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ABSTRACT

A SURVEY ON PHOTOGRAPHIC REPRESENTATION IN ARCHITECTURAL
MAGAZINE COVERS: COVERS OF ARREDAMENTO-MIMARLIK

Sert, Giil Berrak
M.Arch., Department of Architecture

Supervisor: Assoc. Prof. Dr. Ali Cengizkan

December 2006, 101 pages

This study has an aim of exploringhow a Turkish architectural magazine,
Arredamento Mimarlik, communicates itself to the reader by its cover designs.
Since, representation is a tool for architects to transmit ideas and express positions in
the discipline of architecture, usage of representation in architectural media has a

critical role to promote the communication in architecture.

The theoretical framework of the research based on the photographic image
investigation of Roland Barthes. In the light of this investigation, the study cites that
photographic images with accompaniment of texts transmit messages which
construct the communicative role of magazine covers in architectural media. In the
realm of predefined identity of a magazine, the interpretation of cover concept
confronts with a critical position which identifies magazine’s approach to both

architecture and its mediatic character.

Since Arredamento-Mimarlik is a significant magazine which has a discursive

approach on cover concept, the publication history and critical position of the



magazine is investigated elaborately in the light of Biilent Erkmen’s, the designer of

the covers, and Ugur Tanyeli’s, the managing editor, citations.

Through this survey on Arredamento Mimarlik covers, the representation of
architecture in media through a significant representative tool-magazine cover- is
studied in terms of signification character of image and text. Inthis sense, the
critical role of magazine which orients the comprehension of architecture in society

is emphasized as a discursive value in addition to magazine’s informative character.

Keywords: Representation, architectural magazines, message, magazine cover,

photographic image.
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MIMARI DERGI KAPAKLARINDA KULLANILAN FOTOGRAFIK TEMSIL
UZERINE BIR ARASTIRMA: ARREDAMENTO-MIMARLIK KAPAKLARI

Sert, Giil Berrak
Yiiksek Lisans, Mimarlik Bolimii

Tez Yoneticisi: Dog. Dr. Ali Cengizkan

Aralik 2006, 101 sayfa

Bu¢alisma bir Tiirk mimari dergisinin, Arredamento Mimarlik, kapak tasarimlari
iizerinden okuyucusuyla kurdugu iletisimi agiklamay1 amaglamaktadir. Kullanilan
temsilin mimarlarin diislincelerini aktarma ve mimarlik disiplinindeki pozisyonlarini
ifade etme aract oldugu disiinildiiglinde, mimarlik medyasindaki temsil

kullaniminin mimarlik iletisimindeki 6nemi anlasilabilir.

Calismanin kavramsal semasi Roland Barthes’in fotografik imaj incelemesi iizerine
kurulmustur. Bu inceleme 15181inda, mimarlik medyasindaki belirgin rolii ile dergi
kapaklarinin, fotografik imajin metin esliginde ilettigi mesajlar tarafindan
olusturuldugu  6ne  siiriililyor. Derginin  tanimlanmis  kimligi  agisindan
degerlendirildiginde, derginin mimarliga ve mimarligin medyatik karakterine

yaklasiminin tanimladig: elestirel pozisyonu kapak kavramini yorumlamasi ile

anlasilabilir.

Arredamento-Mimarlik k apak kavramina sOylemsel bir yaklasimi olannadir

dergilerden oldugu icin, kapak tasarimcisi Biilent Erkmen’in ve yayin yonetmeni

Vi



Ugur Tanyeli’in saptamalari 15181nda derginin yayin ge¢misi ve elestirel pozisyonu

ayrintili olarak incelenmistir.

Arredamento Mimarlik kapaklar1 iizerinden yapilan bu arastirmada, mimarhigin
medyada temsili; dnemli bir temsil araci olan dergi kapaginin tasariminda kullanilan
imaj ve metinlerin anlamsal 6zellikleri acisindan incelenmistir. Bir mimari derginin
haber verme araci olmasinin yanindaki sdylemsel tutumunun hem yon verici hem de

aciklayici rolleri vurgulanmaistir.

Anahtar Kelimeler: Temsil, mimari dergiler, mesaj, dergi kapagi, fotografik imaj.
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CHAPTER 1

INTRODUCTION

This thesis is going to deal with the issues of image, representation and
communication thus their seminal role in architecture. Architects do have to deal
with these two paradigms in terms of transmitting their ideas to other people.
Obviously, technical drawings do the major job in conveying the methods and ideas
for the construction and realization of the projects. Yet they are based on specific
languages, disciplines’ own methods and tools and certain regulation rules that are
directly addressed to the other professionals that shall take role in the realization of
the project. All projects, shop — drawings, details of different scales and maquettes
are prepared for that very reason to communicate with other professionals. However,
as every project has a context that it is settled in both in concrete and insubstantial
aspects, he has to find another way to communicate with the mankind that designate,

manipulate and live on that setting that is much more communicative from drawing.

It may be asserted that besides the concrete spatial setting, architectural projects and
ideas belong to and have to respond to a more complex context that is the societal
perception. The built projects are confronted with this societal perception through
direct conditions only if the project is realized in an approximate spatial setting.
Thus, architects and theoreticians explore more ways of conveying the ideas and
logic behind projects and discourses that take place in both remote coordinates and

divergent contexts.

Architectural magazines may be considered as to fill this gap through constituting the
ground for architects and theoreticians to further declare their ideas, projects, etc.
Image enters to prospect at that point where a novel or former project or idea is

represented through non — p hysical and non - measurable terms. Moreover, that is

1



also the case for the theory of architecture, as a theory is sometimes paramount

clarified through direct or indirect images, as well as its critical discourse.

Whether theory or practice; image and especially photographic image do play a
seminal role in this transmission of ideas that shall be perceived by multiple profiles
that comprise both the critical theory of architecture and public common sense.
Architectural magazines, primed both for the academic work and public interest on
the architectural agenda is the playground of these very images that send a project, a

discourse or theoretical framework to the perception of divergent contexts.

Throughout the thesis it shall be shown that through this process - that launches by
the construction of projects / ideas and ends up with the transmission of the images
of projects / ideas to the cerebral structure of the mankind - undergoes various
transformations. This process shall be tried to be enlightened throughout the thesis by
the aid of Architectural Magazines. Architectural Magazines may be evaluated as a
seminal stage of this process that much of the transmission of architectural concepts

by visual and discursive communication takes place through the authority of image.

Three essential steps shall be outlined for the sake of understanding this process of
transmission. An investigation for the metaphor of image and representation will be
initially to inquire whether a role model may be cited to them through the research
method suggested by Roland Barthes. The second step would take this model of
Barthes that clarifies the unique circuit of photographic message of the image to site
it into its deployment in the architectural media. Finally, as a case study, the
photographicimage - that carries an architectural concept- shall be tried to be
gathered in its specific context, in an architectural magazine of a specific theoretical

approach.

At the outset of the second chapter; the three ruled model of Barthes forthe

estimation of photograph as a message shall be looked in detail to understand how

photographic image is more a dynamic element of representation than a static object

of itself. This dynamism of the photographic image shall be explained in its being
2



comprised of a three stepped procedure. These procedures may be basically
summarized from the viewpoint of the image as a message with a source of emission,
a channel of transmission, and a medium of reception.' It will be shown that as also
Barthes puts it, within this procedural structure of the photographic image as a
message, channel of transmission thus the binding part of the process shows
divergence from the emission and perception of the message and needs specific

concern.

Barthes” model of photographic message shall be explained through concepts of
denotation and connotation that he thinks as important aspects of the photographic
image and the photographed object. These may be explained that perfection and
objectivity is aimed in the denotative status of the image, whereas the context of the
photograph that it is published in, the context of the specific perception of the
receiver began to penetrate into the message other than the object that is
photographed in the connotative status. Then, it is important that Barthes putting that
connotation is not an intended act of image that it may be triggered through various
aspects such as the atmosphere surrounding the object, the receiver’s societal context
and so on. Yet, it is the aim of this thesis that throughout the message the photograph
sends, there are so many factors coming from many sources and subsequent elements
of the photograph that constitute a whole through these factors wrapping each other.
Moreover, as it will be dealt on subsequent chapters, the predefined identities of
architectural magazines are mostly transmitted through images utilized in covers that

these divergent factors are applied through direct or indirect terms.

Subsequently, Barthes’ theory on the Rhetoric of Image shall be outlined, where
three types of messages are outlined according to the content of the message;
linguistic message, coded iconic message and non-coded iconic message. These
messages are significant in terms of the representation issue worked out in the

architectural media that is the major focus of the thesis. It shall be shown that though

' Roland Barthes. “The Photographic Message”, The Responsibility of Forms, University of

California Press, Berkeley and Los Angeles, (1985). Original source: “Le Message Photographique”,
Communications 1, 1961.



these messages may be found individually through images, it is also possible
especially in the case of architectural media these messages are inherited in the
image simultaneously or progressively. Linguistic message is specifically focused
within its two functions — anchoring and relaying — within this study as these two
functions of it may be significantly related to the case of architectural magazines,
where in anchoring certain level of description and information is provided with the
image. On the other hand, the relaying function is more a metaphorical medium that
the message’s unity has been constituted via a metalanguage. Despite this relaying
function with a limited field of use, it is also significant in terms of its utilization
through few architectural magazines that the case study of this thesis - Arredamento

Mimarlik - may also be reckoned within.

In order to fully grasp the image theory of Barthes, the third meaning he suggests to
be functioning beyond culture, knowledge, information is outlined. This concept is
also interesting in terms of its having been defined by the generator of the concept as

a notion that should be thought “with the carnival aspect of things.””

Lastly, the second chapter ends with the concept of myth, which is closely related
with the periodical character and the publication history of magazine. Through the
process of uttering a cover image’s message, the syntagm of signification is going to
be suggested to construct the myth of the magazine, in the realm of ideology and

literalness.

The methodology covered within the second chapter is highly theoretical that focuses
the philosophical and epistemological ground of the issues of representation and
communication. Further ramifications of the “message” inherited within the nature of

the image is tried to be uncovered through the research of Roland Barthes and his

? Roland Barthes. “The Third Meaning”, The Responsibility of Forms, University of California Press,
Berkeley and Los Angeles, (1985), Pg. 44. Original source: “Le Troisiéme Sens: Notes De Recherche
Sul Quelques Photogrammes De S M. Einstein”, Cahiers Du Cinéma, 1970.

4



seminal essay The Photographic Image has been taken as a guide to elucidate the

levels of meaning within the image.

The third chapter looks into the issue of communication in architecture within the
framework of the recent architectural agenda and the advantages and disadvantages
occurred due to the technological transformations and concepts such as popularity
and consumption. These transformations and concepts of popularity and
consumption may be asserted to effectuate the line of architectural representation and
communication that not only transformed the nature of representation but also the
architectural production — both at the scope of practical construction and theoretical

discourse - that will be presented to architectural domain and to the society.

In this part of the thesis the concept of image is dealt through its transformation to a
powerful tool of the consumption society, due to the changes brought with the
developments of techniques of photography and printing. Architectural advertising
constitutes the subsequent concept worked in this second part of the thesis that is
closely related with the previously mentioned developments undergone through the
photography and printing process. It is also entered into the field of architectural
magazines that a spoil in the concept of representation in architectural media has
been mentioned within. Disciplinary validity has been taken as a crucial element of
the architectural magazines through the power of the image and the transformation of

the architectural criticism into a much reductionist concept.

The misuse and misconception of representation observed within the architectural
magazines, through drawings, photographs, texts and models are treated as the
elements to constitute the basis for the design of the concept of the magazine.
Accordingly, the gathering and emphasis on these tools form the general viewpoint
of the magazine that is decided by the editorial staff that assembles the identity of the
magazine. The second part is mostly based on this constructed identity’s reflection to
the reader, and the reader’s perception is elected as an issue that shall be further
explained. Therefore, the relationship of the magazine’s representation to the reader

is worked out in a mutual kinship between the perceiver’s profiles. The

5



representation of an object in the architectural magazine has its own criteria
produced by not only the editorial staff but also the pre-determined view of the
photographer. Moreover, the reader’s background, his formation, his familiarity to
the discipline also enters into the scope of this representation’s cognition by the
receiver - the reader. So many input and so many variables are observed within the
representation of an architectural product or theory and its communication with the
reader that a concept borrowed from Jean Baudrillard, the “simulation”, is going to

be utilized to further define this problematic of the representation.

The specific position of the covers of the architectural magazine has been taken as a
case study for the problem of representation and communication, in the subsequent
part of the thesis. Architectural magazines and their role in constructing connections
with not only the architectural domain but also with the society are worked out
through their covers especially because of their being the paramount visual
congregation point. Therefore; the tasks that may be addressed to the magazine
covers are going to be interrogated throughout this part. At first, the social roles are
tried to be outlined that the reflection of the architectural agenda both to the society
and to professionals may be reckoned as one. It is also clear that magazines act as
bridges between society and architecture, thus, to make the cover loaded with a
unique interfacial character. Moreover, it serves as a window to the professionals that
help them grasp the inner content. However, the problems of popularity and
consumption may be considered as another dimension of the cover design that in

some levels several identity problems may be encountered. collimator

On the other hand, magazine cover design may be thought within the graphic
designer’s field that certain elements may be reckoned as image, format and text.
These elements are going to be dealt with in detail, as elements of a design problem
that shall end up with a meaningful composition of words and images. Moreover, in
architectural magazines as design artifacts, as it is dealt with another discipline based
on design principles, namely architecture, the cover design may be presented as the
ground of an utmost concern where the boundaries of both disciplines - industrial

design and architectural design - blur. It may be asserted that the paramount concern

6



is mostly placed on the images on covers, that the degree of abstractness is the
significant decision mechanism. Yet, the text and format are also seminal factors that
affect both the mediatic image and prestige of the magazine; and its popularity and
commercial position. Several sample magazines are goingto be dealtwith
subsequently, within the framework of their cover designs which may also provide
information about their institutional identities. It shall be shown that the model of
Barthes mentioned in the first chapter, may be adapted to these magazine covers in

terms of their ways of utilization of images.

Following that model adaptation for the images on covers, a analytical research shall
be done for the design of the cover that cites the position of the magazine amongst
others. For the analytical research, a categorization of the covers’ characteristics
according to their content is going to be outlined. Though it may seem like drawing a
generalization; this classification of characteristics also helps much to grasp the
situation of the recent architectural media through the design of architectural
magazines. These categories may be summarized asinformative/descriptive,
signification- focused and market- focused. Among these categories the signification
focused covers do point out to an endeavor for both an informative and
representative quality in the cover design. Moreover among the signification focused
covers, there will be outlined another sub-category, that differentiates the signified
concept - newness, hierarchy and theme. As it may be understood from the names,
for instance the thematic attitude is going to be utilized to describe the aim for
designing the cover in accordance with the recent theme highlighted inside the

magazine.

As a case study, Arredamento Mimarlik with its thematic approach to cover design is
selected for further elaboration of the issue of representation. Because in
Arredamento Mimarlik, cover design is taken as a major issue and the construction
and the preservation of the identity and image of the magazine may be much linked

to this attendance to cover design.



The case of Arredamento Mimarlik is also significant in terms of its thematic attitude
that only indirect links may be structured with the theme of the volume and the
representation method utilized at the cover. It may be asserted that an unnoticed and
yet inexperienced methodology has been carried out through the cover design of
Arredamento Mimarlik that a metaphoric, even allegorical, way of communication is

tried to be established between the magazine and the reader — actually the perceiver.

This fourth part focusing on the case of Arredamento Mimarlik, is going to be
elucidated through the identity of it and how the role given to the cover design is
mutually related to this issue of representation and communication with the reader.
By the participations of the editor and the cover designer of the magazine, this part of

the thesis is reinforced by the interviews with them.

As the designer of the cover of the magazine Biilent Erkmen also tells, every issue of
the magazine constructs metaphorical kinship with the reader, where he is forced to
comprehend the underlying reason of this metaphorical representation. For that
reason, Arredamento Mimarlik has been taken as a case study and further searched
via the image consideration of Barthes and architectural representation in

communication.

It is intended to be shown that a periodic transformation has been undergone through
the thematic structure, which may be clearly observed from the elaboration and
representation of cover design, as also stated by the editor of the magazine Ugur
Tanyeli. From those periods both the line of the magazine and its cover design is
going to be read. The three major periods has been mentioned by the editor and the
cover designer — the collage of the theme, the profile and the file/concept. As it may
be understood, the collage of the theme constitutes the initial period in the history of
Arredamento Mimarlik, where an identity pursuit has been carried on. The cover
design may also be asserted to have undergone such a search that is parallel to the
magazine’s endeavor. The second period —Profile - is also significant in terms of
forming the utmost mentioned and criticized volumes in the history of the magazine.

In the Profile volumes the magazine focused on certain architects and designers,

8



looked into their lifetime works in detail. The cover concept has been designed by B.
Erkmen within the knowledge of that designer’s attitude and works and in a way to
address the mentioned designer’s approach to design by using his photos undergone
few little transformations. These transformations and images have been widely
mentioned and said to form discussions - through the words of the editor and
designer - among architectural platforms in turn to point out the magazines’ critical

stance.

In the last period undergone through the magazine’s content, which can be named as
the File/Concept, it is clear that certain concepts have been worked out within the
magazine. These concepts are processed in the cover through the images of objects
indirectly related to that concept perfectly photographed. As also expressed by the
designer B. Erkmen, the utmost effort to provide a direct relationship between
receiver and the object was given. Yet an indirect relationship between the receiver
and the concept of the magazine exists. This metaphoric even allegorical citation
observed on the cover also relates to the magazine’s general identity policy thatis

tried to be constructed through metaphors.

Lastly, the case study of Arredamento Mimarlik is dealt through the concepts Barthes
introduced to the image and it as a message. Moreover, specific periods of the
magazine and related covers are also tried to be comprehended through the divergent
meanings Barthes given for images. The representational consistencies or
divergences, the changes and the continuities observed within the meanings of the
cover images are going to be dealt with as hints to the magazines line of publication

that the cover design provides.



CHAPTER 2

DEFINING THE RESEARCH METHOD ACCORDING TO
ROLAND BARTHES

This thesis has an aim of investigating the specific mediatic images in architectural
magazine covers and it will conclude with a case study on covers of Arredamento
Mimarlik which has identical covers composed of critically designed photographic
images. That’s why the concept of image and especially the photographic image
must be evidently clarified. Since Roland Barthes is one of the leading thinkers who
discussed photography and image, in this chapter there will be an explanation of his
theory on this subject as a theoretical framework and research method. His
exploration of image is published first in Image-Music-Text’ and then in The
Responsibility of Forms* with three subtitles: The Photographic Message, Rhetoric
of Image and The Third Meaning.

2.1 The Photographic Message

Roland Barthes starts his exploration of image in his first essay on Image, “The
Photographic Message” by expressing “the photograph is a message”’; this message is
a whole that is constituted by a source of emission, a channel of transmission, and a

medium of reception.’ In order to understand and delineate this message of

3 Roland Barthes. Image Music Text, Trans. Stephen Heath, Hill and Wang Press, New York, (1977).

* Roland Barthes. The Responsibility of Forms, University of California Press, Berkeley and Los
Angeles, (1985).

> Roland Barthes. “The Photographic Message”, The Responsibility of Forms, University of
California Press, Berkeley and Los Angeles, (1985). Original source: “Le Message Photographique”,

Communications 1, 1961.
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photograph, first of all this trichotomous relationship shall be elucidated, because

these are basic processes of transmission of the photographic image.

According to Barthes, the “source of emission” which is the staff who preparesthe
photographic image and the “medium of reception” which is the society itself; have a
common method of exploration closely related with sociology. Because both the staff
of a published material and the society who receives it; bring forward their
perceptions and thoughts in this transmission process. On the other hand, the channel
of transmission, the newspaper (or the magazine) itself, with the name of the printed
medium that corresponds a knowledge constituted in time, transmits the message
through photographs with the text (headline, caption etc..) associates with it. This
part of the transmission process is based on the object identities of the medium,
rather than the human perception. The photograph, as an object that is produced and
that is used as a medium, is in the center of the channel of transmission. So the
method of exploration of the photograph must be distinguished from exploration of

“source of emission” and “medium of reception”.

But, for the message itself, the method has to be a different one: whatever
the origin and the destination of the message, the photograph is not only
a product or a channel, it is also an object, endowed with a structural
autonomy: without in any way claiming to sever this object from its use,
we must provide here a specific method can only be the immanent
analysis of that original structure which the photograph constitutes.

Barthes does not consider the production of the photograph as a transformation from
reality; this reduction breaks down reality into units and constitutes these units into
signs.’ This product is not substantially the reality itself but a perfect analogon, an
analogical perfection of it.® In that approach photograph is the technique to reach the
closest position to the origin. A photograph of an object is not the object itself, but

® Roland Barthes. “The Photographic Message”, The Responsibility of Forms, University of

California Press, Berkeley and Los Angeles, (1985), pg. 5.
7 See ibid.

¥ See ibid.
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when it is compared with other representation techniques (drawings, 3D models,

paintings etc...); it is the most realistic and most objective representation method.

Barthes defines photographic image as a message without a code. Different from
other analogical reproduction techniques, as notified above, the photographic image
is closest to the origin without a subjective interpretation. Other reproduction
processes requires a style of reproduction, and this stylecome to an absolute
subjectivity with duality of messages transmitted; a denoted message and a connoted

message defined as:

Are there other messages without a code? At firstglance, yes:
specifically, all analogical reproductions of reality; drawings, paintings,
movies, theater performances. But as a matter of fact, each of these
messages develops in an immediate and evident fashion, beyond the
analogical content itself (scene, object, landscape), a supplementary
message which is what we commonly call the style of the reproduction;
here we are concerned with a second meaning, whose signifier is a
certain “treatment” of the image as a result of the creator’s action, and
whose signified, whether aesthetic or ideological, refers to a certain
“culture” of the society receiving the message. In short, all these
imitative “arts” comprise two messages: a denoted message, which is the
analogon itself, and a connoted message, which is the way in which the
society represents, to a certain extent, what it thinks of the analogon.’

Especially expressed by Barthes; press photograph is never artistic and as it is a
mechanical analogue of reality, its containing denoted message is fulfilled by giving
no way a second message other than this substantial, highly objective, analogical
message.'? Since photography is a mechanical process, other than the person who
presses the button in order to take the picture; there are two influences which affect
the end product. the machine itself and the objects take part in the scene of that
photograph. Only the positioning and the decision of taking that photograph can
affect the photograph when the influences of subject are questioned. Positioning and

decision of the photograph cannot be thought distant from the photographer.

? See ibid. Pp. 5-6.

19 See ibid.
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Actually, the photographing process is mechanical, light and shade are its
fundamental substances, and the end product frees itself after the pressing button and
cannot be predicted before it comes into being. When the photograph is obtained
after this mechanical process, there is a new, raw object, totally different from the

original objects with its substances, at the same time, a perfect copy of them.

Barthes argues about a photographic paradox because of the characteristics of the

photographic image on transmission of denotative and connotative messages:

Now, this purely “denotative” status of the photograph, the perfection
and the plenitude of its analogy, in short its “objectivity”—all these risks
being mythical (these are the characteristics which common sense
attributes to the photograph); for, as a matter of fact, there is a strong
probability (and this will be a working hypothesis here) that the
photographic message (at least the press message) is also connoted. The
connotation is not necessarily immediately apprehensible on the level of
the message itself ( it is, one might say, both invisible and active, clear
and implicit), but we can already infer it from certain phenomena
occurring on the level of the message’s production and reception -: on the
one hand, a press photograph is an object worked up, selected, composed,
constructed, treated according to various professional, aesthetic or
ideological norms which are so many connotation-factors; and, on the
other hand, this same photograph is not only perceived, received, it is
read, attached—more or less consciously by the public which consumes
it—to a traditional stock of signs; now, every sign supposes a code, and it
is this code (of connotation) which we must try to establish.'!

There suggested a paradox not because of the duality of the messages, there is
another situation that seems unusual and that is defined as paradox. The paradox
comes from where the connoted message of the photographic image originates itself
a message without a code as previously defined.'? Here, a distinction shall be useful
that, the photograph as an original product of a mechanical process and as the most
realistic representation of the reality distinguishes itself when it is a tool of media by

variable modifications, as called connotation procedures.

' See ibid. Pg. 7.

12 See ibid. Pg. 8.
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Connotation can be achieved by certain modifications of the original objects. Barthes
offered those modifications as connotation procedures and defined first three
procedures -tricks effects, pose, objects- separate from the last three — photogeny,
aestheticism, syntax. Because the first three procedures direct modifications of
reality, the last three procedures tackle with aesthetic values that deal with the

cultural merits of the society.

These techniques need be inventoried only if there corresponds to each of
them a signified of sufficiently constant connotation to be incorporated
into a cultural lexicon of technical “effects” (for instance, the “blur of
movement” proposed by Dr. Steinert’s team to signify space —time). This
inventory, moreover, would afford an excellent occasion for
distinguishing aesthetic effects — subject to recognizing perhaps that in
photography, contrary to the intentions of exhibition photographers, there
isnever art but always meaning — which would at last furnish an exact
criterion for the opposition between good painting, however strongly
figurative, and photography.'?

In this study the covers will be handled with according to the reflections of the
image’s message without a code on the society, as connoted message. First three or
last three, those connotation procedures are being used in the architectural magazine
cover design and, in terms of periodical character of magazines, the continuous use

of those procedures conclude with a predefined identity of the magazine cover.

In terms of press photograph, there is mostly a text that accompanies the image.
Barthes explores this text that is used together with the image through three remarks.
First of all the text can contain parasitical messages that “sublimate, patheticize, or
rationalize” the image. The connoted message of image that comes from its
originality can be mystified by the burdens with the historical denotation character of
the text. This means that, as mentioned above, however it ends with a connoted
message image transmits messages without a code; in this autonomous transmission

process, text burdens the image as an outside factor, with “a culture, a morality, an

13 See ibid. Pg. 12.
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imagination”. Second, the text may incorporate with image in terms of denotation.
When there is an objective verbal message, text can “participate the denotation” of
the photograph. Third remark of Barthes to the text-image relationship is to
“duplicate” the connoted character of the image by stressing the connoted message,
or reversely by contradicting the image in order to duplicate the message, so called

compensatory connotation."*

In magazine cover case, three remarks of Barthes on text and image relationship will
enlighten how text, which is written on the cover, incorporates with the image. This
enlightenment is important because of the integrity of the cover as an identical
package of the magazine. The text on the cover of a magazine can be parasitical, can

stress the denotation or duplicate the connotation of the image.

2.2 Rhetoric of Image

In the “Rhetoric of Image” part Barthes resolves the meaning that has been loaded to
the image in terms of the messages it can contain. He explains why meaning is a

subject of matter in his study as follows:

Linguistics is not alone in doubting the linguistic nature of the image;
public opinion as well vaguely regards the image as a site of resistance to
meaning, in the name of a certain mythical notion of Life: the image is
re-presentation, i.e., ultimately resurrection, and we know that the
intelligible is reputed antipathetic to the experiential. Thus, from both
sides, analogy is perceived as an inferior meaning: some believe that the
image is a very rudimentary system in relation to language, and others
that signification cannot exhaust the ineffable wealth of the image. Now,
even and especially if the image is somehow the /imit of meaning, it
permits us to return a veritable ontology of signification.'”

4 See ibid. Pp. 14-16.
13 Roland Barthes. “Rhetoric of Image”, The Responsibility of Forms, University of California Press,

Berkeley and Los Angeles, (1985), Pp. 20-21. Original source: “Rhetoriqué De L’image”,
Communications 4, 1964.
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From the thought of a sign system that constitutes messages of the image, those
messages will be explored in this part. Barthes has chosen advertising images as field
of consideration here, because of the loaded sign system of advertising.
Advertisements with their market focused formation include image that aim
advertising, marketing a product with some text that strengthen this image. Because
of this reputed character of transmitting messages, images those are used in
advertising have important role in image’s messages investigation. Barthes suggests
three messages in this investigation: linguistic message, coded iconic message and

non-coded iconic message.

First the linguistic message in an advertisement image can be directly verbal, i.e. the
caption. This verbal expression can be directly related with the intended message, or
it can signify something. Barthes exemplifies an advertisement image, a Panzani ad
(Figure 1), in this part and attracts attention on the text of that ad, the name of the
firm as a direct message and the “Italianicity” as a signified one. Second, when the
ad is considered interms of pureimage, he explores the signs those used for
constitute coded iconic message. Those signs in the ad first signify “returnfrom
shopping”, “freshness” and “household preparation” as euphoric values and with the
signifiers “to do one’s own shopping” opposed to “hasty stocking up” to signify
some characters of civilization; second with the linguistic message, as mentioned
above, and with three colors (yellow, red, green) signify Italianicity and the French
or touristic culture.'® For the other two signs that Barthes explores it will be better to

directly quote from his words:

Continuing to explore the image (which does not mean that it is not
entirely clear at first glance), we readily discern in it at least two further
signs; in one, the closely packed nature of various objects transmits the
idea of a total culinary service, as if, on the one hand, Panzani afforded
everything necessary to a complicated dish, and as if, on the other, the
concentrate in the can equaled the natural products surrounding it, the
scene “bridging” the origin of the products and their final condition; in
the other sign, the composition, evoking the memory of so many

16 See ibid. Pg. 23-24.
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alimentary paintings, refers to an aesthetic signified: it is the “still life”;
here the knowledge necessary is distinctly cultural.'”

" PATES - SAUCE - PARMESAN
A LITALIENNE DE LUXE

Figure 1: The Panzani ad.

Roland Barthes. Image Music Text, Trans. Stephen Heath, Hill and Wang Press, New York, (1977),
pg. 52.

In this thesis, coded iconic message has an important role, since theme focused
magazine covers in the discipline of architecture mostly aim to signify a subject of
architecture that is the theme of that magazine issue. This relationship between
architecture and the photographic message on magazine covers will be under
consideration because those are almost the packages of wide spread communication
tools and they have an important role of being one of mediatic representation of

discipline of architecture. Also in the case study of Arredamento magazine covers,

17 See ibid. Pg. 24.
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the coded iconic message is used as almost a predefined character of the magazine,

which can be considered nearly as a label on the magazine’s name.

There remains a last message that the image transmits, non-coded iconic message

and Barthes inform us about how this message can be considered as follows:

If we subtract all these signs from the image, it still retains a certain
informational substance; without any knowledge at all, I continue to
“read” the image, to “understand” that it collects in a certain space a
certain number of identifiable (namable) objects, and not only shapes and
colors. The signifieds of this third messages are formed by the real
objects of the scene, the signifiers by these same objects photographed,
for it is obvious that since in analogical representation the relation of the
thing signified and of the signifying image is no longer “arbitrary” (as it
is in speech), it is no longer necessary to insert the relay of a third term in
the form of the psychic image of the object.'®

Those analogical representations can be subjected to, in their denoted nature, letters
those constitute the literal message through an anthropological knowledge reading.
There occurs a need for knowledge because we need to know what object signifies to
us. Here Barthes calls our attention to the paradox between denoted message and
connoted message. In the non-coded iconic message objects cannot remain in their
pure denoted character, when they confront with the perceiver (reader in magazine
case) they start to become signifiers for signifieds in the perceiver’s mind, requires

knowledge.

Before beginning to explore the linguistic message, Barthes expresses the affiliation
between the latter two messages, coded iconic message and non-codediconic

message, and rearrange and clarifies their positions in our mind as follows:

Nevertheless, since it is no longer a matter of a “naive” analysis but of a
structural description, we shall somewhat modify the order of the
messages, inverting the cultural and the literal messages; of the two
iconic messages, the first is somehow imprinted within the second: the

¥ See ibid. Pp. 24-25.

18



literal message appears as the support of the “symbolic” message. Now,
we know that as a system which takes over the signs of another system in
order to make them into its signifiers is a system of connotation; hence,
we shall say immediately that the literal message is denoted and the
symbolic system connoted."”

In terms of mass communication linguistic message has to work with the two iconic
messages and according to Barthes there are two functions of linguistic message in
this relation: anchoring and relaying.”® Those are important in this study, as
mentioned in the part where the text and connoted message relationship is discussed,
magazine covers include mostly informational (about the content of the magazine)
texts. Those texts work with the image and transmit a whole message to the
perceiver, whether it is the message intended to transmit by the producer of the

magazine or another message.

In order to explore the two functions of linguistic message, Barthes first defines the
position of linguistic message in image’s signification process and he defines
linguistic message as a technique of modifying the “floating chain of signifieds” as

follows:

As we shall see more clearly in a moment, every image is polysemous; it
implies, subjacent to its signifiers, a "floating chain" of signifieds of
which the reader can select some and ignore the rest. Polysemy questions
meaning, and this question always appears as a dysfunction, even if this
dysfunction is recuperated by society as a tragic act (a silent God affords
no way of choosing between signs) or a poetic one (the panic "shudder of
meaning" among the ancient Greeks); even in cinema, traumatic images
are linked to an uncertainty (to an anxiety) as to the meaning of objects
or attitudes. Hence, in every society a certain number of techniques are
developed in order to fix the floating chain of signifieds, to combat the
terror of uncertain signs: the linguistic message is one of these tech-
niques.”!

1 See ibid. Pg. 26.
20 See ibid. Pg. 28.

21 See ibid. Pg. 28.
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In terms of text—imagerelationship, in The Photographic Message part the
accompaniment of text to image was investigated and in magazine cover case it is
proposed to be method of exploration how the captions accompanies the image on
the cover. In this part, in terms of how the linguistic message — one of three messages
those are transmitted by the (advertising) image —functions in incorporation with
other two iconic messages is examined. As mentioned in the following paragraph,
this functioning of linguistic message directs the perception of the whole image.
After previous part’s suggestion of caption’s accompaniment to image on the cover,
this part suggests that this text’s directing process will be used as a second method in

investigation the captions on the cover.

The anchoring function of linguistic message is described through its descriptive,
informative utilities those direct the perceiver from pure perceived message of the
image to the message that is intended to transmit. Whereas, basically, there are
signifiers comes from the denoted character of image and they constitute some
signifiers in terms of human perception and this anchoring function of linguistic
message causes to select between signifiers as to be perceived and not to be
perceived. This control of perception can be repressive in terms of constituting the

boundaries of perception:

In all these cases of anchoring, language obviously has a function of
elucidation, but such eclucidation is selective; it is a matter of II
metalanguage applied not to the whole of the iconic message but only to
certain of its signs; the text is really the creator’s (and hence the
society's) right-of-inspection of the image: anchoring is a means of
control, it bears a responsibility, confronting the projective power of the
figures, as to the use of the message; in relation to the freedom of the
image's signifieds, The text has a repressive value, and we can see that a
society's ideology and morality are principally invested on this level.**

On the other hand, Barthes portrays the other function, relaying, as rarer than
anchoring function and this function, mostly we can find in cartoons and comic

strips, is described as “Here language (generally a fragment of dialogue) and image

22 See ibid. Pg. 29.
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are in a complementary relation; the words are then fragments of a more general
syntagm, as are the images, and the message's unity occurs on a higher level: that of

the story, the anecdote, the diegesis...”?>.

In first glance this function of the
linguistic message seems futile in magazine cover case. When the periodical
character of the Arredamento®* considered, there is a predefined and designed
identity of the magazine. This identity can work as a story of a comic strip in the
same higher level in terms of directing the perception. Under this identity, under a
pre-existed knowledge of identical covers, the caption on the cover will no more be

read as a direct reference for the image. This will be investigated elaborately in

future chapters.

Barthes, under the title The Denoted Message in the Rhetoric of Image essay, defines
the space-time quality of the photographic image. This relation is becomes
complicated and critical in the thesis’ case study, because the designer has an
approach to photographic image as alienating it from its reality and appropriating it
to the cover. This will be reconsidered in the case study chapter elaborately, but here
the exploration of space-time relation of photographic image will be mentioned in

Barthes’ own words:

...the photograph institutes, in fact, not a consciousness of the thing's
being-there (which any copy might provoke), but a consciousness of the
thing's having-been-there. Hence, we are concerned with a new category
of space-time: immediately spatial and anteriorly temporal; in the
photograph an illogical conjunction occurs between the here and the
then. Hence, it is on the level of this denoted message or message without
a code that we can fully understand the photograph's real unreality; its
unreality is that of the here, for the photograph is never experienced as an
illusion, it is in no way a presence, and we must deflate the magical

23 See ibid. Pg. 30.

24 Here the name of the magazine is mentioned, because there is a characteristic and, in Turkey, a
unique cover design in Arredamento case. That unique cover design is predefined by the designer,
Biilent Erkmen, through the historical evolvement of his own consideration of cover design problem.
Itis a well-known truth that, especially after 100" issue, there is no direct message of the theme of
that issue on the cover image. When someone confronts with an Arredamento magazine, s’/he will
predict that the image has an indirect relationship with the theme of that issue. This design approach
of Biilent Erkmen is inseparable from the general identity of Arredamento.
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character of the photographic image; and its reality is that of having-
been-there, for in every photograph there is the always stupefying
evidence of: this is how it was: we then possess, by some precious
miracle, a reality from which we are sheltered. This kind of temporal
equilibrium (having-been-there) probably diminishes the image's
projective power (very few psychological tests resort to photography,
mar?s/ resorts to drawings): the this has been triumphs over the this is
me.

In terms of pure photographic image, as Barthes mentioned above, the presence of
the objects, those belong to the scene, is impossible. But with some modification on
the image, some illusional operations on the pure photographic image can mystify
the unreality of the image. The achievement of this mystifying process is discursive,
of course it can be considered as an attempt and the perception of this modified

image can vary according to the perceiver.

Finally, in The Rhetoric of Image part Barthes describes that image has “total
meaning is torn internally (structurally) between the system as culture and the
syntagm as nature”*®. Syntagm comes from the denoted nature of the image that
connotation can not be enough to establish all of the signifieds, where remains the
pure discourse of the image, in other words process of naturalization (literal
message). On the other hand, system as culture comes into being in terms of the
connotation (symbolic message) where connotators of image constitute the rhetoric
of the image, “rhetoric appears as the signifying aspect of ideology’’. Ideology is
formed when the connotators signify through certain substances like image,
language, etc. The system of receiving signifieds in the society constitutesthe
signifying aspect of ideology where we can talk about rhetoric. Beside rhetorical
reception of those connotators, in the emission process of the message a knowledge

is required.

2% Roland Barthes. “Rhetoric of Image”, The Responsibility of Forms, University of California Press,
Berkeley and Los Angeles, (1985), Pg. 33.

26 See ibid. Pg. 40.

27 See ibid. Pg. 38.
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Yet the variation in readings is not anarchic, it depends on the different
kinds of knowledge invested in the image (practical, national, cultural,
aesthetic knowledge), and these kinds of knowledge can be classified,
can join a typology; everything occurs as if the image presented itself to

several people who might very well coexist in a single individual: the
28

same lexia mobilizes different lexicons.

2.3 The Third Meaning

Figure 2: Ivan the Terrible.

Roland Barthes. “The Third Meaning”, The Responsibility of Forms, University of California Press,
Berkeley and Los Angeles, (1985), Pg. 41.

Barthes defines three levels of meaning in this part of the reading. He illustrates
those levels by the exploration of an image, Ivan the Terrible (Figure 2). First is an
informational level, this is a level of communication that someone can be informed
by an image through the messages as described previous parts. Second level is a
symbolic level and constitutes of four symbolisms: a referential symbolism, the

image refers to an imperial ritual; a diegetic symbolism, wealth in the image; an

28 See ibid. Pg. 35. Here Barthes needs to explain what lexicon is according to Cf. A. J. Greimas ("Les
problémes de la description mécanographique," in Cahiers de lexicologje (Besangon) 1, 1959) as “It is
a portion of the symbolic level (of language) which corresponds to a body of practices and techniques;
this is certainly the case for the different readings of the image: each sign corresponds to a body of
"attitudes": tourism, housekeeping, knowledge of art, some of which can obviously be missing on the
level of any one individual. There is a plurality and a coexistence of lexicons in the same person; the
number and identity of these. Lexicons form in a sense each person's idiolect.”
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Eisensteinian symbolism, “participate in a system of displacements and substitutions
characteristic of Eisenstein “*; a historical symbolism, “gold introduces a (theatrical)
function, a scenography of exchange which we can locate both psychoanalytically
and economically, i.e., semiologically”; this second meaning, with its signification
characteristics, referred to Eisenstein, is investigated under the definition of obvious
meaning. Finally there is a third meaning, which is defined and explained as obtuse
meaning. It will be better to quote from Barthes for description of this third meaning,

because there is a complex formation of description; even himself declares his

difficulties in describing obtuse meaning.

I even accept, for this obtuse meaning, the word's pejorative connotation:
the obtuse meaning seems to extend beyond culture, knowledge,
information. Analytically, there is something ridiculous about it; because
it opens onto the infinity of language, it can seem limited in the eyes of
analytic reason. It belongs to the family of puns, jokes, useless exertions;
indifferent to moral or aesthetic categories (the trivial, the futile, the
artificial, the parodic), it sides with the carnival aspect of things.*°

The obtuse meaning is mostly related with the receiver’s personal experiences and
how perception varies through those experiences. The reason of informing about the
Third Meaning part is to explore the position of the semiotic description of the image

in levels of meaning.

There is a table below (Figure 3), in order to illustrate the relationship between three
parts of this chapter. In the enlightenment of this analysis we can now gather the
method of magazine cover research. First of all, when the cover is considered as a
whole image, the position of this image in the communicative level through this
process will be questioned. Second, as a message without a code, the image on the
cover will be investigated in terms of denotation and connotation with the

accompaniment of the text. Lastly, with the help of this analysis of this second part,

29 Roland Barthes. “The Third Meaning”, The Responsibility of Forms, University of California Press,
Berkeley and Los Angeles, (1985), Pg. 42. Original source: “Le Troisiéme Sens: Notes De Recherche
Sul Quelques Photogrammes De S M. Einstein”, Cahiers Du Cinéma, 1970.

30 See ibid. Pg. 44.
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image will be investigated elaborately with its denoted nature, rhetorical expansion

and with the messages: coded iconic, non-coded iconic, linguistic.
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2.4 Myth

Since a magazine has a periodical character, the continuous syntagm of cover
designs, in terms of connotation concept of Barthes, refers to a certain history of
magazine itself. At the same time with its publication character, being a
communication tool for a discipline, magazine tries to reach and transmitsome
messages to society. Barthes explores this transmitting process through semiological
character of connotation, he suggests the signifieds of connotation assemes of
connotation and the meaning is achieved through certain semic axes’', those can be

independently constituted even opposite to each other.

The reconstitution of these axes-which, moreover, can subsequently be in
opposition to each other-will obviously be possible only when we have
proceeded to a massive inventory of connotation systems, not only that of
the image but also those of other substances, for if connotation has
typical signifiers according to the substances used (image, language,
objects, behavior), it puts all its signifieds in common: they are the same
signifieds that we will recognize in the printed word, the image, or the
actor’s gesture (which is why semiology is conceivable only in a context
that would be, so to speak, total); this common realm of the signifieds of
connotation is that of ideology, which cannot help being one and the
same for a given history and society, whatever the signifiers of
connotation to which it resorts.*>

With different semic axes, in terms of ideology as a common realm, a meaning is
achieved by signifiers to reach signifieds.In a more semiological view, the
signification process that achieves a meaning at the end, in this sense Barthes calls
myth in his book, Mythologies, as “a mode of signification, a form”.>* This mode of

signification corresponds to a discourse of transmitting a message.

31 Barthes refers to Greimas for semic axes from Cours de Sémantique, 1964.

32 Roland Barthes. “Rhetoric of Image”, The Responsibility of Forms, University of California Press,
Berkeley and Los Angeles, (1985), Pp. 37-38.

33 Roland Barthes, “Myth Today”, Mythologies, Hill and Wang Press, London Vintage, (1993). Pg.
109.
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It can be seen that to purport to discriminate among mythical objects
according to their substance would be entirely illusory: since myth is a
type of speech, everything can be a myth provided it is conveyed by a
discourse. Myth is not defined by the object of its message, but by the
way in which it utters this message: there are formals to myth, there are
no ‘substantial’ ones.**

As mentioned above, according to Barthes, myth deals with the way of uttering
object’s message, where occurs a signification process. Whether this message is
denoted or connoted, instead of substantial characteristics of the object itself, the
signifiers’ characteristics are taken into consideration in the myth case. When the
message reaches to its receiver, there is no more object itself, instead there is

signifier which expresses signified with a unity between each other.

The signifier of myth presents itself in an ambiguous way: it is at the
same time meaning and form, full on one side and empty on the other. As
meaning, the signifier already postulates a reading, I grasp it through my
eyes, it has a sensory reality (unlike the linguistic signifier, which is
purely mental), there is a richness in it: the naming of the lion, the
Negro’s salute are credible wholes, they have at their disposal a sufficient
rationality. As a total of linguistic signs, the meaning of the myth has its
own value, it belongs to a history, that of the lion or that of the Negro: in
the meaning, a signification is already built, and could very well be self-
sufficient if myth did not take hold of it and did not turn it suddenly into
an empty, parasitical form. The meaning isalready complete, it
postulates a kind of knowledge, a past, a memory, a comparative order of
facts, ideas, decisions.®

In the case of Arredamento which will be explored in the fourth chapter, the concept
of myth in terms of its relation to this “already complete meaning” is basically matter
of fact. On one hand, since magazine has a periodical character, it constitutes its own
history and readers have a specific knowledge which occurred through this history,

magazine covers are unavoidable subjects of myth. On the other hand, specific to

34 See ibid. Pg. 109.

35 See ibid. Pg. 117. The lion and Negro come from two separate experiences of Barthes which he
explores to exemplify the myth. Lion is from a sentence in his Latin grammar, from Aesop or
Phaedrus: “My name is lion”. Negro is from a copy of Paris-Match cover image: “A young Negro in
a French uniform is saluting, with his eyes uplifted, probably fixed on a fold of the tricolour”.
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Arredamento Mimarlik, the way of uttering cover’s message passes through the
general knowledge (not only a knowledge of architecture) about objects in their pure

literal meaning. In this case, myth exists through the ideological signifieds of

connotation and the literalness of denotation.*®

3¢ Roland Barthes, “Change the Oject Itself-Mythology Today”, Image Music Text, Trans. Stephen
Heath, Hill and Wang Press, New York, (1977), Pg. 166.
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CHAPTER 3

REPRESENTATION AND COMMUNICATION IN
ARCHITECTURAL MEDIA

3.1 Representation in Architectural Communication

Through technological developments and socio-economic transformations towards
the end of 20th century there seems to occur a radical change in the society by means
of communication. Mass media and consumer culture are two inevitable
consequences of these transformations in the society. The power of image increased
as the advertisement gained importance in this period. The promoted consumption
through this image-based cultural shift became an unavoidable concept in the

architectural milieu, too.

Until the advent of photography, and earlier of lithography, the audience
of architecture was the user. With photography, the illustrated magazine
and tourism, architecture’s reception began to occur also through an
additional social form: consumption. With the enormous amplification of
the audience, the relation to the building changed radically. The audience
(the tourist in front of a building, the reader of a journal, the viewer of an
exhibition or a newspaper advertisement, and even the client who is often
all of the above) increasingly became the user, the one who gave
meaning to the work. In turn, the work itself changed.?”’

The increasing importance of the image in architectural media is closely related with
the technological developments in photography and printing process. Media uses the
representations in order to stress the popular and promote the consumption. These

representations, constituted by the advanced capitalist patterns of production and

37 Beatriz Colomina. “Arcitectureproduction”, This is not Architecture, London, Routledge, (2002),
pg. 209.
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consumption, might gain different values than the objects within the architectural
discipline. As the advertisement is the immutable product of the consumer culture;
representations used for advertisement can be differentiated in the published media
from the frame of architecture as a building process. According to Bernard Tschumi

magazine articles largely constitute the base for architectural advertising:

The paper presentation of architecture will have the sole purpose of
triggering desire for architecture. The somehow ironical images of these
advertisements were all prepared in the context of magazine articles,
which could not be illustrated in the conventional way. After all,
architectural drawings and photographs are just paper spaces—there is no
way to “perform” real architecture in a magazine and through a drawing.
The only way is to make believe. So just as ads for architectural products
(or cigarettes and whiskey) are made to trigger desire for something
beyond the glossy illustration, these ads have the same purpose: to trigger
desire for architecture.*®

The paper presentation of architecture does not perform real architecture as Tschumi
mentioned, but in terms of communication by images or texts those paper
presentations have social responsibilities. However they are tools of advertisement
targeted to consumption, they tell something about architecture to society. Discipline
of architecture represents and introduces itself to society by media as well as real
products. Critical texts and images in media is a communication tool between

discipline of architecture and society, and in between architects also.

The so called popular criticism of architecture with its journalistic and mediatic
character exists as a specialized journalistic field in media rather than being an
integrated discipline of architecture. It targets a wide range of readers/viewers rather
than architects only. Its targeted buildings and cases are fortuitous and dominated by
the media and public interest however they do not necessarily carry the same
significance for an architectural discourse. Therefore it has a certain but limited

validity in terms of conceptualization of architecture within the mass-media. It

3% Beatriz Colomina. “Arcitectureproduction”, This is not Architecture, London, Routledge, (2002),
pg. 218.
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provokes and activates the media and society towards a better consciousness of the
built environment; also it has a certain power on specific buildings, environmental
issues and investments. But in general these are independent issues selected
according to public importance and mediatic-interest. The use of an exaggerated,
reductionist interpretive personal language and relative judgments as a method of

journalism weakens the disciplinary validity of this kind of criticism.

Media as the culture of consumer society and fashion as the form of this
culture are at the center of conceptualization activities of this attitude.
Under it architecture exists as a subject of consumption more than
anything else. In this sense it does not perform significant difference
when compared with other sub-titles in media like fashion, tourism,
automobiles, music, literature, painting etc.>’

Through architectural magazines, works of architecture are represented in several
forms (e.g. photographs, texts, drawings, models, etc.). Criticizing an architectural
product through a text is a form of representation and texts can put forward an
alternative and subjective sight. Writer criticizes the product with his/her own reality
and orient the reader through this reality. With a broader look to this issue, since
architectural magazines have their own styles according to the editorial staff and
predefined identities prevailing, the architectural magazine has a reality of its own

that comes from its identity.

Identity of a magazine is first constituted by the publishing company and the editorial
staff gathered by this company. So that; reader may identify the magazine between
others and choose it in order to read. Experience and knowledge gained through the
publication life and these whether strengthen or change the identity of the magazine.

Abdi Giizer defines experience and knowledge in modern tradition as:

Criticism, in general, establishes forms of knowledge through which
experience is rediscovered. In the so called “modern” tradition of

3% C.Abdi Giizer. The Limits of Architectural Criticism: Architecture as a Process of Representation,
Commodification and Legitimization, PhD. Thesis, Ankara. (1994), pg. 118.
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criticism (including architectural criticism) there is a particular sense of
gap between experience and knowledge; where the rediscovery of
“experience” is the result of a reorganization of categories and
relationships. Knowledge therefore, presents a “later version”,

“transformed form” derived from experience with a suspended
40

emergence.
This knowledge, ‘transformed form’ of experience, can be derived from physical
experience of an architectural product or from a publication targeted architecture. In

publications those experiences are gained by the verbal or visual representations.

3.1.1 Representation and Architectural Media

In terms of mediatic communication representation is a tool for sharing information
and knowledge. The representation, from the beginning of its existence, is a second
hand product; becomes alienated from its original. There is a producer of this
representation, and s/he orients representation and the receiver towards his/her point
of view. So, representation process has three subjects affect each other and affected

by one and another: original, producer and representation.

The words ‘representation’ and ‘representationalism’ obviously and
literally contain the term ‘present’; and they thus also presuppose the
presence of something as well as the presence of someone by whom and
to whom representation is made.*'

Representation of a product can vary in terms of the receiver also. Perception of a
person can differentiate according to the experience and knowledge of this person. In
the context of architecture this differentiation can be made as people who are related

with architectural discipline and others.

40 C.Abdi Giizer. The Limits of Architectural Criticism: Architecture as a Process of Representation,
Commodification and Legitimization, PhD. Thesis, Ankara. (1994), pg. 7.

*! David Summers. “Representation”, From Critical Terms for Art History , The University of
Chicago Press, Chicago & London, 1996, pg. 3.
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Architects have variable perceptions according to their position in the discipline of
architecture, like a professional, a student or a member of academic staff. Because of
the knowledge gained from the individual experiences, perceiving the representation

of a product forms miscellaneous mental images in their minds.

People who are foreigners for architectural discipline have characteristic perceptions
and mental images in their minds also. They perceive and interpret those
representations of architecture variably according to their experience and interest

about architecture.

Representation is often linked to resemblance and to the more general
question of imitation; but, even more importantly, the question of
pictorial representation has also always been entangled with
philosophical representationalism — according to Webster ‘the doctrine
that the immediate object of knowledge is an idea in the mind distinct
from the external object which is the occasion of perception.’ In the long
western discussion of artistic representation there are typically three
factors: a thing, its actual image, and a mental image. This third term, in
being called an ‘image’ at all, is likened to a work of art made by the
mind, and has a special status; it is itself a representation that is always
interposed between anything and its actual image; and it is, moreover,
spoken of as if providing the model or ‘intention’ for the actual image.**

When three factors of representation in terms of architectural media are considered
the thing, its actual image and its mental image have a complicated relationship.
Because the original product is a building which shall be experienced physically and
any representation can imitate this effect. The actual image that can be a tool for
media in magazine case and the mental image that appears from experiencing the
actual image are especially significant for communication through architectural
magazines. As the audience did not experience the original product, the mental
image of the original product through actual image is strongly based upon the
producer of the actual image. The audience perceives the product from the point of
view of the producer of the representation. Beatriz Colomina uses the word

reproduction to explore the architectural products’ representation in publications,

42 See ibid. Pg. 3.
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and she mentions reproduction and its relationship with the producer in her article

Architectureproduction:

The craftsman, the storyteller, is the subject implicit in dictionary
definition of reproduction. The craftsman’s universe is that of the
identification of the object with the world. The object carries the traces of
its maker: the clay vessel betrays the fingerprints of the potter, just as the
story reveals the traces of the narrator. This continuity between man and
object belongs to a classical notion of the artifact. With industry, mass
production, and reproduction, this relationship is reversed. The product
(the ‘original’) and its reproduction (the ‘copy’) are confused with each
other. The relations between maker and object, object and user (or
viewer), are now those of producer, product and consumer (or audience),
determined by their respective position in the continuous process of
production. The importance of the process increases at the expense of the
individual product and its ‘authority as thing’ (once the repository of all
communicative value), and of the author as transcendent self and bearer
of meaning.*’

Architectural work can be represented in a magazine in a way that is reproduced by
the author from his/her subjective view. So there is a difference between the real
product and the image evoked in the mind of observer. This difference bounds to the
magazine’s own way of dealing with architecture as well as the author’s. Also the
observer’s way of understanding and interpreting the representation of the
architectural product may be multi-directional. These differences are consequences

of the communication through all mediums.

3.2 Position of Magazine Covers in Architectural Communication

Communicating and expressing one’s self is an unavoidable fact in the society.
Media is a tool for reaching large amounts of people with the developing technology.
Moreover, it has a critical position in constructing and directing the visual taste of the
society. Architecture, as a discipline directly related with the visual culture, has its

own way of expressing itself. Expression of architecture in media is an active subject

43 Beatriz Colomina. “Arcitectureproduction”, This is not Architecture, London, Routledge, (2002),
pp. 208-209.
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that includes many variables with many subdivisions. As a matter of fact it cannot be
separated from cultural formation or technological improvements taking place in the

society.

Architectural media has responsibilities in constructing the contemporary condition
of architecture. These responsibilities include establishing relations with the society
and the architectural platform and constituting communication between the
specialists. The former is closely related with the popular culture and technological
developments to accomplish popular taste. On the other hand, the communicative
quality in the discipline is a more complex situation, which closely bounded the
recent condition of the architectural milieu. In relation to this function of media in

architecture Beatriz Colomina states that:

The history of architectural media is much more than a footnote to the
history of architecture. The journals and now the galleries help to
determine that history. They invent ‘movements’ create ‘tendencies’, and
launch international figures, promoting architects from the limbo of the
unknown, of building, to the rank of historical events, to the canon of
history.*

At first; the initial task of an architectural publication constitutes a bridge between
architecture and society. Also architecture utilizes publication as a representation tool
of itself in order to contact with its user, observer, and consumer. So, architectural
publications are meeting milieus for both architecture and the society. Architectural
magazines are widespread communication tools that reach the highest number of
people among other architectural publications. With their various attitudes towards
criticism, expression of this and their diverse visual characteristics, they can be

considered separately between other communication tools.

To win contemporary fame and a place in history, architects and
architecture have to make it through a highly biased, highly self

4 Beatriz Colomina. “Introduction: On Architecture, Production and Reproduction”,

Architectureproduction, Princeton Architectural Press, New York, (1988), pg. 23.
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referential publication system: typically, works first appear in magazines,
and then progress through the equally self-determining world of
architectural book publishing.*’

As Kester Rattenbury explains above, the significance of “being published” targets
the thought of “being popular” in contemporary media. Therefore the architectural
magazines are unavoidable tools for “being published” in recent conditions. Beatriz
Colomina explains the position of architectural professional journals towards recent

art market popularity and she emphasizes their critical change as follows:

The traditional channel for the cultural diffusion of architecture has been,
and will still be for a while, the professional journals, which, unlike the
art magazines, have no connection with the gallery system. As
architecture enters the world of the art market, of shows and sales and
published criticism, those involved in its production, publicization, and
diffusion must critically address its changed cultural meaning.*®

Architectural magazines are very significant within the architectural media in
architecture’s reflecting itself to the society and the participants. While books or
exhibitions target to a very limited number of audiences, architectural magazines
have possibility to reach larger number of people. That’s why the advertising system
can be better recognized through the magazines. Yet, during the mystifying
publicizing process, architecture can loose the merits belong to the discipline. Kester

Rattenbury explains this process as:

At all levels, the media have a loaded system of values, tending to cut out
some issues and promote others — from the political to the personal. And
the reasons for doing this, though often fairly well understood inside the
media, at whichever scale, are simply not obvious or easily available to
the audience, and the apparent informality and reactive way in which the

45 Kester Rattenbury. “The Reporting of Architectural”, This is not Architecture, London, Routledge,
(2002), pg. 125.

4 Beatriz Colomina. “Introduction: On Architecture, Production and Reproduction”,

Architectureproduction, Princeton Architectural Press, New York, (1988), pg. 17.
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media work masks what are actually powerfully, naturally biased
tendencies.*’

3.2.1 Magazine Cover Design

Magazine design, whether it is an architectural magazine or not, is a subject of
graphic communication. With the interior of the magazine, cover has an important
role in constructing the magazine’s identity. In his book “Graphic Communications
Today”, Theodore E. Conover suggests some properties of magazine cover in order

to achieve its task in terms of a communication as follows:

A good front cover should accomplish four things. It should identify the
magazine in a way that sets it apart from the others. It should attract
attention, especially from the target audience. It should get the reader
inside, and it should set the tone and mood of the magazine. In addition,
in instances where the magazine is sold in stores and newsstands, it plays
an important role in the selling process.

Some data should be automatic with each cover. In addition to the logo,
the date of issue, volume, and number should appear-especially if the
magazine the type that will be filed and indexed for future reference. The
price, if the magazine is sold, should be included. This seems self-
evident, but it is surprising how many small magazines fail to include this
pertinent information on their covers.*®

In the second paragraph, there are Conover’s designations about the items a
magazine cover should include in its descriptive value. But as well as those
descriptive properties, a magazine cover shall transmit some messages about the

identity of the magazine to the readers.

Many individuals rely on magazines for the latest news and
entertainment. Often, individuals choose a magazine based not only on
its reputation but on the several blurbs adorning the front cover. These

47 Kester Rattenbury. “Naturally Biased: Architecture in the UK National Press”, This is not

Architecture, London, Routledge, (2002), pg. 215.

*® Theodore E. Conover. “Inside and Outside The Magazine”, Graphic Communications Today,
University of Nevada, Reno, (1985), pg. 220.

38



blurbs provide a glimpse of the entire magazine’s content and will
determine if the magazine makes it into the hands of the consumer or is
simply left on the shelf. Through a publication’s cover blurbs and
images, the magazine hopes to make a connection with its audience,
inviting the reader to take a look inside.*’

According to Rhajon Colson-Smith, magazine covers are frames as mental shortcuts
that process information inside the magazine. And this process is the most quick and
affective way of marketing the messages of the magazine. The image, the cover line
and the items written on the cover inform the reader/viewer messages about the

content.

This information process provides communication between reader and the magazine.
Magazine expresses its messages through this frame; on the other hand, reader
gathers information and begins to reform his/her knowledge on the field of the
magazine through this experience. So there is a mutual relationship between the

magazine and reader in terms of communication (Barthes’ informational level).

A magazine cover has a very critical position in terms of promoting magazine’s
identity in media. It should have some characteristics those are special and referential
to its identity and quality, so that it can catch a potential reader’s attention and

money in a very limited time. Rhajon Colson-Smith explores this process as follows:

A magazine cover is of utmost importance to a publication vying for the
billions of consumer dollars available at the newsstand. It serves as the
window to the magazine and must capture a potential reader’s attention
and money in a mere matter of seconds. This means images and cover
lines must be constructed in a way that they are well displayed as well as
well written. If not, the competition positioned right next to the magazine
on the newsstand will win the audience’s attention. The cover’s creators
must grab the audience’s attention but also must reinvented the cover
each month to appear different yet the same, conveying to the potential

49 Rhajon N. Colson-Smith. “Introduction”, Look Younger, Lose 10 Pounds, and Influence Your
Audience: A Content Analysis of Popular Men’s and Women’s Magazine Cover Blurbs and the
Messages They Project to Their Readers, M.A. Thesis in Professional Communication, East
Tennessee State University, Tennessee, U.S., (2005), pg. 7.
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reader that this is a magazine always evolving and reliably addressing
current topics.””

3.2.2 Architectural Magazine Covers

Architectural magazines have an important function in introducing architecture to the
society and the first scene that they come together is the cover of the magazine. The
images and the texts on the cover are display tools for the magazine. Since the name
of the magazine can be heard before or can evoke something attractive for someone

strange to architecture, the name of the magazine can be a display tool, too.

An architect’s perception of an architectural magazine is different from a stranger of
architecture. Firstly s/he probably knows the name and the vision of the magazine
earlier. So the first glance of the cover as an image comes after the individually
predefined knowledge about it. But an image or something written on the cover give
information about that issue and attract in order to buy and read the magazine.
Secondly, the architect sees and interprets the architectural products through the
magazine’s content. S/he may have chance to see a building that may hardly be
visited for him/her. An article can broaden or transform his/her knowledge about that
subject. An advertisement can serve to learn about a material and the production
firms. A publication presentation or references of an article can orient him/her in a
research. S/he can get inspiration from an image or a phrase for a project. Shortly, an
architectural magazine broadens an architect’s individual and professional

knowledge and experience.

There are basic architectural magazines of Turkey below (Figure 4-5):
Arredamento Dekorasyon-Mimarlik, Mimarlik, Mimar-Arkitekt, Tasaruim, XXI, Yapt,
M.E.T.U. Journal of the Faculty of Architecture, TOL, Mimar, Mimar.ist, Portfolyo.

30 See ibid. Pp. 20-21.
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Figure 4:

Yapi Cover 278 (www.yem.net)

Mimarlik Cover 311 (www.mimarlarodasi.org.tr)

Tasarim Cover 140 (www.tasarimbookshop.com)

Arredamento/Mimarlik Cover 100+91 (www.boyut.com.tr)
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mMIMar

PORTFOLYO

Figure 5: TOL Cover Spring-Summer 2003 (www.toldergi.com)
Mimar.ist Cover Spring 2001(www.mimarist.org.tr)
Portfolyo Cover (www.dexigner.com)

XXI Cover 46 (www.dexigner.com)
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3.3 Image-Format-Text in Architectural Magazine Covers.

This study suggests that inside the identity of the magazine the cover has an
important role of being a frame that opens towards the society. Through magazine
covers there is not only the advertisement of the magazine and its identity but also a
kind of emission of an architectural idea or discourse through the society. There are
three main issues of being a frame in a magazine cover; format, image and text. They

both constitute the package of the magazine in very rough definition.

Images are important in terms of their ability of introducing the theme of the volume
of that magazine. Moreover, the degree of abstractness of the cover image also gives
clues about the identity of the magazine. In Arredamento, nearly 20 years it may be
observed that there’s the utilization of an abstract object that is indirectly related with
the theme of the volume. On the other hand, Yap:and Tasarim use a full or partial
building image that is foremost mentioned and examined inside the magazine. Detail,
also illustrates a drawing, mostly a detailed shop drawing in the front cover that puts
forward the magazines’ main issue that is dealt with. Therefore, as seen from the
previous samples, images on the magazine covers are very important for the way of
communication with the reader. They somehow utilize the reader’s memory by
dealing with a specific type of image that makes him/her remember and feel intimate
with that magazine. Thus, images construct visual bridges with the reader that they

are used to see.

Though there is little role texts play in the front cover of a magazine, it may be said
that they are the only means that give direct clues about the theme, the information
inside and the buildings examined. There is also a differentiation between magazines
in the utilization of the texts. In XX7 for instance, there barely existed a text in the
front cover, whereas in Arredamento there are titles of the issues or the names of the
architects dealt in that volume of the magazine. Either absence or existence of a text
including a name or title, its color, even the font; are all choices given beginning

from the first volume that adds to the identity of the magazine.
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By format the size, the tactility of the pages and the color of the magazine is implied.
There is also a differentiation among architectural magazines, especially within the
size of the magazine. For instance, Yap: used to have a square form for the whole
magazine till 2002 that let the reader get used to as an element of identity bearing.
When it changed in the 2002, it has been discussed as an issue among architectural

platforms, whether Yapr is in a phase of editorial transformation.

In terms of messages transmitted through images on the covers, Arredamento case
will be investigated in the next chapter, but other examples from Turkey may be

explored here briefly:

Magazines, like Yapi, Portfolyo or Mimar-Ist uses denoted character of both images
and texts. Texts participate the denotation of images and also they use the anchoring
function of linguistic message to transmit a coded iconic message, which is “we will
find those topics and those buildings in the magazine”. The connoted character of
those covers appears at this point. The design of the cover is prepared considering
that the readers will be related with the architectural discipline. The photographs of
buildings and the captions are selected according to the general aesthetical and
professional taste of architects in Turkey. This means that the probable lexicons
those will occur in readers’ mind are considered and the design attitude of those

magazines is constituted in this way.

On the other hand, magazines like TOL, old issues of XX7 or (sometimes) Mimarlik
uses more abstract images in cover design. This attitude may not be investigated
according to Barthes’ photographic image exploration, but in terms of image we can
talk about cultural connotation and text-image relationship. Like previous examples,
TOL, XXI and Mimarlik also suggest an image that is aesthetically tasteful for
architects and insert captions those will strengthen the attractiveness. Whereas, both
examples have characteristics of informational level, in terms of Barthes’ three

messages.
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Thus, it may be said that the design of the cover is enhanced as a direct reflection of
the identity of the magazine; that the editorial board tries to constitute and represent
to the reader. What’s more, the design of the cover may be regarded as an issue of

differentiation amongst other magazines.

3.4 Analytical Characteristics of Architectural Magazine Covers

The tools of cover design, image, text and format, constitute the style of the
magazine cover that assign the position of that magazine in architectural media. This
style is predefined by the editorial staff and has some analytical characteristics in
terms of the message transmitted to readers. The analytical characteristics those will
be explored in this part are: informative/descriptive, signification focused and market

focused.

Firstly, covers, which have informative/descriptive characteristics, use the tools of
the cover design in order to inform and describe the content of the magazine. The
image and the text are in a mutual relation that defines the main focus of that issue.
Considering this mutual relationship, when a magazine has informative /descriptive
character, the image and the text share equally the role of introducing the content.
The text-image relationship is identical in this characteristic of cover and, as previous
part explored for some examples, they share the role of denotation. Mostly
representations of buildings those are introduced in that issue become the image on
the magazine cover. Those representations can be a photograph, drawing, model or
CAD graphic of that building. This image strengthens the informative/descriptive
character. Also the text as the representation of the content in a literal form is
organized according to the hierarchy of issues in the magazine content. The
arrangement, font or size of the text can become an image on the cover on purpose to

gain attention on that subject.

In Mimar.ist cover design informative/descriptive character is superior. It introduces
more than one building representation on the cover and the content of the issue is

directly exposed to the reader through texts. By this attitude which uses more than
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one representation Mimar.ist cover has the aim of informing the reader about its
content mainly. In addition to that, the arrangement of these images and the texts as

the components of the cover constitutes the style of cover design.

Yapi is another example of this category. It uses a representation of a building as the
image. Also the content of the magazine, like Mimar.ist, is introduced on top of this
image with the logo of the magazine. Different from Mimar.ist Yapi has an
arrangement of those components as two separate parts horizontally. The upper part
is composed of text and logo, informing the issue and the magazine itself, and the

lower part remained for the image.

Second, signification focused character of covers make the reader to face with a less
direct communicative path that is proposed by the cover. The image is chosen
specially to affect the reader through a representation. Images on covers might be
used in terms of their thematic harmony with the issue, or emphasize being the latest
issue, or only emphasize being different from other issues. In other words
representative quality of the cover appears as important as the informative quality it
carries. On this purpose, non existent images created by computer; reminding

architectural images can also be used in order to satisfy the quality of representation.

In some examples covers can be designed by images having no relation with the
architectural discipline. An ordinary object might appear on the cover in terms of its
relation with theme of the issue. By the appearance on the cover the object gains a
secondary meaning which facilitates the act of representation for the reader. As
Arredamento Mimarlik is an important example of this attitude, this thematic attitude

will be handled elaborately in the following part.

Independent from this thematic representation the cover might include messages that
inform the newness of that issue. Whether the design of the magazine doesn’t
change, the image that is free from the theme or discipline is different from the
previous issues. When it is seen in the newsstand, the reader will realize that the new

issue of the magazine has published. Mimarlik, the magazine of Chamber of
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Architects, in its latest issues uses abstract images to signify the newness of that
issue. Also color can be a vital input in differentiating the issue between others.
METU Journal of the Faculty of Architecture or TOL use color in this kind of

differentiation.

Lastly, some magazines canhave more popular characteristics than other
architectural magazines. Those magazines mostly focus on the issues of interior
design and industrial design. Advertisements, product and designer presentations
constitute the content of the magazine. A magazine cover that is heavily market
focused has high paper and print quality with glossy and shiny images those attracts

the reader.

Such covers of magazines are not so different from the content of the magazine.
They are also used for advertisements. The texts at the cover of these magazines
basically are comprised of slogans that reinforce the mentioned market focus. Other
than texts, images play a major role in the cover of these magazines. As the cover
image, mostly there is the utilization of a brand new designer’s interior photo in these
interior decoration focused magazines. In some cases, there is the utilization of a
popular name — that is mostly out of the architectural profession - in the society for
the cover image, that we may find the interior design of his/her living space inside
the magazine, for instance, popular singer Sezen Aksu’s house in Kanlica. This
attitude, mostly criticized by some professionals, is basically the result of this
advertisement mood of the market focused design of the magazine, that we see the
mere consuming of the popularity to sell the magazine. In fact, it may be asserted this
advertisement mood achieves its goal, by selling the magazine to the non
professional people that they attract to the magazine by the help of a popular name.
On the other hand beyond popularity, in some cases, we observe the direct utilization
of a product in the cover page that is advertised inside the magazine. Moreover, as it
may be expected, these market focused magazines include, a great number of pages

of advertisements that sometimes disturb the reader.
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An illustration of these characteristics may be useful in clarifying them in mind. In
the following diagram, there are examples of magazine covers from Turkey to
demonstrate the related characteristic. But this diagram should not be read as a strict
distribution of magazine covers, also magazines, under given titles. Rather than that,
the covers were selected and illustrated for exemplifying those titles not for

classifying them under these titles.
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Figure 6: Illustration of analytical characteristics of magazine covers.
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CHAPTER 4

A CASE STUDY ON ARREDAMENTO-MIMARLIK COVERS

Arredamento Dekorasyon began publishing with the Italian imprint Fabbri in 1989.
There had been Arredamento Decoration in Italy that was published simultaneously
with Arredamento Mimarlik in Turkey. Biilent Oziikan has been the owner and editor
in chief of Boyut Yayin Grubu, which was the publisher of Arredamento Mimarlik.
Until the beginning of 1994 Omer Madra was the managing editor and Ugur Tanyeli
was a member of editorial committee, since that time Ugur Tanyeli has been the

managing editor.

When Arredamento began publishing there were a few magazines which focus on
architecture and design. With the themes that were discussed and itsidentity,
magazine brought a new viewpointthorough media of the disciplines architecture
and design. The cover design of Arredamento was very critical in this definition of
magazine’s identity. The graphic designer of the covers was Biilent Erkmen since the

beginning of the publication.

At the beginning, magazine was published under the title of Arredamento
Dekorasyon and it had an aim of investigating topics from every field of design, not
only architecture. In time, this wide field of investigation began to focus on
architecture. It became the most critical publication in architectural media and people
related with architecture (professionals, academicians and students) distinguished
Arredamento as a specific source related to architectural news and criticism. This

change of focus of the magazine and in Biilent Oziikan’s words “synthesis reached
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1 concluded with a redefinition of magazines name:

from content of the magazine
Arredamento Mimarlik. This was happened at Roland 100. issue and from that time
Arredamento was called Arredamento Mimarlik-Magazine of Design Culture as

defined by editorial staff and as written on the cover.

4.1 Cover Design of Arredamento

Arredamento is a magazine that is recognized with its cover at first glance. As
mentioned above, Biilent Erkmen is the designer of covers of Arredamento. He is
both a professional graphic artist and an academician in his field. Because of these,
an interview was made with him, in his own office, in 21.10.2006; and he was

questioned about the representation character of Arredamento covers.

In terms of cover design and image characteristics, Biilent Erkmen has never used
direct representations of architectural products. The image on the cover has always
been a metaphoric representation in a steady degree of abstraction of the theme of
that issue. He thinks that a direct presentation of something or narration of a thought
through graphic design are techniques which would be better to avoid. That’s why he
uses metaphoric representations in his works and he orients his students in this
direction. Actually, since this design attitude is reflected to covers of Arredamento,
this magazine was selected in this thesis to be studied elaborately in terms of image

problem in architectural media.

The evolution of Arredamento magazine covers in time is striking, because in every
period a different level of signification process can be observed. Especially the recent
period of the magazine opens an exclusive field for researching the interrelation
between the Barthes’ image consideration and architectural representation in

communication.

> Biilent Oziikan, “Introduction”, BoyutKitaplar1 Arredamento Mimarlik100+50, Boyut Yayin

Grubu, Istanbul, (2002).
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Beside all these metaphorical investigation, there is an unavoidable, solid truth that
Arredamento has a consistent cover layout through this 17 years publication. With its
size, with the placement and font of texts and also with the placement and emphasize
on the image, the format of the magazine has always been consistent. The
interpretation of the content, representation character of image, sometimes the
background color or the title itself, had some little modifications, but with its general
layout in the newsstand Arredamento has always been recognized between other
magazines. This characteristic of Arredamento also makes the focus of this study,
since there is nothing but image has evolved in time, and this makes Arredamento
proper research field for such an investigation on the signification quality of

magazine cover image.

4.2 Periods

As Ugur Tanyeli and Biilent Erkmen mentioned®?, there are periods pertaining to
varying policies in publication history of Arredamento. Those periods are valid for
both the magazine itself and the cover design. Actually, the periods of cover design
is dependent on the periods of magazine. Through those periods primarily the focus
of the magazine has changed. At the beginning the magazine focused general design
problem, from industrial design to interior design, from graphic design to
architecture, Arredamento Dekorasyon mentioned a wide range of visual arts. In the
following period Profile part of the magazine is expressed both on the cover and
inside magazine, in Biilent Erkmen’s words this period was “self-consideration of the
architect”. At last, the recent period, File/Concept, has begun with 104" issue. In this
period the extreme abstractness of the covers have been designed, and the dominance
of Profile in the general position of the ended, File and Concept began to be

expressed. Ugur Tanyeli explores this transition period as follows:

Covers transform as the magazine passes another period. In first period
cover is somehow a collage from the content of the magazine. In the
following period, there are covers those focused the Profile part of the

2 Ugur Tanyeli, Biilent Erkmen, Interview,istanbul, 21.10.2006; author’s translation.
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content, as it was emphasized inside the magazine; because, at those
times, both in Turkey and in the world there was a tendency to
understand architecture through individuals. Even there was a conscious
struggle of creating stars, because, we were trying to consider
architecture from a country where the identity of the architect has been
neglected for a long time. There was a general tendency of recognizing
the building only without its creator and Arredamento was against this
tendency, that’s why the Profile part was emphasized. In time this
tendency began to weaken, and we began to assemble cover through the
problem, File and Concept became current issues.>

In this study those periods of Arredamento is taken as a base for investigation of the
cover design problem of the magazine, since every transition between those periods
can be considered as thresholds for cover design of the magazine. In each period the
image is reconsidered, and the merits of the image, how it can be used to transmit a
message, at what level of abstraction of image would be better not to be used, how
text-image relationship evolved, oriented the cover design. Here, it is going to be

dealt with the image problem of the cover design according to those thresholds.

4.2.1 Collage of the Theme

Figure 7: Issues 009, 008, 001.

53 Ugur Tanyeli, 15th question, Interview, Istanbul, 21.10.2006; author’s translation.
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At the beginning of its publication, Arredamento experienced a seeking process to
find its position in Turkish media. There was an obvious influence of Italian imprint
Fabbri on both the content of the magazine and the objects those are used for the
collage of cover image. But the design of the cover was original and Biilent Erkmen

tells his point of view to this design problem at the beginning as follows:

In the first meeting of the magazine with Omer Madra, I told him that, if
this will be a magazine that focuses on design culture, everything in that
magazine must automatically bear the merit of design.’*

Because of having a cover designer from discipline of graphic design, Arredamento
can be evaluated with its successful covers. Covers have been appreciated in the
general design of the magazine according to their position in defining the identity of

the magazine.

Whereas, in the collage period covers could not achieve its well-known identity yet.
They were designed according to a taste of graphic design, but the informational
character of covers was obvious in this period. Images were selected from subjects of
content, their denoted character was used. There were no metaphorical reference; the
content of the magazine can be read from the cover image. Texts, which give a brief
table of contents also in recent issues, accompanies image as a participant in this
denotation. On the other hand, as magazine cover is a mediatic and communicative
tool, a level of connotation can be observed. Connotation procedures are applied to
those covers in order to achieve a level of aestheticism, to give the message of being
a magazine that targets designers. In terms of Barthes’ three messages of advertising
images, coded iconic message is achieved by the help of anchoring function of
linguistic message. The photographs of objects, places or designers, orthographic
representations of projects both signify that this magazine deals with visual arts.
Captions which are written on the left side of the cover control perception of the

coded iconic message in terms of referring knowledge of design environment.

>4 Biilent Erkmen, 5th question, Interview, Istanbul, 21.10.2006; author’s translation.
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When the image is considered as a whole, connoted messages at different levels
appear. First, this image is a design of graphical designer and he uses collage
technique in order to identify this issue from others. Second, representations, those
are used for collage, refer to a specific terminology (lexicon) of visual arts; this
requires an ordinary level of design knowledge. Third, the plurality and diversity of
images in the collage signify variety of subjects of the content and the magazine
itself. Lastly, from a distant reading, objects those are considered ordinary pieces in
our lifetime, are subjects of visual arts, design is a field that we can confront with in
every part of our experiences. Designer’s message, as he mentioned in the previous

quotation, was to express that this magazine tackles with design culture.

From the beginning of 1989 to the second half of 1990, Arredamento tried to express
its position in design environment of Turkey, through both covers and the content.
As a new born magazine, it posited itself as a design culture magazine and from a
mediatic or marketing point of view, roughly, represents this position through such a

frame, cover.

4.2.2 Profile
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Figure 8: Issues 091, 076, 042.

The most criticized and discussed covers of Arredamento were published in the

emphasis of the Profile period, since in this period through covers the magazine was
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critically dealing with personalities from certain design environments. In this period,
covers began to express Profile part of the content. As quoted from Ugur Tanyeli
above, the identity of the designer had being neglected atthose times, and
Arredamento had a tendency to break this negligence. So, both to inform society
about designers and to criticize their works, Arredamento explored almost every
designer who oriented contemporary design culture. This message, which is
transmitted through the cover and the magazine itself, is the most significant

connotation.

The transition from the collage period to profile period is not so strict that, some
series can be considered through this transition. At first times the cover was designed
according to this expression of profile by using the collage technique. The collage
was applied by a photograph of the profile subject and his/her works, also a personal

interpretation of the cover designer could be read from those covers.

After this series Biilent Erkmen used head and hands of the subject in order to
express a characteristic of that subject, or only modify the given photograph by
cropping, blurring or deforming its shape. But through all these approaches Biilent
Erkmen was trying to criticize the given subject and emphasize this criticism. From
this criticism on the cover we can understand the identity of critical approach to
several subjects and especially the profile subject of the magazine. So, it can be
understood that this magazine has a position in media; it is not only a tool of

informing readers about current issues.

There are some significant covers; those emphasize a self consideration of the
subject. James Stirling issue (Figure 9) is a good example for this self consideration.
There is a photograph and a sketch of him in relation with each other, where Stirling
looks at sketch of him with a hand on top of his own head. This scene seems like an
evaluation of Stirling about his own life and works. Death of him was the reason of
bringing him front at that time; this consideration and this evaluation of Stirling
himself signified the issue’s evaluation in memory of him. The Mies van der Rohe

issue (Figure 9) is another significant example of this self-consideration. He draws
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himself in this cover, just like thinking about his life. All these covers of self
considering architects signify a thought of architect’s representing himself through
his works. With a higher level of reading, this may signify that, since cover is also a
representation, this act of self representation of architect is represented in the
magazine. Those significations transmit, whether planned by the producer or not,
connoted messages to the reader. The latter signification can be read only from those

self considering covers, when the subject contacts himself on the image.
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Figure 9: Issues 40, 44.

The denoted messages those are transmitted from profile based covers are similar to
collage covers. With the captions on the left side, those covers are telling that this
issue focuseson that designer (text is accompanying image by participating

denotation).

Whereas, covers of portraits only, without collage, transmit Erkmen’s personal point
of view to the subject, as another connoted message. Here the connotation

procedures can be mentioned, because he modifies image in order to transmit this
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personal message. In order to explore this connoted message, Ragip Bulu¢ and Merih
Karaaslan (Figure 10) issues have the most critical covers. First of all, Erkmen used
black and white for cover’s components other than the photographic image (title,
captions, background) only in those issues. The reason of this unaccustomed attitude
is the consideration of Erkmen’s about those two architects. In Rafip Bulug’s case,
we can read his objection to subject him as a profile only from the monochrome
representation. But according to his and Ugur Tanyeli’s explanation, this image was
upside down in Erkmen’s first proposal. In that case Ragip Bulu¢ was hanged with
his tie and this was discussed as it is too sharp for a magazine cover. So, the strength
of Erkmen’s objection was softened and we can receive the personal connoted
message from him by the monochrome design of the cover. Merih Karaaslan cover
has more obvious messages, how Erkmen did not even to try assessing Merih
Karaaslan on the cover. He used the photographs, which were sent from
Arredamento’s editorial board in order to prepare the cover, directly. There was no
attempt of interpreting those images; he did not even try to modify them according to
general monochrome layout of the cover. Those critics of Biilent Erkmen, through a
broader consideration, strongly emphasize the critical position of Arredamento in

Turkish architectural media.
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Figure 10: Issues 65, 46.
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According to Roland Barthes’ Photographic Image investigation, profile period
covers, as mentioned above, denoted message of image signify directly the subject of
that issue with the participation of the text. When connoted messages are considered,
the signification of magazine’s position and aestheticized graphical images with
accompaniment of Biilent Erkmen’s interpretations, through connotation procedures,
can be attained. Besides, coded iconic messages were transmitted through modified
profile images, in accompaniment with anchoring function of linguistic message. The
name of the profile subject is written in captions part of the cover and this directs our
perception as we are informed that this issue will explore that person and his works
in profile part. As second message of connotation, application of connotation
procedures ensure thought of magazine’s critical position towards subjects. For
instance, Ersen Giirsel’s deriving him from himself signifies production of his works
from his Mediterranean position (Figure 11); or sparkling eyes of Charles Moore
signify his productive vise (Figure 11). Third message is, the signification of
Arredamento’s personality based approach to design problem at that period.
Magazine was trying to emphasize the role of designer of products. Fourth message
is more indirect than others and signify that the ordinary portrait photographs, by
modifying them, can achieve a meaning other than representing the subject
informally. This informs the reader about design problem which can use ordinary

objects in order to obtain the end product.
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Figure 11: Issues 55, 58.
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This period ended with Alvaro Siza’s two dimensional representation at 101%" issue,

March 1998. Editorial board of Arredamento decided that the designer focused

approach lost its significance. Another important transformation occurred at that

issue; the title of magazine changed, Arredamento Dekorasyon replaced with

Arredamento Mimarlik-Magazine of Design Culture. This replacement was applied

considering last issues; because of dealing with architecture rather than other visual

arts. But the additional title- Magazine of Design Culture — signifies that

Arredamento would not underestimate other fields of design.
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4.2.3 File/Concept
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Figure 12: Issues 169, 149, 144.

By File/Concept based covers Arredamento reinforced its critical position towards
architecture. From 101" issue until now, file and concept parts of the content was
emphasized on the cover with an extraordinary interpretation. There is an opposition
here at first glance, where the redefinition of magazine’s title to architecture was a
spontaneous action with the object oriented covers. Whereas, this opposition was a

conscious act; and it comes from the indirect expression style of Biilent Erkmen.

I always advice my students not use direct references from their life in
order to try representing the subject. Instead, as I have been doing in
Arredamento covers, represent something by making think of that subject
through a metaphorical approach.>

Biilent Erkmen mentions his way of designing those metaphorical covers in the
quotation above. In every cover of Arredamento the subject of the issue is
represented by indirect signification, since 1998. The publication can not be
recognized as an architectural magazine, unless there are explanatory captions or the
well-known title. In this way of reading, the anchoring function of linguistic message

can be considered; in other words text controls the perception of the image. There is

53 Biilent Erkmen, 4th question, Interview, Istanbul, 2006.
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an image on the cover which is free from discipline of architecture. But, since the
caption expresses the subject of the issue, a relation between the objects and
architecture occurs in mind. The identity of the magazine and the unaccustomed
signification of covers also corporate linguistic message of captions and title in

signifying the architectural subject of the issue.

On the other hand, there is an unaccustomed case in Arredamento covers in terms of
linguistic message’s relaying function. Barthes mentioned that relaying function can
be considered in comic strips and cartoons. Whereas, in case of Arredamento the
relaying function shows itself in two scales. First the subject of the issue and the
designed cover has a syntagm between each other and communicates the consumer
of the magazine for that issue. Beyond this monthly agreement between the magazine
and the reader Arredamento has constructed its own paths of communication through
its covers. In this process the image has been devoid of its original meaning and
gained a motivated symbolic expression for that issue. In this respect the A4 cover
becomes a stage where any object form any field can gain a specified meaning
according to the magazine and become a window of the issue that it can express itself
from the shelves. In other words the meaning of the object is redefined in this mutual
relationship. For instance, in the issue on prison design (Figure 13) there is an insect
kept under a glass. In the discourse of Arredamento these two objects are not
considered as themselves, instead they signify prison as written in the caption. At the
fist glance it is obvious that a glass and an insect are represented on the cover image.
Since it is a cover of Arredamento the viewer assumes that s/he sees is not what it
signifies. Because this process is repeated on every issue of the magazine the reader
gains a different mechanism of perception when Arredamento is taken consideration.

In this respect the magazine constructs it own language with the reader.
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Figure 12: Issues 128.

I am trying to show this object’s reality, I can not endeavor for imitating
the potato, what I am trying to tell is the potato itself. Drawing interrupts
the relationship between receiver and the object; I do not want anything
go in between them. I am trying to show objects as if they are really
there. That’s why I use the white background, objects with those
dimensions and shadows of them.

On Arredamento covers, objects are always represented by photographs, also the
dimensions of the represented objects are limited with the size of the magazine. As
Biilent Erkmen mentions above, this is a conscious act that is, by the help of shadows
and the white background, cover images of Arredamento imitate the reality. This
imitation serves as denotation which is trying to load the pure connoted message of

the photographic image which comes from the well-known identity of Arredamento.

Barthes defines photographic image as it constitutes object’s having-been-there (real

unreality) in terms of denotation. But, in the unique case of Arredamento covers,

56 Biilent Erkmen, 7th question, Interview, Istanbul, 21.10.2006; author’s translation.
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Biilent Erkmen tries to imitate reality as a coded iconic message as if you can reach
the object; you can touch and take it. Since we are dealing with an architectural
magazine, this situation transmits a connoted message as signifying how architecture
is close to our lives; we can reach and touch it. This connoted message of cover
accompanies with the magazine’s mediatic character which makes us experience

architecture and its products through representations.

Another connoted message emitted from cover modifies the scale comprehension in
architecture. Those covers signify that architecture can not be considered through
only buildings; an object, which can fit into a magazine cover, can be a subject of

architecture. Ugur Tanyeli describes this connotation as follows:

I don’t think that those object-focused covers limit the scale
comprehension in architecture. On the contrary, according to the limits of
the discipline, this situation enlightens architecture’s contemporary
expansions and the condition of architecture knowledge. In other words,
we do not and can not anymore perceive architecture as only constructed
object which functions as place of living and achieving some utilities. If
we are aware of insufficiency of early modernist discourses in exploring
architecture, there occurs a break in the case of cover design inevitably.
Actually, this is an internal and cognitive break which must be achieved
by the cover; namely the cover must make us reconsider the relationship
between us and our judgments about the discipline. The case of cover
designﬂis a suitable application field for achieving this meaningful
break.

Here, Ugur Tanyeli mentions another connoted message of covers which is a
signification of approximating the ordinary object to architecture. The relationship
between any subject and an ordinary object from our lives is as natural as the
relationship between that specific subject and architecture. For instance, there is a
well known relationship between a plant in the pot and climate; similar relationship
can be considered between climate and architecture (Figure 13). Or we can talk about

creation for both a box of eggs and planning a city (Figure 13). This situation serves

57 Ugur Tanyeli, 12th question, Interview, Istanbul, 21.10.2006; author’s translation.
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condition of architecture by inserting it into our lives. Any subject from everyday

life, from any field can be a subject of architecture, too.
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Figure 12: Issues 119, 120.

All those connoted messages which were described above, are specific for
Arredamento. As previously mentioned, a magazine cover can be considered as a
frame where the magazine reflects itself onto a printed page. Arredamento uses this
frame with the most unaccustomed way and with the highest efficiency in Turkey
examples. The position, critical identity of the magazine and being a designed

product can be received from covers.
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Figure 13: Issues 122, 140.

So, Theodore E. Conover’s four specifications of a good front cover are
accomplished in Arredamento case. First of all, ““it should identify the magazine in a
way that sets it apart from the others”; it is obvious that the almost strange covers of
Arredamento achieve thisspecification perfectly. There was a Toilet Duck
photograph on 122™ issue (Figure 13), for an architectural magazine this is a bit
strange and distant from other magazines. Second, “it should attract attention,
especially from the target audience”, since architects deal with design problem, the
representation of ordinary objects from their lives on an architectural magazine cover
attracts their attention unavoidably. Every person who has a relation with
architecture must be curious about the 140 issue of the magazine when s/he sees an
insecticide box under the caption of “Houses of Architects” (Figure 13). Third, “It
should get the reader inside”; those strange covers constitute curiosity for the reader
to the content of the magazine. Lastly, “it should set the tone and mood of the
magazine”; it will be appropriate to explore this specification by quoting from Ugur

Tanyeli:
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First of all, cover of the magazine is part of the representation problem. If
the magazine occupies a position, cover also has to gain a position. So,
according to me, covers of Arredamento express the position of the
magazine successfully: Do not buy it if you expect to find something in
the content which is what you already know. Nothing will be explained
through your present knowledge.>®

4.3 Myth of Arredamento Covers

As mentioned in the second chapter, according to Roland Barthes myth deals with
“already complete meaning” which proposes a history, and a knowledge that is based
upon this history. Since every periodical publication has its own history and readers
of that publication have knowledge which existed through that history, myth has a
significant and critical role in publication’s (also media’s in a more general view)
communication process. There may or may not be a specific aim to constitute this
myth throughout publication history; whereas Arredamento, by its producers’ efforts,

constructed its own myth consciously.

Since the cover designis a focus of this study, myth can be considered on the
semiological character of the images with accompaniment of captions on those
covers. First of all, Arredamento has a publication history of 17 years, with a well-
known identity of both its critical position in architectural media and its impressive
cover design. It is a mythical property that Arredamento covers contain messages to
illustrate its position. They have never been purely informative about the content of
the magazine; there has always been a critical message. So, because of this
signification based attitude is first reason to call the cover design of Arredamento

may be identified as myth.

On the other hand, when the periods of Arredamento covers are considered, it
becomes obvious that myth is not exists only through the critical role in the
magazine’s publication history. In the C ollage period and the Profile period the

images have references from design arts. Since Barthes cites that: “significationis

58 Ugur Tanyeli, 7th question, Interview, Istanbul, 21.10.2006; author’s translation.
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the myth itself”*° , in those periods signification occurs through connoted system in

the ideological realm of design arts.

The third period, File/Concept, which uses objects from everyday life on covers of
Arredamento, requires a more elaborate consideration of myth. Because those object
photographs are the most significant representations to achieve a semiological
investigation. Since those objects have signifiers and signifieds which can be
confronted through receiver’s ordinary lifetime, the knowledge about those objects
and their characteristics achieves meanings in receiver’s mind. So, every single
signification on those covers can be considered in the realm of myth. Of course this
signification has a conscious aim of reaching a meaning that is related with the
architectural discipline. This second order signification concludes with predefined
ideology of the magazine through signifieds of specifically Arredamento’s connoted
system. Both the literalness of pure object images in denoted system and ideological

signification in connoted system achieve myth also.

Since this attitude of signification is applied to covers through Arredamento’s
publication history, as mentioned in the relaying function of captions in connotation,
the original meaning of the ordinary object replaces with the motivated symbolic
expression for every issue. In this monthly constructed syntagm, it can be a general

inference that Arredamento constitutes its own myth.

3% Roland Barthes, “Myth Today”, Mythologies, Hill and Wang Press, London Vintage, (1993). Pg.
121.
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CHAPTER 5§

CONCLUSION

This study focused on mediatic comprehension of architecture through architectural
magazines. In the light of the three essays by Roland Barthes’ on photographic
messages of communication in media, the covers of architectural magazines were
targets of this study. Covers can be investigated as tools which are constituted by
transmitted messages from magazine to readers. The magazine meets with its readers
through its cover in the first instance, and a cover constituted by the editorial board
reflect certain decisions through magazine’s publication policy, principles and life. In
terms of being a significant part of the magazine’s communication and recognition

processes, cover has been evaluated as a target in this study.

In Photographic Message, Rhetoric of Image and Third Meaning, Barthes explores
the messages transmitted by photographs and texts those accompany photographs.
Since magazine covers are images those are composed of images and texts in a
predefined aim, Barthes’ way of dealing with photographic image would be an
appropriate method for this research. In addition to this, the concept of myth is

utilized in order to explore the ideological constitution of a magazine cover.

During analyzing covers of the Turkish architectural magazines, it was recognized
that covers of Arredamento would be appropriate for exploring signification of
magazine covers in architectural communication through Barthes’ way of dealing
with photographic message. There were attempts to explore covers of other
magazines, Yapi and Mimarlhk, while considering the cover issue byutilizing
Photographic Image of Barthes discussion as a method. Since Arredamento has a
consistent attitude of representing itself on covers by its never-changed designer

Biilent Erkmen and it is well-known in Turkish architectural media with its specific
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covers, it is selected as the case study subject of this thesis. Other magazines are also
wide spread in Turkey, but Arredamento has a specific attitude in terms of this
research’s investigation method based on Barthes’ photographic image discussion. In
case of Mimarlik, a consistent approach can not be found, because of its editorial
board which depends on Chamber of Architect’s administrative staff. Although it
also intends to transmit messages through its covers, these are not a characteristic of
the magazine. In that sense, Mimarlik uses the way that Arredamento converted the
cover as a remark of the magazine, but it does not promote itself through cover as a
disposition. Regarding the distinction between Mimarlik and Arredamento in terms
of their covers as a communicative tool, also Yap: has a different approach than these
two magazines. In case of Yapi, what is faced on the cover is an image of a building
which is subjected to current issue; this approach seems consistent. For Yapi,
consistency also achieved by the general design of the magazine in terms of
dimensions and texture. Until 2002 Yap: was in a square form and it distinguished
itself from other magazines with those dimensions which are peculiar to Yap:. But
from 2002, with a slogan of “Yap: cannot fit into square!” it was enlarged to
rectangle with a square form image on the cover. This was a thought-provoking
change in terms of promotion of Yapr; because the magazine was integrated with its
square format and administrative staffdecided to change thissignificant
characteristic of Yapi. Those characteristics of Yap: make the magazine a case for
architectural magazine the subject of covers, but not in terms of metaphorical
exposition like Arredamento. So, when Barthes’ photographic image-message
analysis is applied to Yapi, very limited messages can emerge through content-based
representations. Further researches about this subject instead of exploring one
magazine, may intend to compare several magazines on message-transmission basis.
With the direct references from the content as cover image Yap:, or with the
administrative staff oriented character of Mimarlik can be compared with highly

metaphorical covers of Arredamento in terms of Barthes’ image analysis.

In the first chapter there is an analysis diagram of Barthes’ literal investigation of
photographic image which illustrates the relationship in between types of messages

and analysis process. With accompaniment of this analysis the theoretical framework
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of Barthes’ estimation of photograph as a message was outlined. Here, where the
study is going to conclude, it is time to display the diagrammatic analysis of
Photographic Image and Rhetoric of Image according to the focus of the study, the

Arredamento case.

First diagram refers to Barthes” The Photographic Message®® essay and in the context
of Arredamento case it explores the conversion of photographic image into denoted
and connoted messages in mediatic reading (Figure 14). This process starts with the
photographic image which is sent to Biilent Erkmen, designer of the covers of
Arredamento, or chosen by him with the definition of subject of subsequent issue. At
that time the photograph is in its purest form without any modification processes
applied to it. With B. Erkmen’s personal interpretation of the subject, he uses his
professional connotation procedures to transmit his pure graphical message to
readers. Then the texts, which are the title of the magazine first and the captions from
content, participate forming the message to be transmitted through cover. Title of the
magazine comes from its predefined identity and this is already acquiesced by the
society, on the other hand captions are prepared by the editorial board of the
magazine taking into account this predefined identity. Finally those texts accompany
with B. Erkmen’s photographic image in Collage and Profile period of the
Arredamento history, by participating denotation to reach denoted messages; in
File/Concept period of the magazine, by duplicating connotation to reach the
connoted messages. Those denoted and connoted messages are both explained in the
fourth chapter of the study for each period, that’s why here they will not be
mentioned again. Whereas there is a message, which is read through the highest level
of comprehension, above all connoted and denoted messages, which signifies this

magazine is Arredamento.

0 Roland Barthes. “The Photographic Message”, The Responsibility of Forms, University of
California Press, Berkeley and Los Angeles, (1985). Original source: “Le Message Photographique”,
Communications 1, 1961.
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Figure 14: Diagram of assessing Arredamento covers according to Roland Barthes’ Photographic

Message consideration.

Through another reading of Barthes’ investigation of images, Rhetoric of Image®’,
photographic image is considered in terms of its mediatic character. Survey of
Barthes’ this literal rhetoric of image analysis is explored under the estimation of
Arredamento case in the following diagram (Figure 15). Here therelationship
between three types of messages is outlined according to the content of the message;
linguistic message, coded iconic message and non-coded iconic message. Non-coded

iconic message is derived from the denoted character of the photographic image, that

denotation is

61 Roland Barthes. “Rhetoric of Image”, The Responsibility of Forms, University of California Press,
Berkeley and Los Angeles, (1985). Original source: “Rhetoriqué De L’image”, Communications4,

1964.

defined assyntagm as a nature with the image’s objective
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characteristics. Reaching the realm of coded iconic message implies a process of
unification of image with the linguistic message. During the evolution of image to
subject of issue as main coded iconic message, there is a polarized structure of both
image’s and linguistic message’s incomings. In the case of Arredamento, denoted
message accompanies with the anchoring function of linguistic message, which is
directly refer to image. On the other hand, connoted message corporates with
relaying function of linguistic message, which requires a general syntagm—identity
of Arredamento with its periodical character. Whereas both of the messages are
constituted through those processes in order to reach the coded iconic message,

which is the subject of the issue.

DENOTATION CONNOTATION
NON-CODED SYNTAGM AS A RHETORIC OF SYSTEM AS A
ICONIC——— NATURE(——— IMAGE — DCULTURE
MESSAGE Objects, faces, Cover Image Identity of
hands etc... Arredamento
i LINGUISTIC l
MESSAGE

ANCHORING {—— Captions —— RELAYING

\A Titles /
CODED ICONIC

MESSAGE
Subject of Issue

Figure 15: Diagram of assessing Arredamento covers according to Roland Barthes’ Rhetoric of
Image consideration.

Those diagrammatic analyses can be applied and multiplied for other magazines in
further studies. With the enlightenment of those analyses someanalytical
characteristics can be assigned in terms of Barthes’ estimation of image and with the
help of those characteristics a comparison based study can be achieved. On the other
hand, the diagnosis of specific characteristics can be different from Barthes’ image

exploration.
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Beyond those signification system analyses, myth is suggested as an explanatory
concept to uncover the semiological character of covers through the publication
history. By the help of signification, both ideological and literal, with a conscious

attempt Arredamento constitutes its own myth.

The use of almost one hundred separate factoral categories has
necessitated selection of some of the material in reporting. This selection
was made in conformity with the tabulations and none that bulked large
in terms of frequency or was found directly related to others was
excluded. The use of many categories has served as a check and balance
system for the interpretation of the material.®®

As an instance defining the pathway of her study, Doris Wilson Barr, in her Ph. D.
thesis: “A Model and Method for Content Analysis; Implementation in a Study of
Magazine Covers”, estimates several inputs in magazine cover case. As mentioned
above, Barr investigated several categories in her study but assigned the major
category to estimate material is determined as “male and female roles on the
magazine covers”. When covers are considered in the sense of meaning, messages,
position in the society, psychological reflections on readers etc., there can be variable

studies on the magazine cover subject.

This thesis has dealt with the seminal role of concepts of image, representation and
communication in architecture. Architectural magazine covers are investigated in the
architectural agenda as the field of the mediatic images that signifies variable
concepts related with architecture. Arredamento, which is the most significant
magazine in Turkey in the sense of cover design, has been utilized in order to
exemplify the message transmission process of cover in architectural

communication.

%2 Doris Wilson Barr, A Model And Method For Content Analysis; Implementation In A Study Of
Magazine Covers, Ph. D. Thesis, University of Illinois at Urbana-Champaign, Illinois, U. S., (1958).
Pp. 1-2.
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APPENDIX

A. Interview with Ugur Tanyeli

Ugur Tanyeli is the managing editor of Arredamento since 1994. Since Arredamneto
is the case study of this thesis, I planned an interview with him. The interview was
made on 21.10.2006, starting at 12:00 a.m. at Yildiz Technical University,

Department of Architecture.

1 Derginin iletisim aracit olmasi konusunda ne diisiiniiyorsunuz? Arredamento,

mimarlarin kendi arasindaki iletisiminde ve mimarlarin toplumla iletisiminde nasil

bir konumda yer aliyor? Ne gibi gorevler {istleniyor?

Zor bir soru, derginin iletisim araci olmasindan kastettiginizin ne oldugunu
bilmiyorum, sayet bir haber verme araci olarak diisiinliyorsaniz mimarlik baglaminda
bunun giderek asman bir siire¢ oldugunu sdyleyeyim. Ciinkii mimarlik haberini
iletebilen ¢ok daha hizli, ¢ok daha baska ‘medium’lar var. S6zgelimi internet var,
mimarlik diinyasinda olup bitenlerden ¢ok daha kolay ve hizli haber alirsiniz. Ve
hatta diinyanin pek cok iilkesinde artik gazetelerin bile glincel mimarlik haberlerini
neredeyse her giin verdiklerini diisiliniirseniz, mimarlik dergilerinin bu islevinin
giderek asindigini sOylemek yanlis olmaz. Bdyle bir amagla yola ¢ikiyorsa bir
mimarlik dergisi, bu hangi dergi olursa olsun kendini ciddi bir bicimde koseye
sikistirmis demektir. Ciinkii asla basedemeyecegi rakiplerle ugrasiyordur. Onun igin
iletisim amacinin, iletisimden kasit sayet mimarlik diinyasindaki giincel haberi
aktarmaksa, bdye bir gorevi yok, ama iletisimden kastettigimiz sey dergi kapagini da
igerecek bir ¢er¢evede derginin bazi mesajlar vermesi baglaminda derginin bunu
baska medium lardan, baska araglardan ¢ok daha basarili iletebilme sansina sahiptir.
Bunun iizerinde sdylenebilecek sozse, hizlica aklima geleni sdyleyeyim, dergi
kendine bir mesaj verme misyonu atfetmek durumunda kaldig1 bir ¢izgi tanimlamak
zorunda kalir, belirli bir s6z tanimlamak zorunda kalir. Her sayisinin tek tek

sOylediginin 6tesinde bir s6z sdylemek durumundadir dergi; sayet demin sdyledigim
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anlamda iletisimsel islevi olacaksa. Bu da bir ‘pozisyon’ demektir. Sadece “mimarlik
diinyasinda olup bitenleri tarafsiz ve dogru bicimde aktariyorum” bicimindeki
pozisyondan bir dergi ¢ikarilamaz. Ozellikle bir zamanlar bdyle sdyleyen mimarlik
dergileri de vardi. “Biz tarafsiziz, tarafsiz bir noktada duracagiz”. Boyle bir nokta
yok, boyle bir noktadan hareket etmek demek, o zaman giincel haber verecegim
demektir, o haber de ‘Eisenman diin aksam bir yerde yemek yerken goriildi’
tiiriinden bir haber olur, bagka bir haber veremezsiniz. Bu da yapilmaz degil, bu da
mimarlik diinyasinda yapilan birsey, cok da ilgi ¢ceker. Ama dergiler i¢in boyle bir
sans giderek ortadan kalkti. Digeri bir pozisyon tanimi demektir. Dergi kendisine
benim agimdan, benim bakis acimdan, elestirel bir pozisyon belirler. Elestirel bir
pozisyon belirlerse zaten dergi varlik kazanabilir. Yoksa mimarlik diinyasinda olup
bitenlerin sadece tarafsiz bir gézlemcisiyim iddias1 artik higbir dergiyi ayakta
tutamaz. Herhangi bir donemde mimarlik dergilerinin bdyle duarbildigine de ¢ok
emin degilim. Yani mimarlik dergisi hep, en ticari 6rneklerinde bile bir pozisyon
isgal etmek zorundaymis gibi geliyor bana. Ticari Orneklerden kastettigim,
Almanya’da Detail dergisini diisiiniin, Ingiltere’de Architectural Review dergilerini
diislinlin, bunlar gercekten ticari dergilerdir. Onlar bile, belirli bir pozisyonu, belirli

bir s6zii tanimlamadikea varlik kazanamazlar bence.

2 Bahsettiginiz anlamda iletisimin sadece mimarlar arasinda varliginam1

inaniyorsunuz yoksa mimarlik ile toplum arasinda da bir iletisim saglanabilecegine

inantyor musunuz? Derginin bdyle bir gérevi oldugunu diisiiniiyor musunuz?

Tabii ki olabilir, hatta daha agik¢a sdyleyeyim, giderek diinyanin heryerinde,
giderek mimarlik dergisinin mimarlar disinda da izlenir hale geldiginden sézetmek
mimkiin. Bir araliktamimarlik dergileri diinyanin hererinde sadece mimarlarin
okudugu dergiler haline gelmislerdi. Bu 60’lar i¢in sdylenebilir. Ama giderek
mimarhigin ‘medyatik’lesmesinden ‘paparazzi’lesmesinden s6z etmek miimkiin.
Giindelik yasama kadar yansidigini sdylemek miimkiin. Onun i¢in mimarlik dergisi
mimar olmayanlarla diyalog kurma araglarindan biri haline gelmis goziikiir.
Tiirkiye’de yeni farkedilen bir gergektir bu. Ama bazi iilkelerde bunun epey yaygin
bir uygulama oldugu sdylenebilir. Hatta sunu sdyleyebiliriz, buna yatirim yapmus,

bunu bastan tanimlamis dergiler bile ortaya ¢ikti. Blue Print gibi bir dergi aslinda
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tasarim dergisidir, ama tasarimcilar alsin diye ¢ikan bir dergi degildir. Herkes alsin
diye yapilmis bir dergi oldugu iddia edilir. Ama popiiler bir dergi midir derseniz,
bildiginiz anlamda, magazin anlaminda popiiler bir dergi degildir. Ama bir yandan da
dogrudan dogruya mimarlikla, tasarimla ilgisi dolayli da olan insanlarin pekala
okuyabilecekleri nitelikte bir dergidir Blue Print. Boyle bir egilim var, mimarlik
dergileri i¢in boyle bir egilimden sézetmek son yillarda miimkiin. Bu belki de
mimarlik diinyasi i¢in bir degisime de referans veriyor. Ciinkii mimarlik diinyasi son
zamanlarda gergekten de toplumla diyalog kurma adina epey bir yol aldi. Gegmiste
olmayan bir roldii bu. Bir zamanlar olmayan birseydi bu. Hatirliyorum 70’lerde
dergiyi mimarlar bile okumaz olmuslardi, birakin mimar olmayanlari. Boyle bir hale
geldigini hatirliyorum, ama bugiin boyle bir noktada oldugu sdylenebilir dergilerin.

Cok da anlaml1 bir rol olabilir bu dergi i¢in.

3 O halde mimarligin medyada yer almasinin gereklili§ine inanityorsunuz genel

anlamda.

Yani mimarligin sadece mimarlarin isi olduguna inanmiyorum ben. Mimarlik sadece
mimarlara birakilamayacak kadar ciddi bir istir, 6zlii bir bicimde sdyleyecek
olursam. Daha kapsamli bir ¢er¢cevede mimarlik problemleri tartisilmali, her
problemi de tartisamazsiniz. Ama bazi problemler var ki mimarlik diinyasinda
gercekten de meslegi mimar olanlar igin bile esoterik ve hatta anlasilmaz igeriklerdir.
Kolayca okunup herkes tarafindan anlasildigi demek istemiyorum ama bir bicimde
dergi diyalog kurabilmelidir. Biitiin yazilariyla, biitiin problemleriyle tiim toplumla
diyalog kuran bir dergi ger¢ekdis1 ve higbir anlami olmayan bir popiiler dergi olur.
Bu kadar popiilerlestirilmis bir dergi hicbir ise yaramaz ama en azindan ¢ogul okuma
dedigimiz baglamda dergi biitlin problemlerin disinda da okunabilir nitelik
tagimalidir. Sayfalar1 ¢evirip resimlerine bakabilmelidir insanlar, en azindan allah
allah deyip sasmalidirlar. Bir bicimde mimar olmayanla da diyalog bence
kurulmalidir. Olmadigi, kendini itinayla meslek kuraminin igine kapatmis ya da
meslek praksisinin igine kapatmis hi¢ farketmez, sadece pratigine de kapatmis
olabilir, kendini sadece mimarlara yap1 iiretimine iliskin bilgi vermek olarak
tanimlamis bir dergi de olabilir ki bunun da ben bugiiniin diinyasinda yeri olduguna

inanmiyorum. O kadar bagka rakipleri var ki mimarlarin artik bunlara ihtiyaglar1 yok
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zaten. Detay, yap1 malzemesi, kimsenin dergiden yap1 malzemesi 6grenmeye ihtiyaci
yok bugiiniin diinyasinda. O derginin de hicbir sans1 yok bu anlamda. Sadece kuram
tizerinden kurulmus dergi miimkiindiir, ama onlarin bi yerlere tutunmasinin ne kadar
zor oldugunu biliyoruz. Mesela Assemblage bile ayakta duramadi, Oppositions yillar
once kapandi. Bu kadar saf bir kuramsal yatirim da ger¢ekei gibi gelmiyor. O zaman
sirekli bir dergi c¢ikariyorsaniz sponsorla yasayacaksiniz. Sponsorun keyfine
baglisiniz. Bagka tiirlii o dergiyi ayakta tutmanin yolu yoktur. Gergek¢i bir zemin
cogul okuma gercegini dikkate alir ve ona gore en kuramsal ¢ergevede de okunabilen
ama ayni zamanda meslekten olmayanin da en azindan i¢inde birsey bulabilecegi bir
dergiolmalidir. Bu derginin igeriginden fedakarlik ederek degil, ¢ogul okuma

gercegini dikkate alarak yapilabilir.

4 Mimarligin kendi medyasin1 olusturmasi durumu var, mimarlik dergisi, mimarlik

yayinlar1 diyoruz. Bu mimarlig1 toplumdan ya da diger disiplinlerden soyutlamasi

anlamina gelmiyor mu sizce?

Hayir, oyle distimiiyorum dogrusu, mimarlik hi¢gbir cagda olmadigi kadar bence,
modern diinyadan sodzediyorum geleneksel diinyadan degil, modern diinyada
mimarlik hi¢ bir donemde olmadig1 kadar toplumla i¢ice olmadi. Bunu anlamanin en
glizel yolu bence kitap¢1 dolagsmak olabilir, diinyanin baska yerlerinde benim
gencligimde mimarlik kitabr bulmak istediginizde genel bir kitap¢iya gidemezdiniz.
Genel bir kitapgida mimarlik kitabt olmazdi, mimarlik kitaplar1 ayr1 satilir,
mimarlari aligveris yaptig1 yerlerde bulunurdu. Simdi bakarsaniz, herkesin gittigi bir
itap¢ida herkes tarafindan ziyaret edilen bir bolgesidir. Mimarlik yaymnin gegmiste
olmadigi kadar mimarlik digina tastigini sdyleyebilirim. Kitap bazinda da bdyledir.
Onun i¢in, mimarhgin bir taraftan ¢ok ii¢ine kapandigini, kuramsal yap1 baglaminda
giderek daha karmagik ve teorik formulasyonlar yaparak kendini karmagiklastirdigini
ama bi taraftan da tam tersine disariya ¢ok fazla agildigini, yani sadece teorikleserek
ice kapanmak degil ayn1 zamanda da popiilerleserek disar1 agilmak bi¢iminde ikili bir
stire¢ yasandigini diisiinmek istiyorum, dyle olduguna inanityorum. Sadece biri degil,
ikisi birden gerceklesiyor. Bir taraftan alabildigine teoriklesiyor neredeyse uzmant
olmayanlarin anlamayacagi bir soylemler dizisi iiretiyor, Ote taraftan tam tersine

higbir donemde olmadgi kadar sokaktaki adami ilgilendiriyor. Ama ayni metinler
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degil tabii ki. Mimarlik medyasinda boyle iki ayr1 ug tahayyiil etmek bence daha
gercekei olur. Tek tarafta oldugunu diisiliniirsek bence mimarlik diinyasinda olup

bitenleri hi¢ kavrayamayiz.

5 Mimarlik medyasinda (medyada) temsilin 6nemi size gore nedir? Bir kaynaktan bir
hedefe gonderilen mesajda temsilin ara¢ olarak kullanildig: bir kanal olan mimari
yaymlar icin temsil nerede duruyor ve Arredamento temsili nerelerde ve nasil

kullanabiliyor?

Temsilden kastettiginiz en genis anlamda temsilse, yani plan ve kesit bastiginizda da,
fotograf da birer temsil, bu anlamda diisliniiyorsaniz, demin anlattigim ikili siireg
zaten bu temsil probleminin merkezi 6nem tagimaya baslamasini sagladi. Bir yandan
kuramsal alana dogru alabildigine yol alan ve bu anlamda i¢ine kapanan bir mimarlik
diinyasi, Ote tarafta da gittikge belirgin bigimde mimarlik disinda da meslek
insanlarina da birsey sOyleyebilen bir alana dogru agiliyorsa, ikili bir uzanim
yapiyorsa temsil problemi zaten burada hayati bir anlam tasimis demektir. Burada en
azindan mimarhig temsil etme sorunuyla yiizyiizesiniz. Nasil temsil edeceginiz
onemlidir tabi.Sokaktaki insan i¢in ve hepimiz i¢in mimarlikta temsil problemiyle
ylzyiize kalmamiz gerekir. Nesnelerin, mimari artifact larin ya da tasarimsal artifact
larin, tasarlanmis herseyin kendisiyle iliski kurup deneyimledigimiz ¢ag coktan
kapandi. Deneyimleme yasamimizin i¢inde neredeyse yer tutmamaya basladi.
Hangimiz kag¢ yapry1 gorerek tizerinde fikir beyan ediyoruz? Gordiiglimiiz yapilarin
yiizde 99’u temsilleri ilizerinden konustugumuzdur. Yazili temsilleri lizerinden
konustugumuz, gorsel temsilleri lizerinden konustugumuz ya da geometrik temsilleri
tizerinden hatta hareketli imajlar1 iizerinden konusuruz. Modern diinya bunu giderk
tirmandird1 ve bu geldigimiz noktadada hi¢ olmadig1 kadar temsile bagimliyiz.
Benim gencgligimde hep Oyle anlatilirdi: mimarlik yasanir. Hanginiz kag¢ tane
mimarlik yapisini goriip de yasadiniz sdyler misiniz? Yasaminizin tlimiinii mimarlik
yapilarmi1 dolasmaya adasaniz mimarlik diinyasinda olup bitenin onda birini bile
izleyemezsiniz. Hergiin sayisiz mimarlik yapit1 hangi bigimde olursa olsun iiretiliyor
ve bunlarin higbirini deneyimlemiyorsunuz, bunlarin hepsini temsilleri tizerinden
okuyorsunuz ki bu da deneyimlemek degildir. Deneyimlemek binayla neredeyse

empatik bir iliski kurmak demektir, yapiyla biitiinlesmek demektir ve Oyle bir
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sansiniz yok. Biitiin ¢agdas mimarlik diinyasi temsil problemi {izerinde
diistinmeyerek tartisilamaz. Yani kuramsal problemin dnemli bir parcasi temsiliyet
olmak iizeredir. En 6nemlisi de kuramsal diisiinseniz de diisiinmeseniz de ylizyiize

kalirsiniz, baska bir sansiniz yok.

6 Bir mimarlik dergisi sizin deyisinizle bir yonelim, bir yasam bi¢imi énermelidir.

Arredamento size gore nasil bir yonelim oneriyor?

Sunu soyleyeyim, Tiirkiye’nin giincel mimarlik diinyasinda tartigilan ve cevaplari
kendiliginden besbelliymis gibi goziiken higbir basliga Arredamento’nun prim
vermemesini bir yOnelim olarak sdyleyebilirim. Bazi seyleri asla duyazsiniz,
mimarlar odasi nin sdylemi i¢inde sdzgelimi, yer alan higbir baglik kendiliginden
besbelli dogrularmis gibi yer verilmez. Belki de en temel yonelim o. Mimarlik
diinyasinda kendiliginden besbelli higbir sey olduguna inanamayacagimizi
sOylemeye calisir. Bir pozisyonu varsa o pozisyon budur. Belli bir yone isaret etmek
olarak degil, belli bir yonelimin asla ve asla ziyaret edilmemesi gereken oldugunu
soyleyerek pozisyonunu olusturur. Bu isi hafife almay1 6ngoéren, regeteler vermeyi
ongoren her tiirlii yaklasim yer bulmamalidir. Regete mimarlik diinyasinda
diisiinmemenin aracidir, herseyin cevabi varmis gibi goziikiir ama aslinda higbir
cevap yoktur. Her cevap lirettiginiz siirece vardir, her cevap taze diisiinerek var, en
onemlisi her cevap mevcut elestirel sdylemlerle iligski kurarak ancak tiretilebilir. Yani
soylenmisliklere yonelik itiraziniz yoksa yeni bir s6z sdyleme sansiniz yoktur. Bir
kere bu temel kabulden yola ¢ikildigini diigiinliyorum. Onun Gtesinde kimseye yol
gostermek hayatin1 asil yasayacagii anlatmak dogru mimarlik nasil yapilir

anlatmak gibi bir gérevi yok.

7 Derginin kapagi size gore ne kadar énemli bir goreve sahip ve siz dergi

yayinlanmasinda goérev alan bir kisi olarak dergi kapagini ne kadar 6nemsiyor ve ne

kadar kullanabiliyorsunuz?

Cok dnemsiyorum, hemen sOyleyeyim, bir kere derginin kapagi temsil probleminin
bir parcasi. Dergi bir pozisyon isgal edecekse, kapak da pozisyon isgal edecektir.
Dolayisiyla bence derginin kapaklar1 derginin yonelimini ¢ok iyi anlatiyorlar. Bir

kere burada alelade, zaten bildiginizi varsayacaginiz birseyin i¢inde olacagini
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varsaytyorsaniz almayin. Bugiine kadar zaten bildiginiz birsey {iizerinden bu
anlatilmayacak. Yillar 6nce bir kapagi1 vardi, Tokyo kenti anlatiliyordu (Figure 16)
ama halbuki orada ayakkabi olarak tokyo vardi. Yoksa bir Tokyo fotografi basmak
da miimkiindii, kentin uzaktan bir goriintiisii de basilabilirdi, ama basilmamasi ¢ok
seyi sOyliiyor. Dikkat ederseniz hep boyle metaforik bir iligki vardir, bu metaforik
iliski biraz aslinda tahayytil kiric1 olarak islev goriir. Gonderme olarak tahayyiil
ettiginiz herseyin disina ¢ikmay1 teklif eden bir kapak mantigi var. Venedik, kanal
koyabilirsiniz, gondol koyabilirsiniz, su koyabilirsiniz ama maske ve gozliik koymak
ne alaka diye sormaya en azindan yol agar. Bir iligki var mi, var ama, epey bir
dolayli. Saniyorum derginin kapaginin bu temsil mantig1 akillica kurulmus bir
mantik. Rastlantisal olarak hos bir dergi yapalim diyerek yapilmamis. Tugla (Figure
17) vardi mesela, tugla i¢in kravat ne alakasi olabilir diye diisiinebilirsiniz. Zaten
sorun bu soruyu sordurtmak. Yoksa oraya iistiiste iki tuglay1r koymak tugla oldugunu
anlatmaya yeterdi. Hi¢ kimsenin de “bunedir” diyecek hali yok ama sorun. Bu
saskinlik aslinda derginin i¢inde bunu dedirtmenin bir yansimasi. Bu bu kadar basit
degilmis, ben boyle diisiiniiyordum ama burada s6ylenen bambagka. Boyle bir hayret

nidasi attirmayan bir mimarlik degisinin anlamli olacagina inanmiyorum.
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8 Size gore dergi kapagi ne kadar ticari kaygilar giitmeli ve Arredamento bunu ne

kadar yapiyor?

Tabii ki Arredamento ticari degildir. Zaten derginin boyle bir tuhafligi oldugu da
sOylenebilir. Bir agidan bunun bir ticari tarafi var: bunu duydugumu hatirliyorum: en
tuhaf kapak hangisiyse Arredamento odur, diyen insanlara da ben rastladim. Biitiin
dergileri dizdiginde farkli, garabet birsey varsa o Arredamento’dur. O bir acidan
anlamli birsey dogrusu ama ticari birseyin amaglandigin1 sdyleyemem. Biilent
Erkmen’in boyle bir derdi oldugunu hi¢ sanmiyorum. Derginin kapagi tuhaf olsun
diye yapmiyor kapagi, ama derginin kapagi tuhaf oluyor. Giizel tarafi da o, yoksa en

sagmasapan sonucu elde edeyim diye yapilmiyor o kapaklar.

9 Size gore dergi kapaklari ne kadar bilgilendirici olmalidir? Derginin igerigine dair

ne kadar direk mesajlar vermelidir? Arredamento yu bu agidan nasil

degerlendiriyorsunuz?

Kapak igeriginden bence higbirsey anlatmamali. Bu temsiliyet probleminde zaten
temel acimiz budur, yani temsiliyet yaziyla anlatabileceginiz birseyi diyelim ki
gorsellikle anlatmak , ya da yapinin kendisiyle insai ger¢ekligiyle anlatilan birseyi
resimle anlatmak temsiliyet demektir. Temsiliyet nesnesi anlattigindan bagimsiz
olarak birseyi anlatir. Bir kere bu temel kabulii hesaplamak zorundayiz. Bu her
durumda boyledir. Yani yapmin fotografi i¢in artik o yapidan 6zerk bir varlik
oldugunu goriirsiiniiz. Bu dyle bir noktaya gelir ki sonunda zaten Mies Van der
Rohe’nin Barcelona pavyonundaki duruma doniisiir. Yapinin fotograflar1 bugiin insa
edilmis halinden daha fazla dikkat ¢ekmektedir. Yani gittiginiz zaman zihninizdeki
fotografi ararsiniz, bulamadiginiz zaman sasirirsiniz. Barcelona pavyonu ile iliskimiz
gercekten bu kadar tuhaf. O kadar ¢ok ¢iinkii imgelerin ve temsiliyet nesnelerinin
varligt sizi igine alir kiyapmmin kendisi artik sizi tatmin etmez. Bdyle
azimsanmayacak sayida ornek var. Resmi kendisinden daha gergek yapilardan s6z
ediyorum. Bazi durumlarda planlar 6yledir. Yapimin ger¢ek planini gordiigiiniiz
zaman saskina donersiniz. Medyada basilmak {izere hazirlanmis planlar var mesela
Tugendhat evinin hi¢bir plan1 ger¢cek Tugendhat evi degildir. Baz1 pargalari atilir,

baz1 ayrintilar ortadan kaldirilir ve Tugendhat evini bildiginiz medya goriintiisiiyle
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taniriz. Gergek projesiyle bu goriintiiyii yanyana koyarsiniz, bunlar ayni1 degil deriz.
Ise bu kadar o6zerktir, tiimiiyle bagimsiz degildir ama &zerktir. Onun igin
reprezentasyon deniliyor biitiin bati dillerinde yoksa re 6nekine ne gerek vardi,
prezentasyon denilirdi sadece. Bence temsiliyetin temel gercegi bu olsa gerek, kapak
da bunun icinde. Igeride olan herseyi burada okunmasini saglayan birsey dgil,
kendisi olarak var. Kendisi olarak varsa zaten kapak gercekten islevini yapiyordur.
Otekine soyunuyorsa o kaybedilmis bir davanin pesinde kosuyor demektir. Yani
derginin igerigini anlatan bir kapak yapacagim diyorsaniz bu olanaksiz birseydir.
Asla basarili olamayacak birseyi yapmaya ¢alisan bir tasarimsal iiriin vardir

karsinizda.
10 Diger mimari dergileri, kapak tasarimi agisindan nasil gérityorsunuz?

Basarisiz goriiyorum ¢linkii 6tekini yapmaya calistyorlar, yapamayacaklari birseyi
yapmaya calisiyorlar. Kapagin gercegini anlamiyorsaniz yapamazsiniz, iki tane
editér oturmus simdi kapaga ne basalim sorusunu sorduklari zaman bence
kaybetmisler demektir kapak baglaminda. O zaman gergek bir grafik tasarimciyla
calismaniz gerekir. Bu diinyanin heryerinde bir avug insan tarafindan basarilabilen
birseydir. Boyle bir zorunlulugu Tiirkiye’de heniiz farketmemis olmalarindan
kaynaklaniyor. Yap: dergisinin kapagi, Biilent Ozay evden bir dia getirir ve kapaga o
konurdu. Bu mantikta dergi kapagi olamaz. Sik bir diay1 bulalim, kapakta sik
gOzikiir, tabi resim siksa sik goziikiir ama islevini yapmaz. O zaman bu kapakla
oteki kapak arasindaki farki bile hatirlamazsiiz. Sik fotograflardan olusan sik
birseydir. Evet siktir kapaklar ama birsey sdylemez. Her tiirlii basili nesnenin kapagi
bu gercegi dikkate almalidir. Sik goziikerek, bir fotografin bir kez dala
yayinlanmasiyla ¢dziilemeyecek bir sorundur bu. igerde bir gokdeleni anlatiyorsaniz
kapaga da o gokdelenin fotografin1 koyabilirsiniz, herkes de anlar bu gercegi ama
kapak bu kadar hafife alinabilecek bir konu degil. Ya da daha genel soyleyeyim,
tasarim sorunu bu kadar hafife alinabilecek bi konu degil. Tasarima iligkin bir dergi
cikartyorsaniz, kapagi da soylenen sozden 6zerk bir varligi oldugu gergegini kabul
edecek kadar ciddiye almak durumundasiniz. ‘Benim gerimde dursun, benim igeride
anlattiklarim 6nemli’ diyemezsiniz, boyle bir yontem yok. O zaman o kitabin kitap

oldugu gergegini inkar etmek demektir, onun bu bigimle ya da baska bir bicimde
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sunulmasi ve gorsellestirilmesinin igerigini de baska birsey kildigini kabul etmek
zorundasimiz. Kapak icerigiyle biitiinlesir ve artik igeriginin tagidigindan daha fazla
anlam tagimasini saglar her tiir yaymnin. Artik igeriginde sdylenen s6zden az olmayan
bir mesaj1 vardir. Bence Tiirkiye nin diger dergilerinin anlamadig1 sey bu, onlar asil
olan icerigi bir de kapak var zannediyorlar. Kapakla dergi biitiindiir, ama ayni1
zamanda kapak ondan 6zerk bir varlik tasir ve ikisi birlikte bagka bir s6z soylerler.

Artik igerigin tek basina sdyleyeme yeterliliginde olmadig1 bir s6z soylerler.

11 Size gore bir imaj nasil bir temsil araci olabilir? Bu imajin ne igin kullanildigi,
hedefinin kim oldugu ve kullanildig1 ortam temsil edilen veya ulastirilan mesaj
acisindan ne kadar 6nemlidir? Arredamento’nun mimarlara 6zel bir dergi olmasinin

kapaklara yansimasi nedir?

Hedef Kkitlenizle aglantinizi inkar edemezsiniz, her durumda her mesajin
alimlanacagini, resepsiyonunun miimkiin oldugunu diisiinmiiyorum, karsiizdakilerin
niteliklerine baglidir. Eski Londra’daki 7Times gazetesini hatirliyorum, higbir resmi
olmayan sadece baslik ve yazilardan olusan bir gazeteydi, sattiginiz insanlar iginde
medyatik fotograf beklemiyorlarsa bunu yapabilirsiniz. Sattiginiz kitleye bagli, onu
gormek istiyorlarsa, gormediklerinde bu benim gazetem degil diyorlarsa

satamazsiniz o mali. Bunu inkar etmenin bir anlami1 yok.

12 Obje fotograflar1 bir mimarlik dergi kapaginda yer aldiginda mimari temsil
anlamimda mimarliktaki 6lgek anlayisini ve belki de mimarligin disiplin olarak

sinirlarini nasil yansitiyor? Bu okuyucu tarafindan size gore nasil algilantyor?

Olgek anlayisina bir sinirlama getirdigine inanmiyorum. Bence disiplinin sinirlart
acgisindan iyi bile oluyor, yani tugla dendigi zaman tugla anlamamalar1 ger¢cekten
mimarligin bugiin geldigi bilgi alaninin, olusturdugu yeni agilimlar1 dikkate almak
demektir. Yani mimarlig1 artik sadece insa edilmis nesne olarak diistinmedigimizi,
diistinmeyecegimizi, sadece icinde yasamak ve islevsel bazi gereksinimleri yerine
getirmek olarak diisiinemeyecegimizi, erken modernist donemdeki biitiin o
sOylemlerin artik mimarlig1 anlatmadigini biliyorsak kaginilmaz olarak zaten kapakta
bir kirilma olur. Bu igsel bir kirilma aslinda, cognetif bir kiril aslina bakarsaniz.

Kapak onu yapmalidir, sizin o alana iligskin yargilarinizla iliskinizi tartismali hale
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getirmelidir. O kirilmay1 yapmak anlamlidir ki 6l¢gek de bu kirilmay1 yapmak igin
uygun birseydir. Tokyo gibi bir kenti pabugla anlatmak Oyle birseydir. Tersi
kirilmay1 yapmaz yapmadigi zaman da yeni bir diisiinme Onerildigini diisiinmezsiniz

ki zaten.

13 Arredamento'nun sizin igin en carpici, sizi en cok etkileyen, sizi en ok

heyecanlandiran sayis1 ve dergi kapagi hangisi ya da hangileri? Neden?

Biilent’in aslinda uygulamadig1 ama altiist etmek i¢in kullandig1 kapaklar var, Turgut
Cansever (Figure 18) sayisinda Turgut Bey’i jonglor olarak islemisti, hepimizin tepki
verdigini hatirhyorum. Bagka birinde Ragip Bulug¢’u (Figure 19) kravatindan asmisti,
bu kadar hakaret edilmez diyerek uygulanmadi. Tokyo bu kapaklardan biridir. Nezih
Eldem (Figure 20) kapaginin ¢ok anlamli oldugunu hatirliyorum, kendi yaptig1 resmi
fotografin i¢ine gdmmistii. Olayl1 bir kapak olarak Haydar Karabey’in kapag1 vardir
(Figure 21), Haydar Bey cok alindi bu kapaga ama bence ¢ok anlaml1 bir kapakti.
Stirling kapag1 (Figure 22) anlamlidir bence, kendi kendisiyle hesaplasan bir Stirling.
Bence Atatiirk Tiirkiyesi (Figure 23) ¢ok elestirel bir kapakti, nasil yozlastirildigimin
bu problemin ¢ok akillica bir anlatimiydi. Giiney Afrika (Figure 24) kapagi siyahla
beyazin iligkisi lizerine anlamli bir kapakti. Cek modernizmi (Figure 25) ¢ekecek ile

anlatilmasi, mimarlarin evlerinin bir bocek ilaci kolisi olmas1 ¢ok anlamli bir kapakti.
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14 Tiirkiye de ya da diinyada etkilendiginiz ya da takdir ettiginiz, yeni sayisini

merakla beklediginiz bir dergi var mi1? Hangi yonlerden kendinize ve iirettiklerinize

katkida bulunuyor?

Arredamento yoneliminde kapak yapan bir dergi séylemem. Gilizel kapak yapan
dergi ¢cok ama en kotii kapaklar soyleyebilirim. Mesela Japonlarin higbir sekilde bu
problemi anlamadiklarini diisiiniiriim. i¢eride ne varsa kapakta da onu goriirsiiniiz,
aksini yapan br Japon dergisi hi¢ gormedim, bu kadar tuhaf bir mantig1 da hig
anlamiyorum, belki de ticari agidan bir mantig1 vardir. Belki de hedef kitleleri igin
cok anlamli birseydir. Cecil Balmond sayisinda iriiniiniin fotografin1 kapakta
bulursunuz, baska birsey beklemiyorsunuzdur zaten. Higbir Japon dergisi zaten
elestirel pozisyon almaz, hepsi bilgi vericidirler, hepsi aslinda kitap gSee ibidirler.
Oyle olunca belki de onlar i¢in o kapak anlamlidir. Avrupalilar ise yillardir
tutturduklar ¢izgideler, hi¢ kapaklarin1 sorguladiklarini sanmiyorum. Architectural
Review bile 1940’lardan beri ayn1 kapak mantigini1 giidiiyor, i¢indeki birseyden bir
detay alir genelde, temsil edici olma noktasindan biraz koparilmis, tam
anlayamayacaginiz ayrintiya inilmis bir imajdir. Bence en akillica kapaklardan bir
tanesi Oppositions kapaklaridir, bir muhalefet yapiyordu ve muhalefet yaptigini
kapagindan anlardiniz. Sar1 bir kapak, tistelik itici bir sar1, hi¢bir albenisi olmamasi
itina ile saglanmistir. Etkili de olmus kapaklardir Oppositions dergi kapaklari. Avant
Garde donemi kapaklar1 ¢ok anlamlidirlar, 20’lerden 30’lara kadar ¢ikmis konstriiktif
donemi yansitan Rus dergisi Sogromentaya Arkitektura kapaklarinin hepsi ¢ok
ilgingtir, konstriiktivist kapaklardi onlar. Derginin mimari yonelimi ile kapaklari
ortlislirdi. Corbusier’in L Espirit Nouveu’sunun hep ayni mantigi ile hafif ilkel
numarasinin yazisi derginin pozisyonu ile ilgili akillica kapaklardi onlar. Ama o
avant garde donem gectikten sonra bence dergiler de kapaklarini savsakladilar. Sik
kapak yapmaya calistilar, mesela Casa Bella’nin kapaklar1 her zaman siktir, ama ne

sOyler bilinmez.

15 Arredamento kapaklarinin belli donemler gegirdigini diisiiniirsek, bu derginin

icerigiyle nasil iligkilidir?
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Derginin degisim noktalarinda kapaklar da degisir. ilk dénemlerde derginin iginden
kolaj gSee ibidir kapaklar, derginin igeriginden olusan kolaj gSee ibidirler. Sonraki
donemde derginin igerigindeki profil merkezli kapaklar vardir, dergide agirlikli yer
tuttugundan kapakta da one ¢ikmisti. Clinkii o donemde Tiirkiye’de ve diinyada
mimarhgi kisilikler {izerinden anlama cabasi vardi. Hatta bazi insanlarin star
lagmasini saglamak gibi de bir rolii vardi ki bu bilingli yapilan birseydi. Ciinkii
mimarin kimliginin uzun bir siire ihmal edildigi bir iilkeden bakmaya ¢alistyorduk.
Sadece binay1 gérmek isteyen, arkasindaki mimar1 gérmek istemeyen bir tutum vardi
ve buna mubhalif oldugu i¢in profile agirlik verilmisti. Sonra bu anlamini yitirdigini
diisiinmeye basladi ve o zaman da problem iizerinden kapagi kurgulamaya basladik,
dosya ve kavram giindeme geldi. Derginin icindeki kararlarla baglantilidir bu
donemler. Bu tiir egretileme, metaforik kapaklar da yaklasik 50 sayidir yapiyor
Biilent Erkmen. Bu tamamen kendi bakis agisindan ¢ikmis birseydi. Her zaman o
pozisyon vardi ama Biilent Erkmen metaforik olarak bunu ele almiyordu, simdi dyle

bir mantik uygulamaya basladi, ne zamana kadar yapar bilmiyorum...

B. Interview with Biilent Erkmen

Biilent Erkmen is the designer of cover of Arredamento since 1989, beginning of
publication. Since the covers of Arredamento is focused in this research, an interview

with the producer of those covers was unavoidable. The interview was made on

21.10.2006, starting at 10:00 a.m. at BEK Tasarim Office.

1 Derginin iletisim araci olmas1 konusunda ne diisiiniiyorsunuz? Dergi bir disiplin

i¢in nasil bir iletisim aracidir?

Derginin ¢ok temel bir 6zelligi var, dergi siireli yayindir. Dergi 30 giin boyunca
hazirlantyor ve 30 giin sonra tekrar ¢ikiyor. 4 sene 6nce Arredamento’nun 150 sayisi
ciktiginda 700+50 kitabi ¢ikti. Bu uzun siire Arredamento’yu ¢ok onemli bir yere
konumlandiriyor. Bu siireklilik editoryal yapidan derginin tasarimina kadar ¢ok yer
tutuyor. Bir derginin bir iskeleti ve standardi vardir. Bunlar hazir kaliplar olmalilardir
ki bu hiz olabilsin. Ciinkii dergileri operatorler yapar, tasarimcilar onlara belli

standartlar vermelidirler. Bu standartlardan bir dergi kimligi de ¢ikar. Derginin
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anladigim editoryal 6zelligi bilgi verirken giiniin olan bitenini haberdar etmek gorevi
vardir. Daha dogrusu giiniin olan bitenini anlatirken geri doniiglerle derinlemesine
bilgiler vermek, belli konularda 6zel dosyalar yapmaktir. Yani bir kitap agirligina
gecmeden kisa hacmi icinde belli kiigiik alanlara iletmek ve konusunda uluslararasi
Olcekte olanlarla ilgili okuru bilgilendirmek. Bir dergiyi dergi yapan editordiir, bu
cok Onemlidir ve Arredamento’nun 6zelligi de boyle bir kadroya sahiptir. Gerek
gelen taleplere cevap vererek, gerekse kendi bilgi birikimini ortaya koyarak belli bir
karakteri olan bir dergi ¢ikarmak tamamen editoriin isidir. Yoksa dergi gelmis
yazilardan derlenen yazili bir yayin olmaktan 6teye gitmez ki ¢ogu bdyle. Derginin

oncelikle editoryal kimlige sahip olmas1 lazim.

2 Tasarimm medyada yer almasim Tiirkiye i¢in yeterli buluyor musunuz? Bunun

gerekliligine inantyor musunuz?

Gerekli birsey ve simdi yer bulmaya bagladi. Fakat birdenbire fazlaca yer bulmaya
basladi. Bir siis unsuru olarak, bir statii unsuru olarak i¢i bos bir sekilde yer bulmaya
bagladi. Tasarimla ilgilenmek bir statii unsuru olmaya basladi. Bunda fuarlarin ¢ok
etkisi var, ‘tasarim iktidardir’ diye fuarlar acgiliyor. Yani bir i¢gsellesmis durumdan
cok bir heves ve 6zenme doneminden geg¢iyor ama bu dogal bir siire¢. Tasarimin
gercek bir deger olarak ortaya ¢ikma nedeni konusunda gerekli biling olusmaya
basladi. Bu giderek biitiin alanlarda, modadan grafik tasarima, endiistri tasarimindan
mimariye tasarim olgusu bir katma deger olusturdugu bilinci olugsmaya basladi.
Simdi bunun artik kanitlanmasi1 gerekiyor. Ciinkii her disiplinde olan sahtesiyle
gergegi arasindaki ayrim zaman i¢inde umarim tiiketici tarafindan da anlagsilir.
Murathan Mungan’in bunun i¢in bir lafi vardir: ‘Siitlin tadin1 bilmiyorsaniz siite ne

kadar su koyarsaniz koyun siit stittiir’.

3 Tasarimin kendi medyasin1 olusturmasi mimarliga, akademik ya da profesyonel

anlamda kendini soyutlamas1 olarak goriiyor musunuz?

Bir disiplin kendi i¢inde ne kadar gii¢lenir ve ne kadar kendi enstriimanlarini
olusturur, Grgiitsel bir yapiy1 olusturursa oradan nasilsa fazlaliklar sizar. O sizanlar

medyay1 ilgilendirir. Onun i¢in mutlaka bu Oriitlenmenin olmasi gerekir. O
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orglitlenmenin kendisi bir haberdir, yaptiklar1 bir haberdir. Onun i¢in mutlaka o iyice

giiclenirse oradan sizanlar gerektigi kadar medyada yerini bulur.

4 Medyada temsil sizce nasil bir kavram? Yeterince verimli kullanilabildigini

diisiinliyor musunuz? Temsilleri siz tasarimlarinizda nasil kullantyorsunuz?

Medyada kullanilan temsillerde kelimenin tam anlamiyla benzetme kullaniliyor,
hikaye etme kullaniliyor, asir1 anlatime1 formlar kullaniliyor. Ozellikle son 10 yildir
Tiirkiye’ nin inanilmaz bir popiilizme diismesi, popiilerligin ¢ok yaygin bir ifade araci
haline gelmesi herseyin rahat ve kolay anlasilir olmasi ve bunun talep olarak ortaya
cikmast boyle sonucglart dogurur. Tim oOgrencilerime de birseyi dogrudan
anlatmamalarini tavsiye ederim. Bir tiyatro oyununda olay yatak odasinda geciyorsa
bir yatak odasi dogrudan temsil edilmemeli; yatagiyla, ortiisiiyle, perdesiyle. Onun
hayatinizdaki birebir karsiliklarin1 gérerek anlatmaya saglama yolunu higbir zaman
tavsiye etmiyorum. Ama onu baska elemanlarla, Arredamento’da yaptigim gibi,
metaforik denilen bir yaklasimla, denileni diisiindiirtmek yoluyla denilene gitmek.
Arredamento’ya gelmek gerekirse, 15 yillik gegmisinde gesitli dsnemler var. Once
kolajlar var, daha sonra bir kendi kendiyle hesaplasma dénemi var. Bir mimarin ya
da kapak konusu olan kisinin kendi goriintiisiiyle kendi isleri arasinda bir tiir iliski
kurma o6zelligi var, bozarak ve deforme ederek. Stirling (Figure 22) sayisinda
kendiyle kurdugu iliski basit kolajlarla anlatiliyor. Ben kapagi bir makale gibi
algiyorum, mimarin kendi ile ¢ok elestirilen isinin neredeyse goze batan haliyle. Bu
bir grafik tasarimcinin, Roman Cieslewicz (Figure 26), kendini temsil eden bir
goriintiinilin arkasima saklanmis hali. Mies’in (Figure 27) kendi kendini olusturma,
kendi kendinin resmini yapma hali. Merih Karaaslan (Figure 28)-bu mimar1 kapak
konusu olarak almaya deger gérmedigimi anlatir. Aslinda daha duyarli bir okumayla
bu mimarin ne oldugu belli burada, normal siradan oturmus poz vermis. Higbirsey
islenmemistir bu kapakta, yani sadece bilgi kism1 kullaniliyor. Emanuele Luzzati
(Figure 29)-kendini maske olarak kullanma hali. Gropius’un (Figure 30) stirekli ayn1
hali, yani yaptiklarinin ayni olma hali. Ersen Giirsel’in (Figure 31) kendini
kendinden dogurmasi. Erich Mendelson’un (Figure 32) sigara dumanindan ¢ikan
isleri. Bunlar kendi eskizleri, ben sadece iligkilendirdim. Higbirsey eklenmeden

sadece fotograflardan dekupe edilerek hazirlanmis boyle, Santiago Calatrava gibi

93



(Figure 33), bir dizi vardir kendi iginde. Peter Cook (Figure 34) gozliikten ¢ikarak bir
yuvarlak delikten bakar. Kenzo Tange (Figure 35)-bu ¢ok Japonik birseydir. Ragip
Bulug’a da karstydim (Figure 19), resim ters ¢evrilmistir orjinal halinden, aslinda
kravatina asmistim, geri gelince sinirlenip ters ¢evirmistim. Yurdaer Altintas (Figure
36) arkadasimdir ve bu fotografi sadece kestim, onun o melankolik, neseli, ickici
ilistatif yan1 agirlikli diinyasinin gosterimidir. Bu boliimlerde hep bir el ve yiiz
meselesi islenmis. Sovyet tasarimin Onciileri (Figure 37) sayisinda ddonemin
konstriiktivist gostergelerinden yola ¢ikarak dnciilerini gosterdim. Erkut Sahinbag’a
da karst ¢ciktim (Figure 38), burada bilgisayarla yiiziinii gostermedim, ve hig
sormamis neden diye. Turgut Cansever (Figure 18) sayisinda aslinda isglerini atan bir
jonklor vardi, sonra onlar1 hareketliyken bir yigin haline getirdim. Bruno Munari
(Figure 39)-Munari’nin oyunu bu, goz formuna getirip iistiine koydum. Biilent
Erkmen (Figure 40) burada kendi kendimi yaptim, kendi islerim bunlar, arkada kendi
kendimi kovalama hali var, Almanya’da sokaklardaki kiosklarda yapmistim, kendi
kendini hem kovaliyor hem de kendi kendinden kagiyor. Onde ise aslinda bir
sihirbazlik gosteriliyor, dnce 5 parmak var, kapattim ve a¢tigim zaman parmaklardan
biri gitmis, yani birsey yapiyorsunuz ama bu yapmanin sonucunda birseyler gidiyor.
Eller ve yiiz de bir seridir, bir fotograftan eli ve yiizii alir oynarim ama mutlaka kendi
eli olur. Haydar Karabey hadiseliydi (Figure 21), bunu yaptim 6nce kiistii, ¢ok sert
dedi, etrafin1 yumusattim bunu dahasonra daha ¢ok begendi. Bir yerden sonra
portreler miyadini doldurmustu, artik konular1 6ne ¢ikardim. Hep giindelik, dogal ve
boyutlar1 kapagin i¢inde kalabilecek nesneler kullandim, boyutlarint kii¢liltmedim.
Atatiirk Tirkiyesi’'ni (Figure 23) bdyle yapay, ucuz, yaldiza boyanmis, kot bir
nesneyle anlattim. Burada yazi ve mimarlig (Figure 41) elestirdim, yazi ile
mimarligin bliyilk sorunlar1 var. Mimar yapiy1 yapiyor ve informasyon sahibi
olmadig1 i¢in mimar, bir yerine bir yazi1 yaziyor. Halbuki yaz1 ¢ok dikkat edilmesi
gereken birseydir, bu kapakta A var ama A yazilmamis. Avusturya mimarisini bir
Avusturya pastasi ile anlattim (Figure 42). Stalin doneminde mimarlik (Figure 43):
iki el aslinda ayni eldir, solu anlatan bu eli alg1 ile doktiirtiip kendisine verdim, yani
yumrugu kendisi kaldirmiyor, onu heykellestirip ve putlastirip kaldiriyor. Marmara
depremini i¢imde hissettim (Figure 44), bu kadar ince tasarlanmisla deprem

arasindaki iligki bu iste, bu kadar olanaksiz. Mesela Hela tarihinde (Figure 45)
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dogrudan dogruya carsidan bir koku giderici aldim ve higbirseyiyle oynamadim,
aslinda bunlarin da okunmasi lazim. Tuhaf isimlendirmelerle de oynadim. Mesela
Tokyo sehrini (Figure 16) ayaga giyilen tokyo ile anlattim. Kapakta uzun uzun birsey
anlatmak yerine bir isaret koyarak dikkat ¢ekilmeli ve i¢cindekine ulagilmali. Burada
Tokyo sehrini anlatmamiza gerek yok, bu onun isareti ¢linkii. Mimarlik ve

Kiiresellesme’de (Figure 46) sisede Coca Cola yazisi yok ama siseyi tanirsiniz,
silseniz bile sildiginiz belli olmaz. Mimarlik Siireli Yayinlari (Figure 47)-bir
biiyiitecten bagka bir biiylitece bakmak. Ayni nesneleri tekrar tekrar da kullanirim
baska kapaklarda. Taklit de sevdigim bir istir (Figure 48), canlisindan bir cansiz
yarattim ve canliy1 cansiza benzettim. Oteki’nin hikayesi ilgingtir (Figure 49): bir
tasarimci ile bir fotograf¢r bir ajanda yaptilar, ‘Cocuklarinizi Bunlardan Uzak
Tutun!” diye bir konsept ile ve bu konseptte yaratiklar var. Bu sayida onlara nutuk
attim, o yaratiklardan biri buydu ve sinirlenip aldim kapaga koydum. Bunu &teki
haline getiriyor, yani her bize benzemeyeni kotli hale getiriyor. Halbuki 6nlimiize
koyduklar1 sey inanilmaz yaratici, sadece bize benzemiyor. Neden sarigin bir
Barbie’yi koymuyorsunuz? Tam bir sovenizm bence bu. Mimarlikta Temsiliyet’te
(Figure 50) Taklit sayisindaki kalem resmini buraya koydum ve olmuyor, mimarlik
temsili ger¢ek degil dedim. Mimarlarin Tasarimlari (Figure 51) Solingen marka bir
makasla, ¢ok fonksiyonlu bir ¢akinin arasindaki fonksiyon farkini ortaya koydum,
yani ¢akidaki ne kadar makas, genellikle mimarlarin tasarimlart budur, normal makas

ise anonimdir.
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5 Arredamento dergisinin 1989 yilinda ilk kapak tasarimi nasil olustu? Bu ise ilk

olarak nasil basladiniz?

Omer Madra yayin ydnetmeniydi, bir giin ¢agirdilar, sobet ettik ve ben onlar
elestirdim herzamanki gibi nutuk attim. Hatta ilk toplantida bu yayin tasarim
kiltiiriinii 6yle bir igsellestirmeli ki bir yayin yonetmeni olarak bir kagidi yirtip
lizerine ‘1l saat sonra donecegim’ dedigin zama kagidin yirtilma bi¢iminin,
tizerindeki yazinin, yazdigin kalem ucunun kendiliginden bir tasarim degeri olmal.
Yani i¢sellestirmeli, yoksa bu siis olarak kalir demistim. Sadece kapak degil hep ici

ile ilgili de destek oldum.

6 Tiirkiye de ya da diinyada etkilendiginiz ya da takdir ettiginiz, yeni sayisini

merakla beklediginiz bir dergi var m1? Hangi yonlerden kendinize ve lirettiklerinize

katkida bulunuyor?

Bir donem Broudin’in yaptig1 dergiler vardi. 80’lerde dergiciligi ¢ok degistirdi. Form
dergisi akli basinda, sakin ve bu kulvarda bir dergi, daha ¢ok marjinal dergiler ilgimi

cekiyor, onlar da az basiliyor ve kisa siireli oluyor.

7 imajlarda ¢izim, modelleme ya da resim yerine fotograf kullanmanizin bir amact

var mi1?

Ben bunun gercekligini gostermek i¢in yapiyorum, ben burada birseyi patatese
benzetmekle ugrasamam, anlatmak istedigim bu patatesin kendisi. Cizim algilanan
ile algilayan arasina girer, hi¢birseyin araya girmesini istemiyorum. Arkay1 Beyaz
birakmamin nedeni de, bu objeler kagidin iizerine konmus ve fotografi ¢ekilmis gibi
goriinmesi. Bu ylizden 6lgegi boyle ve golgeleri var. Bunu buraya koydum ve

alabilirim demek i¢in.

8 Her ayki Arredamento kapak tasarimi ve uygulamasi i¢in nasil bir siireg

yasiyorsunuz?

Konusu veriliyor, biraz da bilgi istiyorum, eskiden profiller i¢in fotograf istiyordum,
simdi sadece konuyu istiyorum. Biraz kisisel birsey,bazen bir iligkilendirme, bazen

dogrudan gosterim oluyor ve benim bir okumam ve bakisim var bu kapaklarda.
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9 Mimarlara 6zel bir dergi olusu sizi nasil yonlendiriyor?

Daha tasarima yakin insanlarin okumasi, daha diisiince boyutu gelismis insanlarin
hedef kitlem olmasi, bu herkese yapilamaz. Bir de 15 senedir ¢ikiyor olmasi ve bir
geleneginin olmasi, ulagilamiyor olmasi. Bu kapaklara kimse cesaret edemez,

yurtdiginda bile zor.
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