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Abstract:

As is the case in every other field of art, the purpose of architecture is to reveal a unique
situation which has never been experienced before and broaden the feelings, thoughts and
imagination of human beings. Considering that the concepts of identity and uniqueness are
close enough to be used for the same meaning, the main purpose of architecture can be
defined as designing a building which has a certain identity. Metaphors seem to be quite
beneficial instruments compared to several other methods and approaches applied by architects
in order to achieve this purpose. Design problems are defined as “wicked” problems which are
too complex to be solved with completely linear, rational, logical methods and with a certain
algorithm and require considering both objective and subjective aspects of the problem at the
same time and with creativity. Metaphors, defined as “imaginative rationality” appear to be quite
appropriate tools for solving such problems since they unite rationality and imagination.

This paper has two interconnected purposes. The primary purpose is to determine the effective
role played by metaphors during the design processes of distinguished and referred buildings
which have strong identities both in the past and in recent architecture. The secondary purpose
is to indicate the capability of a design approach based on metaphors to meet the demand for
architecture with identity and overcome the increasing monotonousness in the man-made
environment.

Keywords: Architectural identity, metaphor, homospatial thinking, identity formation,
metamorphosis

1. Metaphors, creativity and architectural identity

Aristotle was the first philosopher known in history who pointed out the
effective role played by metaphors in creative processes. He briefly defines
a metaphor as, “...consists in giving the name that belongs to something
else” (Poetics, 1457b). And he explains the importance of metaphors:
“...ordinary words convey only what we know already: it is from metaphor
that we best get hold of something fresh... It is a great thing by far to be
master of metaphor” (Rhetoric, 1410b). One of the aspects of imagination is
seeing something in terms of another thing as claimed by Lakoff and



Johnson (2003) who clarify the reason for this importance. If this idea is true,
it can be concluded that the effectiveness of imagination and thus, creativity,
can be increased through metaphorical thinking. According to Lakoff and
Johnson (2003), “The essence of metaphor is understanding and
experiencing one kind of thing in terms of another” (p. 5), and “...principally a
way of conceiving one thing in terms of another” (p. 36). Johnson (1987:
168) asserts that “Metaphorical projection is one fundamental means by
which we project structure, make new connections, and remold our
experience”. “A metaphor can often create novel features in an object or a
situation”,writes Indurkhya (1999: 621). From the perspective of Lakoff
(1987), new metaphors create the entire conceptual system that human
activities depend on. In a similar vein, Ricoeur (1991) underlines that
metaphors increase our perception of reality by shattering our sense of
reality, and that reality goes through phases of metamorphosis through
metaphors. It is ideal to reach a new design reality never before having
existed by the end of the design process. In order to achieve this reality, it is
a must that our current sense of reality goes through several phases of
metamorphosis. Otherwise, we can never find the opportunity to add new
“architectural realities” to the existing environments. The examples which
were designed based on the metaphorical approach investigated within the
framework of this article verify this idea. Since Aristotle, the ideas about the
role of metaphors in creative processes and their definition have not
changed much. In this respect, the most remarkable change is that the role
of metaphors in creativity is not just limited to art works; their importance is
continuously increasing in science and other creative studies. It should be
pointed out that metaphors play important roles in theoretical realms of
physics which cause paradigmatic shifts. Einstein’s own statements reveal
that he conceptualized his own theory in the form of visual images and used
them in his thoughts (Holton, 1993). However, according to current
operational procedures in science, solutions for characteristically “tame”
scientific problems are sought generally by means of analytic, logical and
linear methods. On the other hand, design problems are inherently complex;
their alternative solutions are unpredictable beforehand, and they are
defined as “wicked” (Rittel and Webber, 1973) or “ill-structured” (Simon,
1973). Design can be characterized as an activity which has sometimes the
mission of covering contradictory goals, is based on implicit theories, and
the notions such as inexpressibility, vagueness, ambiguity, instability,
contingence and interrelatedness (Ledewitz, 1985; Wakkary, 2005). As
Norton (1999: 194) points out, “There is no single, accepted formulation of
the problem; and answers are often more-or-less terms in which planners
and managers at best can find reasonable, but shifting balances among
competing interest and values... The correct formulation of the problem
cannot be known until solution is accepted”. Because of that, the
architectural design process is a quite complex and non-linear progression.
One aspect of this complexity in design is that it is an activity somehow
related to almost all disciplines and fields. Another aspect of its complexity is
that the design bears the responsibility of addressing a constantly changing
and complex human social experience (Wakkary, 2005) and human
behavior which is not easily predictable. The operational system of the
human mind during such an activity still keeps its mystery to a large extent,
and this increases its complexity. Although there is not much discussion
about the complexity of this activity, there are contradictory and polarized
ideas concerning its essence and, in connection with that, how to get better
results by applying which approach and method. While one pole considers
architectural design as a technical problem solving activity that should be
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based on an objective reasoning method, another pole gives priority to the
subjectivism assuming that the designer is a creative genius expressing
her/him/self. The approach based on metaphors and defined as
“experientialist” by Lakoff and Johnson (2003) embraces both imagination
and rationality considering there is no contradiction between them, and thus
has the potential to create better results. During architectural design
processes, not only rational thinking and comprehension of external world,
but also imagination and internal aspects of understanding are needed. In
this context, Lakoff and Johnson (2003) claim that, “The myth of objectivism
reflects the human need to understand the external world in order to be
successful in it. The myth of subjectivism is focused on internal aspects of
understanding. The experientialist myth suggests that these are not
opposing concerns. It offers a perspective from which both concerns can be
met at once” (p. 229) and “From the experientialist perspective, metaphor is
a matter of imaginative rationality... New metaphors are capable of creating
new understanding and, therefore, new realities” (p. 235). Within the
framework of the ideas pointed out so far and particularly for their capability
in creating new realities, metaphors appear to be very valuable and
important tools for an architecture that searches for inexperienced, unique
situations and, in this sense, a new reality and makes use of rational
thinking and imagination at the same time for this end. Metaphorical thought
is not a logical linear mode of thinking. Therefore, it can be seen as an
appropriate instrument for understanding the “recursive aspect of
complexity” (Bateson, 1988) in design and act accordingly.

Metaphors are not just a matter of language; they are also a matter of
thought and action. They involve all natural dimensions of our sense
experience such as color, shape, texture, sound (Lakoff and Johnson, 2003).
The origins of verbal and visual metaphors are similar according to
Rothenberg (2008). The concept of “visual metaphor” was first coined in
scientific vocabulary by Aldrich (1968), but has been known and used by
architects since ancient times. It is quite natural that visual metaphors prevail
in architecture since it is a visual art. Designers’ creative ideas are usually in
the form of objects or images in their minds, and they cannot be easily
verbalized. However, in relation to concrete samples, it is seen that
architects not only use visual metaphors directly, they also apply verbal and
conceptual metaphors into visual images and by using different
interpretations transform them into visual images. As a matter of fact, it is a
much more intelligent attitude than using visual metaphors straightaway and
has potential to create more sophisticated architectural designs because a
concrete graphic image of an abstract concept changes from one architect to
another and varies even according to different perspectives of the same
architect at different times. Every image appearing as a result of this process
would be superposed on previous images. Thus imagination would be
activated and new images would emerge.

As is the case in painting, during architectural design processes, when the
image in the mind of a designer which is the subject of design together with
the images of other thing or things used as visual metaphors are overlapped,
a stable situation is not created comparable to the light coming from
superimposed glass plates of different colors. Mental activities between
these images and the changing importance of the images in the mind during
the design process keep the imagination of the designer constantly vivid.
This situation metaphorically can resemble a kaleidoscope in which the
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image constantly changes. Aiming at solving the mystery of the how human
mind works creatively, Rothenberg (2008) states in his research that many
artists can contemplate two or more discrete entities at the same time and
thus create an art work with a new identity. He calls this situation
“homospatial thinking” and defines it that it “consists of actively conceiving
two or more discrete entities occupying the same space, a conception
leading to the articulation of new identities” (p. 17) which corresponds to
metaphorical thought. According to Rothenberg (1980), during creative
processes in visual arts such as painting, sculpture and architecture, the role
of visual metaphors is salient. Coyne (1995: 292) also underlines the same
role: “Design can be characterized as generating action within a ‘play’ of
metaphor”. Related to Rothenberg’'s discovery, Schwartz (1987) has
demonstrated that in the Mona Lisa painting by Leonardo Da Vinci, it is very
likely that Leonardo’s or his father's images are superimposed on the
image of the woman depicted in this painting (Figure 1). Mona Lisa as an art
work owes its very impressive identity to a notion that for centuries has been
based on metaphors an argument strengthening the hypothesis of this
article.

Contemporary prominent architects especially
Libeskind, Calatrava, Correa and Holl abstain
from direct analogy and use narratives,
memories, historical events, characteristics
related to project subjects or sites or natural
structures as metaphors. It is seen that these
architects reach generally multi-layered,
sophisticated,  effective = meanings by
constantly making mental shifts between the
verbal and the visual metaphors. The
significance of this meaning in relation to this
article’s argument is that it has a very
remarkable architectural identity. It should be
noted that here it is not a completely new
meaning, it is the metamorphosis or
“reincarnation” of one or more existing
meanings formed through “homospatial
thinking”. It is presumed that architectural
environments reached through such an
approach do not cause alienation in people
and solve the dilemma of creativity and
identity. Waks (2001: 38) claims that the B .
major achievement of Schon who is . }
remarkable figure in design theory research g
has recognized the power of metaphor: “He
discovered that generative metaphors
permitted us to ‘construct meaning in our
perpetually changing circumstances,
providing continuity between our older experiences and our new situations
by pointing at similarities or family resemblances between them’ ”. According
to Fernandez (1974), metaphors play at major role in identity formation.
Creative or generative metaphors enrich a certain cultural environment by
adding new meanings (Tucker, 1994). The significance of representational
space or discovery is never absolute; on the contrary, it is always a matter of
transformation and interpretation (Foucault, 1986). As Tucker (1994: 138)
points out, “Architecture, as in art and literature, can use metaphors to

Figure 1. Mona Lisa Paintin
Vinci. Leonardo’s or his
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convey specific philosophy. In some instances, an entire work of art or
architecture itself becomes the metaphor”. “Identity is people’s source of
meaning and experience” stated by Castells (1997: 6). However,
counteracting the architectural deformation created by the uncontrolled
power of globalization, without resorting to historical repertoire, there is a
need for an architecture expressing societies’ own realities. In order to
accomplish this, Castell (1996) points out that we should turn to places,
culture and people. In relation to this current need, architecture has become
a cultural expression medium gaining importance in creating and developing
a social identity (Delanty and Jones, 2002). Due to that, a design approach
based on metaphors has recently become pervasive. Such a design
approach has a capability of ensuring the “reincarnation” of the existing
identity without completely rejecting the old identity and disintegrating with
familiar meanings, experiences or shared codes of the society.

From the view point of Draaisma (1995), metaphors as literary and scientific
structures are the reflections of a certain era, its culture and its environment.
The same situation is valid for architecture as well. The new and different
identity of each era employing the design approach based on metaphors is
reflected in architecture through the metamorphosis of the existing culture. In
addition to being a medium for creating new identities and thus enriching the
existing culture, metaphors are transmission tools of cultural identity from
one place to another. According to Fernandez (1986), this transmission in
language or in architectural environment is negotiated through the interplay
of contrasting or similar metaphors.

2. Examples based on metaphors prior to the modern movement

The ideas about the role of metaphors in architecture date back to ancient
times. Vitruvius (1960) suggests the use of nature as metaphor and
observation of things growing like a tree almost two millennia ago. He also
points out that when people adopted a sedentary life, some build shelters for
themselves resembling bird nests by getting inspiration from swallows. As
nature designed the human body symmetrically, perfect buildings,
particularly temples, were symmetrically designed by the ancients. The
reason for the effective identity of Gothic architecture is associated with its
use of natural entities’ structures and natural processes as metaphors. Jan
Rudolphe Perronet (1770: 39) described the metaphorical basis of Gothic
architecture as follows: “The magic of these buildings explained largely by
the fact that they were built in some degree, to imitate the structure of
animals; the high, delicate columns, the tracery with transverse ribs,
diagonal ribs and tiercerons, could be compared to the bones, and the small
stones and voussoirs, only four or five inches thick, to the skins of these
animals. These buildings could take on a life of their own like a skeleton or
the ribs of a boat, which seem to be constructed using similar models”. The
constructive success and distinct identity of Gothic architecture could be
attributed to the synchronization of its structural system with the “natural flow
of forces” and in this sense the application of natural processes as
metaphors (Schuyler, 1894).

The distinctive and effective identity of the Crystal Palace designed by
Joseph Paxton in 1851 is the result of a design approach based on
metaphors. Almost one-meter long, the large leaves of a water lily called as
Victoria Amazonica are strong enough to carry Paxton’s seven year old
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daughter  (Figures 2). This
strenghth is the results of ribs’ of
water lily structural pattern
(Figure 3). He clearly described
his metaphoric inspiration in his
lecture at the Royal Society of
Arts during construction of Crystal
Palace as follows: “The underside
of the leaf presents a beautiful
example of natural engineering in
the cantilevers which radiate from
the center, where they are nearly
two inches deep, with large
bottom flanges and very thin
middle ribs from buckling; their
depth gradually decreases
towards the circumference of the
leaf, where they also ramify”
(Paxton, 1850-1: p. 6). This
observation brings to his mind the
idea of building a structure which
has never been accomplished
before with a light but strong roof.
He has also applied to the
metaphor of table cloth which
covers this roof structure (Ufuk,
2007). After such inspirations,
Paxton has used steel which
represents the function of ribs
and glass for the flat surface of
the leaf. This building has
become one of the major
architectural symbols of the New
Industrial Age (Figure 4).

In a similar way, the strong
identity of the Eiffel Tower
emerges from its metaphorical
genes. The construction of this
tower was completed in 1889.
However, the preliminary
thoughts of this scheme which
was metaphorically tied to nature
were started four decades before.
During the early 1850's,
Anatomist Herman Von Meyer
observed that the internal
structure of the top of femur was
quite an important element of our
skeletal system for transmitting
the weight of the human upper
body to the legs. He discovered
that the structure in the top
resembled lattice work.
Thompson (1948: 976) describes

o

Figure 2. The picture depicting the strength of water lily

leaves carrying Paxton's 7-year-old
Source: Wikipedia

daughter Annie.

Figure 3. Structural pattern of water lily’s leaf. Source: abc-

machine-embroidery.com
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Figure 5. Eiffel Tower. Texture pattern found by
Von Meyer in the “femur”, which is used as a
metaphor during Eiffel Tower’s design. Source:

Thompson, (1948).

: — |
Figure 6. Eiffel Tower by Gustave E
Source: polylooks.wordpress.com

iffel.

this structure called “trabeculae” as follows:
“The trabeculae, as seen in a longitudinal
section of the femur, spreads in beautiful
curving lines from the head of hollow shaft of
the bone; and that these linear bundles are
crossed by others, with such a nice regularity
of arrangement that each intercrossing is as
nearly possible as an orthogonal one: that is
to say, the one set of fibers or cancelli cross
the other everywhere at right angles”. Karl
Cullman, an engineer became interested in
Meyer’'s works for a crane design and gained
information from him. Thompson (1948: 977)
comments on this conversation as follows:
“The engineer, who had been busy designing
a new and powerful crane, saw in moment
that the arrangement of the bony trabeculae
was nothing more nor less than a diagram of
lines of stress, or directions of tension and
comprehension, in the loaded structure: In
short, nature was strengthening the bone in
precisely the manner and direction in which
strength required”. Cullman solves the
problem in the crane’'s design inspiring
Meyer's research and utlizes the
transmission of the trabeculae pattern to the
feet of the construction’s load in the Eiffel
Tower (Figure 5). Latticework in this tower
similar to the curvilinear pattern on the top of
the femur ensures the transmission of loads
coming from the upper part to the ground
(Figure 6). Although its function is similar, the
pattern on the femur is reversed here.

3. Examples related to the modern
movement in architecture

Conforming to transcendental philosophy’s
principles, Frank Lloyd Wright, one of the
leading figures of 20th century architecture,
says nature and natural processes he
observed are the guiding principles or the
main metaphors of his design approach.
Wright discovered the order and unity
principle in nature. According to him “order
gave life its form and unity gave form its life”
(Bolon, Nelson and Seidel, 1988: 86). Wright
admired humble weeds as they embody
these principles and he would ride on his

horse to pick some of them. Moreover, natural objects occupied a great
place in his Oak Park’s studio library and he probably benefited from them to
find the main concept of his designs (Bolon, Nelson and Seidel, 1988).
Wright tried to discover the natural pattern of structures and the secrets of
nature’s order. He conceived nature as an organism and, similarly, he
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suggested that within his concept of
organic architecture a building is an
organism. He considered
construction as a living entity, a
product of circumstance, a unified
response to function, material and
environmental forces and the
architect as an “instrument of nature”
(Stuart, 1992: 35). His statement, “A
building dignified as a tree in the
midst of nature” (Wright, 1954: 50)
reflects such a perception. However,
Wright's usage of metaphors is not
limited to nature. For instance, in the

“Unitarian ~ Community ~ Meeting Figure 7. Uniterian Community Meeting Center by

Center”, the trinity of the Father, Son  Frank L. Wright. Source: forconstructionpros.com
and Holy Ghost is reflected

metaphorically in his design (Figure

7). The capability of using metaphors . ‘H
during design processes in N
realization of buildings with apparent e W M

and strong identity is confirmed
within the context of Wright's design
approach.

There are two metaphors in the
Glass Pavilion designed by Bruno
Taut for the Werkbund Exhibition in
Cologne, Germany in 1914 (Figure
8). The first metaphor used by Taut
in this design is the vision and
propositions included in Paul

] “« . ” — .""l.“- = h_h e ] :
Scheerbarts boo_k Gla_ssarch|tectur Figure 8. Glass Pavilion by Bruno Taut. Source: Curtis
which was published in the same (2011)

year. According to the poet, in a
transparent and splendid utopist world, where all architecture is composed of
glass, the dichotomy of internal and external environments will be
eliminated. And as a result, in such an environment, there will be no ethical
problems. Taut is inspired by his aphorism “Light wants crystal”. In
accordance with Scheerbart's ideas, the dome of the Glass Pavilion was
designed with double-glazed walls whose colored prism is inside and
reflective glass is outside (Tucker, 1994). The second metaphor used in this
building is Gothic architecture. According to Taut, this structure aims to
reflect the spirit of Gothic cathedrals and the pyramidal shape of the crown
is, in the words of Frampton (1980: 116), a “universal paradigm of all
religious buildings, which together with the faith it would inspire was an
essential urban element for the structuring of society”.

One of the primary fields referred by architecture as a metaphor is science.
Einstein’s relativity theory especially has pervasive reflections in
architecture. Mendelson is inspired by this theory believing that it reaffirms
architects’ and engineers’ loyalty to nature. Mendelson uses the terms
“nature” and cosmos to mean exchangeable nature of matter and energy.
He has tended to explain his own architectural space in terms of light and
mass corresponding to energy and matter in Einstein’s theory (Figure 9). His
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building called Einstein’'s Tower or the Potsdam
Observatory, is associated with Einstein and his
theory of relativity and a metaphorical
expression of paradigm of reality and at the
same time Taut's Glass Pavilion (Tucker, 1994).

Tatlin was also inspired by Einstein’s theory of
relativity in his design of the Monument to the
Third International (Figure 10). This monument
was designed as a double steel spiral skeleton
surrounding three geometric forms revolving and
creating a vertical stacking. The huge glass
drum at the bottom is designed to slowly make
Figure 9. Einstein Tower by Eric revolution once a year; the next higher
Mendelson. Source: fotocommunity.de pyramidal form once a month and the highest
cylinder once a day. This tower, considered a

T part of “real time and space” seems to be

related to the dynamics of motion to represent

the historical journey in space. Tatlin integrates
time and the spatial position metaphorically and
expresses space’s relation to history. This
means alienation from a psychological and
transcendental time dimension of non-Euclidean
geometry and fourth dimension philosophy.
According to Krauss (1981: 56), this tower is the
“externalization of the structural logic of
sculpture”. Getting inspiration from Einstein’s
relativity theory, in his design he expresses the
idea that time and space are interconnected and
interchangeable.  Related to transitional

+ understanding between the fourth dimension of
non-Euclidian geometry and Einstein’s relativity
| \ theory, Tatlin has used time only as the fourth
Kot N |,‘ M dimension. He created a metaphor for

Figure_lb. Third International Monument by mttera_lcnve space Ir?versr;rjg _the mter:_or "’md
Vladimir Tatlin. Source: Curtis (2011) exterior space retationship —incorporating - the
motion. Here interior and exterior can be

converted with each other. On the other hand, time represented with motion
is identified with space. Tatlin used a skeletal structure as a metaphor on the
external surface, it is beyond the interplay between interior and exterior
because what is aimed to be expressed here is that internal and external
space is dependent on the position of the observer (Tucker, 1994). This
monument with its distinguished status in architectural history is another
confirmation of metaphor’s effective role in forming an architectural identity.

Another architect who is interested in time and space notion which gains a
different and to some extent metaphysical meaning after Einstein is
Buckminister Fuller. He explains that his primary source of inspiration is
Einstein’s relativity theory as follows: “Obviously, we must now abandon
the unrealistic ‘at rest’ and refer all our affairs to the realistic yardstick of
energy and its velocity aspect, as recently and universally adopted by
science from Albert Einstein’s work” (Fuller, 1963: 201). Fuller’s architectural
forms are metaphorical expressions related to his understanding of relativity
theory. For Fuller, fourth dimension architecture should have been in a
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circular form symbolizing time by
radius. Time is measured as the
distance from the Center column
(Henderson, 1983). It is observed
that Bruno Taut's Glass Pavilion
inspires Fuller as well and he used
it as a metaphor in his impressive
geodesic dome (Tucker, 1994)
(Figure 11). At this point, bearing in
mind that Gothic architecture is
used as a metaphor in Glass
Pavilion, it can be concluded that
geodesic dome is in a sense
indirect metamorphosis or “second
reincarnation” of Gothic Architecture.
This indicates that metaphors have
capability of continuously ensuring
the reinvigoration of old identity in
accordance with the “zeitgeist”
without completely breaking with
the  familiar meanings and
experiences of people. Henderson
(1983: 236) points out that
Geodesic dome as “fundamental
minimal structure of the universe”
developed with Fuller's changing
interest from circle to tetrahedron.
Fuller relates his comprehension of
geodesic dome’s unique structural
strength to the interchangeability of
energy and matter according to
Einstein’'s E=mc? formulation and

uses this formulation as a
metaphor (Tucker, 1994). Fuller's
distinct designs influentially
reflected in the memories of
architects and architectural
students owe their identity to a
design  approach based on
metaphors.

Metaphors again play the primary
role in creating the distinctive
identity of Le Corbusier's Villa
Savoy which is one of the most
important and most frequently cited
buildings of modern architecture.
This metaphor is cinema which is a
new medium and a technologically
new invention at that time.

‘-LK |
‘hk%

a7 AT N

Figure 11. Geodesic Dome by Buckminster Fuller.
Source: xlili.wordpress.com

Figure 12. Villa Savoy by Le Corbusier. Source: irene-
ngocta.blogspot.com

Lo carbusicr howse
EhEUEMED IF6FH shemony
Ly Ludvig Lonse 21711702

Figure 13. Ludving Lohse’s drawing which indicates that
cinema is used as a metaphor in Villa Savoy. Source:
Penz, (2006)

According to Colomina (1987), Le Corbusier’s architecture is the result of his
positioning himself behind the camera. Colomina (1994: 5-6), states that
“Modern eyes move. Vision in Le Corbusier’s architecture is always tied to
movement: You follow an itinerary, a “promenade architecturale”. The point
of view of modern architecture is never fixed, as in baroque architecture, or
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1957
1953

Figure 14. Le Poéme de I'Angle de Droit.Le Corbusier’s
drawings indicating the mystic relationship between
Mary’s body and Ronchamp Chapel. Source: Samuel,
(1999)

>

Figure 15. Ronchamp Chapel. Source: weareprivate.net

as in the model of vision of the
camera obscura, but always in
motion, as in film or in the city”
(Figure 12, 13). Such an attitude is
clearly observed in Villa Savoy. Itis
not possible to comprehend this
building from a single point of view;
however, a moving eye like the
camera in cinema could perceive it.
From Sarkis’ (2002) perspective, Le
Corbusier’'s interaction with cinema
is beyond that. Because here the
constants can be manipulated as it
is the case in cinema. Emptying the
space enables more continuity.
From this respect, it is obvious that
Le Corbusier is used as a metaphor
deliberately and systematically with
the influence of the cinema. Another
design of him, Ronchamp Chapel
built in 1955 which has strong
identity is based on theological
metaphors. Many sketches made by
him clearly demonstrate that Le
Corbusier is trying to establish a
mystical relationship between
Mary’s body and the church
(Figures 14, 15). In this chapel,
there is another metaphorical layer.
It is the interaction with mortuary
sculptures in Brittany region of
France (Samuel, 1999).

4. Examples related to after
modern movement

Turkish Historical Society Building
of Turgut Cansever and Ertur Yener
in Ankara emerged from the castle
metaphor as indicated by
Cansever's sketch on this matter as
the main function of this building is
to protect historical documents like
a castle (Figures 16). Castle
metaphor is expressed in the
massive  surfaces where the

columns on the ground floor of the building grasps the first floor cantilevers
and upper ending profiles of these surfaces which are resembled to bastions
(Ulusu, 1990). This statement by Cansever demonstrates that a second
metaphor was also used in this building’s plan scheme formation: “During
my history of art studies, | was visiting monuments and buildings from
Ottoman period such as madrasas etc. | was observing how people used to
live in these buildings (Figure 17). There were rooms, porch... One or two
people would use the same room to study, people use the porch to
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communicate and discuss
things... It was like an agoral!
First discussions made when
walking in open spaces of
Athens... In fact, if madrasa has
the features of revealing the
collective  characteristics  of
scientific research, | thought that
a place in the center together
with such a meeting room, study
rooms on the upper floors and
library could represent freedom
of collective study and a solution
could be allowing for it. So
madrasa plan played a role”
(Tanyeli, Yicel, 2007: 174). It is
seen that the use of castles and
madrasas as metaphors give a
strong identity to this building.

Correa’s Jawahar Kala Kendra
Art Center in Jaipur dedicated to
Nehru is another example of the
significant role played by a
design approach based on
metaphors in  creating an
architectural identity. There is
coding which is the metaphor of
the archaic Notion of Cosmos
completely identical to Navgraha
mandala (Correa, 1996). As a
matter of fact, this coding is not
a new attitude. In the
arrangement Jaipur city plan
which was designed in 17th
century, 9 chequered Navgraha
mandala used as a metaphor by
Maharaja  Jaisingh  (Jadav,
1998). So the main arrangement
plans of this city and this art
center are the same. It is based
on the division of a square
evenly into 9 little squares
representing 9 planets (Figures
18, 19). However, “Shukra” of
these was moved to one side in
a way that would be the

Figure 16. Turgut Cansever’'s sketch showing clearly that
castle metaphor is used in the design processes of Turkish
Historical Society Building. Source: Tanyeli and Yicel,
(2007)

— e A L

Figure 17. Turkish Historical Society Building by Turgut
Cansever and Ertur Yener. Source: Tanyeli and Yicel,
(2007)

reminiscent of the entrance place in the Jaipur city plan. It is also the same
in the art center. Main functional groups of Jawahar Kala Kendra are placed
in 9 squares according to the characteristics attributed to imaginary planets
in the archaic era. For instance, while administration is in Mangal square
which represents power, library is in Guru square which is believed to
represent wisdom (Figures 20, 21). Metaphors play active role in detailed
designs. This feature is interconnected in Rahu square which is the symbol
of devourer and restorer at the same time and it is depicted as intercepting
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Figure 18. Jaipur City Plan was based on 9
chequred Navgraha mandala. Source:
boloji.com

v
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Figure 19. Charles Correa’s sketch indicating
that Jawahar Kala Kendra based upon the
Jaipur City Plan. Source: Correa (1996)

Figure 20. Plan of Jawahar Kala Kendra

Cultural Center by Charles Correa. Source:
jawaharkalakendra.rajasthan.gov.in

circular walls and contrast of black and white
hues. In this section a column is also the
metaphor of the axis of Universe (Correa,
1996). While adapting this mandala to the
conditions of the contemporary era, on the
one hand Correa attempted to express the
roots of society, enlive the past in collective
memory and on the other hand indicate the
social change. Jadav (1998) interprets this
approach as a search for identity by Indian
architecture which is believed to be
alienated from local and national identity
during the period of colonization for 200
years. Here, metaphorical approach of
Correa which is based on cosmology of
Jaipur City plan is seen as an example
which ensures historical continuity without
losing the purpose of renewal and thus
attempting towards the solution of creativity-
identity dilemma.

Steven Holl's interaction area in his Stretto
House is music which is traditionally
considered to be close to architecture due to
its abstract nature (Pallasmaa, 2005) and ,
but at the same time creates difficulty when
used as a metaphor due to this
abstractness. By overcoming this difficulty,
Holl realized Stretto House which has
become matter of researches because of its
distinct identity. In relation to “homospatial
thinking”, there are two discrete images
here; on e is superposed and interacting
musical composition, the other is existing
water dams in the site. In the project site,
the sound created by water flowing from the
spring and overflowing from the water jumps
associates Holl's mind to the Stretto partition
in the fugues. Holl listens a piece from
Bartok when he is working on this project,
and according to him, this piece is
compatible with golden section and has an
architectonic structure. Holl (1996a: 7)
writes, “In a fugue stretto, the imitation of the
subject in close succession is answered
before it is completed. This dovetailing
musical concept could, | imagined, be an
idea for a fluid connection of architectural
spaces. A particular piece of music was
chosen for its extensive use of stretto-Béla
Bartok’s Music for Strings, Percussion, and
Celesta (Figure 22, 23). In four movements,

the piece has distinct division between heavy (percussion) and light (strings).
Where music has a materiality in instrumentation and sound, this
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architecture attempts an analog in light and
space”. As the piece has four parts, the house
also has four parts which can be characterized
as light and heavy ones. While the rectangular
heavy parts have the massive concrete
characteristics, the curvilinear light transparent
sections are constructed with steel and glass.
This arrangement of heavy and light parts is
also metaphorical expression of solid water
damns in the site and the flowing water over
them (Holl, 1996b). In the main building, plan
geometry is orthogonal while the section
geometry is curvilinear. As the melody is
played reversely in this kind of piece, it is
reflected in the architecture of guest house as
curvilinear plan geometry and orthogonal
section geometry. Reflective and brilliant floor
material is chosen because it expresses the
watery characteristic of the site. Goethe's
metaphorical definition as “architecture is
frozen music” becomes literally concrete in this
design.

Parc de Villette which has distinct identity is
another example related to the result of the
interaction with other areas in a design. In this
experiential project, cinema is used as a
metaphor. Tschumi (1981) has proposed the
idea that cinema theory can be applied in
architectural design process in his book called
“The Manhattan Transcripts” and then he has
an opportunity to put this idea into practice in
his “Parc de Villette” Project. According to
Tschumi, cinema is based on discontinuous
narratives.  Discontinuity instruments are
juxtaposition, frames, montage, cut etc. related
to cinema techniques (Figure 24). Tschumi
used the sequence technique in cinema to
express movement. In the design of units
having different functions of this park which is
defined as “Cinematic Promenade of Gardens”.
Another remarkable aspect of this design is the
metaphor of film strip. The main walkway, is
the metaphor of sound track on the film strip,
folies arranged sequentially to be seen in
juxtaposition from different angles from above,
below or any other viewpoint in the
environment are the metaphors of image track
on the film. Each “folie” displays a distinct

Fige 21. Jawahar Kala Kendra Cultural
Charles

Center by Correa.  Source:

caroun.com

Figure 22. Stretto House by Steven Holl. The
relationship between Bartok’s musical piece
which is used as a metaphor and the House’s
model. Source: Garofalo (2003)

___I I
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Figure 23. Elevation of Stretto House.
Source: Garofalo (2003)

image. In other words, they are arranged one after another without exposing
any formal relationship to each other as it is the discontinuity case in cinema.
Perteuiset (1990: 11) points out, “In its built form, the park is experienced as
dichotomized between, on the one hand, thematic units of experience each
formalized as architectural objects of gardens, and on the other hand, the
distance to be covered between each of these events analogous to the

abstract time that connects photograms”.
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Figure 24. Parc de la Villette by Tschumi.
The use of juxtaposition, frames, cut and
montage techniques in cinema as a
metaphor in architecture. Source:
paavo.tumblr.com

Figure 25. Daniel Libeskind’'s sketch for
Jewish Museum expressing the cruel event
during World War Il. Source: Dogan (2003)

The disruption and distortion of David’'s Star in
the plan geometry of Libeskind’s Jewish Museum
in Berlin, and deep crack formed on the facades
of the building are the metaphors of the cruel
things confronted by Jewish people during World
War Il (Figure 25). During the design processes,
Libeskind also tended to express metaphorically,
Berlin Wall with broken lines and Landwehr
Channel with curvilinear lines (Figure 26). Within
the framework of Libeskind’s multilayered
interpretation, the Star has more than one
meaning here. In Libeskind’'s (1997: 113) words,
one of them is “to integrate the German and
Jewish histories of Berlin”. Conceptually, Star is
the embodiment of Jewish and German people
and symbolizes their crisscross cultures. With a
set of sketches, Libeskind initiates to establish a
connection between the architecture and the city,
and Star form in these sketches is the main tool
relating the individual building to the city (Dogan,
2003). During the design generation processes
here, it is obvious that the physical characteristic
of site area’s surroundings and the history of that
place are interrelated. According to Frampton
(1982), establishing a relation between project
subject and place in this sense will result in a
certain character and give a sense of identity to
the society. Libeskind thinks that monuments are
as necessary as history in order to ensure that
people could live the moment by overcoming the
traumas of the past. According to him, any
Jewish  monument in Berlin reflects the
“permanent presence of absence” because even
if it is not seen, it is there; it is a part of the space
in which the city also carries its own absence
(Delanty and Jones, 2002). According to Delanty
and Jones (2002), Libeskind’s notion of German
‘non identity’ can be interpreted as a desire for
evolving a universal, post-national identity rather
than a certain, national identity (Figure 27).
However, there is no doubt that Berlin Jewish
Museum has a very apparent and strong
architectural identity. He also attributes this
identity to the metaphorical approach used
during design processes as it is the case in other
examples.

5. Conclusions

The main purpose of architecture is to design
unigue architectural environments and
consequently generate effective architectural
identities which broaden the feelings, thoughts
and imagination of human beings; in short, their
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experiential realm. There is no
extensive argument over this
purpose, but it is a challenging
and crucial task to generate this
identity in architectural design
processes since there are no
commonly accepted formulas
and methods be directly
beneficial to the achievement of
this critical task. Scientific
methods and approaches have
never been sufficient enough to
solve architectural issues
because scientific problems are
characteristically different from
architectural problems. However,
ordinary science’s problems are
“tame” and thus generally can be
solved with linear methods based ¥
on rationality. These linear i
methods and approaches are
incapable of solving architectural
design problems as these
problems, defined as “wicked” or
“ill-structured”, are too complex
to be solved through linear
methods. Both rational and
objective reasoning; and
imaginative and subjective
aspects are needed concurrently
to solve these kinds of problems.
The solution of this essential
architectural problem seems to
be dependent on the acquisition
of an appropriate tool which
would meet the demands of
these two aspects at the same
time during the design
processes. The discussion so far
about design processes of the
examples having effective
architectural identities indicates
that this tool could be a design approach based on metaphor because
metaphor defined as a matter of “imaginative rationality”, is capable of
reaching new realities, and embraces both objective and subjective aspects
of a reality. By having this capacity, metaphor is seen as a very valuable tool
for the designer who needs both rational thought and imagination at the
same time and seeks a unique situation, in this sense, a new reality which
has never been experienced before. As metaphorical thinking is not a logical
linear way of thinking, it is presumed that architectural design which is
essentially a “non-linear” progression, would allow for better comprehension
and conduct in accordance with architectural design’s “recursive aspect of
complexity”.

Figure 26. Daniel Libeskind’s sketch. Metaphoric expression
of Berlin Wall and Landwehr Channel. Source: Dogan (2003)

L

useum by Daniel Libkiﬁd. oue

Figure 27. Jewish
wayfaring.info

Since Aristotle a large number of philosophers and researchers indicate the
positive role played by metaphors on creativity, primarily in art;
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subsequently, in science and other disciplines. It is seen that recently the
interest in the relationship between metaphorical thinking and creativity in
almost every field is progressively increasing. The essence of metaphor is
understanding, experiencing, thinking and designing one kind of thing in
terms of another. Research, initated to solve the mystery of how the human
mind works during the creative process, demonstrates that when human
mental attention is constantly switching from one discrete image to another,
these images overlap in the mind. This is exemplified in da Vinci’'s Mona
Lisa. Successful results are attained, consequently leading to the formation
of a new identity. This situation which is called as “homospatial thinking” by
Rothenberg is the same as the metaphorical thinking.

The significant role of metaphors in the formation of architectural identity has
been realized and applied by architects since Vitruvius. When architects
implemented this tool, they created architectural works which have indelible
reflections on human mind, some of which are discussed in this article.
These are beyond being single examples. Apart from the examples pointed
out in this article, there are many other architectural works which indicate a
strong correlation between the design approach based on metaphors and
effective architectural identity. It is seen that many architects have generated
new images by triggering their imagination by overlapping two or more
discrete images in their minds through homospatial thinking, particularly
related to properties of a project topic or site area. Prominent architects
such as Wright, Taut, Le Corbusier, Tatlin, Fuller, Cansever, Correa,
Calatrava, Holl and Libeskind have been able to generate multilayered,
sophisticated and significant meanings through this approach. The important
point here is that these significant meanings are not entirely new; as a
matter of fact these are the metamorphosed forms of one or more existing
meaning through “homospatial thinking”. In this sense, it is seen that existing
meanings or images reincarnate and come into existence in a refreshed
form. As a result, architectural environments which are generated with this
approach have the capacity to meet the two apparently contradictory needs
of societies: one is renewal; the other is not being alienated from the
existing cultural identity. Under current circumstances, architecture has
become a quite important medium in creating and developing social identity
as people demand an architectural environment which is not unfamiliar to
the existing material and nonmaterial culture and reflects their own reality
and identity instead of boredom and monotony created by the uncontrolled
power of globalization. As seen in the examples, a design approach based
on metaphors gives architects the opportunity of metamorphosis in
accordance with the “zeitgeist” without breaking with the familiar meanings,
values and shared codes of society and also without ignoring the need for
renewal.
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Mimari kimli gin olu sumunda metaforlarin rola

Diger sanat alanlarinda oldugu gibi mimarligin da temel amaci, insanoglunun duygu,
dislince ve imgelem dinyasini genisleten, o gine kadar hi¢ deneyimlenmemis,
kendine 6zgi bir durumu ortaya ¢ikarabilmektir. Kimlik kavrami ile kendine 6zguliik
kavramlari ayni anlamda kullanilabilecek kadar birbirlerine yakindirlar. Bu bakimdan
mimarligin temel amaci, belirli bir kimligi olan bir binay! tasarlamak seklinde de
tanimlanabilir. Mimari tasarlama sureclerinde bu temel amacin nasil basarilacagi
buylk oranda belirsiz, agik ve kesin ydntemi ortaya konmamis bir konu olmakla
birlikte, mimarin bir sekilde mutlaka ¢cézmesi gereken 6nemli bir meseledir. Bu
makalenin birbiriyle iligkili iki amacindan birincisi, ge¢cmis ve ginimiiz mimarliginda
gucla kimligi olan, bu nedenle de belleklerde iz birakan binalarin tasarim sireclerini
irdeleyerek bu gii¢ problemin ¢6zimu konusunda metaforlarin oynadigi etkin roli
belirleyebilmektir. ikinci amaci ise, toplumlarin bir yandan yenilesme, 6te yandan da
mevcut kultirel kimligine ve bu kimligin bir ©6desi olan mimari cevreye
yabancilasmama gibi birbiriyle celiskili gorinen iki ihtiyacina metaforlari esas alan bir
tasarlama yaklasiminin ayni anda cevap verme potansiyeline isaret etmektir.

Metaforun yaratici ¢calismalardaki etkin rolline isaret eden ve bu kavrami tanimlayan
bilinen en eski dusunir Aristotle’dir. Sadece sanatta degil bilim ve teknolojide de
yaraticilik tizerinde metaforlarin oynadidi etkin rol izerinde Aristotle’da bu yana pek
¢ok dusunidr ve arastirmaci durmustur. Metaforun esasi bir seyi baska bir seyin
kosullar ile anlamak, deneyimlemek, tasavvur etmek ve tasarlamaktir. Bunun
imgelemin etkinligini artirdid1 dolayisi ile yaratici calismalarda olumlu rol oynadigi ve
yeni gerceklikleri ortaya koyma kapasitesinde oldugu konusunda arastirmacilar genel
bir gériis birligi icinde gériinmektedirler. Insan zihninin yaratici siire¢ sirasinda nasil
isledigini ¢bzmeye girisen arastirmalar, Leonardo’nun Mona Lisa tablosunda
orneklendigi gibi, iki veya daha fazla imge arasinda zihnin sirekli gidip gelmesinin ve
bunlarin zihinde Ust Uste ortismesinin yaraticiligi tetikleyerek, sanatclyl basaril
sonuglara goturdigu ve dolayisi ile yeni ve gucli kimligi olan sanat eserlerinin bu
yolla ortaya konulabilecegine isaret etmektedir. Rothenberg’in “homospatial thinking”
diye adlandirdigi bu durum metaforik diistince tarzinin bir bagka sekilde anlatimidir.

Mimari tasarim problemleri, “iyi huylu” bu nedenle de rasyonelligi esas alan dogrusal
metotlarla ¢ozimlenebilecek dogal bilim problemlerinden farkli, karmasik “k6étu huylu”
veya “kotu yapidaki” problemlerdir. Bu nitelikteki tasarlama problemleri tamamiyla
lineer, rasyonel, mantiksal metotlarla ¢ozillemeyecek kadar karmasik, objektif ve
subjektif yonlerin her ikisinin de ayni anda go6zetilmesini ve yaraticiigi gerektiren
problemlerdir. Lakoff ve Johnson tarafindan “imgelemsel rasyonalite” olarak
tanimlanan metaforlarin, bu tanim cergevesinde objektif ve stibjektif gereklilikleri ayni

20 ITU AZ 2012-9/2N. Ayiran



anda karsilama potansiyelinin mimarlkta fark edilip, kullaniimasinin gecmisi hayli
eskidir; Vitruvius'a kadar uzanir. Bu kapasiteleri nedeniyle, metaforlar daha 6nce
deneyimlenmemis kendine 6zgu bir durumu ve bu anlamda yeni bir gercekligi ortaya
koyma pesinde kosan, bunun icin de hem rasyonel dislinceye ve hem de
imagination’a ayni anda ihtiya¢ duyan tasarimcinin karsi karsiya bulundugu giic
problemin ¢éziminde c¢ok degerli bir ara¢ olarak goérinmektedir. Mimarlar antik
¢aglardan bu yana bu araca basvurduklarinda belleklerde iz birakan, gugcli bir
kimlige sahip mimari eserleri yaratmayi basarmislardir. Gegmisteki drnekler yaninda,
ginimizin o6nde gelen pek c¢ok mimarinin da giderek artan oranda tasarim
sureglerinde metaforlara basvurma veya ayni anlamdaki “homospatial” distince
yoluyla, o©zellikle proje konusu veya vyeri ile ilgili bir veya daha fazla imgeyi
zihinlerinde ortustirtp, imgelemlerini tetikleyerek gicli kimligi olan yeni imgelere
ulastiklari gérilmektedir.

Bu makalede incelenen Gotik Mimarinin konstriktif basarisi ve ayirt edici kimligi onun
dogayr metafor olarak kullanarak strikturel sistemi dogal kuvvet akisina goére
senkronize etmesine ve bu anlamda da dogal surecleri metafor olarak kullanmasina
bor¢lu goériinmektedir Joseph Paxton tarafindan 1851 yilinda tasarlanan Crystal
Palace’'in da mimarlk tarindeki ayirt edici etkin kimligi metaforlara dayanan bir
tasarlama anlayisinin sonucudur. Nillfer gicegi yapraklarinin sap kismindan yayilan
Isinsal damarlarin yapragin kenarindaki kemer seklindeki ana damari destekleyerek
giclt bir striktirel sistem olusturmasi Paxton'da hafif, ancak gugli bir cati
striktirinin tasarlanabilecedi disincesini uyandirmigti. Eiffel Kulesi’'nin de etkin
kimligi onun metaforik genlerinden gelir. 1850’ler basinda anatomist Herman von
Meyer insan gévdesinin yuklerini iki bacaga aktarma konusunda 6énemli bir islevi olan
“femur” olarak adlandirilan uyluk kemigi basinin i¢ strakturiini inceleyerek onun
icindeki kafes gibi bir Ortuntinin varhgini kegfetti. Eyfel Kulesinin strikttr
tasariminda gorev alan Carl Cullman daha sonra bu 6runtlyl Eiffel Kulesi'nin
tasarimina da uyarlayarak “femur’daki gibi egrisel oéruntiideki kafes sistemi Eyfel'de
de Ust kisimdan gelen yuklerin zemine iletiimesini saglayacaktir. Bu makale
kapsaminda Wright'in dogayr metafor olarak kullanmasi ve bazen de Uniteryen
Toplulugu Toplanti Merkezi’'nin tasariminda oldugu gibi teolojik kdkenli metaforlara
bas vurmasi, Bruno Taut'un Cam Pavyonu, Mendelson’'un Einstein Kulesi, Tatlin’in
Uclincli  Enternasyonel Aniti, Buckminister Fullerin  Jeodozik Kubbesi, Le
Corbusier’in Villa Savoy’'u ve Ronchamp Sapeli, Turgut Cansever ve Ertur Yener'in
Turk Tarih Kurumu, Correa’nin Jawahar Kala Kendra Sanat Merkezi, Holl'in Stretto
Evi, Tschumi’'nin Parc de Villette'i ve Libeskind'in Yahudi Mizesi gibi gliniimiize daha
yakin farkli érnekler Gzerinde de durulmustur. Tim bu &rnekler mimari metaforlar
aracihgi ile tasarim sureglerinde gicli bir mimari kimlige ulasilabileceginin kanitlar
olarak gorinmektedirler. Bu makalede isaret edilenlerin yaninda mimari tasarim
sureclerinde metaforlara basvurma ile etkili bir mimari kimlik arasinda kuvvetli bir
korelasyonun varligina isaret eden daha pek ¢ok 6rnek siralanabilir.

Bdyle bir yaklasimla mimarlar, cok katmanlh, sofistike ve glcli anlamsalliklari
yaratma imkanini bulabilmektedir. Burada 6nemli olan nokta, bu gicli anlamin
tamamiyle yeni bir anlam olmayisi, esasen mevcut bir veya daha fazla anlamin
“homospatial thinking” yoluyla metamorfoza ugratiimasidir. Bu bir anlamda mevcut
anlam veya imajlarin reenkarne olarak yeni bir kimlikle genc¢ bir bedende vicut
bulmasi halidir. Dolayisiyla, bu sekilde ortaya konan mimari ¢evreler, toplumlarin bir
yandan yenilesme, 6te yandan da mevcut kiltirel kimligine yabancilasmama gibi
birbiriyle celigkili goérinen iki ihtiyacini ayni anda karsilama kapasitesindedir.
Gunumuzde toplumsal kimligin olusturulmasi ve gelistirimesinde mimari giderek
daha 6nemli bir arag¢ haline gelmektedir. Clinki toplumlar globallesmenin kontrol disi
glcindn yol actigi sikinti veren tek dizelik yerine kendi gercgeklik ve kimliklerini
yansitacak, mevcut maddi ve maddi olmayan kiiltiire yabanci olmayan bir mimari
cevreyi giderek daha fazla talep etmektedir. Bu makalede incelenen oOrneklerde
goruldugu gibi, metaforlari esas alan bir tasarlama yaklagimi, hem insanlari aligik
olduklari anlam ve degerlerden, paylasilan kodlardan tamamiyla koparmadan, hem
de yenilesme ihtiyacini gbz ardi etmeden, mevcut kimligin zamanin ruhuna uygun bir
reenkarnizasyonunu gerceklestirebilmekte, yepyeni ve gulcli anlamlara ulasiimasi
olanagini mimarlara vermektedir.
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