These new typologies spreading
rapidly and dramatically changing the urban texture, especially in larger cities.
Kuban indicates that skyscrapers, hriges office blocks, baks, hotels, holiday
villages and new campuses are encouraged by the capital. These structures stand
out with their grand masses and symbolic forms. He claims that especially in
countries like Turkey, these structures that are produced by vulture capitadis

an antiaesthetic expression. Primitive capitalist acts, primordial consumerism,
uncontrolled building activities and devouring of rural culture constitute new
developing cities everywhere. While those new building typologies could have
been produad with a critical perspective, the necessity of rapid growth and cost
efficiency concerns cause promotion of standard blueprints. In these types of
fdevel opingo cities, the process of <c¢cloning

the majority of architetural productior{Figure3.10).14

NEJHERLAND! SAU

|

|

Figure 3.10. 14" Venice Architecture Biennale, Rem Koolhaas: National architectures still
recognizable (left); What remains of natibagyles today? How did we get here? (riéﬂﬁ)
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15 Retrieved fromhttps://www.archdaily.comon 27.07.2021
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3.1.5 Socib-economicConsciousnesand Sustainability

Sustainability is a wide concept that refers to distinct issues in different domains on
various levels. Even in the realm of architecture, it exténdsrds urban scale

touching upon social, economic and environmental issues in wider contexts.
Considering its wide range, the concept is discussed briefly and only in relation

with architectural authenticity.

3.1.5.1 Social Sustainability

Each country and societencounter some extent of so@oonomic problems.

These may be consequences ovkrall wealth and development level of the
country, regional poverty due to worl dg
increase due to migratiGmmigration natural disastrs (earthquake, flood,

tsunami, etc.). Architecture, along with urban design, is one of the forosful

means to diminish the effeatausedoy thesevarious adversities. An architectural

wor kbés (or an urban devel op mstiuted lsy) aut h

creative and initiative solutions to those acute problems.

Since 1960s a range of architects have started to experiment with the idea of
working with informal and incremental housing, combining it with formal design
framework John Turner was one of those architects who harnessed this desire to
buil d. He devel oped a system called fAsit
the household plot@long a street network to l@located or sold. When viewed

from a political and eonomic perspective, he believes that -belp, self
management and sddtiild are keygo housingr e f or m and he <cl ai ms
more a verb than a nodff He attributes a greater importance to the freedom

offered by affordable housing, than the plgsnature, form and appearance of the

116 John Turner and Robert Ficht&reedom to Build: Dweller Control of the Housing Prabémss
York: Macmillan Press, 1972).
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houset!’” Another architect who sawhe potentiality in productive capacities of
residents waslohn Habraken, who developed alternatives to the miasficed

public housing projects of the dayle promotes dousing model with a serviced

shell or support structure, where residents add the ffill.

Figure3.11. Arayana Housing Balkrishna DosHit®

ACore pluso involves a r aangferonemoraspepr oac hes
than site and services, while providing a n
Aranya in Indore, India is a higihensity but lowrise township in which every

house site was constructed to the level of plinth foundations thalvena sanitary

core of washroom and kitchen. This basic core is later extended informally by
inhabitants.For the sake of illustrating different possible designs for the same

plots, eighty demonstration houses were fully constructidis evident that a

stronger guidance for the informal additions from inhabitants is provided by the

coreplus approach. Even if Doshi imagineeB Storey houses and most of them

turned out to be-& storeys, this was considered a highly successful project and he

was awardeavith the 2018 Pritzker priz&°

117 John TurnerHousing by Peoplgondon: Marion Boyars, 1976),¢%9.

118 John Habraker§upports: An Alternative to Mass Housfhgndon: Archictural Press, 1972).

119 Retrieved fromhttps://www.arkitektuel.comon 04.07.2021
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2020): 34558.
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Figure3.12. Villa Verde Housing ELEMENTAL?!

In Villa Verde Housing, Elemental developed a complex design with higher
standards enabled by both private and government subsitiissproject involves

a resettlement of victims of a major earthquake in Chile, who are displaced from
their own homes. Thearget beneficiaries of the project include these residents and
corporate employeesAs a publieprivate housing project with a pedisaster
component, this project transforms the 0
slum upgrading purpose into a reraomplex entityA Chilean resource company,
Arauco enabled houses of about 40 square meters!@aghsocial policy of
encouraging homeownership rather than rental cultivates the architectural strategy.
The subsidy is used as a{eg into the private hasing market, hence residents
may benefit from capital gains, which leads to an incentive for residents to invest in

the housé??

121 Retrieved fromhittps://www.archdaily.comon 06.07.2021

122 plejandro Aravena and Andres lacobélemental: Incremental Housing and Participatory

Design Manua{Berlin: Hatje Cantz, 2016).
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elementalscontroversialsociathousing.
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Unmodified

Partial Infill

Full Infill " Front extension

Figure3.13. Villa Verde; Modifications to the housé&?

The main construatn frame is composed of the local housing material,

lightweight timber,which offers earthquake endurance and is also suitable for

incremental adaptatiorThe row house typology with shared walls is employed,
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The urban design and the core architecture at Villa Verde were produced by

a topdown process controlled by the architects that was then followed by a

bottomup phase of incremental additions under the control of the residents.

To guide this informal phase Elemental prepared a booklet with technical

specifications and a list of possible materials to be used for the basic

en

cl

osure of ftthechouBé®i ssingo half o

The circumstances that surround these projeetgtably direct architects towards

sociceconomically sensitive design approachdknetheless critical way of

handling thesocial issuesimportance attributed to participation and economic

beneficiaries for usefs const i

tute these projectods aut h

various architectural and spatial qualities they present.
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3.1.5.2 Ecological Sustainability

Ecological sistainability is anotheconceptof sensitivity It constiutes not only a

new sensitivity but also a new fashiaag a result of its wide global and public
acceptanceA design approach that is supposed to resist the mechanisms of
consumer culture, instead operates with the tools and methods -o&etialism.

Once the label®f sustainable, greemr ecological are attached, the authentic
values of beingecofriendly and sustainableare prevented from being evaluated.
Ecological architecture emerges as a rescue mission to be undertaken by all, which
supposedly offers low carboimpact buildings. Certification systems such as
LEED and BREEAM contributes to the commodification of these labels, as they
evaluate ecological performances of the buildings by certain quantitative values.
Therefore, the labels okcofriendly and natureconscious acts as another
marketing strategy(Figure 3.14; left). Furthermore this popularity and global
acceptance of the concept, leads to its exploitation as a part of the legitimization
processes, either by architects or authorities. For instancectwty image of

Ken Yeangos K¢-¢k-ekmece uritimazes ter ansf o
acquisition of building permits on a natural freshter basinFigure 3.14; right).

The discourse of sustainability also ensures its caatian on its divineescue
mission and accuses other architectural design approaches of not having

environmental awarenes%.

129 yAyS {SRI YIFI@PYX ahtl€lytlFIoGdPNPtYlIFaP DSNB]1Sy 5
a A Y| NMinfiisE réo. 32 (2009): 63%58.
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Figure 3.14. Award programs as a means of legitimization (lft);, - ¢ k - ek mece Ur ban
Project, # Prizei Ken Yeang (rightf’

To elaborate this reductive understanding, McDonald explains sustainable design
process, identifying each step with their logical order. He identifies four different
levels in sustainabléuilding design; products, tools, process, and mindset. The
first level, products, focuses on what materials, products or technologies should be
utilized in a sustainable building. Ostensible approaches that seek acceptance and
distinction, often start &m this level. The most energy efficient heating and
lighting technologies, the greenest building materials and products are more than
enough to satisfy architects, clients, authorities anduseds. Even governments

and certain incentive programs focagety on product level regarding quantitative
values, efficiency statistics. However, the process should be in total reverse. First,
mindset should be changed with respect to how design affects the processes used,
then eventually it will alter the tools ed, and finally it will reflect on the products
which are utilized in a building?® When sustainable design is concerned, there
must be an integrated approach, a holistic decisiaking process, rather than a

collection of fragmented solutions on produetgel.

127 Retrieved fromhttps://tr.pinterest.comon 06.03.2021
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Urban Sustainability: Reconnecting Space and Flawento: University of Toronto Press, 2012).
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Figure3.15. Bahr i ye ! -olki IKdkn-tie PAgracrhdietnect s

Dil ek-i Mrachiriityeec t s 0 k reffasentd ear sjmple tbat na
comprehensive sustainability approach that is in line with above descriptien.
concept is developed in relati@nd cultivated reciprocally witthe educational
model of the kindergarten. The formal characteristics of masséssarfaces are
designed with an extensive consideration of natural lighting, heating and
ventilation principalsSkylights on roof allowdight to penetrate from the north,
providing homogenous natural lighting. While the roof design reduces the energy
demand, it also produces it with properly placed photovoltaic pambksprismatic
movement on the fa-ade reduces buil dingo
the operable vertical louvers in front of each class. While answering the need of a
greenhousethe proposed winter garden also converts the scarce energy gain from
the wintersun to a means of heating for basement floor spdéd=cological
sustainability clearly sticks out as the authentic aspect of the buildintheas
holistic sustainability appach is observed through each desggmsideration
including the collection and utilization of rainwater, maximization of natural
energy gainand minimization of energy losswhich are reflected upon various

architectural elements and forms.

129 Retrieved fromhttp://www.dilekci.comon 16.09.2021
1B NJADET a. | KNAES «oe2] !yl21df dzzé | 00SaaSR {SLIWSY
http://www.arkiv.com.tr/proje/bahriye-ucokanaokulu/7299.
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3.2  TechnologicalDomain

The advances in technique have always affected architectural production since the
first primitive shelter was built. It is evident that the accumulated kimow on
construction transforms how we shape our environment and relate ourselves to it.
This accumulated knowledge on technique has been increasing drastically,
especially since Industrial Revolution. There are many types and levels of impact
that any technical advance can cause to the production of built environments. In
this section, the diréceffects of structural innovation, new material and
construction technologiesnd digital technologieare discussed in terms of their

role in authentic architectural production, both as a source and limit.

Industrial Revolution and mechanistic world wi¢hat it brought upon the modern
thoughtconstitutethe first significant influencen the building technologies within

the timescope of this thesis. Most of the leading architects of the era argued that
architectur al gual i tskill ta usilizecnew téechnigges and by ar ch
materials such as, structural steel, reinforced concrete, glass and complementary
electremechanical equipment? It was claimed that the utmost product of modern

mends intelligence and atmaehne.iTheintagchinei s t he p
anal ogy demonstrates many | eadings archit e
technology into architecture, as Le Corbusier claims a house is a machine to live in,

and the complexity of modern life can only be resolved by an efficad

impeccable mechanical order. The influence of technology can be observed within

many submovements of modern architecture such as; Futurism, De Stijl and
Constructivism. Similarly, after modernism, technological advances have

facilitated the formatin of various groundghat proliferate architectural design

methods and expand formal and conceptual boundaries of contemporary

architecture.

BlySYyySGiK CNIYLIi2y3> a¢KS adzlidz fTheohivddtuiezof 2 F ! NOKA G SO dz
Sciencel999, 35873.
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3.2.1 High-Tech

The shifting social needs and rapid increase in population, along with the
Modernist agenda of responding to social, political and economic problems gave
birth to Utopian views in architecture. Japanese Metabolism has emerged in 1960s
with an understandinghat architecture should be flexible enough to able to
respond to the everchanging needs of modern world, with renewable building
systems and expandable structuhMsgastructuresre one of the products of these
theories, which involve detachable modubfering flexibility and opportunities to
expand'®? Demountable elements are utilized in buildings such as; Nagakin Tower

(entire pods), Takara Beautilon (steel ¢

cladding) in order to provide structural, functiorsald environmental flexibility
(Figure3.16).

Figure3.16 Demountable elements as flexible solutions; Nagakin Tower (left); Takara Beautilon
(middle); Herman Miller Factory (righf.‘)e.’3

Around 1970s, HigiTech architecture has emerged, influenced by the endless
scientific discoveries from space travel to-Sa , Archi gr am, Full er

structur al e X per i mearvedand servast spacés,o@edre Ka hn
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133 Retrieved fromhttps:/tr.pinterest.comon 23.03.2021
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Priceods i deas on @afarmanaetando parddipation.oAlsb o n s of
known as Structural Expressionism, it suggests essentially a similar approach with
the modernists towards the issue of importing technological advances into
architecture. HigflTech reflects the essence aeéitgeist and the architect's
responsibility is to utilize all these high technologies developed across various
fields within architecture and to keep up with the technical developments. The
buildings of the new era must be flexible, demountable, transportable and mass
produced similar to the high technology industrial products such as cars, phones,
planes and computers. Architecture is also a branch of industrial technology. The
typical modernist idea "Machine Aesthetics" is also adopted by -Hegih
architects, by wiih aesthetic demand is satisfied by an honest image that reflects
the perfection of mechanical and technological order. The structure and
mechanicaklectrical services are often not concealed to emphasize the above
effect. Buildings of Rogers and Pianocbenes prominent with how they express
the technical systems and elements. According to Rogers originality in architecture
requires utilization of pure construction materials, experimental use of new

technologies, and creating sculpturesque compositfon.

Despite what such a technical approach suggeéstgh-Tec h ar chi tect s dor
concern themselves with efficiency in general. Daveéaborates this fact as

follows:

The typical HighTech building symbolizes and represents technology
rather than simply using in the most efficient way possible. It may be
cheaper and quicker to build a lebdaring brick wall, but the Highech
architect will always prefer the steel frame and the lightweight metal panel
because this is a technique more in tune with the ggitite age. In this

endeavor, symbolism and representation have on important part to play. The

BAawA OKF NR w23ISNEX aDStSOS] 5FKFE .§¥XI NB®|lPe2NEE ¢ NI y2
(1992): 5857.
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motifs of HighTech- exposed steel structure, visible air conditioning ducts,
plugin service pods, and so cnare almost never the most economical

solutions.There is nearly always a cheaper, more practical alternative.

Therefore, symbolism and representationare two significant considerations
regarding the authentic nature of Higlbch approachlt is evident that high

technology of the age is the very saend reason why the approach is emerged at

the first place.

Figure 3.17. Centre Pompidoi Roger s & Pi ano (| & Fostgr;+ Partheessy d 6 s
(right)*36

A certain space or building should not be designed to accommodate a certain
activity or function. The spaces architect creates should be flexible as much as
possible, in order to correspond to the shifting needs and demands of inhabitants,
which constitute t h e t e r nDaviesexptainptheadnazept:.

What we are providing, say the Higlech architects, is not an enclosura
room or a hall or a spatial sequencéut a serviced zone. It might be
internal or external. The possible uses of this zore maximized by
providing facilities of various kindsair, heat, light, power, and something

to fix partitions to on a regular grid. The most obvious example of this is the

B5) 2f Ay 5F @ASAZT 4l Eibike Revie@KOnaeyivKop [(I$BY L dzNE = £
136 Retrieved fromhttps://www.archdaily.comon 12.04.2021
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building that, more than any other, gave the Higlth style its momentum
through the 1970s, the Centre Pompidou. As with Lloyd's, there is a
contrast between a simple, abstract, rectangular floor plan and a complex,
technically expressive exterior. This, however, is a multifunctional building
with art galleries, museum, library, thesgt concert hall, and restaurant.
Still, the basic elements of the interior, including the massive longspan
trusses, remain the same, whatever the function. Space cannot be committed
to a single function because the whole design is committed to the idea of
flexibility. 137

High-Tech takes flexibility a step further and suggests the main construction

elements; structural system, exterior walls, roofing system, etc. should be also
demountable. Although it is not efficient for the structural elements to be

demountable in practice with current technical resources, the idea represents how
they approach to the issue of flexibility. Therefofeexibility also becomes

prominent as a concept which reflects the authentic nature of the approach.

High-Tech is a progress design approach which emulates the power of high
technology with striking representations and symbols. It reinterprets certain design
concepts and ideas centralized by previous design theories and provides new
conceptualizations. The idea of honest espron of structure is still relevant to
architectural design and is being utilized in various appropriate contexts. Its
boundaries are not limited with technology, but extends towards othes Gfrea

architectural design.

On the other handheére is a mutalistic relationship between the mainstream
architecture and media, where each of them cultivates the otreanfiorcecertain
formsd and conceptspopulaity. When specific forms and visual images gain

popularity among the field, they are started to re@roduced without the

B5 gASas a1l AIK ¢SOK ! NOKAGSOGdzZNB o¢é
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intellectual background which realized that form in the first pl&efessional

culture often pursues this reproduction with various motivations. Capital oriented
ambitions are one of the main reasons of this reproduction, by whick napve st
of the public is being exploited. There are also variousvkends and catch
phrases that are being utilized by the p
as; smart buildingspperable facades,responsive facadesnteractive facade

optimized buildings. Some of the technological developments are being utilized as

tools of marketingand promotionjust to become another label in the advertising

board or architectural press cuttingdhey are alsopromoted as life quality

upgrades to pursue by mainstream meligure3.18).

%)

Figure 3.18. Promotion of life quality upgrades; Smart Home article in Time Magazinelf%ft)
Smart Home article in a website (rigﬁﬁ.

The false image ofligh-Tech is very common in professional field. According to

Balamir, innovatve architectural languagesreated by hightechnologies and
conservative languageisat tryto create higtclass imagery are two distinct types

of approaches towards technological utilization. Interestingly, the former approach

can be as imageriented as the latter. The extent of building technologies in
Turkey is |Iimited with tunnel formwor k a

of innovation is established with brand newvedde systems attached to building

138 Retrieved fromhttps://www.amazon.conmon 16.04.2021
139 Retrievedfrom; https://www.homify.com.tron 16.04.2021
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surface'?® The criticism orarchitecture milieu offurkeyis in fact applicable to all
developing countries and also fu#sbrld countries to a certain extentew
materialsand techniqueare utilized with the main consideration being the value
they bring to the advertisement or the olleappeal they have on larger public
However, the assessment of authenticity is not always straightforward and the

distinction between formal and conceptual attempts are not alwayscuatear

regarding utilization of new technologi€¢Eigure3.19)

Figure3.19. New-tech facad(éleft)l‘”', Operable f a4z botdractivé faﬁadﬁtght)Je“:)

The over valuation of imagery causes surface design to gain extreme significance
and even surpass the importance of actual architectural qualities a building
possesses. Beholder evaluates the authenticity of the building by the first
impression of the overalmage and the surface of the building. Hence, surface
architecture has claimed an important place in 21st century. 4j@mamentation

is one of the most common practices, which presents additions to the building
surface that does not reflect anythinghoeptual or intrinsic about the design. Its

purpose is to satisfy the visual hunger of the beholder and impress at the first sight,

) 3RFY . FEFYANE G%2NHzyf dz mi ANy «NBGAYIROR tI&ATF az2yil
(2002): 12226.

141 Retrieved fromhttp://www.tensaform.comon 17.04.2021

142 Retrieved fromhttps:/tr.pinterest.comon 17.04.2021

143 Retrieved fromhttps:/tr.pinterest.comon 16.04.2021

4 David Leatherbarrow and Mohsen Mostafésijrface Architecturé@Cambridge, MA: The MIT

Press, 2002).
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most of which are designed withew building andcomputational techniques in

todayods pr oFigarex0.onal field

Figure3.20. Ornamentation in contemporary architecttff.

3.2.2 Structural Innovation

Structural innovation is another source of architectural authenticity. Studies in
modern science, space technologies, advances in industrial and digital production
provides opportunities for architects and engineers to push the boundaries of
existing strutural and technical limits. Fuller perfected the geodesic dome in
Montreal Biosphere by exhaustive studies on structural integrity, material
efficiency and modularity. The complex shell envelope and structure of Sydney
Opera House was only made possiblespgce technologies and extensive multi

disciplinary work.

145 Retrieved fromhttps:/tr.pinterest.comon 18.04.2021
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Figure3.21. Montreal Biospheré Buckminister Fuller (Ief64a, Sydney OperaHouseJ 3r n Ut zon

(right)*4’

30 St Mary Axegets its laterastability from the exoskeletal frame that braces the
structure through triangulation connected to the reinforced concrete central core.
Alvaro Siza managed to span 50x70 meters with an 20cm concrete slab in
Portuguese National Pavilion owing to the extemsresearch on chemical
compound of concrete. Similarly, Opera House incorporates the first 200 meters
concrete console, achieved by virtue of both scientific studies and Santiago

Cal atravabés structural design.

14

Figure3.22. Portuguese National PavilignAlvaro Siza (left
Calatrava (right])49

Opera Housé Santiago

146 Retrieved fromhttps://www.azuremagazine.conén 18.07.2021
147 Retrieved fromhttps://medium.com/on 18.07.2021

148 Retrieved fromhttps://divisare.comon 17.07.2021

149 Retrieved fromhttps://calatrava.comon 17.07.2021
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Despite their innovative approach regarding structure and material technology that
strikes the eye first, the authentic nature of thesklibgs is in fact intricate and is
related to many aspects of architectural design. 30 St Mary Axe claims to be the
first environmental skyscraper, as it incorporates a highly advanced environmental
strategy. The amount of natural lighting and ventilatisnmaximized by its
aerodynamic form. In order to naturally ventilate the office interiors and minimize
the need for mechanical cooling and heating, fresh air is drawn up through the
spiraling lightwells. These lightvells and the overall form of the bdihg increase

the benefit from natural daylight, reduce the use of artificial lighting and provide
vistas even one is further away from the
floor and an intentional focus for public office spaces are provided \gh t

balconies on the edge of each ligiell. The diagrid steel structure at the outer

edge makes the flexible colunfiee interior spaces possilife.

Figure3.23. Glass Pavilion Bruno Taut(left)151, The Gherkiri Foster + Partne|($niddle)152,
Bangkok Pearl Hotdl Palmer & Turner Architecteright)153

In terms of its authentic nature, it must be stated that formal resemblances to
previous works of architecture is not relevdhRigure 3.23; left), as its form is

determined by an exhaustive study related to above mentioned environmental

Bow2 v G KFyYy al aaSReyRoonddA(2014):633.aA Ty S €
151 Retrieved fromhttp://architectuul.com/on 21.07.2021

152 Retrieved fran; https://medium.com/on 21.07.2021

158 Retrieved fromhttps://en.phorio.com/on 22.07.2021
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considerations Higure 3.24).1% There are various design considerations and
decisions that shape its unique character. Structural and spatial decisions
reciprocally affect each other combined with an environmental approach, which at
the end turns in dormlesslandmark against surroumdj urban texture. On the
other hand, we are able to notice formal copies of even siaecmbessbuilding on

mere capitabriented incentive@rigure3.23; right).

Figure3.24. Design Evolution and Formal Studiethe Gherkif®®

3.2.3 Materiality

Experimentations with and innovations in building materials caanlo¢hersource

of authentidty in architecture. Designers experiment with existing matebsl

using different methods in order to create a desired effect or to achieve a certain
spatial quality. Similarly, the innovations in material technologies and scientific

research encourage desegs to explore new materials.

St . Mar kés Church i s a p-iwligheoftereseem@mp| e wher e
simpleandbasid s utilized in an unusual way . Sigu
of brickwork includes the alteration of mortar thicknessedation from standard

bricklaying process, placement and separation of bricks. Dematerialization of brick

BiglaasSesr awa3adl 5SaArdysé
155 Massey, 633.
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is achieved through material itself, by subjecting crafting techniques to modest

shifts and smalkcale changes rather than a distinct fragmentatidorms or an

excessive shift from Euclidian geometries. He only used full standard bricks with

no cutting or special shaping, which enables expressive and tectonic possibilities

not available in standard bricklaying practitééHe worked with a 1:28cale brick
drawings and rejected the use of plumb a
surface in which bricks appear to be embedded in a matrix of mortar rather than

l aid up in bonded cour $eThip traksformétionob nvent
brick walls from regularity and flatness to irregular weaves and undulating surfaces
resulted in a degree of fluidity in material quality. The enclosing and spatially
compressive character of brick walls are
thespace and the density of its material presence begin to fluctuate and loosen their

grip on ttthe interior.o

-
-
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Figure3.25 St Marc Church Sigurd Lewerentzbrickwork on different facadés®

RobertCol | age Mur at Kar dipa rAhhane Svaskdneaited Kk Ce nt e
from an existingsteetstructured, membranecovered gym space of the same

schoo,Ar chitectds most i mportant concern w
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existing qualities of the site, dee building is located in a dense green habitat.

Most of the design decisions are regulated by those two inputs; existing structure

and existing nature. The current location of all trees in the site were maintained,

including the ones that are onthe dulngés f oot print, making it
trees'®® The building is perceived as a translucent curtain, due to the transparent

and light materiality of the building, involving glass, rehabilitated -stegcture

and the doubkskin barrelvault roof coer with polycarbonate and strained metal

sheets.

v
7 7
Vo

Figure3.26. Mur at Kar amanARmét ubérgnt witk miurése r

Neutelings Riedijk Architects daedse | oped a
Institute for Sound and Vision, which is comprised of colored, -nidjlef glass

panels that reflects selected 748 unique images from television archives. A

production process includes CNllling, ceramic paste coating and ovieeating

of 8 2 0Oh& @nd ofavhich the images are burnt into the glass panels.-mage

panels allows the transmission of ephemeral light and creates a unique experience

from both interior and exteridf? In Sofitel Vienna Stephansdoriean Nouvel

works with different degrees of opacity, transparency and translucency, which is
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161 Retrieved fromhttps://architizer.com/on 15.09.2021
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enabled by a set of sophisticated jointing technologies. The bulk of armature that
carries the cladding is pushed to its minimal limits, hence the lower sectiba of
tower appears to have no structure and no visible means of support. Likewise, the
largely transparent void and the reflectivity of surfaces that appropriate a faded
blue sky into the material tectonics of the building combine in an act of
architectont prestidigitation. The substantial mass of the opaque upper tower loses
all signs of solidity and weight, and absorbs itself or fades into a depthless,

pervasive circumambient sphefé.
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Figure 3.27. Soitel Vienna Stephansdoiin Jean Nouve(left)164; Netherlands Institute for Sound
and Vision- Neutelings Riedijk Architects (righ"t?5

Even if the materiality of these buildings can strike as the leading feature that form
their first impression, their auth&én nature needs a more exhaustive study for a
comprehensive understanding. If we take Dominus Winery, one can observe a
variety of design decisions and considerations that effect the final product as a
unigue architectural piece. One of the main conceinshe architects was to
integrate the building with the landscape and have minimal impact on the
surroundings. This goal is achieved by several different decisions regarding
orientation, mass organization, structure and material selection. The overall

language of the building represents a contemporary stance with the utilization of

3¢ | g = & wSIONKLESANG SiIG @Sy A Oa~é Hoc
164 Retrieved from; https://www.archdaily.com at8.03.2021
165 Retrieved fromhttps://archello.com/on 25.03.2021
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modern construction techniques, materials and the mass organization. Unlike
traditional masonry walls, smaller stones were placed at the bottom and larger ones
at the top in aawrdance to the lighting needs of the spaces, and ventilation
requirements. Since the largest stones were permeable to light and ventilation, they
composed the walls of covered outdoor areas, tank room and offices. The tightly
packed smaller grade of stonesasused at the more sensitive areas such as the
cask cellar and warehouse, where a stronger barrier for temperature changes and
light were neede&® Architects started to experiment with mock models in order to
gather data for different building qualgisuch as; thermal efficiency of the walls,
aesthetic appeal of gabion grids, maximum possible span etc. Also considering the
utilization of steel structural elements, architects had an innovative approach
regardingthe tectonic of the buildingOn the otkr hand, when examined more
closely, especially to use of masonry walls suggests a vague reference to the stone

barns common in Napa Vallé¥’

For mal and artistic considerations were al
buil di ngés f o renntentisn of beergding vath tieechatusey is alsb has

a monumental effect. The exterior wall system is also contributed to the

experiential quality of the building, as natural light comes into the rooms during the

day and artificial light seeps through tstenes at night. Furthermore, from within,

the building evokes the atmosphere of old European wine cellars in an unorthodox

way. Stone walls provide a similar cavernous experience of cellars that are below

the ground. The experience of the degustation raoralso noteworthy, which

visually opens up to the rows of barrels in storage room. No natural light can

penetrate the storage room, where the wines age. The visual effect is quite

significant when the room is illuminated by a series of light bulbs hoyever

6] vy SGGS [ dzOdzé SNE ArchiteSusat Bview2@62nyg. $220 (JOR8): 44, & = ¢
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rows of wine barrels. The contrast between this dark core and naturally illuminated

periphery of the building is extremely dramdfig.

Figure3.28. Dominus Winery interiors; Ground floor corridor (lefBasement cask cellar (right)

In terms of precedency, gabion walls have already been utilized in civil
engineering, road building, military applications and landscagkigure 3.29;

left). The physical resemblance to any architectural element or previous buildings
is not significant in regards to authenticity, as the whole work of architecture
consttutes its own complex system of references. The array of design
considerations, innovative, experiential and critical approach towards construction
and materials contribute to thethentic aspectsf thebuilding. On the other hand,
when the imageof the project is disseminated through media, @hehitectural
languageand the material selection of the building stands out as the representative
of its authenticity. Eventually, it leads to an increase in the utilized materials and
techniques among the argctural field, some of which cannot push beyond
defining a formal copy of the original work, for others it may act as a genuine
source of inspiration depending on how the technique and material are reinterpreted
(Figure3.30).

168 Choi, Le, and Lee.
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Figure 3.29. Former uses of Gabion Wall as retaining (left); Dominus Wirielerzog & de
Meuron (right)

Figure3.30. Prevalent use of Gabion Walls

3.24 Computer-Aided Designand Manufacturing

There are many reflections of developments domputer technology on
architecture. The increase in personal computer usage aftes,28/ed the way

for variety of innovations in many fields as well as architecture. CAD (computer
aided design) and CAM (computaided manufacturing) programs were developed
by leading software companies, which changed the concept of designing,
represerdtion and manufacturing in architectdf®.Along with BIM (building
information modelling) these new tools enabled a direct connection between the
representation of the product and the construction. The virtual model of the
building is not only produced teepresent, but to be the centerpiece of cognitive
process of architectural design. Computational design techniques shifted the

attention from theendproductto process which embarks on unpredictability and

169 Branko Kolarevidrchitecture in the Digital Age: Design and Manufactuflngndon: Tglor &
Francis, 2003).
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accidentality. This shift paved the way for #mr set of conceptualizations,
distinct design theories and authentic approaches. Several different terms are
emerged for different approaches, which are often used feamother, because of
their overlapping scopes. The mostly used terms for definffeyeht approaches
are; parametric design, generative design, performabased design, algorithmic

designandevolutionary desigh’®

Parametric designs a design process based on algorithmic thinking that uses
parameters and rules to constrain tHéhit is an approach that describes a design
symbolically based on the use of parameters. An architectural element such as wall,
instead of designing walls using exact positions, lengths, heights, and thicknesses,
these properties are replaced by symboli@apaters that have specific domains.
The result is a symbolic representation of a set of W&liGenerative desigion

the other hand, is a design process that refers to evolutionary techniques,
algorithmic or ruleebased processes in both creation and production processes of
multiple and complex design solution€haszar and Joyce point out that
AGener at i v @gn rdethgds tardl toolsl are used to overcome these

limitations and thus afford designers more freedom by harnessing computational

power to address issues of spe&iit and af
enhances inventiveness ab despgol vaerat e
range of variationso, w K4, evhich refers toude A h

unpredictable results that positively influence the design pro&essormance
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t I N} YSGNR O DSy SNI A @BriFiers of/ ARchéttdral RebeRrikng. R O 5
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71Wassim JabRarametric Desigfor ArchitecturgLondon: Laurence King Publishing Ltd, 2013);
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based desigis defined in the final reports of the PeBBu Thematicwdek as
follows; A performancebased design is a building design that is based on a set of
dedicated performance requirements and that can be evaluated on the basis of
performance indicatod’® In the same report, the performasmased design
process iglefined asfia process in which performance requirements are translated
and integrated into a building desigh®

It is evident that through computational design, many design methods and
understandings have evolved. Especially after 1980s, the extenstveofus
computers and its computing capabilitibsive provided ample sources for
authentic designg both formal and conceptusé&rms The architectural design
process is being enhanced by the methods computational approaches introduce,
either making it morefficient or expanding its conceptual boundarihitects
become empowered by these methods to investigate further complex solutions,
develop advanced fabrication techniquasd put different design processes in

action.

Hanhzhou Olympic Sport Centex an example for the parametric approach, as the
design team employed computational scripts to achieve specific(§opise 3.31;

left). Using lesssteel, modeling energy performance and creating flexibility was
several of the intentions that the studio had. By combining the steel and concrete
part of the structure a composite system was created to work in unison. Parametric
method of design enablele design team to play with various inputs such as the
number of rows of seat, their distance from the field and sightline startdaadis.

of these were tested in a short amount of time, by courtesy of the adopted

computational design method.

W5 A1 {LIST1TAY1Z at SNF2NXYIFYyOS . FaSR 5SaAdy 2F . dzAf RAY?S
176 Spekkink, 31.
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Copenhagen Elephant House is a performdmased design realized by Foster +
Partners(Figure 3.31; right). The geometric complexity of the early physica
models led to the involvement of the Specialist Modelling Group and the use of the
computer to digitally sketch 3D CAD models. Rapid prototyping closed the digital
design loop by bringing the design decision making process back to a physical
representatin of the building. A toroidal geometry solution was chosen for its
formal properties, flat panel quadrilateral glazing solution, andbased structure.

This structural and glazing strategy was explored with a compugramming

based parametric moddlhis parametric system was developed by an architectural
designer working with the team. It allowed for the rapid generation of many
different options and the exploration of different designs. The solar shading
strategy was driven by environmental perfamoe criteria. Algorithmic design
principles were used to create series of parametric tools that generated a complex

shading pattern based on natural leaf fotffs

——

Figure 3.31. Hangzhou Olympic Sport Ctar - NBBJ Architects (Ief679; Copenhagen Elephant
Housei Foster + Partners (rigi’rfﬁ0
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ACADIA 08: Silicon + Skin: Biological Processes and Computation: ProceedirRittoftmeual
Conference of the Association for Computer Aided Design in Archite2@0& 13441.
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The development ircomputertechnologies becomes a majsource forthese
authentic approaches and design methods to emerge. Those methods introduced
new ways to practice and theorize architecture. Concepts such as; generative,
parametric, optimization are approached with a different perspective. The
relationship betweethe design process and the gmdduct put under scrutiny.
Parallel totheir contribution to the design phase, computer technologies also
enriched production methods, where it became possible to produce more complex
and integrated formsConsequently, thes approaches enrich the architectural

design knowledge, and reveal new territories for architects to explore.

Each era is marked by an increase in studies on specific fields of research and the
computational design studies are undoubtably prevalentdshchtury academic

field. This overwhelming prevalence occurs in consequenceeaafemcy bia¥?, in

which a particular recent event is attributed greater importance than necessary to
the historical ones. There are detrimental effects of this conditioAltigough it is

not meant by the forerunners of computational design, the excessive study on these
topics constitutes a discourse on how to practice and theorize architecture,
especially to the members of architectural community who does not adoptal criti
cognitive approach to historical and recent disciplinary information. A significant
market value is also generated around the spectacular forms of computational
design, which also increases the production of such forms in professional field

without anyconceptual developme(figure3.32).

181 Recency bias is a cognitive bias that favors recent events over historicatimisiting a
greater importance to the most recent event.
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Figure3.32. Prevalent use a@fomputational design methotf¥

3.3 Contextual Domain

Context holds a significant ground in architectural authenticity discussions,
because it administers miscellaneous sources and limits regarding physical, social
and historical data that surrounds the buidiAs architecture is a plat®und
practice and exists within a certain physical and social context, every meaning
created by the architectural product is reproduced by the relationship it forms with
that particular place. This nature of architecturaldpict renders its direct imitation

impossible. Again, this nature, urges it to become distinct and autf&ntic.

As a natural response to the seemnomic circumstances that is discussed in
Section 3.1, including dedifferentiation of cultures and plagdacelessness,
globalization and forces of capitalism, the value of place and context had started to
be reevaluated, especially after the second half bic2atury. These reevaluations
have different impacts on the perception of architectural authgnéioiong the

public, professionals and the academy.

As discussed within Chapter 2, the authenticity of an architectural product should
not be evaluated with its relation with tipast and its references towards the
already-existing Authenticity isalso a question offuture hencepossibility and

potentiality The discussions and theories around place address significant

182 Retrieved fromhttps://tr.pinterest.comon 22.06.2021
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problematics concerning above temporal and contextual discussion. The crucial

role of existing physical and social context around the buldg and architect
response to those various inputs have always been the center of discussions. In

ot her wor ds, a rpashpreseatandfiiusehgs a significanbrale i n

forming his/her design approach, which solidifies the necessityndorporate

context in authenticity discussions.

3.3.1 Context as a Means of Differentiation

The process of dedifferentiation of cultures and places, triggered certain reactions

in different spheres, including more traditional approaches which aspire to bring

back local, cultural and historical values. First, in termpabular culture modern

people have been started to search for a place of refuge from the intimidating and

drastic changes of modernization. Second, the capital along witrdafessional

cultureai ms to take advantage from this napve ¢
the image of culture and history. Third, withaeademic culturesome historicist

repercussions are emerged in reaction to the globalization and standardization of

cultures and atuatectural forms. All of these conditions affect how authenticity is

perceived by different groups of people.

Rapid and drastic changes in every aspect of life present the threatening nature of
modernization process. Although, modernization process povalgous kinds of
opportunities and means, it also emphasizes an ephemerality that diminishes the

sense of security in modern people. Harvey explains this course as he asserts:

The greater the ephemerality, the more pressing the need to discover or
manufacture some kind of eternal truth that might lie therein. The religious
revival that has become much stronger since the late sixties, and the search
for authenticity and authority in politics (with all of its accoutrements of
nationalism and localismand of admiration for those charismatic and

'protean’ individuals with their Nietzschian 'will to power') are cases in
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point. The revival of interest in basic institutions (such as the family and
community), and the search for historical roots are allssafra search for
more secure moorings and longdasting values in a shifting worfd?

The feeling of |l osing their culturebs
societies which includes a yearning for past, an endeavor of reclaiming trdditiona
forms and values. This psychological state of modermanprepares the ground

for the commodification of historical and cultural images, as they form a high
demand on products that represent those images. Therefore, within more
conservative spheres pbpular culture the authenticity of an architectural product

is evaluated by its ability to represent traditional images in a straightforward
manner. Furthermore, these traditional images and forms are promoted by certain
political actors to gain suppofitom conservative members of the soci@fgure

3.33).

184 Harvey,The Condition of Postmoderni392.
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Figure3.33. Direct representation afaditionalimagery Presidential CompouridAnkara (top}sa,
Kemer k° k kK sHtoaursid%81 Kdrerfamanmar ak ®otatasahouse (middl e)
Courthouse (righf)BS.

Apart from these sociological impacts of modernization, the late capitalism itself

also reveals certain characteristics that leads to the commodification of places.

AFl exi ble accumul ati ono, a concept i ntrodu
investments are no longer profitable. There are rapid shifts in the patterning of all
productionand consummation processes. The capital always seeks new places and

new opportunities to invest within this chaotic environment, and one of its targets

is the place that has a potential to be commodified by the help of-atevened
sociapsychological @te of societies. He claims that the collapse of spatial barriers

does not mean that the significance of space is decreasing. Heightened competition

under conditions of crisis has coerced capitalists into paying much closer attention

185 Retrieved fromhttps://www.dw.comon 26.04.2021

186 Retrieved fromhttp://www.countryevleri.com/on 26.04.2021
187 Retrieved fromhttps://www.e-adliye.neton 27.04.2021

188 Retrieved fromhttps://www.hurriyet.com.tron 27.04.2021
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to relative locationla advantages. On one hand, there are direct economic
advantages in what different places contain in the way of labor supplies, resources,
infrastructures, and the like become of increased significance. One the other hand,
there are differences of local ahdstorical images between places, waiting to be
promoted in sake of proftt® Another reason of the increasing importance in local
distinctiveness is the resurgence of locally oriented culture and politics especially
around campaigns for the conservatidhe built and physical environmelit.

Local ruling elites can, for example, implement strategies of local labour
control, of skill enhancement, of infrastructural provision, of tax policy,
state regulation, and so on, in order to attract developmehinwtiteir
particular space. The qualities of place stand thereby to be emphasized in
the midst of the increasing abstractions of space. The active production of
places with special qualities becomes an important stake in spatial
competition between localis, cities, regions, and nations. Corporatist
forms of governance can flourish in such spaces, and themselves take on
entrepreneurial roles in the production of favorable business climates and

other special qualitie’$?

As Harvey emphasizes, local ruleend capitalist actors also facilitate the
commodification of places by trying to create a forced identity, or to reproduce the
historical characteristics with superficial stylistic means. The success of contextual
relationship with the place is evaluatey & readilycomprehended, momentary
image that is easily attributed to the history of that place, even within a short span
of time of a television commercial. This value cultivates and is being cultivated by

the authenticity perception pbpular culturein a reciprocal wayFigure3.34).

189 Harvey,The Condition of Postmoderni394.
190 John UrryConsuming Rces(London: Routledge, 1995), 153.
%1 Harvey,The Condition of Postmoderni396.
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Figure3.34. Reproduction of identis Bosphorus City K s t a(lefthy*2f:ILabris Hoteli Cunda
Island(middle)lga, Viento Hoteli Al a - a't (éight)l% zmir

When the region has no unique characteristic, authentic images, forms and
identities around the world are imported in order to make that particular place an
attraction. Accompanied with the forces of global capital, the emphasis on locality
and history in Postmodern culture augment the production of such placeless
environments. The enesult of displacement of identities can be defined as

simulations that castitute places as an eclectic colldgeure3.35).1%°

Figure3.35. Displacement ofdentities; Viaport VeneziaKst anbul (1l eft); Las Vegas (

Las Vegas was regarded as +oity and as an outgrowth of a strip by Venturi,
Brown and Izenour. They claim that this architecture constituted by style and signs
represent an ansipace, wlth repress the space and generate architecture of

communication. The replicas of authentic architecture as commercial and pseudo

192 Retrieved fromhttps://www.bosphoruscity.nebn 07.07.2021

193 Retrieved fromhttps://otellabris.com.tr/on 07.07.2021

194 Retrieved fromhttp://www.vientoalacati.com/on 07.07.2021
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production draw more attention than the original work itS€IDisplacement of
identities are also prevalent especially in $ing and hotel projects that require a
certain appeal among public for economic reagbitgire 3.36).

Figure3.36. Displacement of identés Hotels in Antalya, Turkejgf’7

3.3.2 Contextual Discussiols asa Source of Authenticity

Before 19th century, it was impossible to come across any architectural discussions
regarding place, underliningegh i dea of Obel ongingd to a
6bel ongingd in relation to place. This i
emerged in different masks. At first, the place issue was constructed upon races and
nations. Schultzla u mbur g 6 sl whsea prodact sftthis kind of an

inclination, which can be translated as Homeland Style. It suggested a nationalist
approach that revolved around 6Bl ut and
any architectural morphology other than bounded tightlth wineir homeland,
culture and race. A milder version of t|

Eldem, who promoted an architecture that belongs to Turkish nation in Turkish

1% Robert Venturi, Dennis Scott Brown, and $tevzenourlearning From Las Vegas: The

Forgotten Symbolism of Architectural Forand ed. (Cambridge, MA: The MIT Press, 1972).

Y9 YAYS |, Pt RPT Ydz2 NUz] cedz I, ySRNDH AT S NU EYOdkeyNHY] yoside>t &d aQARYF |
«T SNAYRSY WMimarénikénya, 0a5), I83.
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lands. After 1960s raeglace and natioplace is substituted with a more cuélist

understanding®

Reactions to the globalization came in the form of certain contextual approaches
within Postmodernism, including the theories of Venturi, Brown, Rossi, Rowe and
Koetter. One of theserominentapproachesscr yst al |l i zed i n Robert
seminal work Complexity and Contradiction in Architectut¥ It promotes
copious use of symbolic and historical elements; complexity, ambiguity and
contradiction rather than clarity, certainty and assertiveness; multiphaings
rather than clear messages. Inspired from&tpnd collage works, he referenced
multiple themes including local characteristics, commercial values, significant art
and architecture, so that the gmuduct incorporates multiple meanings. He
suggets an inclusive approachoth/and rather than modernisms exclusive
approacheither/or. He studied and adopted Gestalt theory by emphasizing that
summation of individual meanings of different elements may not represent the total

productds meedhing as a whol

Figure 3.37. Vanna Venturi Hous& Robert Venturi (Iefﬁm, Portland Buildingi Michael Graves
(right)2%?

8 Tanyeli, P1 F NI} 1 , FLYFTY ! yFNBAZAKIZANI aA Yl NI Pl YdNI YP Tee
199 Robert VenturiComplexity and Contradiction in ArchitectiiNew York, NY: The Museum of

Modern Art, 1977).

200h S3fAKIFY 52ai2€tdz daz2RSANVYK BERIPZ:BER A Y NI Pl ! yil &P
201 Retrieved fromhttps://www.archdaily.com/on 23.10.2020

202 Retrieved fromhttps://www.bloomberg.com/on 23.10.2020
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Contextual discussions took another direction when sodioral relations within

the city $arted to be scrutinized. These views are concentrated upometii@ngs
which transform theurban spacedo urban places Kevin Lynch studied the
orientation within the city via five urban elements (paths, edges, districts, nodes
and landmarks). Jane Jhsodefined the life on a particular place aban
romancepresented it with the method of city montage. Similarly, Spiro Kostof
emphasized the continuity of city life by conceptualizoity processas a new

way of association with the ciffFigure3.38).2%

Aldo Rossi introduces the concefuicus in Architecture of the City which
expresses any relationship between place and event, citgremtecture, context

and monument. He claims that one must consider and evébeatein order to
achieve any kind of authenticitf! Colin Rowe argues that urban design is more of

a collage rather than a drawing, as he claims that different elements of the city
Sshould convene in a harmonious entity. R
streets and squares as hursaaled public spces. In order to question the relation
between the built areas and open spaces within the city, he utilizesdrgusd

maps as a didactic todFigure 3.38). This promotes the idea of evaluating
buildings with their surroundings and urban context, rather than perceiving them as
an object on their owff®> According to Rowe and Koetter contextualism does not
follow context, it records the changes in tmntext. A contextual project becomes

a reconciliation index, which is a mediator between the existing conditions and

inevitable change¥®

23pNf 6 K DNf SceX da2RSNmasS§@uAB: 5662 | EPY 9ONAYAIE

041 f R2 w2aaAX GazydzySyaGaT {dzyYlFNB 27Fheli KS / NRGAI dzS
Architecture of the CitfCambridge, MA: The MIT Press, 1984), 126.

205Colin Rowe and Fred &tter, Collage CityCambridge, MA: The MIT Press, 1984).

2060 | yRe LaSyaidl RGZ &iteMgttérSean.(CErel Burng ghd Andréadaha (Naw/

York: Routledge, 2005), 23.
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Figure 3.38. Five urban elements of Kevin Lynch (I@ﬂi; Figureground studies of Colin Rowe
(right)?°8

Rowebds students Stwuart Cohen and Thomas Sch
be perceived as a mere reference to physical attributes and accentuated the socio
cultural aspect of context. Cohen discusses ctudégm through two contrast
conceptsjnclusivismandexclusivismHe associates exclusivism with modernism,
inclusivism with contextualism, as he claims that inclusivism is represented with
Vent ur i? sSchumachek criticizes the reductive evolutioh the term
context, by which the physical aspects of existing built environment are merely
taken as visual references. He offers another perspective with the concept of
differentiated buildingsThese buildings are congruent with its era, that synthesizes

the idealand he environmentaby deforming the existing conditiof¥’

By inheriting historical and traditional vocabulary, some works of certain groups
contributed to the narrower understanding of context, in which the resurrection of
historical forms, personal memories, and iconography were promoted.
Consequently, the term context perceived as a rather simplistic design approach,
which promoted constituting referential systems of style, materials or scale to the

surrounding buildings, or fitting in exiag urban texture. However, this reduction

207Kevin Lynchimage of the CitygCambridge, MA: The MIT Press, 1960).

208 Rowe and KoetteiCollage City

2090 idzZk NI / 2KSy s at KeaAaolt [ 2y 6ppositionsiFedddzNI t / 2y G SEGY |
Selected Readings From a Journal Fesddind Criticisired. Michael Hays (New York: Princeton

Architectural Press, 1998).
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a New Agenda Fdkrchitecture, An Anthology of Architectural Theay. Kate Nesbitt (New York:

Princeton Architectural Press, 1996), 298.
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may negate the multlimensional virtue of the term, which has a more convoluted

and elaborate character. The selection of exhibited works in theViasice
Architecture Biennale: The Presence of the Pasdthe theme of the biennale
criticized by many theoreticians such as
According to them the historicist and eclectic characteristics of those selections
played a significant role in narrowing the mu#yered, complex rad intricate

context debatét!

Tanyel. I's highly <critical of the foll ow
its specific architectural language, which has to be revitalized and one should
remain faithful t oo. For antegnstiments bfiast aprg
place are its climate, history and the culture, along with all inputs regarding
physical and cultural context. The central argument of those is that architects do

not have the right to design a building, which does not belong tamts and

place?!? There is nothing wrong to design with an elaborate consideration of

climate, culture or history. But the first problem occurs when they are imposed as a

must for the design act, and the second occurs when restrictions are drawn on the
disdacement of images, morphologies and ideas, which is inevitable in
contemporary circumstances. Instead of perceiving them as absolute evil, these

new modern conditions should be perceived as an opportunity of liberation. If we
abandon praising the singultime-space context, it would be easier to designate

new theoretical routes for architecture to move on.

I n addition, the discourses of place wit
and 6historicity6é to | egi tlemmofemderinghaei r i d
memory or historicity to a place is attributing an intrinsic historical value
embedded in a place. However, history is not intrinsic to a place, it is produced by

societies, by individualJs.e., by subjects, not by objects or architectural works.

19 3 Ay YI YST 51 €fP2ctdzz awSOf I AYAYy3I /2yGiSEGY ! NOK
Mppné o05SEtFE ! YADSNERIIE 2F ¢SOKyYy2f 238X HAMTOI HPp
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Rendering the place as a constant, a strict determinant of who we are and of our
memories is claiming that subjects (people and society) are passive and objects
(place)areactive, which is not at all éhcase. It constructs an antidemocratic and
totalitarian belief of imposing a certain history, identity or essential, and forcing
everybody else to do so, henceforth imprisoning architecture as a mere ideological

tool.213

In response to the reductive tréorsnation of the term context that especially
accentuated by the first Venice Architecture Biennale: The Presence of the Past,
alternative approaches are developed regarding buildings place and its relation with
it. One of them is Critical Regionalism, whi asserts that physical and cultural
attributes and history of a place are still valid architectural design inputs, yet they
should be analyzed and responded with the acknowledgement of the conditions
brought about by modernization. Contextual designtspwe utilized not only to
produce distinct qualities for places, but also it is an ethical stance towards

gl obalizationds adverse i mpacts. Tzoni s andc
19506s regionalism and it s istambitonsand, totalit
objectives and claimed that a plasensitive approach can be established while
making use of modern techniques and opportunities. They defined -a self
examination strategy in reference to Franki

which means defying the existing status of the world and the worldview which lies
behind it. A building can be deemed successful, if isefreflective and self
referential?# Critical regionalism also holds a significant ground as a reaction
towards dispee of differences between places all around the world. Frampton
asserts that a regional arrigyarde approach must both free itself from the
shackles of technology and the risk of nostalgic historicism. Only an alternative

arrieregarde approach can achéeto constitute a place and culture, which can

23 Tanyeli, 26&77.
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Urbanism236 (1990): 2233.
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provide a distinct identity. However, according to Frampton, Critical Regionalism

does not predicate a regionalism that takes shape from the cultural and social aspect

of the region. It aims to constitute neegional currents of thought which aim to
represent and serve. Mor eover, by defin
awareness. The source of regional culture is a decentralist sentiment, an ambition

of political, cultural and economic independefite

Poststructuralism is a school of thought which deals with manifold fields such as;
linguistics, sociology, anthropology, psychology, semiology etc., rather than being
a mere philosophical movemeit.In fact, one of the significant propositions of
poststructuralism is that there are no strict boundaries between disciplines
anymore and the priority of the academy should be developing various
interdisciplinary, multidisciplinary approaches and discourses that can reflect the
chaotic nature of poshoden era. Posstructuralism bases its main arguments on
two specific criticisms towards structuralism. First, no structure or system can be
autonomous or seHufficient, unlike in refusal of structuralist thought. Second, the
dichotomies that constitute rgtturalist systems has been started to lose their
validity, hence one should be freed from this binary view of issues, and new
conceptualizations should be developed which can convey the intricate nature of

todayos?systems.

These views are imported the field of architecture with the help of Jacques
Derri dads ¢ o0 n deeopdiructioh Hezckitng that anoHeideggerian
understanding oflwelling, implies a feeling of belonging, an urge to be protected

from danger and harm. This reflects a caditon with the state of modern world.

A5CNJF YLIG2YyZ YOS O6mMpyoOd a¢26FNREA | / NARGAOKE wS3A2
wSaArahalryOSeET / 2YLIAT SR -AestNeticCEssays SraDstnodedh Coltwreh om0 © ¢ K-
Edition, Bay PresSeattle.
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Turkey / Mimar Sinan Fine Arts Universigp.117
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Because, modernization is about the rupture of the modern subject from home and

the process of liberation from such ties.

Congruent wi t h Derridads vi eWsenturyEi s enman
architectural field isregulated with three fundamentittions First, traditional
architecturehas always strived to possess a meaning or represent an idea. This
meaning can be function, context, origin or aesthetics. Second, the strive for an
ideal essence and origin, led & strive for an ideal end, therefore architecture
founded itself upon several canons such as; rationale, hierarchy, order, integrity etc.
Last, traditional architecture has always sought certain principals, which can ensure
the truthfulness, timelessneasd universality. Despite the common perception,
modern architecture also presents such features and falls into this category with its
endeavor of representing the truth, chasing the ideal ends and a search for the
universal. Therefore, Eisenmann define§ above approaches aslassical
architecture, which utilizes a pseudreeality to legitimize above cannons.
Architecture should also be dislocated and discipline should make the transition to
postHegel era, like science and philosophy. This architectieationally disturbs
modern subject, denies him/her from the feelingedfurityand belonging®'® He
defines his architecture aschitecture of betweemhere the architectural product

is created with juxtaposition of at least two teXfdn order to poduce unclassical,
dislocated architecture, it should be freed from external values such as meaning,
function, context or truthHe realized his understanding of deconstruction in a
series of housing projects by challenging the norms of function anayriva

Deleuze and Guattari scrutinize the social structures in modern era and assert that
capitalism deals with the individual, hence it aims to dispense of every existing
social group such as family, school, religion etc. It founded upon the dispersal of

28t SGSNJ 9AaSyYlys a¢KS 9yR 2F GKS /flaaixldrfy ¢KS 9yR
Architecture Theory since 19681. Michael Hays (Cambridge, MA: Mi& Press, 1998), 5228.
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Architectural Theoryed. Marco Diani and Catherine Ingraham (lllinois: Northwestemelsity

Press, 1989).

106



preexsting social territories and codes. However, capitalism also need some sort of
group consciousness to flourish in order to subsist within the contemporary world.
Therefore, to a certain extent, it allows-territorialization of new types of
political, sogal or economic groupings. While all the existing cultures are being
deterritorialized, simultaneously new ones are being reterritorialized in sake of
capitalist interests. In architectural terms, this social restructuring with the
influence of capitalismaltered the way social context is approached and should be
approached. The social structures around a place, cannot be explained with

previous state of social groupingfs.

Deleuze refuses to explain existence with tangdiigectsand bodies He states

that according to stoic philosophers, there are two basic existence spheres as the
bodiesandevents Bodies are tangible objects which exists at the present moment.
Events onthe other hand, does not have a material existence, but concern the
happenings on the surface of bodies. The occurrences which reflect transitions of
bodies from one status to another, cannot solely be explained by bodies. Every
occurrence is in an evesktng becoming. This philosophical approach which
prioritizes becoming rather than body, opens up new horizons for
conceptualizations of place and context. It is invalid or at least insufficient to
regulate architectural design according to the physigaliténof that particular

place. It hinders the observation of the prevalent.

Morales criticizes all Heideggerian discourses, as he claims that they accelerate the
dissolution of place notions such @kentity and belonging let alone preserving
them. Theadopted place conceptions are hand in hand with time conceptions
within those discourses. Historical values challenge time, artefacts and monuments
refuse to be forgotten and collect unforgettable memories. Place is a struggle to

freeze the time by whichosieties find their identities and preserve their cultures.

220 Gijles Deleuze and Felix GuattakiThousand Plateaus: Capitalism and Schizophrenia
(Minneapolis: University of Minnesota Press, 1983).
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Todayds societies and todayés | ife cannot
culture. One must face that a culture cannot be defined through historical rituals in

relation to a place or formakban characteristics. The only reality tied to culture is
Afevent o. The source of any event i n any pl
emerges and disappears in an instant. Its repercussions exceed the boundaries of the
original place of its occurrencand arises in variety of places. The new conception

of culture is not only related to the history of a particular place. Hence, an
architectural approach which is directed towards the existing conditions and history

of a place is inadequate to portray tomtext of the place as a whole. He believes

the concept of place cannot be defined only with historical phenomenon or the

existing built environment. According to this view, place is only realized by
momentary event of this chaotic world, which can bensas a blunt refusal of
contextualism. One must comprehend the nature of these events and utilize them as

the origin point of the architectural design #¢t.

Del euze and Guat t arhizamereveats the mufficierscies oz at i on of
cartesian coreption of the things and indicates that time and space cannot be
comprehended in relation to a singular, particular system. The origin of any event
cannot be limited and identified with a certain place or with a certain time. History
cannot be comprehendedth an integral structure, in contrast to what modern
thought proposes. Hence, no idea can have an absolute territory. The ideas of
Deleuze and Guattari can be identified as an example oSpasturalist thought,
practiced by others like Foucault, Bida and Baudrillard. They assert that
knowledge cannot be constructed solely upon experience as phenomenology
dictates, or upon systematical structures as structuralism claims. In light of these
ideas, it can be argued that pesucturalist thought chi@inges the philosophical
traditions and commonly accepted truths, and opposes the consensus. Deleuze
perceives this unstable and intricate state of knowledge as an opportunity of

21 Jy araRS §8EX atfl OSY t SNIDiHeyeSogsdDDpographigsNE RdzOU A 2 Y KX €
Contemporary Architectured. Sarah Thompson (Cambridge, MA: MKE Press, 1997), 8307.
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liberation. The fact that there is no absolute origin for any idea or kngaled

bestows humanity the opportunity to experiment, create and inriévate.

An authentic design approach regarding context, must acknowledge the changing
nature of social, cultural and economic circumstances. Contextual design
consi der at i o nisvalitity yet theddoncdptoos glacetamdecontextual
inputs need to be dealt with a revised understanding. All the forces that regulate
social and physical aspects that bring contemporary places into existence are far
more multilayered than pm@odern tims. The plurality of place has to be

acknowledged, and the issuedisplacemenshould be studied exhaustively.

3.3.3 Contextual Data as a Sourcef Authenticity

As summari zed above, architectsd positio
significant point ofdiscussion. The authenticity of any architectural product almost
always cannot be evaluated by a comprehensive design approach or theory that is
internalized through the design process. Therefore, in addition to these
comprehensive theories, contextuaputs can act as a source of architectural
authenticity on their own. These design considerations include physical ones;
climate, topography, pedestrian & vehicle access, orientation, local materials and
construction methods, characteristics of existindt lunvironment, characteristics

of existing natural environment, as well as social ones; local culture, history,
political conditions, economics. However, the means of use and reaction to above
design considerations are particular and unique to eacmdasiglem. According

to their own thought system and/or unique conditions of a particular project,
architects choose to prioritize a selection of above consideraiankor a group

oft hese considerations may becautmmticity const

222 Claire ColebroolGilles Deleuz@.ondon: Routledge, 2002).

109



claim. In this section, the constituent role of contextual data bui | di ngs 6

authenticity claims discussed througttistinct cases.

Environmental considerations and natural characteristics of the site have always
been ar chi t espetiahbin gontextaal approaches., Alvaro Siza is one

of these architects, who places a significant emphasis on these characteristics. His
architecture can be defined as an intellectual design process that aims to derive a
geometry from the organic compnd of existing topography, geography, and
adjacent environment by establishing a relationship between architecturaliobject
spacei nature Hi's Ocean Swimming Pools project
demonstrates this understanding, which establishes aawelharmony with the
adjacent rocky formatiofFigure 3.39; left). According to Peter Testa, these pools
function as threglimensional openings tharganize the transition from the land
towards the se%&*

The geographical conditions and topography are two of the most significant
constituents of traditional space in Eastern culture and architecture. Tstayes

t hat Tadao And o orssting onythe sita s la proddct 8hiaté®s e s
sensitivity. In Naoshima Contemporary Art Museum, Ando considers topography
as a direct design input rather than a mere land that building is erecte@Fitnoe

3.39; right). Site, landscape, topography and art museum are being perceived as a
whole, as building also provides several vistas towards the ocean strengthening the
affinity between artificial and natal.?2®

BZTHNI KAY . F1{PNE a!t@FNR {AT Il aAYlFINIPEPYPY ,SNILES Y
Technical University, 2019), GoL.
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225 ghintois a religion which originated in Japan. Classified as anABiast religion by scholars of

religion, its practitioners often regard it as Japan's indigenous religion and as a nature religion.

226 Tadao Ado, Tadao Ando 1983992 (Madrid: El Croquis Editorial, 1993).
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Figure3.39. Ocean Swimming PoolsAlvaro Siza (Ieft?27; Naoshima Contemporary Art Museum

I Tadao Ando (rightzj28

A building may also express itself upon the site as the primary elemenpased

to the effort of blending in with the nature. While responding to the various
characteristics of natur al environment,
the contours of a given site, but rather
primary forms, set against the topography and the?8kRiva San Vital house

rises as a distinct mass, similar to the ancient constructions which rise above the
trees like vestiges of human markings are characteristic of this region. Each
openingonthefaade corresponds to a specific vi
the meadows, the woods, and the old access(Fogare3.40; left).

Environmental pedrmance and climate can also be the primary considerations
thatdos shape buildingbds authentic nature
University of Chile Innovation Center, originates from the urge to negate the
greenhouse effect that is seennmost of the glass towers nearffyigure 3.40;

right). They have recessed glasses to prevent direct sun radiation eoa the

mass to provide crosswe i | ati on. These decisions al s

227 Retrieved fromhttps://www.archdaily.comon 30.06.2021

228 Retrieved fromhttps://www.archdaily.comon 28.06.2021
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of a Acontemporary | ooko, and the functione

building by reversing the typical office space floor piéh.

Figure 3.40. Riva San Vital Housé Mario Botta (Ieftf3l, UC Innovation Centef Alejandro
Aravena (righﬁ32

Rafael Moneo is known for its designs that are products of careful reading of the

place, time, culture and context. For hintrusture plays a key role in project

development, as do the rhythms of the built environmganeo forms a more

generic relationship with the cultural past, as he focuses on Roman construction

techniques rather than ornamentation and Roman ofdtlevasii c oncei ved as an
echo chamber of local history which also resonated with more distant sources and

archaeological femains in the regionbo
Schwartz describes the building as:

The walls were made using Roman construction techniques. The brick skins
were buit first and used as shuttering (formwork) for the concrete infill.

Moneo believed this would be the most respectful way of coexisting with

20 NOKSIF At @ aLyyBIOhE Sz N FHEBIMYA/ k £ S2FYyRNR ! N @Sy
https://www.archdaily.com/549152/innovatioitenteruc-anacletcangelinialejandrearavena

elemental.

231 Retrievedfrom; https://tr.pinterest.comon 18.07.2021

232 Retrieved fromhttps://www.archdaily.comon 21.07.2021

23william J.R. CurtisjodernArchitecture since 190Wew York: Phaidon Press Inc., 2006), 629.
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what had been built before. Moneods
entirely ancient though Fgure 3.41). Unlike traditional Roman
construction, in the Museum of Roman Art the bricks were laid with no

visible mortar. As opposed to the heavy mortar joints found imdRo

brickwork, this technique provided a minimalist and contemporary quality.

The museum is very fARomano in its mat

Classical in the least with its contemporary detaifittg

\¢\' t
T

¢¢¢¢¢

Bl

Figure 3.41. Museum of Roman Art Rafael Moneo (Iefﬁ35, traditional roman construction and
Moneobds int e?3?3r etation (right)

Extensive use of local materials and construction techniques can also act as a
constituent design approactvhi ch est abl i shes buil dingbo:s
primary aspect. Turgut Cansever emphasizes the value of past construction
experiences while producing effective solutions to the design problem at hand. One

must acknowledge that local construction teghes have been practiced and
developed over the course of history for that particular region. His prominent

decision to utilize local stones and masonry construction in Didoliday Resort

234 Chad Schwartntroducing Architectural Tectonics: Exploring the Intersection of Design and
Constructior(New York: Routledge, 2017), 268.

235 3chwartz, 264.

236 gchwartz, 273.
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is due to this thought, which paves the way for a clirsatesitie design also in

har mony with Bodr wthés built environment

Figure 3.42. Demir Holiday Resort Turgut Cansever (Ieﬁ?s‘, Gando Primary SchoelDi ®b ®d o
Francis ®®roe (right)

In some cases, the authenticity of a project is primarily defined by its secially

sensitive approach, which relates to the cultural habits or needs of its people.
French architect Di ®b®do Francis K®r® | eave
with a schoobuilding completed in 2001. Apart from the local material selection

and a thorough consideration of the climat:.
mechanisms of the school and the village. He introduced a vegetable garden that

teaches students theost common commercial activity in the village, as well as

providing a food source to the school. Similar to the other villages there are no

toilets and cesspits in Gando and open fields are used as toilets. These wastes

dissolve in the soil, rainwater, gnodwater and rivers causing health problems.

K®r ® aims to engrain in this habit to the
school building, which will eventually be passed upon their children. The fact that

the villagers contributed to the construatiprocess of the school is not only an

economic benefit but also a social bonder between students, parents and the

teacher s. K®r ® believes that a sincere dona

27 Fdzl 5SYANHN@I daAYIEINIPlLGFE 9t SOGANBE .1 f3SasSt OAt Al
University, 2006), 2810.
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funds which last short term, but a social structuringnapt which paves the way

for a positive longerm change for the commun#§f

Another prominent approach is to seek congruence with the characteristics of the
existing built environn@ iynadidwnaHdlbs ar egi on
distinct examfe that elements of classicism, local architecture and modernity all

bl ended into each other. It has a #fAhum
constituted by both material selection and mass organization. One can suggest
multiple reference points fo 2 ytsal® Town Hall, from the characteristics of

local Finnish buildings to mass and space organization of traditional European
courtandtower model of a civic cente(Figure 3.43). Although Stockholm,
Hilversum and S2yn2tsalo Town Halls have
use of bricks, courtyards and asymmetrical towers, all three buildings have
different approaches in terms of material use and stef¥ While Stockholm

Town Hall incorporates structural masonry construction, other two makes use of
reinforced concrete, steel and wood elements. Aalto utilizes concealed lintels

around larger openings, which would not be possible in a traditional ngasonr

structure.

Figure3.43. Urban texture in Finland & Antecedent European Town Halls. Left to right: Erotaja
Fire Station; von Heideken German Church; Stockholm Town Hall; Hilversum TowrAHall

20T¢ 1 SNJ ONILIdzENHzA = G hBOGSNRESYaW Ry dzdzf RN2BS®ESNAYAY
.FE€EFTYPYRI 5SESNISYRANRE YS&AE O6@AYI NI {AYylYy CAYyS
241 Edward R. Ford;he Details of Modern Architecture Volum@C2ambridge, MAThe MIT Press,

2003), 12843.

242 Retrieved fromhttps://www.wikipedia.orgon 04.07.2021
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Figure3.44. ) S2yn?2tsalo '|"IAIyaNAaItoI,-|I-'einlam343( 1949)

There are two separate buildings in the complex: the rectangular library block and
U-shaped government building. The central courtyardiden these two masses is
filled with soil and elevated one story above the surrounding landscape, while these
two masses act as a retaining w4llITwo contrasting experiences are created by
this difference between surrounding landscape and courtyard. ¢aortyard the
facades of the surrounding office spaces and library are one story, yet from outside
the building is observed as tvabory tall facade with monolithic and unornamented
brick.24°* The courtyard does not only serve as an open circulation spacaso as

a public plaza for the benefit of entire town, as the entrances of the civic offices
and the public library face the courtyarthe extensive glazing along the two
facades around the courtyard increase the sense of public accessibility. The
pemeable nature of the courtyard and surrounding interior establishes a strong

contrast with the most prominent feature of the town hall: the council ch&ffiber.

243 Retrieved fromhttps://www.archdaily.comon 04.07.2021

244 Michael TrencherThe Alvaalto GuidgNew York: Princeton Architectural Press, 1996), 155.
245 Trencher, 15656.

26 NO ¢ NBAOIZ d Alvaf Al Batwden HunizMiBnzahd Matérialjsed. Peter
Reed (New York: Museum of Modern Art989, 60.
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The resemblances to the existing forms, schemes and space organizations do not
affectaut henti city claim of S2yn2tsalo Town
complex array of references and responds to a wide array of design considerations,

the building distinctly separates itself from its antecedents. It defines a reference
point for future works in terms of how he scales down the urban imagery to the

context of this forest villag&'’

Galician Center of Contemporary Art is another building that despite its first

striking locally sensitive image, the overall quality of the design sestbleyond

its stance regarding the historical cont
concern was the possible dominance of this new arts center over the historical
architecture, especially the adjacent convent of San Domingos de BolRiguaie (

3452 n 1ight of this concern, Sizab6s mai
the past and the present, by designing an arts center that estaliisbes

presence without disrupting its surroundings. For that purpose, by utilizing the
surrounding topography and building elements he associates the building with the

street on one side and with the garden of the convent on the other side. Siza
restorel the grounds and gardens of the Convent of Santo Domingo de Bonoval,
creating a public park that extends towa
are independent from each other, art center, park and the historical convent

constitute a continuouschitectural, artistic and landscaping ensemfie

247 Malcolm Quantrill Alvar Aalto:A Critical Stud{New York: New Amsterdam Books, 1983), 234.
28 | 1 PNE a! t@FNB {ATF aAYlINIPEPYPY ,SNILES Ydz2NRdzE
249 Alejandro Lapunzinarchitecture of SpaifLondon: Greenwood Press, 2005)¢75.
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Figure3.45. Historical buildings of Galicia. Convent of San Domingos de BonovaIZ(‘?&m
typical Galician granary (middléﬁl, A traditional Galician house (Ie1°'52.

Local materials are utilized extensively especially at the extekiapunzina

el aborates Sizads granite choice as foll ows

The fa-ade is wuniformly <c¢clad with grani
substructure. The choice of granite, a material that predominates throughout

Gallicia, seems obvious for historical and contextual reasons, but the way in

which it was detailed uneqocally establishes a temporal distinction with

neighboring structures, in particular with the Convent of Santo Domingo de

Bonaval. In spite of using a material usually perceived as heavy, massive

and definitely grounded, dorprovolee nt er 6 s e
ambiguous perceptions. In effect, the folded planes and pleats of the

exterior enclosure, often suspended off the ground for unusually long

distances or supported by intermediary steel supports the fragmentation of

pure form, and the numerouseas carved out of the building's virtual

volume put in evidence the use of granite as-skiclosure rather than as an

integral structural systefi®

250 Retrieved fromhttps://en.wikipedia.orgon 13.07.2021
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