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EHITUSKUNST

EHITUSKUNST ON RUUMIPRAKTIKUTELE SUUNA-
TUD, RUUMIIDEEDE OTSIMISELE PUHENDUNUD
AJAKIRI. ALATES 59. NUMBRIST KESKENDUB
AJAKIRI KOHALIKE KONTEKSTIDE ERIPARADELE,
LUUES UHTLASI SILLA ANALOOGILISTE PAIKADE
JA PIIRKONDADEGA.

EHITUSKUNSTI AMBITSIOON ON OLLA RADIKAAL
SELT KONTEKSTUALISTLIK: IGA AJAKIRJANUMBER
KASITLEB UHTE RUUMILOOMET MOJUTAVAT
KONTEKSTI UHE DOMINANTSE NING KOHALIKULT
TAHTSA ASPEKTI KAUDU, KUSIDES: KUIDAS SEE
ASPEKT MOJUTAB RUUMIPRAKTIKAID? MILLISEID
UNIKAALSEID, ERILISI, VARJATUID POTENTSIAALE
SEE ASPEKT TEKITAB? MILLISED RUUMIIDEED ON
NENDESSE POTENTSIAALIDESSE KATKETUD?

EHITUSKUNST IS A MAGAZINE DEDICATED TO
THE SEARCH OF SPATIAL IDEAS FOR SPATIAL
PRACTITIONERS. STARTING WITH ISSUE NO 59,
THE MAIN FOCUS WILL BE ON THE UNIQUE
FEATURES OF LOCAL CONTEXTS, AT THE SAME
TIME ESTABLISHING A BRIDGE TO OTHER AREAS
WHERE THE CONDITIONS ARE SIMILAR.

THE AMBITION OF THE MAGAZINE IS TO BE RAD-
ICALLY CONTEXTUALIST. EACH ISSUE WILL TREAT
A UNIQUE ASPECT OF ONE OF THE CONTEXTS
SURROUNDING SPATIAL PRACTICE, ASKING: HOW
IS THIS ASPECT AFFECTING THE PRACTICE?
WHICH HIDDEN AND VALUABLE POTENTIALS ARE
LOCKED WITHIN THIS ASPECT? WHICH SPATIAL
IDEAS WOULD THESE POTENTIALS GIVE RISE TO?



EHITUSKUNST #60:
ERINUMBER: JAN VERWIJNEN

Kaesolev Ehituskunsti erinumber tutvustab
osa rikkalikust ja mitmekesisest uurimis-
materjalist, mis jai parast arhitekti ja pro-
fessoriJan Verwijneni surma 2005. aastal
EKA arhitektuuriteaduskonnale. Eesmark ei
ole keskenduda isiklikele malestustele, vaid
pigem ergutada neid, kes olid Jan Verwijne-
niga seotud erialase tegevuse kaudu, motisk-
lema tema t00, isearanis ideede ja projektide
Ule, mis parinevad ajast, kui ta tegutses eriti
aktiivselt Soomes ja Eestis. Vaadates tagasi
aruteludele, millesse Verwijnen oli kaasatud,
analuusivad autorid, kuidas on selle ajajargu
ideid ja ettevotmisi edasi arendatud ning
kuidas on need kinnitust leidnud voi umber
lUkatud voi hoopis uude konteksti seatud,
tostes loppkokkuvottes esile nende ideede
asjakohasust praeguses arhitektuuriteoorias
ja -praktikas. Erinumbri panid kokku Panu
Lehtovuori ja Klaske Havik.

EHITUSKUNST #60:
SPECIAL ISSUE: JAN VERWINEN

This special issue of Ehituskunst brings to
the surface some of the rich and diverse
research material that architect and pro-
fessorJan Verwijnen left to EKA Tallinn's
architecture faculty when he passed away

in 2005. The project does not intend to be a
collection of personal memories but rather
hopes to engage some key figures of Verwij-
nen's professional network to reflect upon his
work, specifically on the ideas and projects
which emerged in the time he was most active
in Finland and Estonia. By reconsidering the
debates Verwijnen was engaged in, several
authors will discuss how ideas and projects of
that period have been further developed, con-
firmed, falsified or recontextualised — ultima-
tely bringing to the fore the relevance of these
ideas for architectural discourse and practice
today. The special issue was put together by
Panu Lehtovuori and Klaske Havik.



JAN VERWIJNEN

(1949-2005) omandas arhitektihariduse ETH koo-
lis Zurichis 1976. aastal. Parast tootamist Sveitsis ja
Hollandis, s.h Rem Koolhaasi biiroo OMA Rotterdami
harus, kolis ta 1990. aastate algul Helsingisse. Kiiresti
arenevas Pohja- ja Baltimaade kontekstis véttis
Verwijnen aktiivselt osa akadeemilisest ja Ghiskondli-
kust elust. Helsingi Kunsti- ja Disainitlikoolis (UIAH),
mis niilidseks on Aalto Ulikooli osa, andis ta uue
vormi sisearhitektuuri osakonnas toimuvale &peta-
mis- ja uurimistdole. Samuti 16i ta 2004. aastal Eesti
Kunstiakadeemia urbanistika 6ppekava.

JAN VERWIJNEN

(1949-2005) graduated as an architect from ETH
Zurich in 1976. After work in Switzerland and the
Netherlands, including a period in Rem Koolhaas’
OMA in Rotterdam, he moved to Helsinki at the turn
of the 1990s. In the quickly evolving Nordic and Baltic
context, Jan Verwijnen took active academic and
societal positions. He reshaped the education and
research of interior architecture at the University of
Art and Design (UIAH), today part of Aalto University,
and initiated the Urban Studies programme at the
Estonian Academy of Arts in 2004.
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PANU LEHTOVUORI

JA KLASKE HAVIK:
LOOVMOTLEMINE JA
LINNAKESKKONNA MUUTUSED

MOTTEID JAN VERWIINENI
ARHIIVI AINETEL

Teadmishimuline kosmopoliit

Jan Verwijnen elas végagi rahvusvahelist ja liiku-
vat elu. Ta stindis 1949. aastal Indoneesias hollandi
peres, kiis keskkoolis Sveitsis ja I6petas 1976. aas-
tal arhitektina Zurichi Riikliku Tehnoloogiainstituudi
(ETH). Maailmakodanikuna oli Verwijnen teatud mot-
tes maaratud eri keskkondades kdrvaltvaataja rolli:
tema lapsepdlv mé6dus Indoneesias ja Aafrikas ning
hiljem dppis ja tootas ta Zirichis, Baselis, Rotterdamis,
Helsingis ja Tallinnas. Vahel mainis ta mé&ttevahetus-
tes, et Opingute ajal Zurichis tundis ta alati, et ei kuulu
teiste Ulidpilaste sekka, kes olid temast edukamad
voi paremal jarjel. Kuna ta oli rahatu ja joonistamisos-
kuseta - nagu ta end ise kirjeldas -, t66tas ta Ulikooli
kdrvalt taksojuhina ning trumpas teisi Glidpilasi Ule
pigem leidlike ideede kui lihtsalt kenade projektide
ja kdeosavusega.

Tema todelu, mis oli kantud teadmishimust ja kos-
mopoliitsest taustast, seisnes pidevas ideede ja kési-
tuste vahetamises kogu (arhitektuuri)maailmaga.
Naiteks tutvustas ta Aldo Rossi tdlgendust tipomor-
foloogiast ,pdhja pool Reini jége”, st Skandinaavias
ja Soomes. Ta oli tutvunud sellega Idhemalt Zirichis,
kui Rossi andis seal 1970. aastatel loenguid. Ta tds-
tis esile Rossi tipomorfoloogilise kasitluse asjako-
hasust linnaarhitektuuris - sellele diskursusele ei
podratud Pdhjamaades tollal kuigi suurt tdhelepanu.
Samamoodi t6i ta Rem Koolhaasi kriitilise ja kontsep-
tuaalse kasitluse arhitektuurist ja urbanismist sisse
dsja vabanenud Eestisse, kus uus pdlvkond arhitekte,
kunstnikke ja kirjanikke hakkas péarast néukogude
ajastu |dppemist uuesti lles ehitama kultuurivald-
konda. Verwijnen oli suurepéaraselt kursis Euroopa
intellektuaalse ja poliitilise ajaloo ning selle pingete,
ntansside ja keerdkaikudega. Talle ei pakkunud huvi
mitte ainult see, kuidas arhitektuuri eri keskkondades
motestatakse ja praktiseeritakse, vaid ka arhitektuuri
ja isedranis linnaruumi loomise protsess. Seega olid
tema jaoks Uhtviisi kéitvad nii arhitektide ja linna-
planeerijate kontoris toimuv kui ka avalikku korda,
meediat ja eraettevotteid hdlmavad protsessid. Jan
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PANU LEHTOVUORI
AND KLASKE HAVIK:
CREATIVE THOUGHT
AND URBAN CHANGE

REFLECTIONS FROM THE
ARCHIVE OF JAN VERWIJNEN

A Curious Cosmopolite

Jan Verwijnen’s life was international and mobile.
Born into a Dutch family in Indonesia in 1949, he
went to high school in Switzerland and graduated as
an architect from ETH Zirich in 1976. Being a global
person, his position was that of a relative outsider in
different environments: after childhood experiences
in Indonesia and Africa, he studied and worked in
Zurich, Basel, Rotterdam, Helsinki and Tallinn. In dis-
cussions he sometimes made the remark that dur-
ing his studies in Zirich, he never was like the other
students, who were more successful or established.
Without money and drawing skills - as he claimed
- he survived with his side job as a taxi driver, out-
smarting other students with inventive ideas rather
than beautiful projects and craftsmanship.

Driven by his curiosity and cosmopolitan back-
ground, his working life was a continuous exchange
of ideas and concepts across the (architectural)
world. For instance, he brought Aldo Rossi's take
on typomorphology that he became acquainted
with in Zurich, where Rossi taught in the 1970s, to
the “North of the Rhine” - Scandinavia and Finland.
He pointed out the relevance of Rossi's typomor-
phological approach to the architecture of the city,
a discourse which had been rather neglected in the
Nordic countries until that moment. Similarly, he
brought Rem Koolhaas' critical and conceptual take
on architecture and urbanism to the newly open
Estonia, where a new generation of architects, artists
and writers started to rebuild culture after the Soviet
era. Verwijnen was very aware of European intellec-
tual and political history and its tensions, nuances
and arrhythmia. He was interested in how architec-
ture was thought about and practiced in different
environments as well as about how architecture,
and particularly urban space, were being produced.
Thus, he was not only curious about what happened
in the offices of architects and urban planners but
was interested equally in the processes of public
policy, media and private enterprise. Jan Verwijnen
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Verwijnen oli meister vérgustike loomise alal - veel
enne, kui sellest maistest igal pool rédkima hakati.

Tootades 1990. aastate alguses Helsingis, silluta-
sid lUhiajalised koostédprojektid Kalle Vartola ja Kai
Wartiaineniga teed tegevusele haridus- ja akadeemi-
listes ringkondades. Sel ajal ilmnesid pakilised prob-
leemid, mille tdid kaasa muutused linnakeskkonnas
ja majanduses: majanduslik ebastabiilsus kilvas eba-
kindlust linnaplaneerimises ning Jan Verwijnen vottis
endale Ulesandeks otsida aktiivselt uusi planeerimis-
meetodeid, plldes leida alternatiive traditsioonili-
sele Uldplaneeringule, mis tundus olevat minetanud
sel majanduslike ja Uhiskondlike Gmberkorralduste
perioodil oma ajakohasuse. Majanduslanguse t&ttu
olid paljud arhitektid t66ta ning sellistes oludes tuli
leida uusi viise linnakeskkonna ja arhitektide rolli
motestamiseks muutlikus linlikus kontekstis. Tuues
aruteludesse sisse linnamajanduse teooriaid, modnis
Verwijnen, et Helsingi peab endale kujundama uue
mina ning esitlema end kui ,ida ja ld&dne vahel paikne-
vat metropoli”. Lahtudes nii teoreetilistest uurimustest
kui ka osalusest linnakeskkonna algatustes, naiteks
Helsingi Kaablitehase loomelinnakus, tekkis tal suur
huvi kultuurilise ja strateegilise planeerimise potent-
siaali vastu. Helsingi Kunsti- ja Disainitlikooli (TAIK)
dppejduna tdi ta Helsingisse rahvusvaheliselt tunnus-
tatud suurkujusid, suunates seeldbi linnaplaneerimise
lle toimuvat méttevahetust ja thtlasi koostades kaks
véga olulist raamatut, ,Managing Urban Change” ja
,Creative Cities”, samal ajal kui tema ideed ja tegevus
mojutasid otseselt Helsingi kui 2000. aasta Euroopa
kultuuripealinnaga seotud Uritusi.

Umbes samal ajal 16id Néukogude Liidu lagunemine
ja Eesti taasiseseisvumine téiesti teistsugused tingi-
mused linnakeskkonna kujundamiseks. Kiire Gleminek
néukogude ajal valitsenud sotsialismilt kapitalismile
ei toonud kaasa mitte ainult ehitusbuumi ja arhitek-
tuuriloome kiirenemise, vaid ka murrangulise muu-
tuse maa omandidiguses. Kuigi oma mottearendus-
tes kultuurilise ja strateegilise planeerimise Ule nagi
Jan Verwijnen avalikus sektoris muutuste edasiviijat,
osutus Tallinna strateegiliste tulevikuplaanide aren-
damine riikliku maaomandi jarsu kadumise tottu pea-
aegu voimatuks. Erinevalt Helsingist, kus avalik sektor
oli linnaarenduses - ja seega ka arhitektuuriloomes
- kesksel kohal, valitsesid Tallinnas modernistlikud
olud, mida Verwijnen on kirjeldanud thes 1990. aas-
tate keskpaigas kirja pandud tekstis kui voogamise,
ebastabiilsuse ja muutuste dinaamilist kooslust. Tema
ettekujutuse jargi néuab selline olukord arhitektide
jaoks kontseptuaalsemat rolli. Verwijnen astus Eesti
arhitektuuriellu tdnu tdotoale, mis toimus 1992. aastal

INTRODUCTION 9

was a master in networking - before it was com-
monly called that.

Working in Helsinki in the early 1990s, his short stays
in Kalle Vartola's and Kai Wartiainen's architectural
practices paved the way for educational and aca-
demic tasks. In that period, pressing issues of urban
and economic change became apparent: the eco-
nomic uncertainty of the era brought about an uncer-
tainty regarding urban planning, and Jan Verwijnen
took upon himself an active search for new modes of
thinking about planning, seeking alternatives to con-
ventional masterplanning, which no longer seemed
appropriate in these times of economic and societal
change. The recession left many architects unem-
ployed and called for new ways of looking at the city
and the role of the architect could play within this
changing urban context. Bringing theories of the
urban economy into the discussion, he recognized
the need for the city of Helsinki to reinvent itself and
position itself “as a metropolis between East and
West"”. Both from his theoretical investigations and
his personal involvement in urban initiatives, such
as the creative cluster in Helsinki's Cable Factory, he
developed a strong interest in the potential of cultural
and strategic planning. From his position at Helsinki's
University of Art and Design (TAIK), he brought
international key figures to Helsinki, influencing the
debate about urban planning and eventually editing
two important books: Managing Urban Change and
Creative Cities. His ideas and activities directly influ-
enced the events around Helsinki's year as European
Capital of Culture in 2000.

In the same years, the fall of the Soviet Union and
subsequent independence of Estonia opened com-
pletely different conditions for urban thought. The
fast transition from the Soviet era’s socialism to mod-
ern capitalism caused a building boom and an accel-
eration of architectural production as well as a radical
change in ownership of land. While in his considera-
tions of cultural and strategic planning, Jan Verwijnen
saw a role for the public sector as an agent of change,
the sudden loss of state ownership of land made the
development of strategic visions in Tallinn virtually
impossible. Unlike in Helsinki, where the public sec-
tor played a paramount role in urban development
and therefore as well in architectural production,
Tallinn illustrated the condition of modernity that Jan
Verwijnen described in one of his texts in the mid-
90s: a dynamic state of flow, instability and change.
According to him, this condition called for a more
conceptual role for architects. The introduction to
the Estonian architecture scene through a workshop
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peagi parast Eesti taasiseseisvumist, ning see viis
Uha tihedamate koostédsidemeteni Tallinna linnaga.
Verwijnen osales aktiivselt linnakeskkonna Ule peeta-
vates aruteludes ja tegi ettepaneku korraldada inten-
siivtodtubasid (nn charette’e), milles tulevad kokku
kohaliku tasandi eri huvirthmad eesmargiga tulla
vélja strateegiliste Uhisvisioonidega. Samuti vitis just
tema planeering Tallinna sadama Admiraliteedi bas-
seini konkursi. Muu hulgas tutvustas ta oma arusaama
linnakeskkonna muutustest aktiivselt Eesti hariduses,
pannes aluse EKA urbanistika dppekavale.

Jan Verwijnen oli nii Helsingis kui ka Tallinnas aktiivne
kérvalseisja: keegi, kes pakkus vélja varskeid ideid,
kompas harjumusparaseid piire ja vdis olla provoka-
tiivne otsingutel, mille eesmérk oli juurutada kohalikes
tegevuskavades moodsaid linnaplaneerimise meeto-
deid. Mingil moel andsid Helsingis ja Tallinnas toimu-
vad paralleelsed protsessid ka véimaluse analiilsida
Euroopa poliitilisi suundumusi, isedranis neid, mis
ilmnesid kilma séja 16pus, aga ka varje, mida heitis
Il maailmaséda, mis oli jatnud jalje ka Jani perekonna
kaekaigule. Kuidas toimisid poliitilised slsteemid ja
voimustruktuurid ning kuidas toimusid muutused?
Tema kaésitluses olid arhitektuur ja urbanism tihedalt
l&bi pdimunud poliitika, majanduse ja Uhiskondlike
muutustega. 1990. aastate keskpaiga tekstides, dppe-
materjalides ja loengutes viitas Jan Verwijnen kordu-
valt P6hja-Ameerika linnakontekstile, mida iseloomus-
tavad rahvusvaheliselt kajastatav margiline linnaruum,
kiire regionaliseerumine, kiirteed ja autode vaidukaik,
maa kuulumine eraomanikele, aktiivse aritegevusega
darelinnad ja eraettevotlusel pdhinevad linnaprojek-
tid. Hoolimata imetlusest, mida ta tundis Chicago ja
New Yorgi pilvel&hkujate ning neile linnadele omase
kogemustiheduse vastu, oli tema tegevuse raskus-
kese siiski Euroopas. Anallusides Londonit, Pariisi,
Viini, Berliini ja Rotterdami, argumenteeris Verwijnen
jarjekindlalt véimaluste poolt, mida pakub Euroopa
kontekstis leidlik tdnapdevane urbanism, millele on
iseloomulik suhteliselt tugev linnavdim, ajaloolised
linnavormid, avaliku sektori planeerimisvolitused ja
investeeringud ning poliitilisel tasandil kokku lepitud
regulatsioonid. Postmodernistliku filosoofina hoidis
ta euroopalikke vaartusi alal just sellega, et kritiseeris,
relativiseeris ja destabiliseeris neid.
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in the early years of Estonia’s independence in 1992
led to an increasingly intensive involvement with the
city of Tallinn. Jan Verwijnen was actively involved in
urban discussions, proposing the model of the cha-
rette to bring different local actors together in the
hope to develop shared strategic visions, and he
made a winning design proposal for Admiralty Basin
in Tallinn’s harbour. He also brought his ideas regard-
ing urban change actively into education in Estonia,
where he initiated the urban studies programme at
the Estonian Academy of Arts.

Both in Helsinki and Tallinn, Jan Verwijnen was an
active outsider, someone who brought in fresh
ideas, who challenged conventions and who could
be provocative in his quest to bring contempo-
rary approaches to urban planning to local poli-
cies. Somehow, the parallel processes in Helsinki
and Tallinn provided the opportunity to reflect on
European politics, particularly the end of the Cold
War, but also the shadow of the World War Il that
had been present in Verwijnen’s family history. How
did political systems work, how was change made,
and how did power structures work? Architecture
and urbanism, in his thinking, were tightly interwo-
ven with politics, economy and societal change. In
his writings, teaching materials and lectures in the
mid-90s, Jan Verwijnen made multiple references to
the North American urban context of globally medi-
ated iconic urban spaces, rapid regionalization, high-
ways and the rule of the car, the private land market,
booming edge cities and entrepreneurial urban
projects. Despite his admiration for the skyscrapers
of Chicago and New York and the experiential den-
sity they may achieve, the core of his work was in
Europe. Discussing London, Paris, Vienna, Berlin and
Rotterdam, Verwijnen built a sustained argument for
possibilities of inventive contemporary urbanism
in the European context, characterized by relatively
strong city administrations, historical urban forms,
public planning powers, public investment and polit-
ically agreed regulation. Like a postmodern philoso-
pher, he maintained European values through their
critique, relativisation and destabilisation.
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Tahaksin juhtida tdhelepanu suhtumises toimunud
nihkele, mis on ilmnenud mitmesugustes arhitektuu-
rivaldkonna linnaprojektides, ja urbanismile, mille
aluseks on ,heitlikumad ja kaleidoskoopilisemad sot-
siaal-majanduslikud olud” ning mida iseloomustab
programmiline ebaméarasus ja ebastabiilsus. Paral-
leelselt sellega voib mérgata nihet ka Ghiskonnas:
tsentraliseeritud véimuvoogude killustumist suunaga
voogude vdimu poole soodustavad aina rohkem
vorgustikud, mis on tdusmas sotsiaalse morfoloogia
domineerivaks kategooriaks.

Jan Verwijnen

"KULTUURILISEST JA STRATEEGILISEST PLANEERIMISEST’,
SELLES VALJAANDES LK 88

Praegu, kolm aastakimmet hiljem, on Verwijneni
poleemiline idee konkureerivate metropolidega
Euroopast asjakohasem ja tédpsem kui eales varem:
kaikjal avaldatakse linnade pingeridu ning Jan Gehl
réégib innukalt Kopenhaagenist kui kéigile eesku-
juks olevast linnast, samal ajal kui investorid Hiinast ja
Dubaist pultiavad oma uutes linnaarendustes kopee-
rida edukate Euroopa linnade mudelit. Verwijneni
huvi erasektori arendustel ja ettevotlusel pdhineva
linnaloome vastu paistab nitd hoopis teises valguses
kui Berliini midri langemisele jargnenud optimist-
likel aastatel. Praeguseks on saanud selgeks, et vas-
tukaaluks spekuleerivatele linnakeskkonna osalistele
ja manipuleeritavatele andmetele on tarvis tugeva
demokraatiaga linnu ja selgeid tegevuseeskirju, nagu
markis ka Verena von Beckerath kdesolevas ajakirja-
numbris avaldatud intervjuus. Arhitekti ja linnapla-
neerija roll vajab taas kriitilise pilguga Ulevaatamist.
Né&ib, et suur osa kontseptuaalsest vabadusest ja
uudsusest, mida Verwijnen kasitles, on praeguseks
haihtunud, kuna arhitektist on ilmselgelt saanud maa-
omanike ja kinnisvaraarendajate k&epikendus, kelle
ainus eesmérk on tagada, et mildavate ruutmeetrite
arv oleks véimalikult suur. Véime ainult ette kujutada,
mida oleks Jan Verwijnenil olnud 6elda Helsingis
Pasila linnaosas asuva kaubanduskeskuse Tripla voi
poolpostmodernistlike korterelamute kohta, mis var-
javad Tallinna sadamast vanalinnale avanevat vaadet.

Jan lahkus meie seast 2005. aasta sligisel Helsingis,
kahjuks parimas loomeeas. Verwijnenil oli veel nii
palju pooleli ja tema surm tuli igas véimalikus mottes
liiga vara. Jan oli kil tunnistajaks aastatuhande vahe-
tumisele, kuid arvestades seda, et pliiame paremini
moista tema mottemaailma ja pérandit, siis voiks olla
ponevam motiskleda murranguliste ja loominguliste
|6tkuaastate 1991-2020 Ule, mis jaévad ,lihikese” ja
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I would like to draw attention to a shift of attitude in
a series of urban projects within the field of archi-
tecture and urbanism based on a “more fluid and
kaleidoscopic socio-economic landscape” that is
characterised by programmatic indeterminacy and
instability. This parallels a shift in society: the frag-
menting of centralised flows of power towards the
power of flows is increasingly induced by networks
that become the dominant social morphology.

Jan Verwijnen

ON CULTURAL AND STRATEGIC PLANNING,
THIS PUBLICATION, P. 88

Today, three decades later, Verwijnen’s polemic idea
of the "Europe of competing metropolises” is more
true and acute than ever - with ubiquitous city rank-
ings, Jan Gehl preaching about Copenhagen as the
role model city, and Chinese and Dubai investors try-
ing to copy the success of the European city in new
urban developments. Verwijnen's interest in private
development and entrepreneurial approaches to
city-making appears in a different light than in the
optimistic years after the fall of the Berlin Wall. We
are now very aware that speculative urban actors and
manipulative data regimes need strong democratic
cities and clear control policies as a counterweight,
which has been noted by Verena von Beckerath in
her interview in the current issue. The role of archi-
tect and urbanist should, again, be critically dis-
cussed. It seems that much of the conceptual free-
dom and novelty Verwijnen was talking about is lost
today, as architects have so clearly become servants
of landowners and developers, maximising square
metres. One wonders what Verwijnen would have
said in front of Pasila’s Tripla or the quasi-postmod-
ern blocks that obstruct the view from Tallinn harbour
to the Old Town.

Jan Verwijnen passed away in the autumn of 2005 in
Helsinki. The idiom of “dying with your boots on” is
precise here. He was in full work, and his death came
too early in all possible meanings. Jan Verwijnen wit-
nessed the turn of the millennium, but for our effort to
understand his thinking and legacy, it might be more
interesting to reflect on the transformational and cre-
ative slack years of 1991-2020, the period between
the endings of the “short” and "long” 20th century.
Eric Hobsbawm'’s “short 20th century” is defined by
the political events of the beginning of World War |
in 1914 and the collapse of the Soviet Union in 1991.
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.pika 20. sajandi” I6pu vahele. Eric Hobsbawm mé&é-
ratleb ,lUhikest 20. sajandit” poliitiliste slindmuste
kaudu: see algab | maailmasdjaga 1914. aastal ja
l6peb Noéukogude Liidu lagunemisega 1991. aas-
tal. Soome ajaloolane Henrik Meinander on aga
majanduses ja tehnoloogiavaldkonnas toimunud
tsUklilistest muutustest ja uuendustest Idhtudes valja
pakkunud méiste ,pikk 20. sajand”, mis hélmab aja-
vahemikku 1890-2020. V&ib 6elda, et kuigi Jan nagi
oma silmaga vaid esimest poolt aastatest 1991-2020,
mida piiritlevad need kaks ideoloogilist ajalookasit-
lust, oskas ta siiski ette ndha nende teist poolt kuni
praeguseni. Nagu meile on nuldseks teada, iseloo-
mustavad umbes viimast 15 aastat sellised mérksonad
nagu ulatuslik digitaliseerumine, mobiilne internet,
kohandatav masstootmine ja kdikjale imbunud sot-
siaalmeedia. 1990. aastate 16pus vois juba taheldada
esimesi infothiskonnale ja Uleilmastumisele viitavaid
marke ning Jan oli alles kujunemisjargus tehnoloogi-
liste lahenduste, Uhiskondlike muutuste ja erialaste
tegutsemisvdimaluste esimeste &rakasutajate (voi
katsetajate) seas. Samas ei unustanud Jan ara digitaal-
sete muutuste keerukaid ja ohtlikke sotsiaal-kultuuri-
lisi ja poliitilisi allhoovusi. Olles ise maailmakodanik,
lilkus ta vaevata eri vorgustike vahel ning sélmis le
maailma sidemeid asjatundjatega, kes jagasid tema
vaateid. V3ib lausa 6elda, et Jani arusaam teadmistest
oli vorgustikupdhine: ta pltdis alati tuua kokku erine-
vaid inimesi, ideid ja paiku.

Lopetamata doktoritdd ja selle pdhiideed

Peale selle, et Janile pakkusid huvi pidevad muutu-
sed kahes esmapilgul sarnases, kuid tegelikult véga
erinevas linnakeskkonnas, milleks olid Helsingi ja
Tallinn, koitsid teda ka arhitektuur ja linnakujundus.
Uhiskondlikud muutused andsid ainest métisklus-
teks nii arhitektuurse ja linnakeskkonna kujunda-
mise, argielu, esteetika ja ainelise kultuuri kui ka alles
kujunemisjargus tehnoloogiliste lahenduste, naiteks
digitaalsete strateegiate Ule, mis vdivad m&jutada
seda, kuidas tulevikus luuakse teadmisi ja ruumi.
Akadeemilised tingimused, mis valitsesid Helsingis
TAIKis ja Tallinnas EKAs, ning arvukad rahvusvaheli-
sed akadeemilised sidemed, mis Jan Verwijnen oli
s6lminud, 16id viljaka pinnase selliseks teoreetiliseks
uurimistdoks. Ta alustas doktoritdd projektiga, mille
eesmark oli uurida l1dhemalt kontsepti maistet disai-
nis, tuues teemakohased filosoofilised késitlused
kokku konkreetsete arhitektuurindidete anallilsiga.
Vérgustikupdhine ldhenemine, millega ta puldis
doktoritdd kontekstis thendada tervikuks laia spekt-
rit teemasid, suundi ja ideid alates arhitektuuriprakti-
kate mdtestamisest kuni ainelise kultuuri rollini, alates
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Henrik Meinander, a Finnish historian, has proposed
the alternative “long 20th century”, defining it through
the economic and technological cycles of change
and innovation from 1890 to 2020. We could say that
while Jan Verwijnen saw only the first half of 1991-
2020, marked by these two ideological framings of
history, he certainly foresaw the other half until the
present. As we know now, the recent 15 years or so
have been defined by pervasive digitalisation, the
mobile Internet, reflexive modernisation, mass-custo-
misation and ubiquitous social media. In the late nine-
ties, the first signs of information society and globali-
sation became visible, and Jan Verwijnen was an early
adopter (or investigator) of these emerging technol-
ogies, societal changes and professional opportuni-
ties. At the same time, Verwijnen did keep in mind the
complex and risky socio-cultural and political dimen-
sions of digital change. Himself being a global per-
son, he moved easily between different networks and
made connections with like-minded scholars across
the world. Jan Verwijnen can be said to have had a
networking approach to knowledge: he was always
trying to connect people, ideas and places.

Unfinished PhD project and key ideas

Paired with his interest in the ongoing changes in the
two apparently similar but in fact rather diverse urban
contexts of Helsinki and Tallinn, Jan Verwijnen had a
strong interest in architectural and urban theory. The
societal changes brought about reflections on the
processes of architectural and urban design, on every-
day life, aesthetics and material culture, as well as on
emerging technologies such as digital strategies that
might have an impact on the way both knowledge and
space would be produced in the future. The academic
environment of TAIK in Helsinki and EKA in Tallinn, as
well as the many international academic contacts that
Verwijnen had established, provided a fertile ground
for such theoretical explorations. He started a PhD
project that was intended to explore the notion of
concept in design, pairing philosophical readings on
the topic with the discussion of concrete architectural
examples. The networking approach, which in the light
of the PhD project tried to connect a wide range of
topics, interests and ideas, from reflections of archi-
tectural practices to the role of material culture, from
information society to aestheticization processes, may
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infolhiskonnast kuni estetiseerimisprotsessideni, oligi
ehk maaratud pooleli jadma. Ent Jan oli kindlalt veen-
dunud, et need kisimused on tihedalt 13bi pdimunud
ning neid koiki peab olema véimalik késitleda koos ja
isegitddtada vélja esitusvorm, mis annab edasi nende
omavahelist seotust. Sellises uurimistéés on kesksel
kohal arhitektuurivaldkonna teadmised. Milles seis-
neb arhitektuurne voi disainiuurimus? Kuidas selles
valdkonnas teadmised kujunevad? Kuidas luua eripa-
raseid teadmisi, mis on seotud vormi tekitamisega?
Jan Verwijnen arendas valja mudeli, mille jargi olid
vormi tekitamise kolm pd&hietappi anallils, kontsept
ja vorm, véites, et need etapid ning nendevahelised
Uleminekud on arhitektuurse uurimise jaoks kdige
olulisemad.

Tahaksin selles kontekstis tutvustada mudelit, mis
kujutab disainiprotsessi diagonaalselt kulgeva liiku-
misena, mille algpunktiks on kultuurilistest ja kunsti-
listest ideedest tdukuvad mitteainelised métted ning
mis jduab vélja aine tootmise juurde, mille kaigus
need ideed peavad kohanduma tootmisprotsesside
ja tehniliste sisteemide nduetega. Diagonaalne liiku-
mine toimub l&bi kolme p&hitasandi, mis kdik esin-
davad disainiteadmisi ja -praktikat. Nende tasandite
vahelised suhted on igas projektis eriparased, kuid
Uhe disaineri vai disainerite ,koolkonna” loomingus
voib esineda Uldisi jooni. Olen pustitanud hlpoteesi,
et isegi kui disainiprotsess naib sujuvalt Ghendavat
kaiki kolme tasandit, lahutavad neil tasanditel kasuta-
tavaid arutluskaike tegelikkuses suured |6hed. Need
tasandid on jérgnevad:

AnalliUsi ja teooria tasand. See on teoreetilis-kog-
nitiivse loogika, ,puhta” mdistuse, instrumentaalse
ratsionaalsuse ja determineeritud otsustusvoime
méngumaa. Selle tasandi osatahtsus on kiiresti kas-
vanud. Seda kinnitab nende andmete hulk, millega
tuleb praegu projektides arvestada.

Kontseptuaalne tasand, mis paikneb mitteaineliste
ideede ja tegelikest objektidest koosneva maailma,
virtuaalse ja reaalse piirimail. Sel tasandil kasutatakse
eelistatavalt diagramme kui erialast valjendusvormi.
Siinkohal on tarvis teistsugust otsustuslaadi. Kont-
septe Uhendavad Uldjuhul analoogia ja seosed.
Professionaalses distsipliinis on olemas diskursiiv-
sed méttestisteemid, millega kontseptid kalduvad
seostuma.

Lopliku vormi tasand, kus esemed voi tooted avaldu-
vad ainelisel kujul. See on suures osas olnud stiili ja
kunstiajaloo kategooriate tegevusvaldkond.
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have been an impossible effort. Yet, his aim and con-
viction was that these issues were so interrelated that
it should be possible to make sense of them together
and to even develop a form of representation that
could capture this interrelatedness. An ongoing ques-
tion in these explorations was that of architectural
knowledge: what is architectural research or design
research about? How is knowledge in this field devel-
oped? How can we produce the particular knowledge
that is related to the generation of form? Jan Verwijnen
developed a scheme in which analysis, concept and
form were seen as three crucial steps in this process of
generating form, suggesting that these steps and the
jumps between would be most relevant for architec-
tural research.

In this context | would like to introduce a scheme
that represents the design process as a diagonal
movement from immaterial thoughts originating as
cultural, artistic ideas to the production of matter,
where these ideas need to meet the requirements
of production processes and engineering systems.
It identifies three main levels within this diagonal
movement that all represent design knowledge
and praxis. The relationship between these levels is
specific for each project but may also have generic
aspects within the oeuvre of one designer or a
"school” of designers. My hypothesis is that even if
the design process appears as a fluid connection
through all three levels, in reality there are large
jumps in the kind of reasoning between these levels.
These levels appear as:

Alevel of analysis and theory. This is a terrain of
cognitive theoretical logic, “pure” reason, instrumen-
tal rationality and determinate judgement. This level
has grown rapidly in importance. The amount of data
that a project is confronted with today shows this.

A conceptual level existing at the edge between

the immaterial ideas and the world of real objects,
between the virtual and the real. This level prefera-
bly operates with diagrams as a sort of professional
shorthand. Here, another kind of judgement is
required. Concepts are generally connected by anal-
ogy and association. Within a professional discipline
there are discursive systems of thought that concepts
tend to relate to.

Alevel of final form in which the things or products
present themselves in their material form. This has
for a great deal been the domain of the categories of
style and art history.
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Mudel ja tsitaat parinevad Jan Verwijneni doktorit6 mark-
metest, mis on Tallinnas EKA arhiivis.

Selle mudeliga' puidis Jan Verwijnen anda edasi
teooria ja praktika, anallusi ja kujundamise piirimail
asetseva disainiprotsessi keerukat olemust. Ja tapselt
selle protsessi keskmes paikneb kontsept, mis tahis-
tab Uhtaegu ideed ja I6pptoodet. Tundub, et huvi
kontsepti vastu, mis on selle kahjuks valmimata ja&-
nud doktoritdd pdhiteema, oli ajendatud téhelepa-
nekust, et paljudes linna- ja arhitektuuriprotsessides,
millesse Jan Verwijnen oli kaasatud, osutus kontsepti
moiste pddrdepunktiks, tuumaks, mis Ghendab ana-
[GUsi ja vormi ning mis suudab votta projekti kokku
Uhe liigutuse véi diagrammiga. Lisaks oli selline kont-
sept korraga teoreetiline ja formaalne saavutus, miski,
mis oli Uhtaegu reflektiivne ja konkreetne.

Sedalaadi uurimist66 keskmes - nii nagu ka Verwijneni
huvide ja erialase tegevussuuna puhul - naib olevat
reflektsiooni ja praktika vastastikune suhe. Naib, et
mingil moel tekitavad edusammud praktikas (lks-
koik kas konkreetsed projektid voi muutuv linnakesk-
kond Uldiselt) teoreetilisi refleksioone, mis omakorda
ajendavad veelgi 1d8hemalt uurima nii disaini- kui ka

1 Peale Jan Verwijneni avaldatud tekstide oleme kasutanud tema
digiarhiivi, milles leidub kimneid tekste ja tekstikatkeid, ning
tema fldsilist arhiivi ja raamatukogu, mis asub Tallinnas EKAs.
See mudel esineb mitmetes avaldamata doktoritdd markmetes
ja loengumaterjalides.

Scheme and quote from the PhD notes in the archive that
Verwijnen left to EKA in Tallinn.

With this scheme,' Jan Verwijnen tried to capture the
complex nature of a design process situated between
thought and practice, between analysis and design.
And precisely at the center of that process lies the
notion of concept that is simultaneously an idea and a
product. It seems that the interest in concept that led
this PhD investigation and unfortunately never mate-
rialized derived from the observation that in many of
the urban and architectural processes Verwijnen had
been part of, the notion of concept was the turning
point, the core that would bring analysis and form
together, that could summarize a project in a single
gesture or diagram. Moreover, such a concept was at
once a theoretical and a formal invention, something
that was simultaneously reflexive and concrete.

At the core of this investigation, as is the case of
Verwijnen's interests and professional trajectory, there
seems to be a reciprocal relationship between reflec-
tion and praxis. Somehow, developments in praxis
(whether concrete projects or the changing urban
context at large) seem to evoke theoretical reflections,

1 Besides Jan Verwijnen's published work, we have used his digital
archive, which has dozens of texts and text fragments, and his
physical archive and library, located in EKA Tallinn. This scheme
appears in several unpublished PhD notes and lecture materials.
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hariduspraktikat. Naiteks oli Jan aktiivselt kaasatud
Helsingi endise kaablitehase Umberkujundamisse,
millest Pia llonen maalib k&esolevas véljaandes vaga
ilmeka pildi. Uhena selle projekti eestvedajatest pidas
ta labiradkimisi linnavéimuga ja todtas vélja kava
kunagise tehasehoone kasutuselevotuks uuel moel.
On selgelt néha, kuidas see kogemus kajastus ka tema
akadeemilises tegevuses. Kaablitehast voib pidada
suurepéraseks loova linna kasituse naiteks, milles Jan
Verwijnen etendas keskset rolli, tuues Helsingisse sel-
lised asjatundjad nagu Franco Bianchini ja Charles
Landry. Konverentsi ja raamatut ,Creative Cities,
Cultural Industries, Urban Development and the
Information Society” (Verwijnen, Lehtovuori 1996)
voib pidada praktilise kogemuse akadeemiliseks
ekvivalendiks. Samuti kasitles Verwijnen urbanistika
kursustel uusi meetodeid ja td6vahendeid - naiteks
intensiivtéotoad linna huvirihmadega, aga ka stse-
naariumiplaneerimise t&driist -, mida ta oli ise kat-
setanud, osaledes linnaplaneerimise ja arhitektuu-
ripraktika aruteludes koos arhitekti Andres Alveri ja
Tallinna linnavalitsusega. Ka vottis ta osa arhitektuu-
rikonkurssidest, millest méni oli vdga mainekas, néi-
teks Helsingi nttdiskunsti muuseumi (1992-1993) ja
Tallinnas Admiraliteedi basseini projektide koostami-
seks (2000). Viimane neist, mis valmis koostéds Toni
Kauppilaga, valiti koos veel Uhe t66ga konkursi voit-
jaks. Selle doktorit6é méttekaikude taustal néib, et
konkursid olid Jani jaoks Uhtlasi véimalus jarele proo-
vida oma ideid disainiprotsessist ja (diagrammi kujul
esinevate) kontseptide vétmerollist projektide juures.

Lugedes Jan Verwijneni tekste, katkeid ja markmeid,
ndeme, et ta péordub korduvalt tagasi selliste mois-
tete juurde nagu linna véljalised tingimused ja dia-
grammiline praktika. Viidates Stan Allenile, Peter
Eisenmanile ja Gilles Deleuze'ile, lahkab ta arhitek-
tuuri tehingulist olemust, milles oluline on alati kuskil
kahe vahel, reaalse ja virtuaalse, anallUsi ja vormi,
ideede ja kogemuste piirimail, ning jouab jareldu-
sele, et sellises praktikas on kontsept ja diagramm
asendamatud té6vahendid. Tema métlemises voib
taheldada pidevat imberlilitumist ajaloolisele linna-
vormile keskendunud tipomorfoloogilise fookuse ja
tdnapéevase eetose vahel, milles on esiplaanil regio-
naalse ja isegi Uleilmse, alles térkava jouvalja mitteai-
nelised sotsiaal-majanduslikud mdjutegurid.

Toni Kauppila kirjeldab kdesolevas erinumbris varvi-
kalt seda pingeseisundit ehk raskusi, mis tekivad Ghis-
kondliku ja kultuurielu edasiandmisel mis tahes vormi
voi Uldplaneeringuga. Paljud Verwijneni p&hitee-
mad keerlevad disaineri, arhitekti ja linnaplaneerija
raske ja p&neva rolli Gmber, mis on seotud vormiga,
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while the reflections in turn feed new explorations in
the praxis of both design and education. For instance,
he was actively involved in the redevelopment of
Helsinki's Cable Factory, of which Pia llonen presents
an evocative portrait in this publication. One of the
initiators of this project, he negotiated with the city
administration and developed a plan for the new
use of the former factory. It is clearly visible how this
experience also informed his academic work: the
Cable Factory can be seen as a successful example
of the Creative City approach, in which Jan Verwijnen
played an active role, bringing key experts such as
Franco Bianchini and Charles Landry to Helsinki.
The conference and book Creative Cities, Cultural
Industries, Urban Development and the Information
Society (Verwijnen, Lehtovuori 1996) can be seen
as the academic counterpart of the experience in
practice. Likewise, new methods and tools such as
the charette with stakeholders from the city, and the
tool of “scenario planning” appeared in Verwijnen'’s
courses in urban studies - methods and tools that he
had explored in his involvement in debates around
urban and architectural practice with architect Andres
Alver and Tallinn's city administration. Also, he partic-
ipated in architectural competitions, including very
prominent ones for the contemporary art museum in
Helsinki 1992-93 and the Admiralty basin in Tallinn
2000. For the latter project, developed with Toni
Kauppila, he received the shared first prize. Seen in
the light of his PhD explorations, it seems like the
competitions were simultaneously opportunities to
test his ideas about the process of design and the role
of concepts (expressed by means of diagrams) as key
drivers of the projects.

Reading Jan Verwijnen's writings, fragments and
notes, we find him revisiting the notions of “urban field
conditions” and “diagrammatic practice”. Referencing
Stan Allen, Peter Eisenman and Gilles Deleuze, he dis-
cusses architecture’s transactional character, where
the important is always in-between, in the negoti-
ations of actual and virtual, of analysis and form, of
idea and experience, and that in such practice, the
concept and diagram become crucial tools. In his
thinking, there is constant dynamic between the typo-
morphological focus on historic urban form and a
contemporary ethos that foregrounds the intangible
socio-economic forces of the emerging regional and
even global power field.

Toni Kauppila, in his article in this special issue, lucidly
discusses this tension, or the difficulty of grasping
social and cultural life in any form or masterplan.
Many of Verwijnen's key themes work around the
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disegno’ga, kuid ainult teatud piirini, et suuta samas
olla moodsas linnas ka muutuste eestvedajaks. Neid
véga erinevaid teemasid, mida Jan Verwijnen késitles
- alates majanduslikest Umberkorraldustest, regio-
naalsetest diinaamikatest ja Uldsuse osalemisest kuni
eraldiseisvate planeerimisbiroodeni, alates ainelisest
kultuurist, esteetilisest reflekteerimisest ja uuest (digi)
meediast kuni linnakeskkonna uuendamise, ttubi kui
arhitektuuriteadmiste kandja ning loovalt kujundatud
siseruumide ja avaliku ruumi vaeni -, voib vaadelda
kui putdlust saada igakllgne Ulevaade tekkivast
linna- ja erialasest véljast ning haarata korraga kee-
rukate Uhiskondlike protsesside arvukaid tahke, ilma
seejuures kammitsemata voi halvamata neisse peide-
tud tulevasi tegutsemisvdimalusi.

Valik métteavaldusi Jan
Verwijneni arhiivi imber

Kéesolev erinumber kasitleb teoreetilisi m&ttekaike ja
praktikat ning nende taustaks olevaid linnakeskkonna
muutusi. Uurides |dhemalt nii arhiivimaterjale, mis
jéid Jan Verwijnenist maha Tallinna arhitektuuritea-
duskonda, kui ka tema digiarhiivi, mis salvestati tema
ndusolekul ja edasise kasutamise sooviga arvutist,
mida ta viimasena kasutas, joudsime kahe juhttee-
mani: linnakeskkonna muutused ja loovmétlemine.
Sellesse erinumbrisse koondatud artiklid, mis péri-
nevad Jan Verwijneni vorgustiku olulisematelt osa-
listelt, kasitlevad tema intellektuaalset panust ja selle
aktuaalsust nitdsel ajal, ldhtudes nii tema arutlus-
kaikudest urbanistika ja disainifilosoofia kohta kui ka
osalemisest reaalsetes projektides Soomes ja Eestis.

Erinumber algab Jan Verwijneni Uhe alustekstiga,
mis kasitleb arhitektuuri spetsiifilisust ja disaini kui
teadmiste vormi ning analiilsib inimeste ja objek-
tide ning Uhiskonna, kultuuri ja inimese loodud
esemete vahelisi suhteid. Ta paigutab sellealased
teadmised loodus- ja sotsiaalteaduste vahele, viites,
et arhitektuuri ja disaini tuleb mé&testada kui ,eriala,
mis tegeleb inimeste ja asjade kooslusega, ainesse
katketud inimmeelega”. Selline asend eri méttesus-
teemide kokkupuutealal annab moista, et disaini-
teadmisi ,edendab vahendus praktika ja poeesia
vahel; universaalsete ja singulaarsete vaatenurkade,
instrumentaalse (esikohal eesmargini viivad abi-
ndud) motlemise ja I6plikkuse (eesmark omaette)
vahel, epistemoloogiliste ja ontoloogiliste seisu-
kohtade, kognitiivse mé&tlemise ja eksistentsiaalse
tdhenduse ning viimaseks asjadest kdrgemal aset-
seva teadva subjekti ja asjade keskel oleva kogeva
subjekti vahel”.
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difficult and intriguing role of the designer, archi-
tect and urbanist, in some way attached to form, to
disegno, but also escaping it to succeed as an agent
of change in the contemporary city. The wide array
of themes that Verwijnen addressed, from economic
change, regional dynamism, and public participation
to new free planning agencies, from material culture,
aesthetic reflexivity, and new (digital) media to urban
renewal, type as a carrier of architectural knowledge
and the power of creatively designed interiors and
public space - all could be seen as an effort to get a
synoptic view to the opening urban and professional
field, to simultaneously grasp the many aspects of the
complex social process without locking or freezing its
future possibilities.

Bringing Together Contemporary Voices
Around the Archive of Jan Verwijnen

In this collection of texts, we move between theoreti-
cal reflections, praxis and the context of urban change
in which these took place. Accessing the archive
material that Jan Verwijnen left to Tallinn’s architec-
ture department, as well as his digital archive saved
from his last computer with his consent and wish for
future use, we have distilled two main focal points:
urban change and creative thought. The articles in this
special issue of Ehituskunst, written by key figures in
Verwijnen's network, reflect on his intellectual contri-
bution and its relevance today, both from the point of
view of his endeavours in urban thought and design
philosophy and from his actual involvement in pro-
jects in Finland and Estonia.

The issue will open with a key text by Jan Verwijnen
on the specificity of architecture and design as a form
of knowledge that considers the relation between
people and objects and between society, culture and
material artefacts. He positions this type of knowl-
edge in-between the natural and social sciences, stat-
ing that architecture and design should see itself as
a "discipline that deals with people and things, with
mind in matter”. This position in-between different
systems of thought implicates that design knowledge
“should advance through by mediating between
praxis and poesis; between universal and singular
perspectives, between instrumental (means-to-an-
end-type) thinking, and finalities (ends in themselves),
between epistemological and ontological positions,
between cognitive reason and existential meaning,
and finally between a knowing subject that is over
and above things, and an experiencing subject in the
midst of things”.
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Lahtudes sellest arutluskaigust teadmiste kohta, on
Indrek Rinkla essee tunnistus arhitekti heitlusest selle
vahepealse asendiga, mis eeldab tasakaalu leidmist
korra ja korratuse vahel. Kontseptsioonide laenami-
sega teistelt tegevusaladelt ja nende rakendamisega
arhitektuuriteoorias ja -praktikas kdib kaasas valesti
moistmise oht - kuid nagu Runkla vaidab, vdib osa
vaaritimoistmisi olla ka produktiivsed. Mahukas raa-
matukogu, kus leidub teoseid viga erinevatest vald-
kondadest alates filosoofiast kuni n&itekunstini ja
mille Verwijnen jattis EKA arhitektuuriteaduskonnale,
loob rohkelt véimalusi teistelt tegevusaladelt périt
kasitustega tutvumiseks, nende tdlgendamiseks ja
vaariti télgendamiseks, nende kohandamiseks ruu-
midisaini erialadega kriitilisest pilgust lahtudes ning
I6ppkokkuvéttes neist mitmekesistest teadmiste allika-
test dppimiseks. Toni Kauppila, kes tegi Verwijneniga
tihedat koostédd ajal, kui viimane td6tas Helsingi
Kunsti- ja Disainillikoolis (UIAH/TAIK), arutleb, kuidas
tUleilmastumise ja digiteerimisega kaasnevad uudsed
kitsaskohad méjutasid Verwijneni ja tema meeskonna
pedagoogilist tegevust ning kuidas korraldati sellistes
oludes Umber erialade vahelised piirid. Tema essee
selgitab, kuidas kaasati sisekujundus ja modblidisain
suuremal maéral linnakultuuri eri vormidesse ning
mil moel on omavahel seotud disainipedagoogika,
-mdtlemine ja -praktika. Edina Dufala-Parn, kes 6ppis
Jan Verwijneni kae all ajal, kui viimane juhtis Helsingi
Kunsti- ja Disainillikooli  sisekujundusosakonna
magistr-idpet, analllsib, kuidas on Jan Verwijnenilt
dpitu mojutanud tema vaateid ruumidisainile ja eeskétt
sisearhitektuuri erialale. Selle valdkonna méttevahetu-
sed ja projektid kajastuvad arvukatel viisidel Tallinnas
koos Martin Parnaga peetava disainibiroo Iseasi tege-
vuses. Véljaande selle osa I6petavad Esa Laaksoneni
ja Verena von Beckerathi vestlusvormis meenutused:
molemad tédtasid koos Jan Verwijneniga arhitektide
ja arhitektuuritliopilaste Uhistes t66tubades. Nad
meenutavad mdningaid seiku ja tdomeetodeid sellest
ajast ning kasitlevad nende maju nii teadmiste arenda-
misele kui ka linnaruumile.

Parast loovmdtlemist kasitlevaid kaastdid jatkub
kogumik esseedega, mis keskenduvad aastatuhande
vahetuse paiku linnakeskkonnas toimunud muutuste
diskursusele ja praktikale. Osa ,Linnakeskkonna
muutused” juhatab sisse Jan Verwijneni essee
JKultuurilisest  ja  strateegilisest  planeerimisest”.
Aastatuhande vahetusel kirja pandud tekstis analiu-
sib ta 1990. aastatel linnastrateegias ja -planeerimi-
ses toimunud muutusi. Pdhiteema on raskuskeskme
nihkumine avaliku sektori juhitud Uldplaneeringutelt
uutele linnakeskkonna taasloomise vormidele, mis
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Following this reflection on knowledge, Indrek
Runkla's essay is the testimony of an architect's
struggle with this in-between position, the balance
between order and confusion. Borrowing concepts
from other fields and using them in architectural
thought and practice comes with the risk of misread-
ing - but, as Riinkla argues, some misconceptions can
be productive as well. The extensive library with books
from many different fields, from philosophy to thea-
tre, that Verwijnen left to the School of Architecture in
Tallinn provides many opportunities for encountering
concepts from other fields, for reading and misread-
ing, for critically adapting concepts for use in spatial
design disciplines, and ultimately, for learning from
these diverse sources of knowledge. Toni Kauppila,
who intensively worked with Verwijnen during his
years at the University of Arts and Design in Helsinki
(UIAH / TAIK), discusses how the emerging chal-
lenges of globalisation and digitalization influenced
the pedagogical work of Verwijnen and his team and
how disciplinary boundaries were rethought within
that context. The essay shows how interior and fur-
niture design became more engaged with urban
cultures and how design pedagogy, design thinking
and design practice interconnected. Edina Dufala-
Parn, who was a student with Verwijnen at the time
he was leading the Interior Design Department MA
at the University of Art and Design Helsinki (UIAH),
discusses how Jan Verwijnen's teaching has affected
her views on spatial design, specifically the discipline
of interior architecture. In many ways, the discus-
sions and projects resonate in her and Martin Parn’s
design office isease in Tallinn. This section of the
publication concludes with a conversation between
Esa Laaksonen and Verena von Beckerath, who both
worked with Jan Verwijnen in the context of collabo-
rative workshops with architects or with architecture
students. They reflect on these occasions, their modes
of working and the implication for both the develop-
ment of knowledge and that of urban space.

After these contributions that centre around crea-
tive thought, the focus of the essays moves to the
discourse and practice of urban change as it devel-
oped around the turn of the millennium. We open
this section on urban change with another essay by
Jan Verwijnen, entitled “On Cultural and Strategic
Planning”. Written at the turn of the millennium, this
text discusses the changes in urban policy and plan-
ning that occurred during the 1990s. A key issue is the
shift from public-led master planning to new forms
of entrepreneurial urban regeneration. Rotterdam
is used as an exemplary case that has succeeded in
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l&dhtuvad ettevotlusest. Naidisjuhtumina on kasutatud
Rotterdami, kus on suudetud leida suurepérane tasa-
kaal avaliku ja erasektori huvide vahel. Artikli I6puosas
kasitleb Verwijnen professionaalseid tavasid planee-
rimise ja arhitektuuri valdkonnas, uurides |&dhemalt
mitmesuguseid osalisrihmi koondavate diinaamiliste
olude, vdrgustikena toimivate digivoogude ja tege-
like sotsiaal-kultuuriliste tingimuste moju. Charles
Landry oli Uks eestvedajaid loova linna kasitluses,
milles Jan Verwijnen aktiivselt osales. Samuti osales
Landry samateemalisel konverentsil, mille Verwijnen
Helsingis korraldas, ning ta on ka juba eespool mai-
nitud, Jan Verwijneni ja Panu Lehtovuori toimetatud
raamatu ,Creative Cities” (1996) ks kaasautoreid.
Charles Landry kaast6é on pilguheit 1990. aastaid
iseloomustanud ideedele ja ambitsioonidele ning
selles selgitatakse, miks peaks mé&iste ,kultuuriline
planeerimine” asemel kasutama hoopis sdnapaari
.planeerimine kultuuriliselt”. Lahtudes pigem arhi-
tektuuri ja linnakujunduse praktikale keskenduvast
vaatenurgast, jagavad Londonis tegutsevad arhitektid
Steve McAdam ja Christina Norton mélestusi pikaaja-
lisest koostéost Jan Verwijneniga ning arutlevad, kui-
das moni selle pinnalt kujunenud tédemus madjutab
siiani nende tegevust arhitektuuri alal. Kasutaja kui
linnaruumi kaaskujundaja keskne roll on tks p&himo-
tiive, mis kajastub labivalt selles kaast6os kasitletud
projektides. Ammutades inspiratsiooni nii kasutaja
rollist kui ka kultuuri ja linnakeskkonna taasloomise
viljakatest sidemetest, annab Soome arhitekt Pia
llonen poeetilise Ulevaate olulisest projektist, milles
ta 16i koos Jan Verwijneniga 1990. aastatel Helisingis
aktiivselt kaasa: nimelt Helsingi endise kaablitehase
Umberkujundamises kultuurikeskuseks. llonen kirjel-
dab seda ettevStmist kui uue peatlki alustamist selle
hoone ajaloos: kunagise té6stusrajatise aitas dratada
uuele elule vaga erinevate kultuurivaldkonna osaliste
sihikindel tegutsemine. Ja viimaks toob meid ringiga
tagasi Tallinnasse Eesti arhitekti Andres Alveri essee.
Heites pilgu tagasi paljudele aruteludele, mida ta
kunagi pidas Verwijneniga Tallinna linnaarenduse ja
arhitektuuriprojektide ule, aitab ta ndha, mil moel on
Verwijneni kriitiline m&tlemine ja loominguline ener-
gia praeguses Tallinnas ikka veel alles.

Just varasemate projektide kohalolu olevikus vétab
ideede, késituste diskursuse vormi ning see on disai-
nimise kontekstis palju tdhtsam kui asjade endi vormi
kirjeldused.

Jan Verwijnen
ARHITEKTUURI- JA DISAINITEADMISTE ERANDLIK POSITSIOON’,
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balancing public and private interests. Towards the
end of the article, Verwijnen turns to the professional
practices of planning and architecture, exploring
the impact of dynamic, multi-actor situations, net-
worked digital flows and socio-cultural field condi-
tions. Charles Landry was one of the key figures in
the Creative City discourse that Verwijnen actively
participated in. Landry was one of the participants of
a conference Jan Verwijnen organised in Helsinki on
the topic and one of the authors of the above-men-
tioned book Creative Cities (1996), which was edited
by Jan Verwijnen and Panu Lehtovuori. In his contri-
bution, Charles Landry looks back at the ideas and
ambitions in the 1990s and proposes a significant
revision of the term “cultural planning”, to “planning
culturally”. Moving towards a perspective of archi-
tectural and urban practice, London-based archi-
tects Steve McAdam and Christina Norton share
their memories of their long-term collaboration with
Verwijnen and discuss how some of the insights
gained from this collaboration still influence their
architectural practice. The central role of the user
as a co-producer of urban space is one of the key
themes that reverberates in the projects discussed
in this contribution. Relating to this role of the user
as well as to the productive relationship between
culture and urban regeneration, Finnish architect Pia
llonen gives a poetic account of an important pro-
ject that both she and Jan Verwijnen were actively
involved in in Helsinki in the 1990s: the cultural
re-use of the former Cable Factory in Helsinki. llonen
recounts the initiative as a new episode in the biog-
raphy of building, as new life was brought to the
industrial site through the dynamics of a diverse
set of cultural actors. Finally, the publication leads
us back to Tallinn through the essay by Estonian
architect Andres Alver. Looking back at the many
discussions he had with Jan Verwijnen about urban
developments and architectural projects in Tallinn,
he indicates in which ways Jan'’s critical thought and
creative energy is still present in today'’s Tallinn.

It is this presence of the past of projects that takes on
the form of a discourse of ideas, of concepts which
are much more important for designing than the
descriptions of the form of the things themselves.

Jan Verwijnen
IN "ARCHITECTURE AND DESIGN AS KNOWLEDGE",
THIS PUBLICATION, P. 25
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PANU LEHTOVUORI

on Tampere Ulikooli arhitektuuriteaduskonna pla-
neerimisteooria professor. Enne seda oli ta Eesti
Kunstiakadeemias urbanistika professor. Lehtovuori
peamised uurimisalad on avaliku linnaruumi téna-
péevased vormid, uued linnakujunduse kasitlused ja
ehitatud keskkonna ressursitéhusus. Lehtovuori teeb
koost66d arhitektuuriblirooga Livady Architects, mis
on lks Soome parimaid asjatundjaid kultuuripdrandi
hindamise ja séilitamise valdkonnas, rahvusvahelise
uurimisrihmaga SPIN Unit, mis Ghendab linnauurin-
gutes ja tipptasemel andmelahendustes kunsti ja tea-
duse, ning idufirmaga Nordic Urbanism, mis pakub
erialast tdiendusdpet ja linnakeskkonnaga seotud
ndustamist. Tema uusimad tekstid: ,Drivers of Global
Urbanization - Exploring the Emerging Urban Society”
kogumikus Routledge Handbook of Henri Lefebvre,
the City and Urban Society (kirjutatud koos J. Tartia ja D.
Cerronega) ja ,Temporary Uses Producing Difference
in Contemporary Urbanism” kogumikus Transience
and Permanence in Urban Development (kirjutatud
koos S. Ruoppilaga).

KLASKE HAVIK

on Delfti Tehnikatlikooli arhitektuuriteaduskonna
metoodika ja analllsi dppetooli juhataja. Ta oli aasta-
tel 2015-2017 Tampere Tehnikadlikoolis arhitektuuri-
valdkonna kulalisprofessor. Ta on dppinud Delftis ja
Helsingis arhitektuuri ning Amsterdamis loovkirjuta-
mist. Eestis teeb Havik regulaarselt kaast66d arhitek-
tuuriajakirjadele Maja ja Ehituskunst ning on alates
2012. aastast Eesti Kunstiakadeemia magistritd6de
hindamiskomisjoni liige. Havik on t66tanud vélja eri-
péarase uurimiskasitluse, mis Ghendab arhitektuuri- ja
linnaktsimused kirjandusliku keelekasutusega. Tema
uurimiskasitlusest voib saada aimu naiteks sellis-
tes véljaannetes nagu Urban Literacy: Reading and
Writing Architecture (nai010, 2014) ja Writingplace:
Investigations in Architecture and Literature (2016).
Ta on olnud arhitektuuriajakirja OASE toimetaja
ning pani 2017. aastal aluse ajakirjale Writingplace
Journal for Architecture and Literature. Havik juhib
Euroopa teaduse ja tehnika alase koost66vérgu
(COST) projekti Writing Urban Places, New Narratives
for the European City.
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PANU LEHTOVUORI

is a professor of planning theory at the Tampere
University, School of Architecture. Before the cur-
rent position, he was a professor of Urban Studies at
the Estonian Academy of Arts in Tallinn. Lehtovuori's
research interests focus on contemporary forms of
public urban space, new urban design approaches
and the resource efficiency of the built environment.
Lehtovuori regularly partners with Livady Architects,
one of Finland's leading experts in heritage evalua-
tion and conservation; SPIN Unit, a transnational
research group combining art and science for urban
studies and advanced data solutions; and Nordic
Urbanism, a start-up in continued professional educa-
tion and urban consulting. His recent publications
include “Drivers of Global Urbanization - Exploring
the Emerging Urban Society” in Routledge Handbook
of Henri Lefebvre, the City and Urban Society (co-writ-
ten with J. Tartia & D. Cerrone) and “Temporary Uses
Producing Difference in Contemporary Urbanism” in
Transience and Permanence in Urban Development
(co-written with S. Ruoppila).

KLASKE HAVIK

is the chair of methods and
analysis at the Faculty of
Architecture, Delft University
of Technology, and was visiting
professor of architecture in
4 Tampere in 2015-17. She stu-
‘] /‘ died architecture in Delft and

Helsinki, and literary writing in
Amsterdam. In Estonia, Havik has written regularly for
Maja Architectural Review and Ehituskunst, and she has
been a member of the thesis board of EKA since 2012.
Havik has developed a distinct research approach
relating architectural and urban questions to literary
language, expressed in publications such as Urban
Literacy: Reading and Writing Architecture (nai010,
2014), and Writingplace: Investigations in Architecture
and Literature (2016). She was editor of the archi-
tecture journal OASE and initiated the Writingplace
Journal on Architecture and Literature in 2017. Havik is
action chair for the EU COST Network Writing Urban
Places, New Narratives for the European City.
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LOOVMOTLEMINE
ARHITEKTUURIS

Kuidas leida tasakaal lihelt poolt disaini ja arhitek-
tuuri fudsilise ainelisuse ning teisalt mitteainelis-
usevahel, mis digitaalsuses, vorgustikes ja
osaluspraktikates kehastuvana kultuurilist tootmist
aina enam maéarab? Kas me peaksime arhitektuuri
Umber motestama, et kaitsta selle autonoomiat?
Kuidas hoida teda niilidisaegse linna ja Ghiskonna
jaoks relevantsena? Alustades Jan Verwijneni
seniavaldamata artikliga arhitektuurist ja disai-
nist kui eriparasest teadmisvormist jatkub see
sektsioon originaaltekstidega Indrek Riinklalt, Toni
Kauppilalt, Edina Dufala-Péarnalt ja Martin Parnalt
ning toimetatud vestlusega Esa Laaksoni ja Verena
von Beckerathi vahel.

Foto/Phetorby:'Esa Laaksonen.

CREATIVE THOUGHT
IN ARCHITECTURE

How to balance between the material physicality of
design and architecture and the immaterial realm of digi-
talities, networks and co-creative practices that increas-
ingly condition cultural production today? Should we
rethink architecture to defend its autonomy? How to keep
it relevant for contemporary city and society? Starting
with Jan Verwijnen’s until now unpublished article on
architecture and design as a unique form of knowledge,
the section on Creative Thought publishes new texts by
Indrek Riinkla, Toni Kauppila, Edina Dufala-Parn & Martin
Parn, as well as an edited discussion with Esa Laaksonen
& Verena von Beckerath.



LOOVMOTLEMINE ARHITEKTUURIS

JAN VERWIJNEN:
ARHITEKTUURI- JA DISAINITEAD-
MISTE ERANDLIK POSITSIOON

lga eriala (ja selle raames tehtav uurimistdd) peab
vastama kisimusele, kuidas suhestub selle eriparane
uurimisobjekt teooria ja teadmiste maailmaga ning
millise panuse ta sellesse annab (epistemoloogia).
Ent koik vastused sellele kisimusele peavad pdhi-
nema arusaamal, milline on eelduste kohaselt meie
maailm (ontoloogia), et meil voiks selle kohta tead-
misi olla. Teisisdnu on igas erialas ja uurimisvaldkon-
nas alati olemas nii ontoloogiline ja vahel peavoolu-
kasitlusest erinev vaatenurk, millest Idhtudes nahakse
vOi motestatakse maailma (ja meie eksisteerimist sel-
les) spetsiifilises votmes, kui ka epistemoloogiline sei-
sukoht, mille jérgi saab teadmisi ja tdendeid maailma
kohta tekitada jélgimise, osalemise voi teatud allikate
télgendamise teel.

Ses osas on aset leidnud oluline nihe: kérgmodernism
ja selle universaalne ratsionaalsus on asendunud hilis-
modernismiga (erineva Uhiskonnaseisundiga), kus
uurimisobjekt ei ole enam universaalne ja teadmiste
kohta kehtivad reeglid ei ole enam ette antud. Subjekt
ei ole enam maailmas toimiva subjekti-objekti suhte
hierarhia mottes ,maailmast kdrgemal”, vaid on ntiid
osa maailmast, asudes maailma objektide ,seas”.
Subjektid mitte lihtsalt ei omanda enam objektide
kohta teadmisi, vaid selle asemel vbib aina sageda-
mini 6elda, et nad kogevad objekte. Selle tulemusel
tdéuseb oluliselt (disainitud) objekti staatus. Viimane
omandab ontoloogilise struktuuri - tdhenduse struk-
tuuri. Tahenduse, mis ei ole taandatud epistemoloogi-
lisele ja puhtpraktilisele funktsioonile, vaid mis lubab
tunda objekti suhtes kirge, iha véi hoolivust, elada
selle jargi voi sellega koos (Lash 1999). Selles artiklis
kasitletakse eeltoodud diskursuse filosoofilist tausta
ja pudtakse jouda filosoofilise mattekaiguni, millesse
on andnud panuse paljud filosoofid, ning luua sel vii-
sil alus loovaks ja kriitiliseks m&tlemiseks, mille 1dhte-
kohaks on protsessid ja kogemused.

Ainesse katketud inimmeel

Traditsiooniline vaatenurk on kartesiaanlik, mille jargi
on subjektidel (oletatavasti) kontroll objektide dle:
subjektid tegutsevad kindla eesmérgiga ja nende
loodud objektidel puudub tadhendus.

Kogu subjektide ja objektide kasitus tédnapéevases
lddne motteloos parineb Uldlevinud, kuid jamedalt
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JAN VERWIJNEN: THE UNIQUE
POSITION OF ARCHITECTURE
AND DESIGN AS KNOWLEDGE

Every discipline (and its research) will have to answer
the question of how its specific subject relates and
contributes to the world of theory and knowledge
(epistemology). However, any answer to this question
needs to be based on a statement of what the world
must be like (ontology) in order for us to have knowl-
edge of it. In other words, in every discipline and
study there is always an ontological, sometimes dif-
ferent perspective from the mainstream, which sees
or encapsulates (our being in) the world in a specific
sense, and there is an epistemological position which
suggests that knowledge or evidence of the world
can be generated by observing, participating or inter-
preting certain sources.

Here, a shift has taken place from high modernity and
its universal rationality to late modernity (a different
condition of society), in which the subject is no longer
universal and the rules of knowing are no longer
given. The subject is no longer “above the world” in
a hierarchical sense of the subject-object relation with
things in the world, but is now in the world, situated
in the world “among” objects. Subjects no longer
just know objects - they now increasingly experience
them. As a consequence, the (designed) object gains
vastly in status. It takes on an ontological structure - a
structure of meaning. A meaning that is not reduced
to epistemological and utilitarian functions but that
allows the object to be invested with affect, desire or
care, to be lived by and lived with (Lash 1999). This
article will look into the philosophical background
of this discourse and try to develop a line of thought
in philosophy that transverses several philosophers,
providing a basis creative and critical thinking situ-
ated in processes and experiences.

Mind in Matter

The traditional point of view is the Cartesian position
of subjects that are (supposedly) in control of objects
- the subjects act purposeful and the objects they cre-
ate are meaningless.

The entire issue of subjects and objects in modern
Western thought is conventionally, if crudely, traced
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lldistava seisukoha jargi Descartes'i cogito-ideest,
mille kohaselt koosneb maailm thelt poolt inimsub-
jektidest (maistus voi teadvus, mis mdtleb, teab, usub
ning omistab maailmale tdhendusi ja vaartusi) ning
teiselt poolt objektidest (maailm kui ,liikumises aine”,
kui kogum esemeid, mis mdjutavad Uksteist vastas-
tikku ning mida saab vaadelda ja maista faktide kujul,
kuid millel puudub iseenesest subjektiks olemise
suutlikkus, maistus, hing, tdhendus v&i siigavam ole-
mus). Kui oleme tdmmanud selge joone tdhendus-
liku subjekti ja tdhenduseta objekti vahele, siis kui-
das assimileerivad inimesed objektide maailma oma
subjektiivse kogemusega? Assimileerimise idee on
téepoolest véga Ulldine ning hélmab hulgaliselt eri
vorme, mille kujul subjektide ja objektide suhted aval-
duvad. Laane filosoofias on peamiselt keskendutud
objektide assimileerimisele subjektiivse kogemusega
teadmissuhte vahendusel. Kuidas saavad inimsub-
jektid oppida tundma objektide maailma, kuidas nad
saavad seda intellektuaalselt assimileerida ja kuidas
nad véivad olla kindlad, et nende teadmised peavad
paika? (Slater 1997: 101)

See ongi Uldiselt olnud valdav vaade esemete valmis-
tamisele - projekteerimise episteemiline kasitus. Selle
vaatenurga jérgi on teadmised asjadest esmajoones
instrumentaalsed. Objektideks olevad esemed vai
tooted on enamati ilma tdhenduseta ja inimesi pee-
takse universaalseteks subjektideks. Hegel kritiseeris
kartesiaanlikku vaadet kui filosoofilises mottes Gleliht-
sustatut ja mérkis, et subjekti ja objekti suhe on tege-
likkuses vastastikune, mitte vélispidine ja mehaaniline.
Sellises suhtes vdi protsessis avaldavad subjekt ja
objekt Uksteisele vastastikmdju. See seisukoht péri-
neb Hegeli ,Vaimu fenomenoloogiast’, mis avaldati
esimest korda 1807. aastal ning milles pakuti vélja
lahendus objektide ja subjektide suhete dilemmale.

Hegeli daretult mdjukas veendumus, mis andis
sellele méttekdigule kindla aluse, seisnes selles, et
subjekti ja objekti suhe on tegelikkuses dialektiline
ja vastastikune, mitte valispidine ja mehaaniline.
Sellises suhtes voi protsessis loovad subjekt ja objekt
lUksteist vastastikku. Inimsubjektid tegutsevad aktiiv-
selt objektide maailmas, muutes, vormides ja luues
seda intellektuaalsete ja praktiliste jdupingutuste
toel. Maailmas toimetades korraldavad tksikisikud ja
Uhiskonnad seda imber oma vajadustest ja ette-
votmistest ldhtudes. Nende vajadused - subjektiks
olemine, maailmale omistatud tdhendused - on
seega muudetud objektiks, need vétavad ainelise
kuju valmistatavates objektides.

(Slater 1997: 102-3)
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to Descartes’ cogito, which sees the world in terms
of, on the one hand, human subjects (a mind or con-
sciousness which thinks, knows, believes and ascribes
meanings and values to the world) and, on the other
hand, objects (the world seen as “matter in motion”,
as a collection of things which interact, which can be
observed and grasped in the form of facts, but which
are in and of themselves devoid of subjectivity, of
mind or spirit, of meaning or essence). Having thus
split meaningful subject from meaningless object,
how do humans assimilate the world of objects into
their subjective experience? This idea of assimilation
is very general indeed and incorporates many differ-
ent kinds of relations between subjects and objects.
Pre-eminently, Western philosophy has been preoc-
cupied with the assimilation of objects into subjective
experience through a relation of “knowledge”. How
can human subjects know the world of objects, how
can they assimilate it intellectually, and how can they
know that their knowledge is valid? (Slater 1997, 101).

This has generally been the predominant view of the
making of things - the epistemic view of engineering.
For this position, knowledge about things is, in the
first instance, instrumental; objective things or prod-
ucts are generally without meaning; and people are
considered to be universal subjects.

Hegel criticised this Cartesian position as philosoph-
ically too simple and said that the relation between
subject and object is in reality interrelated, not exter-
nal and mechanical. It is a relationship or process
of mutual influence of subject by object and object
by subject. This position reaches back to Hegel's
Phenomenology of Spirit, first published in 1807,
offering a way out of the dilemma of how objects
relate to subjects.

The profoundly influential insight of Hegel, who
solidified this train of thought, is that the relation
between subject and object is in reality dialectical
and interrelated, not external and mechanical. Itis a
relationship or process of mutual constitution of sub-
ject by object and object by subject. Human subjects
actively engage with the object world, transforming,
moulding and creating it through their intellectual
and practical efforts. In working on the world, individ-
uals and societies recreate it in relation to their needs
and projects. Their needs - their subjectivity, their
meanings for the world - are thus “objectivated”, take
material form, in the objects they produce.

(Slater 1997, 102-3)
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Objektide maailm on seega inimese subjektiks ole-
mise kehastus, ent vastandina mittedialektilisele ja
positivistlikule (kartesiaanlikule) vaatenurgale aval-
dab maailm omakorda subjektidele m&ju. Maailma
Umber kujundades kujundame Umber ka iseennast.
Meie loodud maailma aluseks on tdesti objektid ning
sellest saab uus keskkond, kus me elame, kus moo-
dustuvad meie subjektiivsed kogemused ning kus me
maaratleme ja viimistleme oma vajadusi, soove, ette-
votmisi ja plaane (Slater 1997).

Milline koht on selles ,tegemisel olevate asjade” maa-
ilmas arhitektuuri- ja disainiteadmistel? Kui vastab
toele, et teadmised arhitektuurist ja disainist peavad
keskenduma inimeste ja valmimisel asjade labikaimi-
sele inimeste loodud tehismaailmas, siis mille poolest
erinevad need teadmised humanitaar- ja sotsiaalvald-
konna teadmistest, mille keskmes on inimesed, ning
loodus-, reaal- ja tehnikateadustest, mis tegelevad
esemete ja materjalidega?

Tehisesemete uus méaratlus

Selles artiklis pultakse stigavuti lahata kisimust ,Mis
laadi teadmised (epistemoloogia) peaksid olema
disainiuuringute tulemuseks?”. Léhtekoht on ontoloo-
giline eeldus, et asjade, tehisesemete olemus sdltub
sellest, milline suhe on inimesel objektidesse ja ruu-
midesse kui kogemustesse, ning et asjade vormiga
suhestumise esteetiline olemus on osa sotsiaalse
olendi loomusest. Seega peavad disaini- ja arhitek-
tuuriteadmised koondama endasse peale teadmiste
ainelisest tootmisest (ja turundamisest) ning objek-
tide ja ehitistega seotud protsessidest ka subjekte ja
asjade kultuurilist omastamist kasitleva Uhiskonna- ja
kultuuriteooria tahud. Selles kontekstis moodus-
tab objekti vormil ning ainesse katketud inimmeele
vaatenurgal rajanev arusaam ainelisest kultuurist
epistemoloogilise aluse arhitektuuri- ja disainiuu-
ringuteks, isedranis disainiprotsessi kaasamisega
uurimistegevusse.

Praegu on praktikapdhiste disainiuuringute episte-
moloogia sisuliselt olematu. Méned huvipakkuvad
jarelmid on juba varasemal méttevahetusest arhitek-
tuurse tipoloogia kohta, millesse olid kaasatud arhi-
tektuursete vormide tekitamise jaoks keskse tihtsu-
sega teadmised. Uhiskondlik arhitektuurne vorm aitab
Uletada praegust I6het kirjeldavate ja normatiivsete
mudelite vahel ning pltab lahendada nn ainesse
katketud inimmeele probleemi huvitaval moel, arves-
tades igapéevaelu konstrueerimisega. Erinevalt
loodusteadustest, mis keskenduvad objektide ole-
musele ja omadustele, ning humanitaarteadustest,
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The object world is thus human subjectivity made
manifest, but in contrast to non-dialectical, positivis-
tic (Cartesian) views, the world works on subjects, in
turn. In transforming the world, we also transform our-
selves. The world we have made is indeed objective
and becomes the new environment in which we live,
by which our subjective experiences are formed and
in which we define and refine our needs, desires, pro-
jects and plans (Slater 1997).

Where do architecture and design knowledge posi-
tion themselves in this world of “things in the mak-
ing”? If it is true that architecture and design knowl-
edge need to deal with the interaction of people and
things in the making of our human-made, artificial
world, how is that knowledge different from that of
the humanities/social sciences, which deal with peo-
ple, and from the natural sciences/mathematics/engi-
neering, which deal with things and materials?

The Redefinition of the Artefact

This paper attempts to achieve a deeper understand-
ing of the question “What kind of knowledge (episte-
mology) should design research produce?” It departs
from the ontological assumption that the nature of
things, of artefacts, is through the way people relate
to objects and spaces as experiences, and that the
aesthetic nature of relating to the form of things is a
part of social being. Thus, apart from the knowledge
of material production (and distribution), processes
of objects and buildings, design and architecture
knowledge will have to draw together threads from
social and cultural theory concerning subjects and
their cultural appropriation of things. In this context,
the notion of a material culture based on object form
and its perspective of mind in matter opens up an
epistemological platform for architecture and design
research, particularly by including the design process
itself into research.

Presently, an epistemology for practice-led design
research is completely missing. The older debate on
an architectural typology that included the notion of
knowledge central to the generation of architectural
form has some interesting implications. The social
architectural form shows a way out of the existing rup-
ture between descriptive and prescriptive modes and
addresses the so-called problem of “mind in matter”
in an interesting way, taking into consideration the
construction of everyday life. In distinction to the natu-
ral sciences, which are concerned with the nature and
properties of objects and to the humanities, which
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mis tegelevad peamiselt subjektidega, on disaini ja
arhitektuuri tdhelepanu keskpunktis subjektide ja
objektide suhted. Hiljuti on esile tdusnud ka kolmas
vaatenurk, mis asetseb loodus- ja humanitaarteaduste
vahepeal. Selle jérgi toimub objektide ja subjektide
vahel métestatud diskursus, milles objektid (hooned
ja muud esemed) muutuvad aina véimsamaks. Praegu
plutakse sotsioloogia- ja kommunikatsiooniteoorias
maaratleda tehisesemete uut positsiooni. Sellega
on seotud seisukoht, et inimestevaheline [&bikai-
mine ja suhtlus ei ole tegelikkuses véimalik, ilma et
seda vahendaksid esemed ehk objektid (Dant 1999,
Schiffer, Miller 1999).

Selles kontekstis on aineline kultuur peidetud kultuuri
uurimise objektipdhine tahk ning on 16ppkokkuvéttes
moistuse, usu ja kavatsuste otsing, milles esteetilised
aspektid omandavad suurema tahtsuse kui praktilised.
Aineline kultuur toob sisse métte, et ainelised objek-
tid on tdhenduslikud ja moodustavad olulise osa meie
sotsiaalse elu kontekstist. Tegelikult oleme iga pé&ev
aineliste objektidega palju tihedamas kokkupuutes kui
teiste inimestega. Objektide vormil p&hinevast aineli-
sest kultuurist on saanud tdnapé&eva Uhiskonna kultuur
ning see on inimeste ja asjade suhetes domineeriv.

Teadmine arhitektuuris ja disainis

Clive Dilnot esitab oma t56s ,The Science of
Uncertainty” (1998) kaks pdhiargumenti. Esiteks pai-
gutuvad teadmised disainist teaduse ja humanitaar-
valdkonna vahele, kuna need kasitlevad nii inimesi
kui ka asju. Seepérast ei ole teaduse ja humanitaar-
valdkonna liigitused ja kategooriad disainialal kuigi
paikapidavad. Teiseks on teadmised disainist pigem
normatiivsed kui kirjeldavad ning need peaksid pai-
gutuma instrumentaalse motlemise (teooria) ja prak-
tika (tegemise) vahele. Neist argumentidest jareldub,
etdisainivaldkonnas on vajalik teadmiste selline méist-
mine, millel on keskne koht sellel, mida disain toodab
- vormi tekitamisel. Seejarel vdidab Dilnot, et disaini-
valdkonnas ei ole teadmiste edendamises p&hiroll
mitte praktikal endal, vaid arusaamal praktikast, mis
on katketud projektidesse - Uksikjuhtumitesse, mil-
lega tegelemises praktika seisnebki. See peaks viima
diskursuseni ,valmimisel asjadest”, projektidest, mis
tuleb kontseptualiseerida kui teadmised, millel on
vormi loomises keskne koht:

Disain, mida vaadeldakse pohimétteliselt konfigu-
ratsiooni voi seadistusena - mis nduab siiski Ghel
voi teisel moel I18hemat uurimist -, on kontseptuaal-
selt keeruline. [--] See maiste hulbib sihitult kahe
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are predominantly occupied with subjects, design
and architecture concern the relationship between
subjects and objects. A third position, between natu-
ral sciences and humanities, has lately become more
manifest, and it states that objects and subjects are in
a meaningful discourse in which the objects (build-
ings and other objects) become ever more powerful.
Within sociology and communication theory, a repo-
sitioning of the artefact is presently at stake. It con-
cerns the view that interaction and communication
between people are factually not possible without the
mediation of things, of objects (Dant 1999, Schiffer,
Miller 1999).

In this context, material culture is the object-based
aspect of the study of embedded culture and is fun-
damentally a quest for mind, for belief, for intentions,
in which the aesthetic aspects become more signifi-
cant than the utilitarian. Material culture introduces the
insight that material objects are meaningful and make
up a substantial part of the context of our social lives.
In fact, much more of our daily lives is spent interacting
with material objects than interacting with other peo-
ple. Material culture based on the form of objects is
now the culture of our contemporary society and dom-
inates the relationship between people and things

Knowing in Architecture and Design

In his text “The Science of Uncertainty” (1998) Clive
Dilnot brought two main arguments to the fore. First,
that design knowledge is positioned between sci-
ence and the humanities - it deals with people and
things. Therefore, the classifications and categories
of science and the humanities have little validity for
design. His second argument was that design knowl-
edge is prescriptive rather than descriptive and needs
to position itself between instrumental reason (“the-
ory”) and praxis (“doing”). It follows from these two
arguments that design needs an understanding of
knowledge that must be central to that which design
produces: the generation of form. Dilnot then postu-
lates that for design knowledge to advance, practice
itself is not the key, but the notion of a project within
practice - the single cases that make up practice. This
must lead to a discourse of “things in the making”, of
projects that need to be conceptualised, as the basis
of knowledge central to the generation of form:

Thought essentially as configuration or as disposi-
tion, though in ways that will have to be explored,
design is difficult conceptually. [--] The term lies
stranded between the overpowering distinction
between things (“their condition, configuration, and
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selge kaldajoone vahel, milleks on thelt poolt asjad
(,nende seisund, konfiguratsioon ja struktuur”) ja
teiselt poolt jéud v6i m&jud (protsessid, mis annavad
asjadele nende vormi ning panevad aluse nende
téhususele, nende jarelmitele). [--] Igas projektis
tehakse vahet tootel (konfiguratsioonil vai vormil) ja
disainiprotsessil, asjadel, mis on valmis, ja asjadel,
mis valmivad. [--] Kisimust disainivaldkonna tead-
misest ei saa lahutada panusest, mille see annab
Uldteadmistesse.

(Dilnot 1998)

Eelnev mottekaik paneb Dilnot kahtlema selles, kui-
das disain ja arhitektuur moistavad enda saavutatut
ning seda, mis on nende tegevusala, kuidas nad maa-
ilmaga kokkuleppele jéuavad ja mida disainimine
tdhendab. Minu arvates ei késitle need kisimused
mitte disaini praktikat, vaid projekte, seda, mida need
tdhendavad kui ideed, kui kontseptid, mis toimivad
projekti kohaloluna maailmas.

Just varasemate projektide kohalolu olevikus annab
aluse ideede, kontseptide diskursusele ning see on
disainimise kontekstis palju tdhtsam kui asjade endi
vormi kirjeldused. Seda vdib ehk vérrelda genotiibi
ja fenotllibi erinevusega - kuidas avatud siisteemina
toimiv disainidiskursus mojutab ,genotiibi” tasandit
ehk kontsepte.

Kusimus ei ole ainult disainiteooria puudumises, vaid
.ka teiste erialade suutmatuses arvestada seda, kui
téhtsad on kiisimused, mille keskmes on tehisesemed
ja nende vormimine” (Dilnot 1998). Just tehisesemete
vormimine on minu meelest disainiteadmiste keskne
probleem: see, et |6pptulemus on alati kindla vor-
miga toode (v3i teenus).

Nagu juba eespool mérgitud, paigutuvad teadmi-
sed arhitektuurist esemete ja ainega tegelevate
loodusteaduste paradigma ning inimesi ja nende
mottemaailma uuriva humanitaar- ja sotsiaalvald-
konna vahele. Arhitektuur ja disain ning sellealased
teadmised asetsevad nende huvisfééaride vahel ning
neid tuleb métestada kui eriala, mis tegeleb inimeste
ja asjade kooslusega, ainesse katketud inimmeelega.
Muu hulgas ilmneb, et disainivaldkonna teadmiste
Uldine tahtsus seisneb just selles vahepealses posit-
sioonis. Teised akadeemilised distsipliinid alles hak-
kavad pikkamooda aktsepteerima sellise positsiooni
keskset kohta meie maailmas ja eludes ning véga
aeglaselt tunnustama tehisesemete tdhtsust meie
elukorralduses.
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structure”) and forces or effects (the processes that
give to things their form and therefore also their
efficacy, their implications). [--] Every project distin-
guishes between its product (configuration or form)
and the design process, between things made and
"things in the making”. [..] The question of design
knowledge cannot be separated from the contribu-
tion that it will make to knowledge in general.

(Dilnat 1998).

This reflection leads Dilnot to question how design
and architecture understand what they achieve, what
their activities are, how they negotiate the world and
what it means to design. According to me, these
questions do not address design practice but pro-
jects, what they mean as ideas, as concepts that work
as a project’s presence in the world.

It is this presence of the past of projects that takes on
the form of a discourse of ideas, of concepts which are
much more important for designing than the descrip-
tions of the form of the things themselves. This is per-
haps similar to the difference between genotype and
phenotype, as an open-system design discourse acts
on the “genotype” level of concepts.

Itis, however, not just design'’s lack of theory, but “also
a failure of other disciplines to recognize the signifi-
cance of issues centrally concerned with artifice and
its shaping” (Dilnot 1998). This shaping of artifice
is, | believe, the central issue of design knowledge,
namely that we always end up with the form of a prod-
uct (or service).

As stated above, architectural knowledge may be said
to find itself in between the paradigms of the natu-
ral science that deal with things and matter, and by
those of the humanities/social sciences that study
people and their minds. The position of architecture
and design and their knowledge lies in between
these interests and will need to understand itself as
the discipline that deals with people and things, with
mind in matter. Then it also becomes clear that the
importance of design for knowledge in general is
exactly this in-between position. Only very slowly the
other academic disciplines are coming to terms with
the centrality of this position in our world and our lives
and are they very slowly acknowledging the impor-
tance of the artefact in human life.

In a polemical sense this article thus postulates that
a better understanding of the mode of knowing in
architecture and design (design knowledge) should
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Seega véidab see artikkel poleemilises mottes, et
paremat arusaamist arhitektuuri- ja disainivaldkon-
nale omasest teadmisviisist (disainiteadmistest)
edendab vahendus praktika ja poeetika vahel; uni-
versaalsete ja singulaarsete vaatenurkade, instrumen-
taalse métlemise (rdhuga vahenditel) ja sihiseadmise
(rdhuga eesmérkidel) vahel, epistemoloogiliste ja
ontoloogiliste seisukohtade, kognitiivse mdtlemise
ja eksistentsiaalse tdhenduse ning viimaseks asjadest
kérgemal asetseva teadva subjekti ja asjade keskel
oleva kogeva subjekti vahel.

Sellel pohiolemuslikult erineval ontoloogilisel vaa-
tenurgal on ,vorreldes olemasolevate valdavate
teadmisviisidega” akadeemilises maailmas véhe ana-
loogiaid. See on subjekti ja objekti suhte kontekstis
teistsugune vaatenurk, millel on oma eripérane epis-
temoloogia ja metodoloogia.

Arhitektuur ja tema véimu murenemine

Traditsioonilise arhitektuuri néilist suutmatust asuda
akadeemilises motlemises kesksele kohale ning ise-
dranis raskusi thendumise planeerimisel ja vajaliku
avatuse tagamisel voib ehk seostada tema v&imu-
baasi murenemisega Uhiskonnas. Praegust olukorda,
mida iseloomustab traditsioonilise voéimu kaotamine,
sobib kirjeldama tsitaat Castellsi ndgemusest, mille
kohaselt véimuvoogude dinaamika on teisenenud
voimuvoogudest voogude vdimuni (Castells 1986).2
Pluan seda jargnevates |6ikudes p&hjalikumalt avada.

Uhiskondlikke protsesse, millele me praegu tunnista-
jaks oleme, iseloomustab poliitilise véimu traditsioo-
niliste keskuste killustumine ning arhitektuur ja pla-
neerimine on neist keskustest alati tugevasti séltunud.
Nende asemel vdtavad véimu kohalikud osalejate

2 "Kuigi thiskonnakorraldus on olnud vérgulaadse Ulesehitusega ka
eelnevatel aegadel ja muudes kohtades, loob uus infotehnoloo-
giaparadigma ainelise aluse selle koikehdlmavaks laienemiseks
koigisse sotsiaalsetesse struktuuridesse. Samuti tahaksin ma
vaita, et vorguloogika toob kaasa korgemal tasandil sotsiaalse
determineerituse kui see, mis on tingitud vérgustike vahendusel
valjenduvatest spetsiifilistest Uhiskondlikest huvidest: voogude
voim muutub tugevamaks kui voimuvood.” (Castells 1996: 469).
Ehk teisisonu - toik, et vorgud on olemas ja kalduvad toimima
altpool Ulespoole, omandab suurema mojuvéimu ja tahtsuse
kui olemasolevad mudelid, milles tehakse otsuseid ulevalt alla-
poole. Info pdhjapanev Umberkorraldamine on laiahaardeline
ja armutult kulgev protsess, mis seisneb kdigi ja koige Uhenda-
mises: tulemuseks on kaigi inimeste ja objektide omavaheline
suhtlus. Koik koige paljutdotavamad tehnoloogilised lahendused,
mis leiutatakse, pohinevad nuudseks peamiselt arvutitevahelisel
suhtlusel ehk pigem Ghendustel kui arvutustel. Koik olulisemad
tagajarjed, mis kaasnevad vorguihenduseta arvutitega, on prae-
guseks juba ilmnenud. (Kelly 1997 140)
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advance through by mediating between praxis and
poesis; between universal and singular perspec-
tives, between instrumental (means-to-an-end-type)
thinking, and finalities (ends in themselves), between
epistemological and ontological positions, between
cognitive reason and existential meaning, and finally
between a knowing subject that is over and above
things, and an experiencing subject in the midst of
things.

This is a fundamentally different ontological perspec-
tive that has little precedence in the academic world
"vis-a-vis the existing dominant modes of knowl-
edge”. It is a different position in the subject-object
relationship and thus also a specific epistemology
and methodology.

Architecture and the Erosion of Power

The apparent failure of traditional architecture to
claim such a central position in academic thought
and particularly the difficulty of planning to connect
and provide the necessary openness, can perhaps be
linked to a historical erosion of their power basis in
society. The present situation of a loss of traditional
power may be characterised by quoting Castells’ view
on the changed dynamics of power, from the flows of
power to the power of flows (Castells 1986).% | will try
to elaborate that in the following paragraphs.

The societal processes that we witness at present
are characterised by a fragmentation of the tradi-
tional political power centres on which architecture
and planning have always been highly dependent.
Instead, local actor networks and private developers

2 "While the networking form of social organisation has existed in
other times and spaces, the new information technology para-
digm provides the material basis for its pervasive expansion
throughout the entire social structure. Furthermore, | would
argue that this networking logic induces a social determina-
tion of a higher level than that of the specific social interests
expressed through the networks: the power of flows takes prec-
edence over the flows of power.” (Castells 1996: 469). In other
words, the fact that networks exist and tend to function bot-
tom-up becomes more powerful and important than the exist-
ing modes of top-down decision-making. Information’s critical
rearrangement is the widespread, relentless act of connecting
everything to everything else - communicating between all
beings and all objects. All the most promising technologies mak-
ing their debut now are chiefly due to communication between
computers - that is, to connections rather than computations. All
the major consequences of stand-alone computers have already
taken place. (Kelly 1997: 140)
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vorgustikud ja eraarendajad ning nii tekivad arhitek-
tuuri ja planeerimise jaoks uued tingimused. Neid
olusid iseloomustavad ja neis on valdaval kohal vood
- kujutiste, info-, kapitali-, kauba- ja inimvood -, mis
on omavahel aina tihedamalt seotud ja ringlevad tha
kiiremini. Ajendatuna uute info- ja suhtlustaristute v&i-
malustest on esile kerkimas taiesti uut laadi majandus,
mis muudab inimeste l&bikaimist linnaga ning tekitab
ndudlust uudse arhitektuuri- ja disainipraktika jarele.

Mind huvitab peamiselt sigavam arusaam kisimusest
.Mida kujutavad endast arhitektuuri- ja disainitead-
mised?”. Selles on kindlasti oma osa tehisesemete,
objektide ja hoonete olemusel ning sellel, milline
on inimese suhe neisse. Selle taustal on eiratud his-
konna ja objektide vormil p&hineva ainelise kultuuri
suhteid. Tuleb té6tada vélja uus vaatenurk, sest nii
Uhiskonna- kui ka disainitecoria on alati ulekaalu-
kalt keskendunud tootmisele ja jétnud (toodete ja
kultuuri) tarbimise vordlemisi hooletusse. Tarbimine
ei seostu pelgalt kasutamise v&i funktsiooniga ning
seda ei saa taandada lihtsalt ergonoomikale, vaid
see holmab kdike, mida inimesed objektidega tee-
vad, miks nad neid ostavad ning milline osa on vor-
mil ja moel argielu konstrueerimises, selle sotsiaalses
kujundamises.®

Selle uue vaatenurga ldhtekohaks peavad olema jarg-
nevad ideed.

1. Arhitektuuris ja disainis on kirjeldav ja normatiivne
(ehk generatiivne) toimimismoodus oma pdhiolemu-
selt vdga erinevad.

2.lga disainiprojekt hdlmab protsessi ja toodet.

3. Arhitektuuri- ja disainidiskursuses p&hineb disai-
niteooria ja -ajaloo akadeemiline kasitlus peamiselt
disainitoodete kirjeldamisel.

4. Disainiprotsesside, disainimise enda kui tegevuse
diskursus, ,valmivatest asjadest” kantud médtete ja
kontseptide diskursus on suuresti olematu.

Nii tekib kisimus, milliseid vahendeid selle diskur-
suse loomiseks kasutada. Milline on selle diskursuse
akadeemilisele tasemele viimise filosoofiline taust?

3 Tarbimise kultuurivaldkonda voib vaadelda kui moodsa maailma
pidevalt laienevat elementi, millel peab seega olema Uha valja-
paistvam osa puietes moista tanapaevase hiskonna olemust.
Praeguses uhiskonnateoorias peetakse tarbimist Ghiskondliku ja
majandusarengu kisimuste lahendamise votmeks. Tarbimises
nahakse tahenduslikku tegevust ja igasugune tarbimine on kul-
tuuriline. (Slater 1997)
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are gaining power, thus creating a new condition for
architecture and planning. This condition is dominated
and characterised by flows - flows of information, of
images, of capital, of goods and of people - that are
increasingly connected and that circulate ever faster.
Influenced by the capacity of new information and
communication infrastructures, an economy of a new
type is emerging and changing human interaction with
the city and starting to demand new types of architec-
tural and design practices.

My main interest is getting a deeper understanding of
the question "What is knowledge in architecture and
design?” It will certainly be concerned with the nature
of artefacts, objects and buildings and how people
relate to them. In this context the relationship between
society and a material culture based on object form
has been neglected. A new perspective will have to
be developed because both design and social theory
have a history of an overwhelming concentration on
production and a comparative neglect of consump-
tion (of things and culture). Consumption is not merely
use or function and cannot be reduced to ergonomics
but is the totality of what people do with objects, why
they buy them and how form and fashion contribute to
the making, the social construction, of everyday life.®

This new perspective will need to depart from the
idea that:

1.there is a fundamental difference between “descrip-
tive” and “prescriptive” (or generative) modes of
operation in design and architecture;

2. every design project has a process and a product;

3. within “architecture and design discourse” the aca-
demic notion of design theory and design history is
mainly based on the description of design products;

4. a discourse of design processes, of designing itself,
of the thoughts and concepts of “things in the mak-
ing” is largely missing.

Thus, the question arises about the tools to introduce
this discourse. What is its philosophical background
to bring this discourse to an academic level? The

3 The cultural field of consumption may be understood as a con-
tinually growing element of the modern world, which must there-
fore play an increasingly prominent role in attempts to under-
stand the nature of contemporary societies. In social theory,
consumption is at present considered to be a key to the problem
of social and economic development. Consumption is seen as a
meaningful activity and all consumption is cultural (Slater 1997).
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Uhiskonna (ldine heitlikkus ja majanduslik ebasta-
biilsus, mis teeb tuleviku prognoosimise ja seega
planeerimise eriti keeruliseks, néib olevat tekitanud
mulje, et linnu valitsevad ,simboolne” majandus
ja estetiseerimisprotsessid. Need muudavad tuge-
vasti objektide ja linnaruumi olemust. Kahjuks ei
nde arhitektuur end osana ténapéevasest ainelisest
kultuurist* ega suhestu tarbimisteooriaga, kuigi ANY
konverentsidel® véib tiheldada marke selle eriala
Umbermé&aratlemisest.

Uks planeerimise programmilisi nérku kilgi on
selle harjumuspérane suutmatus reageerida sellis-
tele uutele tahkudele nagu t66tus, mis on praegu
meie peamine sotsiaalne ja majanduslik probleem.
Seepérast ei kasitleta projektide (ruumi)programmide
uurimises uute téokohtade loomist, kuigi see on oma-
valitsuste jaoks ehk kdige tdhtsam sotsiaalne ja majan-
duslik stiimul. Selles kontekstis arutletakse aina roh-
kem kultuuritédstuse potentsiaali tle. Kultuuritédstus
on uus erialase praktika vorm ja see on Euroopa tasan-
dil kaasatud laialdasse arutellu potentsiaali tle, mis on
multimeedia sisutootmisel pdhinevatel transdistsip-
linaarsetel tegevusaladel uute téévdimaluste loomi-
seks. 1998. ja 1999. aastal peeti hulk konverentse, kus
tosteti esile ,tddalast konkurentsivéimet” kui vajalikku
oskust, mis peaks kuuluma Ulikoolide dppekavasse.
Arhitektuurikoolid ei ole veel tegelikult avastanud, kui
téhtis on pakkuda uuele erialasele praktikale suuna-
tud dpet, mis oleks ks viis dpilaste konkurentsivéime
suurendamiseks. See on eriti problemaatiline, kuna
arhitektuuripraktikal kui sellisel on potentsiaali saada
osaks kiiresti laienevast kultuuritééstusest.®

Selle seisukoha iiks Idhtekohti sedastab, et objektid
on meie praeguses Uhiskonnakorralduses muutunud
aina rohkem osaks voogudest - (leilmsetest voo-
gudest, mis hdlmavad infot, kujutisi, raha, kaupu ja

4 Nii to0stusliku tootmise ja aineliste toodete massiturunduse
kvantitatiivne kasv kui ka hoonestatud keskkonna laienemine
viimase sajandi jooksul on viinud ainelise kultuuri tugevnemiseni
sel maaral, et objekti vormist lahtuv aineline kultuur on saanud
tanapaevase thiskonna kultuuriks ning see domineerib inimeste
ja asjade (tooted, objektid ja hooned) suhetes (Miller 1987).

(2,1

Vt naiteks ANY 23, “Diagram Work", kilalistoimetajad Ben van
Berkel ja Caroline Bos, kaastddd: Stan Allen, Ben van Berkel
ja Caroline Bos, Andrew Benjamin, Manuel De Landa, Peter
Eisenman, Sanford Kwinter ja Greg Lynn.

(=]

Kultuuritédstust seostatakse peamiselt arvukate vaikeettevo-
tetega, mis toimivad vorgustikuna ja keskenduvad aina enam
multimeediale  orienteeritud internetipdhisele  tegevusele.
Kultuuritédstuse aina suureneva osatahtsuse péhjus on loomu-
likult see, et kultuuri tootmine on muutunud meie dhiskonnas
valdavaks, nagu juba eespool arutlesime.
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general instability and economic volatility of society
- that has made the future more unpredictable and
thus planning more difficult - seems to have created
the impression that the “symbolic” economy and
processes of aestheticisation rule cities. They are
effectively changing the nature of objects and urban
spaces. But architecture, unfortunately, does not
define itself as a part of this contemporary material
culture* and does not relate to consumption theory,
although there are signs of a redefinition of the disci-

pline in the ANY conferences®.

One of the programmatic weaknesses of planning
is its traditional inability to be able to react to such
newer aspects of unemployment, our main social and
economic problem at present. Consequently, the cre-
ation of new employment is hardly expressed in the
study of programmes of projects, although it is per-
haps the most important social and economic incen-
tive for municipalities. In this respect the potential
of cultural industries is increasingly being debated.
Cultural industries are a form of new professional
practice and have become part of a large debate at
the European level on the potential of trans-disci-
plinary fields of work based on multimedia content
creating new employment possibilities. A series of
conferences took place in 1998 and 1999, in which
the notion of “employability” was brought up as a
necessary skill to be taught in the university curricu-
lum. Architecture schools have not really discovered
the importance of teaching towards new professional
practice as a possible aspect of the employability of
their students. This is particularly problematic as archi-
tectural practice itself has the potential to become
part of the quickly expanding cultural industries.?

One of the points of departure of this view is that
objects in our present condition of society have

4 The quantitative rise in the industrial production and mass distri-
bution of material goods as well as the increase in built environ-
ment over the past century has led to a growth of material cul-
ture to the point where material culture based on object form
is the culture of our contemporary society and dominates the
relationship between people and things (products, objects and
buildings) (Miller 1987).

5 See, for example, ANY 23, "Diagram Work'", guest edited by Ben
van Berkel and Caroline Bos with contributions by Stan Allen, Ben
van Berkel and Caroline Bos, Andrew Benjamin, Manuel De Landa,
Peter Eisenman, Sanford Kwinter and Greg Lynn.

6 Cultural industries are mostly associated with many small compa-
nies that are networked and increasingly apply multimedia-orien-
ted Interne - based activities. The increasing presence of cultural
industries is, of course, caused by the fact that the production of
culture is, as we have seen, becoming predominant in our society.
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inimesi ning mis on omavahel aina tihedamalt seotud
ja ringlevad tha kiiremini (Lash ja Urry 1994, Castells
1996). Tagajérg on see, et need vood - alates objek-
tidest (kaubad) kuni subjektideni (inimesed) - erine-
vad oma olemuse poolest aina véhem. Nii veetakse
taksodega, mis olid alguses méeldud inimeste jaoks,
ntld ka naiteks pitsat ning kulleriteenuseid pakku-
vatele ettevotetele, nagu Federal Express ja United
Parcel Service, kuulub ainutiksi pakkide ja kiirkirjade
transpordiks Gle 500 lennuki - seda on rohkem kui
Euroopa suurimal lennufirmal British Airwaysil reisi-
jateveoks mdeldud dhusdidukeid. Lisaks koosnevad
kujutiste vood, mis liiguvad objektideks liigitatavate
kaablivorkude vahendusel, pigem markidest kui
lihtsalt simbolitest. Seetdttu pole nende tdhendus
pelgalt kognitiivne, vaid on muutumas Uha esteetili-
semaks. See tdhendab muutust objektide olutingi-
mustes (vdi pigem nende esindatuses ja selles, mida
nad esindavad) ja selles, kuidas need inimestega
suhestuvad. Selle ndhtuse kohta on rohkelt poh-
jalikumaid selgitusi, kuid kokkuvéttes on tagajérg
see, et objektid, asjad ja tooted on omandanud uue
mo&dtme, mis teeb universaalsele ja teadvale subjek-
tile véimatuks neid endasse haarata Uksikobjektina.
Endasse haaramise (subsumeerimise) protsessi on
Kant kasitlenud ,Otsustusvéime kriitikas”, mida vdib
kasutada platvormina, et teha vahet ,puhta maistuse”,
Jpraktilise mdistuse” ja esteetilise otsustusprotsessi
olemuslikel erinevustel.

Seega leidub aina rohkem téendeid, et konkreetset
objekti voi toodet hindab subjekt niitid pigem estee-
tilise kogemusena, osana siindmusest, millegi sin-
gulaarsena, mida ei iseloomusta enam Ulekaalukalt
universaalsed jooned. Sedam&déda, kuidas subjektid
muutuvad singulaarseks ja kogevaks, nihkub ras-
kuskese epistemoloogialt (universaalsetelt teadmis-
telt) ontoloogiale (eksistentsiaalsele tahendusele).
Harjumusparaselt rajanevad epistemoloogilise sub-
jekti teadmised klassikalise loogika kategooriatel, ent
Kanti seisukoha jargi lahtuvad kogeva subjekti tead-
mised asjade kohta asjadele endile omastest onto-
loogilistest struktuuridest. Nii védidabki Lash (1999),
et kogev subjekt ei ole enam maailmas toimiva sub-
jekti-objekti suhte hierarhia mottes ,maailmast kor-
gemal”, vaid on nlud osa maailmast, asudes maa-
ilma objektide ,seas”. Naib, et subjektid mitte ei tea
objekte, vaid kogevad neid. Selle tulemusel tduseb
oluliselt (disainitud) objekti staatus. Viimane oman-
dab ontoloogilise struktuuri - tdhenduse struktuuri.
See tdhendus ei ole taandatud epistemoloogilisele
ja puhtpraktilisele funktsioonile, vaid lubab tunda
objekti suhtes kirge, iha ja hoolivust, elada selle jérgi
voi sellega koos (Lash 1999).
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increasingly become a part of flows - global flows
that comprise of information, of images, of money,
of goods and of people that are increasingly being
connected and that circulate ever faster (Lash and
Urry 1994, Castells 1996). What happens is that
there is less and less difference between the nature
of these flows: from those of objects (goods) to
those of subjects (people). Hence, taxis originally
meant for people now also transport meals as piz-
za-taxis, and companies such as Federal Express or
United Parcel Service each have, just for shipping
packages and express letters, over 500 airplanes -
more than British Airways, the largest European air-
line, has for passengers. Furthermore, the flows of
images through our cable networks that represent
objects are made up of signs rather than simply sym-
bols. Consequently, their meaning has increasingly
become aesthetic rather than simply cognitive. This
is a change of the condition of objects (or rather of
their representation and what they represent) and
how they interact with people. There are more and
lengthier explanations for this phenomenon, but the
consequence is that objects, things and products
take on a new dimension, no longer able to be sub-
sumed as a particular by a universal and knowing
subject. The process of subsuming refers to Kant's
Critique of Judgement, which could be used as a
platform for distinguishing between the different
natures of “pure” reason, “practical” reason and the
process of aesthetic judgement.

Thus, there is increasing evidence that a particular
object, a product, is now being judged as an aesthetic
experience, as part of an event, by a subject as singu-
lar with no longer predominantly universal traits. As
subjects become singular and experiencing, a shift
from epistemology (universal knowledge) to ontol-
ogy (existential meaning) happens. Traditionally, the
epistemological subject knows things according to
the categories of classical logic, but if we follow Kant,
then the experiencing subject needs to know things
in terms of the ontological structures proper to things
themselves. Therefore Lash (1999) states that the
experiencing subject is no longer “above the world”
in a hierarchical sense of subject-object relation with
things in the world, but is in the world - situated in
the world “among” objects. Subjects do not seem
to know objects; instead they experience them. As a
consequence, the (designed) object gains vastly in
status. It comes to take on an ontological structure - a
structure of meaning. This meaning is not reduced to
epistemological and utilitarian functions, but allows
the object to be invested with affect, desire, and care,
to be lived by and lived with (Lash 1999).



30

Lahtudes sellisest ontoloogilisest vaatenurgast téhen-
duslikele subjektidele ja tdhenduslikele objektidele
asume jargnevalt uurima, mida see tdhendab disaineri
ja disainiprotsessi jaoks ning mil moel peitub tdhendus
asjades. Aga enne seda tuleb uurimisel maaratleda
epistemoloogiline teadmiste kogum, millesse see
uurimus panustab - pakutakse vélja kasitus, mille koha-
selt objekti vormist l&htuv aineline kultuur ongi téna-
pédevase Uhiskonna kultuur, mis valitseb inimeste ning
asjade, toodete ja ruumide vahelistes suhetes.

Aineline kultuur

Arheoloogia ja antropoloogia on meile Spetanud,
et aineline kultuur esitab tdendeid Uhiskonna eripéa-
rase vormi kohta. Kunagistest thiskonnakorraldustest
péarinevad arheoloogilised objektid annavad aimu ini-
meste omavahelistest |abikdimisest, sest sotsiaalsed
suhted on neisse kehastunud. Inimese valmistatud
asjad katketakse kultuuri nii, et need esindavad sellele
kultuurile omaseid sotsiaalseid suhteid ning kanna-
vad endas véaértusi, ideid ja emotsioone. Tulles tagasi
tdnapaeva, taheldame, et nildisaja maailmas esineb
palju laialdasemalt keskendumist objektidele ja seda
kahes méttes. Esiteks toodetakse rohkem asju ja tei-
seks luuakse Uhiskondlikku elu aina suuremal maaral
asjadele omases vormis. Kuidas suhestume praegus-
tes Uhiskondlikes oludes asjadega ja Uhiskondliku
eluga, mis on sageli asjadele omasel kujul? Nutdisajal
on tarbimise keskmes aina rohkem kisimus objektide-
vahelistest suhetest ehk kisimus sellest, kuidas ini-
mesed - vajadustega sotsiaalsed subjektid - suhes-
tuvad maailmas asjadega, mis vdivad neile rahuldust
pakkuda. On selge, et siin saab asjakohaseks disain,
sh aineliste ja simboolsete kaupade, teenuste ja
kogemuste disain. Traditsioonilise dialektilise motle-
mise jargi (Hegel, keda on eespool mainitud) ei saa
tarbimist lihtsustatult kujutada kui ,objektide kasuta-
mist subjektide poolt”. Kui juhindume ainelise kultuuri
moistest, voime selle asemel vaita, et asjade maailm
ongi kultuuri objektiivne vorm ning et see ongi vorm,
mille inimesed on maailmale andnud vaimse ja aine-
lise praktika kdigus; samal ajal muutuvad inimeste endi
vajadused ning vGtavad kuju pakutavate asjade, objek-
tide ja kaupade vahendusel (Slater 1997). Kui laien-
dada Ghiskonnale hegeliaanlikku kasitust subjektidest,
mis loovad objekte, millest nad saavad teadlikuks ja
mida nad teadvustavad, siis on kaupade tootmine jar-
jepidev Uhiskondlik eneseloomine ja taasilevotmine,
mille vahendusel jatkub kultuuri tootmine ajas. Miller
votab selle kokku alljargnevalt:

Masstoodang esindab kultuuri mitte seeparast, et
see on lihtsalt olemas kui keskkond, milles me tegut-

EHITUSKUNST #60

Based on this ontological perspective of meaningful
subjects and meaningful objects, we will look into what
this means for the designer, for the design process and
how meaning is embedded in things. However, before
thatis possible, the research needs to define an episte-
mological body of knowledge to which it will contrib-
ute - it proposes the notion of a material culture based
on object form as the culture of our contemporary soci-
ety that dominates the relationship between people
and things, products and spaces.

Material Culture

Archaeology and anthropology have taught us that
material culture provides evidence of the distinctive
form of a society. Archaeological objects from older
societies reflect the interactions of people because
social relations are embodied in these objects.
Human-made things are appropriated into a culture
in such a way that they represent the social relations
of that culture and carry values, ideas and emotions.
Shifting to our time, we see that modernity has intro-
duced a massive objectivity into the world in two
senses. Firstly, more things are produced; secondly,
more of social life is produced in a thing-like form.
How, under modern social conditions, do we relate
to things and the thing-like nature of much of social
life? Modern consumption has increasingly become a
question of object relations: a question of how human
and social subjects with needs relate to things in
the world that might satisfy them. Obviously, design
comes into the picture here and includes the design
of material and symbolic goods, services and experi-
ences. In the tradition of dialectical thought (of Hegel,
mentioned earlier), consumption cannot be reduced
to "subjects using objects”. Instead, if we follow the
notion of material culture, we could argue that the
world of things is really culture in its objective form,
and it is the form that humans have given the world
through their mental and material practices; at the
same time, human needs themselves evolve and take
shape through the kinds of things, objects and goods
that are available (Slater 1997). If the Hegelian con-
cept of subjects creating objects that they become
aware and conscious of is extended to society, then
the production of goods is a continual process of
societal self-creation and re-appropriation through
which the historical production of culture proceeds.
Thus Miller concludes:

Mass goods represent culture, not because they are
merely there as the environment within which we
operate, but because they are an integral part of
that process of objectification by which we create
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seme, vaid kuna see on lahutamatu osa objektistamis
protsessist, mille abil me loome iseennast kui indust-
riaalihiskonda: oma identiteeti, sotsiaalset kuuluvust
ja igapéevatoiminguid. Tehisesemete kui kultuuri
autentsus ei ldhtu mitte nende seotusest méne kuna-
gise stiili voi tootmisviisiga, [...] vaid pigem nende
aktiivsest osalusest sotsiaalse eneseloomise protses-
sis, kus nad on otseselt aluseks arusaamale iseendast
ja teistest.

(Miller 1987: 215)

Paljude kultuuri kontsepti késitlevate teooriate pdhi-
line puudujéék on see, et kultuuri mééaratletakse tea-
tud iseseisvate uurimisobjektide, néaiteks kunsti kui
eraldiseisva valdkonna kaudu, selle asemel et vaa-
delda seda kui hinnangut seostele, mille vahendusel
moodustuvad objektid kui sotsiaalsed vormid. Kultuur
on alati protsess ja seda ei saa taandada selle objek-
tiivsele voi subjektiivsele vormile. Sel p&hjusel peaks
hindamine alati ldhtuma inimeste ja objektide diinaa-
milisest suhtest (Miller 1987). Seega toetavad uurimu-
sed ka asjade tegemise, disainiprotsessi puhul prot-
sessi mdistest [dhtumist.

Nagu eespool mérgitud, katkeb ainelise kultuuri idee
tdhelepanekut, et ainelised objektid on tdhendusli-
kud ja moodustavad olulise osa meie Uhiskondliku
elu kontekstist. Appadurai (1986) vaidab, et ,meil
tuleb jargida asju endid, sest nende tdhendus on kir-
jas nende vormis, nende funktsioonis, nende trajek-
toorides”. Niisiis, kuna paljud objektid ja nende oman-
damisprotsess on komplekssed ning kuna neil on
vdime téita eritahulisi Glesandeid ja nende tootmine
on ajendatud eritahulistest kavatsustest, siis ei saa
objekte taandada thele funktsioonile voi esteetilisele
omadusele. (Dant 1999)

Niisiis on kaiki inimese loovtegevuse toodete taga
teatav kavatsus (Prown 1982). Olgugi et eri vaatlejad
voivad seda kavatsust tolgendada eri viisidel, saab
sellegipoolest 6elda, et arhitektil ja disaineril on silme
ees konkreetne siht. Iga tehisese on tema kavatsuse
véljendus. Seda kavatsuslikkust kujundavad sot-
siaalse keskkonna karval ka varasemad objektid. Nii
kunstiajaloo kui ka arheoloogia uurimisesemeks on
peaasjalikult kultuurid, mis tootsid objekte. Nende
objektide uurimine hdlmab enamat kui lihtsalt stiili-
list ja ikonograafilist klassifitseerimist. Samas ei ole
nende valdkondade pohilised kirjeldusvotted (olnud
siiani) piisavad, et naidata, kuidas objektid vahen-
davad sotsiaalset |dbikaimist, rddkimata normatiivse
hoiakuni jdudmisest. Uue ,kavatsuse” esilekerkimine
on seotud mineviku kohaloluga, kuid ké&esolevas
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ourselves as an industrial society: our identities, our
social affiliations, our lived everyday practices. The
authenticity of artefacts as culture derives, not from
their relationship to some historical style or manufac-
turing process, [...] but rather from their active par-
ticipation in a process of social self-creation in which
they are directly constitutive of our understanding of
ourselves and others.

(Miller 1987: 215)

A major shortcoming of many theories of the con-
cept of culture is that they identify culture with a set
of objects, such as the arts in themselves, rather than
seeing it as an evaluation of the relationship through
which objects are constituted as social forms. Culture
is always a process and is never reducible to either its
object or its subject form. For this reason, the evalu-
ation should always be of a dynamic relationship of
people and objects (Miller 1987). Thus, the research
will argue for this process notion also of the making of
things, the design process.

As noted above, material culture introduces the
insight that material objects are meaningful and
make up a substantial part of the context of our
social lives. Appadurai (1986) states that “we have
to follow the things themselves, for their meanings
are inscribed in their forms, their uses, their trajec-
tories.” Consequently, because of the complexity of
many objects and the process of their appropriation,
because of their capacity for many different uses and
their production by many different intentions, objects
cannot be reduced to a single function or an aes-
thetic. (Dant 1999).

Thus, all products of creative human activity reveal a
certain intention (Prown 1982). Different observers
may interpret that intention in different ways, but the
architect and designer have a specific purpose in
mind. Every artefact is the product of human inten-
tionality. That intentionality itself is conditioned not
only by a social environment, but also by the exist-
ence of previous objects. Art history and archaeology
both have a fundamental concern with cultures that
produced objects. This concern goes beyond sim-
ply classifying objects stylistically and iconograph-
ically. But their basic descriptive techniques have so
far not (yet) been adequate to describe how objects
mediate social interaction, let alone be prescriptive
for their design. The introduction of the new "inten-
tion” relates to a presence of the past, but this article
argues that no descriptive method can lead clearly to
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artiklis vaidetakse, et mitte tkski kirjeldav meetod ei
vii otseteed uue disainilahenduseni. Samamoodi voi-
maldavad kéik edusammud bioloogilise evolutsiooni
teoorias (sh geenitehnoloogias) Uksnes selgitada
minevikku tdpsemalt, kuid mitte ennustada, millised
liigid jargmisena vélja arenevad. Nii jadb uue valjapak-
kumine, teatavat sorti ohjatud leiutamine eraldiseis-
vaks tegevusalaks. Siiski on uudsuse valjapakkumine
ja mineviku kohalolu omavahel seotud viisil, mida sel-
les artiklis edaspidi kasitletakse ja anallusitakse.

Kaesolev artikkel propageerib maotet, et arhitektuur
ja disain vdiksid oma projektid kontseptualiseerida
vastavalt ideele, et disain kui aineline praktika - ehk
tegevus, mis toimub asjade maailmas - setitab kont-
septe, teisendab neid ja annab neile ainelise kuju.
Lisaks pakutakse siinkohal vélja, et kontsepti v&iks
maaratleda kui erialase kujutlusvéime sfaaris ilmnevat
vajadust idee jarele, mis suunaks disainiprojektides
konkreetset otsustusprotsessi ja tagaks disaini tervik-
likkuse - see on ettekujutus kontseptist kui vormi teki-
tajast. Ent see idee pole (veel) [6plik ega esitatud oma
[6plikul kujul. Peale selle toimib kujutlusvéime eri-
nevate erialade puhul eri diapasoonides. Seepérast
tuleb sotsioloogilist kujutlusvdimet eristada ajaloo-
lisest ning kujutlusvdime disainivaldkonnas on pdhi-
olemuslikult erinev kahest eelmainitust, kuna viimane
peab toimima normatiivselt (s.t tekitama vormi), mitte
lihtsalt kirjeldavalt, mitte pelgalt kirjeldama olemas-
olevaid asju. Seetottu vaidetaksegi uurimistdodes, et
objektide maailmas eksisteerib |6he kirjeldava (disai-
nitud tooted) ja normatiivse (disainiprotsess) toimi-
mismooduse vahel. Teisisénu ei vii disainivaldkonna
kirjeldav diskursus (st praegune disainiajalugu ja
-teooria) kuigi kergesti disainimeetoditeni; selle asja-
kohasus disainiprotsessi jaoks on piiratud, sest disai-
nerid kasutavad oma t66s muid meetodeid.

Teadmised, millel on keskne koht vormi tekitamisel:
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a new design. Similarly, all progress in biological evo-
lutionary theory (including gene technology) will only
allow the past to be explained more precisely and
still cannot predict which species will evolve next. The
introduction of the new, a sort of controlled invention,
is a different thing. But there is a relation between the
new and the presence of the past, the nature of which
will be touched upon and discussed in this article.

This article postulates that architecture and design
need to conceptualise their projects based on the
idea of design as a material practice - an activity that
works in and among the world of things - that con-
denses, transforms and materializes concepts. It pro-
poses understanding the notion of concept as the
need for an idea within the field of professional imag-
ination that guides the concrete decision-making
process in design projects, which keeps the design
together - the concept as a generator of form. But this
idea is not a final or finished form (yet). Furthermore,
different disciplines operate with different ranges of
imagination. Therefore, sociological imagination has
to be distinguished from historical imagination, and
design imagination is fundamentally different from
the former two as it has to operate “prescriptively”, as
it has to generate form, not just descriptively, not just
describe existing things. Consequently, the research
postulates that within the world of objects exists a
rupture between descriptive (design products) and
prescriptive (design process) modes of operation. In
other words, descriptive discourse in design (i.e. exist-
ing design history and theory) does not easily lead to
design methods; its relevance for the design process
is limited - designers work with other methods.

Knowledge Central to the Generation of Form:

(hoone)tiilip ja arhitektuuridisaini protsess

Huvipakkuv katse Uletada disaini kirjeldavat ja nor-
matiivset toimimismoodust eraldav [6he leidub mitte
kuigi tuntud teoreetilises mdéttevahetuses, mis kasit-
leb arhitektuuritipoloogiat. Ideed arhitektuuritipo-
loogiast, mis hdlmaks arhitektuursete vormide teki-
tamise seisukohalt keskse tdhtsusega teadmisi ja mis
oleks laiema ulatusega kui traditsiooniline arusaam
ehitustipoloogiast’, mis kirjeldava vahendina liigitab

7 Tuabi moistet peetakse Uldiselt hasti valja kujunenud meetodiks
ja seda on kasutanud néiteks Nikolaus Pevsner. Tema koostatud
hoonetilpide ajalugu "véimaldab téendada arengut nii stiili kui
ka funktsiooni poolest, kusjuures stiil on seotud pigem arhitek-
tuuri-, funktsioon aga sotsiaalse ajalooga" (Pevsner 1976).

Type and the Architectural Design Process

An interesting attempt to overcome the rupture
between the descriptive and prescriptive modes
of operation of design is concealed in a not very
well-known theoretical debate in architecture on
typology. The idea of an architectural typology
that would include knowledge central to the gen-
eration of architectural form beyond the traditional
notion of building typology’ which, as a descriptive

7 The notion of type is a traditionally well-established method and,
for example, used by Nicolas Pevsner. His history of building
types “allows for a demonstration of development both by style
and by function, style being a matter of architectural history,
function of social history” (Pevsner 1976).
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hooneid funktsiooni, konstruktsioonitehnoloogia
voi geomeetria alusel, ulatuvad tagasi Quatremere
de Quincy 1825. aasta motteavaldustesse disai-
niprotsessi kohta, mis kasutavad tlibi moistet
(Francescato 1994). Quatremere teeb esiteks vahet
abstraktsel ttbil ja konkreetsel mudelil, mida saab
- kui vormi - korrata, kopeerida ja matkida ning mis
on seega vorreldav eristusega kontsepti ja vormi
vahel.® Teiseks viitab ta objektide ja nende ajaloo-
liste pretsedentide véltimatule seosele. See tahen-
dab, et vorm ei ole pelgalt kunstniku voi disaineri
kujutlusvdime vili, vaid et see tuleneb varasemate
vormidega tehtud toimingutest - mineviku kohal-
olust kdigis objektides. Kolmandaks paneb ta réhku
vormi ja kasutusviisi seosele. Nii seob ta omavahel
tlubi ajaloolise arengu ja kasutusviisi, mille jaoks
objekt on moeldud, ning avaldab arvamust, et on
olemas vormid, mis kalduvad toetama spetsiifilist
funktsiooni. Viimasest mottekaigust 18htubki moder-
nismiliikumise programmiline determinism (motet,
et vorm jargib funktsiooni), mille jargi tuleneb vorm
funktsionaalsusnduetest. Kuid kui késitleda vormi
tllbi tulemusena, on see juba teistsugune toimimis-
viis, sest sellest jareldub, et tilp katkebki juba vor-
milist vastust funktsionaalsusnduetele arhitektuuri-
valdkonna teadmiste kujul ehk teisisénu - titp (ehk
kontsept) on ,vormi tekitaja”. 1950. aastatel hakkas
Ernesto Rogers ltaalias nihutama arhitektuuridis-
kursuse huvipunkti eemale puhtalt funktsionaalsest
vaatenurgast ja avas tee disainiprotsessi imbermo-
testamisele oma seisukohaga, et arhitektuurivald-
konna teadmisi luuakse ja antakse edasi tipoloo-
giate kaudu. Rogers vaidab, et tilp ei ole pelgalt
disainiprotsessi alguspunkt, vaid et tegelikult see
koosnebki tliibiga tehtavatest toimingutest - arhi-
tekt teab tulbi kaudu. Ajendatuna esialgu valitud
tulbist sirutavad arhitektid oma tundlad hiskonna
poole, viivad end kurssi inimeste vajadustega (ajen-
datuna tllUpide ajaloo uurimisest) ning hakkavad
abstraktset tllpi spetsiifilisel ja konkreetsel kujul
ellu viima. Funktsionaalsete nduete Umberkujunda-
mise ja praktiliste probleemide lahendamise asemel
arkavad arhitektuursed objektid esmalt ellu arhitekti
vaimusilmas (kujutlusprotsessis) tllpide pakuta-
vate valikuvéimaluste kujul. Disainiprotsessi selline
kasitlus oli taielikus vastuolus tollaste teooriate ja
metoodikatega.’

"

8 Vt alapeatukki "Arhitektuur ja disain: kontsept ja diagramm’
allpoal ja skeemi tekstis “The Notion of Concept in Design -
Narratives Meet Engineering Systems: Diagrams as Abstract
Machines Between the Virtual and the Real’, mis kanti ette
9.-11. septembril 1999 Helsingis toimunud konverentsil “Useful
and Critical: The Position of Research in Design".
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tool, categorises buildings by function, structural
technology or geometry, reaches back to formula-
tions of Quatremere de Quincy in 1825 about the
design process using a notion of type (Francescato
1994). Quatremere distinguishes first of all between
abstract type and concrete model that, as form, can
be repeated, copied, and imitated - comparable
to the distinction of concept and form.® Secondly,
he points to the inescapable relationship between
objects and their historical precedents. This means
that form is not solely the product of the artist's or
designer’s imagination, but that form results from
operations performed on prior forms - the presence
of the past in all objects. Thirdly, he emphasises the
connection between form and use. This links the
historical evolution of type to the use for which an
objectis intended and suggests that there are forms
that tend to support a specific function. The latter
theme led to the programmatic determinism of the
Modern Movement (e.g. form follows function), the
doctrine that viewed form as the result of functional
requirements. Form as the result of type is another
operation, because it concludes that type already
contains a formal response to those functional
requirements as architectural knowledge, that is, the
type (or concept) is a “generator of form” In Italy in
the 1950s Ernesto Rogers began to turn the focus of
architectural discourse away from a purely functional
perspective and opened the door to the rethinking
of the design process through his position that archi-
tectural knowledge is generated and transmitted
through typologies. Rogers suggests that the design
process not only starts with type, but in fact consists
of operations on type - the architect knows through
type. By their initial choice of type, architects extend
their roots into society, make a connection with
human needs (because of their study of the history
of types) and begin the process of transforming an
abstract type into a specific, concrete reality. Rather
than transforming functional requirements and solv-
ing practical problems, architectural objects begin
their lives in the mind (the process of imagination)
of the architect as choices among types. This view of
the design process was in complete opposition to
the then existing theories and methodologies.’

8 See the subchapter ‘Architectural and Design Knowledge:
Concept and Diagram" further below and the scheme in The
Notion of Concept in Design — Narratives Meet Engineering
Systems: Diagrams as Abstract Machines Between the Virtual
and the Real, presented at the conference "Useful and Critical:
The Position of Research in Design” in Helsinki, September 9-11,1999.
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1960. aastate keskpaigas osutasid alternatiivsed kul-
tuuriteooriad Uhisosale tlbi ja tdhenduse kontsepti-
des. Sellest sai tahtis diskursus, sest kasutusviis katkes
nidd tingimata ka kommunikatsiooni ja sellest |dh-
tudes sai arhitektuuridisain (ja selle diskursus) moo-
dustada sidemeid teiste distsipliinide, néiteks ling-
vistika ja semiootikaga. Roland Barthes selgitab oma
arutelus lingvistiliste méarkide ja kasutusobjektidele,
naiteks hoonetele ja linnaruumile omaste maérkide
erinevuse Ule, et me loeme neid kui tdhendusega
marke, sest ,niipea kui tekib Ghiskond, muutub iga
kasutusviis omaette méargiks” (Barthes 1967). Hakkas
tekkima késitus, et kujundatud keskkond muutub ter-
vikuks, millel on vormiline, funktsionaalne ja tahistav
md&dde ning et tllbist saab selle Ghiskondliku kasu-
tuse tottu kodeeritud téhenduse kandja. Francescato
(1994) sénastas oma seisukoha jargnevalt: ,Tulbid
on arhitektuurivaldkonna teadmiste edastamise
vahendid, sest need kehastavad vormi, funktsiooni ja
tdhenduse Uhtsust, mida ajalugu on edasi kandnud,
aga ka Umber kujundanud arhitektuuri ja Ghiskonna
dialektilise kokkupuute mojul.” Selline arhitektuuriti-
poloogia ,laiahaardelisem” tdlgendus - arhitekti teab
tilbi kaudu - annab mdista, et disainiprotsessi on
kaasatud nii disainerid kui ka kasutajad ja mitte ainult

9 Ernesto Rogersi motteavaldus tilpide kohta on suuresti kantud
Saverio Muratori (1910-1973) tegevusest. Muratori totas enam-vé-
hem iseseisvalt vélja - nagu ta seda ise nimetab - linna instrumen-
taalse ajaloo (storia operante) tipoloogilise metoodika. Muratori
suurim panus ei ole ehk mitte tema tugev tunnetus ajaloost kui
thlbivaramust, vaid tGUpide eesmargi, asukoha, Uhiskonna ja
kultuuri spetsiifilisuse réhutamine. See tdhendab, et tldpe ei saa
lahutada linna morfoloogiast, keskkonnast, kus need on aja jook-
sul aeglaste muutuste taustal arenenud. Kuna teda kui arhitekti
hairis stigavalt moodsa arhitektuuri laastav moju olemasolevatele
linnadele, panigi ta 1940. aastatel Itaalias aluse sistemaatilistele
tlpoloogia- ja morfoloogiauuringutele. Ta oli veendunud, et arhi-
tektuuri juured ei ole modernistide kavandites ega kontrastidel
pohinevates kompositsioonides, vaid palju pikemate traditsiooni-
dega linnaehituses, mis oli valdav antiikajast kuni 1930. aastateni.
Muratori meelest on linnade struktuuri vGimalik maista Uksnes
juhul, kui linnaanalliusid rajanevad hoonetiipoloogial.

10 Ent 1970. aastate keskpaigas véitis Aymonino, et sellisest ajalooli-
sest protsessist tuleb (alatiseks) loobuda “imberpodratud” suhte
tottu, mis on modernismiajastul hoonete ja linna vahel tekkinud.
Tema seisukoha jargi pohines linn alguses tlpoloogia ja urbanist-
liku morfoloogia vahelisel dialektilisel suhtel. Keskaegses linnas
olid kompaktsed hoonetudbid urbanistlike vormide “teenrid” - ruu-
mielemendid, mis maaratlevad kollektiivset struktuuri. Moodsa aja
linna arenedes tekkisid aga uued hoonet(lbid, mis on urbanist-
likest vormidest suures osas sdltumatud (nt teatrid, raamatuko-
gud). Aymonino vaidab, et niitidisaja linnas on tiipoloogia ja mor-
foloogia suhe vastupidine: hoonetutibid maaratlevad individuaalset
keskkonda, mis ei ole kollektiivse urbanistliku vormi teenistuses,
naiteks ostukeskused ja buroohoonete kompleksid, ja seda ise-
aranis linnade aarealadel. Aymonino aktsepteerib hoonete ja linna
Umberpédratud suhet osana valtimatutest muutustest tanapaeva-
seid linnu kujundavates sotsiaal-majanduslikes joududes.
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In the mid-1960s alternatives to the existing cultural
theories pointed to the intersection of the concept of
type with that of meaning. This became an important
discourse because use now necessarily implied com-
munication and, consequently, architectural design
(and its discourse) could establish links to other dis-
ciplines such as linguistics and semiotics. In Roland
Barthes's discussion of the difference between lin-
guistic signs and those belonging to objects of use,
such as buildings and urban spaces, he explains that
we read them as signs with meaning, because “as
soon as there is a society, every usage is converted
into a sign itself” (Barthes 1967). The notion that the
designed environment becomes a whole having for-
mal, functional, and signifying dimensions and that
type becomes a carrier of coded meaning because
of its social use started to develop. For Francescato
(1994): “Types are the vehicle of architectural knowl-
edge because they embody the unity of form,
function and meaning transmitted by history and
transformed through it by the dialectical encounter
between architecture and society”. This "extended”
interpretation of architectural typology - the archi-
tect knows through type - implies that the design
process involves designers and users, not just users

9 Ernesto Rogers' position on type owes much to the work of Saverio
Muratori (1910-1973) who more or less independently had devel-
oped a typological methodology of what he called the instrumental
history (storia operante) of the city. Muratori's contribution lies
perhaps not in his strong sense of history as a repository of types,
but in his insistence on their specificity of purpose, location, soci-
ety and culture. Types can therefore not be disconnected from the
morphology of the city, where they developed through slow change
over time. In Italy systematic typological and morphological stud-
ies began in the 1940s with Saverio Muratori, who as an architect
was profoundly disturbed by the devastating effects of modern
architecture on existing cities. He believed that the roots of archi-
tecture lie not in the projections of the modernists and their com-
positions of contrast, but within a more continuous tradition of city
building which prevailed from antiquity until the 1930s. For Muratori
the structure of cities could only be understood through building
typology as the basis of urban analysis.

10 However, in the mid-1970s Aymonino argued that this historical
process had to be (forever) abandoned because of the “reversed”
relationship between building and city which modernism had
introduced. His position was that originally the city was based
on a dialectical relationship between building typology and urban
morphology. The compact building types of the medieval city are
“servants” of urban form - pieces of space defining a collective
fabric. As the modern city develops, however, new building types
emerge that are largely independent of urban form (e.g. theatres,
libraries). In the modern city, he claims the relationship between
typology and morphalogy has reversed, with building types defin-
ing individual environments that do not serve a collective urban
form, such as shopping malls and office parks, particularly in the
periphery of cities. Aymonino accepted the reversed relationship
between building and city as part of an irreversible change in the
socio-economic forces that shape the contemporary city.
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Uhed vdi teised. Kui tipoloogia rajaneb thiskondlikul
ja kontekstuaalsel alusel, esindab tilp, mille arhitekt
on valinud, kollektiivse, ajaloolisel protsessil pohineva
dppimise valjundit.” (Francescato 1994)

Seega on tulupide vahendusel hoonetes peituvad
teadmised kontseptuaalsed - need kontseptid on
disaini todriistad. Kuigi tilp on arhitektuurne kont-
sept, nduab selle olemus, et igasugune arhitektuurne
uurimistdéd peab rajanema thiskondlikul ja konteks-
tuaalsel alusel ning peab seega hélmama linnakudet
ja sotsiaalset elukorraldust, millest Uksik hoone on
kdigest ks komponent. Samamoodi peab igasugune
objektide uurimine v&i analtis ldhtuma Ghiskondli-
kust ja kultuurilisest kontekstist, ainelisest kultuurist.

Kui arhitektuur oleks tihedamalt seotud ainelise kul-
tuuriga, ei oleks arhitektidel ja arhitektuuri dpetamisel
sedavord raske tegeleda erialase praktika uute vor-
midega. Uut erialast praktikat, naiteks eraldiseisvaid
planeerimisele pihendunud bulroosid, iseloomustab
aina enam uute lahenduste pakkumine, milles ollakse
vahendaja omavalitsuste blrokraatia ja uute toimi-
jarthmade vahel. Sedalaadi vahendus naib loovat
vahepealse toimimistaseme, kus anallisitud and-
meid tolgendatakse ja kujundatakse Umber, enne
kui neist saavad lahendused v&i vormid." Tanapzeval
peab arhitektuuripraktika iha rohkem ,laveerima val-
jal, kus aktuaalne ja virtuaalne asetuvad aina keeru-
kamatesse konfiguratsioonidesse: valjal, kus saavad
téhtsaks diagrammid” (Allen 1988). Allen lisab:

Diagrammiline praktika [...] paigutub aktuaalse ja
virtuaalse vahele ning t&stab esiplaanile arhitektuuri
tehingulise olemuse. See toimib tingimustes, kus
arhitektuur on pidevalt ja vahetult inimtegevusega
kontaktis ning peab siseldbirddkimisi aktuaalse ja
virtuaalse vahel.

(Allen 1988)

Linnaarendus on valdkond, kus tekivad ilmselgelt
uut laadi voéimalused. Linnaarenduse kui tegevusala
véljaliste olutingimuste tunnistamine tdhendab, et

u

11 Ehk on voimalik tolgendada loéklauset “varm jargib funktsiooni
kui universaalset kontsepti, mis toimib vahetasandil funktsio-
naalsete nouete ja I6pliku vormivaljundi vahel. Samas on selline
universaalne kontsept problemaatiline, kuna toimib sedalaadi
"modernistliku" metanarratiivina, mille niitidisaegne postmoder-
nism aon korvale heitnud. See korvaleheitmine on osaliselt tin-
gitud likumisest disaini singulaarse individuaalsuse poole ja ka
disaineri vastandamisest universaalsele otsustusele ning puhtale
ja instrumentaalsele métlemisele, mida traditsioonilises moder-
nismis tahtsaks peeti.
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and not just designers. If typology is socially and
contextually based, the choice of type by archi-
tects represents the outcome of a collective learn-

ing grounded in a historical process." (Francescato
1994).
Thus, the knowledge embedded in buildings

through types is conceptual - these concepts are
design tools. Furthermore, while type is an architec-
tural concept, its very nature requires that any archi-
tectural study needs to be socially and contextually
based and should therefore include the urban fabric
and its social life of which the individual building is
but one component. Similarly, any study or research
of objects needs to be situated in a social and cul-
tural context, in a material culture.

If architecture would connect more closely with mate-
rial culture, architects and architectural education
would not have such a difficult time addressing new
forms of professional practice. Increasingly, new pro-
fessional practice, such as the free planning agencies,
is characterised by providing solutions through medi-
ating between municipal bureaucracies and new
groups of actors. This type of mediating seems to
provoke an intermediary level of operation in which
the analysed data are interpreted and transformed
before becoming solutions or form." The practice
of architecture today must increasingly “negotiate a
field in which the actual and the virtual assume ever
more complex configurations: a field in which dia-
grams matter” (Allen 1988). Allen further states:

A diagrammatic practice [...] locates itself between
the actual and the virtual, and foregrounds architec-
ture’s transactional character. It works in the midst of
architecture’s constant interface with human activity,
and its own internal negotiations of actual and virtual.

(Allen 1988)

Urban development is a field where new types
of opportunities are clearly becoming availa-
ble. Acknowledging the field condition of urban

11 It is perhaps possible to interpret “form follows function” as
a universal concept that operates at an intermediary level
between the analysis of functional requirements and the out-
come of final form. The problem of such a universal concept is
that it works as a ‘modernistic’ meta-narrative of the sort that
contemporary postmodernism has rejected. This rejection is a
part of a movement towards a singular individuality of design and
also the designer versus the universal judgement and pure and
instrumental reason that traditional modernism appealed to.
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Uksikobjektid - mis on traditsiooniliselt olnud arhi-
tektuurierialal ja -hariduses tdhelepanu keskpunktis -
kaotavad oma téhtsuse, olles silmitsi tugevamate jou-
dude ning objektide ja toimijate vaheliste suhetega,
mis parajasti véljal valitsevad. Arhitektuur ja disain
on muutumas osaks palju mitmekesisema haardega
kultuuritédstusest, mis on transdistsiplinaarne vald-
kond, kus rakendatakse multimeediat. Diagrammid
on muutunud aktuaalsemaks, sest erialane praktika
on aina enam voétnud vahendajarolli, mida &sja mai-
nisime. Samuti oleme tunnistajaks olukorrale, kus aina
sagedamini ndutakse lahendusi, mida saab hiljem
taiendada.

Diagrammide aktuaalsus

Viimase kimne aasta jooksul on suurenenud huvi
diagrammide vastu toonud kaasa mitmesuguste
véljaannete avaldamise ja diagrammide mainimise
konverentsiettekannetes. Peter Eisenman késitleb
kogumikus ,Diagram Diaries” (1999) mitut huvitavat
moistet, néiteks arhitektuuri senisus ja sisesus. Tema
meelest on diagramm erialane t66riist, mis selgitab
arhitektuuriobjektile omaseid suhteid ja protsesse.
Samuti eristab ta esiteks diagrammi kui anallisi- ja
kui genereerimisvahendil ning teiseks diagrammi ja
[6ppvormi. Ta kommenteerib seda jargmiselt:

Arhitektuuris on 1abi ajaloo diagrammi vaadeldud
kahel moel: kui selgitavat voi analtitilist vahendit ja
kui genereerivat vahendit. [--] Analidtilise Glesande
téitmisel esindab diagramm hoonet teistmoodi kui
selle visand vdi plaan. [--] Generatiivse vahendina
on diagramm (htlasi ka representatsioonivorm. Ent
erinevalt traditsioonilistest representeerimisvormi-
dest toimib diagramm kui genereerimise t36riist
vahendajana kdegakatsutava objekti (ehtsa hoone) ja
selle vahel, mida vdib nimetada arhitektuuri sise-
suseks. [--] Diagramm ei ole pelgalt selgitus, miski,
mis esitatakse hiljem, vaid tdidab téelise ruumi ja aja
tekitamise protsessis ka vahendaja rolli. Genereeri-
mise tingimustes ei pruugi diagramm ja |6ppvorm
tingimata Uks Uhele vastata.

(Eisenman 1999: 27-28)

Eisenmani kdige kaalukam véide on ehk see, et arhi-
tektuur peaks anallisima oma diskursust diagram-
mide abil. Just see tahk tdstatab p&hikisimuse: kas
on olemas (generatiivseid) diagramme, mis késitlevad
seda, kuidas disainer tdotab?
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development means that single objects - the tradi-
tional focus of attention of the architectural profes-
sion and education - lose their importance against
the more powerful forces and relationships between
the objects and actors that presently control the
field. Architecture and design are becoming part of
a much wider family of cultural industries that are
trans-disciplinary and apply multimedia. The dia-
gram has become more actual because the profes-
sional practice is increasingly assuming the mediat-
ing role mentioned above. Furthermore, we witness
that increasingly open-ended solutions and tem-
plates are demanded.

Actuality of the Diagram

In the past ten years an increased interest in the dia-
gram has led to a series of publications and men-
tions in conference presentations. Peter Eisenman, in
his publication Diagram Diaries (1999) introduces a
number of interesting notions such as the anteriority
and the interiority of architecture. He regards the dia-
gram as a professional tool that explains relationships
and processes in an architectural object. Further,
he makes the distinction between the diagram as
an analytical device and as a generative device and
between diagram and resultant form. He states:

In architecture the diagram is historically understood
in two ways: as an explanatory or analytical device
and as a generative device. [--] In an analytical role,
the diagram represents in a different way from a
sketch or a plan of a building. [--] As a generative
device in a process of design the diagram is also a
form of representation. But unlike traditional forms of
representation, the diagram as a generator is a medi-
ation between a palpable object, a real building, and
what can be called architecture’s interiority. [--] The
diagram is not only an explanation, as something
that comes after, but it also acts as an intermediary

in the process of generation of real space and time.
As a generator there is not necessarily a one-to-

one correspondence between the diagram and the
resultant form.

(Eisenman 1999, 27-28)

Perhaps most importantly, Eisenman suggests that
architecture needs to examine its own discourse
through diagrams. It is exactly this aspect that is at
the key question - are there (generative) diagrams
that deal with how a designer works?
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Sissejuhatuses Peter Eisenmani kogumikku ,Diagram
Diaries” uurib Robert Somol (1999) diagrammide aja-
lugu ja vaidab nende aktuaalsuse kohta jargmist:

Uldiselt tundub, et arhitektuuriteadmuse tehnika ja
protseduurid on 20. sajandi teise poole jooksul ldinud
joonistelt tle diagrammidele. See ei tdhenda, nagu
poleks diagrammid Uhes voi teises vormis eri aegadel
alati aidanud arhitektuuri luua, vaid lihtsalt seda, et
diagrammid on alles umbes viimase kolmekimne
aasta jooksul téielikult ,aktualiseeritud”, et need on
pea taielikult saanudki arhitektuuri aineseks. Liikudes
katkendlike sammudega Ule vormi, keele ja rep-
resentatsiooni kinnisideede rodu, ndib diagramm
olevat saavutanud 16pliku t66riista seisundi, seda nii
milleniaalsete kui ka meeleheiteliste variantide puhul
arhitektuuri tootmisest ja diskursusest.”

(Somol 1999: 7)

Somoli jérgi arenevad diagrammi esimesed ilmin-
gud kahe véimaliku telje Umber: need on vastavalt
Colin Rowe' maéaratlustele ,paradigma” (mis votab a
priori omaks ajaloolised disainiideaalid, naiteks tutbi
mdiste) ja ,programmi” (empiiriline opereerimine fak-
tide ja andmetega). Kdige huvidratavam on toik, mille
Somol vaidab olevat diagrammi arenemise p&hjuseks
- nimelt, et parast Il maailmaséda oli modernismil aina
raskem veenvalt Uhitada vormilisi ja funktsionaalseid
puudlusi. Vormi ja funktsiooni Uhitamine ei saanud
enam toimuda automaatselt, toetudes universaalsele
moodusele ja naiteks sellisele metanarratiivile nagu
~vorm tuleneb funktsioonist”, vaid seda tuli argumen-
teerida kontseptuaalselt ja diagrammiliselt (iga Gksiku
disaini puhul eraldi). M&jukas Ameerika arhitektuuri-
teoreetik Colin Rowe, kes on spetsialiseerunud Il maa-
ilmaséja jérgsele perioodile, kaitseb paradigma (ehk
tllbi) leeri ja védidab, et joonised saavutavad ilekaalu
diagrammiliste alternatiivide ees. Ent Somol ei ndustu
tema seisukohaga ja vaidab jargmist:

Diagrammi esiletdus kinnitab, et see on poleemili-
sem vahend kui joonis. See kaib kaasas arhitekti rolli
puudutava renessansijérgse tksmeele kokkuvarise-
misega ning saavutab apoteoosi ,informatsiooni-
arhitektide” (voi arhitekt-kriitikute) ilmumisega parast
1960. aastaid.

(Somol 1999: 8)"™

12 Pole selge, mida Somol ‘informatsiooniarhitektide’ (vGi arhi-
tekt-kriitikute) all tapselt motleb, kuid hiljem viitab ta samas
tekstis New Yorgi viisikule, kuhu kuulusid Peter Eisenman, Michael
Graves, Charles Gwathmey, John Hejduk ja Richard. Esmajoones
Peter Eisenman ja John Hejduk olid tuntud kui arhitekt-kriitikud.
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In his introduction to Peter Eisenman’s Diagram
Diaries, Robert Somol (1999) traces the history of
the diagram and states about its actuality:

In general the fundamental technique and procedure
of architectural knowledge has seemingly shifted over
the second half of the twentieth century, from the
drawing to the diagram. This is not to suggest that a
diagram of one form or another was not always con-
stitutive of architecture at various points in its history,
but simply that it has only been in the last thirty years
or so that the diagram has become fully “actualised”,
that it has become almost completely the matter of
architecture. Proceeding with halting steps through
serial obsessions with form, language and representa-
tion, the diagram has seemingly emerged as the final
tool, in both its millennial and desperate guises for
architectural production and discourse.

(Somol 1999, 7)

If we follow Somol, the first appearances of the dia-
gram seem to develop around two possible axes:
Colin Rowe's definitions of “paradigm” (embracing
a priori historical design ideals such as the notion of
type) and “programme” (the empirical dealing with
facts and data). Most interesting is the reason Somol
states for the development of the diagram - after the
war it became increasingly difficult for Modernism
to convincingly link formal and functional ambitions.
The link of form and function could no longer hap-
pen automatically in a universal mode through a
meta-narrative such as “form follows function”, but
needed to be argued for conceptually and diagram-
matically (in every single design). Colin Rowe, an
influential American architectural theoretician of the
post-war period, defends the side of paradigm (or
type) and suggests that the drawing will overcome
the diagrammatic alternatives. However, Somol
opposes this view and states,

The rise of the diagram proves it to be a more
polemical device than the drawing. It accompanies
a breakdown of the post-Renaissance consensus on
the role of the architect, and achieves its apotheosis
with the emergence of the “information architects”
(or architect critics) after 1960.

(Somol 1999, 8)"

12 What Somol exactly means with ‘“information architects’ (or
architect-critics) remains unclear, but later in his text appears
a reference to the New York Five that included Peter Eisenman,
Michael Graves, Charles Gwathmey, John Hejduk, and Richard
Meier. Particularly Peter Eisenman and John Hejduk had a repu-
tation of architect-critics.
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Né&ib, nagu peetaks selles konfliktis harjumuspa-
rast joonist staatiliseks vahendiks, mille abil toodet
(Idppvormi) esitada, ja diagrammi protsessiphiseks
vahendiks, mis on dinaamiline ja paindlik. Just see
diagrammi omadus viitab sedalaadi m&tlemis- ja arut-
lusviisile, millega koos ja mille abil see toimib. Seega
muutub teiste hulgas téhtsaks kisimus, kuidas aval-
duvad projektides analidtilise motlemise (probleemi
ja seda puudutavate andmete anallls) ja kontsep-
tuaalse mottetasandi loomise erinevused. Mille poo-
lest need arutlusviisid erinevad?

Arhitektuur ja disain:
kontsept ja diagramm

Kui métlemine ja arutlemine toimuvad arhitektuuris ja
disainis kontseptide tasandil erinevalt, tdhendab see
filosoofilises maailmas, kus valitseval positsioonil on
deterministlik ja universalistlik analttiline filosoofia,
toetust teistsugustele filosoofidele ja mottekaikudele.
Kes nende filosoofide hulka kuuluvad? Uks neist on
naiteks Gilles Deleuze, kes on kirjeldanud diagrammi
virtuaalset organisatsiooni fraasiga ,abstraktne
masin”. Erinevalt Foucault'st, kelle jaoks on panop-
tikumi vangla plaan ,ideaalsele vormile taandatud
véimumehhanismi diagramm?”, esindades riigivoimu
ja -korra spetsiifilise vormi ruumilist korraldust, on
Deleuze huvitatud diagrammist kui abstraktsest masi-
nast, mis ei

tee enda puhul vahet véljenduse ja sisu tasandi-
tel.[...] Diagrammiline vdi abstraktne masin ei funkt-
sioneeri mitte selleks, et esindada midagi toelist,
vaid pigem konstrueerib reaalsust, mida pole veel
olemas.

(Deleuze, Guattari 1987: 141-142)

Selles kontekstis on Manuel De Landa raamat A
Thousand Years of Nonlinear History (1997) oluline
naide diagrammilise Ulevaate kohta ajalooprotsesside
tulemitest, mis tekivad alt Ules”ja mida suunavad sUs-
teeme genereerivad protsessid. Ta analtlsib alates
keskajast linnade majanduselu ajalugu ning seostab
seda aine- ja energiavoogudega, mis tekitavad vormi
konkreetsete ,abstraktsete masinate” kaudu.

Empiiriline v&i instrumentaalne mdistus tdhendab
teadusliku ratsionaalsuse, kognitiivse mdistuse kasu-
tamist. See on loodusteaduste ja positivismi parisosa
ning seega taanduvad objektid ja tGhiskondlikud ese-
med Newtoni aegruumi muutujateks ja teooria funkt-
sioonideks. Selle teooria praktikas rakendamisel saa-
vad objektid osaks instrumentaalsest ratsionaalsusest,
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In this conflict it seems as if the conventional draw-
ing is a static tool of the representation of a product
(of final form) and the diagram a process tool that is
dynamic and flexible. It is particularly this quality of
the diagram that points to the kind of thought, the
kind of reasoning that it works with and through.
Thus, one of the important questions becomes how
the difference between analytical thinking (analysis
of a problem and its data) and the creation of a con-
ceptual level of thinking in projects manifest itself.
What is the difference in kinds of reasoning?

Architectural and Design Knowledge:
Concept and Diagram

If thought and reasoning happen differently on the
level of concepts in architecture and design, it means
that a number of other philosophers and their lines
of thought will gain in validity in a world of philoso-
phy dominated by the deterministic and universal
position of analytical philosophy. Who are those
philosophers? We can point to Gilles Deleuze, who
described the virtual organisation of the diagram as
an "abstract machine”. Other than Foucault, for whom
the plan for the Panopticum prison is “the diagram of
a mechanism of power reduced to its ideal form” and
represents the spatial organisation of a specific form
of state power and discipline, Deleuze is interested in
the diagram as an abstract machine that makes no

distinction within itself between a plane of expres-
sion and a plane of content. [--] The diagrammatic
or abstract machine does not function to represent,
even something real, but rather constructs a real that
is yet to come.

(Deleuze and Guattari 1987: 141-142)

In this context Manuel DelLanda’s A Thousand Years of
Nonlinear History (1997) is an important example of
a diagrammatic account of the products of historical
processes which are bottom-up® and guided by sys-
tem-generating processes. He explores the history of
urban economics since the Middle Ages and relates
it to flows of matter and energy that generate form
through particular “abstract machines”.

Empirical or instrumental reason is the use of scientific
rationality, of cognitive reason. It is the understand-
ing of the natural sciences and positivism, and thus
objects and social things are reduced to variables of
Newtonian time-space and functions of a theory. As
a practical application of this theory, objects become
part of an instrumental rationality, of a utilitarian kind
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utilitaristlikust métte- ja teguviisist, mis tegeleb ees-
markide ja nendeni viivate vahenditega. Kognitiivne
motlemine kuulub universalistlike indiviidide v&i
teadvate subjektide maailma, kus objektid on osa
instrumentaalsest ratsionaalsusest ja kognitiivsest
voi determineeritud hinnangust. Siin on kartesiaan-
lik ,ma motlen” maaratud vastavalt loogika kategoo-
riate universaalsusele ja disaini moistetakse tavaliselt
lihtsa slinteesiprotsessina. Mitu autorit (Lash 1999,
Bohme 1999, Lyotard 1991) on hiljuti tdstnud esile,
kuidas Kant eemaldus oma ,Otsustusvdime kriitikas”
universalistliku individualismi mdistest singulaarsel
individuaalsusel pdhineva vabaduse idee kasuks.
,Otsustusvdime kriitika” toob tdendeid, et tdhendus
tekib objektide, asjade refleksiivse hindamise vahen-
dusel - tegelikult ,poeetika” vahendusel.™

Nii padédseb objekt instrumentaalse motlemise haar-
dest. ,Singulaarne” indiviid ei ole enam Uleni tingitud
ning votab enda kujudamisel ja asjade valmistamisel
ette rohkem brikol66rile omaseid tegevusi. Just selle
kasuks ongi minu artikkel argumenteerinud kontsepti
ja diagrammilist motlemist kasitledes.

Vaidan, et arhitektuuri- ja disainiteadmised toimivad
just sellel kontseptuaalsel tasandil ning et eeskatt dia-
gramm on abstraktne mudel, mis opereerib virtuaalse
ja aktuaalse vaheliste ideedega. Diagrammil esine-
vate muutujate hulka, mis kerkivad esile probleemi
analtusi kaigus, voivad kuuluda nii vormilised kui ka
programmilised konfiguratsioonid: ruum ja sindmus,

13 Alt Gles toimivate protsesside moiste kohta vt Verwijnen 1998.
See moiste on viitab tdigale, et aina enam noutakse potentsiaal-
seid ja hilisemat taiendamist voimaldavaid lahendusi, mida tra-
ditsiooniline disainimine ei suuda pakkuda. On tekkinud vajadus
hoonete jarele, mis suudavad sujuvalt kohanduda muutuvate ja
eripalgeliste programmide ning erisuguste stsenaariumidega.
Lisaks peab disainiprotsess seostuma arenguprotsessidega,
mis on aina sagedamini interaktiivsed ja vorgustatud. Samal
ajal ei saa mis tahes disainiprotsessis ega linnaarenduses
otsuste tegemisel enam kaia traditsioonilist deterministlikku
teed. Olemasolevad blrokraatlikud ja tehnokraatlikud vahendid
voimaldavad ainult korraparatuid ja katkendlikke, mitte korra-
paraseid ja jarjepidevaid muutusi - aja jooksul kumuleeruvaid
Umberkorraldusi. Kelly viitab selliste tddriistade iseloomule, mis
tekitavad pidevalt vaikseid muudatusekilde - need on kohanduva
ja areneva olemusega; need nduavad, et ststeemi tuuma moo-
dustaks muutlik stidamik (Kelly 1994: 354).

14 Teooria, praktika ja poeetika kolmnurgas on disainiuurimused
siiani pea eranditult pohinenud teoorial ehk epistemoloogial ja
sellele omasel instrumentaalsel motlemisel. Selle korval viitavad
disainiuurimused aina rohkem praktikale (ja praktilisele matle-
misele). Kaesolev uurimus ei keskendu mitte niivord praktikale,
kuivord projekti ja selle singulaarsuse kasitustele. See réhutab
poeetika ja refleksiivsele hindamisele omase analoogilise métle-
misviisi tahtsust projektide disainimisprotsessis.
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of thinking and action concerned with means and
ends. Cognitive reason belongs to the world of uni-
versalist individuals or knowing subjects for which
objects are part of an instrumental rationality and cog-
nitive or determined judgement. Here the Cartesian “|
think” is determined by the universalism of the logical
categories and design is usually understood through
processes of simple synthesis. Several authors (Lash
1999, Bohme 1999, Lyotard 1991) have lately pointed
out how Kant in The Critique of Judgement breaks
with the notion of universalist individualism for an
idea of freedom based on singular individuality. With
The Critique of Judgement there is evidence for a
meaning of being through reflexive judgement of

objects, of things - in fact, through “poesis”"

The object thus escapes the grip of instrumental
reason. The “singular” individual is no longer deter-
mined, and engages in activities of a more bricolag-
ing nature in fashioning the self and the making of
things. This is what this article argues for on the level
of concept and within diagrammatic reasoning.

| argue that architectural and design knowledge oper-
ate on this conceptual level and that particularly the
role of the diagram is an abstract model that operates
with ideas between the virtual and the real. The var-
iables in a diagram that emerge from analysis of the
problem may include both formal and programmatic
configurations: space and event, force and resistance,
density, distribution, and direction (Lynn 1997). In

13 For the notion of battom-up processes, see Verwijnen 1998. It
refers to the fact that, increasingly, a notion of potential and
open-ended solutions are demanded, which design in a tra-
ditional sense cannot provide. Buildings that can readily adapt
to changing and different programmes and multiple scenarios
become necessary. Furthermore, the design process will have
to connect itself to development processes that increasingly
are becoming interactive and networked. At the same time, the
traditional deterministic path can no longer be the method of
decision making either within any design process or within urban
development. Existing bureaucratic and technocratic tools only
allow disordered, discontinuous change, instead of ordered, con-
tinuous change - incremental change over time. Kelly points to
the character of tools that continually pump in bits of change
- they have an adaptive evolutionary spirit; they need a heart of
change at the core of the system (Kelly 1994: 354).

14 Within the triangle of theorein, praxis and poesis, design
research so far has almost always been based on theorein or
epistemology and its instrumental reason. Furthermore, design
research increasingly refers to praxis (and its practical reason).
This research focuses not so much on praxis, but on the notion of
the project and its singularity. It will make a case for the element
of poesis and the analogical reasoning of reflective judgement
within the design process of a project.
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joud ja vastupanujoud, tihedus, jaotumine ja suund
(Lynn 1997). Lynni seisukoha ja diagrammikasutuse
jargi voivad aja jooksul ilmneda erinevad funktsioo-
nid ja toimingud. Diagrammis arenevad konfigurat-
sioonid on pidevas muutumises. Lynni argument, et
diagramm pole seega mitte niivérd asi iseeneses, vaid
pigem elementidevaheliste potentsiaalsete suhete
kirjeldus, ei osuta mitte Uksnes abstraktsele mudelile,
mis kirjeldab projektide toimimist maailmas, aga ka
véimalike maailmade kaardile.
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INDREK RUNKLA: KORD
JARGMISE NURGA TAGA

Arhitektidel on korra ja kaosega oma suhe. Meil on
Uhiskonnalt tellimus pakkuda ruumilisi laotusi, mis
jargivad mingit sisemist korda, olgu see siis funktsio-
naalne, esteetiline, kontseptuaalne v6i midagi muud.
Meilt oodatakse, et me loome midagi, mis taltsutaks
kaose ja tekitaks turvalise raamistiku, milles erinevad
eluvormid voiks vohada. Arhitektid pole kindlasti ain-
sad, kes sedalaadi tellimust tdidavad, enamus elukut-
seid lahendavad samasugust Ulesannet, ainult oma-
des valdkondades - poliitikud peavad korraldama
Uhiskondlikku elu, bussijuhid tagavad odigeaegset
kohalejoudmist ja sdjavagi plldleb rahvastevahelise
rahu poole. Arhitektidele omane viis selle eesmargini
joudmisel on pulseeriv lilkkumine segaduse ja korra
vahel. Ma pulan kéesolevas tekstis arutleda selle
duaalsuse diinaamika ja modaalsuste dle.

Teine ldhtepunkt sellele tekstile on loova valestimdist-
mise kasitlus. Kéik oleme kogenud kummitavat laulu-
viisi. Laulu sdnades on tdhendusrikas sdnum, mis haa-
gib héasti meie elu, tunnete v3i mdotteviisiga. Lopuks
selgub, et laulja on sénu veidi veidralt hdéldanud ning
loo tegelik snum on lame ja pinnapealne. Samas on
kogemus sdnumist sellele vaatamata tekitanud meile
positiivse energia voo, mis meenub meile, kui me
seda lugu kuuleme ja me vdime naasta oma peidetud
sdnumi juurde, mis, nagu selgus, oli méeldud vaid
meie korvadele.

Mitmed filosoofilised konstruktsioonid, mille ma
enese arvates olen valja mdelnud, on olnud vaé-
ritimoistmise viljad. Sa loed midagi, saad millestki
aru, hakkad seda arusaama edasi arendama, sa void
jouda uue kontseptini, mida saab millekski tarvitada.
Sa pltad siindinud kontsepti protsessi kéivitanud
raamistikuga siduda ja see ei dnnestu kuidagi. Algse
materjali Glelugemisel selgub, et oled asjast diamet-
raalselt valesti aru saanud. Peale oma teooria loomist
on mérksa lihtsam mottekaiku moista, aga sa ei saa
sellele osutada, kuna ta Gtleb midagi hoopis muud,
midagi, mis ei haagi su enda kontseptiga.

Me oleme seda enam altid asju vaariti mdistma, mida
vaiksemad on meie teadmised vaadeldavast vald-
konnast. Olles stvenenud teema kaalutlustesse ja
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INDREK RUNKLA: THE ORDER
AROUND THE CORNER

Architects have a specific relationship with chaos and
order. We have a commission from society to propose
spatial layouts that follow some intrinsic order, be that
functional, aesthetic, conceptual or something else.
We are expected to deliver something that tames the
chaos and provides a safe framework for lifeforms to
proliferate. Architects certainly are not the only peo-
ple with this kind of assignment - most professions
face a similar challenge, only in different industries.
Politicians organize social life, bus drivers guarantee
passengers’ on-time arrival and the military enforce
peace between nations. Architects’ specific way of
pursuing our goal is a pulsating movement between
confusion and order. | am trying to discuss the dynam-
ics and modalities within this duality.

Another vantage point for this paper is the notion of
generative misconception. Everybody has the experi-
ence of a haunting song heard on the radio. The lyrics
contain a significant message that can be efficiently
bound to one’s life, emotions or a current mode
of reasoning. Eventually, it appears that the singer
has uttered the words slightly unclearly and that the
actual song is lame and shallow. The experience is still
real, the mishearing has produced a flow of positive
energy that you recognize whenever you hear the
song and you can go back to hearing the hidden mes-
sage that was meant for your ears only.

Some of the philosophical constructions that have
occurred to me have been fruits of misconceived
seeds. You read something, you understand some-
thing, you start to build around that understanding,
you come up with a concept that can be used for
something. You try to connect the created concept to
the initial framework that ignited the whole process
and it does not match. Re-reading the original paper
proves that you have conceived it diametrically incor-
rectly. After constructing your own theory, it is much
easier to grasp the line of thought, but you cannot
refer back to the text because it says something differ-
ent from the initial foundation of your concept.

The aptitude towards misconception is higher if our
knowledge of the field under our attention is low.
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kontseptuaalsesse raamistikku, hakkame me selge-
malt aduma esitatud liigendusi ja eristusi, hakkame
suutma jalgida méttekéaike. Arhitektide jaoks on filo-
soofilised kontseptid vaga lihtsalt vaariti moistetavad.
See tuleneb meie pinnapealsest filosoofia tundmisest
ja vastupandamatust soovist seostada ennast kont-
septuaalsete konstruktsioonidega, mis néivad nii
voimsad, mdjukad ja ihaldusvéérsed. Meil on tradit-
sioon leida keegi, kellele vaadata alt Ules ning kelle
osiseid liita enese konstitutsiooniga. Nii tehes seome
me ennast mitte ainult oma eeskuju kilge, vaid ka
laiema Ghiskondliku ja kultuurilise sfaari kilge, mida
antud eeskuju esindab. Isegi kui me ei mdista taieli-
kult algse méttefragmendi kaalutlusi, loodame me, et
pelk osutus teeb oma t66 éra.

Jan Verwijnen oli kord minu jaoks sedalaadi eeskuju.
Ma olin Andres Alveri arhitektuuribiiroo noorepoolne
téotaja. Andrese jaoks oli Jan séber ning ta oli palu-
nud Jani osaleda méne projekti juures, eesmargiga
laiendada oma kogemust ning teha paremaid pro-
jekte. Need projektid ei ole realiseerunud, aga see
koostd6 oli meie jaoks siiski vdga oluline ja silmiavav.
Ta tutvustas meile t66viise, mida me polnud varem
praktiseerinud. Me tegime fookusgrupi uuringu tar-
bijate eelistustest toonasel korteriturul. See, et arhi-
tektide argumendid toetuvad uuringutele, oli toona
uudne nii arhitektide kui tellijate jaoks. Suutlikkus
jargida mingit meetodit, oskus Ules ehitada legi-
tiimne uuring ei olnud arhitektide jaoks kaugeltki
tavapérane. Jan korraldas Tallinna sadamaala lahen-
damiseks charette'i [intensiivtdodtoal. Kdigile néis, et
midagi tavatut on siindimas. Me pole pérast seda tei-
nud Uhtki fookusgruppi, me ei nimeta oma t&6tuba-
sid charette’ideks, aga siis me olime kindlad, et meid
on pihendatud ldénelikesse tooviisidesse, mille jargi
me, idaeurooplased, olime kdigest hingest janune-
nud. Hiljem on mulle selgunud, et see ei olnud mingi
ldanelik traditsioon, vaid pigem Jani eripérane otsiv
natuur, mis selliseid tédvorme arhitektuuri praktikasse
integreeris. Ja mulle naib, et ta oli meile ténulik, et ta
neid viise reaalses praktikas rakendada sai.

Jan oli meid aidates véga helde. Erialasele juhenda-
misele lisaks vastas ta mu parimistele akadeemiliste
taotluste osas, jagades mulle paari mustandlikku
teksti, mida ma uhkusega séilitasin ja vabadel hetke-
del vaériti tdlgendasin. Toona oleks ma vdinud van-
duda, et meil on Uhised akadeemilised huvid ja vast
koguni vaatepunkt. Praegu ma enam nii kindel ei ole.
Ta oli siis juba haige ja pigem otsis paiku, kuhu oma
parand paigutada nii, et see voiks kuidagi edasi ida-
neda. Sellessamas valguses v6ib vaadata fakti, et ta
oma raamatud meie arhitektuuri ja linnaplaneerimise
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Once we dig into the considerations and conceptual
framework of a topic, we start to focus on the pre-
sented articulations and distinctions better and we
are able to follow the proposed path. Architects tend
to be prone to misconceiving philosophical concepts.
This is due to our shallow knowledge of philosophy
and our irresistible will to be able to attach to a con-
ceptual construction which seems so powerful, influ-
ential and desirable. We have a tradition of looking up
at somebody and incorporating fragments of those
somebodies into our own constitution. By doing so,
we link ourselves not only to the role model but also
to the wider social or cultural circle represented by
the role model. Even if we do not completely under-
stand the considerations that have been carrying the
initial fragment, we hope that an indexical reference
will do the job.

Jan Verwijnen was this kind of role model for me. |
was a junior collaborator at the architectural practice
of Andres Alver. Andres could call Jan a friend, and
he asked him to join a couple of projects to expand
our experience and increase the possibilities of suc-
cess. The projects did not come to life, but it was fruit-
ful for us to be able to work with Jan. He introduced
us to various techniques that we had never practiced
before. We did a focus group study with apartment
market customers. The architect's argumentation rely-
ing upon scientific research, was a novelty for both us
and our customers. The capacity to follow a method,
to be able to conduct legitimate research was not
common for our practice. Jan organized a charette
for the Tallinn Harbour area. Everybody was sure
that something extraordinary was to take place. We
have not done a single focus group since, nor have
we called our workshops charettes, but in those days
we were confident that we were confided with some
common Western methods of working that we, the
Eastern chaps, had missed so far. It later occurred to
me that this was Jan's exceptional searching nature,
rather than a particularly Western habit, that had
made him incorporate those ways of working into an
architect’s everyday practice. And that he was grateful
to us that he could exercise those ways.

Jan was most generous at helping us. In addition to
the professional guidance he offered, he responded
to my queries about his academic ambitions with
sharing a couple of his draft texts that | proudly stored
and misconceived in my spare moments. Back then, |
could have sworn that we shared common interests
and maybe even a point of view. At the moment, | am
no longer sure. He was already terminally ill, and he
might have sought to drop his assets in places with a
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osakonnale jattis. Ma vdin kinnitada, et see on olnud
vaga viljakas koht neile raamatutele. Ma olen isiklikult
vaarkasutanud suurt hulka kontsepte sellest raamatu-
kogust, sealt l1ahtub Eesti arhitektuuris nii palju algu-
seid, et ma arvan, et Jan oleks selle lle vdga uhke. Ma
olen imetlenud iga jargmise ringi osutatud raamatute
kohalolekut selles kogus, mille on kokku pannud Uks
arhitekt. Me oleme seda kogu kasvatanud, kuid algne
stidamik on nii vdimas, et mu meelest moodustab see
siiani vaartuslikuma osa.

Mu isiklik asjassepuutuv vaaritimdistmise praktika tdu-
kus Jani avaldusest, mis puudutas “asju nende tege-
mise kaigus”. Ta vaitis, et asjade mdistmiseks on parim
viis uurida loovaid protsesse asjade stindimise kaigus.
Ma seostasin selle vaatepunkti tema huviga tunnetus-
like struktuuride kontseptuaalse tasandi vastu ja kuju-
tasin ette, et “asjade tegemise” all peab Jan silmas
kontsepte. Minul aitas see toona Ules seada kiisimuse
arhitektuuri tegemise juures kasutatavatest kontsep-
tuaalsetest konstruktsioonidest ning meetodi uurida
neid nende valjamotlemise kéigus. Kuna ma ei naas-
nud ta tekstide juurde just sageli, ndgin ma endas Jani
166 jatkajat. Mis on mingis méottes t&si, kuid mitte nii,
nagu ma siis kujutlesin.

Jérgnevalt dnnestus mul vaariti mdista Uht raama-
tut Jani kogust. Gilles Deleuze on seal véga tugevalt
esindatud. Kollektsioonis on raamatuid, mida ta kirju-
tas Uksi, Felix Guattari'ga kahasse, seal on raamatuid,
mis on kirjutatud tema kohta ja neid, millele ta osutab.
Jan ei tsiteeri oluliselt Deleuze'i oma tekstides, nii et
raske on delda, kui suurt mdju ta Janile avaldas, aga
tema mdttemaailma kohalolek on tunda. Mul oli plaan
rakendada Deleuze'i ja Guattari pakutud loovate
praktikate mudelit arhitektuurile. Siin ma sattusin jalle
téukepunkti valesti m&istma. Vottes Uhe jupi terviku
péhe, hakkasin ma arendama topoloogilist konstrukt-
siooni tasandist ja elementidest, mis asetsevad tasan-
dil. Ma vaatasin taiesti médda ontoloogilisest mantlist,
mis seda slsteemi Umbritses. Ndgemata véesoleva
ja kéesoleva dinaamika tahtsust ja tdhendust selle
mudeli jaoks, joonistasin ma arhitektuuri kohta kaiva
skeemi puutumustasandist, millel moodustatakse
kontsepte. Plldes seda siis taasihendada Deleuze'i
ja Guattariga, saabus segadus. Samas olin ma konst-
rueerinud oma slsteemi enda jaoks piisavalt selgelt,
see oli avanud jargmise ringi probleeme ja véimalusi.
Méératlenud "kaalutluse” kui seda slsteemi kdivitava
Uksuse, hakkasin ma kaardistama arhitekti elukutse
Uhiskondlikku Gmbrust, et leida, kust need kaalutlu-
sed tulevad. Lépuks tundus, et Deleuze ja Guattari on
voimalik sellest slisteemist peaaegu vélja kirjutada ja
ta séilitab ikka stabiilsuse.
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potential for fertilization. That he left his library to our
Department of Architecture and Urban Planning may
be seen in this perspective. | can provide assurance
that this has been a most fertile place for those books.
| personally have abused so many concepts from this
library. It contains so many shared starting points for
the Estonian architectural community that | think Jan
would be most happy about it. | have admired the
presence of every next round of references within the
same library, collected by a single architect. We have
been able to grow this body of references, but the
core of it is so powerful that it still makes up the most
valuable part of the collection.

My personal related misconceptive practice was set
off by Jan’s statement about “things in the making".
He claimed that to understand something, it is best
to study it during the creative process of its coming
into being. | connected this perspective with his fasci-
nation for the conceptual layer of cognitive construc-
tions and thought that when talking about “things in
the making” Jan referred to concepts. For me at the
time, this proposed an agenda of researching con-
ceptual constructions in architecture and doing so
while those constructions are being produced. Since
| did not return to his texts too often, | kept seeing
myself partly as his descendant. Which is to some
extent true, but not in the way | imagined it to be.

Next, | managed to misconceive a construction from
a book from Jan'’s library. Gilles Deleuze is very prom-
inently present in the collection. There are his books
written alone and those with Felix Guattari; there are
books written about him and there are books referred
in Deleuze’s texts. He is not quoted very often in Jan's
own writing, so it is hard for me to say how big of an
influence he had been on Jan, but the presence of
his mindset is somewhat visible. | had an agenda to
implement the framework of creative practices pro-
posed by Deleuze and Guattari upon architecture.
There again | happened to misread the text. Taking
a fragment for a whole, | started to build around the
topological structure of a plane and the elements on
the plane. | totally overlooked the ontological cape
around the construction. By not seeing the signifi-
cance of the dynamics of the virtual and actual, | had
drawn out a scheme of architectural creative prac-
tice where the concepts were being composed on
the plane of relevance. When | tried to link it back to
Deleuze and Guattari, | was lost. But  had managed to
envision the elements so vividly that they had brought
me to a next round of problems and challenges. By
constituting a “consideration” as a driving force in this
game, | started to map the social surroundings of the
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Need olid siirad vaaritimdistmise aktid. Mitmeid kordi
hoiskasin heuristilistel hetkedel ja samuti heitsin
meelt, kui materjal vastupanu osutas. Ma olin siigavas
hammingus, kui ilmnesid vastuolud ldtetega ja selgus,
et midagi ei anna selles osas teha. Hiljiem olen ma
seda valesti mdistmise rada juba tahtlikult kasutanud,
tehes vaariti moistmisest kaose taltsutamise todriista.
Me vdime alustada justkui laboratoorsetes tingimus-
tes, kus tundub turvaline votta ette raamat, projekt voi
teekond. Algul on tunne nagu labdrinti astudes, kui
me veel tunneme valgust selja taga. Asi |&heb huvi-
tavaks ja ohtlikuks paar p&oret hiljem, kui me oleme
kaotanud orientatsiooni. See tegelikult eksinud oleku
tunne &ratab uudishimu ja me muutume loovaks.
Viljakutseks saab mitte kaotatud sissepéésu Ulesleid-
mine, vaid labirindis edasi lilkkumine ning millegi uue
leidmine. Ja alles seejarel saab hakata otsima viisi,
kuidas otsad kokku v&iks saada.

Vaéaritimdistmine viib meid Ghel hetkel vastuolu-
deni. Tavaliselt 1dheb meil ohutuli pédlema, kui me
adume, et otste vahel on lahkheli. Kooskdla otsimine
on arhitektide jaoks kestev jaht. Praktiku unelmaks
voib kutsuda projekti juhtivat stabiilset selgroogu,
mille juurde saab alati pd6rduda ja mis aitab raskete
valikutega toime tulla. Soovime (lootusetult), et tel-
lijad ja publik ndeks meie t66s samu kvaliteete. Me
radgime erinevatest ,|6hedest” mottekdikude vahel,
[dhedest, mis nduavad sildamist voi moéddamine-
kut, vahel vagivaldselt v&i ignorantselt, nii et koos-
kélalisus toetub haprale pinnale. On meistreid, kes
tédidavad need I6hed elegantsete Zestidega, mis ei
jata kahtlemiseks ruumi. Taidiseks sobivad kontsep-
tuaalsed voi formaalsed tehted, aga selleks kdlbab
ka isiksus ise, mille eemaldamisel projektist jaab
tihimik, mida on véimatu taita. Meistrid on sageli
eelistanud varjata oma kontseptuaalseid motiive
isiksuse maski taha voi vastupidi - esitada triviaalset
kontsepti millegi alguparase ja mustilisena, toetu-
des pelgalt oma karismale.

Algaja jaoks on see otste kokku saamise mang
tohutu pingutus. Sa ei nde I16pptulemust ette ja kao-
sest pdhjustatud segadusega on raske toime tulla.
Tasapisi hakkad aduma ka teistsuguseid mange.
Otste kokkusaamise poole liikumine kulgeb labi vas-
tuolude. Kogudes piisavalt kogemust, taipame me,
et see ihaldusvaarne [6pp-punkt on pelk ajutine illu-
sioon, mis haihtub, kui projektiga edasi minna. Siis
saab temast vahepeatus. Nii kord kui kaos hajuvad
kordamodda, asendades teineteist selles muutu-
mise mangus. Saab mdelda, et meie elukutse loo-
muses on igatsus tervikute jarele, mida me otsime
ebatéiuslikes kordades.
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profession of architecture to see where those consid-
erations come from. It eventually appeared that it is
possible to almost remove Deleuze and Guattari from
the concept and still call it stable.

Those were sincere acts of misconception. | rejoiced
with heuristic moments several times in this process,
and | truly suffered with despair when the mate-
rial showed resistance. And | was deeply confused
when the contradictions in my foundation appeared
and there was nothing to be done to correct them.
Afterwards, | took up more deliberate ways of exploit-
ing the path of misconception, starting to see miscon-
ception as a way of practicing control over chaos. It
is as if we begin in laboratory conditions, in which it
seems safe to start a book, a project or a journey, as
if entering a labyrinth and we still sense the light from
the entrance behind us. It gets interesting and tricky
once we have taken a few turns and lost our orien-
tation. It is the thrill of being actually lost that ignites
curiosity. This is when we become creative. The chal-
lenge is not to find the entrance to the maze butto go
along and encounter something new. And only then
to start to look for a way to make the ends meet.

Misconception leads us to a dissonance at a certain
moment. Once we recognize and acknowledge a con-
tradiction in our presumed ends, normally an alarm
signal kicks in. Pursuing consistency is a constant
challenge for architects. It might seem to be a practi-
tioner's dream to have a stable spine for a project that
one can always return to, that helps and guides you
through difficult situations. We wish (in vain) that our
clients and our target audience see the same qualities
in our work. We talk about different “gaps” between
lines of thought, gaps that need bridging or bypass-
ing, sometimes violently or ignorantly, so that consist-
ency is achieved in very feeble terms. There are mas-
ters that fill these gaps with eloquent gestures that
leave no room for doubt. The filler can be comprised
of conceptual or formal moves, but it can also be just
their personality that, after being removed from the
project, leaves behind a cavity that is impossible to
cure. The masters have often preferred to conceal the
conceptual motives behind a masque of personality
or vice versa - to present a trivial concept as some-
thing mysterious or original by simply exercising their
charisma.

For a novice, this game of meeting ends is a strug-
gle. You do not see the outcome in advance, and
you find the confusion of the chaos really trouble-
some. Gradually, you start to see the other games in
the practice. Striving towards a desirable destination
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Jan Verwijnen oli suure kogemuste pagasiga arhitekt.
Mulle néib, et tema nauding tulenes korra ja kaose
olukorra kontrollitud juhtimisest. Ta tekitas projek-
tidesse tahtlikke vééndeid, et neid uueks korraks
kujundada. Selleks oli tarvis uut tasandit, alati kui vana
muutus liiga ettearvatavaks. Ma vétan Jani kohalolust
kaasa oskuse Ghendada sama tasandi elemente seo-
sega, mis kdib |abi teise tasandi. See on ilmselt jarg-
mine vaaritilugemine, aga ma loodan, et see meeldiks
talle. Filosoofia toimib teisel tasandil kui arhitektuur
- kaht arhitektuurse tasandi elementi saab siduda filo-
soofilise konstruktsiooniga. Teiseks tasandiks véib olla
ka kunst, muusika véi kirjandus. Uks naitlik Jani tasan-
divahetus kais modtkavade vahel. Lisades linnaehi-
tusliku skaala kandvate arhitektuursete ideede stindi-
mise allikaks, saime me Uhe todriista vorra rikkamaks.
Turupdhine linnade siindimise viis oli meile toona
uus ja vddras. Tutvudes selle vddra territooriumiga
giidi juhendamisel, avanesid meile nii véimalused kui
ohud, samal ajal kui tegelik linn stindis tol ajal Gksikute
ehitiste kaupa. Tasapisi on linnaehituslikust m&&tmest
saanud arhitektide jaoks tavatooriist ja mingit tasandi-
vahetust tema kasutamisega ei kaasne. Samas tasub
tdhele panna Uht seaduspéara selles tasandivahetu-
ses. Suunates meid tundmatutesse vetesse pani Jan
meid tajuma abitust, aga ka tekkivat vGimestatust.
Sellist tunnet peame me hariduse andjatena suutma
tekitada - me peame looma manguvélja, mis pole
liiga lihtne, liiga ilmne. Méng peab pakkuma pinget.
Kui me jduame sellesama asjade kontrolli all olemise
tunde tekkimiseni, siis me oleme oma t66d hasti tei-
nud. Jani jaoks oli linnaehituslik skaala kodustatud,
meie jaoks mitte. Ta teadis, et kaos taandub, isegi kui
see seisund kestab vaid pelga hetke.

Teadmine, et kord ootab meid jargmise nurga taga,
on eksperdi tavapérane suhtumine. Nagu ka maist-
mine, et see kord on vaid vaheolukord kahe kaose
vahel. Kord ja kaos on vastandlikud osad teineteisest.
Kui me oskame neid mdlemat sdpradena votta, tee-
vad nad koostédd ja aitavad meil arhitektuuri teha.
Armas taevas, tee nii, et see oleks ks jarjekordne
vaaritimoistmine.
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where the ends meet is a passage through constant
contradictions. As you collect enough experience,
you become aware that the endpoint is a temporary
delusion that evaporates as soon as the project pro-
ceeds, as then it becomes a midpoint. Both order and
chaos will consequently fade, replacing each other in
a constant game of becoming. It is possible to think
that it is our professional nature to yearn for the con-
sistent wholes in imperfect order.

In the case of Jan Verwijnen as an experienced archi-
tect, to me it seems that his pleasure came out of exer-
cised control over the states of chaos and order. He
had to introduce new derangements to mold them
into new order. A new plane was needed each time
the old one became too familiar. What | take from
Jan's presence is the ability to connect elements on a
plane by a link that goes through a detour to another
plane. This is another possible misreading of his leg-
acy, but | am sure it does him credit. Philosophy oper-
ates on a different plane than architecture - it may be
possible to join two architectural elements by a phil-
osophical construction. The other plane can be art,
music or literature. As an example, one of Jan's pro-
posed detours was about scale - by introducing urban
scale as a possible reservoir for architectural ideas,
we incorporated a most valuable tool. The capitalist
mode of development in urban structure was alien
to us. By exploring this unknown territory with a tour
guide, we became aware of the potential and threats
within this area while real-time construction was,
in those days, condensed into separate buildings.
Gradually, the urban scale has become a common
consideration for architects around here; it does not
imply a level shift any more. But there is a regularity
worth noting in this detour. By directing us to a layer
of undiscovered aspects, Jan forced us to experience
helplessness as well as the feeling of gaining control.
This is what we have to do as educators - we ought
to provide the field for playing, and the game has to
be a challenge. If we manage to initiate the emerging
feeling of control over the game, we have succeeded.
Jan had the urban scale tamed for himself; we didn't.
He knew the chaos would be defeated, even if it was
just for a moment.

Being aware that order is just around the corner is
an expected condition for an expert, as well as the
understanding of the state where the order is just a
temporary condition between two instances of chaos.
Order and chaos are each other's counterparts. When
we treat both of them as friends they cooperate and
help us do architecture. Dear Fate, let this be just
another misconception.
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INDREK RUNKLA

on |dpetanud Eesti Kunstiakadeemia arhitektuurieri-
ala ning tal on ka doktorikraad kunstiajaloos. Ta to6tas
aastaid arhitektuuribiroos Alver Arhitektid. Samuti on
ta Eesti Kunstiakadeemia &ppejoud ning kursuse- ja
[6putédde juhendaja. Rinkla on osalenud paljude
linnaruumi mojutavate projektide, naiteks Tallinna
Vabaduse véljaku ja Rotermanni kvartali planeerimi-
ses. Alates 2019. aastast tdotab ta biroos Kadarik,
Tuur Arhitektid.
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graduated from the Estonian Academy of Arts with a
degree in architecture and has also acquired a PhD
in art history. He has worked for years at the office
of Alver Architects as well as given lectures and
supervised courses and final theses at the Estonian
Academy of Arts. He has participated in the plan-
ning of many areas that impact urban space, such as
Freedom Square and the Rotermann Quarter. Since
2019, he has been working at the office of Kadarik
Tulr Architects.
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TONI KAUPPILA:
SUHESTUMINE
LINNAKESKKONNAGA

Selleks, et inimesed mitmekultuurilises linnas hoo-
liksid Uksteisest, peab minu arvates muutuma meie
arusaam oma kehast. Me ei suuda kohaneda teiste
eripdradega seni, kuni poletunnistanud iseenda
kehalisi puudujaéke.

(Sennett 1994)

Puutusin t66 asjus kokku Jan Verwijneniga aastatu-
hande vahetusel 6petamise, teadustdd ja Sppeka-
vade koostamise kaigus toonases Helsingi Kunsti- ja
Disainiiilikoolis. Oitsev ileilmastumine, suurenev
digiteerimine ja slivenev mure tekkiva dkoloogilise
kriisi parast on veeretanud disainihariduse teele roh-
kelt proovikive - ehk rohkem kui eales varem. Meile
huvipakkuvate teemade aina suurenev keerukus ei
ole seadnud kahtluse alla mitte ainult Gldtunnusta-
tud disainitraditsioone ja -tavasid, vaid ka meie eri-
alavaldkondade (ksikdistsipliine. Kuigi Bauhausi
kunstikooli loomise ajendiks oleva thendkunstiteose
moistega (Gesamtkunstwerk) oli juba laiendatud
Uhisnimetaja alla koonduvate kunstialade ideed,
oli 1990. aastatel paevakorras loomevaldkonnale
veelgi avarama sisu andmine. Koost66pdhises prak-
tikas, mis aitas disainimotlemisel murda vélja kuns-
tikooli piiridest, kdlasid moesdnad, mille osaks olid
tingimata sellised liited nagu ,-tlene” ja ,-vaheline”.
Murrangut tdotavad kokkupdrked vana kooli (post-)
modernistlike praktikute ja hiljuti pead téstnud jul-
gete avantiristide vahel olid killastunud optimistli-
kust uue maailmakorralduse lootusest!

Tahaksin rédkida ldhemalt Janiga tekkinud erilisest
suhtest, milles pludsime akadeemilise ja pedagoogi-
lise arendustéd abil keskenduda paradigmanihkele,
mis oli tekkinud arhitektuuri- ja disainivaldkondades,
kus teadmiste omandamise, dpetamise ja praktikasse
oma panuse andmise viisid véivad olla omavahel
tihedalt labi pdimunud. Siinne kontekst on peamiselt
kantud (sise)ruumi- ja modblidisainist, mis Ullatavalt
avas ukse, et tutvuda peaasjalikult isedranis rikastava
perspektiivi vahendusel nii ehitatud keskkonna lin-
nakultuuridega kui ka Uhiskondlike suundumustega.
Kuigi viimase 20 aasta jooksul on paljugi véga kiiresti
muutunud, peavad mitmed téhelepanekud, arusaa-
mad ja prognoosid, mis kujundasid 20. sajandi [6pus
meie disainikursust, endiselt paika. Kasitlen allpool
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TONI KAUPPILA:
ENGAGING WITH
THE URBAN

For people in a multi-cultural city to care about one
another, | believe we have to change the understan-
ding we have of our own bodies. We will never expe-
rience the difference of others until we acknowledge
the bodily insufficiencies in ourselves.

(Sennett 1994)

My professional relationship with Jan Verwijnen took
place within the frameworks of teaching, research
and curricula development activities at the former
University of Art and Design Helsinki at the turn of the
millennium. Blossoming globalisation, increasing dig-
itisation, and awakening concern about the emerg-
ing ecological crisis challenged design education
perhaps more profoundly than ever. The increasing
complexity within our areas of interest questioned not
only the well-developed conventions and methods of
design practices, but also the disciplinary silos of our
professional fields. Even though the early Bauhausian
concept of Gesamtkunstwerk had already expanded
the idea of various art practices under a jointumbrella,
the 1990s agenda was to widen further the notion of
creative field. "Cross-", "inter-" and “trans-" were the
buzzwords for the collaborative practice that bridged
the design thinking beyond the art school bounda-
ries. The revolutionary clash between the “old-school”
(post)modernistic practitioners and the bold new
avant garde was saturated with optimism for the new
world order!

| wish to elaborate on this particular relationship
that | had with Jan, where academic and pedagogi-
cal development work endeavoured to address the
paradigm shift within the architecture and design
fields, where the ways of knowing, teaching and con-
tributing to practice could be tightly interwoven. The
context here is peculiarly within the world of spatial
(interiors) and furniture design, which surprisingly
opened a door to viewing the urban cultures in our
built environments and the developments in our soci-
ety in large part from a particularly enriching frame of
reference. Although many things have changed rap-
idly over the past 20 or so years, many of the observa-
tions, notions and prophecies that framed our design
discourse in the late 20th century remain valid. | wish
to revisit some of those thoughts within Jan's texts
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uuesti méningaid motteid Jani kirjutistest ning pltan
pdimida neid enda vaadetega tdnapéevasele motte-

vahetusele disainihariduse ja -praktika ule.

Linnakeskkonna sisemus

New Babylonis vordub thiskondlik ruum Ghiskond-
liku ruumilisusega. Ruumi kui psthilist méodet
(abstraktset ruumi) ei saa eraldada tegevusruumist
(konkreetsest ruumist). Nende lahutamine on &igus-
tatud ainult utilitaristlikus Ghiskonnas, kus sotsiaalsed
suhted on kammitsetud ja kus konkreetne ruum on
oma olemuselt tingimata thiskonnavastane.

(Constant 1974)

Linna kui inimtsivilisatsiooni tippsaavutuse lista-
mine on eri vormides olnud nidldisajale iseloomu-
lik mantra. Alates La Ville Radieuse'ist kuni Delirious
New Yorki, Plug-in-City ja New Babyloni ning isegi
Euralille’i ja Dubaini on kdik grandioossed ettevot-
mised mdtestanud metropoli kui tdnapéevase Uhis-
konna téévahendit. Urbanismis ei ole ndhtud mitte
ainult uudse argielu kulgemist lihtsustavat valemit,
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and try to tie them into the contemporary debate in
design education and practice from my perspective.

Urban Interiority

In New Babylon, social space is social spatiality.
Space as a psychic dimension (abstract space) can-
not be separated from the space of action (concrete
space). Their divorce is only justified in a utilitarian
society with arrested social relations, where concrete
space necessarily has an anti-social character.

(Constant 1974)

The celebration of the city as the ultimate realm of
human civilisation has been the mantra of the mod-
ern era in its various forms. From La Ville Radieuse to
Delirious New York to Plug-in-City to New Babylon
and even to Euralille and Dubai, big projects have
all explored the metropolis as the instrument of con-
temporary society. Urbanism has been seen not only
as the formula for lubricating the new everyday life,
but also as the iconic manifestation of those very
values projected by every epoch. The shift from the
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vaid ka iga ajastut kajastavate vaartuste mérgilist
ilmingut. Seda puudutavale arutelule on andnud uue
ndo raskuskeskme nihkumine Glioptimistlikult usult
inimkonna suutlikkusse Uletada oma arenguteel kdik
takistused - arvestades moddunud aastatuhande
[6pus aina suurejoonelisemaks muutunud saavu-
tusi ehitatud keskkonnas - apokaliiptilisemat laadi
tulevikustsenaariumidele.

Kiiresti stivenev linnastumine kujundab Umber meie
praegust eluolu ja harjumusi ning sellised tleilmsed
probleemid nagu Ulerahvastatus panevad linnade
funktsioonile veelgi suuremat réhku. On palju aruta-
tud, kuidas tulla toime linnade arenguga, mille tottu

Joonised 1a ja b. Admiraliteedi bassein (2000, Kauppila,
Maattanen ja Verwijnen). Tallinnas korraldatud kinnise
rahvusvahelise linnaarenduskonkursi véidutdd. Selle t66
aluseks on alternatiivne linnaplaneerimise meetod, mille
lahtekoht on hoonetiipoloogiate asemel ruumisuhted ja
-kvaliteet. Skeem annab Ulevaate Glemistest, alumistest ja
vahepealsetest ruumitingimustest, mis hagustavad piire
avaliku ruumi ja erakasutuses ruumide ning linnakeskkonna
ja siseruumide vahel.
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accelerated optimism about the capacity of human-
kind’s evolution to conquer all upcoming challenges,
given its ever-increasing achievements in the built
environment at the end of the last millennium, to the
more apocalyptic scenarios of our future of today has
transformed the discussion.

As rapidly increasing urbanisation reconfigures our
current life habits, the global challenges of overpop-
ulation have stressed the role of cities even further.
How to cope with this urban development, where
more than half of the world’s population is living in
cities, has thus been widely debated. On one hand,
the densification towards compact living, with its

Figures 1a & b. Admiralty Basin (2000, Kauppila, Maattanen
& Verwijnen). Winning entry to an international urban
development competition in Tallinn, Estonia. The proposal
examines an alternative urban planning approach that
would operate on spatial relationships and qualities super-
seding building typologies. The scheme projects spatial
conditions above, under and in-between that blur the
boundaries of public and private, urban and interior.

PEDESTRIAN FLOWS

Housing -

......... Department store

Supermarket

Office lobby

-~ Multiplex cinema

@ ............................. DISCOtheque
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on rohkem kui pool maailma rahvastikust koondunud
just linnadesse. Uhelt poolt edendab selline ,tihene-
mine” kompaktset elukorraldust, luues véimalused
keskkonnamojude minimeerimiseks ja soodustades
kogukonnatunde tekkimist, ning seda on Ulistatud
kui edumeelset moodust 6koloogiliste probleemide
lahendamiseks. Kuigi enamik linnaelanikke elab saas-
tatud piirkondades asuvates mitteametlikes asumites,
kus puuduvad elementaarne ja hddavajalik veevark ja
kanalisatsioon ning mis jaavad kaugele tsivilisatsiooni
ideaalist, voib leida ka vaimustavalt elujoulisi sot-
siaal-kultuurilisi raamistikke, mis jatavad varju igapae-
vased pingutused ellujgdmise nimel (Kauppila 2017).

Traditsiooniline planeerimisloogika toimib eri mas-
taapides. Erisuguste reeglite ja korraldustega piir-
kondade l&hemale v&i kaugemale suumimise mdte
on tagada kontroll terviku dle ja selle sidusus, kuid
samas tugevdada ka Uksikerialade spetsiifilisi eritead-
misi. Ent argipéevas varisevad need mastaabid kokku,
meie kultuurid ja elud labistavad need hierarhiad vaid
hetkega. Seistes ukselavel ja hoides kdega lingist, et
lasta kilalist tanavalt sisse, lletatakse mitmesuguseid
erialade vahelisi piire, aga see liigutus on samas ruu-
mi-aja sotsiaalses pidevstruktuuris eristamatu. Meie
igapéevased tegevusviisid - nii nagu neid esitatakse
Jinnaplaneerimises” ja ,sisekujunduses” - sulandu-
vad Uheks tervikuks.

Minu arvates on muutumas aina asjakohasemaks
idee kultuuri laiapdhjalisest kasitusest ja selle téht-
susest meie linnakeskkonnas - tapselt nii, nagu Jan
(Verwijnen 2020a) seda anallilsis. See mdottekaik
téstab esile kultuuri moiste kaasamist, et toimida
generatiivse tdmmisena, mis tekitab loova linna, mis
tduseks kdérgemale meie linnade kérgkultuuri insti-
tutsioonide kitsastest mé&ératlustest. Kultuuri laiem
maaratlus tunnistaks vdga mitmekesiseid tavasid ja
sotsiaalseid kaitumismustreid kui lahutamatut osa
Uhiskonnast, mis on ennast ehitatud keskkonda sisse
seadnud. Keerukas kultuuridiskursus julgustab meid
eemalduma singulaarsetest ja normatiivsetest tege-
vuskategooriatest ning liikkuma selliste suhete poole,
mis p&hinevad dialoogil ja tunnustavad vaartuste
mitmekesisust. Lugupidamine erinevuste vastu avab
ukse loomingulisusele. Varasemates naidetes oli ks
tdhendusnianss keskendumine loomeklassi jaoks
tekkivatele uutele tédkohtadele. Viimastel aastatel
oleme olnud tunnistajaks riikide liitude tdusudele ja
modnadele, kasvavatele randevoogudele ja isegi
paremaarmusliku rahvusluse taaselavnemisele. Need
kipuvad vdhendama meie sallivust kultuuride suh-
tes, mis on meile kill tundmatud, kuid teisalt linnaelu
vajalikud komponendid. Meie iseéralikud tavad ja
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potential to minimise environmental impact and to
foster community building, has been praised as the
progressive approach to address our ecological chal-
lenges. Even though most urban residents would
live in polluted areas in informal settlements without
basic sanitation necessities far from the civilised ide-
als, one can discover amazingly vibrant socio-cultural
frameworks that overshadow day-to-day survival
(Kauppila 2017).

The traditional planning logic operates on multiple
scales. The idea of zooming in and out of various ter-
ritories with their particular rules and regulations is
there to provide control and the consistency of the
whole as well as to assure the professional experts
in their respective specialised silos. Yet the everyday
experience collapses those scales; our cultures and
inhabitation penetrate these hierarchies all at once.
In the threshold of a doorway, while grasping a lever
latch to allow a guest to enter the building from the
street, one crosses various disciplinary boundaries -
yet that movement is indistinguishable in the same
social space-time continuum. Our mundane activities,
as projected within the “urban planning” and “interi-
ors”, become amalgamated.

The notion of a widened understanding of cul-
ture and its importance within our urban domain as
addressed by Jan (Verwijnen 2020a) is something |
find ever-more relevant. The propositions highlighted
the inclusion of the concept of culture, as genera-
tive infusions to give rise to the “creative city”, which
would exceed the narrow definitions of so-called
high-culture institutions within our cities. The broader
definition of culture would recognise the ever-so-
diverse customs and social behaviours as integrated
parts of societies’ habitation of the built environment.
The elaborated discourse around culture encourages
us to break away from singular and normative cate-
gorisations of activities towards more dialogical rela-
tionships acknowledging the heterogeneity of values.
This respect for otherness opens up space for creativ-
ity. In the earlier examples, one of the connotations
was the focus on newly emerging jobs for the creative
class. Recent years have witnessed the rise and crisis
of confederations, the accelerating immigration flows
and even the revival of far-right nationalism. All this
strains our tolerance for encountering cultures that
are unfamiliar to us but that are nevertheless vital
ingredients in urban life. Our particular customs and
habits may well be practised in our homes or in par-
ticular establishments, but they will also spill out to
our streets and other public spaces to be confronted
wherever people meet. The work reform that we are



LOOVMOTLEMINE ARHITEKTUURIS

harjumused avalduvad kindlasti kodus voi teatud asu-
tustes, kuid samuti valguvad need ténavatele ja ava-
likku ruumi ning ilmnevad kaikjal, kus inimesed kohtu-
vad. Tooreform, mis praegu meie silme all kultuuride
l&bipdimumise tingimustes toimub, téstab loome-
klassi taiesti uuele tasemele. Internet, siseruumid
koos neis asuvate esemetega ja linn - need on muutu-
mas Uheks tervikuks.

Linnaarenduse diskursusesse annab omanéolise
panuse - mis muuhulgas haakub Jani seisukohtadega
linnaplaneerimise kohta (Verwijnen 2020a) - Suur-
Helsingi piirkonna auhinnatud visioon Towards City
2.0 (Demos Helsinki ja NOW Architects, 2007). See
projekt kéasitleb nii juhikultuse ja avaliku sektori liid-
rirolli kitsaskohti kui ka nende suutmatust kujundada
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currently witnessing with the cultural intertwinement
really takes the creative class to a whole other level.
The internet, interiors with their things and the city all
become one.

In parallel to Jan's thoughts on city planning
(Verwijnen 2020a), an interesting contribution to the
urban development discourse is an award-winning
vision for the Greater Helsinki region, titled Towards
City 2.0, by Demos Helsinki and NOW Architects in
2007. The project addresses the challenges of man-
agerialism and public leadership as well as their ina-
bility to promote a future-proof city through conven-
tional planning means. The project initiates a more
truly democratic and user-led approach that acknowl-
edges the uncertainties and yet-unknown bottom-up

A Day of Superdiversity
PFhET o i aragvie i o Hlakaiidr 2.0

Joonis 2. Supermitmekesisus. Suur-Helsingi piirkonna
linnaarengukava Towards City 2.0 (Demos Helsinki ja

NOW Architects, 2007) pakub inimestele enamat kui vaid
eluruumi ja toimib eneseteostust edendava platvormina.
Uudset linnaelu loovad dlimalt mitmekesised linnajaod ning
seda soodustavad mitmetahulised, ent samas tugevasti
spetsialiseerunud t66- ja elukeskkonnad.

Figure 2. Superdiversity. The urban proposal for the Greater
Helsinki region, Towards City 2.0 (2007, Demos Helsinki &
NOW Architects), offers people more than just living space
and becomes a platform for self-actualisation; the new
urban life is provided by super-diversified neighbourhoods
and supports a mixed yet highly specialised living and
working environment.
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harjumuspéraste planeerimisvotete abil tulevikukind-
lat linna. Sellega kutsutakse iles votma omaks toeli-
selt demokraatlikku ja kasutajate juhitud slsteemi,
mis tunnistab ebakindlust ja linnaarengu suundumusi,
mis on veel teadmata ning liiguvad alt Ules. Avalik
vdim hakkab edendama taristulikku urbanismi (Allen
1999), mis teeb vdimalikuks kohalike kogukondade
ditsengu ettearvamatutel viisidel, selle asemel et
jaada Ulevalt alla suunatud valitsemismudeli juurde.
Lennukas eesmérk on soodustada linnastruktuuris
supermitmekesisuse, mitte singulaarse keskkonna
tekkimist. Linnakodanike seas jduab omanikutundest
ajendatud tugevam mojuvdim koduseinte vahelt
Uhisomandis ja -kasutuses olevasse linnaruumi.

Méned praeguses linnaarenduses tekkinud prob-
leemid on seotud ka ajalise médtmega (Verwijnen
2020a). Uhelt poolt ei suuda suuremahulised linna-
arendusprojektid ja arhitektuur kui meedium pidada
sammu linna liilkumistempoga. Isegi tervikliku visiooni
puhul muutuvad uued linnajaod aina kiiremini aegu-
nuks. Teiselt poolt on ajalised ja lihiaegsed tegevused
linnakeskkonnas teataval maaral kanda kinnitanud.
Need ajutised ilmingud avalduvad nii ariettevotete
kui ka rohujuuretasandi kogukonnaliikumiste kujul.
Ent hoolimata nende kiiduvaart kavatsustest torjub
linna vaenulik pealispind need kergekaalulised ette-
votmised tagasi, et need ei saaks jatta pusivat jélge
korrastatud linnalUhiskonnale. Aga ehk aitab argine
sotsiaalne elu siseruumides hoida elus seda korgelt
hinnatud visa vaimu, et hoolitseda Uhtaegu nii ajatu
kui ka ajaliku oleku eest, mille poole linnakeskkond
pludleb. Seega pole Ullatav, et séilitamisele ja imber-
kujundamisele  keskenduvad eksperimentaalpro-
jektid on praegu aktuaalne teema (Koolhaas 2014;
Otero-Pailos 2016).

Disainiliihendid

Postdramaatiline teater on olevikuteater. [--] Teatrit,
mis ei ole enam publikule méeldud vaateméng, vaid
sotsiaalne situatsioon, ei ole voimalik objektiivselt kir-
jeldada, sest see esindab iga osaleja jaoks kogemust,
mis ei kattu teiste kogemusega.

(Lehmann 1999)

Jan osutas ilmsetele kitsaskohtadele, mis iseloomus-
tavad 21. sajandi dliinaamilisema linna poole plid-
levat tldplaneerimist (Verwijnen 2020a). Ulevalt alla
kehtestatud planeerimisseadused néisid liiga pain-
dumatud, et ergutada nii igatsetud huibriidprog-
ramme kui ka drksama linnastumise poole pirgivaid
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developments of the city. The public office becomes
the facilitator for the infrastructural urbanism (Allen
1999) that enables local communities to flourish
in unpredictable ways in lieu of top-down govern-
ing. The ambition is to lubricate the urban fabric for
superdiversity rather than for a singular scheme. On
the citizen level, the empowerment obtained by the
sense of ownership transcends from home to the
urban commons.

Some of the challenges in current urban develop-
ment are also related to time (Verwijnen 2020a). On
one hand, large-scale urban developments and the
architecture as a medium are too slow to keep up with
the impetus of the city. Even with a holistic vision, new
neighbourhoods seem to become obsolete increas-
ingly quickly. On the other hand, the ad hoc and
temporal activities have established a bridgehead
in the urban realm. These pop-ups surface both as
commercial ventures and through proactive commu-
nity movements. Even with their sympathetic inten-
tions, however, such lightweight events are repelled
by the city's teflonised tarmacs to avoid leaving any
permanent marks on the managed urban society.
But perhaps our mundane social inhabitations of the
interiors cater to that desired resilience to nurture the
continuum and the state of transience that the urban
realm strives for simultaneously. It comes thus as no
surprise that experimental preservation and transfor-
mation projects are the hot topics of today (Koolhaas
2014; Otero-Pailos 2016).

Design Shorthands

Postdramatic theatre is a theatre of the present. [--] A
theatre that is no longer spectatorial but instead is a
social situation eludes objective description, because
for each individual participant it represents an expe-
rience that does not match the experience of others.

(Lehmann 1999)

Jan brought forward the evident challenges within
the master planning practices towards the more
dynamic city of the 21st century (Verwijnen 2020a).
The top-down guided zoning laws seemed too rigid
to facilitate both the hybrid programmes that were
being pushed and the visionary and strategical
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visioon- ja strateegilisi plaane. Disainimeetodid nih-
kusid kesksele kohale mottevahetuses selle Ule, kas
kehtivad reeglid pérsivad disainiarengut ja kas uued
vahendid aitaksid edasi anda soovitud komplekssust.
Kuigi tdnu multidistsiplinaarsetele ettevotmistele siin-
disid uus sénavara ja alternatiivsed infotd6tlusmee-
todid, pddras Jan olulist tdhelepanu sellele, kuidas
disainivaldkond ise teadmisi loob (Verwijnen 2020b).
See diskursus on juba vélja kujunenud, kuid minu
meelest endiselt kdige viljakam. Kuidas métestavad
disainerid meie maailma, kuidas nad oma avastusi
teistega jagavad ja kuidas nad saavad uuel moel anda
oma panuse maailma?

Disainimétlemise populariseerimise ja leviku Uks tule-
musi on tung heita valgust ,loomeprotsessile” ja ker-
gitada seda Umbritsevat saladuseloori. Oleme olnud
tunnistajaks eri metoodikatele, millega on puutud

Joonis 3. Shit Happens (2018, Sollgs). Sollgse t6dd kasitlevad
ainelisi omadusi ja kaastahendusi, mis on seotud Uksikisiku
ja asutuse vaheliste hooldamissuhetega, konkreetsel juhul
siis vanadekodus. Lateksist vahesein tualetis ei ole mitte
ainult otsene flilisilise materjali analliUs, vaid ka vahend, et
uurida vooraga kokkupuutumisele iseomaseid kultuurilisi
toiminguid.
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schemes for more vibrant urbanisation. The modes
of design became the core of the discussion about
whether the existing conventions were hindering
design development and whether the new tools
would aid the projection of the desired complexity.
Even though multidisciplinary ventures may have
provided a new vocabulary and alternative models
of processing information, design’s own ways of gen-
erating knowledge was importantly brought forward
by Jan (Verwijnen 2020b). The progression within this
discourse has matured yetin my mind still remains the
most potent. How do designers make sense of this
world, how do designers disseminate those findings
and how can designers generate new contributions
to that world?

One of the consequences of the popularisation
and spread of design thinking has been the urge to

Figure 3. Shit Happens (2018, Sollgs). Sollgs's work investi-
gates the material properties and connotations related to
the caretaking procedures between an individual and an
institution, in this case at a nursing home. The crafted latex
partition wall in a toilet setting is not only a study directly
in the material substance, but also an instrument for
exploring the immanent cultural proceedings of encoun-
tering the other.
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paljastada spetsialistide ,t66saladusi”, justkui tdhen-
daks disainimine salajast stuudios jargitavat protokolli,
mida oleks véimalik avastada. Kuigi parimate tavade
jagamine on erialadiskursuse ks tuumikelemente,
loovad disainialkeemia otsingud innovatsiooniahne
Uhiskonna rahuldamise nimel neist mitmekihilistest
valdkondadest teatud maaral véltsi pildi. Uks on kin-
del: disaini mdiste on muutunud mitmetahulisemaks
kui eales varem. Paljudel juhtudel on kélavat erialasd-
navara kaaperdanud teised tegevusalad, mille reeg-
litel ja tavadel on vahe Ghist tunnetuslike teadmisvii-
sidega, mis on omased kunstile. Multidistsiplinaarse
meetodi keskne pérand oli erialade vaheliste piiride
hadgustamine ja selles valdkonnas toimuva ontoloo-
gilise arutelu ergutamine. limselgelt on tegu igati
elujoulise diskursusega, sest nende kujuteldamatult
pika ajalooga tegevusalade juured ulatuvad tagasi
varajaste, umbes 10 000 aasta eest tekkinud inimasu-
lateni v&i isegi esimeste ,tooriistadeni”, mis on veelgi
vanemad kui Homo sapiens, ning sirutuvad ettepoole
meie praeguse eksistentsi tulevikku ja veelgi kauge-
male inimesejargsest ajastust. Ent disainikontseptide
vaartdlgendused sisaldavad vaga véhe sellist, mida
disainivaldkonnale tagasi anda. Olukord on enamasti
vastupidine, sest valised alternatiivsed télgendused
kalduvad eelistama disaini ,teaduslikustamist”, ning
see vdib tekitada veelgi suuremat segadust ja usalda-
matust disaini enda pakutud potentsiaalsete ja eripa-
raste teadmisviiside vastu.

Disaini ja arhitektuuri Uheks pohivéartuseks on pee-
tud Ulesannete vdi probleemide ,loovat lahenda-
mist”. Eelkdige ténu sotsiaalsetele, ainelistele ja
rakenduslikele ,innovatsioonidele” on need tege-
vusalad suutnud edukalt Gletada mis tahes raskused,
millega inimestel on tulnud tdnapaeval oma ehitatud
keskkonnas silmitsi seista. Kuid suurenenud tead-
likkus Okoloogilistest probleemidest on nihutanud
disainiettevotmiste tulipunkti ,lihtsate” kompleks-
kisimustega tegelemiselt elate probleemide lahen-
damisele. Viimased erinevad ,probleemide lahen-
damise” anallusist, kuna nende sisemine keerukus
lletab kaugelt singulaarsete kitsaskohtade méératle-
mist. Disainil tuleb v&ib-olla muuta oma véljundiviise,
kuid siiski pole see relvitu. Eripédrased tunnetuslikud
viisid, mille abil disain maailma métestab - mudelda-
mine, prototllpimine, levitamine -, vdivad suuta lahti
harutada pdhilised kisimused, millega tuleb teatud
ajahetkel tegelda, et leida Ules rakendatavam ldhene-
mine tervikule.

Oma viidetele toetudes osutas Jan jooniste ja ise-
dranis diagrammide kasutamise kahetisele rol-
lile (Verwijnen 2020b). Kokkulepped graafiliste

EHITUSKUNST #60

demystify and elucidate the “creative” processes. We
have witnessed a range of various methodologies
to unveil the secrets of "how to”, as if design were a
secret studio protocol to be discovered. Even though
the sharing of best practices is a core component of
professional discourse, the search for design alchemy
to satisfy today's innovation-greedy society does
gives a somewhat falsified picture of these rich pro-
fessional fields. If anything, the notion of design has
become more diversified than ever. In many cases
seductive disciplinary vocabulary has been hijacked
for fields where conventions and practices have very
little to do with the sensible ways of knowing, as
in the artistic modus operandi. The great legacy of
the multidisciplinary approach was to blur the dis-
ciplinary boundaries and challenge the ontological
debate within the field. This is obviously a healthy dis-
course for the spatial design fields, realizing that they
are operating within inconceivable history stretching
back to early human settlements some 10,000 years
ago, or even to the first “tools” that date beyond the
rise of Homo sapiens, while they are simultaneously
reaching forward to the future of our current exist-
ence and beyond to the post-human era. Yet the mis-
interpretations of the design concepts have very little
to contribute back to design itself. It is often quite the
contrary, as the external alternative readings tend to
favour the “scientification” of design, and this may
further mislead and discredit the potential of peculiar
ways of knowing as proposed by design itself.

The one key asset of design and architecture has
been the so-called “creative problem-solving” of the
given task. Social, material and application “innova-
tions” have been at the core of the success of these
fields in improving whichever contemporary chal-
lenges humans may have faced in their built environ-
ment. But the amplified awareness of the ecological
challenges has shifted the design undertakings from
addressing issues of “simple” complexities towards
approaching the wicked problems. The later diver-
gences from “problem-solving” enquiries as the
embedded complexities far exceed identification of
singular problematics. Design may need to alter its
output modes, but it is not left unarmed. The sensi-
bility of the design’s particular ways of making sense
of the world by modelling, prototyping and dissemi-
nating may well have the power to unfold the prevail-
ing questions to be addressed at the given points in
order to establish a more applicable approach in rela-
tion to the whole.

Through his references, Jan brought forward the
dualistic role of the drawing, and particularly the use
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vahendite kasutamise kohta disainis nii kujutaval kui
ka tekitaval eesmargil on fundamentaalse tdhtsusega.
Visandamine - puudlemine tdhelepanekute, ideede
ja ettepanekute koosmdju tugevdamise poole ning
hiliem nende protsesside tutvustamine teisele osa-
poolele, kusjuures kdik see toimub mdistuse ja kate
tihedas koostd6s - annab hasti edasi disainivaldkon-
nas toimuva teadmusloome olemust. Kuigi diagramm
voib olla ks viis killuslikust infost Glevaate andmiseks
ja selle kihtidena esitamiseks, on see samavdrra kont-
septuaalne graafiline vahend projekti sisesuse jaad-
vustamiseks (Eisenman 1999).

Juba 1990. aastatel vois téheldada, kuidas disain oli
murrangulistel viisidel muutumas aina digiteeritu-
maks. See, mis tookord kuulus avangardismi valda,
on nlidseks jdudnud vélja peavoolu. Valdkondades,
kus parameetrilised arvutused on olnud abiks kee-
rukate ruumi- ja materjalisuhete modelleerimisel ja
kavandamisel ning kus virtuaal- ja liitreaalsus on téius-
tanud oodatava |dpptulemuse simuleerimisprotsessi,
on tootmisrobotite kasutuselevotuga ehitatud kesk-
konna sujuvalt toimiv tootmisahel muutunud téieli-
kuks. Parimal juhul on see teinud vdimalikuks ka dia-
grammi kahetise rolli koondamise tiheks ning samuti
selle kaasamise ehitatud I16pptulemusse ilma vahe-
pealse tdlgendamiseta vdi vahese tdlgendamisega.
Tooriistade suutlikkuses tehtud edusammude tottu
oleme aga ehk kaugenenud ainelistest ja sotsiaal-
setest praktikatest, mis on v&ib-olla algusest peale
olnud diagrammi nérgaks kiljeks. Tunnistades téna-
paevaste arhitektuuri- ja disainiettevotmiste komp-
lekssust ning omavahel l&bi pdimunud Ulesandeid,
mis sbltuvad iga projekti eri tahkudega tegelemisest,
tuleb ehk vaadata uuesti Ule disaineri kdsutuses olev
arsenal. Minu eesmark on tugevdada disaineri tunne-
tusvdimet, et aidata tal tulla toime mitmekesiste tead-
misviisidega. Kui sliveneda disainile loomuomasesse
suutlikkusse Ghendada méngleva kergusega eri mas-
taape, voib uurida mitmesuguseid omadusi, mis teki-
vad sisule ldhemale jdudmisel. Osa neist saab esitada
diagrammidena, samas kui teisi tuleb kombata vai
nuusutada, nendega méngida voi neid isegi limpsida.
Mis puudutab teadmisviise, siis minu arusaama jargi
tuleb siinkohal ldhtuda muutlikest vaatenurkadest,
kus arhitektuur ja disain on ainelised, kuid samavéorra
ka sotsiaalsed praktikad. Teen ettepaneku péérduda
tagasi praktiliste téokodade juurde ja votta etendus-
kunstide stuudioid kui kohti, kus taolistele ainelis-
sotsiaalsetele ettevétmistele |&henetakse laiendatud
vormis (Kauppila 2019).

K&ikvéimas digiteerimine on muutnud kasité6 vana-
moodsaks. See on Usna loogiline areng, arvestades
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of diagrams (Verwijnen 2020b). The conventions for
both the representational and generative use of the
graphical devices in design are fundamental. Drafting
- as a way of pursuing the interaction between obser-
vations, thoughts and propositions, and further on
communicating those processes to another party,
through integrated mind-hand operations - bear the
essence of the design’s knowledge creation. The dia-
gram may be a way of mapping and layering rich data
within the context of operations, but it is equally a
conceptual graphical tool to capture the interiority of
the project (Eisenman 1999).

In the 1990s, we could already see how design was
becoming ever-more digitised in revolutionary ways.
Things that then belonged to the avant garde have
now become mainstream. Where parametric compu-
tation has assisted in modelling and sketching com-
plex spatial and material relationships, and where VR
and AR have enhanced the simulation processes of
the projected outcomes, robotic manufacturing has
closed the loop of the seamlessly streamlined pro-
duction of the built environment. In the best cases,
this has also made it possible to collapse the dual role
of the diagram to become one, and even further for
it to be incorporated in the built outcome with little
or no translation in between. What has been gained
in the tools’ capabilities has also perhaps distanced
us from material and social practices, which perhaps
has not been the diagram’s forte to begin with. By
acknowledging the contemporary complexity of
architectural and design undertakings, as well as the
entangled tasks that depend on nurturing the multi-
ple facets of each project, we may need to revisit the
designer’s full arsenal. My ambition is to cultivate the
designer’s sensibility to cope with diversified ways of
knowing. By elaborating further on the design’s inher-
ent ability to freely bridge scales, we may examine the
various properties obtained when nearing the subject
matter. Some things can be mapped out as diagrams,
whereas others should be touched, played with,
sniffed or even licked. My take on the ways of know-
ing is to approach this from the shifting perspectives,
where architecture and design are material practices,
but they are equally social practices. | propose revis-
iting hands-on workrooms and seek out performing
arts studios as expanded approaches within these
socio-material undertakings (Kauppila 2019).

Omnipotent digitisation has made crafts go out of
vogue. In the name of efficiency and precision it is
a quite understandable development, especially in
high labour-cost countries and given the managerial
needs for quality control during the manufacturing
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téhususe ja tapsuse taotlust, seda eriti riikides, kus
t66joukulud  on suured, ning kvaliteedikontrolli,
mida juhttddtajad peavad tootmisprotsessi jooksul
tegema. Ent need protsessid jddvad mitmesugustest
kasitodaladest kovasti maha katkestavuse poolest.
K&sitoo tutvustab alternatiivseid teadmis- ja jutus-
tamisviise just tegemise kaudu ning need on dle nii
verbaalsest kui ka joonistepdhisest moodusest. Katse-
eksitusmeetodil ja kordamise teel tduseb sdnatu
teadmine otse aine pinnale. Nii Richard Sennett
(2008) kui ka Tim Ingold (2013) on tdstnud esile seda
kasitsi tegemisele loomupérast erijoont. Todkoda toi-
mib stuudio laiendusena, kus saab analiilsida, kuidas
kujundada Umber fiiusilist substantsi. See ei tahenda
niivord mitte vormitraditsioonide romantiseerimist,
vaid pigem osalemist reflektiivses dialoogis aine ja
disaineri vahel, kusjuures viimane nii vormib uut reaal-
sust kui ka ammutab sellest teadmisi.

Joonised 4 a ja b. School for Unforced Errors, Episode

111 (2010, Kauppila ja Saastamoinen). Kunstiuurimuste
to6rihm, kuhu kuulusid kaks juhendajat, teatridirektor ja
arhitekt, keskendus ruumis ja ajas toimuvate sotsiaalsete
kokkupuudete kattuvatele tavadele. Ettevotmine holmas
mitmesuguseid tootubasid, etendusi ja elavas esituses
installatsioone kui vahendeid, mis vdimaldavad vahetult
eksperimenteerida aine ja sellega seotud pedagoogikatega.
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process. Yet the immersive qualities of various crafts
go beyond such processes. It is in the making that
crafts reveal alternative ways of knowing and telling
that supersede the verbal or the draft. Through trial,
error and iteration, tacit knowledge surfaces directly
in the matter. Both Richard Sennett (2008) and Tim
Ingold (2013) praise this inherit quality in the man-
ual making of something. The workshop operates as
the extension of the studio for reflecting on how to
transform physical substance, not so much as a way
to romanticise the traditions of form but rather as a
way to engage in a reflective dialogue between mat-
ter and the designer, who both forms the new reality
and is informed by it.

Paralleling crafts, the performing arts can provide
another direct approach to working with action in
space and time directly, with the social practice of
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Figurea 4 a & b. School for Unforced Errors, Episode Il
(2010, Kauppila & Saastamoinen). The artistic research
think-tank - a partnership between two teachers, a theatre
director and an architect - investigates the overlapping
practices of social encounters in space and time. The works
have included a series of workshops, performances and

live installations as ways of experimenting directly with the
matter and the related pedagogies.
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PERFORMER-AUDIENCE RELATIONSHIP 1-4 ... 25

Nii nagu kasitéd puhul, voivad etenduskunstid pak-
kuda veel Uht otsest vdimalust mdtestada tegevust
ajas ja ruumis ning seda disaini sotsiaalse praktika
toel (Kauppila 2019). Varased avangardistlikud lii-
kumised kasutasid elavas esituses sooritusi kui per-
formatiivseid viise suhestumiseks kunstiga siin ja
praegu ning seega kunstniku ja publiku vahelise piiri
hagustamiseks. 1960. aastatel levinud kohakesksed
happening’id télgendavad neid ideid p&hjalikumalt:
neid voib vaadelda, l1dhtudes Lehmanni kirjeldusest,
mis kasitleb postdramaatilist teatrit, kus isearalikel
ajakesksetel sindmustel on konkreetsed sotsiaal-ruu-
milised omadused, aga neil puuduvad etenduse nar-
ratiivsed elemendid, nii et need sarnanevad pigem
igapéevaeluga, mille kulg on ettearvamatu (Lehmann
1999). Samuti loovad etenduskunstid omaenda alter-
natiivsed graafilised lihendid, naiteks liikumist kirjel-
davad noodikirjad ja partituurid, mis ergutavad arhi-
tektuurset diagrammi muutuma pigem dinaamiliseks
kui staatiliseks (Tschumi 1981). Kui kasitdo avab tee
teadmiste omandamiseks kate vahendusel, siis eten-
duskunstid annavad osalejatele vdimaluse laiendada
holistlikku keha, kasutades seda vahendina meie kesk-
kondade mdotestamiseks ja inimestevaheliste suhete
kontekstis tekkivate ruumiliste situatsioonide mdist-
miseks (vt joonis 4). Véime anallusida sotsiaal-ruumi-
lisi tingimusi individuaalselt haakub disainivaldkonna
aineliste praktikatega, et anda lisavéimalusi projek-
tide kontekstiliste raamistike kasitlemiseks.

the design (Kauppila 2019). The early avant-garde
movements operated with live events as performa-
tive ways to engage with art directly here and now
and thus blur the boundaries between the artist and
the participating audience. The site-specific hap-
penings from the 1960s pursue these ideas further,
which can be seen in the light of Lehmann'’s descrip-
tion of the post-dramatic theatre, where peculiar
time-based events have particular socio-spatial
qualities without the narrative elements of a play
but rather bear similarities to the unforeseeable
everyday life (Lehmann 1999). Performing arts also
provide their own alternative graphical shorthands,
such as notations and scores, that encourage the
architectural diagram to become dynamic rather
than static (Tschumi 1981). If crafts provide an entry
point to celebrate knowing through the hands, the
performing arts empower practitioners to augment
the holistic body as a way of making sense of our
environments and comprehending the spatial sit-
uations within our interpersonal relationships (see
Figure 4). The ability to investigate socio-spatial
circumstances one-to-one interweaves with the
design’s material practices to offer complementary
approaches to the projects’ contextual frameworks.
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Disain kui pedagoogika

Me véime teha vahet ruumidel, mis on intellek-
tuaalsed, praktilised véi isiklikumat laadi; ning igale
ruumile on omased teatud eripérased riskid. Eri
ruumide ja nendega kaasnevate riskide seast voib
kdige kangemaks pidada pedagoogilist ruumi ja
sellest tingitud riske.

(Barnett 2007)

Disainile kui erialale on omased eriparased teadmise
loomise viisid, mis kerkivad praktikast eri meediumite
vahendusel. Ent oma olemuselt on disain koostodl
pdhinev tegevus ja seega on Uks selle valdkonna prak-
tika tuumulesandeid teha katkestatud disainiteadmised
kattesaadavaks koigile asjaosalistele. Kuigi on olemas
erialavaldkonnad ja neile vastavad ppeasutused, millel
on oma kindel roll, iseloomustavad praktika stigavamat
tuuma véga spetsiifilised omadused (Kauppila 2014).
Ronald Barnetti vaadete vaimus voib tiheldada, et on
toimunud pdodre Idhenemise poole, mis réhutab teatud
hoiakuid, mitte pelgalt teadmisi ja oskusi. Disaini puhul
on nendeks hoiakuteks uudishimulikkus, tahe avastada,
suhestuda ja fantaseerida ning 16puks ka tahe Sppida
koostd6 kaudu (Barnett 2007). Seega on minu soovitus
vaadelda disaini kui pedagoogilist protsessi, mis ei ole
seotud hariduslike raamistike, vaid erialaspetsialistile
omaste pohivaartustega (Kauppila 2019).

Nagu kérghariduses Uldiselt, oleme ka disainivald-
konna 6ppekavade pedagoogilistes meetodites tahel-
danud teatud nihkeid. Senised meetodid, mis soosisid
meistri ja dpipoisi suhetel rajanevaid autoritaarsemaid
mudeleid, on asendunud pigem dialoogiliste ideaa-
lidega, mille jérgi suhtlevad juhendaja ja 6pilane suu-
res osas kui vordne vordsega. Kuigi esimesel mudelil
on ilmselgelt teatavad véimusuhetest tingitud puudu-
jaagid, voib teine mudel samas lahjendada iteratsioo-
nide kaudu vélja arenenud erialapadevust, mis sageli
avaldub Uksnes kaudselt. Kdrgharidus seisab kriisiga
silmitsi hoolimata &piteooriatest, mida pedagoogikas
rakendatakse. Valjaspool institutsionaalseid struktuure
on kattesaadav tohutu hulk informatsiooni ning eri-
alaste oskuste pidev teisenemine maailmas, kus asjade
kulgu on aina raskem ette arvata, seab Spieesmar-
gid kahtluse alla. Elukestev 6pe on Umber kujunenud
elup&hiseks, kus uusi suhteid sdlmitakse ootamatu-
tes olukordades, mis tekivad valjaspool institutsiooni
mojuvsimu. Tingimustes, kus ebakindlus on muutnud
normiks, hakkavad traditsioonilised haridusstruktuurid
kokku varisema. Disaini sitke suutlikkus uurida tundma-
tuid alasid, mis jaévad valjapoole jéiku piire, vib osu-
tuda hindamatuks eeliseks.
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Design as Pedagogy

We may differentiate spaces that are intellectual,
practical or more personal in character; and each
space possesses its characteristic set of risks. Of the
several sets of spaces and attendant risks, it is the
pedagogical space and its associated risks that are
the most potent.

(Barnett 2007)

As a discipline, design has its own particular ways of
creating knowledge that emerge out of the practice
through various media. Yet design is by nature a col-
laborative act, and thus a core mission of the practice
concerns how we disseminate this immersed design
knowledge among the multiple agents involved.
Even though we have professional fields as well as
the related educational institutions with their distinct
roles, the underlying core of the practice bears very
particular inherent qualities (Kauppila 2014). In the
spirit of Ronald Barnett's thinking, we can see a turn
to an approach more towards certain dispositions
rather than merely knowledge and skills. Design is
about curiosity, a will to explore, engage and imagine,
and eventually a will to learn through collaboration
(Barnett 2007). My proposal is thus to view design as
a pedagogical process, one that is tied not to educa-
tional frameworks but to more fundamental values of
professional being (Kauppila 2019).

As in higher education in general, we have detected
certain shifts in the pedagogical approaches in
the design programmes. Previous approaches that
favoured more authoritarian models of master and
apprentice have been replaced by more dialogi-
cal ideals, where the teacher and student meet to a
greater extent on a peer-to-peer basis. Whereas the
first model has obvious challenges in the power rela-
tionships, the latter may dilute the latent quality of the
iteratively developed expertise. Higher education is
in crisis regardless of the applied learning theories in
the pedagogies. A myriad of information is available
without institutional frameworks, and the continuous
transmutation of professional skills in a world that is
less and less predictable disputes the learning objec-
tives. The ideals of lifelong learning have been trans-
posed to a life-wide learning, where new relationships
unfold in unpredictable circumstances exceeding the
institutional authorities. When the uncertainty is more
normative, the conventional educational structures
are shattered. Design’s robust ability to explore the
unknown beyond the rigid boundaries may well be
aninvaluable asset.
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Ténapadeval tegutsevad erialavaldkondades kilg
kilje korval kitsalt spetsialiseerunud praktikud, laiade
Uldteadmistega asjatundjad, kes on kodus mitmes
valdkonnas, ja kirglikud asjaarmastajad. Nad kaik
ldhenevad tundmatutele &elatele probleemidele
oma mitmekesise tooriistakastiga ja annavad oma
erilaadse panuse. Nii nagu on toimunud nihe haridus-
sektori hierarhilistes suhetes ja dppekavade prioritee-
tides, on ka disainerite rollid meie ajal mitmekihilised
ja pidevas muutumises ning samuti kujundatakse
voimustruktuure pidevalt imber. Selle asemel, et olla
universaalne renessansi-inimene, voib disainer olla
sama hésti ka loomeprotsessi hlbustaja voi osaline
ning see omakorda tingib autori ja omaniku vahelise
piirjoone hdgustumise. Seda ei peaks pidama ndr-
gaks kiljeks, vaid otse vastupidi, vdimestavaks seisun-
diks, kus disainer tegutseb vdimeka &petajana, kes
voimaldab igal projektil tles kasvada nii, et see saavu-
tab tdie potentsiaali ja eripérase iseloomu.

JKriitiline disain” - moiste, mille votsid 1990. aas-
tate 16pus kasutusele Anthony Dunne ja Fiona Raby
(Dunne 1999) - kétkeb endas podnevat |dhenemist

CRIME SCENE DIAGRAM, 10.09.16
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Contemporary professional fields have parallel prac-
tices of highly specialised expertise, broadly knowl-
edgeable generalists and deeply passionate ama-
teurs. All of these proceed towards the unknown
wicked problems with their diverse means by con-
tributing in their unique ways. Similar to the educa-
tion sector’s shift in its hierarchical relationships and
curricular priorities, designers’ roles have become
ever-changing and manifold, where the power struc-
tures are also being constantly reconfigured. From
being the uomo universale, the designer can equally
be a facilitator or a participator in the creative process,
hence the blurring of authorship and ownership. This
should not be seen as a weakness, but quite the con-
trary, as a state of empowerment where the designer
operates as a great teacher, enabling every project to
mature to its full potential with its distinct character.

So-called Critical Design, as it was coined by Anthony
Dunne and Fiona Raby in the late 1990s (Dunne
1999), has entailed an interesting take on the appli-
cation of design’s particular knowledge creation
and raised the wider discourse of social, cultural
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Joonised 5 a ja b. “Va he" (2017, Kauppila). 10. septembril 2016
toimunud neonatside demonstratsiooni ajal viis kahe leeri
vahel tekkinud konflikt vagivaldse kokkupdrkeni Helsingi
rongijaama ees. Uks neonatsidest tungis moddakaijale
kallale ja viimane 16i kukkudes pea ara. Ohver suri hiljem
vigastuste tottu. "Va he" on sellest vahejuhtumist kantud
linnamddbliese, mis toimib nii ruumiosi eraldava barjaari
kui kokkusaamislauana jaamaesisel rahvarohkel valjakul,
kus lahvatavad sageli kultuuri pinnalt tekkinud pinged.

disainivaldkonna eripérasest teadmusloome raken-
damisele tdstatas disainisekkumiste kaudu laiema
teemaderingi, mis hdlmab argielulisi sotsiaal-, kul-
tuuri- ja eetikakisimusi. Disain saab provokatiivsete
kaikude toel tegeleda nende Gelate probleemidega,
kasutades selleks péris oma meediumi. Vorreldes
kontseptuaalsemate teostega saab kriitiline disain
luua sotsiaalsete ja aineliste praktikatega otsesema ja
kasitoodlislikuma suhte. Pelga abstraktsioonide raken-
damise asemel tekitavad need teosed sageli disaini-
spetsiifilisi ja Uksikasjalikke suhteid, mida tuleb
kogeda ja tunda elavas esituses ja isiklikult. See aitab
luua platvormi Ghiseid spekulatsioone soodustavaks
l&bikaimiseks, mis vastandub omaette ja teistest kau-
genenud kriitikuks olemisele.

Figures 5a & b. V4 li - G ap (2017, Kauppila). On 10 September
2016, during a neo-Nazi demonstration, a confrontation
between two parties escalated to violence at Helsinki
Central Station. One of the neo-Nazis kicked a passer-by
and slammed his head into the pavement. Later, the victim
died of his injuries. Va li is urban furniture that addresses
the incident by acting both as a space divider and as a
meeting table at the busy square in front of the station,
which has become an intersection for cultural clashes.

and ethical matters in everyday life through design
interventions. Through provocative gestures, design
can address those wicked problems by its very own
medium. Rather than the more conceptual works,
Critical Design can introduce a direct and more
crafted relationship to social and material practices.
Instead of applying merely abstraction, the works
often provide design-specific and detailed relation-
ships that are to be experienced and confronted live
and one to one. This tends to provide a platform for
interaction for joint speculation as opposed to being
a distant critic on one’s own.

Critical Spatial Practice, as introduced by Jane Rendall
(2003) and elaborated by Nikolaus Hirsch and Markus
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LKriitiline ruumipraktika” - mida kasitles esimest korda
Jane Rendall (2003) ning mida avasid pohjalikumalt
Nikolaus Hirsch ja Markus Miessen (2012) - heidab
valgust sellele, kuidas avaliku ruumi ja sotsiaalsete
murekisimuste vahelisi suhteid linnakeskkonnas on
edasiselt tdlgendatud. Erisugused sotsiaal-ruumilised
sekkumised linnakeskkonda, mis on sageli ajalised,
uurivad kriitilise teooria, kunsti ja arhitektuuri véima-
likke liite. Neid tegevusi v&ib seostada varasemate
pretsedentide, néiteks Charles Baudelaire'i luuletus-
test tuntud fldneur'i vai situatsioniste palju selgemat
poliitilist sénumit kandva tegevusega, millega sobi-
tuvad ka Henri Lefebvre'i kirjutised (1974). Hirsch ja
Miessen uuendavad seda teemaderingi, anallusides
linnaruumi praegust politiseerimist selliste stind-
muste kaigus nagu Occupy liikumise kogunemised
ja 2010. aasta paiku toimunud araabia kevad. Sellist
tugeva motivatsiooniga isekorralduslikku aktivismi ja
avaliku ruumi loomingulist hduvamist peetakse vahe-
malt sama tahtsaks kui Ulevalt alla toimivat planeeri-
tud ja valitsetud elukorraldust ning samuti nihutavad
need ilmingud spontaanse kultuuri piire.

Need kriitilised kasitlused néitavad, et praegusaja
Uhiskonnas tuntakse suurt huvi kokkutulemiste vastu.
Méote on selles, et mone tegevuse ettevotmine voi

CREATIVE THOUGHT IN ARCHITECTURE 61

Miessen (2012), sheds light on a further reading of the
relationships between the public space and the social
concerns in the urban milieu. The various socio-spatial
engagements in the city, often temporal, would inves-
tigate the alliance between critical theory, art and
architecture. These proceedings could be linked with
earlier precedents such as the flaneur from Charles
Baudelaire's poems, or later with the more politically
loaded activities of the Situationists in parallel with the
writings of Henri Lefebvre (1974). Hirsch and Miessen
have updated this subject by exploring the contem-
porary politicisation of urban space through events
such as the Occupy movement and the Arab Spring
around 2010. Such self-initiated, motivated activism
and the creative appropriation of the public space is
seen as being at least just as important as top-down,
planned and governed habitation, and pushes the
boundaries of pop-up culture.

These critical approaches show there is a great inter-
est in meeting in today's societies. The idea is that
engaging and even provoking operations can high-
light complex issues hindering our everyday spaces
which are either suppressed by political or economic
powers or just remain taboo in society. The activity
itself often provides no direct solutions or answers but
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Joonised 6 a ja b. Hgyblokka Revisited, "Kokkupuutumised".
2011. aastal Norra valitsushoone vastu toimunud terro-
ririnnaku jarellainetusena arutleti pikalt Ghisomandis ja
-kasutuses oleva linnaruumi rolli ile demokraatlikus ihis-
konnas. Avalikus méttevahetuses vaadeldi seda vagivalla-
tegu rahva alustalade vastu eriti probleemsena, kuna selle
toimepanija polnud keegi vodramaalane, vaid "lks meie
seast". Ideekavand pealkirjaga "Kokkupuutumised” esitleb
pommirtinnaku kohta planeeritud uut pargitiipoloogiat:
Ghiskondlikku metsa, kus ristuvad teeldigud moodustavad
labirindisarnase platsi, mis soodustab inimeste labikaimist,
aidates kollektiivselt tunnetada "meie” mitmekesist olemust
(Kauppila 2017).

isegi selle provotseerimine teistes vdib juhtida tdhe-
lepanu meie igapdevast ruumi kammitsevatele kee-
rukatele probleemidele, mida poliitilised voi majan-
duslikud jéud summutada soovivad voi mida lihtsalt
peetakse Uhiskonnas tabuteemaks. Tegevus iseene-
sest ei paku tavaliselt selgeid lahendusi vai vastuseid,
kuid ergutab 166ma kaasa dialoogis, mis on enamat
kui pelgalt suusénaline arutelu. Minu jaocks on see
disaini ja arhitektuuri toel toimuv pedagoogiline ette-
votmine; on olemas soov suunata meie Uhiskondi
kokku puutuma vddrusega nii meie ruumides kui ka

Figures 6 a & b. Hgyblokka Revisited, “encounterings”. In the
aftermath of the terrorist attack against the Norwegian
government building in 2011, there was a long debate about
the role of the urban commons within a democratic society.
In the public discourse, this violent act against the core of
a nation was further problematised because the murderer
was not foreign, but “one of us”. The design proposal titled
“encounterings” introduces a new park typology to the
bombing site as a social woods, with the in-between isth-
muses forming a plaza in a format of a maze that encour-
ages human interaction towards a collective learning of the
diversity of "we" (Kauppila 2017).

invites actors to engage in a dialogue that exceeds
merely a verbal discussion. For me, this is a peda-
gogical undertaking through design and architec-
ture; there is a will to direct our societies to encounter
both the otherness within our spaces and through
the objects and things that will make it possible to
unfold the future, a future that is persistently in a state
of becoming. This is the space of risk, as referred to
by Ronald Barnett, as the place where learning may
occur if we allow ourselves to explore the unknown,
the potential of the city.
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objektide ja esemete kaudu, mis aitavad lahti rul-
luda tulevikul, mis on jonnakalt pidevas muutumises.
See ongi ohuruum, nagu on sellele viidanud Ronald
Barnett: ruum, kus toimub éppimine, kui laseme endil
uurida tundmatut, linna potentsiaali.

Kokkuvotteks voib delda, et minu arusaama jargi on
linn sotsiaalne ja aineline praktika, kus arhitektuur ja
disain etendavad endiselt olulist rolli meie tulevase
heaolu nimel. Aga ehk sunnivad ajad meid uuesti
motisklema nii ehitatud keskkonna kui ka selle Ule,
mida véib heaolu tulevikus tahendada. Uhelt poolt
séltuvad linnad dkoloogilise kriisiga toime tulemisel
ka edaspidi tehnoloogilistest uuendustest, kuid teisalt
tegeletakse paljude tulevikuprobleemidega kogu-
kondade sotsiaal-ruumilistes raamistikes. Disaini ja
arhitektuuri laiendatud teadmisviisid vdivad tuua sel-
gust, mis Uletab teaduslike meetoditega saavutatu, ja
nii on ehk véimalik hakata mdistma linnakultuuridele
omast Ulimat komplekssust. Minu arvates on ,suurpro-
jektides"” ja voidukas tulevikulinnas tdhtsam osa risoo-
milaadses linnakoes aset leidvatel kokkupuudetel,
mis puUhitsevad kultuurilist mitmekesisust ning soo-
dustavad eri kultuuride vahel horisontaalselt kulge-
vaid |&birdékimisi ja 6ppimist ning mille kdigus seda
vaheruumi pidevalt imber kujundatakse (Deleuze ja
Guattari 1987).

Umbes 25 aastat tagasi osutas Jan laiemale arusaa-
misele kultuuridest kui linnaarenduse edasiviivast
joust ning tema tahelepanek disaini ja arhitektuuri
ainulaadse erialalise kohanemisvoime kohta, mis voi-
maldab tegutseda muutuvas maailmas, néib endiselt
olevat ajakohane.

Kuigi nii méneski mdttes on maailm viga erinev vor-
reldes oludega, mis valitsesid siis, kui Jan kirjutas
oma avaldamata artikli, tuleb ka praegu ndustuda
tema peamise arutluskdiguga: ,[Seega asetsevad]
arhitektuur ja disain ning sellealased teadmised [...]
nende huvisfééride vahel ning neid tuleb méatestada
kui eriala, mis tegeleb inimeste ja asjade kooslusega,
ainesse katketud inimmeelega.” (Verwijnen 2020b)
Nii tulekski Jani parandi malestuseks tugevdada disai-
nivaldkonnale loomuomast uurimis- ja dppimishimu
ning seda meid ees ootava tundmatu tuleviku nimel.
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To conclude, | see the city as a social and material
practice where architecture and design will con-
tinue to play an important role for our well-being in
the future. But perhaps the times urge us to revisit
our built environments as well as what well-being
may entail in the near future. On one hand, the city
will depend on technological advancements to cope
with the ecological crisis, but on the other hand many
of those future challenges will be negotiated in the
communities’ socio-spatial frameworks. To begin to
understand the underlying super-complexity of those
urban cultures, design'’s and architecture’s expanded
ways of knowing may provide insights that exceed
the scientific repertoire. In my thinking, the “big pro-
jects” and the triumphant city of the future may well
be more about encounters in the rhizome-like urban
fabric that celebrate the cultural diversity and nour-
ish the horizontal negotiations and learning between
those cultures, and where those interstitial spaces are
continually reconfigured (Deleuze & Guattari 1987).

Some 25 years ago, Jan pointed towards a broader
understanding of cultures as a driving force for urban
development, and his acknowledgment of design’s
and architecture’s unique disciplinary capacities to
adapt to operate with the changing world order still
seems apt today.

Though in many ways the world seems to be a quite
different place now than when Jan wrote his unpub-
lished article, it is still easy to agree with him on the
fundamental concerns: “Thus, the position of architec-
ture and design and their knowledge lies in-between
these interests and will need to understand itself as
the discipline that deals with people and things, with
mind in matter” (Verwijnen 2020b). To commemo-
rate Jan's legacy, | see design’s intrinsic willingness
to explore and learn as worth pursuing further for the
unknown things ahead of us.



64

KIRJANDUS / BIBLIOGRAPHY

Allen, Stan (1999). Points + Lines: Diagrams
and Projects for the City. New York: Princeton
Architectural Press

Barnett, Ronald (2007). A Wil to Learn:
Being a Student in an Age of Uncertainty.
Buckingham: Open University Press

Constant (1974). New Babylon. Exhibition cata-
logue. The Hague: Haags Gemeentemuseum

Deleuze, Gilles; Guattari, Félix (1987).

A Thousand Plateaus: Capitalism and
Schizophrenia. Translated by Brian Massumi.
Minneapolis: University of Minnesota Press

Dunne, Anthony (1999). Hertzian Tales:
Electronic Products, Aesthetic Experience,
and Critical Design. London: Royal College
of Art

Eisenman, Peter (1999). Diagram Diaries.
London: Thames & Hudson

Hill, Jonathan (2003). Actions of Architecture:
Architects and Creative Users. London:
Routledge

EHITUSKUNST #60

Hirsch, Nikolaus; Miessen, Markus (eds.)
(2012). What Is Critical Spatial Practice?
Critical Spatial Practice 1. Berlin: Sternberg
Press

Ingold, Tim (2013). Making: Anthropology,
Archaeology, Art and Architecture. New
York: Routledge

Kauppila, Toni (2014). Pedagogi(ikk]a on
designia. - Teija Ldytonen [ged.]‘ Tulevan
tuntumassa: Esseita taidealojen yliopisto-
pedagogiikasta. Helsinki: Aalto Arts Books,
2N-216

Kauppila, Toni (2017). What If Interiors. -
Interiors: Design/Architecture/Culture, Issue
1-2,21-26

Kauppila, Toni (2019). Interiors of Pedagogy.
- Interiors: Design/Architecture/Culture,
Issue 2, 194-206

Kauppila, Toni; Saastamoinen, Riku (2014).
Virheiden koulu: Dialogi I. - Teija Lytonen
(ed.). Tulevan tuntumassa: Esseita taidealo-
Jjen yliopistopedagogiikasta. Helsinki: Aalto
Arts Books, 148-163

Koolhaas, Rem (2014). Preservation Is
Overtaking Us. New York: Columbia Books
on Architecture and the City

TONI KAUPPILA

Professor ja arhitekt Toni Kauppila
on Oslo Riikliku Kunstiakadeemia
sisearhitektuuri ja méoblidisaini osa-
konna juhataja. Samuti peab ta uuri-
mistegevusele keskenduvat arhi-
tektuuribiirood ND. Kauppila on
olnud alates 1999. aastast oppe-
jéud mitmes valistlikoolis, sh Alvar
Aalto Akadeemias Helsingis ja kila-
lisprofessor TAMA  Kunstitilikoolis
Tokyos. Kauppilale on omane puid
siduda omavahel tihedalt uurimis-
tegevus, Opetamine ja praktika, et
luua laborisarnased tingimused,
kus téotada valja tGhiskondlikke ja
ettevotlusel pdhinevaid kasitlusi,
mis tekivad arhitektuuri- ja disai-
niprotsesside pinnalt. Ta asutas
sedalaadi uute praktikaviiside ana-
[GUsimiseks uurimisrihma School
for Unforced Errors. Kauppila on
palvinud mitmesuguseid rahvus-
vahelisi auhindu. Tema klientide
seas on naiteks moekaubamark
Marimekko ja metsandusettevote
Stora Enso.

Lefebvre, Henri (1974). The Production of
Space. Tr. by Donald Nicholson-Smith. Oxford:
Blackwell

Lehmann, Hans-Thies (1999). Postdramatic
Theatre. London: Routledge

Otero-Pailos, Jorge (2016). Experimental
Preservation. - Places Journal, September,
https://doi.org/10.22269/160913

Rendell, Jane (2003). A Place Between, Art,
Architecture and Critical Theory. - Place
and Location: Studies in Environmental
Aesthetics and Semiotics, Vol. 3, 221-33

Sennett, Richard (1994). Flesh and Stone: The
Body and the City in Western Civilization. New
York: WW. Norton

Sennett, Richard (2008). The Craftsman. New
Haven: Yale University Press

Tschumi, Bernard (1981). The Manhattan
Transcripts: Theoretical Projects. London:
Academy Editions

Verwijnen, Jan (2020a). On Cultural and
Strategic Planning. - Ehituskunst, Viol. 60

Verwijnen, Jan (2020b). The Unique Position
of Architecture and Design as Knowledge. -
Ehituskunst, Vol. 60

TONI KAUPPILA

Professor and architect Toni
Kauppila is the Head of Interior
Architecture and Furniture Design
at Oslo National Academy of the
Arts in Norway. He also runs his
research-based Architectural
Practice ND. He has been
teaching since 1999 in several
international universities, inclu-
ding Aalto University in Helsinki,
and as a guest Professor at TAMA
Art University in Tokyo. Kauppila's
approach is to closely connect
research, teaching and practice
into an ongoing laboratory for
developing the social and entrep-
reneurial approaches emerging
from architectural and design
processes. He founded the
School for Unforced Errors rese-
arch unit to explore these new
practices. Kauppila’s work has
been recognized internationally.
His clients include fashion brand
Marimekko and forestry company
Stora Enso.



LOOVMOTLEMINE ARHITEKTUURIS

EDINA DUFALA-PARN
& MARTIN PARN:
URBANISTIKAST
SISEARHITEKTUURINI

1990. aastate alguses oli Ungarist tulnule juba ainu-
Uksi Helsingisse kolimine vaga heas mottes kultuu-
risokk. Sealne julge ja otsusekindel ruumidisainika-
situs vottis mind lausa hingetuks. Peale selle valitses
Helsingis tollal tdeliselt inspireeriv 6hkkond. Helsingi
oli valitud Uheks 2000. aasta Euroopa kultuuripea-
linnaks. Meie 6pingud 1990. aastate keskel, kui Jan
Verwijnen oli Helsingi Kunstiakadeemia (TAIK) sisear-
hitektuuriosakonna eesotsas, langesid aega, kui val-
mistuti selleks suursindmuseks. Enamik meie dppe-
kava loenguid ja projekte keskendus linnaarendusele,
analtsides Helsingi Uksikosade ja terviku seoseid
ning arvestades selle erijoonte, arhitektuuritipoloo-
giate, Uhiskondlike ja kultuuriliste struktuuride ning
argipdevaste kditumismallide ja teenustega.

Lahtellesanne oli leida ja kirjeldada probleeme kui
vdimalusi, mida saaks projektides kasutada linnavor-
gustiku parandamiseks. Sisearhitektuuri lidpilas-
tena ei piirdunud me ainult siseruumide loomise voi
Umberkujundamisega, vaid otsisime ka vdimalusi
olemasoleva linnakeskkonna uuele elule dratamiseks.
Meie soov ei olnud muuta linna ndgu turismi voi tulu-
sate aritehingute (investorite ja ettevatete) jaoks, vaid
esmajoones linlaste heaks.

Ulidpilased said ise valida, milliste mastaapidega
projekti nad soovivad ette votta. Tulemusteks olid
peamiselt ruumilistes kategooriates valjendatud
kontseptuaalsed ideed. Selgitasime kontsepte dia-
grammide ja visanditega, ammutades |dhteandmeid
linnapildist. Seejarel koondasime tahelepanu lihele
kesksele punktile, idee lhele naidiselemendile, mis
joonestati 1:1 mddotkavas ja mis esitas kontsepti val-
jenduse konkreetse, kdegakatsutava lahenduse kujul.
Jan Verwijnen koostas dppetlesandeid, milles tuli
korraga kasutada nii teleskoopilist kui ka mikroskoo-
pilist vaatenurka. Teleskoopiline vaatenurk eeldab
suurte sisteemide ja sekkumistasandi seoste maist-
mist ning mikroskoopiline spetsiifiliste tehniliste ja eri-
alaste oskuste omandamist. M&lemad vaated eksis-
teerisid Uhes ja samas projektis koos, ilma et need
oleksid teinud sellest hiiglasliku ettevotmise, millega
kaasnev tédkoormus jataks varju hariduslikud ees-
margid ja sihid. Tanapaeva kiiresti muutuvates oludes
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EDINA DUFALA-PARN

& MARTIN PARN:

FROM URBANISM TO
INTERIOR ARCHITECTURE

In the beginning of the 1990's, coming from Hungary
to Helsinki was already a cultural shock in a very
positive sense, and the bold and decisive approach
towards spatial design took my breath. Besides, all the
air in Helsinki at the time was full of vibration. Helsinki
city had won the right to be one of Europe’s Cultural
Capitals in the year 2000. The period of our studies
in mid 90’s, when Jan Verwijnen was leading Interior
Architecture at the Art Academy in Helsinki (TAIK),
were the time of preparation for this occasion. Most of
the lectures and projects within our curriculum were
built around the theme of urban development, ana-
lyzing parts of Helsinki in relation to the whole, with
all its specific features, architectural typologies, social
and cultural structures, behavior and services in the
flow of everyday life.

The tasks were built around finding and defining
problems as possibilities for the projects to make
improvements in the city web. We, as interior architect
students, did not limit ourselves to creating or refur-
bishing interior spaces but instead searched for pos-
sibilities to revitalize the existing urban fabric. The aim
was not to change the image of the city for tourism or
big money (investors and enterprises) but most of all
to existing residents.

The scale of these projects was chosen by the stu-
dents themselves. The outcomes were mainly concep-
tual ideas expressed in spatial terms. Concepts were
explained with diagrams and sketches, drawing input
from the urban scale. Then, they were developed
towards one focal point, one exemplary detail of the
idea, drawn in 1:1 scale, which represented the man-
ifestation of the concept in a concrete tangible solu-
tion. Jan Verwijnen developed educational tasks to
use the telescopic and microscopic viewpoints at the
same time. The telescopic implied an understanding
of the interconnections between the big systems and
the level of intervention, while the microscopic view
would train precise technical and professional skills.
Both views existed simultaneously in the same pro-
ject without turning these events to mammoth jobs
where working load would shadow the educational
goals and aims. In today’s rapidly changing situations,
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on |6plike teadmiste omandamisest muutunud olu-
lisemaks kohanemis-, uurimis- ja katsetamisoskuse
arendamine.

Téhtsad tegurid olid suhted, mis valitsevad laiema ja
kitsama konteksti, virtuaalsete, kujutluslike ja kdega-
katsutavate elementide vahel. Just nende pingeval-
jade toel omandasime dpingute ajal arusaamise sel-
lest, kuidas linna ruumilahendustel on véime vormida
l&bik&imisi ning pakkuda uusi kogemusi, suunata kai-
tumist ja anda kultuurile tdukeid likkumiseks soovitud
suunas. Selles kéasituses ei tehtud vahet seesmisel ja
vélimisel, millel on sisearhitektuuri olemuse ule arut-
lemisel sageli keskne koht.

Kas me praktiseerisime Jani ke all urbanismi, arhitek-
tuuri voi sisekujundust? Meil oli sellest tollal Gkskaik
voi tdpsemalt Geldes ei ndinud me tollal selles min-
gisugust vastuolu tavaarusaamaga sisearhitektuuri
erialast. Oigemini, ma méletan kiill, millist ebamuga-
vustunnet tekitas see peavooluesindajates, kes sead-
sid kahtluse alla suuna, mis oli véetud Helsingis sise-
arhitektuuri dpetamisel: ,Mis see peaks veel olema?
See pole sisearhitektuur! Milleks kippuda arhitektide
méngumaale!”

Jan sisearhitektuuriosakonna juhatajana andis meile
Ulesandeid, mille haare ulatus palju kaugemale hoone
seintest voi vaheruumist, mis Gldjuhul piirasid sisear-
hitektuuriprojektide tegevusvalja. Ta astus julgelt Ule
harjumuspérastest piiridest, mis olid varem méératle-
nud siseruumide kujundamise v&i Uldisemalt deldes
ruumidisaini tdhendust. Projektides, millega sekku-
sime urbanistlikku keskkonda, toimis linnavérgustik
miljééna, milles rullus lahti argielu ning milles disain
sai kujundada labikaimisi ja luua uusi kogemusi. Jan
nihutas disainihariduse keskpunkti kirjeldavatelt toi-
mimisviisidelt (toote- ja ruumidisain) normatiivsetele
(disainiprotsess). Meil oli suur &nn teha see pedagoo-
giline méttenihe praktikas I&bi.

Méni aasta hiljem hakkas Jan dpetama Eestis ja 16i
muu hulgas kaasa Sparki projektis: sellest pidi saama
rahvusvaheline &ppekava, mis kasitleb linnakesk-
konnaga seotud Uhiskondlikke kisimusi (Verwijnen,
Karkku 2004). Sparki projekti raames korraldati aas-
tatel 2000-2004 viies riigis kokku viis t66tuba, milles
jargiti kogukonnakeskse disainimise pdhimétteid.
Projektis tutvustati uut laadi loovust, mis réhutab kul-
tuuri osatdhtsust kogukondade sotsiaal-majandus-
likus arengus. Neis ettevotmistes tegi Jan koostood
E. Manzini ja J. Thackaraga, tdédtades vélja eriparase
meetodi ,Teleskoobist mikroskoobini”, milles kajas-
tus meie jaoks tugevasti varem Helsingis &pitu. Selle
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rather than the learning of finite knowledge, it has
become more important to develop abilities to adapt,
search and experiment.

The important factors were the relations between
the bigger context and the smaller, between vir-
tual, visionary and tangible elements. It was through
these fields of tension that our studies cultivated an
understanding how spatial solutions in a city have the
power to shape interactions and create new experi-
ences, suggest behaviour and nudge culture. In this
approach, the inside or outside, so often the central
theme of the discussion about the nature of interior
architecture, did not matter.

Were we practicing urbanism, architecture or inte-
rior design under Jan’s guidance? This didn't bother
us at the time or to be more correct, at the time we
did not see the clash with standard understanding
of the interior architecture profession. Yes, | actually
remember the discomfort of the mainstream, ques-
tioning the approach that Interior Architecture at the
university in Helsinki was developing: "What is it? This
is not interior architecture! This belongs to the realm
of architects!”

Jan, as the head of the Interior Design Department,
defined our assignments far behind the building’s
walls or intermediate space, which were in most
cases the borders and limits of interior architectural
assignments. He interrupted boldly the conventions
that beforeheand defined what designing for interior,
or more widely, what spatial design meant. In these
urban intervention projects we were working on,
the web of the city was the medium through which
the everyday life unfolded, and where design could
shape interactions and create new experiences. Jan
moved the focal point of design education from
focusing on the descriptive (design of products and
space) towards prescriptive (design process) modes
of operation. We were the lucky ones to practice this
shift of thought on education.

Some years after, Jan moved his educational activi-
ties further to Estonia and became active in, amongst
other things, the Spark project which had the inten-
tion to be developed into an international educa-
tional program dealing with social questions in rela-
tion to urban space (Verwijnen, Karkku 2004). Spark
was a project organized around 5 workshops in 5
countries between 2000 to 2004, run under principles
of Design for Communities. The project proposed a
new type of creativity, emphasizing the role of culture
in the socio-economic development of communities.
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alus on laiapdhjaline kogukonnatasandi vaade, mis
pohineb erinevatel stsenaariumidel, mida toetavad
intervjuud kohalikega ja muud nende seas kasutatud
uurimismeetodid. Eripéraste kohalike probleemide
lahendamiseks disainiti erinevad kontseptid eesmar-
giga luua nende vahel soodsat mdju avaldav stinergia
(Verwijnen, Karkku 2004).

Spark oli algatus, mis pani aluse unistusele pusivast
valdkondadevahelisest magistrioppekavast, milles
oleksid Uhendatud tddstusdisain (Milanos), inter-
aktiivne disain (Londonis), ruumidisain (Helsingis),
maastikukujundus (Aarhusis) ning urbanistika ja lin-
naplaneerimine (Tallinnas) (Verwijnen, Karkku 2004).
Kahjuks ei saanud see plaan sel kujul kunagi tege-
likkuseks. Kuid arusaama, et mitmetahulisi sotsiaal-
majanduslikke probleeme saab lahendada Uksnes
valdkondadevahelise meeskonna koostdds, on véima-
lik kasutada ka sisearhitektuuri ja ruumidisaini tasandil.

1990. aastate keskel kerkisid sisearhitektuuriharidu-
ses esile sarnased kasitused, milles vaideti, et

tulevikus ei keskendu sisearhitektid mitte ainult
fuusilise ruumi kujundamisele, vaid on taiel maa-

ral kaasatud praeguste sotsiaalsete ja kultuuriliste
probleemidega tegelemisse. Nad kasutavad oma
positsiooni, et kujundada suhteid, mis valitsevad ini-
mestega kdige tihedamas kokkupuutes oleva ruumi
ja seda Umbritseva maailma vahel.

(KABK 2020

Uldlevinud seiskoha jargi kisitatakse sisearhitektuuri
kui eriala, millel on arhitektuuripraktika raames oma
valjakujunenud koht. See ldhenemine p&hineb tra-
ditsioonidel. Ka Eestis on sisearhitektuuri 6petatud
alates 1950. aastatest ja selle tulemuseks on esma-
klassilise sisekujundusega ruumid. Aga enamasti
antakse tulemust edasi funktsiooni ja stiili tasandi-
tel, mida tasakaalustab teatav kunstnikupositsioon.
Nii on seda eriala pikka aega dpetatud (kaalukaid
kusimusi on hakatud esitama alles viimase viie aasta
jooksul) ning just sel viisil kaldutakse sisekujundajaid
turul praegu nédgema ja kasutama. Traditsiooniliselt
ja oma olemuse poolest paigutub sisearhitektuur
kuhugi arhitektuuri- ja disainivaldkonna vahele. Kuid
see on muutumas.

Arhitektidel on digus ja vabadus kujutleda, kuidas
peaks linn toimima, kuidas toimib tehiskeskkond
ststeemide tasandil. Disainerite Ulesanne on luua
igapéevaelus tdhendust, kavandades aineliste ja vir-
tuaalsete toodete ja teenuste sisteemi. Mdlemad
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In these projects, Jan worked together with E. Manzini
and J. Thackara, developing a specific method from
telescope to microscope, what very much echoed
our former studies in Helsinki. The work started with
a large view on community level based on multiple
scenario construction, supported by interviews and
other investigative techniques among local people.
Different concepts were designed for certain spe-
cific local problems with the aim to create synergies
between them to create positive impact (Verwijnen,
Karkku 2004).

Spark was an initiative which gave rise to the dream
of permanent interdisciplinary MA course between
Industrial Design (Milan), Interaction Design (London),
Spatial Design (Helsinki), Landscape Design (Aarhus)
and Urban Studies and Urban Planning (Tallinn)
(Verwijnen, Karkku 2004). Unfortunately, the plan
never happened in this form. Still, understanding
that the complex socio-economic problems could be
tackled only in this interdisciplinary team manner, is
also applicable on the level on interior architecture or
spatial design.

In mid 1990's, similar approaches in interior architec-
ture education appeared, stating that

the future interior architects not only focus on
designing physical space but engage fully with
current social and cultural issues in society. They
use their position to shape the relation between the
space that relates most directly to people and the
world surrounds that.

(KABK 2020

The common view is to see interior architecture as a
well-defined profession inside the frame of architec-
tural practice. This approach builds on tradition. Like
here in Estonia, it was taught from the fifties, result-
ing in really high quality interiors. However, in most
of the time, the outcome is expressed on a functional
and stylistic level balanced with artistic statements.
This is how the profession has been taught for a long
time (with big questions only raised in last five years),
and this is how the marketplace tends to see and use
interior designers today. Traditionally and by nature
interior architecture falls somewhere between archi-
tecture and design. But this is changing.

Architects have a right and freedom to envision
how the city should work, how the man-made envi-
ronment functions in a systems level. Designers
are responsible for creating meanings in our lives
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erialad osalevad kogu sekkumismastaapide spektris,
alates erilaadsete ja kdegakatsutavate lahenduste
kujundamisest - olgu need siis hoonete, toodete
vOi hoopis teenuste puutepunktide kujul - kuni stra-
teegiliste sekkumisteni, mis algavad mitmekihiliste
probleemivéljade uurimisest ja ja viivad uuenduslike
arendust puudutavate kontseptide véljapakkumiseni.
Ent sisearhitektides ei ndhta enamasti koostédpart-
nereid ei strateegilisel ega kontseptuaalsel tasandil.
Toepoolest, tdnapdeval véib margata, et disaini laiem
kasutuselevott naiteks sellistes uutes valdkondades
nagu teenuse- ja kogemusdisain, strateegiline disain
ja keerukaid Uhiskondlikke probleeme lahendav
disain loob uusi véimalusi ka sisearhitektuuri kaasa-
miseks kontseptuaalsesse ja strateegilisse mdtteva-
hetusse. Nende véimaluste parimal moel dra kasu-
tamiseks peaks sisearhitektuur sellele reageerima
dppe- ja praktikavaldkonnas, et té6tada vélja oma
meetodid ja teadmistepagas.

Umberkujundav jéud

Kui kérvutada arhitektuuri ja uusi ldhenemisi sisear-
hitektuurile, siis selgub, et nende erinevus seisneb
rohkemas kui ainult erisugustes mastaapides. Kdige
tdhtsam neist on aeg - olevik -, milles sisearhitektuur
tegutseb. Seega voib delda, et sisearhitektuur méaa-
ratleb arhitektuuri reaalajas, teisendades seda, et
kohandada seda olevikule ja pingutada homse nimel,
taites seejuures muutuste korraldaja rolli.

Tavaliselt on sisearhitektuur kuulunud tarbekunsti
valdkonda ja selle tegevusala on piirdunud igipsi-
vate hoonete seinte vahele jddvaga. Ent praegusajal,
kui raudteejaamadest tehakse muuseume ja kiriku-
test 6oklubisid, naitab tegelik elu, et arhitektuuriob-
jekte tuleb nende olemasolu véltel mitu korda tmber
kujundada. Mitte ainult arhitektuuriobjektid, vaid ter-
ved linnaosad muudavad oma toimimiskoodi, sisu,
eriparaseid eeliseid ja ndgu. Fookuses ei ole sageli
mitte iseenesest parima ruumi, vaid uute kogemuste
ja funktsioonide loomine inimeste ja organisatsioo-
nide kaasamise teel. Enam pole suurt vahet, kas tegu
on siseruumide voi valiskeskkonnaga. Téhelepanu
keskmes on tegevus, millesse on kaasatud kéik mén-
guvalja osalised.

Sisearhitektuur, mille tegevusulatus on vaiksem kui
arhitektuuril, suudab kiiremini reageerida muutuva-
tele vajadustele, et arhitektuuriobjekte Umber vor-
mida ja toodelda, korduskasutusse vétta ja uuesti
maaratleda, pidamaks sammu inimtegevuse ritmiga.
Seega voib sisearhitektuur toimida Gimberkujundava
jouna, aga et kasutada sellel eesmaérgil dra oma tait
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through envisioning a system of physical and virtual
products and services. Both of these occupations act
on a full scope from designing the unique tangible
solutions in the form of buildings, products or ser-
vice touchpoints until strategic involvements from
studying the complex problem fields and propos-
ing visionary concepts for development. But interior
architects, most of the time, are not seen as a partner
on strategic and conceptual level. Indeed, there are
signs today that the wider application of design in
the new fields of service design, experience design,
strategic design and design for complex social prob-
lems creates also new possibilities for interior archi-
tecture stepping into the conceptual and strategic
discussion. To take full advantage of this possibility,
interior architecture should also react in education
and work towards creation of its own methods and
knowledge.

Shifting Agent

If we compare architecture and new horizons in inte-
rior architecture then there is more than scale that
defines the difference. Most importantly it is the
time, the presence interior architecture is working
for. So we can say interior architecture is defining
architecture in real time, transforming it to act in
presence and work for the tomorrow as a change
manager.

Traditionally interior architecture belonged to the
realm of applied arts, applied inside the walls of
eternal architecture. But today, when railway sta-
tions become museums and churches are turned
into nightclubs, life shows that architecture has to be
reconfigured multiple times in its existence. Not only
architecture but also whole parts of cities changes
their code, content, offer and expression. The focus
here is often not in creating best space per se but
new experiences and functions through involve-
ment of people and organisations. Inside or outside
is loosing the point. The game is about action involv-
ing all the teams and players on the court.

As working on smaller scale than architecture inte-
rior architecture is able to react quicker for changing
needs in order to reshape, recycle, reuse and rede-
fine architecture to fit to human’s rhythms today.
interior architecture can thus act as a shifting agent,
but in order to do that with a full potential it has to
become a partner on a concept and content crea-
tion level. This will enable interior architects to cre-
ate a vision stemming from problem definition or
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potentsiaali, peab sellest saama koostddpartner
kontseptide ja sisu loomise tasandil. See véimaldaks
sisearhitektidel luua visiooni, mis ldhtub probleemi
maaratlusest voi Ulesande pustitusest, milles on arves-
tatud kdigi aspektidega, mis mojutavad ruumi ja mida
ruum ise mdjutab.

Oleme harjunud sellega, et ruumis kehtestatavad
mangu-, tegevus- ja kaitumisreeglid maarab klient.
Samas valistab see vbimaluse, et sisearhitekt saab
aidata valja tdédtada uusi strateegiaid, kditumismalle,
tegevuspdhimétteid ja ideoloogiaid, mida ruum voiks
toetada ja vdljendada. Samuti tdhendab see, et voi-
malikku disainisekkumist kammitsevad kliendi pade-
vus ja kogemus. Et tegutseda stigavamal strateegilisel
tasandil, peavad sisearhitektid keskenduma enamale
kui lihtsalt ruumile ning tegema koostédd inimeste,
kogukondade ja organisatsioonidega. Uks naide sel-
liste muutuste kohta on meie tegevus disainiblroos
Iseasi uute tdbkeskkondade loomisel. Tahelepanu
keskpunkt on nihutatud ruumi loomiselt disainimis-
eelsele etapile: enne sisulise kujundustédga alusta-
mist analliUsitakse koos ettevotte téotajatega muu-
detavaid olusid ning tod6tatakse valja, visandatakse ja
katsetatakse véimalusi tddkaitumise muutmiseks.

Oleme veendunud, et parema llevaate saamiseks
peaksime astuma sammu tagasi, et suuta ndha mitte
lihtsalt inimest, vaid inimest ruumis. See peaks hol-
mama organisatsioone, teenuseid, téokultuuri, ava-
likku tegevust ning inimeste, organisatsioonide,
tehnoloogiliste lahenduste ja tegevuspdhimdtete
vaheliste susteemide vérgustikku. See pole enam
arhitektuuri, vaid teiste disainierialade mangumaa,
kus sisearhitektuur on tegelikult juba pikka aega
tegutsenud, kuid pole teadlikult kehtestanud enda
kui eriala positsiooni.

Millised on véimalused keskenduda
disainimisel pigem protsessile kui ruumile?

Mida disain selles kontekstis tahendab, kuna ka arhi-
tektid disainivad?

Disaini all m&tleme valdkonda, mis on vélja kasvanud
kasitoost, ning kasitéd oli otse loomulikult objek-
ti-keskne, kujundades asju ja marke. Disainivaldkonna
areng on olnud kiire ja sellesse hakkavad koonduma
uued tegevusalad. Ehkki arhitektuur on avanud oma
piirid ning arenenud ja laienenud, keskendub see
siiski ehitatud keskkonnale. Disain on aga enda val-
dusesse votnud taiesti uued alad. Need muutused on
kantud arusaamast, et disainivaldkonna tédprotsess
ja kitsaskohtade Uletamise meetodid ei sobi mitte
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task creation involving all the aspects influencing
and being influenced by space.

The norm has been that the client defines the rules
of the game, action and behaviour in space. But this
approach eliminates the possibility for interior archi-
tect to be involved in creating new strategies, behav-
iour, polices or ideologies the space can support and
manifest. It also frames the possible design interven-
tion in the borders of client competence and experi-
ence. To act on deeper strategic level interior archi-
tects have to focus beyond space, starting to work
with people, communities and organisations. As an
example of such changes is our work in Iseasi in creat-
ing new workspaces. Here our focus has shifted from
space creation to pre-design phase where in co-de-
signing process with company's employees the situ-
ation for change is studied, opportunities for chang-
ing work behaviour developed, sketched and tested
before the actual design work starts.

We believe we should take a step back for a more
distant view and see people in space instead of man.
That would mean organisations, services, workplace
culture, public activities, network of systems between
people, organisations, technologies, politics. This is
a realm of other design disciplines than architecture,
where interior architecture has actually moved long
time ago but has not consciously taken its position as
a discipline.

What Are our Possibilities to Design
for Flow Instead of Space?

What does design mean in this context, as architects
are designing as well?

Under design we mean the realm that has grown
out from the crafts; and crafts of course were object
oriented, designing things and signs. This design
has been developing rapidly, concurring new areas
to work on. As architecture opened its borders and
evolved and spread out, it still deals with the built
environment. But design has conquered totally
new territories. Behind these changes is the under-
standing that the designerly way and methods of
approaching issues are suitable not only for creating
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Uksnes toodete, méarkide ja ruumide loomiseks, vaid
ka keerukate probleemide lahendamiseks. Seejuures
ei piirdu eesmargid jarjekordse eseme, toolivoi ehitise
loomisega, vaid véivad ka hélmata plidlemist selle
poole, et anallilisida probleeme ja otsida nende alg-
pdhjuseid, maarata parimad tegutsemisvéimalused
ning kavandada muutuste strateegiaid, mis hélmavad
koike, mis on seotud susteemide, teenuste, toodete
ja suhtluse disainimisega. See nahtus, mida tuntakse
disainimétlemisena, on sillutanud teed disainimeeto-
dite rakendamisele, mis ulatub palju kaugemale tra-
ditsioonilise eriala piiridest avalike organisatsioonide,
ari-, tervishoiu- ja militaarvaldkonda. Pohielemendid
on mikro- ja makrotasandi samaaegne kaasatus; tuge-
valt inimesekeskne ldhenemisviis, iteratiivne ja proak-
tiivne prototilpimis- ja katsetamiskultuur; kasutajate
kaasamine; probleemiruumi maaratlemine lahenduse
arengutee abil. Disainimdtlemist saab kohandada
véga erinevate probleemide lahendamiseks ja uuen-
duslikuks arendustegevuseks sellistel tegevusaladel
nagu teenusedisain, interaktiivne ja sotsiaalne disain,
strateegiline disain &rivaldkonnas, aga ka sisearhitek-
tuuri mdjuvéimu laiendamiseks.

Et neid vdimalusi paremini mdista, tuleb meil end
kurssi viia erinevate osaluspohise, inimesekeskse voi
strateegilise disaini kasitustega. Nende meetodite ja
mooduste laenamist ei peaks pidama kunstilise mot-
telennu voiloovuse piiramiseks, vaid pigem voiks neis
naha kasulikke ménguelemente, mille abil saab luua
kestlikumaid lahendusi, mis tekitavad huvi palju ena-
mates eripalgelistes sidusrihmades.

Kui sisearhitektuur keskendub ruumi kasutajale, nagu
see on disainivaldkonnas tavaks, peaks see lisaks
sotsiaalsetele ja ajaloolistele meetoditele, mis anna-
vad oma panuse ruumi maaratlemisse ja eristamisse,
kohandama oma uurimistegevust, tédvahendeid ja
-votteid ning td6tama vélja omaenda meetodid. Meie
siht ei ole 6ppida tundma koiki disainivahendeid, vaid
votta Ule need, mis on sobivad, ning kujundada neist
spetsiifilised téoriistad, mida saab kasutada ruumi
loomiseks. Inimkeskne ja probleemide lahendami-
sele keskenduv disainikésitus toob peale esteetilisuse
sisse uue modtme, millega ruumi kujundamisel arves-
tada. Sama kehtib teenusedisaini meetodite kohta,
mis aitavad tegevust ja kogemusi motestada ruumi
kontekstis. K&ik see esindab paljutdotavat strateegiat,
mis annab sisearhitektidele killuslikult m&nguruumi.
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products, signs and spaces but could also be used
for solving complex problems. The goals are not lim-
ited to the creation of another object, chair or build-
ing but could extend to explore and find the roots of
problems, define the best opportunities and envision
change strategies that could involve everything from
designing systems, services, products or communi-
cation. The phenomena, known as design thinking
has spread the path for design methods intervention
far beyond the traditional discipline into business,
public organizations, healthcare or military. The core
elements are simultaneous micro and macro level
approach; empathetic human centred approach, iter-
ative pro-active culture of prototyping and testing;
user involvement; defining problem space through
solution evolvement. Design-thinking approach is
applicable for a wide range of problem solving and
innovative development in areas like service design,
interaction design, social design, strategic design in
business and as-well in extending the power of inte-
rior architecture.

In order to understand these possibilities better,
we can learn different approaches of participatory,
human centered or strategic design. Borrowing their
methods and approaches should not be seen as
restrictions to artistic mind or creativity but as valu-
able elements in the game that help to create more
sustainable solutions earning much wider interests of
different stakeholders.

If Interior architecture deals and thinks about the user
of the space, as it is a norm in design field, it should
also adapt its research, tools and methods besides
social and historical methods that help with the identi-
fication and determination of place and develop own
methods. Our aim would not be to learn all of design
tools but to borrow the suitable ones and develop
them into our own specific tools fitting the space
creation. The human-centric and problem-solving
approach of design offers another dimension to work
with space than just aesthetics. The same goes to the
methods of service design what help to understand
the activities and experiences in space. We see here
a promising strategy for interior architects offering
richer playground to build on.
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KOOSTOOPOHISED
TOOVIISID

VESTLUS ESA LAAKSONENI JA
VERENA VON BECKERATHI VAHEL

Esa Laaksonen ja Verena von Beckerath
tootasid koos Jan Verwijneniga arhitektide

ja arhitektuuritliopilaste Uhistes tootuba-
des.Jargnevalt meenutavad nad moningaid
seiku ja tooviise sellest ajast ning kasitlevad
nende moju nii teadmiste arendamisele kui ka
linnaruumile.

VvB: Kaisin Helsingis esimest korda 1994. aastal, kui
olin dotsent Berliini Kunstitlikooli Adolf Krischanitzi
dOppetoolis. See oli unustamatu aeg. Olin alles tsna
hiljuti 6pingud I6petanud ning meil oli vdimalus
samal ajal dppida ja Spetada. Tulin Soome Uheks
nadalaks Comeniuse vahetusprogrammi kaudu, mil-
les osales mitu Euroopa kunstikooli, sest mulle pak-
kus huvi Soome arhitektuur. Meie vastuvétja Helsingi
Kunsti- ja Disainitlikooli (TAIK) sisekujunduse osakon-
nas oli Jan Verwijnen. Tema sealne positsioon profes-
sorina oli pdnev, sest ta plldis laiendada kisimust
seesmusest linnale ja keskkonnale. Jan oli huvitatud
objektikeskse sisearhitektuurikasitluse Gmberkujun-
damisest rohkem ruumile orienteeritud disaini- ja
uurimistegevuseks. Selline suund oli Gsna silmatorkav
kunsti- ja disainikoolis, kus dpilaste kae all valmis hul-
galiselt esemeid, peamiselt médblitikke, mis nagid
kill kenad valja, kuid olid veidi juhuslikud. Janil néis
olevat hoopis teistsugune eesmérk. Seeparast tundus,
et ta oli Uhtaegu kohal ja mittekohal. Meil oli alguses
tema isiksust keeruline maista.

EL: Puutusin Jan Verwijneniga kokku seoses t66ga
Alvar Aalto Akadeemias. Juba 1990. aastatel korral-
das Aalto Fond Ulidpilastele suvedlikoole. Kui ma sain
1999. aastal Alvar Aalto Akadeemia direktoriks, otsi-
sin teistsuguseid t6oviise, mida rakendada, ja putd-
sin leida vdimalusi teha Ulidpilaste asemel koostésd
noorte arhitektidega. Kutsusin Jani osalema neis
uutes algatustes, sest mulle pakkusid suurt huvi tema
mottekdigud linnakujunduse valdkonnas. See oli
véga meelivarskendav kogemus. Ta esindas Soomes
ja isedranis TAIKis uudset suunda, mis oli vdga erinev
sellest, mida meile oli siiani petatud. Kakskiimmend
aastat tagasi oli Jan siin tegelikult iks esimesi, kelle
ettekujutuses oli disain rohkem koostodst kantud
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COLLABORATIVE MODES
OF WORKING

A CONVERSATION BETWEEN
ESA LAAKSONEN AND VERENA
VON BECKERATH

Esa Laaksonen and Verena von Beckerath
both worked with Jan Verwijnen in the context
of collaborative workshops with architects

or with architecture students. They reflect on
these occasions, their modes of working, and
the implication for both the development of
knowledge and that of urban space.

VvB: My first visit to Helsinki was in 1994 when |
worked as an assistant professor at the chair of Adolf
Krischanitz at Hochschule der Kiinste in Berlin. It was
a precious time. My graduation had not been very
long ago and we were able to study and teach simul-
taneously. | came to Finland for one week within the
Comenius mobility program, which connected sev-
eral European art schools, and | was curious about
Finnish architecture. Jan Verwijnen was our host at the
department of Interior Design at the University of Art
and Design Helsinki (TAIK). His position as a professor
there was interesting because he was expanding the
question of the interior to the larger scale of the city
and the environment. He was interested in the trans-
formation of the object-oriented approach within
interior design into a more space-oriented approach
to design and research. This was quite remarkable
at an art and design school, where the students pro-
duced many objects, mainly furniture, that seemed
nice but a bit arbitrary. Jan seemed to have a quite dif-
ferent agenda. In that way, he was there and not there
at the same time. In the beginning, it was difficult to
grasp his personality.

EL: In my case, my connection with Jan Verwijnen was
related to my work at the Alvar Aalto Academy. In the
nineteen nineties, the Aalto Foundation was already
organizing summer schools with students. When |
became the director of the Alvar Aalto Academy in
1999, | was looking for another way of working and
tried to find a way to work with young architects
instead of students. | invited Jan to take a role in these
new developments because | was very interested in
his way of thinking about urban design. It was quite
refreshing. He was bringing to Finland, to TAIK espe-
cially, something that was quite different from the
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protsess, millesse on kaasatud rohkem inimesi kui
arhitektid ja planeerijad.

Sellest ajendatuna oligi Jan Verwijnenil keskne roll
uue aastatuhande alguses toimunud téotubades,
mida korraldasime Aalto Akadeemias ja mis kandsid
nime ,Sondeerimised arhitektuuri nimel”. Tema pdhi-
Ulesanne oli kujundada ja teha teoks meie Uhiseid
kavatsusi uudsete mottekadikude kohta arhitektuuris
ja iseédranis linnaplaneerimises. Tulime vélja mottega
korraldada té6tubasid koos noorte arhitektidega. See
oli tollal midagi taiesti uut. Janiga oli lihtne koost66d
teha, sest kui ta oli teinud méne otsuse, siis viis ta selle
kindlasti ka ellu. Olin taiesti kindel, et ta tuleb sellega
toime, ning jatsin programmi koostamise suures osas
tema ja Toni Kauppila (kes oli tollal TAIKis tema assis-
tent) hooleks. Meie arutelud keskendusid sageli sel-
lele, kuidas leida té6tubade jaoks sobivaid inimesi
ja neid suunata, ning ténu Jani sidemetele dnnestus
meil kutsuda kohale pdnevaid asjatundjaid, nagu
Steve McAdam.

VvB: Janil oli véga ergas taju inimeste ja ideede suh-
tes. Ta oskas meisterlikult luua sidemeid inimeste,
ruumide, ideede ja esemete vahel. Jan paistis silma
kustumatu Sppimis- ja avastamishimuga. Ta tun-
dis paljusid ning méttevahetuste suunaja ja juh-
tijana - voi pigem kuraatorina - suutis ta neid hasti
kokku tuua.

EL: See andis meie tegevusele téiesti uue sisu. Jan t3i
kaasa uue energia ja uued inimesed - vdib-olla tdnu
kogemusele tootamisest arhitektuuribliroos OMA
vOi oma eripérasele mottelaadile. Tema entusiasm oli
meile inspiratsiooniallikaks ja polnud mingi probleem
huvirihmi joonestuslaua taha koondada. Jan pakkus,
et kutsume kohale ka linnaasutuste inimesed, et nen-
dega asju pdhjalikumalt |abi arutada. Méletan selgelt,
et kord Uurisid Uhes sondeerimise t66toas osalejad
koha Jyvéskyld turuplatsil, et seal kohalike elanikega
motteid vahetada.

VvB: Jah, see juhtus 2001. aastal koos Steve
McAdamiga toimunud té&toas ,Sondeerimised arhi-
tektuuri nimel”, kus ma koos paljude teistega osalesin.
Panime turul pUsti leti ja nimetasime seda disainibu-
rooks. Maletan, et Ghel pool meie letti miidi pann-
kooke ja teisel pool marju, nii et hommikusdgiks olid
meil pannkoogid marjadega. Vestlesime turul koha-
like inimestega, et nad jagaksid meiega oma métteid
sellest, kuidas nemad linna kogevad, iseéranis seda,
kuidas nad kasutavad avalikku ruumi, ning palusime
neil teha ettepanekuid olukorra parandamiseks.
Valmistasime samuti presendist alused maéarkmete
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ways in which we were taught here. Twenty years
ago Jan was really one of the first people here who
thought about design as a more collaborative pro-
cess, in which more people were involved than just
architects and planners.

Therefore, in the beginning of the millennium, Jan
Verwijnen became an essential part of the workshops
we arranged at the Aalto Academy under the name
"Soundings for Architecture”. His central role was to
design and realise the intentions we shared on the
new ways of thinking about architecture, especially
town planning. We proposed the format of work-
shops with young architects, which was something
new. Jan was easy to work with because if he decided
to do something, it happened. | had great trust in his
capacity and left the development of the programme
largely to him and to Toni Kauppila, who was his assis-
tant at TAIK at the time. Our discussions were often
about finding the right people to participate in the
workshops and to guide them, and Jan's connections
were enabling us to invite interesting people, such as
Steve McAdam.

VvB: Jan was very sensitive about people and ideas.
He had the amazing capacity to connect people,
spaces, ideas and things. He was always interested
and curious. He knew a lot of people, and he would
bring them together, as a moderator or rather as a
curator.

EL: Yes, and it changed the whole thing completely.
Jan was bringing in new energy and people -
maybe it came from his experience with OMA in the
Netherlands; maybe it was because of his personal
way of thinking. We were inspired by his enthusi-
asm, and it was easy to collect the stakeholders at the
drawing table. Jan would propose inviting the city
people to discuss and go into details with the group.
| remember well when the participants of one of the
Soundings workshops hired a plot at the Jyvaskyla
marketplace and developed their ideas with the
citizens.

VvB: Indeed, this was the 2001 “Soundings for
Architecture” workshop with Steve McAdam, in which
| participated among many others. We opened a
stall at the market which we called the design office.
| remember that next to our stall, on the one side was
a stall with pancakes and on the other side a stall with
fresh berries, and so we had pancakes with berries
for breakfast. We approached local people at the
market to talk with us about their experience of the
city, especially how they used the public space, and
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tegemiseks ja jooniste juures esitamiseks ning vot-
sime turu avalikku ruumi kaasa isegi sllearvutid, et
kohe ideede kallal té6le hakata.

EL: Ja &rgem unustagem, et koik see toimus pea kaks-
kimmend aastat tagasi. Nende tegemisi kajastati nii
kohalikes ajalehtedes kui ka kohalikus telekanalis. See
ettevétmine oli selgelt oma ajast ees. Minu jaoks oli
see poordeline hetk.

VvB: Meediakajastus oli selle juures vdga huvitav
aspekt. Praegu tehtaks sellise ettevotmise kohta kohe
Instagrami postitus, aga tollal oli kohalike ajalehtede
ja kohaliku telekanali kaasamine teadlik otsus ja disai-
niprotsessis suure osatdhtsusega kaik. Ma ei suuda
enam meenutada, kuidas Janil 6nnestus luua selline
vorgustik ja tuua kokku sedavérd palju inimesi.

EL: Need té6toad olid suurepdrane vdimalus kat-
setada uusi ideid. Jyvéskylds toimunud tédtubade
.Sondeerimised arhitektuuri nimel” peamine mdte
oligi luua ideelabor. Ja just seda ootas meilt ka linn.
Ehk oli Jyvaskylas lihtsam eksperimenteerida just
tanu sellele, et linn ei olnud kuigi suur. Véib-olla oli
Jan nimelt seepéarast huvitatud véiksemat sorti lin-
nadest, muu hulgas néiteks Tallinnast, mis toimiksid
ideelaboritena.

VvB: Peale selle kasutas Jan ka dlikooli sellise ideela-
borina. To6tasin teist puhku koos Janiga 1995. aastal,
kui ta korraldas Helsingi Kunsti- ja Disainillikoolis
Gritust Il varav: linnaruumi halduse konverents ja
té6tuba”, mille raames tegelesime Arabianranta lin-
najaoga. Olime moni kuu varem tédtanud sama piir-
konna kallal Glidpilastega Berliinist, nii et minu jaoks
oli véga ponev saada kokku sdbra ja kolleegi Stefan
Blachiga. Teised t66toas osalejad olid minu meelest
Soomest v&i mingil moel seotud Londoni AA kooliga,
naiteks Raoul Bunschoten. Igas rihmas oli arhitekt
(meie rihmas oli neid kaks), kes oli kutsutud osalema,
ja vaike hulk Helsingi tlidpilasi. Taas oli oluline tuua
kokku eri péritoluga ja eri pélvkondadest inimesi, et
nad tootaksid Uhiselt vélja ideid uudsete linnaruumi
vormide kohta.

EL: Minu arvates hakkame alles niiid aduma Jani mot-
lemisviisi olulisust. Jan oli huvitatud Ghisruumi kasu-
tajate eluolu mdistmisest. Edendada osalust, kaasata
eri pooled protsessi ja ergutada kollektiivset loovmot-
lemist, viia end nullist alates olukorraga kurssi ning
tuletada eest leitud sotsiaalsetest ja ruumilistest tee-
maringidest jarelmeid laiemale linnaruumile - vahe
on disainereid, kes sellega toime tulevad. Jan oli kind-
lasti oma ajast ees ning mitte ainult vérgustikupdhise
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to make suggestions for its improvement. Also, we
made canvas cards to take notes and to relate them to
their profiles, and we would take our laptops into the
public space of the market and use them to work on
our ideas instantly.

EL: And remember, this was almost twenty years ago.
They got on the pages of the local newspapers, and
there was an item on the local TV. That action was defi-
nitely ahead of its time. | remember that also as a key
moment.

VvB: There was this interesting media aspect. Today,
such activities would be posted right away on
Instagram, but back then it was a conscious decision
and a substantial part of the design process to involve
the local newspapers and a TV channel. | cannot recall
today how Jan managed to build this network, to
bring all these people together.

EL: These workshops were a way of testing ideas. The
whole idea of the “Soundings for Architecture” work-
shops in Jyvaskyla was to create a laboratory. And that
is also what the city expected from us. Possibly, the
small scale of Jyvaskyld has made it an easier place
to experiment. Maybe this was also why Jan was inter-
ested in small cities, also Tallinn for instance - they
could serve as a laboratory for ideas.

VvB: Also, Jan used the school as such a laboratory.
Another occasion at which | worked together with Jan
was when he organised the "Gateway Il: Managing
urban space conference and workshop” in 1995
at the University of Arts and Design Helsinki and
Arabianranta was the study site. We had been work-
ing on the same site a few months earlier with our stu-
dents from Berlin, so it was very interesting for me to
join with a friend and colleague, Stefan Blach. Other
participants in the workshop were either from Finland
orin some way connected to the AAin London, | think,
such as Raoul Bunschoten. Every team consisted of
an invited architect (in our case, two architects) and
a small group of students from Helsinki. Again, it was
about connecting people from different places and
generations and bringing them together to collec-
tively develop ideas for a new form of urban space.

EL: | believe that we are just starting to understand
the importance of Jan’s thinking. Jan was curious
about understanding the life of the users of the com-
mon space. He explored different forms of partic-
ipation, making different parties part of the process
and think creatively together. Within these processes,
his approach was to get to know the circumstances
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tegutsemise, vaid ka oma huvi poolest selliste tee-
made vastu nagu digiteerimine.

VvB: Samal ajal tuleb tunnistada, et tema ideed lin-
nakeskkonna muutuste kohta olid tugevasti seotud
majanduslanguse ja sellele jargneva perioodiga.
Naiteks uskus Jan kaljukindlalt, et muutuste eestveda-
jateks peavad olema kunstnikud, disainerid ja loome-
sektor. Tema osalemine Helsingi Kaablitehase projek-
tis oli ajendatud just sellest veendumusest.

Praegu ollakse seisukohal, et kuna sellised protsessid
viivad kergesti spekuleerimiseni, eeldavad need p&h-
jalikku tegevuskavade strateegiat. Naiteks Berliinis
ja paljudes teistes populaarsetes linnades on suur
puudus taskukohastest elu- ja té6ruumidest. On
hakatud arutlema maa omandidiguse Ule ning see on
kujundamas Gmber nii arendajate kui ka arhitektide
Ulesandeid.

Jan vdis olla végagi kriitiline ja ta suutis kohaneda
uute oludega, ilma et oleks meelt muutnud. Minu
arvates iseloomustas tema mdtlemist teatav paind-
likkus: selline méttetegevus ja -loome suudab koon-
dada tervikuks erisuguseid ja vahel isegi vastandlikke
seisukohti. Naiteks oli minu jaoks vaga p&nev, kuidas
ta arutles Aldo Rossi kirjutiste Ule ja tundis samal ajal
huvi Rem Koolhaasi / OMA disainistrateegiate vastu.
Ta suutis kokku liita ideid, mis esindasid vahemalt tol-
lel ajal taiesti erinevaid suundumusi. Need motteraa-
mistikud on tegelikult palju tihedamini seotud, kui me
arvatagi oskasime.

EL: Aalto oli Uks neist arhitektidest, kelle vastu Jan
huvi tundis: see pole lihtsalt kokkusattumus, et ta tegi
koost66d Aalto Akadeemiaga. Minu meelest oli Aalto
looming tema jaoks vdga pdney, sest ka Aalto suutis
moelda elastselt, k3sitledes teemasid alates uksenu-
pust kuni tdnapéevase Uleilmse elustiilini. Usun, et
Jani uurimistegevus kulges just selles suunas, aidates
tal kasutada véiksematest detailidest parinevaid ideid
suuremas mastaabis. Ta liikus eri mastaapide, vor-
gustike ja kohtade vahel, arvestades thiskonnas toi-
muvate muutustega. Seda voib tdepoolest nimetada
omamoodi intellektuaalseks elastsuseks.
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from scratch, and try to extrapolate the found social
and spatial thematics into the larger urban scale - not
so many designers are able to get this. And he was
ahead of his time, not only in working with networks,
but also for his interest in such issues as digitalization.

VVB: Yes, and at the same time, we can recognize that
his ideas of urban change were very much related to
that particular time during and after the recession:
for instance, Jan had this strong belief in change ini-
tiated by artists, designers and creative industries. His
involvement in the Cable Factory project in Helsinki
was related to that line of thought.

Today we assume that these processes need a sub-
stantial policy strategy as they easily lead to specula-
tion. For instance, in Berlin and in many other attrac-
tive cities, we are lacking affordable spaces for life
and work now. The question of land ownership has
come into discussion and is changing the role of the
developer as well as the architect.

Jan was very critical, and he was able to adapt to new
circumstances without changing his mind. | think he
possessed a certain elasticity in his thinking: a form
of thinking and ideation which related different and
sometimes even opposing positions. For instance,
| found it interesting how he discussed Aldo Rossi’s
writings and, at the same time, was interested in the
design strategies of Rem Koolhaas/OMA; he con-
nected ideas which were often discussed in separate
spaces, at least at that time. These frameworks of
thinking are much more related than we thought.

EL: Aalto was another architect he was interested in: it
was not out of coincidence that Jan was working with
the Aalto Academy. | believe that he was extremely
interested in the work of Aalto, as Aalto was able to
think elastically from the “doorknob” to the "mod-
ern global way of living”. | believe that Jan was, in
his research, aiming in this direction, developing the
ideas from the details into the larger scale. His think-
ing was moving between different scales, different
networks, different places, responding to changes in
society. Itis indeed a kind of intellectual elasticity.
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"Sondeerimised arhitektuuri nimel” td6tuba 2001. aastal
Jyvaskyla turuplatsil. Toni Kauppila, Verena von Beckerath
ja Paivi Kiuri.

Soundings Workshop 2001, at the market in Jyvaskyla.
Toni Kauppila, Verena von Beckerath, Paivi Kiuri.

"Sondeerimised arhitektuuri nimel” td6tuba 2001. aastal
Jyvaskyla turuplatsil. Kimmo Lintula, Sami Rintala ja
Verena von Beckerath.

Soundings Workshop 2001, at the market in Jyvaskyla.
Kimmo Lintula, Sami Rintala and Verena von Beckerath.

2002. aastal Jyvaskylas Vaindnkatu tdnavale puUstita-
tud taies, mille projekt valmis 2001. aastal toimunud
"Sondeerimised arhitektuuri nimel” tétoas.

2002, intervention at Vainonkatu in Jyvaskyla as a result
of the Soundings workshop 2001.

Steve McAdam, Klaske Havik, Toni Kauppila, Verena von
Beckerath, Jan Verwijnen ja Esa Laaksonen 2002. aastal
Jyvaskyla-Helsingi rongis.

Steve McAdam, Klaske Havik, Toni Kauppila, Verena von
Beckerath, Jan Verwijnen, Esa Laaksonen, on the train
between Jyvaskyla and Helsinki, 2002.
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ESA LAAKSONEN

on olnud Soome arhitektuuriajakirja Finnish Archi-
tectural Review (ARK) peatoimetaja ja asus pérast
seda 1999. aastal Helsingis tegutseva Alvar Aalto
Akadeemia direktori ametikohale. Ta sai aastatel
2016-2018 kolmeaastast riigi maaratud kunstniku-
toetust ja on vétnud praegu akadeemiast, kus tema
ametiaeg I6ppes 2020. aasta jaanuaris, puhkuse tea-
dust66 eesmérgil. Laaksonen on kas Uksi v&i disaini-
meeskonna liikmena tulnud arhitektuurikonkurssidel
29 korral auhinnaga péarjatute sekka, neist kahek-
sal korral esikohale. Ta peab koos arhitekti Kimmo
Frimaniga arhitektuuribirood (http://www.fl-a.fi).
Laaksonen on aktiivselt tegutsenud arhitektuuridp-
pejoéuna nii Soome kui ka teiste riikide Ulikoolides.
Alates 2015. aastast dpetab ta kilalisprofessorina
arhitektuuri ja disaini Hiinas Guangzhou linnas asu-
vas Guangdongi Tehnikadilikoolis.

VERENA VON BECKERATH

on Berliinis tegutsev arhitekt ning arhitektuurifirma
Heide & von Beckerath kaasasutaja. Ta on 6ppinud
Sorbonne’i Ulikoolis ja Hamburgi Ulikoolis sot-
sioloogiat, kunstiteooriat ja psihholoogiat ning
Berliini Tehnikatlikoolis arhitektuuri. Beckerath on
olnud 6ppejoud Berliini Kunstitlikoolis, Anhalti
Rakendusilikooli Dessau kolledzis ja Braunschweigi
Tehnikatlikoolis. Ta on palvinud Roomas asuva
Villa Massimo Saksa Akadeemia stipendiumi ning
olnud New Yorgi osariigis Ithaca linnas asuva
Cornelli Ulikooli kiilaliskriitik. Alates 2016. aas-
tast on ta arhitektuuriprofessor Weimaris asuvas
Bauhausi Ulikoolis.
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ESA LAAKSONEN

After acting as the editor-in-chief for the Finnish
Architectural Review (ARK), the architect Esa Laaksonen
has been the director of the Helsinki-based Alvar Aalto
Academy since 1999. He was on a three-year Finnish
state artist’s grant from 2016 to 2018 and has taken
a sabbatical leave from the academy, where his term
ended in January 2020. Laaksonen has won 29 prizes
- with eight first prizes - in architectural competitions,
either individually or as a part of a design group. He
runs an architectural office with the architect Kimmo
Friman, the website for which can be found at http://
www.fl-a.fi. Laaksonen has been an active teacher
of architecture in several universities in Finland and
abroad. Since 2015, he has been teaching architecture
and design as a visiting professor at the Guangdong
University of Technology in Guangzhou, China.

VERENA VON BECKERATH

is an architect based in Berlin and a co-founder of
the architecture firm Heide & von Beckerath. She
pursued studies in sociology, art theory and psycho-
logy at Université de Paris Sorbonne and Universitat
Hamburg and studied architecture at Technische
Universitat Berlin. She has held teaching positions at
Universitat der Kinste Berlin, Hochschule Anhalt in
Dessau and Technische Universitat Braunschweig. Von
Beckerath held a fellowship at the German Academy
in Rome Villa Massimo and was visiting critic at Cornell
University, Ithaca, NY. Since 2016, she has been a pro-
fessor of architecture at Bauhaus-Universitat Weimar.




LINNAKESKKONNA
MUUTUSED

Mil maéaral on arhitektuur ja disain lahutamatud
poliitikast, majandusest ja'laiematest tihiskon-
dlikest muutustest? Millist sorti planeerimine

ja strateegia voiks tulla jaiga Gldplaneerimise
asemele? Milles seisneb Euroopa linnade ja
metropolide erilisus? Kdesolev sektsioon avab
erinevaid kontekste, mis selgitavad Jan Verwijneni
putdlust anda arhitektidele marksa kontseptu-
aalsem roll. Verwijneni seniavaldamata artiklile
kultuurilistest ja strateegilistest ldhenemistest
planeerimises jargnevad tekstid Charles Landrylt,
Steve McAdamilt ja Christina Nortonilt, Pia Ilonenilt
ning Andres Alverilt.

How architecture and urbanism are interwoven
withpolitics, economy and the broader societal
change? What kind of planning and policy could
replace rigid master planning? What makes
European cities and metropolises unique? This
section contextualises Jan Verwijnen’s search
for a more conceptual role for architects in a
variety of contexts. Besides Jan Verwijnen’s
until now unpublished article on cultural and
strategicapproaches in planning, the section
comprises of texts by Charles Landry, Steve
McAdam & Christina Norton, Pia Illonen and
Andres Alver.

URBAN CHANGE
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JAN VERWIJNEN:
KULTUURILISEST JA
STRATEEGILISEST
PLANEERIMISEST

Aastatuhande vahetusel analUusis Jan
Verwijnen 1990. aastatel linnastrateegias ja
-planeerimises toimunud muutusi. Pohi-
teema on raskuskeskme nihkumine avaliku
sektori juhitud uldplaneeringutelt uutele
linnakeskkonna taasloomise vormidele, mis
lahtuvad ettevotlusest. Naidisjuhtumina on
kasutatud Rotterdami, kus on suudetud leida
suureparane tasakaal avaliku ja erasektori
huvide vahel. Artikli lopuosas kasitleb Verwi-
jnen professionaalseid tavasid planeerimise
ja arhitektuuri valdkonnas, uurides lahemalt
mitmesuguseid osalisrihmi koondavate
dunaamiliste olude, vorgustikena toimivate
digivoogude ja tegelike sotsiaal-kultuuriliste
tingimuste moju.

Kultuuriline planeerimine

Kultuurilise planeerimise kontekstis on kultuuri mdistel
teine tdhendus kui ,kaunite kunstide arendamises”: vii-
mase keskmes on traditsiooniliselt kunstiloomingu ja
kunstilise tegevuse toetamine, nt naitused, teater, kino,
muusika jne. Kultuurilise planeerimisega md&eldakse
linna eriomaste ressursside ja varade majandamist
ning arendamist mitte ainult kunstivaldkonnas, vaid ka
naiteks spordis, meedias, puhke- ja vabaajategevuses,
turismis, toostuses, kasitdds, arhitektuuris, parand-
kultuuris, maastikus ja Uhiskondlikus elus. Kultuurilise
planeerimise tulemus on uus linnaarenduse filosoofia
ja selgepiiriline panus paljudesse strateegiasuunda-
desse, mitte ainult kunstivaldkonda. See eeldab, et
linnavéimud votavad omaks kultuuri laiema méaarat-
luse - nimelt et kultuur on pdimitud k&ikidesse linnaelu
tahkudesse. Samuti hdlmab see nii tldiselt linnakujun-
dust kui ka tdnavakultuuri ning avaldab mdju erialasele
planeerimispraktikale. (Landry jt 1994)

Konkureerivate metropolidega Euroopas on toimu-
mas linnamajanduse kiire rahvusvahelistumine, mis
muudab linnade funktsioone ja rolli. Et meelitada uute
tébkohtade jaoks ligi investeeringuid suure t&6dpuu-
duse taustal, on Euroopa linnadel vaja enda turunda-
miseks kuvandit, mille puhul ei ole konkurentsieelised
seotud mitte niivord olemasolevate traditsiooniliste
ressursside v&i asukohaga, vaid pigem eelistega,
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JAN VERWIJNEN:
ON CULTURAL AND
STRATEGIC PLANNING

Writing at the turn of the millennium, Jan
Verwijnen discussed the changes in urban
policy and planning that occurred during
the 1990s. A key issue is the shift from
public-led master planning to new forms of
entrepreneurial urban regeneration. Rotter-
damis used as an exemplary case that has
succeeded in balancing public and private
interests. Towards the end of the article,
Verwijnen turned to professional practices
of planning and architecture, exploring the
impact of dynamic, multi-actor situations,
networked digital flows and socio-cultural
field conditions.

Cultural Planning

Cultural planning introduces the notion of culture as
opposed to “arts development” that in a traditional
sense is primarily concerned with supporting artistic
creation and participation in arts activities such as art
exhibitions, theatre, film, music, etc. Cultural planning
is the management and development of a city's spe-
cific resources and assets not only in the arts, but also,
for example, in sports, media, leisure, recreation, tour-
ism, industry, crafts, architecture, heritage, landscape
and social life. The result of cultural planning is a new
philosophy for urban development and a specific con-
tribution to policy areas beyond the arts field. It will
require the city administration to adopt a wider defi-
nition of culture - a definition that culture penetrates
every aspect of the city’s life. It includes the overall
urban design of the city as well as its street life and will
influence professional planners. (Landry, Kelly 1994)

Within the Europe of competing metropolises, a
rapid internationalisation of the European urban
economies is taking place, which changes the func-
tions and roles of cities. In order to attract investment
for new workplaces - with heavy unemployment in
the background - European cities need an image
to market themselves, whereby competitive advan-
tage is less based on existing traditional resources
or location rather than on the advantages that a city
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mida linn suudab ise enda jaoks luua. Enamik Laane-
Euroopa linnu juba kasutab kultuurilisi tegevusi kui
vahendit, mis aitab neil rikastada valjapoole suunatud
kuvandit ning seeldbi meelitada ligi investeeringuid,
hinnatud t66tajaid ja turiste. Kultuuritoodete (disain,
arhitektuur, kunst) kasutamist majanduse elavdamise
eesmaérgil ning kujutava kunsti ja etenduskunstide
Urituste reklaamimist valisriikides, naitamaks, kuidas
kajastub loominguline tegevus linna igapé&evaelus,
peaks pidama osaks reklaamistrateegiast.

Kultuuriline planeerimine on seotud majanduspo-
liitikaga ja voib aidata mitmekesistada paiga turun-
dusstrateegiaid, luues voimalusi kohaliku identiteedi
tekkimiseks. Landry (1994) jérgi toetub kultuuriline
planeerimine  kultuurilistele ressurssidele”, mille
hulka kuuluvad:

kunsti- ja kasitddvaldkonna talentide ning
oskuste tase;

meetodid nende juhtimiseks ja arendamiseks;

linna majanduslik aktiivsus parast tavaparase
t66aja [6ppu;

linna avaliku ruumi ligitdmbavus ja
kasutusmugavus;

kohalikud suhtlustavad;

nii kohalike elanike kui ka kiilaliste juurdepé&as
neile ressurssidele.

Kultuurilisest planeerimisest |&htuvas tegutsemissuu-
nas on oma osa ka linnamaastiku, vaatamisvaarsuste,
parkide ja rohealade ning veedarsete alade kvali-
teedil. Selline vaatenurk méjutab tugevasti avaliku
sektori strateegiat ja seda voib sisuliselt nimetada
loominguliseks linnaarenduseks. See tdhendab uuen-
duste ja edusammude toetamist ning loovuse kasuta-
mist linnaelu kvaliteedile sigavama métte ja suurema
vaartuse andmiseks. Kuna linnaarendus on mitmeta-
huline valdkond, v&ib &elda, et kultuurilise planeeri-
mise keskmes on avaliku, era- ja vabasektori koost546.
(Landry jt 1994)

Kultuurilise strateegia véljatootamisel peaks esimene
samm olema avalik arutelu. Kultuurilise strateegia all
mdeldakse regionaalset suurlinnastrateegiat, millesse
on kaasatud kéik Umberkaudsed kogukonnad. Selline
arutelu peaks andma Ulevaate linna tulevasest rollist
ning tulevikusuundadest ja edasistest funktsioonidest
uues Euroopa-siseses ja leilmses tegevuskeskkonnas.
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can create for itself. Cultural activities in most Western
European cities have been used as a tool to enhance
their external images and thus help to attract invest-
ment, skilled personnel and tourists. Using cultural
products (design, architecture, art) to assist in eco-
nomic revival and promoting visual and performing
arts events abroad to demonstrate how artistic crea-
tivity is reflected in a city’s daily life should be seen as
a part of a promotional strategy.

Cultural planning relates to economic policy and
can help to enrich place marketing strategies by
creating opportunities for a local identity to emerge.
According to Landry (1994), cultural planning
draws upon the concept of “cultural resources” that
include:

e the level of talent and skills in arts and crafts,

the way these are managed and developed,

the vibrancy of the “out of hours” economy
of a city,

the attractiveness and legibility of the city's
public spaces,

local traditions of sociability,

access to these resources and facilities for
residents and visitors alike.

A cultural planning approach will involve the quality
of the urban landscape and its landmarks, park sys-
tems and waterfronts. This approach will have large
impacts on public policy and is essentially a creative
approach to urban development. This means encour-
aging innovation and development and using creativ-
ity to add value and meaning to the quality of urban
life. Because urban development is multifaceted, cul-
tural planning is quintessentially about a partnership
between the public, private and voluntary sectors of
the economy. (Landry et al. 1994)

As a first step in developing a cultural strategy, a pub-
lic debate should be undertaken. This cultural strategy
needs to be a metropolitan regional strategy involv-
ing all the surrounding communities. Through this
debate, the city should seek to understand the future
role, functions and vision in a new European and
global operating environment. If we analyse why cer-
tain cities (e.g. Rotterdam, Barcelona, Glasgow) have
become successful in either adapting to economic
change, attracting new investments or changing their
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Kui analttsida, kuidas mdni linn (nt Rotterdam,
Barcelona, Glasgow) on suutnud edukalt kohaneda
majanduslike muutustega, meelitada ligi uusi inves-
teeringuid vdi muuta oma kuvandit, tdusevad esile
mitmesugused Uhisjooned, millest kdige olulisem on
nende vdime kehtestada Uhtne visioon vai juhtimine.
Glasgow on oivaline naide pikaajalise Uhtse visiooni
ja juhtimise kohta. 1980. aastate alguses korraldati
seal tunnuslause ,Glasgow'le ei leidu vérdset” all
suur avalik arutelu ja kampaania, millega edastati nii
koigile teistele kui ka kohalikele sénum, et Glasgow ei
ole enam t66stuslinn, millena kéik seda siiani teadsid,
vaid stiili- ja kunstilinn. Selle jatkuks kandis Glasgow
1990. aastal Euroopa kultuuripealinna tiitlit ja valiti
1999. aastal Uhendkuningriigi arhitektuuripealinnaks.

Arvestades linnade kasvava omavahelise konku-
rentsiga ning nende muutuvate funktsioonide ja
rollidega, on eriti tdhtsal kohal muutuste juhtimine.
Tulevikulinnad peavad konkurentsis plsimiseks
olema arukad, tdhusad ja hasti korraldatud. Aina
suurenev liikuvus kommunikatsiooni, majanduse ja
asukoha mottes toob kaasa selle, et linnad ei konku-
reeri enam olemasolevate flusiliste voi drieeliste ega
geograafilise paiknemise alusel, vaid neil tuleb luua
konkurentsieelised, |dhtudes linna tulevikukasitusest
ja sellele kohasest kuvandist ning turunduskampaa-
niast. See k&ik on véimalik vaid uudsele korraldusli-
kule motteviisile toetudes. Kuna linnade juhtimismeh-
hanismides toimuvad muutused, tekib veelgi suurem
vajadus kooskdlastada tegevust linnavalitsuse eri
osakondade vahel ning nende ja teiste, linna tule-
vikust pdhjendatult huvitatud asutuste ja sidusrih-
made vahel. Linnade uute valitsusprotsesside jaoks
on hédavajalik j6uda linna (htse visioonini, teisisénu
raamistiku voi kontseptini - see on eesmaérk, mille ava-
liku ja erasektori osalised peavad Uhiselt seadma, ja
siht, milles nad peavad kokkuleppele jbudma. Samas
pole see kivisse raiutud kask, vaid juhtnooér, mis néai-
tab katte Uldise liikumissuuna ja mida saab paindlikult
rakendada (Landry 1994). Viimaseks tuleb maérkida,
et Uldjuhul peavad ametiasutuste mottelaad ja orga-
nisatsioonilised tegevusviisid radikaalselt muutuma:
tarvis on luua loomingulisemad tingimused, mis soo-
dustavad uuendusija arengut.

Nihe linnastrateegias ja Gldplaneeringu
Umberstruktureerimine

Viimase kimne aasta jooksul on linnastrateegias
toimunud laiaulatuslikud muutused: Il maailmasdja
jargne poliitiline Gksmeel, millel planeerimine ja lin-
nastrateegia siiani rajanes, on hakanud murenema.
On ilmnenud dldine nihe: konsensusliku arvamuse,
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image, a number of features are common, the most
important of which is their capacity to establish a joint
vision or leadership. Glasgow is a good example of a
long-term shared vision and leadership. In the early
1980s the city launched a large public debate and a
campaign under the slogan "Glasgow's Miles Better”
that conveyed to the outside world as well as to its
inhabitants that it was no longer the industrial city we
all thought it was, but a city of style and art. This con-
tinued in 1990 with its European Cultural Capital cam-
paign and with Glasgow 1999, City of Architecture.

Given the increased competition between cities and
their changing functions and roles, the management
of change is of prime importance. Cities of the future
will need to be intelligent, efficient and well organ-
ised in order to compete. With increased mobility, in
terms of communications, finance and location, cities
are moving from competing on the basis of existing
physical or trading advantages and location to a situ-
ation where they need to a create competitive advan-
tage through a concept of a city’'s future, the creation
of an appropriate image to match and the marketing
of their city. This can only happen within a framework
of new organisational thinking. The changing govern-
ance of cities enhances the need for co-ordination
between the various departments of a city's admin-
istration and with other agencies and stakeholders
that have vested interests in the city’s future. What is
crucial for the new processes of urban governance
is an agreed "vision” for the city, a "framework” or
“concept” - a mission conceived and jointly agreed
on by public and private entities. This is not a fixed
statement set in stone, but a guiding vehicle that
gives broad direction and is flexible in implementa-
tion (Landry 1994). Finally official administrations will
generally need a radical shift in mindset and in their
organisational approach; a more creative climate that
encourages innovation and development will have to
be established.

A Shift in Urban Policies and the
Restructuring of Master Planning

Far-reaching changes have occurred in urban policies
over the past ten years - the post-war political con-
sensus upon which planning and urban policy were
based has fractured. There has been a general shift
from a consensus on the need for public sector-led,
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mille kohaselt on tarvis avaliku sektori juhtimisel ja
Uldplaneeringul pdhinevat arengut, mille nurgakivi on
kohalik demokraatia, on kérvale térjunud majanduselu
elavdamine erasektori rahastuse toel (Brownill 1991).
Avaliku ja erasektori eraldusjooni dhmastav poliitiline
kurss on viinud kas nende sektorite partnerluse voi
otseselt turu juhtimisel elluviidavate projektide toeta-
miseni. Suurbritannias ilmnes koos erasektori moju-
voéimu kasvamisega uus ideoloogiline réhuasetus:
nimelt riigivdimu osatahtsuse taandumine ametlikust
linnastrateegiast. Riigivoimu taandumine ja erasektori
toomine linnasiseste piirkondade imberkujundamise
tulri juurde - idee, mille juured ulatuvad planeerin-
gute kriitikasse, mida tehti 1960. aastatel - on puhki-
nud minema varasemad planeerimiskésitlused linnade
tuleviku kujundamise kohta.

Rotterdamis toimus sama suunamuutus strateegias
aeglasemalt ja algas hiljem ehk 1980. aastate kesk-
paiku. Seal jai ideoloogiline niianss pigem tagaplaa-
nile ja kursimuutust arutati laiahaardelise algatuse
raames, et tekiks 16puks kollektiivne Uhistunne
Umberkorralduste vajalikkusest. Nii naiteks seati
kohalike kogukondlike huvide nimel sisse ,kogukon-
nale tagasi” p6himdte, mis reguleeris uute arendus-
projektide moju Umbritsevatele naabruskondadele.
Planeerijate tehtud morfoloogilistes linnauurimustes
sobitati omavahel hoolikalt uusi arendusprojekte
ja naabruskondades seni valitsenud tingimusi.
Rotterdamis, mis on ajaloo véltel elanud sujuvalt tle
nii ménegi radikaalse muutuse, suudeti nihkega lin-
nastrateegias tulla toime ilma konfliktideta, mis tekki-
sid néiteks Londonis (Verwijnen 1994).

Selle erinevuse Rotterdami ja Londoni vahel v&ib
panna nende t&oriistade arvele, mis voeti kasutusele
planeeringute haldamiseks muutuvate majandus-
olude tingimustes. Nagu juba eespool mérgitud, on
Glemineku dnnestumiseks vaja thiselt kokku lepitud
visiooni voi tulevikukédsitust. Londonis on strateegi-
lise planeerimise ning selge tegevussuuna ja visiooni
puudumine ajal, kui see seisab silmitsi teiste Euroopa
linnade aina suureneva konkurentsiga, viinud killus-
tumise ja ad-hoc-otsusteni. Seevastu on Rotterdamis
suudetud luua selge visioon ja populariseeritud seda
kampaaniaga ,Uus Rotterdam” ning tédtatud valja
laiahaardelised strateegilised projektid.

Strateegiline planeerimine ja strateegilised
arendusprojektid: uue pélvkonna visioonplaanid
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master-planned development based on the princi-
ple of local democracy to an emphasis on economic
regeneration with private-sector financing (Brownill
1991). The move in policy to blur the boundaries
between the public and the private sector has led
either to creating public-private partnerships or to
directly facilitating market-led projects. In Britain, the
move to a greater reliance on the private sector was
accompanied by an ideological emphasis on rolling
back the state in official urban policy. With roots in
planning critiques from the 1960s, the notion of roll-
ing back the state and putting the private sector at the
helm of inner-city redevelopment has swept away the
earlier planning approaches concerning how to plan
the future of cities.

In Rotterdam the same shift in policy was more grad-
ual and started later - in the mid-1980s. The ideolog-
ical component was less strong and the shift was dis-
cussed in a wide campaign to finally become part of
a collective feeling of necessary renewal. Local social
interests, for example, were taken seriously by “social
return” that controlled the impact of new develop-
ment projects on surrounding neighbourhoods.
Morphological studies of the city by the planners
have carefully interwoven the new development pro-
jects with the tissue of the existing neighbourhoods.
Rotterdam, a city that has embraced radical change
throughout its history, has been able to manage the
shift in urban policy without a rupture of the kind
London has experienced (Verwijnen 1994).

Responsible for this difference between Rotterdam
and London is the type of tools introduced to man-
age planning under the change in economic circum-
stances. As noted above, a jointly agreed-upon vision
or future concept is necessary to manage transition
successfully. In London the lack of strategic plan-
ning and a clear sense of direction and vision, at a
time when the city faces increasing competition from
Europe’s other cities, has led to fragmentation and
ad hoc decision making. In contrast, Rotterdam has
developed a clear vision, popularised it through a
wide campaign - “the New Rotterdam” - and has also
been able to develop large-scale strategic projects.

Strategic Planning and Strategic
Development Projects: A New Generation

Selleks et selgitada, mida md&eldakse visioonplaa-
nidega, tuleb esmalt réékida strateegilisest planee-
rimisest. See uus mdiste on juba mitu aastat olnud

of Visionary Plans

In order to clarify what is meant with visionary plans,
we must introduce the notion of strategic planning.
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kaibel mottevahetustes Euroopa linnaplaneerimise
tle. Strateegiline planeerimine kui uut tilpi linna-
planeerimine on leidnud isedranis suurt kdlapinda
Hispaanias, Madalmaades, Prantsusmaal ja osaliselt
ka Uhendkuningriigis. Meie ees on uue pé&lvkonna
plaanid ja projektid, mida vdib vorrelda keerukate
driettevotmistega ja mida kasutatakse regionaalse
majandusarenduse  strateegiliste  elementidena.
Selliste arutelude ks Uhisjoon on arusaam, et linnaa-
renduse kontrolli all hoidmiseks ei piisa enam tradit-
sioonilistest vahenditest, milleks on harjumuspéarases
jarjestuses Uldplaneering, maakasutusplaan ja hoo-
nestusplaan (Fassbinder 1993). Uut laadi visioonplaan
ei ole 16plik dokument, vaid vahend, mis edendab
méttevahetust ja labikdimist kdigil planeerimistasan-
ditel ning kdigi osaliste vahel. See plaan saab osaks
linna voi regiooni strateegiast.

Sedalaadi méttevahetused on kantud majanduslikest
muutustest (majanduslangus, suur tédtus) ja nende
tagajarjel tekkinud ebastabiilsusest. Visioonplaanid
on muutnud kasutuskdlbmatuks 1960. ja 1970. aas-
tatele iseloomulikud tldplaneeringud, mis on suure-
mal v&i vahemal maéaral staatilised: need pole lihtsalt
mdeldud ettendgematute arengusuundadega toime
tulemiseks. Erinevalt nendest on strateegilised aren-
guplaanid véga paindlikud ja keskenduvad pigem
koha potentsiaali esiletdstmisele kui rangele tegevus-
kavale, pigem ideede edastamisele kui ehitusmahu
reguleerimisele. Tavaliselt Uhendab strateegiline pla-
neerimine omavahel planeerimishierarhia eri tasan-
deid kuni linnakujunduse Uksikasjadeni vélja, kuid
see vdib olla ka ainult Ghe projekti jaoks thes konk-
reetses kasvukanalis, samas kui harjumuspérase uld-
planeeringuga pultakse hdlmata korraga kogu linna
(Rosemann 1993). Uute plaanide lahtealus on kdsi-
mus, kuidas suunata linna majandusarengut, arves-
tades erasektori Gha kasvavat ja avaliku sektori aina
véhenevat rahalist osatéhtsust.

Just uut laadi majandusolud on &&nestanud tradit-
siooniliste Uldplaneeringute mdjuvdimu. Need kill
kehtestavad maakasutuse digusliku raamistiku, kuid
pole Uhelt poolt piisavalt Uldised, et luua Ulevaade
linna visioonist, ega teiselt poolt killalt selgepiirilised,
etanda tdpseid suuniseid ndutava kvaliteediga avaliku
ruumi kujundamiseks. Samuti pole need paindlikud
ega suuda seetbttu arvestada programmiliste muu-
datustega. Seega vdib 6elda, et enamasti pole tradit-
sioonilised Uldplaneeringud ei liha ega kala (Verwijnen
1994). Et tulla toime uut laadi keerukate probleemi-
dega, millega linnad tdnapéaeval silmitsi seisavad, ning
majanduslikest Umberkorraldustest tuleneva eba-
stabiilsuse ja ebakindlusega, on vdetud kasutusele
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For several years, this new term has been circulating
in the European city planning debate. Strategic plan-
ning as a new type of city planning has been specifi-
cally debated in Spain, the Netherlands, France and
to some extent, in the United Kingdom. A new gen-
eration of plans and projects has been introduced
that resemble complex commercial undertakings and
are being used as strategic elements of regional eco-
nomic development. One of the common denomina-
tors in these debates is the notion that urban devel-
opment can no longer be controlled with the classical
tools - the master plan, the land-use plan and build-
ing plans in a traditional sequence (Fassbinder 1993).
The new type of visionary plan is not a final docu-
ment, but a vehicle for discussion and interaction
on all planning levels and with all partners. The plan
becomes part of an urban or regional strategy.

Reasons for this debate are economic changes
(recession, heavy unemployment) and the instabil-
ity that follows. They have made the more or less
static master plans of the 1960s and 70s useless,
because they are not meant to deal with unforeseen
developments. Strategic development projects, on
the contrary, are very flexible and more concerned
with demonstrating a certain potential of a place
than with an exact program and with communicat-
ing ideas than with regulating building volumes.
Strategic planning will typically link different levels
of the planning hierarchy all the way down to urban
design details, but maybe only for one project in a
specific growth corridor, whereas the traditional
master plan tries to embrace the whole city at once
(Rosemann 1993). The new plans depart from the
question how the economic development of a city
could be directed given the increasing financial
importance of the private sector and the declining
role of the public one.

It is this new kind of financial reality that has made
the traditional master plans lose their power. They
still provide a legal framework concerning land use,
but neither general enough to give a vision for the
city nor concrete enough to give precise guidelines
for designing the necessary quality of public spaces
nor having the flexibility to incorporate program-
matic changes, traditional master planning tends
to fall between two categories (Verwijnen 1994). In
order to be able to deal with the new types of com-
plex problems that cities face today and with the
instability and insecurity of economic restructuring,
project-oriented planning methods have been intro-
duced and the traditional comprehensive methods
have been dropped.
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projektipGhised planeerimismeetodid ja loobutud

tavaparastest koikehdlmavatest meetoditest.

1970. aastatel ilmnenud plahvatusliku kasvu perioodil
hakati linnade kasvu ohjama teaduslike meetoditega
- juhtimisvotetega, mis olid suuremal v&i védhemal
mééral voetud ule t66stusliku masstootmise valdkon-
nast. Praegu oleme tunnistajaks linnade strateegilise
juhtimise ja planeerimise esiletéusule - ka see kasitus
on laenatud t&dstusest, kuid sel korral tddstusest, mis
seisab silmitsi turu kiillastumisega. Selle p&hjal véib
jareldada, et Uldjoontes on juhtimises réhuasetus nih-
kunud piiramatult kasvult jarjepidevuse pikaajalisema
perspektiivi kujundamisele. Uusi juhtimismeetodeid,
mida tdostusvaldkonnas on neist tingimustest ajen-
datuna valja to6tatud, kasutatakse niud fludsilises
planeerimises: naiteks toodete ja organisatsioonide
TNVO-analiiUs (tugevad ja nérgad kiiljed, véimalused
ja ohud), pakkumise mitmekesistamine, vajaduse teki-
tamine, uute sihtriihmade otsimine, pidevad imber-
korraldused jne. (Pasveer 1993)

Strateegilistes arendusprojektides arvestatakse majan-
duslike, sotsiaalsete ja halduslike tahkudega, kuid
need pole enam piiritletud ruumiliste kujutistega. Kuigi
kujutisi kasutatakse, esindavad need tegelikult linna
majandusarengu soodsaid vdimalusi, mida télgenda-
takse lahtuvalt ruumidisainist, mille puhul véivad nii
programm ja kujutis pidevalt muutuda (projektis arves-
tatakse plaanide pideva muutumisega). Sisuliselt on
koos strateegilise planeerimisega tekkinud kaks uut
planeerimisdokumentide liiki (Meyer 1993):

1. planeerimisdokumendid, mis k&sitlevad linna
kui terviku visiooni, sh selle positsiooni laie-
mas piirkonnas;

2. laiahaardelised strateegilised projektid,
mis télgivad selle visiooni konkreetsemateks
tegevuskavadeks ning mida juhitakse tavali-
selt avaliku ja erasektori koostd6s.

Sellistel uut laadi plaanidel pole konkreetset amet-
likku staatust, sest nende eesmérk on toetada ja
edendada uudset linnastrateegiat, andes selleks ette-
kujutuse visioonist tulevaste arengusuundade kohta,
mis voivad, aga ei pruugi tegelikkuseks saada.

Rotterdami 1992. aasta uudne linnaplaan

Uusi visioonplaane, mis naivad olevat traditsiooni-
liste uUldplaneeringute mantlipérijad, nimetatakse
tahtlikult teistsuguste nimedega, nt struktuurikont-
sept, linnaplaan jne (Meyer 1993). Rotterdam tuli
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During the period of explosive growth in the 1970s,
scientific methods of growth management for cities
were introduced - management methods more or
less borrowed from industrial mass production. At
present, we are witnessing the emergence of strate-
gic management and planning of cities, a concept
also borrowed from industry, but this time from an
industry confronted with the saturation of markets.
Consequently, management has, in general, shifted
from the option of unlimited growth to developing a
more long-term perspective of continuity. New man-
agement methods that industry developed under
these circumstances have now been adopted by
physical planning: SWOT analysis (strengths, weak-
nesses, opportunities and threats) of product and
organization, differentiating supply, engendering
need, finding new target groups, permanent reorgan-
ization, etc. (Pasveer 1993).

Strategic development projects incorporate eco-
nomic, social and administrative aspects, but they are
no longer determined by spatial images. Although
images are used, they in fact represent opportunities
for the city's economic development that are being
interpreted by a spatial design whose program and
image may change permanently (incorporation of a
continuous change of plansinto the project). Basically,
strategic planning has brought the emergence of two
new types of planning documents (Meyer 1993):

1. planning documents that deal with a vision for
the city as a whole, including its position in the
region;

2. large-scale strategic projects that translate this
vision and are usually managed by public-pri-
vate agencies.

The new plans often have no real formal status,
because they are aimed at supporting and stimulat-
ing a new urban policy and explaining a vision for
future development that may or may not take place.

Rotterdam’s City Plan 1992: A New Type of Plan

The new visionary plans that seem to be the succes-
sors of traditional master plans are deliberately identi-
fied with different terminology, such as structural con-
cept or city plan (Meyer 1993). Rotterdam introduced
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uudse linnaplaaniga vélja 1992. aastal. Linnaplaan ei
ole seda laadi ametlik tldplaneering, mis pikaleve-
niva asjaajamise tottu on vastuvdtmise hetkeks juba
aegunud. See on aruanne, mis annab Ulevaate kestva
linnaplaneerimise vahetulemustest. Parast linnavoi-
mude 1987. aasta visioonmemorandumit pealkirjaga
JRotterdami uuendamine” sénastati hulk poliitilisi
kisimusi ja hakati ellu viima strateegilisi algatusi, néi-
teks Kop van Zuidi arengukava, mis ndeb ette keskse
linnakoridori kujundamist. Linnaplaan kirjeldab polii-
tiliste kiisimuste ja juba teostatavate linnaprojektide
ruumilist sidusust. Samuti on vélja tédtatud ja kasu-
tusse voetud mitmesuguseid uusi ruumikontsepte.
Linnaplaan annab Ulevaate Uksikute kavade ja stra-
teegiate mdjust kogu linnale ning toimib lihtsalt ruu-
milise raamistikuna, milles neid strateegiaid rakenda-
takse. Seega ei ole linnaplaan traditsioonilises mottes
Uldplaneering ega tegevuskava tulevikuks, vaid seda
tuleb sageli imber hinnata ja kohandada.

Linnaplaan jaddvustab kaduva momendi linna ruu-
milise tuleviku tervikpildis, talletab kristalliseeru-
nud Ulesvotte” hetkearusaamadest linna arengutee
kohta. See kasitleb ruumilist arengut aastatel 1995-
2005, kéies Uhte sammu Hollandi Riikliku Fiusilise
Planeerimise Ameti (RPD) ja fuusilise planeerimise
neljanda aruande lisaversiooniga (VINEX), mis on
parit aastast 1990. Tanu linnaplaanile suhtutakse
Rotterdamis linnaarengusse kui alalises ja pidevas
muutumises olevasse protsessi.

Rotterdami linnaplaan esitab visiooni linna kui ter-
viku kohta ja loob sidusa ruumistrateegia, arvestades
seejuures ka ilmeka néitega strateegilisest arendus-
projektist, milleks on Kop van Zuidi sadamapiirkonna
Umberkujundamine. 1986. aastaks oldi joutud aru-
saamisele, et sotsiaalmajad ei lahenda Rotterdami
majandusprobleeme, ja Kop van Zuidi projekt kaasati
potentsiaalse vdoimalusena linnasidame Umberkujun-
damise kavasse. Selle vaatenurga jargi pidi piirkonnas
loodama sobivad tingimused uuteks kontoritéékoh-
tadeks, eluasemeteks suurema sissetulekuga elani-
kele ja kultuuritegevuseks. Erasektori investeeringute
kaasamine piirkonna arengusse andis uue tdhenduse
linnaarenduse osakonna planeerimisspetsialistide
traditsioonilistele Ulesannetele: ndddsest tuli neil
peale teatud linnaosa viélise vormi kindlaksmééra-
mise téita ka tahtsat rolli vajalike erainvesteeringute
ligimeelitamises (Rodermond ja Tilman 1993). See
projekt annab Rotterdamile vérske ndo rahvusvahe-
lise arikeskusena ja tdiendab linnamaastikku Uhis-
kondliku taiese, uue Erasmuse sillaga (Ben van Berkel
1996). Projekti ja olemasoleva linnakeskkonna tihen-
duslilina on uus sild tdusnud Rotterdami uuendatud
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its City Plan as a new type of plan in 1992. The City
Plan is not a formal master plan of the kind that due to
the lengthy procedures of such plans, would already
be outdated at the moment of its publication. It is a
report that forms the interim result of a continuous
process of urban planning. Since the visionary council
memorandum of 1987 titled “"Rotterdam’s Renewal”, a
number of policy issues were formulated and strate-
gic projects such as the "Kop van Zuid Development
Plan”, which creates a central urban corridor, are
already being executed. The City Plan outlines the
spatial coherence between the various policy issues
and urban projects currently underway. A number
of new spatial concepts have been developed and
included. The City Plan shows the effects of individual
plans and policies on the whole of the city and merely
acts as the spatial framework within which these pol-
icies can operate. It is therefore not a traditional mas-
ter plan or blueprint for the future; frequent reassess-
ments and adjustments will be needed.

The City Plan freezes a fleeting moment in the total
picture of the city’s spatial future; it captures a “crystal-
lised image” of present insights in the city's evolution.
It examines spatial development between 1995 and
2005, keeping pace with the Dutch National Physical
Planning Agency (RPD) and the Fourth Report on
Physical Planning Extra (VINEX) of 1990. With the City
Plan, Rotterdam has adopted the concept of urban
development as a permanently and continuously
changing process.

The City Plan itself deals with a vision for the city as a
whole and represents a coherent spatial strategy, but
it also incorporates a showcase example for a strate-
gic development project: the reconversion of a for-
mer dock area called the Kop van Zuid. By 1986 the
insight that social housing could not solve Rotterdam's
economic problems had won and the Kop van Zuid
became a potential part of the restructuring program
for the city centre. Under this new perspective, the
area was meant to attract new office-sector jobs, high-
er-income housing and cultural activities. The involve-
ment of private-sector investment in the area changed
the traditional role of the planners in the department
for urban development: from now on they would not
only have to determine the form of a part of the city
but also play an important role in attracting the neces-
sary private investment (Rodermond & Tilman 1993).
The project gives Rotterdam a new appeal as an inter-
national business location, and with the new Erasmus
Bridge (Ben van Berkel 1996) adds a civic work of
art to the city's profile. As a link between the project
and the existing city, the new bridge has become a
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identiteedi palavalt armastatud siimboliks. Uus sild
seob projekti veelgi tugevamini linna teljega, mis ara-
tab uuele elule selle kérval paiknevad manduvad lin-
najaod, ning Uhendab linna p&hja- ja Iunaosa, mida
on ajast aega eraldanud nii sadam kui ka jogi, mis toi-
mib nlud aga hoopis 16imiva elemendina.

Linnaplaanis on esitatud ka kaks eesmarki, mis
Rotterdamil tuleb 2005. aastaks taita: Uhelt poolt
tegeleda piki joekallast kulgeva maaribaga, suuren-
dades selleks stdalinna sidusust ja luues nii kom-
paktse linna, ning teisalt moodustada darealadel uusi
elamupiirkondi, andes uue ndo Il maailmasdja jarel
asustatud alade ja 1960. aastatel tekkinud satelliitlin-
nade ragastikule. Kompaktse linna tegevuskava tdhen-
dab olemasoleva linnalise struktuuri tugevdamist ja
sihipdrast majandusarengut strateegilistes kanali-
tes - eluasemete, biroo- ja drihoonete ning rajatiste
ehitamist linnastu praegustes piirides. Olemasoleva
linnastruktuuri kohauuringuga tehti kindlaks 20 000
uut potentsiaalset elukohta (kuni 2005. aastani) ja v&i-
malused uuendada aastas veel 5000 eluasemetiksust
(19. sajandil tddlisklassi elukohaks olnud linnajagude
uuele elule dratamisega). Alles siis, kui kdik kom-
paktse linna véimalused on ammendatud, hakatakse
arendama linna &arealasid. Kuni 2005. aastani tuleb
laienemisaladel leida ruumi veel 25 000 elukoha
jaoks. Seejarel luuakse nende ja sldalinna vahele
esmaklassiline thistranspordithendus. (Koekebakker
1992)

Avalik sektor kui muutuste eestvedaja

Hoolimata 1980. aastate neokonservatiivsetest plie-
test véhendada valitsuse m&juvéimu ndustuvad lin-
nad uutes postindustriaalsetes tingimustes tegeli-
kult meeleldi riigivéimu mdjuulatuse laienemisega
(Savitch 1988). Ent erinevalt 1960. ja 1970. aastate
Jheaoluperioodist” tuleb avalikul sektoril tegutseda
omal algatusel ja olla nilid muutuste eestvedajaks.
Ideed sellest, kuidas tulla toime postindustriaalse lin-
naga, hdlmates kultuurilist planeerimist kui loomingu-
list linnaarendust (Landry 1994) ja strateegilisi aren-
dusprojekte, mis esitavad visioone selgemal kujul,
peavad alguse saama avalikust sektorist, mille Ules-
anne on seejarel korraldada ja juhtida nende projek-
tide rahastamist erasektori vahenditest. Tanapaeval
hélmab planeerimine erakapitali kaasamist avaliku ja
erasektori partnerluse vahendusel. Pariisi, Lille'i, Viini
ja Rotterdami néited réhutavad, et selle dnnestumi-
seks ja sellega toime tulemiseks on linnal vaja tais-
komplekti uusi vahendeid. K&ik neis linnades edukalt
toimivad suurprojektide mudelid on kohanenud selle
uue reaalsusega. (Verwijnen 1994)
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widely accepted symbol of the renewed identity of
Rotterdam. The new bridge further links the project to
an urban axis that upgrades the declining neighbour-
ing districts as well as unites the north and the south
of the city - two parts traditionally separated by the
harbour and the river that now becomes an integrat-
ing element.

The City Plan further reflects the twofold task
Rotterdam faced until 2005: it had to strengthen its
urban strip along the river by increasing the density
of the centre - thus creating a compact city - and on
the other hand it also had to provide new housing
areas in the periphery by redesigning the patchwork
of post-war expansion areas and 1960s satellite cit-
ies. The compact city policy means intensification of
the existing urban structure and concentrated eco-
nomic development in strategic corridors - housing,
offices, companies and facilities being built within the
conurbation’s present boundaries. A study of loca-
tions within the existing city amounted to 20,000 new
potential dwellings (until 2005) and additional rede-
velopment of 5,000 units per year (urban renewal of
the 19th-century working class districts). Only when
all chances of the compact city have been exploited
will locations on the urban periphery be developed.
Until the year 2005 the expansion zones will have
to provide space for another 25,000 dwelling units.
These will then be linked to the city centre by first-rate
public transportation. (Koekebakker 1992).

The Public Sector as an Agent of Change

Despite the neo-conservative efforts of the 1980s to
reduce government, the new post-industrial condi-
tion of cities in fact embraces the expansion of gov-
ernment (Savitch 1988). But different than during the
“welfare period” of the 60s and 70s, the public sector
must act on its own initiative and now function as an
agent of change. Ideas about how to deal with the
post-industrial city, including cultural planning as a
creative approach to urban development (Landry
1994) and strategic development projects that make
visions concrete, will have to originate from the public
sector, which will then have to organise and manage
the financing of the projects by the private sector.
Today, planning includes mobilising private capital
through public-private partnerships. In order to suc-
cessfully do this, the examples of Paris, Lille, Vienna or
Rotterdam demonstrate that a city will need a whole
new set of instruments to carry out such a mission.
All successfully operating models of large projects in
these cities have adopted themselves to this new real-
ity (Verwijnen 1994).



LINNAKESKKONNA MUUTUSED

Suurenev linnadevaheline konkurents investeerin-
gute pérast on tekitanud uue paradoksi: mida suurem
on véljastpoolt tulev konkurentsisurve linnale, seda
véiksem peab olema linnasisene konkurentsivéime.
Teistega edukalt konkureerimiseks peab postindust-
riaalne linn panustama oma sisemisi ressursse (Savitch
1988). Nii saab linnalisest strateegiast Uhtaegu vahend
millegi saavutamiseks ja téend vastavasisuliste pingu-
tuste kohta. Dinaamiline linnastrateegia saab osaks
linna kuvandist ja toimib simboolse majanduselu
katallsaatorina, nagu Barcelonas. Uut laadi visioonka-
vandite loomine, mille keskmes on linnade praegune
uuendamine ja majanduslikud Umberkorraldused,
aktsepteerib vajadust teha muudatusi linnade valit-
semisslsteemides ja kohandada linnastrateegiat.
Rotterdam ja Glasgow on védga uuendusmeelsel moel
suutnud populariseerida oma uusi linnastrateegiaid
ning siduda postindustriaalsed muudatused kindlalt
linna identiteediga.

Regionaalne areng ja keskvalitsuse
roll: vétmelised projektid

Kasvuga seotud probleemide lahendamiseks voe-
tavate avaliku sektori meetmete tdhusust pérsivad
mitmesugused tegurid, mis tulenevad maakasutust
ohjavate véimude killustumisest: nende hulgas on
kohalikud omavalitsused, suuremate piirkondade ja
suurlinnaalade valitsused ning keskvalitsus (Downs
1994). Keskvalitsus saab kaudselt tdita pohirolli
tdhusate regionaalsete asutuste loomises, et suu-
nata linnaarendust, kehtestades selleks kategooria
JRiikliku tdhtsusega voétmeprojektid”. Sellise uue
kategooria loomise eesmérk on toetada investee-
ringuid maakasutuse planeerimisse, millega raken-
datakse keskvalitsuse (nt keskkonnaministeeriumi)
riiklikku poliitikat.

Hollandi Riikliku Flusilise Planeerimise Amet (RPD)
lisas 1988. aasta fuusilise planeerimise neljandasse
aruandesse ja selle 1990. aasta lisaversiooni (VINEX)
sellised vétmeprojektid nagu riigi majanduse seisu-
kohast strateegilise tdhtsusega projektid linnakesk-
konna taasloomiseks. Praeguseks on neid kokku 11
(Uks neist on Kop van Zuidi projekt Rotterdamis).
Nende projektide Ule tehakse pdhjalikku jérelevalvet
ja neid kooskdlastab erikomisjon. Niipea kui mani
projekt jduab etappi, kus seda hakatakse anallii-
sima kui potentsiaalset votmeprojekti, maaratakse
sellele keskvalitsuse koordinaatoriks kdrgem riigi-
ametnik. Tema llesanne on kiirendada otsuste tege-
mist ja tagada, et valikuslsteemi menetlused |3bi-
takse nouetekohaselt. Kui projekt osutub valituks,
koostatakse leping, mille osalised on keskvalitsus
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The increased competition between cities for invest-
ment has lead to a new paradox: the more com-
petition a city confronts from the outside, the less
competitive it must be on the inside. To compete
effectively, the post-industrial city needs to harness its
internal resources (Savitch 1988). A city’s urban pol-
icy becomes both the instrument and the showcase
of this effort. A dynamic urban policy becomes part of
the image of a city and acts as a catalyst for its sym-
bolic economy as is the case in Barcelona, for exam-
ple. The new type of visionary planning that deals with
the current renewal and economic restructuring of cit-
ies accepts the need to restructure its administration
and readjust its urban policy. Rotterdam and Glasgow
have been most innovative in their ability to popular-
ise their new urban policies and anchor post-indus-
trial change firmly to the identity of their cities.

Regional Development and the Role
of National Government: Key Projects

Effective public policy responses to growth-related
problems are inhibited by different factors stem-
ming from the fragmentation of government powers
over land use: local powers, those of surrounding
localities, of the metropolitan area and of the nation
(Downs 1994). National government can indirectly
play a key role in creating effective regional institu-
tions to guide urban development by establishing a
category of key projects of national importance. The
creation of this new category is meant to support
investments in land-use planning that implement
the national policy set forth by national government
(e.g. the Ministry of the Environment).

The Dutch National Physical Planning Agency (RPD)
included in its Fourth Report on Physical Planning
of 1988 and in the Fourth Report Extra (VINEX) of
1990 such key projects as urban regeneration pro-
jects of strategic importance for the economy of
the country - at present, there are eleven such (the
Kop van Zuid in Rotterdam is one of them). They
are being carefully monitored and coordinated by
a special commission. As soon as a project enters
the examination phase for becoming a key project,
a senior civil servant is allocated to it as central gov-
ernment coordinator. Their role is to speed up the
decision-making process and to ensure that the
necessary procedures for the selection system are
handled correctly. Once a project is appointed, an
agreement between the central government and the
city is worked out. It regulates the exact purpose of
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ja linn. Sellega mé&aratletakse iga partneri eraldatud
rahaliste vahendite tdpne eesmark. Alguses eraldas
keskvalitsus sellele ettevdtmisele aastas viis miljar-
dit kuldnat, kuid eelarvekarbete tottu on see summa
ntldseks vaiksem. On mééaratud kindlaks esmatéht-
sad valdkonnad, mis on kooskélas 1990. aasta VINEXi
aruandes toodud riikliku fidsilise planeerimise polii-
tika eesmarkidega. Jargnevalt on toodud v&tmepro-
jektide véljavalimise kriteeriumid.

1. Parandab riigi konkurentsivéimet.

2. Parandab Uhistransporti.

3.Véhendab vahemaad kodust t&dle ja tagasi.

4. Kaasab erainvesteeringuid avaliku ja erasektori
partnerluse vormis.

5.0n véga hea ruumilise ja arhitektuurse
kvaliteediga.

6. On tulevikku vaatav.

Need kriteeriumid pole m&eldud toimima linnades
pelgalt valikumehhanismina, vaid annavad erainves-
toritele ka selge pildi keskvalitsuse prioriteetidest.
Vétmeprojektidesse on kaasatud neli ministeeriumi:
1) elamumajanduse, fuusilise planeerimise ja kesk-
konna ministeerium, 2) majandusministeerium, 3)
transpordi ja veeteede ministeerium ning 4) sisemi-
nisteerium (Hereijgers 1992). Keskvalitsuse toetusel
on Uldjuhul kaks eesmérki: Ghelt poolt garanteerida
erainvesteeringud ja pehmendada turu k&ikumisi
ning teiselt poolt aidata kaasa omavalitsuse puudlus-
tele tagada avalik huvi erasektori vahenditest rahasta-
tavate projektide vastu.

Tanapaeva linnaarendused: praegune seis

Eelkirjeldatud suundumused ja strateegiameetmed on
tdnapaevases linnaarenduses andnud ajale ja ruumile
(ehk teisisdnu ajaloole ja geograafiale) teadvustatuma
rolli ning toonud iseéranis kaasa uute vormide tekita-
mise linnaprojektides. Kas voib &elda, et linnaaren-
dus on nlid tihedamalt vormiga seotud? Teisisénu:
kas linnaprojektid kujundavad tdnapaevast kultuuri ja
on sellest omakorda méjutatud palju tugevamini kui
varem?

Tahaksin juhtida tdhelepanu suhtumises toimunud
nihkele, mis on ilmnenud mitmesugustes arhitektuu-
rivaldkonna linnaprojektides, ja urbanismile, mille
aluseks on ,heitlikumad ja kaleidoskoopilisemad
sotsiaal-majanduslikud olud” ning mida iseloomus-
tab programmiline ebaméérasus ja ebastabiilsus.
Paralleelselt sellega vib mérgata nihet ka Ghiskonnas:
tsentraliseeritud vdimuvoogude killustumist suunaga
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the financial means provided by each of the partners.
Originally 5 billion guilders per year were set aside
by the central government for this cause, but recent
budget savings efforts have made that amount shrink.
Anumber of priorities have been set that are conform
with the goals of the national physical planning policy
as expressed in the VINEX report of 1990. The criteria
for nominating key projects are the following:

1.improve the competitive economic position
of the country,

2.improve public transport,

3. shorten the home to work distances,

4.involve private investment in the form of
public-private partnerships,

5. have a high degree of spatial and architectural
quality,

6. point to the future.

The setting of these criteria is not just meant as a
selection mechanism towards the cities but offers
private investors a clear picture of central govern-
ment's political priorities. Four ministries are involved
in the key projects: the Ministry of Housing, Physical
Planning and Environment, the Ministry of Economic
Affairs, the Ministry of Traffic and Waterways, and the
Ministry of the Interior. (Hereijgers 1992). The support
of central government tends to have two objectives:
it aspires to assure private investment and overcome
fluctuations of the market, but it can also support a
municipality in its efforts to guarantee the publicinter-
est in privately financed projects.

Contemporary Urban Developments:
The Current Situation

The above-described tendencies and policy exper-
iments have led to a more conscious role of space
and time (in other words, of geography and history)
in contemporary urban development, particularly to a
new generation of form in urban projects. Can urban
development now be seen in a closer relationship
to form? In other words, are urban projects shaping
and being shaped by contemporary culture in a much
stronger sense than earlier?

I would like to draw attention to a shift of attitude in a
series of urban projects within the field of architecture
and urbanism based on a "more fluid and kaleido-
scopic socio-economic landscape” that is character-
ised by programmatic indeterminacy and instabil-
ity. This parallels a shift in society: the fragmenting
of centralised flows of power towards the power
of flows is increasingly induced by networks that
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voogude vdimu poole soodustavad aina rohkem
vorgustikud, mis on tdusmas sotsiaalse morfoloo-
gia domineerivaks kategooriaks (Castells 1996). Ehk
on seoses arusaamaga objektide vormil p&hinevast
ainelisest kultuurist esile kerkimas vormi tootmine ja
tarbimine komplekssete |abirdakimisprotsesside abil.
Vormilabiradkimised on aina enam teadlik protsess,
mis toimub konfiguratsiooni tasandil, kontseptuaal-
sel ja diagrammilisel tasandil disainiprotsessi kai-
gus, virtuaalse ja aktuaalse piirimail, kus on v&imalik
l&bikdimine ja osalus. See omakorda viitab Deleuze'i
mottekaigule abstraktsetest masinatest, mis funktsio-
neerivad kultuurilistes ja ajaloolistes protsessides ning
arengus Uldiselt. Geograafias on loodud GIS ehk geo-
graafiline infostisteem: see on digivahend, mille abil
me saame diagrammilises konfigureerimisprotsessis
luua tkskaik millise kaardi ja kaardistada Uksk&ik mida.
See on osalemist véimaldav liides.

Oma raamatus ,The End of Organised Capitalism”
véidavad Lash ja Urry, et tdnapdeva publik on tundlik
kultuuriliste objektide ja vormide vastuvotmise suhtes
tingituna ,argipaevasemiootikast”, milles Uletatakse
rohkem kui eales varem kultuuri ja elu, kujutise ja tege-
likkuse vahelisi piire (Lash ja Urry 1987). Selle taustal
vaarib markimist, et siiani on planeerimise pohiline
puudujddk olnud see, et kultuuri mdistet maéaratletakse
teatud objektide, naiteks kunsti kui sellise l&bi, selle
asemel et vaadelda seda kui hinnangut seostele, mille
vahendusel objektid moodustavad sotsiaalseid vorme
ja ruume. Kultuur on alati protsess ja seda ei saa taan-
dada selle objektile voi selle subjekti vormile. Sel p&h-
jusel peaks hindamine alati Iahtuma inimeste ja objek-
tide dinaamilisest suhtest ning mitte ealeski pelgalt
asjadest. (Miller 1987)

Sellest hoolimata on minu vaade Euroopa linnaaren-
dusele ja selle planeerimisele Usnagi pessimistlik, mis
puutub selle tulevikupotentsiaali. Paradoksaalses olu-
korras, kus suurenenud véline konkurents sunnib linnu
vahendama oma sisemist konkurentsivoimet, tuleb
neil tdsiselt tegeleda oma sisemiste ressursside téhusa
kasutamisega. Oma raamatus ,The Cultures of Cities”
juhib Sharon Zukin tdhelepanu linnade jaoks uuele
simboolsele kultuurimajandusele:

Arhitektuurimotiivide kogumina etendab see peaosa
linna tmberkujundamise strateegiates, mis pdhine-
vad ajaloo sailitamisel v6i kohalikul ,parandil”. Koha-
liku tootva t66stuse kadumise ning perioodiliselt
ilmnevate valitsus- ja majanduskriiside taustal liigub
just kultuur aina suuremal maéral linnade é&ritege-
vuse keskmesse, moodustades vaatamisvaarsuste
pdhialuse ja andes neile erilaadse konkurentsieelise.

URBAN CHANGE 89

become the dominant social morphology (Castells
1996). Perhaps related to the notion of a material
culture based on object form, the production and
consumption of form through complex processes
of negotiation seem to emerge. This negotiation
of form is increasingly a conscious process on the
level of configuration, a conceptual and diagram-
matic level within the design process between the
virtual and the real that allows interaction and par-
ticipation. This in turn refers to the notion of the
Deleuzian abstract machines in cultural and histori-
cal processes and evolution in general. Geography
has created GIS (geographical information systems),
a digital tool with which we within the diagrammatic
process of configuration can create any map and
map anything, an interface for participatory action.

In their book The End of Organised Capitalism Lash
and Urry argue that the contemporary audience is
sensitised to the reception of cultural objects and
forms because of a "semiotics of everyday life” in
which the boundary between the cultural and life,
between the image and the real, is transgressed
more than ever (Lash and Urry 1987). In this context
it is worth noting that until now a major shortcoming
of planning is that the concept of culture is identified
with a set of objects, such as the arts in themselves,
rather than seeing it as an evaluation of the relation-
ship through which objects are constituted as social
forms and social spaces. Culture is always a pro-
cess and is never reducible to either its object or its
subject form. For this reason the evaluation should
always be of a dynamic relationship of people and
objects, never of mere things (Miller 1987).

Nevertheless, my account of contemporary
European urban development and its planning
reality is pessimistic towards its future potential.
In the paradoxical situation where the increased
external competition forces cities to reduce their
internal competition, cities need acutely to harness
their internal resources. In her book The Cultures of
Cities, Sharon Zukin draws attention to the new sym-
bolic economy of culture for cities:

As a set of architectural themes, it plays a leading
role in urban redevelopment strategies based on
historic preservation or local "heritage”. With the
disappearance of local manufacturing industries and
periodic crises in government and finance, culture

is more and more the business of cities - the basis
of their tourist attractions and their unique, compet-
itive edge. The growth of cultural consumption (of
art, food, fashion, music, tourism) and the industries
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Kultuuritarbimise kasv (kunst, mood, muusika, turism)
ja seda toetavad todstusharud hoiavad kéigus linna
simboolset majandust, selle ndhtavat véimet toota
nii simboleid kui ka ruumi.

(Zukin 1995: 1-2)

Kui Euroopa linnas tekivad probleemid majanduslike
Umberkorralduste tottu, muutub planeerimine ehk
valtimatuks, kuid seda taiesti uudsel moel. Vastasel
juhul kaib linnastida alla ja suurem osa majandustege-
vusest koondub Gmbersdidumaanteede lahedusse.
Sellises olukorras tdhendab planeerimine erakapitali
kaasamist avaliku ja erasektori partnerluse toel. Nagu
juba eespool mérgitud, on selle dnnestumiseks linnal
vaja taiskomplekti uusi vahendeid.

Greg Lynn on teinud huvitava anallisi erialaste prak-
tikate ja tooriistade kohta praeguses dinaamilises
olukorras.

Kui arhitektidel on kavas anda oma panus moodsat
linna kujundavatesse jdududesse, mis on liikuvad

ja sageli mitteainelised, tuleb neil omaks vétta nii
liikumise eetika kui ka praktika. Sellega on seotud
eeldus, et eheda, staatilise, kontsentreeritud ja ajatu
vormi ja struktuuri mudelid ei ole enam piisavad
moodsa linna ning selles ilmnevate tegevusviiside
kirjeldamiseks. [--] Liikumise anallits on ajaloo jook-
sul olnud orienteeritud votetele, mis suudavad juh-
tida keerukat informatsiooni sujuvalt, véimaldades
ajavoo uurimist. Praegusajal voib liikumise uurimise
vahenditena viidata eeskatt monele arvutiprogram-
mile. Huvi arvutuste vastu ei ole kantud mitte disaini
mehhaniseerimisest, vaid pigem uuest meediumist,
mille abil saavad disainerid vanu probleeme uutel
viisidel rekontseptualiseerida.

(Lynn 1997: 54)

Linna véljalised tingimused

Raskus, millega planeerimine ja arhitektuur aina enam
silmitsi seisavad, on linna ,valjalised tingimused”,
mida tekitavad kaupade, raha, inimeste ja informat-
siooni vood. Allen (1997) toob sisse ,véljaliste tingi-
muste” moiste seoses kunsti- ja tehnoloogiasuundu-
mustega jargmisel moel:

Viimase aja teoreetilises ja visuaalses praktikas on
tajutav raskuskeskme nihkumine objektilt véljale.
Oma kéige keerukamas avaldumisvormis viitab see
kasitus matemaatilisele valjateooriale, mittelineaar-
sele diinaamikale ja evolutsiooniliste muutuste arvu-
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that cater to it fuels the city’s symbolic economy, its
visible ability to produce both symbols and space.

(Zukin 1995:1-2)

Once economic restructuring challenges the
European city, planning becomes perhaps inevitable,
but in a completely new way. Otherwise, a city centre
will decay and most economic activities will move to
the periphery of the ring roads. Planning will in this
case mean mobilizing private capital through pub-
lic-private partnerships. As we have seen, a city needs
a whole set of new instruments to carry out such a
mission.

Greg Lynn makes an interesting analysis on the pro-
fessional practices and tools in the current dynamic
situation:

If architects are going to participate in the mobile,
often immaterial, shaping forces of the contempo-
rary city, they must embrace both an ethics and a
practice of motion. This involves the assumption that
the classical models of pure, static, essentialised,
timeless form and structure are no longer adequate
to describe the contemporary city and the activities
that it supports. [--] Studies of motion have histori-
cally gravitated to those techniques that can manage
complex information smoothly, allowing the study
of temporal flow. At this moment, certain computer
programs seem obvious as the sites for the study of
motion. This interest in computation is not for the
mechanisation of design, but rather a new medium
in which designers can reconceptualise old prob-
lems in new ways.

(Lynn 1997: 54)

Urban Field Conditions

The difficulty planning and architecture are increas-
ingly facing is the urban “field condition” generated
by the flows of goods, money, people and informa-
tion. Allen (1997) introduces the term “field condi-
tions” in relation to movements in art and technol-

ogy as

an intuition of a shift from object to field in recent
theoretical and visual practices. In its most complex
manifestation, this concept refers to mathematical
field theory, to non-linear dynamics and computer
simulations of evolutionary change. It parallels a
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tisimulatsioonidele. See on tekkinud koos uusimas
tehnoloogias ilmnenud nihkega analoogselt objektilt
digitaalsele valjale. [--] Moodsa linna taristuelemen-
did, mis on nende olemusest tingituna Ghendunud
lahtisteks vorgustikeks, on veel ks ndide véljaliste
tingimuste kohta linna kontekstis.

(Allen 1997 24)

Linna késitamisega véljana aktsepteeritakse toika, et
see on pidevas voolamises ja muutumises. Linnavélja
l&bivad esteetilised protsessid, mida inimeste kehad
moe kujul edasi kannavad. Kuid samuti méjutavad
need protsessid seda kuju, mille votab linnaruum
- kohvikud, véljakud ja muud paigad -, milles need
inimesed kohtuvad. Seistes silmitsi voogude aina
suureneva kultuurilise sisuga, muutub reflektiivsus
esteetiliseks, mille poolt esitavad argumente Lash ja
Urry oma raamatus ,Economies of Signs and Space”
(1994). Esteetilisi protsesse vahendatakse aina roh-
kem ténu kéigi kommunikatsioonivdimaluste elekt-
roonilisele |6imimisele. Alates tlipograafiast kuni
multimeediani koosneb sisu eeskatt (moodsatest)
kujutistest ja markidest. Inimesed oskavad aina pare-
mini neid kujutisi j&lgida ja hinnata ning ka asetada ise-
end maailma konteksti nii ajaloolises kui ka geograafi-
lises mdttes. Mida modernsemaks muutub Ghiskond,
seda suurem on teadlike subjektide vdime reflektee-
rida Ghiskondlikke tingimusi, milles nad eksisteerivad.
Lash (1994) kirjeldab seda kui ,reflektiivset moderni-
seerumist”. Maailmas, kus muutused toimuvad aina
kiiremini ja kdik muutub Uha abstraktsemaks, loob
reflekteerimine véimalusi nii t66l ja vabal ajal kasuta-
tavate tahenduste Umberkujundamiseks kui ka argiste
ruumide ja igapdevaelu mitmekesistamiseks.

Selliseid véljandhtusi mééravad lihtsad kohalikud tingi-
mused ning need on tegelikult suhteliselt sdltumatud
linna Uldisest vormist ja ulatusest. Tegelikud tingimu-
sed, mis tekivad keerukate kohalike sidemete pinnalt,
on alt tles avalduvad nahtused. Nende iksikelemen-
tide Uldine kuju ja ulatus on vaga muutlikud ega sdltu
kdikehaaravatest ruumilistest vahekordadest voi pla-
neerimiskavadest. Vorm on kill téhtis, aga mitte niivord
asjade vorm kui asjadevaheline vorm. (Allen 1997: 24)

Kuigi  Uleilmsed suundumused, néiteks dein-
dustrialiseerimine vdi uued info- ja kommunikat-
sioonistruktuurid, maéravad &ra kohalikes véljades
avalduvad joud, kéituvad kohapealsed osalised koos-
kélas kohalike tingimustega, naiteks harjumustest,
tavadest ja Uksmeelsetest seisukohtadest ldhtudes.
Osalised, kes on muutunud oma keskkonna suhtes
kriitiliseks, soovivad aina enam olla otseselt kaasatud
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shift in recent technologies from analogue object

to digital field. [--] The infrastructural elements of

the modern city, by their nature linked together in
open-ended networks, offer another example of field
conditions in the urban context.

(Allen 1997: 24)

Understanding the city as a field means accepting
it being in a state of continual flux and continuous
change. Aesthetic processes flow through the urban
field and are carried by bodies of people in the form
of fashion but also influence the form of urban space,
where these people meet - the cafés, squares and
other places. Confronted with the increasing cul-
tural content of flows, reflexivity becomes aesthetic,
a notion for which Lash and Urry argue in their book
Economies of Signs and Space (1994). Aesthetic
processes are increasingly mediated through the
electronic integration of all communication modes.
From the typographic to the multimedia, the content
particularly consists of (fashion) images and signs.
People are increasingly able to monitor and evalu-
ate these images as well as place themselves within
the world, both historically and geographically. The
more societies modernise, the greater is the ability of
knowledgeable subjects to reflect upon their social
conditions of existence. Lash (1994) characterises
this as “reflexive modernisation”. In a world of ever-
faster change and growing abstraction, the process
of reflexivity opens up possibilities for the recasting
of meanings in work and in leisure as well as for the
heterogenisation of everyday spaces and life.

Such field phenomena are defined by simple local
conditions and are in fact relatively indifferent to the
overall form and extent of the city. Emerging through
intricate local connections, field conditions are bot-
tom-up phenomena. The overall shape and extent of
the parts are highly fluid, independent of any overar-
ching geometry or planning scheme. Form matters,
but not so much the forms of things as the forms
between things. (Allen 1997: 24)

While global movements such as de-industrialisa-
tion or new information and communication struc-
tures determine the forces in a local field, the actors
on the spot behave according to local conditions,
such as habits, tradition and consensus. Increasingly,
these actors that have become critical about their
environment want to be directly involved in planning
the development of their district. Under field con-
ditions, architecture and planning thus have to shift
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oma piirkonna arengu planeerimisse. Seega peavad
arhitektuur ja planeerimine tegelikes tingimustes p&6-
rama téhelepanu muule kui traditsioonilistele Ulevalt
alla toimivatele kontrollimeetmetele ning hakkama
kaaluma paindlikumaid, alt Ules toimivaid meetodeid
(Allen 1997). Kui Uhises vorgustikus on kaik kdigega
Uhenduses, toimuvad asjad Uhel ajal. Selline theaeg-
sus on probleemiks igale keskvéimule. Seepérast pea-
vad uldjuhtimise aluseks olema Uksteisest sdltuvad
tegevused, mida tehakse kohalikul tasandil, aga mitte
keskvalitsuse késul. (Kelly 1994: 469)

Kuigi on ilmne, et linnaplaneerimises ja iseéranis arhi-
tektuuris on valmistanud raskusi linnaelu keerukate
oludega arvestamine piisaval mé&aral, on vahe tden-
deid selle kohta, et see tegevusvaldkond on kohane-
mas uute valjaliste tingimustega. Naiteks Greg Lynn
(1997) réagib teistsugusest arhitektuurist, mida tuleb
kontseptualiseerida ja modelleerida linnalises véljas.
Linnalist valja peetakse dliinaamiliseks ja seda iseloo-
mustavad pigem jéud kui vormid. Arhitektide jaoks
on linnakeskkonnaga seotud kisimuste keskmes
olnud tavaliselt lihtsalt suurvormid véi -struktuurid.
Tanapaeval tuleb aga linna tasandil tegeleda vormi
asemel organisatsioonimustritega. Linnalise valja tin-
gimustele keskendumiseks peaksid arhitektid oma
t66s kasutama ,linnas avalduvate jdudude ja valjade
diinaamilisi simulatsioonislisteeme” (Lynn 1997: 55).
Selles kontekstis esitab Allen jargmise kiisimuse:

Kuidas arvestada linna mitmekihiliste ja ebamaéraste
tahkudega, kasutades meetodeid, mis on omased
erialale, milles on sedavord tahtsal kohal kontrolli
tagamine, eraldatus ja Uhtsust taotlev motteviis?
Tagab ju linnade &itsengu tegelikult just see, et neis
on kaik nii etteaimamatu, et need on slindinud aja
jooksul vélja kujunenud keerukast korrast.

(Allen 1997: 30)

Allen soovitab meeles pidada, et arhitektuuris ja pla-
neerimises peaks arvestama nende piiratud suutlikku-
sega luua linnas korda ning et need vétavad eeskuju
keerukatest isereguleeruvatest korraparadest™, mis on
linnatingimustes juba olemas. Hinnates aina rohkem
linnalist valja, hakkab arhitektuuriobjektidelt kaduma
traditsiooniline vorm ja neid ka disainitakse teistmoodi
- Uhele on hakatud eelistama ohtrat, objektidele valju.
Uut erialast praktikat iseloomustab aina enam

15 Evolutsioonilistes stisteemides tekib iseorganiseeruv kord siis,
kui mangureeglid kehtestatakse alt Ules. Alumistel tasandi-
tel koos toimivad joud muudavad méangu edenedes reegleid.
Susteemid sailitavad tasakaalu oppimise ja kohanemise teel.
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their attention from the traditional top-down forms
of control and begin to investigate more fluid bot-
tom-up approaches (Allen 1997). When everything
is connected to everything else in a distributed net-
work, things happen all at once. The simultaneity
challenges any central authority. Therefore, overall
governance must arise from interdependent acts
done locally and not from a central command. (Kelly
1994: 469)

Although it is evident that urban planning and par-
ticularly architecture have had great difficulties in
adequately addressing the complexities of urban life,
there is little evidence that the discipline is adapting
itself to the new field conditions. Greg Lynn (1997),
for example, points to a different architecture that
must be conceptualised and modelled within an
urban field. The urban field is understood as dynamic
and characterised by forces rather than forms. To an
architect, urban questions have usually simply been
questions of large-scale form or fabric. Today, instead
of form, patterns of organisation are to be addressed
on the urban scale. To address urban field conditions,
architects should design using “dynamic simulation
systems of urban forces and fields” (Lynn 1997: 55). In
this context Allen asks:

How to engage all the complexity and indetermi-
nacy of the city through the methods of a discipline
so committed to control, separation and unitary
thinking? We thrive in cities exactly because they are
places of the unexpected, products of a complex
order emerging over time.

(Allen 1997: 30)

Allen suggests that architecture and planning need
to recognise the limits of their ability to order the
city and that they learn from complex self-regulating
orders already present in the field of the city. With
growing recognition of the urban field, architectural
objects tend to lose their traditional form and design
process - we move from the one toward the many,
from objects to fields.

Increasingly, new professional practice is charac-
terised by providing solutions through mediating
between municipal bureaucracies, developers with
their production systems and the participation of new

15 Self-organised order in evolutionary systems occurs if the rules
of the game are composed from battom up. Interacting forces at
the bottom level will change the rules as the game progresses.
Systems balance themselves by learning and adapting.
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lahenduste pakkumine, mis eeldab vahendajana toi-
mimist riikliku blrokraatia, arendajate tootmissustee-
mide ja disainiprotsessi kaasatud uute osalisrihmade
vahel. Sedalaadi vahendus néib loovat vahepealse
toimimistaseme, kus anallusitud andmeid télgenda-
takse ja kujundatakse Umber, enne kui neist saavad
lahendused v&i vormid. Aina enam ndutakse hilise-
mat tdiendamist vdimaldavaid lahendusi ja malle.
Diagrammilise praktika mdiste naitab katte Uhe
uue erialase tegevuse suuna, mis haakub tihedalt ja
tulemuslikult praegu esilekerkivate linna valjaliste

URBAN CHANGE 93

groupings of actors in the design process. This type of
mediation seems to provoke an intermediary level of
operation in which the analysed data are interpreted
and transformed before becoming solutions or form.
Increasingly, open-ended solutions and templates are
required. The notion of “diagrammatic practice” may
offer one outline for a new professional approach,
appropriate for and efficient in the emerging urban
field conditions.

tingimustega.
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CHARLES LANDRY: i
KULTUURILINE PLANEERIMINE VOI
PLANEERIMINE KULTUURILISELT

Eessona

1980. aastate I5pus kerkis linnaloomes esile hulk kont-
septe, mille nimetuses sisaldus alati séna ,kultuur”:
kultuurilised ressursid, kultuuriline kaardistamine,
kultuuriline planeerimine, kultuuriline kirjaoskus jne.
See oli osaliste jaoks pdnev aeg. Néis, nagu me look-
sime uut kontseptiruumi. ,Meie” hulka kuulusid péris
alguses eeskatt Franco Bianchini, Colin Mercer, David
Yencken ja Bob McNulty. Méni aasta hiljem, kui mul
tekkisid 1994. aastal Helsingiga sidemed, liitusid
meiega ka Jan Verwijnen ja Timo Cantell.

Tootades Helsingi linnaga, oli eesmérk tuua kultuu-
rikisimused ja loovus linnaplaneerimises keskse-
male kohale ning sellest kantuna stindis valjaanne
JHelsinki: A Living Work of Art” (Landry 1994). Selles
kontekstis tuligi mul Jani intervjueerida.

Minu esimene md&te temaga kohtudes oli: ,Kes see
tllp on? Pikk ja Uleni kallites musta vérvi riietes ning
mida ta Uldse Helsingis teeb?” Aga kui ta rédkima hak-
kas, selgus, et ta votab asja vaga tosiselt ja on vaga
pohjalik, kuigi tott-6elda ei saanud ma alati tdpselt
aru, mida ta delda tahtis. Ma kaldun k&ike lihtsustama
ning see voib jatta mulje algelisusest ja lihtsakoeli-
susest. Jan oli teistsugune ja kuna tema tahtis uurida
keerukamaid teemasid, siis sobisimegi kenasti kokku
nagu kaks vastandpoolust.

Kui jdudsime asja ivani, keskendudes sellele, mis loov
linnaloome on vai voiks olla, ilmnes selgesti tema kin-
del soov méista linnakeskkonna muutuste stigavamaid
toimimismehhanisme. 1990. aastatel kohtusime korra-
paraselt ning mul on vdga hea meel, et ta suutis tol ajal
korraldada olulise konverentsi ja anda vélja raamatu
loovate linnade kohta. Sellest ajast peale hakati talle vii-
tama alles tekkivates aruteludes linnade tuleviku kohta.

Meie Uhistel ettevdtmistel oli kill teatav mdju, kuid
nuid, 2019. aastal, neile tagasi vaadates naib mulle,
et me ei suutnud teha &ra piisavalt palju. Meie vélja
pakutud métlemisviis - kultuuriline métlemine voi
kultuurist kantud |dhenemine - ei ole linnaarenduses
ajanud piisavalt sligavaid juuri. Ent samas vdime just
praegu seista teelahkmel ning kuna maailm hakkab
podrama ette oma stiingemat palet, Gtleb mu vaist, et
kultuurilised vaatenurgad kerkivad taas esile ja muu-
tuvad uuesti oluliseks.
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CHARLES LANDRY:
CULTURAL PLANNING OR
PLANNING CULTURALLY

Preface

A series of concepts emerged in the late 1980s in
city-making, always including the word “culture”.
Cultural resources, cultural mapping, cultural plan-
ning, cultural literacy. It felt exciting as a participant.
It was as if we were creating a new conceptual land-
scape. That "we"” included at the very beginning espe-
cially Franco Bianchini, Colin Mercer, David Yencken
and Bob McNulty and a few years later, as my involve-
ment with Helsinki started in 1994, also Jan Verwijnen
and Timo Cantell.

The work with Helsinki sought to put cultural issues
and creativity more centre-stage in city planning and
resulted in the publication Helsinki: A Living Work of
Art (Landry 1994). In that context | interviewed Jan.

My first thought on meeting Jan was: “Who is this guy
-heissotalland dressed in designer black and what s
he doing in Helsinki?” Then he started talking. | could
see he was very serious and thought deeply about
things and, to tell the truth, | did not always know what
he meant. | tend to try to simplify things and the dan-
ger here is that it can come across as simplistic. Jan
was different, he wanted to explore the complex, so
we could get on rather like ying and yang.

When we got into the nitty-gritty of what creative
city-making is or could be, his determination to really
understand the deeper dynamics of urban change
became clear and over the 1990s we met regularly
and | was delighted he pulled off a major conference
and a book on creative cities. He became from then
on a reference point in the emerging debates on city
futures.

Our collective work had some impact, but as | reflect
back today, in 2019, | believe we did not achieve
enough. The thinking we proposed - thinking cultur-
ally or a culturally-driven approach - has not embed-
ded itself sufficiently into how city development is
conducted. Yet, we may be at a turning point and, as
the world turns to its darker face, my intuition is that
those cultural perspectives are re-emerging again
with renewed importance.
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Teekond

Selle artikliga tahan mélestada Jan Verwijnenit ja minu
arvates aitab just isiklikum vaatenurk moddunule
moista, kuidas need ideed kuju vétsid. Vahetevahel
selgitab see asju paremini kui analtusivad kirjeldu-
sed. Minu huvi kultuuri ja loovuse vastu oli véltimatu
- véhemalt minu jaoks on see tugevasti seotud minu
eluteekonnaga. Olles Ules kasvanud Inglismaal ja
Saksamaal ning Sppinud ltaalias, juurdlesin selliste
kisimuste tle nagu ,Kes ma olen?”, ,Kuhu ma kuu-
lun?”, ,Mis teeb kohast koha?” ja ,Mis on igas kohas
erilist?”. Mu vanemad, kes olid intellektuaalid ja
raakisid inglise keelt saksa aktsendiga, pdgenesid
1930. aastatel Saksamaalt natside eest. Mu isa tegi
filosoofilist kirjat6dd ja mu emast sai hiljem kunstnik.
Nad oskasid mitut voorkeelt ja meie kodus kéis palju
eri riikidest parit inimesi. Ma kasvasin Ules kosmopo-
liitses keskkonnas, kus ma olin pidevalt imbritsetud
eri kultuuridest, olgu need siis Euroopast, Aafrikast
voi Aasiast. Hiljem stivendas seda tendentsi ka minu
haridus: Sppisin pikki aastaid ladina ja vanakreeka
keelt traditsioonilises saksa glimnaasiumis, kus peeti
véga téhtsaks ideed sellest, ,kus on meie juured”, kust
péarineb ajalooliselt see, kes me oleme ja kuidas me
métleme. Minu magistritéd John Hopkinsi Ulikooli
dppebaasis Bolognas kasitles ,postindustriaalsete
Uhiskondade probleeme” ning juba siis vdis mérgata
kultuuriteema hiilivat esilekerkimist, aga see polnud
veel tdusnud sedavdrd kesksele kohale.

Tollal oli minu esimene t66koht Euroopa Liidu pike-
maajalises uurimisprojektis ,Europe plus 30" See oli
tulevikuanallilsi projekt, milles pluti prognoosida
edasisi suundumusi mitmesuguste erialade vaatenur-
gast alates Uhiskonnaelust ja majandusest kuni kesk-
konna- ja kultuurivaldkondadeni. Eesmark oli uurida,
kuidas tuua Euroopa mitmekesisus ja eripérasused
kokku nii, et sellest saaks alus Euroopa tulevikuvi-
sioonile. Pidev reisimine Euroopa riikide vahel ainult
slvendas minu seisukohta, et oleme nii erinevad,
kuid samas nii sarnased. See tuletas mulle meelde, et
saame kuuluda korraga paljudesse kohtadesse.

Kdige selle taustal olen jdudnud kolmele jareldu-
sele: identiteet on mitmetahuline; kohad putavad
kasutada suurimal voimalikul moel ara ressursse,
mis neil on; igal pool on olemas midagi eriparast ja
ainulaadset.

Asutasin rihmituse Comedia 1978. aastal, kui olin
kolmekimnene. Tollal seostus see nimi sdénadega
LJommunikatsioon” ja ,meedia”, aga ka ,kogukond”.
Mul polnud midagi selle vastu, et kellegi arvates véib
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This text seeks to honour the memory of Jan
Verwijnen and so | feel a personal history is appro-
priate in describing how these ideas evolved. At
times this explains more than any analytical descrip-
tion. My interest in culture and creativity was inev-
itable - to me at least, it links to my life trajectory.
Brought up in Britain, Germany and also studying
in Italy made me think "Who am 1?” and “Where do
| belong?” and "What makes a place a place?” and
"What is special about here?”. My parents escaped
from the Nazis in the 1930s, they spoke with a
German accent. They were intellectuals, my father a
philosophical writer, my mother an artist later in her
life. They spoke many languages, people from many
countries passed through our home. A cosmopoli-
tan environment as cultural difference was around
me all the time - Europe, Africa, Asia. Education later
reinforced this - years and years of Latin and Ancient
Greek in a classic German gymnasium anchored in
the idea of what are our roots, what are the histor-
ical sources of who we are and how we think. My
Master’s thesis at the John Hopkins University base
in Bologna was on problems of post-industrial soci-
eties, and here already the issue of culture lurked in
the background, but not too centrally.

My first job was at the EU on a longer-term research
project called Europe plus 30. It was a foresight pro-
ject looking at where Europe was going from the
perspective of multiple disciplines cutting across
social life, from economics to environment to cul-
ture. Its aim was to see how Europe’s diversity and
distinctiveness could be brought together in some
kind of vision of a future Europe. Continually moving
around Europe reinforced my sense of how differ-
ent, yet the same we are. It reminded me that we can
belong to many places.

Three conclusions emerge from this background:
identity is complex; places try to make the most of the
resources they have; everywhere there is something
unique and distinctive.

| founded Comedia when | was 30 in 1978. The words
signalled then a mix of associations: “communica-
tions” and "media” plus “community”. | did not mind
the link to commedia dell'arte or even “"comedy”.
Things are serious, | thought, but being light-hearted
is OK, too. Comedia focused initially on how organ-
izations, especially radical ones, got their message
across in seeking to foster change. In a later stage, we
began to look at cities as a whole. The early 1980s was
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see viidata commedia dell'arte’le voi isegi komoo-
diale. Asjalood on tdsised, Utlesin ma endale, kuid
veidi naeru kulub kindlasti dra. Comedias kesken-
duti alguses sellele, kuidas suudavad organisatsioo-
nid, isedranis need, mis on radikaalsed, edastada
oma sdnumi, et aidata kaasa muutuste toimumisele.
Hiljem hakkasime tegelema ka linnade kui terviku-
tega. 1980. aastate algus oli aeg, kui rahvusvaheli-
sel areenil toimusid murrangulised Umberkorraldu-
sed, mis avaldasid Euroopa linnadele tugevat mdju,
sest maailma raskuskese hakkas nihkuma ida poole.
TA6tus suurenes, vanu tehaseid suleti, kindlustunne
kahanes. Linnad hakkasid endale esitama jéargmisi
kisimusi: ,Kes me oleme?”, ,Kuhu me liigume?” ja
.Milles seisneb meie rikkus?” Meie jaoks algas sel-
lega pikk teekond, mille jooksul tegime koostésd
linnadega, et aidata neil leida endale uus nagu,
I6imides hoolimata kdigist kaasnenud raskustest
omavahel majandusliku, sotsiaalse ja kultuurilise
arengu. Kdige tdhtsam on aga see, et meie arvates
oli suutlikkus midagi tmber kujundada oma pdhi-
olemuselt kultuuriline ettevétmine ning tihedalt seo-
tud nihkega mottemaailmas ja loomisvalmiduses.
Uksikasjalikum iilevaade Comedia tegevusest on
minu arhiivilehekiljel (Landry 2020).

Minu teekonnal on seega kokku saanud kolm tee-
mat: kultuur, loovus ja linnakeskkond. Kultuur tahis-
tab seda, kes me oleme, loovus naitab, milliseks me
voime saada, ja linnakeskkond on see, kus enamik
meist elab. Arvasin, et pérand, ajalugu ja loovus
tédiendavad Uksteist suureparaselt, sest pelgalt mélu
kustutamine vdib kaasa tuua pidetuse, laostades
identiteedi ja kuuluvustunde. Joudsin ka arusaami-
sele, et kui minna inimeste kultuuriga kaasa, tunnus-
tada selle olulisust ja mdjujéudu, suhtuvad inimesed
muudatustesse rahulikumalt, iseéranis siis, kui nad
saavad ise arenevas linnas taita kujundaja, suunaja ja
kaaslooja rolli. Kdike seda on lihtne 6elda, aga raske
ellu viia.

Kultuur, loovus ja linnakeskkond

Minu arusaama jargi koosnevad linna kultuurilise pla-
neerimise vahendid jargmistest elementidest.

Kultuurilised ressursid on linna tooraine ja vaartus-
baas; see on rikkus, mis ei ole enam sde, terase voi
kulla kujul. Kultuurilised ressursid on tavalised, iga-
péevased ja mitmekesised ning vahel ka erakordsed.
Loovus on meetod, mille abil neid ressursse kasutada
ja kasvatada. See on vdime té6tada asju labi, [dhtudes
teadmishimust ja kujutlusvéimest, ning selle pd&hi-
omadus on avatus.
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a period of dramatic restructuring and global disloca-
tion, which affected European cities intensely, as the
world began to shift towards the East. Unemployment
was rising, older factories were closing down, confi-
dence was waning. Cities began to ask themselves
"Who are we?", “Where are we going?”, “What assets
do we have?” That, for us, began a long-term trajec-
tory of working with cities in helping them to repo-
sition themselves by coupling economic, social and
cultural development together in spite of all the diffi-
culties involved. Most importantly we thought that the
ability to transform was in essence a cultural project
and involved shifting the mindset and the willing-
ness to create. That history is explained in my archive
(Landry 2020).

My journey, thus, connected three themes: culture,
creativity and the city. Culture is who we are, creativ-
ity shapes what we can become and the city is where
most of us live. | thought heritage and history and
creativity could be great partners, as simply erasing
memory could leave people lost by shattering their
sense of identity and belonging. | realized, too, that
going with the grain of peoples’ culture, acknowl-
edging its significance and recognizing its power
would make people feel more at ease with change,
especially if they could become shapers, makers and
co-creators of their evolving city. These are all things
that are easy to say and difficult to implement.

Culture, Creativity & the City

As | understand it, the elements that make up the
toolkit of planning a city culturally are the following.

Cultural resources are the raw materials of the city
and its value base; its assets replacing coal, steel
or gold. Cultural resources are ordinary, mundane,
diverse, but also sometimes exceptional. Creativity is
the method of exploiting these resources and helping
them grow. It is the capacity to work things through
with curiosity and imagination. Its main characteristic
is openness.
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Viitsime, et linnaplaneerijate ja -loojate tlesanne on
leida need ressursid Ules ning majandada ja kasu-
tada neid vastutustundlikult ja séandada olla loovad.
Seega peaks kultuur suunama linnaloome tehnilist
poolt ning seda ei tohiks pidada pelgalt kdrvaliseks
taienduseks, millele pdodratakse tédhelepanu alles siis,
kui on Uhele poole saadud selliste oluliste planeeri-
misklsimustega nagu elamumajandus, transport ja
maakasutus. Selle asemel peaks kultuuriliselt pdhjen-
datud vaatenurk méaarama selle, kuidas tegeleda nii
planeerimise kui ka majanduse arendamise voi Ghis-
kondlike kiisimustega. Tulemuseks véivad olla teistsu-
guse valimuse voi Ulesehitusega elamud vdi majan-
dusprogrammid, mis haakuvad kohaliku kultuuriga ja
tuginevad sellele.

Arusaam kultuurist kui ressursist oli minu jaoks
silmi avav ,ilmutus” ning pérast seda hakkasin ma
nagema linnu ja nende rikkust taiesti uues valgu-
ses. Mulle néis, etigal viimasel kui linnasopil on oma
lugu v&i avastamata potentsiaal, mida saaks kasuliku
eesmargi nimel taas kasutusse vétta. Selle tulemu-
sena stindiski uudne linnarikkuse audit. Arvestades
kdikehdlmavalt linna majanduselu, Ghiskondlikku
potentsiaali ja poliitilisi traditsioone, analllsisime,
kuidas saaks kasutada kultuurivarasid majandus-
like eeliste voi sotsiaalse tugevuse saavutamiseks.
Kuidas tUhendada traditsiooniline puu- véi metal-
litdé uue tehnoloogiaga, et rahuldada nlldset
ndudlust tarbeesemete jarele, voi kuidas rakendada
harjumuspéraseid dppimis- ja arutelumudeleid, et
reklaamida linna kui mottekeskust, olles toeks ppe-
asutustele? Me kaalusime isegi linna ,meeleaistin-
guid” alates varvidest kuni helide, I16hnade ja valis-
ilmeni, haarates kaasa ka vastastikuse abi osutamise
tavad, Uhingute vargustikud ja sotsiaalsed rituaalid,
sest tédheldasime, et need vdivad aidata nii suuren-
dada linna konkurentsivdimet kui ka tugevdada
selle identiteeti. Kultuurivarade selline ké&situs pani
mind md&tlema linnast kui plastilisest tehisobjektist,
mida vormivad nii ehitised kui ka tegevused. Minu
jaoks olid linnal isiksus ja emotsioonid, tunded, mis
on Uhel hetkel tlevad ning jérgmisel siinged. Linn,
mida kujutletakse sellisena, on elav organism, mitte
elutu masinavérk.

Selle kéigus saime Uhtlasi selgeks méned kontsep-
tuaalsed vétted, mis vdivad esmapilgul tunduda
ilelihtsustatud. Uks neist oli nérkade kiillgede muut-
mine tugevateks. ,Tanu” kilmale kliimale on véimalik
Rootsis Kirunas/Jukkasjarvis ja Soomes Kemis pidada
jaéhotelle. Véi nagu ma kuulsin 1990. aastate algu-
ses Uht Glasgow’ turismispetsialisti Utlemas: ,Siin
sajab igal juhul vahem kui Islandil, nii et miks mitte
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The task of urban planners and city-makers, we
argued, is to recognize, manage and exploit these
resources responsibly and to dare to be creative.
Culture thus should shape the technicalities of
city-making rather than being seen as a marginal
add-on to be considered only after the important
planning questions like housing, transport and
land-use have been dealt with as discrete issues. By
contrast, a culturally informed perspective should
condition how planning as well as economic devel-
opment or social affairs should be addressed. So
housing might look and feel different, and economic
programmes might work with and build on people’s
cultures.

Recognizing culture as a resource was a personal
revelation and thereafter | began to think of cit-
ies and assets in completely different ways. Every
crevice in the city had a hidden story or undiscov-
ered potential that could be re-used for a positive
urban purpose. This led to a new form of urban asset
audit. By taking a broad sweep of a city's economy,
social potential and political traditions we assessed
how cultural assets could be turned into economic
advantage or social strength: for example, how an
old skill in carpentry or metal-working could be
linked with new technology to satisfy a new market
for household goods or how a tradition of learning
and debate could be used to market a city as an idea
hub, thus strengthening its learning institutions. We
even considered the “senses” of the city from colour,
to sound, smell and visual appearance, also taking a
broad sweep through mutual-aid traditions, associa-
tive networks and social rituals, as we saw that these
could make a city both competitive and reinforce its
sense of self. This approach to the concept of cul-
tural assets made me think of the city as a malleable
artefact, shaped both by built projects and by activ-
ity. | thought of the city as having a personality and
emotions, with feelings uplifted at one moment and
depressed in the next. The city conceived of in this
way was a living organism, not a machine.

Along the way some conceptual tricks were learnt
that at first might sound simplistic. One was the idea
of “turning a weakness into a strength.” Coldness
could be used to create ice hotels as in Kiruna/
Jukkasjarvi in Sweden or Kemi in Finland. Or as
Glasgow's tourism officer said to me in the early
1990’s: “We are drier than Iceland, so let's promote
the city as a kind of Riviera to Icelanders.” As the
world of cultural resources opened out, it became
clear that every city could have a unique niche and
"making something out of nothing” became totemic
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reklaamida end neile kui ilusa ilmaga puhkusekohta.”
Kultuuriliste ressursside ampluaa laienedes sai sel-
geks, etiga linn véib leida oma eriparase nisi ning ,Ka
mitte millestki on véimalik teha midagi” sai lipukirjaks
igalihele, kes puldis arendada voi reklaamida linnu,
mis olid koledad v&i kus oli liiga kilm v&i kuum, voi
lihtsalt mittemidagittlevaid kohti.

Meile j6udis kohale, et igast linnast vdib saada oma
ala maailmakeskus, kui vaid olla jarjekindel ja piisa-
valt pingutada - Freiburg 6kouurimuste, New Orleans
bluusi ja Hay-on-Wye raamatumuilgi valdkonnas.
Linna ressursside kindlakstegemisel oli palju 6ppida
itaallastelt, kes on tuntud oma kohalike festivalide vai
pidustuste (feste véi sagre) poolest, mille eesmérk on
tdsta igas piirkonnas esile just selle eriparast rikkust,
olgu selleks siis metsaseened, pasta voi kirjandus.

Sai selgeks, et kultuurilised ressursid on kehastatud
inimeste oskustesse ja annetesse. Nende hulka ei
kuulu mitte lihtsalt ,asjad” nagu hooned, vaid ka sim-
bolid, tegevused ja kohalik k&sit66 ning kohapealsed
tooted ja teenused, mida esindavad naiteks vilunud
saridmblejad India linnades, puidunikerdajad Balil véi
kangavarvijad Malis Djenné linnas. Linnade kultuuri-
liste ressursside alus on ajaloo-, td0stus- ja kunstipa-
rand, mis esindab selliseid varasid nagu arhitektuur,
linnamaastikud véi maamargid, kohalikud ja pdlised
avaliku elu traditsioonid, pidustused, rituaalid voi
lood, aga ka hobid ja kirealad. Asjaarmastajate kul-
tuuritegevused saab kdik Gmber mdtestada, et luua
uusi tooteid voi teenuseid. Sageli jdetakse tahelepa-
nuta sellised ressursid nagu toit ja toiduvalmistamine,
vabaajategevused, riietus ja subkultuurid, mida ometi
leidub kaikjal. Kultuuriliste ressursside hulka kuulu-
vad veel néite- ja kujutav kunst, disain, muusika ning
uus meedia kogu oma mitmekesisuses ja varvikuses.
Tollal nimetati neid kultuuritddstuseks, niid aga
loomemajanduseks.

Kultuuriline kaardistamine. Kultuurist |&htuva lin-
naarenduse jargmine etapp on k&egakatsutavate
ja kvantitatiivsete voi mitteaineliste ja kvalitatiivsete
ressursside slstemaatiline valjaselgitamine ja neist
Ulevaate andmine. See on 360kraadise haardeula-
tusega tédmeetod ja -vahend, mille abil teha kaa-
saval viisil kindlaks kogukonna tugevad ja nérgad
kiljed, andes eri tausta ja huvidega inimestele ja
organisatsioonidele vdimaluse teha teatavaks, mil-
lised vaartused ja taotlused on nende arvates téht-
sad. Andmete ja info koondamisel kerkib esile linna
mitmetahulisus, sest on paratamatu, et kavatsused ja
sihid on erinevad. Kohalikku kogukonda esindavate
rithmade jaoks esmatéhtsad valdkonnad ei pruugi
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to anyone trying to develop or promote ugly cities,
cold or hot cities or marginal places.

The realization dawned that every city could be a
world centre for something, if it was persistent and
tried hard enough - Freiburg for eco-research, New
Orleans for the blues or Hay-on-Wye for bookselling.
In identifying urban resources, a lot could be learnt
from the ltalians, renowned for their feste or sagre,
which celebrate whatever resource their region is
known for, from mushrooms to pasta to literature.

It became clear that cultural resources were embod-
ied in peoples’ skills and talents. They were not only
"things” like buildings, but also symbols, activities
and the repertoire of local products in crafts, man-
ufacturing and services, like the intricate skills of
sari-makers in Indian cities, woodcarvers of Bali or
dyers of Djenné in Mali. Urban-cultural resources
are a historical, industrial and artistic heritage, repre-
senting assets like architecture, urban landscapes or
landmarks, local and indigenous traditions of pub-
lic life, festivals, rituals or stories, as well as hobbies
and enthusiasms. Amateur cultural activities can all
be rethought to generate new products or services.
Resources like food and cooking, leisure activities,
clothing and sub-cultures that exist everywhere are
often neglected. Cultural resources also include the
range and quality of skills in the performing and visual
arts, design, music and the new media. Then they
were called “cultural industries”, now the “creative
economy”.

Cultural mapping. The next step in culturally driven
urban development was to detail and map those tan-
gible and quantifiable or intangible and qualitative
resources systematically. It is a 360-degree method
and tool to identify community strengths and weak-
nessesin a participative way, giving people and organ-
izations from differing backgrounds and interests the
voice to say what values and aspirations they think
are important. In pulling this information and knowl-
edge together the complexity of a city reveals itself as
there will inevitably be differences in intentions and
goals. The priorities of local community groups may
differ from those of business or public sector institu-
tions. How to align these potentially starkly conflicting
and contrasting world views is a central challenge of
city-making. The challenge, then, is to use these rich
resources to shape urban strategies during planning
to overcome the obstacles. (Duxbury et al 2015)

Cultural planning. Cultural mapping turns into cultu-
ral planning when the material is assessed. For this
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kokku langeda é&ri- véi avaliku sektori omadega.
Linnaloome p&hiprobleem ongi see, kuidas thitada
neid potentsiaalselt vastuolulisi ja lahknevaid maail-
mavaateid. Ulesanne on seega kasutada planeerimi-
sel neid mitmekesiseid ressursse linnastrateegiate
kujundamiseks ja Uletada selle kaigus takistused
(Duxbury jt 2015).

Kultuuriline planeerimine. Kultuurilisest kaardista-
misest saab kultuuriline planeerimine |dhtemater-
jali hindamise kaigus. Et see toimiks tdhusalt, tuleb
toole rakendada kujutlusvéime, loovus ja sageli
ka julge métlemine, et voimalusi parimal moel &ra
kasutada. Siinkohal ei keskenduta mitte lihtsalt vaja-
dustele, vaid ka ettevotlusvdimalustele ja -soovidele,
samuti takistustele ja piirangutele. See kasitusviis on
terviklik, valdkondadevaheline, koostéépdhine ja
horisontaalne, ning putab luua soodusvdimaluste
vorgustikke. Sellest 18htuvalt saab omakorda vélja
téotada strateegia ja tegevuskava. 1988. aastal toi-
mus Melbourne'is esimene loova linna konverents,
mis keskendus kaunitele kunstidele ja kus kerkisid
juba esile mdned loova linnaga seotud podhitee-
mad, mida oleme maininud. Selle Uks korraldaja
David Yencken mérkis jargmist: ,Loov planeerimine
pohineb kultuuriliste ressursside ideel ja tervikka-
situsel, et iga raskus katkeb uusi tegutsemisvéima-
lusi.” (Landry 2001) Seega vdib igast ndrgast kiljest
saada tugevus ja isegi pealtnédha ,ndhtamatust” on
voimalik vélja véluda midagi positiivset ehk ,ka mitte
millestki on véimalik teha midagi”. Need fraasid voi-
vad tunduda tihipaljad sénakdlksud, ent kui neisse
veendunult uskuda, vdivad neist saada téhusad pla-
neerimise ja ideede genereerimise t&driistad.

See haakub Wolf von Eckhardti 1980. aasta sdna-
votuga véljaandes ,The Arts & City Planning”, kus
ingliskeelset séna ,kunst” kasutatakse palju laiemas,
mitte vaid kujutava kunsti (nt maalikunst) voi kaunite
kunstide (nt muusika) tdhenduses. ,Kunst” viitab siin
teatud tegevusalaga seotud oskustele, meisterlik-
kusele ja asjatundlikkusele, néiteks saab raakida lil-
lede seadmise kunstist. Wolf von Eckhardt maérkis:
JJohus kultuuriline planeerimine hélmab kauneid
kunste, linnakujunduse kunsti, kogukonna poole-
hoiu vditmise kunsti, transpordivérgu planeerimise
ja kogukonna arendamise diinaamika valdamist”
(von Eckhardt 1980), millele Bianchini lisas ,ava-
liku, era- ja vabatahtliku sektori vaheliste koost66-
sidemete sdlmimise ning majanduslike, Uhiskond-
like ja kultuuriliste ressursside diglase jaotamise
kunstid” (Bianchini 1990). Olen seda kasitust edasi
arendanud oma raamatus ,The Art of City Making”
(Landry 2006).
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process to work well, imaginative, creative and often
courageous thinking is needed to make the most of
the possibilities. The approach does not just look at
needs but also at entrepreneurial opportunities and
desires, obstacles and constraints. Its approach is
holistic, interdisciplinary, collaborative and horizon-
tal. Its aim is to build networks of opportunity. From
this a strategy and action plan can be created. David
Yencken, one of the organizers of the first Creative
City conference in Melbourne in 1988, which focu-
sed on the arts and prefigured some of the key the-
mes of the creative city, noted: “Creative planning is
based on the idea of cultural resources and the holis-
tic notion that every problem is merely an opportu-
nity in disguise” (Landry 2011). Thus, every weakness
has a potential strength and even the seemingly
invisible can be made into something positive. That
is, something can be made out of nothing. These
phrases might sound like sloganeering, but when full-
heartedly believed they can be powerful planning
and idea-generating tools.

This reflects what Wolf von Eckhardt said in 1980 in
“The Arts & City Planning”, where the word “art” is
given a much wider meaning, well beyond its tradi-
tional reference to activities like painting or playing
music. "Art”, for him, meant doing something well,
with thought and quality, such as in the “art of gar-
dening.” He said: “Effective cultural planning involves
all the arts: the art of urban design, the art of winning
community support, the art of transportation planning
and mastering the dynamics of community develop-
ment” (von Eckhardt 1980), to which Bianchini (1990)
added “the art of forming partnerships between the
public, private and voluntary sectors and ensuring
the fair distribution of economic, social and cultural
resources.” | took this concept forward in my book
The Art of City Making (Landry 2006).

Australia was the first country to incorporate cultural
resources and cultural planning thinking into practice.
Along with economic, infrastructural, environmental
and social planning, the Australian Local Government
Association’s 1992 plan (ALGA 1992) also included
cultural planning among its imperatives for local
government in Australia. The ALGA also developed
a mechanism - Integrated Local Area Planning (ILAP)
- to help implement this. Brian Howe, then deputy
prime minister under the Keating government, was
crucial in providing resources to give the ILAP pro-
cess some impact. Cultural planning began to be
taken seriously in planning frameworks and entered
the language of urban planners and designers, local
government officers, community arts workers, and
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Austraalia oli esimene riik, kus rakendati prakti-
kas kultuurilistest ressurssidest ja kultuurilisest pla-
neerimisest lahtuvat métteviisi. Austraalia Kohalike
Omavalitsuste Liidu (ALGA) 1992. aasta kavas (ALGA
1992) on Austraalia kohalikele omavalitsustele keh-
tivate nduete seas koos majandusliku, Ghiskondliku,
taristu-, keskkonnaplaneerimisega &ra toodud ka
kultuuriline planeerimine. Samuti t66tas ALGA selle
rakendamise holbustamiseks valja kohaliku piirkonna
integreeritud planeerimise mehhanismi ILAP ning
toonasel asepeaministril Keatingu valitsuses Brian
Howe'l oli keskne osa vahendite eraldamises, et suu-
rendada ILAPi mojuala. Samuti hakati ,kultuurilisse
planeerimisse” suhtuma tdsiselt ka planeerimisega
tegelevates ringkondades ning see sdnapaar hakkas
imbuma linnaplaneerijate ja -kujundajate, kohalike
omavalitsusametnike ning kogukonna kunstitodta-
jate ja organisatsioonide kdnepruuki. Colin Merceril
(Mercer 2006), kes oli tollal Brisbane'is asuva Griffithi
Ulikooli kultuuripoliitika uuringute instituudi direk-
tor, oli suur osa selle uue kasitusviisi edendami-
sel ja ta on 1995. aastal ilmunud ké&siraamatu ,The
Cultural Planning Handbook” (Grogan jt 1995) ks
kaasautoreid.

Kultuuriline kirjaoskus on kontseptide kvarteti neljas
liige. See on sama tarvilik, hddavajalik kui arvutusos-
kus voi tavaline kirjaoskus voi fulsikaseaduste tund-
mine ning seda isedranis nilid, kui linnad on palju
mitmekesisemad. llma selleta oleme maéaratud sihi-
tult ekslema, nagu poleks meil ndgemist voi keelt.
Kultuuriline kirjaoskus on suutlikkus lugeda, mdista,
mdotestada, hinnata, vorrelda ja tdlgendada kohalikku
kultuuri. See véimaldab aru saada, mis on kohalike
jaoks téhtis ja vaartuslik. Samuti aitab see paremini
mbista, milles seisneb kohalik identiteet, milline on
selle potentsiaal ja millised on sellega seotud prob-
leemid ning kuidas neid lahendada.

K&ik suuremad linnad on oma Ulesehituselt palju
mitmekihilisemad. Multikulturalism planeerimiska-
situse ja tegevuspShimottena on peamine vaate-
nurk, mis tunnistab nende erinevuste olemasolu. See
rohutab vajadust rahuldada mitmekesiseid vajadusi.
Interkulturalism |dheb aga sammu edasi ning selle
eesmérgid ja prioriteedid on teistsugused. Selle
keskne kisimus on: mida me saame linna jagades
Uheskoos teha, hoolimata oma kultuurilistest erine-
vustest? See tunnistab erinevusi, kuid pllab leida
sarnasusi. Interkulturalism réhutab, et kui end pohjali-
kult anallusida, ilmneb, et tegelikult on enamik meist
hubriidid, vdhendades seeldbi ,identiteedipuhtuse”
téhtsust. Ka tdstab see esile, et eksisteerib Uks ja ainus
mitmetahuline avalik sfaar, milles tekivad kultuuride
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community organisations. Colin Mercer, who was at
that time the Director of the Institute for Cultural Policy
Studies at Griffith University, Brisbane, was important
in advocating this new approach (see Mercer 2006)
and co-wrote The Cultural Planning Handbook in
1995 (see Grogan et al 1995).

Cultural literacy was the fourth element of the
conceptual quartet. Especially now that cities are far
more diverse than previously, it is a necessary, vital
skill, as important as numeracy, normal literacy, or
understanding the laws of physics. Without it we'll
wander as if we had no sight or language. Cultural
literacy is the ability to read, understand, find signi-
ficance in, evaluate, compare and decode the local
cultures in a place. This allows one to work out what is
meaningful and significant to people who live there. It
helps to understand better how local identity is made
up and what its potential and problems are and how
these may be addressed.

All bigger cities are much more diverse in their
make-up. Multiculturalism as a planning concept and
a policy is the predominant approach which acknowl-
edges these differences. It highlights the need to
cater to diverse needs. Interculturalism goes one step
further and has different aims and priorities. It asks,
instead: "What, in sharing a city, can we do together
across our cultural differences?” It recognises differ-
ence, yet seeks out similarities. It highlights that, in
reality, most of us, when we look deeper, are hybrids.
Thus, it downplays ideas of purity. It stresses that there
is a single and diverse public sphere, which supplies
the places where cultures meet. It focuses less on
resourcing projects and institutions that can act as
gate-keepers and instead encourages bridge-build-
ers. In so doing, it does not consider that there is a
cosy togetherness. It acknowledges the conflicts
and tries to embrace, manage and negotiate a way
through them, based on an agreed set of guidelines
of how to live together in our diversity and difference.

Thus, it goes beyond a notion of equal opportuni-
ties and respect for existing cultural differences in
order to achieve the pluralist transformation of public
space, institutions and our civic culture.

In sum, my bigger intent was to develop a culture of
creativity, rooted in how urban stakeholders operate.
Encouraging creativity and legitimising the use of
imagination within the public, private and community
spheres would broaden the idea bank of possibilities
and potential solutions to any urban problem. This
is the divergent thinking, which generates multiple
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kokkupuutekohad. See ei keskendu nii palju rahasta-
misprojektidele ja asutustele, mis tegutsevad valvuri-
tena, vaid pigem neile, mis toimivad sillaehitajatena.
See ei tdhenda aga illusiooni, et sedasorti koosole-
mine on alati monus. Interkulturalism modnab, et on
olemas konfliktid, ning pltab nendega leppida, neid
ohjata ja jouda labiraskimiste teel valjap&aasuni, 1ahtu-
des kokkulepitud suunistest selle kohta, kuidas elada
Uheskoos, arvestades mitmekesisuse ja erinevustega.
Niisiis, see ldheb kaugemale késitusest, mis pdhi-
neb vordsete voimaluste tagamisel ja olemasolevate
kultuuriliste erinevuste austamisel, et jduda avaliku
ruumi, asutuste ja meie kodanikukultuuri pluralistliku
Umberkujundamiseni.

Kokkuvéttes oli minu suurem eesmérk luua loovu-
sel pdhinev kultuur, mille juured oleksid sligaval
linnakeskkonna huvirihmade toimimise pinnases.
Toetades loovust ning luues avaliku ja erasektori
tasandil ja kogukonnaelus tingimused kujutlusvéime
kasutamiseks, suurendame Uhtlasi ideevaramut, kuhu
on talletatud vdimalused ja potentsiaalsed lahen-
dused koikvoimalikele linnaprobleemidele. See on
divergentne métlemine, mis tekitab rohkelt valikuvai-
malusi ja ideid. Seda tuleb aga kooskdlastada kon-
vergentse motlemisega, mis kitsendab valikuvariante
ja eraldab terad sékaldest - head ideed kehvadest.
Luhidalt 6eldes tagab see, et meil oleksid jalad kind-
lalt maas.

Nildseks olen joudnud &ratundmisele, et tookord
kammitses potentsiaali just seesama sdnapaar ,kul-
tuuriline planeerimine”. Mis teile silme ette tuleb,
kui seda omaette kordate - kas mitte ,planeerimine
kultuuri jaoks"? Ja see vdib enamusele tdhendada
planeerimist kaunite kunstide jaoks, hdlmates selle
valdkonna asutusi, tegevusprogramme, Uritusi, kunst-
nike toetamist. Kuigi seegi oleks vaga oluline, pole
sellega tabatud meie loodetud pdhinihet, mille tuum
on mdelda, planeerida ja tegutseda kultuuriliselt. See
osutab kultuuri hoomamisele selle mdiste laiemas
tdhenduses. See on enamat kui pelgalt sénademang.
Planeerimine kultuuriliselt katkeb kultuuriliste tead-
miste, kogemuste ja arusaamade |6imimist kdigesse,
mida teeme, ning me lootsime, et esmajoones muu-
dab see linnaloome arengukaiku.
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options and ideas. This, in turn, needs to be aligned
with convergent thinking, which functions like a reality
checker, narrowing down possibilities and separating
the good ideas from the bad.

| now realize that one phrase we used limited the
potential - itis “cultural planning”. Say that to yourself.
What does it conjure up? Maybe “planning for cul-
ture”? And this can mostly mean planning for the arts
- their institutions, their buildings, their programmes,
their events, encouraging artists. This is indeed very
important, but it does not capture the major shift we
were hoping for, which was to think, plan and act cul-
turally. This means seeing culture in its broader sense.
It is more than word play. Planning culturally implies
embedding cultural knowledge, insight and under-
standing in everything we do, thus changing, or so we
hoped, the way city-making would evolve.
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CHARLES LANDRY

(snd 1948) on 6ppinud Suurbritannias, Saksamaal
ja ltaalias. Aastal 1978 asutas ta Comedia: rahvus-
vahelisel tasandil tegutseva ndustamisrihmituse,
mille eesmaéark on hinnata ulatuslikke suundumusi,
loomingulist potentsiaali, kultuuriilminguid ja muu-
tusi linnakeskkonnas. 1980. aastate I6pus tuli ta vélja
loova linna késitusega, et uurida ldhemalt, kuidas
saab linnas luua tingimused, mis véimaldavad ini-
mestel ja organisatsioonidel probleemide lahenda-
miseks ja tegutsemisvéimaluste leidmiseks lennukalt
mdelda, planeerida ja tegutseda. See késitus, mil-
lest on vélja kasvanud rahvusvaheline lilkkumine, on
tugevasti mojutanud seda, kuidas linnad métestavad
oma potentsiaali ja ressursse. Osa Landry arvukatest
raamatutest: ,The Creative Bureaucracy” (septem-
ber 2017), ,Psychology & the City” (kaasautor Chris
Murray), ,The Digitized City”, ,Cities of Ambition”,
.The Fragile City & the Risk Nexus” (kaasautor Tom
Burke), ,The Sensory Landscape of Cities”, ,The
Origins and Futures of the Creative City” ja ,Culture
& Commerce”. Tema tuntuimad teosed on ,The
Creative City: A toolkit for Urban Innovators” (2000),
.The Art of City Making” (2006) ja ,The Intercultural
City: Planning for Diversity Advantage” (kaasautor
Phil Wood). Praegu on Charles Landry Berliinis asuva
Robert Boschi Akadeemia liige.

CHARLES LANDRY

was born in 1948 and studied in Britain, Germany
and ltaly. In 1978 he founded Comedia, a globally
oriented advising body that assesses deep trends,
creative potential, culture and urban change. In the
late 1980s, he introduced the notion of the crea-
tive city to investigate how cities can create con-
ditions that enable people and organizations to
think, plan and act with imagination to solve prob-
lems and develop opportunities. The notion has
become a global movement and changed the way
cities have thought about their capabilities and
resources. Landry’s many books include The Creative
Bureaucracy (September 2017), Psychology & the
City with Chris Murray; The Digitized City; Cities
of Ambition; The Fragile City & the Risk Nexus with
Tom Burke; The Sensory Landscape of Cities; The
Origins and Futures of the Creative City and Culture
& Commerce. He is best known for The Creative City:
A toolkit for Urban Innovators (2000), The Art of City
Making (2006), and The Intercultural City: Planning
for Diversity Advantage with Phil Wood. Charles
Landry is currently a fellow at the Robert Bosch
Academy in Berlin.
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STEVE MCADAM JA
CHRISTINA NORTON:
MOTTEID JAN VERWIJNENIST
NING TEMA PANUSEST
KULTUURILISSE JA
STRATEEGILISSE
PLANEERIMISSE

Linnaarenduse kontrolli all hoidmiseks ei piisa enam
traditsioonilistest vahenditest, milleks on harjumus-
pérases jarjestuses uldplaneering, maakasutusplaan
ja hoonestusplaan (Fassbinder 1993). Uut laadi
visioonplaan ei ole 16plik dokument, vaid vahend, mis
edendab mottevahetust ja labikdimist koigil planeeri-
mistasanditel ning k&igi osaliste vahel.

(Verwijnen 2020)

Jan Verwijnen oli enesekindel ja julgete ideedega
vision&ar, kes seisis hea linnakeskkonna eest. Ta ti
varskeid tuuli ja uusi teadmisi meie biroosse Fluid,
kui tal énnestus meid veenda, et meie puudlused
olid kultuurilises ja Uhiskondlikus méttes asjakoha-
sed ning seda mitte ainult Londonis, vaid palju laie-
mas ulatuses: et koosdisainimist ja -tootmist ei peaks
lihtsalt pidama tanapaevase disainikasituse positiiv-
seteks kilgedeks, vaid need on tdhusate tulevikupla-
neeringute lahutamatu osa ja seda igas tegevuseta-
pis. Fluid putdis (ja pulab siiani) saavutada olukorda,
kus disain saavutab enne elluviimist laiapdhjaline tun-
nustatuse, kasutades selleks struktureeritud alt Ules
suunatud kaasamist ja Uhistootmist, mis on taielikus
kooskédlas Jani seisukoha ja plirgimusega teadmispo-
hise omavalitsemise v&i véhemalt osalusdemokraatia
poole, kus Uhised visioonid on laialdaselt omakspee-
tavad strateegilised konstruktid.

Tema vaatenurk oli igati mdjukas, ndudes tegelikust
olukorrast Iahtuvat ausust, aga ka vastutust loovprak-
tika eest, mille aluseks peavad olema kindlad tdendid.
Vahel tundus ta meile Ghe suure mdistatusena, kuna
pltdis métlejana alati meeles hoida vaga-vaga suurt
pilti, olles aga samas ka argielu, kultuuride ja inimeste
tahelepanelik vaatleja ja imetleja. Meie lahtealused
ei olnudki ehk niivérd erinevad. Kuigi ta oli teoreetik,
meeldistalle ka linnaehituses” kétt proovida; meie tee-
markideks olid Bernard Tschumi, Nigel Coats ja imetlus
Situationist Internationali tegemiste vastu, disaini kui
inimeseks olemise vaartustamise ja tlistamise vastu.

URBAN CHANGE

STEVE MCADAM AND
CHRISTINA NORTON:
THOUGHTS ON JAN VERWIJNEN
AND HIS CONTRIBUTIONS

TO CULTURAL AND

STRATEGIC PLANNING

103

Urban development can no longer be controlled
with the classical tools - the master plan, the land-use
plan and building plans in a traditional sequence
(Fassbinder 1993). The new type of visionary plan

is not a final document, but a vehicle for discussion
and interaction on all planning levels and with all
partners.

(Verwijnen 2020)

Jan Verwijnen was an assured and visionary urban
protagonist who greatly energised and informed
our practice, Fluid, when he convinced us that our
endeavours were culturally and socially relevant, not
just in London, but on a much wider scale: co-design
and co-production were not just good aspects of a
contemporary design approach; they were essential
to the definition of effective future planning across
the board. Fluid sought (and still seeks) legitimate
agency through structured bottom-up engagement
and co-production fully in tune with Jan's position and
drive toward an informed process of self-governance
or, at least, a participatory democracy in which shared
visions are widely owned, strategic constructs.

His was a pervasive influence which demanded hon-
esty, thorough engagement with the reality of a sit-
uation, and an accountability for creative practice
that had to be backed by hard evidence. He was
sometimes a conundrum to us in that he was a very
"big picture” thinker and yet an acute observer and
admirer of everyday life, cultures and peoples. We
came from, perhaps, not such hugely differing start-
ing points. His was an academic but real foray into
“city building”; our path went via Bernard Tschumi,
Nigel Coats, and an admiration for the work of the
Situationist International, toward design as an appre-
ciation and celebration of the human condition.

We all recognised the inadequacy of orthodox archi-
tectural responses at the urban level and therefore the
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Me koik olime seisukohal, et konventsionaalsed arhi-
tektuurilahendused on linnakeskkonnas |&bi kuk-
kunud ning et on vajadus selle jarele, mida Fluid on
varem nimetatud ,dinaamiliseks Gldplaneeringuks”,
mis arvestab kohalike majandus-, Ghiskonna- ja ruu-
mitingimustega. Naiteks kui koostatakse Uldplanee-
ringut piirkonna jaoks, kus t66tus on vaga suur, tuleks
arvesse votta, et Uldplaneeringu ettekirjutuste kohal-
damine peaks ergutama kohalikku majanduselu ning
looma koolitusvéimalusi, uusi té6kohti ja ,kohalikke
kauba- ja todvahetussiisteeme”. Selle keskmes oli
meie kdigi jaoks tugev soov téétada linnaruumi tasan-
dil, kasutades alt-iles- ja Ghistootmise meetodeid, et
téotada valja téenduspdhine ldhenemine ning loo-
buda véltimatuna naivast steriilsest ja suletud kavan-
damissiisteemist, mis arvestab, nagu meile sageli tun-
dus, vaid iseendaga.

Janilahendus oli igati poliitikakesksem: ta tegi tihedat
koostédd linnavdimudega, et vormida strateegiaid ja
uusi linnaruumi ,t&oriistu”. Ta tahtis paremini mdista
naidikuid, mis méddavad, kui hasti linn toimib, kui-
das linnaruumi paremaks muuta ning kuidas selleks
saaks ja voiks kasutada loovsisendeid. Kui ta oleks
praegu siin koos meiega, ja me soovime seda védga,
oleks ta kahtlemata ,nutilinna” liilkumise eestvedaja,
kuid keskenduks visalt kdegakatsutavale kasule ning
Ghiskondlikule ja majanduslikule tulule, aga mitte
[6pututele modtesiisteemidele. Jan pingutas oma
uurimistéddes ja koostdds linnaametnikega kdvasti,
et mdista koiki linnaruumi osalisi ja nende ndudmisi
ning nendega arvestada, samal ajal kui meie ndgime
palju vaeva, et teha sedasama praktikas - sageli ilma
selgete juhisteta ja ddrmuslikes oludes.

Jarele moéeldes tuleb meil endiselt modnda, et ena-
mik demokraatlikke stisteeme ei suuda tegelikult tulla
toime Ulesandega talletada, esindada ja realiseerida
alt-lles-ideid ja -motiive tdhusal moel. Pariselus on
Uhendkuningriigis parim, mida suudetakse pakkuda,
sellised meetmed nagu planeeringu lisadokumen-
did v&i piirkonna tegevuskavad, mis on sageli tihjad
vormelid ja voivad selleks ajaks, kui need ametlikult
kinnitatakse, olla praegustest tingimustest viis v&i roh-
kemgi aastat ajast maas. Igasugune kohesus ja spetsii-
filisus on véga harv nahtus.

Vétame naiteks nildsetes linnades kiiresti areneva
tehnoloogiasektori - mis on just seda laadi nahtus,
millest Jan oleks olnud véga huvitatud - ning kisige
endalt, kuidas on sellele reageerinud meie valitsus
ja planeerimise eest vastutavad isikud. Kui otsustada
Londoni pdhjal, siis on see kilvanud segadust ja
paanikat. Kui peaminister David Cameroni jaoks oli
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need for what Fluid once referred to as “dynamic mas-
ter planning” - taking into account local economic,
social and spatial conditions. For instance, in defining
a master plan in an area that had high levels of unem-
ployment, consideration would be given to ensure
that the delivery of the master plan’s provisions would
stimulate the local economy and provide training,
jobs and “local employment trading schemes”. At
the heart of this, for us all, was the desire to work at
an urban level using "bottom-up” and co-productive
techniques to build an evidence-based approach
and to escape the inevitability of a pure and closed
design system which referred, it often seemed to us,
only to itself.

Jan’s was an altogether more political response,
working closely with city officials to shape strategies
and new urban “tools”. He was interested in better
understanding measures for how well a city was per-
forming, how it could be improved and how creative
input could and would provide this. Were he here
today, as we so wish he were, he would be a leading
light, no doubt, in the “smart city” movement, but with
an insistent focus on tangible benefits and social and
economic gains, rather than endless systems of meas-
ure per se. Jan worked hard in his research pieces and
through city officials to include and understand the
full gamut of urban “players” and their demands while
we worked hard, on the ground, and often without a
road map and in extremis, to do the same.

On reflection, it still occurs to us that most democratic
systems are unequal to the real task of capturing, rep-
resenting and realising bottom-up thoughts and driv-
ers in an efficient way. In effect, the closest we get in
the UK are policies such as Supplementary Planning
Documents or Area Action Plans which are often for-
mulaic and can be five years or more behind current
conditions when officially adopted. Any sense of
immediacy and particularity is rare.

By way of example, consider the fast-emerging tech
sectors we see in today's cities - the very type of phe-
nomena Jan was so acutely interested in - and ask
yourself what the response of our governments and
planners has been. If London is anything to judge by,
the response has been characterised by confusion
and panic. While then Prime Minister David Cameron
could plainly see the tech sector taking off as an eco-
nomic phenomenon, he did not know how to nur-
ture it as he was ill equipped to understand the val-
ues and the needs of these digital entrepreneurs or
the speed with which their demands would change.
Although Fluid was shortlisted for a competition
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ilmselge, et tehnoloogiasektor kui majanduslik néhtus
on saanud tuule tilbadesse, ei osanud ta seda kuidagi
toetada, sest tal puudus arusaamine digivaldkonna
ettevdtjate vaartustest ja vajadustest ning sellest, kui
kiiresti nende ndudmised muutuvad. Kuigi Fluid jou-
dis I6ppvooru Cameroni korraldatud konkursil, mille
eesmaérk oli projekteerida hoone - mis oleks Uhtlasi
muljetavaldav maamérk - tehnoloogiakeskuse jaoks
Old Streeti (kus tehnoloogiasektor hakkas Londonis
esmalt hoogsalt edenema) léheduses, ei arvanud me
hetkekski, et see fuusiline tegu suudab kuidagi maju-
tada sedavord kiiresti arenevat tegevusvaldkonda.
Hoone valmimise ajaks oleksid maailm ja tehnoloo-
giavaldkond juba edasi liikunud, jattes markide ja
ruumi eriomasused selja taha.

Tehnoloogiavaldkonnas tegutsejate vajadustele leia-
vad ntld lahendusi tehnoloogiaettevotted ise, kaar-
distades kinnisvara kéattesaadavust ja néudlust pea-
aegu reaalajas, et viia kokku pakkumine ja vajadused.
See muudab markimisvaarselt viisi, kuidas kinnisvara
reklaamitakse ja ostetakse: tekib vajadus uut laadi
GUrimisvoimaluste, oOiguskeele ja kindlustuskaitse
jarele ning samuti toimuvad radikaalsed muutused
téokeskkonna enda omadustes - see pole enam mitte
niivord kontor, kuivord puhkeruumi ja s6dgisaali ris-
tand. Lisaks naib, et Ghiskontorid on loodud tekkima
koos Uhiseluruumidega. Naiteks uus ettevote The
Collective, mis tegutseb Londonis, Berliinis ja New
Yorgis, pakub hibriidkeskkondi, mis on taskukoha-
sed, sobivad nii elamiseks kui ka td6tamiseks ja kus
on tahtis koht sotsiaalsetel suhetel: t66kaaslaste ja
sdprade valmisvorgustik on suurepérane lahendus
vabalt reisivatele digitaalsetele nomaadidele (vt
Collective 2020).

Kuna elamis- ja té6pinna leidmise probleemile paku-
vad aina suuremal maéral lahendusi tehnoloogiavald-
konna osalised, kes on hasti kursis ndudmistega
keskkonnale ja kultuurilisele miljééle - kusjuures tsna
irooniline on see, et Uldiselt eelistatakse klaasist ja
terasest suurlinnahoonetele hoopis mitmekesisema,
pdnevama ja rikkalikuma ajalooga keskkondi -, tundub
arhitektuuriblroo sekkumine kui liikumapanev joud
veelgi marginaalsem. Kuidas peaksid disainerid kai-
gele sellele reageerima? Just siin oleks Jan omal kohal.

Meie, kes me oleme viimased kiimme aastat olnud
rohkem praktikud kui teoreetikud, mdistame tanu
sellele veelgi paremini ja hindame kérgemalt Jani sel-
gepilgulist hinnangut linna siisteemidele ning seda,
kui vajalik on &ri- ja valitsusststeemide omavaheline
seotus. Tema puldlused selle poole, et kultuurilise
asjakohasuse ja autoriteetsuse kasitamine 1bi otsuste
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Cameron launched to, in effect, design a building and
physical icon for the tech hub near Old Street, where
tech first took off in London, we never believed such
a physical action would have had any impact on such
a fast-evolving field. By the time it would have been
built, the world and tech would have moved on, aban-
doning specificities of signs and space.

The solution to the spatial needs of tech operators is
being provided, now, by tech firms themselves that
map property availability and demand on a near real-
time basis to match the offer with the need. This is
changing the way in which property is marketed and
acquired in a very fundamental way, requiring new
types of leases, legal language and insurance cover
as well as radical shifts in specifications for the work-
ing environment itself - now less of an office and more
of cross between a lounge and a refectory. In addi-
tion, co-working appears set to merge with co-hous-
ing. The Collective, for instance, a new company oper-
ating in London, Berlin and New York, offers hybrid
environments which are affordable for living and
working and socially focused, offering a ready-built
network of colleagues and friends, which is useful for
footloose globe trotters (see Collective 2020).

As the solution to the provision of accommodation
(living and working) is increasingly provided by
tech players who fully understand the environmen-
tal and cultural milieu - one which, by and large,
and ironically perhaps, eschews the glass and steel
buildings of the city for more layered, rich and his-
torical environments, the intervention of the agency
of design appears ever more marginal as a driver.
How should designers respond? This is a clear “Jan”
moment.

For us, practitioners now more than academics over
the past 10 years, we see more clearly, appreciate
more specifically and realise more fully Jan’s clear-
eyed evaluation of city systems and the necessary
interdependence of commercial and governance
systems. His push to see cultural relevance and
authority through a centralised lens of decision-mak-
ing cedes to a freedom of interpretation of culture
as a living, everyday, accretive and value-added pro-
cess was a huge realisation. In it resided a wise but
also generous spirit in which we are all players, all
important, all able to shape the future.

It was notable thatin his work, Jan used a business-like
language (management, marketing, competing, eco-
nomic stability, growth), while analytical approaches
were evident with references to conditions of change.
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langetamise tsentraliseeritud prisma loovutaks koha
vabadusele tdlgendada kultuuri kui elavat, argipae-
vast, kumuleeruvat ja lisavdértusega protsessi, olid
suur samm edasi. Selle kdige aluseks oli elutark, kuid
samas suuremeelne vaatenurk, mille jargi me koik
oleme osalised, kdik oleme tahtsad, kdigil on véima-
lus kujundada tulevikku.

Vaarib markimist, et oma tdds kasutas Jan arimaail-
male omast keelt (juhtimine, turundus, konkurents,
majanduslik stabiilsus ja majanduskasv), samas kui
tema analGutilisi kasitlusi iseloomustasid viited muu-
tusi véimaldavatele tingimustele. Ta eemaldus mee-
lega harjumusparasest planeerimiskeelest, et pare-
mini kaasata ja mdista pidevas muutumises olevaid
linnalisi tingimusi ja ndudmisi ning seda iga kord uuel
moel. Naiteks enamikus Jani téédes voib tdheldada
tungivat soovi maaratleda linna ja muutuste juhtimise
stisteeme, mdédndes, et seisak viib labikukkumiseni,
kuigi téielik kindlustunne on harv ilming. Ta naasis
Uha uuesti kiisimuse juurde, kuidas suunata rahututes
tingimustes edukalt kasvu. Tema iks veenvamatest
lahendustest oli kultuurilisel ja strateegilisel planeeri-
misel pdhinev visioonide kavandamine. Need andsid
uut hoogu paljudele praktikutele kogu Euroopas ja
meil on suur 6nn kuuluda nende sekka.

Jan oli veendunud, et tuleb vaadata pealispinna alla,
maoistmaks linna hoovusi ja loodeid ning mangus ole-
vaid konkurentsijdude. Selle saavutamiseks toetas ta
haalekalt diagrammide vége ja kasutamist, et olukordi
mdista ning kirjeldada ideid ja lahendusi, iseéranis
neid, mis muudaksid kardinaalselt linna olemust ja
Jpositsiooni”. Kdige selle taustal ei suhtunud ta arhi-
tektuuri ja kultuuri kui kivistunud objektidesse voi tar-
dunud varasse, vaid kui teguritesse, mis panustavad
diskursusesse ja voogudesse:

Konkureerivate metropolidega Euroopas on toimu-
mas linnamajanduse kiire rahvusvahelistumine, mis
muudab linnade funktsioone ja rolli. Et meelitada
uute tdokohtade jaoks ligi investeeringuid suure
té6puuduse taustal, on Euroopa linnadel vaja enda
turundamiseks kuvandit, mille puhul ei ole konku-
rentsieelised seotud mitte niivord olemasolevate tra-
ditsiooniliste ressursside voi asukohaga, vaid pigem
eelistega, mida linn suudab ise enda jaoks luua.

(Verwijnen 2020)

Jani tadhelepanu keskpunktis ei olnud iseseisvad
arhitektuurivormid, vaid pigem vormide korraldus-
likud pohimétted ja liikumapanevad joud, samas
kui teda paelusid ka laiemad vahendid, mille kaudu
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This was an intentional step away from orthodox
planning language to better engage and understand
ever-changing urban conditions and demands afresh.
In most of Jan's papers, for instance, we find the urge
to define systems of urban and change management
- while acknowledging that stasis leads to failure,
though certainties are rare. He would return again
and again to the question of how to guide growth
successfully in turbulent situations. Visionary planning
underpinned by cultural and strategic planning were
among his most convincing answers. They galvanised
practitioners across Europe and we are lucky to count
amongst them.

Jan felt intently that one needs to look beneath the
surface to understand the currents and tidal pulls
of the city and the competitive dynamics at play. To
those ends he was a vocal advocate of the power
and the use of diagrams to both understand situ-
ations and portray ideas and solutions, especially
those that would rebrand and “re-situate” cities.
Within this, architecture and culture were not seen
as fixed objects or assets, but contributors to dis-
course and flow:

Within the Europe of competing metropolises a
rapid internationalization of European urban eco-
nomies is taking place, which changes the functions
and roles of cities. In order to attract investment for
new workplaces - with heavy unemployment in the
background - European cities need an image to
market themselves, whereby competitive advantage
is less based on existing traditional resources or
location rather than on the advantages that a city can
create for itself.

(Verwijnen 2020)

Jan'’s attention focused not on architectural form in its
own right but rather the organisational principles and
drivers of form, while at the same time he was fasci-
nated by the wider means through which urban envi-
ronments communicate. He was one of the first mod-
ern theorists to understand that urban organisms are,
essentially, competitive but that the means of compe-
tition go well beyond the physical spectrum into the
full gamut of opportunities and experiences offered.
He termed the design of this multi-valent aspect of a
city’s specific offer “cultural planning”, and he defined
this as “the management and development of a city’s
specific resources and assets”, not just the set pieces
and grand cultural edifices and gestures but also, for
example, the street life, the sports and the music of
the city. His was a gestalt reckoning of place:
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linnakeskkonnad Ghendust peavad. Ta oli ks esimesi
ntldisaegseid teoreetikuid, kes maistis, et linnalised
organismid on olemuslikult konkureerivad, aga et
konkureerimisvahendid ldhevad oluliselt kaugemale
fudsilisest, sisaldades pakutavate soodusvdimaluste
ja kogemuste téisspektrit. Ta nimetas linna eriparase
mitmevalentse pakkumuse kujundamist ,kultuuri-
liseks planeerimiseks”, maaratledes seda kui ,linna
eriomaste ressursside ja varade majandamist ja aren-
damist”, mis ei hélma mitte ainult valjakujunenud ele-
mente ja muljetavaldavaid kultuurimalestisi ja -Uritusi,
aga naiteks ka tdnavakultuuri ning linna spordi- ja
muusikaelu. Ta armastas terviklikku kohaanaltdsi:

Tahaksin juhtida tédhelepanu suhtumises toimunud
nihkele, mis on ilmnenud mitmesugustes arhitektuu-
rivaldkonna linnaprojektides, ja urbanismile, mille
aluseks on ,heitlikumad ja kaleidoskoopilisemad sot-
siaal-majanduslikud olud” ning mida iseloomustab
programmiline ebamé&arasus ja ebastabiilsus. Paral-
leelselt sellega voib margata nihet ka Ghiskonnas:
tsentraliseeritud véimuvoogude killustumist suunaga
voogude vdimu poole soodustavad aina rohkem
vorgustikud, mis on tdusmas sotsiaalse morfoloogia
domineerivaks kategooriaks (Castells 1996).

(Verwijnen 2020)

Lakkamatu huvi ja haaratus Manuel Castellsi ning ka
Scott Lashi ja John Urry té6de vastu, mis Idhtuvad
majandusteadusest, sotsioloogiast ja kultuurigeo-
graafiast, ajendas Jani vaatlema linna kui olemit, mida
maaratleb voogude (teadmiste, kapitali- ja inimvoo-
gude) koostoime ja [6ikumine. Jan vaitis, et vood
tuleb kindlaks mé&éarata ja neid mdistma Sppida, kui
soovitakse, et linnastrateegiad oleksid majanduslikult,
kultuuriliselt, sotsiaalselt ja poliitiliselt, aga ka ruumili-
selt hasti toimivad ehk lthidalt 6eldes tdhusad.

Jani uuritavate linnanédhtuste puhul véib tdmmata
moningaid paralleele Richard Florida uurimistééga
uute urbanistlike elustiilide ja tdmbetegurite valdkon-
nas. Mis teeb Uhest linnast parima? Florida soovitus,
nagu see on sdnastatud hiljuti Ghele arhitektuuriaja-
kirjanikule antud intervjuus (Wainwright 2017), kélab
jargmiselt: ,Linnavalitsused ei peaks raiskama raha
staadionitele ja kontserdimajadele v&i ahvatlema suu-
rettevotteid maksusoodustustega, vaid selle asemel
tegema linnast koha, kus tahavad elada hipsterid ning
kus kéib vilgas kunsti- ja muusikaelu ning ditseb koh-
vikukultuur.” Tema p&hisdnum oli, et tuleb ,tagada
tingimused kolmele T-le - tehnoloogiale, talentidele
ja tolerantsusele - ning loovinimesi hakkab massiliselt
juurde voolama”.
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I would like to draw attention to a shift of attitude in
a series of urban projects within the field of archi-
tecture and urbanism based on a “more fluid and
kaleidoscopic socio-economic landscape” that is
characterised by programmatic indeterminacy and
instability. This parallels a shift in society: the frag-
menting of centralised flows of power towards the
power of flows is increasingly induced by networks
that become the dominant social morphology (Cas-
tells 1996).

(Verwijnen 2020)

An abiding interest and involvement in the work of
Manuel Castells and of Scott Lash and John Urry,
drawing on the fields of economy, sociology and cul-
tural geography, drew Jan to contemplate the city as
an entity defined by the interaction and intersection
of flows (of capital, knowledge, peoples). The flows,
Jan argued, had to be pinned down and understood
if urban strategies were to be active economically,
culturally, socially and politically as well as spatially -
in short, if they were to be effective.

The urban phenomena that Jan studied held some
parallels with Richard Florida's investigations into
new urban lifestyles and attractors. "Just what equips
a city to be the best of its kind?" Florida's advice, as
recounted in a recent interview with an architectural
journalist (Wainwright 2017), was that “urban mayors
shouldn’t waste money on stadiums and concert halls,
or luring big companies with tax breaks but instead
make their towns places where hipsters want to be,
with a vibrant arts and music scene and a lively cafe
culture”. His mantra was to "embrace the three T's of
technology, talent and tolerance and see the creative
class come flocking”.

For Jan, this position responded only to external per-
ceptions of place, most closely associated with cul-
tural planning. However, the local demands, which
require properly informed (bottom-up) strategic plan-
ning, are not tackled. These two fields, cultural and
strategic planning, pursued so tenaciously by Jan,
appear to us now to be either side of the same coin,
though necessarily interlocked. If both are pursued,
we should expect the machinery and infrastructure of
the city to work (education, health, housing and trans-
port), while the experience of place would be deep,
rich, contemporary and rewarding. It is interesting
to note that towards the end of the mentioned inter-
view, Florida himself acknowledges the need for bot-
tom-up strategic planning:
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Jani jaoks aga vastaks see seisukoht Uksnes koha
vélise kilje tajumisele, mida tdesti kdige tihedamalt
kultuurilise planeerimisega seostatakse. Ent kdrvale
on jaetud kohalikud vajadused, mille rahuldamine
eeldab spetsiifiliste olude tundmisel péhinevat (alt
lles) strateegilist planeerimist. Need kaks valdkonda,
kultuuriline ja strateegiline planeerimine, millega Jan
tegeles nii jarjekindlalt, tunduvad niiud meile Ghe ja
sama mindi erinevate, kuid lahutamatute kilgedena.
Kui tegeleda mélemaga, voib oodata, et linna meh-
hanismid ja taristu toimivad hasti (haridus, tervishoid,
eluasememajandus ja transport) ning linna tajutakse
ja kogetakse kui sligavat, rikkalikku, ntlidisaegset ja
rahuldustpakkuvat. On huvitav mérkida, et eelmaini-
tud intervjuu I6pupoole ndustub Florida alt Ules suu-
natud strateegilise planeerimise vajalikkusega:

Olen joudnud arusaamisele, et probleemiks on rah-
vusriik. V&im tuleb anda tagasi kohalikule tasandile.

(Wainwright 2017)

Planeerimise eilne ja tdnane paev

Sageli vaidetakse, et traditsiooniline planeerimine
toimub liiga aeglaselt, et tabada ajavaimu ja sellest
juhinduda ning vastata kiiresti tekkivatele vajadustele,
nagu nahtub ka Ulaltoodud néitest tehnoloogialinna-
kute kohta. Selle po&hilisteks pohjusteks, mida pidas
probleemiks ka Jan, on thelt poolt valitsuse juhitud
uurimuste vaevaline vaateméng ja teiselt poolt kon-
sultantide vaoshoitud arvamusavaldused. Kuidas anda
sellele suletud slisteemile uut hoogu?

Paljudest Jani téodest ja motteavaldustest leiab sellele
kusimusele selged vastused. Meil oli eesdigus néha
teda oma silmaga opetamas Helsingi Kunstillikoolis
ning hiljem Pariisis ja Londonis. Neil kordadel arutleti
alt-Ules-stusteemide ja kerkimises olevate valjaliste
tingimuste Ule, mis m&jutavad markimisvaarselt Ule-
valt alla toimivaid kontrollimeetmeid. Just siis tutvus-
tas Jan meile Stan Allenit, veel Ght Tschumi jarelkaijat,
ja esmajoones tema teksti ,Points + Lines” (1999).
Tundus, nagu oleksime kohtunud pereliikmega, kelle
olemasolust meil polnud aimugi; kohati nais Jan meid
paremini tundvat ja paremini teadvat, mida peaksime
motlema, kui meie ise.

Paljudes Janiga peetud aruteludes oli stsenaariumide
l&biméngimine igati tosiseltvbetav tédvahend linna-
keskkonna muutuste suunamiseks ja ergutamiseks
ning avaliku ja erasektori klientidele méeldud Iihi-
kokkuvotete valjatdootamiseks. Disainimise aluseks
ei olnud putdlemine ebarealistlike tdekspidamiste
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I've come to realise that the nation state is the prob-
lem. We have to move power back to the local level.

(Wainwright 2017)

Old and New Planning

It has often been argued that traditional planning
is too slow to capture and work with the zeitgeist
and to engage with fast emerging needs as per the
earlier example of Tech City. At the root of this, as
problematised by Jan, is the ponderous spectacle of
government-led research on the one hand and the
contained consultant response on the other. How
can this closed system be energised?

Clear responses to this are championed in many of
Jan's papers and teachings. We had the pleasure of
witnessing his teaching first hand at the University
of the Arts in Helsinki and later in Paris and London.
These instances came with discussions on bot-
tom-up systems and emergent “field conditions” sig-
nificantly influencing top-down measures of control.
At that point, Jan introduced us to another Tschumi
descendent, Stan Allen, and particularly his 1999
text “Points + Lines”. This struck us as meeting an
unknown “family member”; at times Jan seemed to
know more about us and what we should be think-
ing than we did.

In many discussions with Jan, scenario play was
considered a serious tool for guiding and driving
urban change and for shaping briefs for public- and
private-sector clients. Design, rather than the result
of pursuing unrealistic “certainties”, would progress
through the assimilation and testing of credible
scenarios and forensic uncertainties. The outcomes
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poole, vaid usutavate stsenaariumide ja lahtiste kisi-
muste kokkusulatamine ja labiproovimine. Selle véljun-
did olid juba maératluse kohaselt sitkemad, paindliku-
mad ja kohanemisvéimelisemad.

Stuudios tootades kasutasid Jani Glidpilased Helsingis
ja meie omad Londoni Metropolitani Ulikoolis linna-
toodete maaratlemiseks ja katsetamiseks Directori
nimelist rakendust. See tddvahend, milles kasutatakse
filmilikke klippe ja kujutisi vahejuhtumitest, sindmus-
test ja kohtadest, sobis suurepéraselt ,tuleviku man-
gimiseks”, kuna see vdimaldas Ules seada erinevaid
téodprotseduure ja programmeerida erisuguseid val-
jundeid, et osaleja saaks ekraanil kuvatud tegevustele
eri viisidel reageerida. Rakendus osutus véga tdhusaks
abivahendiks projektis, mille tellis Janilt ja tema Glidpi-
lastelt Helsingi-Stockholmi liini kaitav laevafirma Tallink
Silia. Ulesanne oli parandada reisikogemust seitse-
teist ja pool tundi kestval sdidul, mis toimub seitse
korda n&dalas. Rakendust kasutati sditjate vaatenur-
kade esitamiseks ja nende kogetu valjaselgitamiseks
ning seejarel sai hakata mé&tlema, milliseid taiendusi
voi muudatusi jarelduste pohjal teha. Kui selle lahen-
dusetapiga oli tUhele poole saadud, kutsuti parvlae-
valiini juhtté6tajad ja mitmed kriitikud (nende hulgas
ka Steve) Helsingi Kunstitlikoolis toimunud esitlusele,
kus erinevate avataride - nt ,teismeline”, ,kahe vaike-
lapsega tksikema”, ,pensionil drimees” vdi ,muusik”
- valimisel méngiti ette praegune ja uus reisikogemus.
Ldpetuseks esitleti kdigist reisikogemustest koosnevat
dlnaamilist kaarti, et nadidata, kuidas leevendada soi-
dul tekkivaid kitsaskohti ning arvestada mitmesuguste
ndudmiste ja ootustega, aga samas ka laiendada &ri-
vBimalusi naiteks tarbevahendite laenutamise, einete
broneerimise, 6dbimistarvete kottide ja vootkoodi-
dega, mis suunavad Helsingi ja Stockholmi kultuuri-
vaartusi tutvustavatele veebisaitidele. See oli vaike, ent
siiski selgepilguline, lisavaartust pakkuv kultuuriline ja
strateegiline sekkumine. See oli dratuntavalt janiliku,
nutika kaekirjaga.

Veel aastaid hiljem tajume Jani uudsete mottekai-
kude ja sdpruse tugevat moju. Tema kindel soov jduda
moistmiseni vankumatu tdendusbaasi alusel pani ka
meid kasutama graafilist anallusi, et selgitada nii seda,
mis on meie arusaam mone koha eri aspektidest, kui
ka seda, kuidas me selleni jdudsime.

See, et Jan 6hutas meid leidma taas teed inspiratsiooni
algallika, Situationist Internationali juurde ja et ta tun-
nustas seda, kui tugevasti on tema mdtteviisi moju-
tanud Bernard Tschumi ja Nigel Coates, pani meidki
uuesti keskenduma ,siindmuse ruumile”, tdnavakesk-
konna kogemisele ja meie t66 inimesekesksusele.
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would, by definition, be more resilient, more flexible
and capable of adaptation.

In studio work, Jan's students in Helsinki and ours at
London Metropolitan University used the Director
application to define and test urban products. The
tool, which used filmic flows and images of incidents,
events and places was ideally suited to "gaming the
future” as various routines could be set up and out-
comes programmed to allow for different responses
to on-screen actions taken by the participant. This tool
was put to great effect to develop a piece of work Jan
and his students were commissioned to do by Tallink
Silja, the ferry company that operates the Helsinki-
Stockholm route. The commission was to improve the
experience of the seventeen-and-a-half-hour jour-
ney, which the line undertakes seven times a week.
Director was used to project travellers’ perspectives
and to map their experiences, and then to see what
additions or modifications could be made to respond
to findings. On completion of the exercise, senior
employees of the ferry line and various critics (Steve
among them) were asked to attend a presentation at
Helsinki's University of the Arts at which, upon select-
ing a particular avatar, say a “teen traveller”, “single
mother and two toddlers”, “retired business man” or
"musician”, the existing and new journey experiences
were played. At the end a dynamic map composed
of all journey experiences was presented to show
how travel pressures could be eased and different
demands and expectations catered for while com-
mercial opportunities could be extended in terms of
equipment hire, pre-booked meals, overnight bags,
bar codes for Helsinki and Stockholm cultural web-
sites and so forth. This was a small but clear-eyed,
value-added, cultural and strategic intervention. It
had Jan’s intelligent fingerprints all over it.

Many years later we still feel the impact of Jan's
thought leadership and friendship. His need to build
understandings through compiling a strong evidence
base led us to use graphical analytics to explain both
our understanding of aspects of place and how we
had attained it.

Jan's encouragement to reconnect to a primary source
of inspiration - the Situationist International - and his
recognition of the lineage of this thinking through
Bernard Tschumi and Nigel Coates, led us to refocus
on “event space”, everyday cultures, the experiences of
the street and the human focal point of our work.

For High Street 2012 project (HS2012), a 6 km urban
corridor passing through some of London’s most
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Projekti High Street 2012 (HS2012) raames leidis Jani
kdneosav tunnustus spordi mojust linnakultuurile val-
jendust meie ettepanekus avaliku ruumi visioonist,
milles ldhtusime 2012. aasta Londoni olimpiaman-
gude maratonijooksu tihest pohildigust. Selle projekti
keskmes on kuuekilomeetrine linnakoridor, mis kul-
geb 18bi linnaosade, millest méned on Londoni kdige
kehvemad, kuid esindavad samas rikkalikku ajaloo-
ja kultuuripérandit. Jargnev meediatdhelepanu toi
kaasa avaliku sektori rahastuse nii kogu marsruudi kui
ka sellel paikneva kuue peamise néituseala valjana-
gemise korrastamiseks. Olimpiamangud, ajakirjan-
dus ja rahvusvaheline ringhaéling aitasid linnaruumi
parandamisele oluliselt kaasa, t&stes esile H52012
tdnavateketi ajaloolist ja kultuurilist rikkust ning ni-
disaegset vaatenurka elludratatud kohtade taas-
loomisele. Projekti edu sdltus osaliselt suutlikkusest
talletada ja esitleda infokihte, naiteks H52012 silma-
paistvat kultuuri-, Ghiskonna- ja poliitilist ajalugu (ala-
tes Leninist kuni Ghandi, Bow' ,tikutlidrukute” streigi
ja ametithingute, sufrazettide ja Pankhursti toetajate,
lord Nelsoni ja Samuel Pepysi kodumajade, Wreni
Lunustatud” projektide ja esimeste sotsiaalmajadeni)
vOi teiste teele jaavate erisuguste kogukondade vaa-
teid ja puldlusi. Selle ettevotmise keerukusest tingi-
tuna tuli avalike arutelude toetamiseks koostada sel-
ged kontseptuaalsed diagrammid ja hiljem tagada
tipp-poliitikute poolehoid. (Joonis 1.)

Londoni linnavalitsuse jaoks valminud hiljutine kul-
tuurimiili projekt, milles on kokku saanud avalik sektor
ja kultuuristrateegia, naasis terve rea taktikate juurde
- linnaenklaavide valjakaevamine, kultuuri véliskilje
sissepoole ja sisemuse véljapoole pddramine ning
kultuuriliste tehisobjektide ja -siindmuste vabasta-
mine nende institutsionaalsetest kammitsatest. Samal
ajal tutvustati ja tdsteti esile piki marsruudi selgroogu
asuvaid ,kohalikke kultuure” (st Smithfieldi turgu ja
subkultuure nagu 66klubi Fabric ja Gmbruskonna
sotsiaal-majanduslikke sisteeme), hélmates sellesse
ka Il maailmasdja jérgse Barbican Estate'i julged ja
brutaalsed ruumid - kaik |&bi ja 16hki dérive ja détour-
nement, ehk siis kaks Guy Debordi méaéaratletud p&hi-
meetodit, mida voiks lihtsamalt kirjeldada kui eriliste
linnakogemuste (avastamine ja avardamine) nautimist
voi kavandamist ning olemasoleva tagasihdivamist
voi Umbersihistamist. Need taktikad elavad meie mét-
teviisis joudsalt edasi. Disainiettepanekutes kasutati
ka montaaZi, et tosta esile koha pdhiomadusi, ja stse-
naariumide jooniseid, et tulevikukogemusi eri kasuta-
jate vaatenurgast |&bi proovida. (Joonised 2-3.)

Samuti pole juhus, et meie t66s on arhitektuurivormi-
mise méaaratlemise kdrval niiid oma osa hdivamis- ja
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deprived yet historically deep and culturally reward-
ing neighbourhoods, Jan's eloquent recognition of
the impact of sport on urban culture came home in
our brief for a public realm vision underpinned by
a key segment of the London 2012 Olympic mara-
thon. Here, future media attention spurred a publicly
funded improvement regime for both the “attire” of
the whole route and for six key demonstration areas
along the way. The Olympic Games, the media and
international broadcasting acted as galvanising
forces for urban improvements celebrating the his-
torical and cultural depth of the chain of streets that
make up H52012 and the contemporary approach to
the co-production of rejuvenated places. The success
of the project relied in part on the ability to capture
and represent layers of information, for instance, the
extraordinary cultural, social and political history of
HS2012 (from Lenin to Ghandi, the Bow “"match girls”
and trade unions, the suffragettes and the Pankhursts,
the homes of Lord Nelson and Samuel Pepys, “forgot-
ten” projects by Wren, the first social housing) or the
views and aspirations of various communities along
the way. The complexity of the project required the
production of clear conceptual diagrams to support
public dialogue, and later, to secure the endorsement
of senior politicians. (Figure 1.)

Our recent Culture Mile project, a mix of public realm
and cultural strategy for London'’s City Corporation,
returned to excavating urban enclaves, taking cul-
tural insides out and outsides in, democratising and
releasing cultural artefacts and events from their insti-
tutional harbours while identifying and embracing
“local cultures” along a spinal route (i.e., Smithfield
Market and sub-cultures such as Fabric night club,
and their surrounding socioeconomic systems) while
bringing into the fold the bold brutalist and post-war
spaces of the Barbican Estate - all pure dérive and
détournement, two key methods defined by Guy
Debord, which could be more simply described as
enjoying or plotting special urban moments of expe-
rience (discovering and enhancing) and reclaiming or
repurposing “givens”. These remain very much alive in
our thinking. The design propositions also used mon-
tages to highlight key characteristics of place and sce-
nario drawings to test future experiences from various
user perspectives. (Figures 2-3.)

It's no coincidence either that our work now
embraces curating forms of occupation and use
as well as defining architectural form. Our “pop-up
workspace” project in the London borough of
Brent provides re-engineered shipping containers
arranged to make the most effective use of fallow
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Joonis 1. High Streeti sotsiaalne ajalugu.

kasutusvormide kureerimisel. Meie ,ajutise té6koha”
projekt Londonis Brenti linnaosas seisnes Umber-
tehtud merekonteinerites, mis olid paigutatud nii, et
kasutada parimal véimalikul moel &ra s66tis maad ja
alles jaetud vundamendiplaati (mis on Uhtlasi pro-
jektiplatsi lahtealuseks) umbes 75 iduettevétte jaoks.
Tulemuseks oli kooslus ruumilhikutest, Ghisruumi-
dest ja fikseeritud funktsiooniga ruumidest, viimaste
seas naiteks véikepoed, toidukaubikud ja ajutised
kauplemispunktid, kus mitakse méningaid kohapeal
valmistatud esemeid, kusjuures sellest kdigest |6ika-
vad kasu kohalikud elanikud. Pdhikavatsus on eden-
dada to6hdivet ja toetada kohalikke idufirmasid, mis
asustatakse hiljem Umber hoonesse, mis valmib seal-
samas hilisemas projektietapis. (Joonis 4.)

Figure 1. Social history of High Street.

land and a retained ground slab (which sets the
geometry for the project) for around 75 start-up
companies, with a mix of cellular, shared and pro-
grammed spaces, the latter covering shops, mobile
food vans and temporary trading posts for some of
the artefacts made on site, all benefitting local resi-
dents. The primary intention is to seed employment
and local start-ups, which will later be accommo-
dated in a purpose-designed building on site, to be
delivered in a future phase. (Figure 4.)

It was at Jan's suggestion that Steve coordinated
an architectural experiment in co-design as part of
Finland's Jyvaskyla biennale, sponsored by the Alvar
Aalto foundation in August, 2001. The focus was on
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Joonis 2. Kultuurimiil, montaaz. Figure 2. Culture Mile, montage.

Joonis 3. Kultuurimiil, stsenaarium: kunstnik. Figure 3. Culture Mile, scenario: The Artist.
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Joonis 4. Northfields, popup-ruum idufirmadele.

Jani soovitusel korraldas Steve kaasatud disainimise
arhitektuurieksperimendi nimega ,Sondeerimised
arhitektuuri nimel - avaliku ruumi seadistamine”, mil-
lega osaleti Soomes toimunud Jyvéskyla biennaalil ja
mis sai 2001. aasta augustis toetust Alvar Aalto fon-
dist. Keskendusime the konkreetse linnatdnava uuel
moel tdlgendamisele. Intensiivtéétuba oli pdnev ja
viljakas ning toi esile mitmesuguseid viise, kuidas
linlased ja osaliste voérgustikud saavad etendada
pohirolli linnaruumi tulevikustsenaariumide kujunda-
misel ning kuidas nuldisaegsed sekkumised aitavad
viia mitmekihilisema ja rahuldustpakkuvama ruu-
mikasutuseni. Meil on seoses selle Uritusega Janist
palju kustumatuid mélestusi ja Fluidi titarfirma, mis
tegeleb ainult kaastootmisega, kannabki auga nime
Soundings (ehk sondeerimised).

Fluidi praksises, mis tegutseb arhitektuuri darealadel
ja erinevate loovtegevuse vormide lavepakul (urba-
nism, planeerimine, arhitektuur, Ghisdisain, kogemus-
disain), keskendutakse ka edaspidi kohakogemusele
ehk ,misanstseenile” ning samal ajal jatkavad kip-
semist strateegiad, sekkumismeetmed ja veelgi laia-
haardelisemad strateegilised ideed ruumi kohta.

Figure 4. Northfields, popup space for startups.

the reinterpretation of a particular street in the town by
an international group of emerging architects-of-stat-
ure under the banner “Soundings for Architecture
- Furnishing Public Space”. The charette was exciting
and productive and demonstrated multiple ways in
which citizens and actor networks could play a key role
in defining urban futures and in which temporary inter-
ventions could furnish deeper, more satisfying uses of
place. The event holds many special memories of Jan,
and the name "Soundings” has been taken as a badge
of honour for Fluid's sister company, which focuses
purely on co-production.

Fluid's practice, at the edges of architecture and on the
threshold of various forms of creativity (urbanism, plan-
ning, architecture, co-design, experience design) con-
tinues to focus on experience of place, mise-en-scéne,
meanwhile strategies and interventions and bigger
strategic thoughts about place shaping over time.

Research for our Industri[us] project (a mayoral com-
petition we won in 2011) suggested that the mean-
while use of a site near the Royal Docks in east
London should be that of an “upcycling market”,
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Projekti Industrifus] (linnavalitsuse konkurss, mille
voitsime 2011. aastal) tarvis tehtud uurimistédst sel-
gus, et Ida-Londonis Royal Docksi 1dheduses asuvat
krunti saab vahepeal kasutada ,v&artustava taaska-
sutuse turuna”, kus antakse prigile uus elu ihaldus-
vaarsete esemetena (see haakub hasti selles piirkon-
nas asuvate arvukate jadtmekaitluspunktidega) ning
korraldatakse noorte t&dtute jaoks Spitube vajalike
oskuste omandamiseks. Ajutine turg pandi puUsti tel-
lingutest koosnevasse ja kilesse mé&hitud rajatisse,
mille killge riputati taaskasutust simboliseerivad ese-
med. Ohtul valgustasid véliskesta ja vahel ka lava, kus
toimusid improviseeritud esinemised, Philipsi disaini-
tud prototlupvalgustid. Pdeval sai boksides tutvuda
vaartustava taaskasutuse loomingulise poolega:
esindatud olid naiteks tihjadest plekk-karpidest kor-
vardngad, vanadest riietest moekaubad ja kaubaalus-
test moobel. Ideid - pdnevaid ja keskkonnasaéstlikke
- nais jaguvat I6putult. Uks suuremaid ettevétmisi oli
Chelsea lillenditusel kasutatu uuesti ringlusse vot-
mine: saime oma k&sutusse sadu taimi ja tonnide viisi
materjale kévade pindade rajamiseks. Tegime koos-
t66d Groundwork Londoni ja riihma endiste vangi-
dega, et luua uusi maastikulahendusi ja pakkuda vi-
malusi to6 leidmiseks. (Joonis 5.)

Arvestame oma t66s endiselt ,transdistsiplinaarsete
meetoditega” (Jani nimetus), mis seisnevad eri vor-
mis ekspertteadmiste ja -ldhenemiste sunniviisilise
pealesurumise asemel osaliste vahel to6tamises -
samuti Uks détournement’ vorm. Meie jacks tdhendab
see, et puhtfliusilist vormi kirjeldatavate kontseptide
véljapakkumise asemel vdivad meie projektid olla
pigem programmilised, mé&aratleda linnastrateegiaid,
kasitleda muutusi soodustavaid vahendeid voi koon-
dada téhelepanu kohaloome sotsiaal-majanduslikele
kilgedele. Uha suurem osa meie téost leiab 16pp-
véljundi avalikus ruumis, pdlistades eri viisidel eri
ndudmisi - millele me kord viitasime kui terviklikule
Uldplaneerimisele - lahendustega, mida katsetatakse
ja arendatakse pohjalikult Uksikasjalike kasutajastse-
naariumide toel.

Praegu kasil olevas projektis Westway anallilisime
kohalike elanike ja huvirihmade osalusel, kuidas
parandada tingmusi nelja kilomeetri pikkusel ja
23-hektarilisel maaribal, mis asub 1970. aastatel ehi-
tatud téstetud maantee all ja mis kuulub heategevus-
Ghingule (iks esimesi omataolisi Londonis). Oleme
alustanud uurimistdédga, pidades au sees Westway
ainulaadset thiskondlikku, poliitilist ja (alternatiivset)
loomingulist tausta ning pannes hoolikalt kokku seda
kajastavat kollaazi. Kéime seal &0siti koos erinevate
huvirihmadega, et ammutada inspiratsiooni ,koha
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which would transform waste into objects of desire
(intersecting with the area’s many waste transfer sites)
and offer skills workshops to young, unemployed
people. The makeshift market was housed in a large
scaffolded structure wrapped in plastic, from which
icons of recycling were suspended. At night prototyp-
ical lighting products designed by Philips were used
to illuminate the skin and sometimes to light the stage
of an impromptu performance. During the day the
creative agency of upcycling was represented in mul-
tiple stalls - urban jewellery made from abandoned
biscuit tins, fashion items made from recombined
clothes, furniture from pallets. There were endless
ideas - all exciting and all good for the planet. One
of the largest moves we made was to recycle some
of the Chelsea Flower Show, giving us hundreds of
plants and tons of material for hard surfacing. We
worked with Groundwork London and with a group of
ex-offenders to build new landscapes and offer path-
ways into work. (Figure 5.)

Our work continues to consider “transdisciplinary
approaches” (a Jan term) which describe a work-
ing between rather than coercive control of differ-
ent forms of expertise and approach, again a form
of détournement. This means for us that rather than
being purely physical in concept, our projects may
be programmatic, define urban strategies, consider
means of enabling change orfocus on socioeconomic
aspects related to place-making. More and more of
our work coalesces in the public domain, crystallising
multiple demands in multiple ways - what we once
referred to as "holistic master planning” - with solu-
tions often tested out and developed through specific
user scenarios.

In our current Westway project, we are contemplating,
with local people and stakeholders, how to improve a
4 km long, 23 ha piece of land situated below a 1970s
motorway which is controlled by a public trust (one
of the first such agencies in London). We have started
the research by recognising the unique social, politi-
cal and (alternative) creative histories of the Westway
through generating a painstakingly assembled col-
lage. Night visits are carried out with various stake-
holders to tap into the “soul of the place”. Forensic
mappings of local cultural and community assets are
being identified and plotted, as are perceptions of
the extent of neighbourhoods - all to inform the forth-
coming planning and design processes: to build our
evidence base. (Figure 6.)

We owe Jan a great debt of gratitude, some of
which we have only fully realised in recent years, so
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Joonis 5.Industri[us]: linnaliste ehete (lestdétlemine.

hingest”. Tegeleme kohaliku kultuuri- ja kogukonna-
vara ja ka naabruskondade tajutava ulatuse véljasel-
gitamisega ning kanname leitu kaardile, et luua alus
hilisemaks planeerimiseks ja disainimiseks - teisisdnu,
et luua tarvilik tdendusbaas. (Joonis 6.)

Oleme Janile &éretult palju tdnu volgu. Selle tait ula-
tust oleme hakanud alles hiljuti mdistma - tema maju

Figure 5.Industri[us]: upcycling urban jewellery.

pervasive was his influence. It was an influence that
spread, not only through shared projects, but also
through academic endeavours we jointly pursued
under his leadership for the definition of new, multi-
disciplinary design courses to be offered from clus-
ters of European universities for peripatetic teach-
ers and students. Jan became an external examiner
for the course of architecture | tutored on at London
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Joonis 6. Westway sotsiaalse ajaloo fotomontaaz.

oli sedavord valdav. See oli moju, mis levis mitte ainult
Uhisprojektide kaudu, vaid ka tema eestvedamisel
toimunud akadeemiliste ettevdtmiste kaudu, millesse
olime kaasatud, et té6tada valja uusi multidistsiplinaar-
seid disainikursusi Euroopa Ulikooliklastrite, kilalisop-
pejoudude ja Ulidpilaste jaoks. Jan oli vélishindaja arhi-
tektuurikursusel, mida andsin Londoni Metropolitani
Ulikoolis, ja see laiendas veelgi meie aruteluvér-
gustikke. Uks meie viimaseid koostddprojekte toi-
mus sobivalt Tallinnas. Nimelt oli Jan ametis Eesti
Kunstiakadeemia kulalisprofessorina, aidates muuta
dppekava mitmekihilisemaks ja luua sidemeid Tallinna
linnavalitsusega. Jan kutsus mind osalema 2004. aasta
Tallinna visioonikonverentsil ning kohtuma linnapea
ja tema ndunikega, et arutada ,osalusdemokraatia”
teemat. Ta andis oma panuse sellesse, et kujundada
Tallinnast suureparase disaini keskus pdhjamaades.
On Utlemata kurb, et Jan lahkus meie seast oma pari-
mais aastais - tal oli veel nii palju endast anda.

Oleme uhked, énnelikud ja r6dmsad selle Ule, et meil
oli véimalus Jani tunda ning et saame kanda omal
moel edasi tema md&tlemis- ja Opetamisparandit.
Meie stigav kummardus talle!

B\
o]

Figure 6. Westway: photomontage of social history.

Metropolitan University, further extending our net-
works of dialogue. One of our final collaborations
was, fittingly, in Tallinn. Here Jan was performing a vis-
iting professorship at the Estonian Academy of Arts,
helping to add depth to the course and to build links
with the mayor’s office. Jan invited me to take part in
the 2004 Tallinn Conference, and to meet the mayor
and his advisors to discuss "participatory democra-
cies”. He was helping rebuild Tallinn as a Nordic cen-
tre of design excellence. Itis sad that Jan was cut off in
his prime - he had so much more yet to offer.

We are proud, pleased and lucky to have known Jan
and, in our way, to have extended the legacy of his
thinking and teaching. We salute him.
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STEVE MCADAM

on arhitekt, linnaplaneerija ja arhitektuuribiroo Fluid
(asutamisaasta 1996) kaasasutaja-direktor. Koos part-
ner Christina Nortoniga on ta aidanud kaasa uudse,
loovpraktikast ja valdkonnaiilesest motlemisest kan-
tud arhitektuuri-, planeerimis- ja linnakujunduska-
situse kujunemisele. Fluid asutati 1996. aastal ees-
mérgiga anallisida vdimalusi valdkonnalleste ja
osaluspdhiste uute disainimeetodite kasutamiseks
nii linnakeskkonnas tervikuna kui ka Uksikprojektides.
Fluidi tegevust osaluspdhise linnakujunduse vald-
konnas on tunnustanud auhindadega naiteks Suur-
Londoni piirkonna valitsus, Arhitektuuri ja Ehitatud
Keskkonna Amet, Kuninglik Linnaplaneerimise
Instituut ja Uhendkuningriigi asepeaministri kant-
selei. McAdam on olnud ka Euroopa N&ukogu
konsultant ja Briti Arhitektide Kuningliku Instituudi
juhtrthma Building Futures liige ning osalenud aka-
deemikuna vabaihenduse Academy of Urbanism
tegevuses. Ta on olnud osakonnajuhataja Londoni
Arhitektuuriassotsiatsiooni  Arhitektuurikoolis (AA)
(1984-1995) ja stuudiojuhendaja Londoni Metro-
politani Ulikoolis (1996-2009), kus ta pani aluse
Linnade Instituudile, mis on linnakeskkonna nahtuste
uurimise tippkeskus. McAdam on seoses Fluidi pro-
jektidega palju kirjutanud ja esinenud ning tema t66d
on olnud valjas rahvusvahelistel néitustel. Samution ta
véliseksamineerija Central St Martinsi Kunstitlikoolis.

is an architect, urbanist and founding director of
Fluid (1996-present). With his partner Christina
Norton, he has shaped a new attitude towards
architecture, planning and urban design informed
by creative practice and cross-disciplinary thin-
king. Fluid was set up in 1996 to explore new ways
of integrating multidisciplinary and participatory
approaches to design at the scale of the city and
one-off sites. Fluid's experience in the field of partici-
patory urban design has been recognized by awards
from the Greater London Authority, the Commission
for Architecture and the Built Environment, the
Royal Town Planning Institute and the Office of the
Deputy Prime Minister. McAdam was previously
a consultant to the Council of Europe, an acade-
mician at the Academy of Urbanism and a member
of RIBA's Building Futures steering group. He was a
unit master at the Architectural Association (1984-
1995) and studio tutor at London Metropolitan
University (1996-2009), where he established the
Cities Institute, a center of excellence for research
into urban phenomena. He has written and lectured
extensively on Fluid's work, and his work has been
exhibited internationally. He is an external examiner
at Central St Martins, University of the Arts.
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CHRISTINA NORTON

on arhitekt, linnaplaneerija ja arhitektuuribiiroo Fluid
(asutamisaasta 1996) kaasasutaja-direktor. Koos part-
ner Steve McAdamiga on ta aidanud kaasa uudse,
loovpraktikast ja valdkonnaiilesest motlemisest kan-
tud arhitektuuri-, planeerimis- ja linnakujunduskasi-
tuse kujunemisele. Tema erialane tegevus hélmab
eri valdkondi alates linnakeskkonna strateegiatest
ja laialdasest taasloomisest, linnaosade planeerimi-
sest ja kultuurilisest kohaloomest kuni avaliku ruumi
ja avalike kohtade jaoks mdeldud segaprogram-
mide ja -meetmete ning isegi Uhekordsete arhi-
tektuuriprojektide ja -sekkumisteni. Norton &ppis
arhitektuuri Bartletti Arhitektuurikoolis ja seejarel
Arhitektuuriassotsiatsiooni  Arhitektuurikoolis (AA),
kus ta pélvis Edith Cadicotti stipendiumi. Ta on NATQ
(Narrative Architecture Today) asutajaliige: selle
avangardistliku  arhitektuuririhmituse = tegevuses
l&htutakse arhitektuurist, elustiilist ja tanavakultuu-
rist, et luua narratiivil pdhinev ja dinaamiline linna-
kujundus- ja kohaloomekasitus. Norton oli aastatel
1984-2009 &ppejoud nii Arhitektuuriassotsiatsiooni
Arhitektuurikoolis (AA) kui ka Londoni Metropolitani
Ulikoolis. Praegu on ta viliseksamineerija Londoni
Metropolitani Ulikoolis.
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CHRISTINA NORTON

is an architect, urbanist and founding director
of Fluid (1996-present). With her partner Steve
McAdam, she has shaped a new attitude towards
architecture, planning and urban design informed
by creative practice and cross-disciplinary thinking.
Her work ranges in scale from urban strategies and
large-scale regeneration, neighborhood planning
and cultural placemaking to hybrid programs and
interventions for public places and spaces, through
to one-off architectural projects and interventions.
Christina studied architecture at the Bartlett School
and then the AA, where she was awarded the Edith
Cadicott Scholarship. She was a founding mem-
ber of NATQG (Narrative Architecture Today), the
avant-garde architecture group which brought
together architecture, lifestyle and street culture
to create a narrative and dynamic approach to city
design and place making. Christina taught at both
the Architectural Association (AA) and London
Metropolitan  University (LMU) between 1984
and 2009. She is an external examiner at London
Metropolitan University.
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PIA ILONEN:
HETK UHE HOONE
ELUST

Praeguseks on Kaablitehasest saanud Uks
Helsingi tahtsamaid kultuurikeskusi. Kes-
kendudes aastatele 1989-1991, kui see
toostuslik maamark oli suures ohus, motisk-
leb arhitekt Pia llonen kasutusse votmise ja
tuhjana seismise dialektika ule ning analuu-
sib vaba ja alamaaratletud ruumi kultuurilist
potentsiaali.

Kaik muutub sedavdrd kiiresti (kuigi me téendo-
liselt ei teadvusta seda endale taielikult), et meie
silme ees toimub tegelikult revolutsioon, mis on
tugevasti Umber vormimas inimeste elustiili. Oleme
nii tehnilises, poliitilises kui ka sotsiaalses méottes
tunnistajaks muutustele, mis on radikaalsemad kui
need, mis toimusid meie sajandi alguses. Aga kuna
see slinnib jaoti ja paiguti, ei suuda me enamasti
naha tervikpilti.

Jan Verwijnen

"CULTURAL CHANGE", 1991 (AVALDAMATA KASIKIRI)

1961

Helsingi vana kaablitehas, mis parineb Il maailmaséja
ajast. Tollal oli see ainulaadne ja kolossaalne hoone
oma ajast ees. Kohustuslik killastuskoht Helsingis rii-
givisiitide ajal. NSVLi Ulemndukogu Presiidiumi esi-
mees Leonid Breznev ja Soome Vabariigi president
Urho Kekkonen kéndimas 1961. aasta septembris
l&bi hiiglasliku merekaablite halli, siiman&htavalt heas

URBAN CHANGE 19

PIA ILONEN:
A MOMENT IN THE
LIFE OF A BUILDING

Today, Cable Factory is one of the major
cultural centres of Helsinki. Focusing on the
years 1989-91 when the industrial monu-
ment was in peril, architect Pia llonen reflects
on the dialectic of use and vacancy, empti-
ness and appropriation, exploring the trans-
formational cultural potential of free, under-
defined space.

Things are changing at such a pace that, although
we are probably not fully aware of it, there actually is
a revolution going on before our eyes that is already
drastically reshaping people’s lifestyle - technically,
economically, politically and socially we are witness-
ing changes more radical than at the beginning

of this century. But because things are happening
piecemeal and in different places, we usually do not
get the full picture.

Jan Verwijnen

‘CULTURAL CHANGE', 1991 (UNPUBLISHED MANUSCRIPT)

1961

An old cable factory in Helsinki, there since the
Second World War. Back then, a unique place on a
big scale, ahead of its time. A standard port of call in
Helsinki for state visits. In September 1961, Leonid
Brezhnev, Chairman of the Presidium of the Supreme
Soviet of the USSR and President Urho Kekkonen
walking through the huge Sea Cable Hall, laughing,
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Joonis 1. Uks hetk selle hoone ajaloos.
Foto: Kalle Kultala, 1961.

tujus ja rahul, sest Soome on tasunud Néukogude
Liidule Il maailmasdja jarel maaratud séjahivitised.
Kuldne aeg selle hoone ajaloos.

Sajad todlised punuvad kokku vasktraate ja kummee-
rivad neid elektrikaablite tarbeks. Teised to6tavad
vélja raadiosidesiisteeme. Uliedukad Nokia mobiil-
telefonid saavad alguse just sellest hoonest, mis on
Soome leidlikkuse ja &itsengu siimbol. Tulevik, mil
see hoone seisab tlhja ja elutuna, on veel kaugel.
Ja Uhtékki ei suuda see hoone enam kasulik olla.
See peab kaduma. See on liiga suur. Liiga kasutu,
et lasta sel edasi kesta. Kui just ei toimu kultuuriline
suunamuutus.

Figure 1. A moment in the life of the building.
Photo: Kalle Kultala, 1961.

satisfied with the fact that Finland had taken care of
the reparations to the Soviet Union in the post-war
period. A golden moment in the life of the building.

Hundreds of workers braid copper wire and encase
it in rubber for electrical wiring. Others develop wire-
less voice communications systems. The Nokia cell
phone success starts in this building, a monument to
Finnish inventiveness and prosperity. The future is not
yet there to be seen: the day when life in the building
vanishes. The building cannot serve anymore. It has to
disappear. Itis too big. Too useless to exist any longer.
Unless a cultural change occurs.
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Joonis 2. Veel (iks hetk selle hoone ajaloos. Vaba Figure 2. Another moment in the life of the building.:
ruumi héivamine. Foto: Stefan Bremer, 1989. occupying a free space. Photo: Stefan Bremer, 1989.
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1989

Veel Uks hetk selle hoone ajaloos. Detsembripdev
aastal 1989: iiks neid otsustava téhtsusega péevi, mil
tullakse taas sellesse unustuse hdlma vajunud hoo-
nesse ja aratatakse see ellu. Toéostuslikule minevikule
viitavad margid poérandatel, seintel, 6hus. Hoone
siigavaimates soppides on juba toimumas kultuuri-
line muutus, kuid see on veel sénadesse pandamatu
ja silmale nahtamatu. K&ik on liiga ametis vaba pinna
héivamisega, td6tamas kohas, mis on pariselt nende
oma ja nende enda loodud. Olemuselt paindlik
hoone: siin on ruumi véimalustele, see on demokraat-
lik ruum, mis on reeglitest prii ja kus saab lasta fantaa-
sial vabalt lennata.

Ent peagi on saabumas aeg, mil neil tuleb viia selle
koha ajalugu edasi. Algatada toetuskampaania ja

Joonis 3. Vaba ruumi héivamine. Elamuehitusprojekt Tila,
Helsingi, 2008. Arhitekt Pia llonen.
Foto: Stefan Bremer, 2008.
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1989

Another moment in the life of the building. A single
day in December 1989, one of those defining days
where the forgotten building is re-visited and brought
to life. Traces of an industrial past on the floors, in the
walls, in the air. A cultural change is happening inside
the framework of the building, but nobody is talking
about it or seeing it yet. They are too busy occupy-
ing a free space, working in a place of their own and
built by themselves. In an open building: a space for
opportunity, a democratic space, unprogrammed,
free for uses not yet conceived.

And yet, soon there will be a time when they have to
take the story of this place forward from that point.
Initiating a campaign and demonstrating the poten-
tial of the place, employing a series of plans, inviting

Figure 3. Occupying a free space. The Housing Company Tila
in Helsinki, 2008. Architect: Pia llonen.
Photo: Stefan Bremer, 2008.
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tosta esile selle paiga potentsiaali, td6tada vaélja hul-
galiselt plaane, haarata kaasa poliitikuid, levitada
ideid, vahetada métteid. Radikaalne vaba métlemine
sillutamas teed loometegevust ja kultuuri ausse tost-
vatele sonavottudele, millesarnaseid pole varem
kuulda olnud.

Vana kaablitehas ei kao kuskile. See on ikka alles. Siin
pdimuvad Uhte minevik ja olevik, kdegakatsutav aine-
lisus ja Ulrikesed malestused. Sellel paigal on elujou-
line mina, kordumatu &hustik. Arutletakse mineviku-
péarandist tdnapéevasesse arhitektuuripraktikasse le
voetud hoonete kestva asjakohasuse Ule. Seatakse
kahtluse alla norme ja reegleid ning kujundatakse
uusi organisatsioonilisi m&ttemalle, mis edendavad
l&bik&imist ja osalust.

Teel uute hetkede poole hoone ajaloos kihab selle
sisemuses elu: paindliku planeeringu ning betoon-
sammaste ja -taladega hoone, mida saab aja jooksul
kohandada ettevotmiste ja ettearvamatute suundu-
muste jargi. Pidev muutumine ja muundumine, ehi-
tusprojekt, mis ei saa kunagi paris valmis.

2008

Oppides ajaloost. Vana kaablitehas kui harjumus-
parase, reeglitele allutatud arhitektuuri peegel.
Olemuselt paindlik hoone: siin on ruumi véimalus-
tele, see on demokraatlik ruum, mis ei ole liialt reeg-
litest kammitsetud. Ehedad tddstusliku hénguga
korterid vanas kaablitehases voi t66stuslikku  stiili
matkivad korterid uutes linnaelamutes? Hdivata vaba
pind, elada kohas, mis on périselt sinu oma ja sinu
enda loodud. Miks mitte? Ja jalle tuleb seada kahtluse
alla tavapérane arhitektuuripraktika ja linnakujundus.
Normid ja reeglid uuesti Ule vaadata, kujundada stra-
teegilisi m&ttemalle, edendada I&bik&imist ja osalust.
Arhitekt, kes tdstab esile vaba ruumi potentsiaali,
algatab toetuskampaania, t&dtab valja hulgaliselt
plaane, levitab ideid, vahetab mé&tteid. Sillutab teed,
viies hoone ajalugu edasi.

URBAN CHANGE 123

politicians, circulating ideas, exchanging thoughts.
Radical free strategic thinking paving the way for the
emergence of the rhetoric of creativity and culture,
not too often heard of before.

The old cable factory does not disappear. It exists.
The past and the present, tactile materiality and
ephemeral memory intertwine. The identity of the
place is strong, the atmosphere unique. The con-
tinued relevance of buildings from the past to con-
temporary architectural practice is being discussed.
Norms and standards questioned and new organiza-
tional thinking developed, allowing interaction and
participation.

On the road to the next moments in the life of the
building, new life flows inside: an open framework
with concrete pillars and beams, a building free to
change over time as a result of interventions, unfore-
seen developments. A continuously changing trans-
formation process, a building project forever on the
move goes on.

2008

Learning from history. The old cable factory as a
mirror for conventional, regulated architecture. An
open building: a space for opportunity, a democratic
space, not too programmed. Loft living in the cable
factory: loft living in new urban housing? Occupying
a free space, living in a place of your own and built
by yourself. Why not? Again, conventional architec-
tural practice and urban design must be questioned.
Norms and standards re-examined, strategic think-
ing developed, allowing interaction and participa-
tion. An architect demonstrating the potential of a
free space, initiating a campaign, employing a series
of plans, circulating ideas, exchanging thoughts.
Paving the way, taking the story forward.
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PIA ILONEN
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PIA ILONEN

on asutanud arhitektuuribiroo Alli, mis sai hil-
jem nimeks Talli, inspireerituna Helsingi kesklinnas
1995. aastal Umber kujundatud ja renoveeritud
Lasipalatsi hoone ehitusprojektist. 2005. aastal kaitses
ta teaduslitsentsiaaditééd ,Kaleidoscope/Planning
and Implementing the Restoration of Lasipalatsi/
The Whole Picture” tollases Helsingi Tehnikaulikoolis
(praegune Alvar Aalto Akadeemia), kus ta oli mitu
aastat dppejduna tédtanud. lloneni uus biroo ILO
arkkitehdit tegeleb avalike hoonete ja elamuprojek-
tidega ning samuti panustab Kaablitehase Gmber-
kujundamisse pidevalt lisanduvate tdiendustega (sh
Tantsumaja laienduse projektiga). Kaablitehasega
seotud ettevotmised alates 1989. aastast kuni prae-
guseni on olnud Pia lloneni erialase karjaari nurgaki-
viks. Viimased 15 aastat on ta mitmesuguste naidis-
majade pohjal, millest liks esindab paindliku ja toore
ruumi kasitust, kriitiliselt analllsinud seda, kuidas
Soomes projekteeritakse ja ehitatakse kdrgelamuid.
llonen sai oma ideede tutvustamiseks kutse osaleda
2018. aasta rahvusvahelisel Veneetsia biennaalil
.Freespace”.

founded the architectural office Alli, later Talli, for the
reconstruction/restoration design of Lasipalatsi - a
building in the center of Helsinki - in 1995. In 2005
she wrote her thesis Kaleidoscope/Planning and
Implementing the Restoration of Lasipalatsi/The
Whole Picture for the degree of Licentiate of Science
at Helsinki University of Technology (Aalto), where
she had been teaching for several years. With her
new office ILO Architects, she is working with public
buildings and housing projects and is responsible for
ongoing Cable Factory transformation process, inclu-
ding the extension design for the House of Dance.
Her experiences at the Cable Factory since 1989 have
defined her entire professional foundation. For the
last 15 years, she has been questioning how high-rise
blocks are produced and designed in Finland with
several case-study houses, one of them based on an
open building raw-concept. She was invited to the
Venice biennale 2018 “Freespace” international exhi-
bition to present her ideas.
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ANDRES ALVER
HOLLANDLASEST, KES
LENDAS ULE EESTI

On mitu véimalust maailmas toimuvate muutustega
kaasas kaimiseks. Kdige lihtsam ja véhem valikuid jat-
tev on selline, kui tulevad ,suured tegijad” ja ttlevad,
kuidas asjad digesti kdima peavad. Oluliselt parem
vdimalus on see, kui saaksime ise minna ja uurida,
kuidas elu korraldada ja votaksime ile need kultuuri
elemendid ja aspektid, mis meile omased tunduvad.
See nduab ettevotlikust, aega ja ka kodust lahkumist.
Kui jadda koju, on olemas véimalus, et meie juurde
tulevad - kas uudishimust v&i juhuslikult - need, kelle
teadmised ja seisukohad meid pariselt kdidavad. See
on mugavaim viis kultuurivahetuseks, ainsa klausliga,
et tulija pilk voib olla kill terav, kuid jaéb igal juhul
Uksikuks, kitsaks kiireks.

KuidJdan Verwijnen esimest korda Eestis
esines, oli tal seljas kirju hawai-sark, tema
repliigi kohaselt mark maailma muutumisest
ja julgusest olla sellele avatud ning loengu
motteks seisukoht, et arhitektuuris elamine
tahendab maailma tunnetamist tema mitme-
kesisuses ja muutuvates aspektides.

Marshall Berman’i raamatu ,,All That is Solid
Melts into Air“ mélemapoolne mainimine
madaldas loengujargse omavahelise suhtle-
miskunnise talutavalt madalaks.

Eesti arhitektuurim&te oli 1990 aastate alul tdenéoli-
selt valmis oluliseks nihkeks. Postmodernne hoone-
tekésitlus ja vormimangud hakkasid tiihjaks valguma.
JAjastu vaim” otsis valjundit erinevates ilmingutes
- kirjanikud ja kunstnikud s66stsid poliitikasse, kdrg-
koolides avati uusi (humanitaarvalla) Sppetoole.
Tundus, et suuri otsuseid saab teha igatiks, kel julgust
ja ideid. Linnaehitus, valdkond, mis oli olnud véljas-
pool arhitektide tegelikku ulatust, hakkas omaaegses
Kunstiakadeemia arhitektuuriteaduskonnas paistma
uue vdimalusena luua oluliselt suuremaid, tdhen-
dus- ja kunstirikkamaid ruumikombinatsioone, kui
Uhe hoonega iganes véimalik. Seda tunnet téukasid
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ANDRES ALVER
THE DUTCHMAN WHO
FLEW OVER ESTONIA

There are several ways to keep abreast of the changes
taking place in the world. The easiest way, leaving
the least of options, is when the "big guys” come and
tell you how things are done correctly. A consider-
ably better way is to go to other places, study there
how life can be organised and then adopt those cul-
tural elements and aspects that seem to be suitable
for us. It takes enterprise, time and also leaving your
home. In case you stay, there is a chance that we are
visited - either by accident or driven by curiosity - by
those whose knowledge and opinions we are actually
attracted to. This is the most convenient means of cul-
tural exchange, if the visitor's glance is sharp. On most
cases, his glance will remain, nevertheless, a single
narrow beam. However, sometimes the sharpness of
the beam will suffice to become inspired.

When Jan Verwijnen gave a lecture in Estonia
for the first time, he was wearing a colourful
Hawaiian shirt, which according to him was a
sign of the changing world and the courage to
be open toit, and the standpoint put forward
in his speech was that living in architecture
means the perception of the world in all its
diversity and varying aspects.

The mutual reference to Marshall Berman’s
“All That is Solid Melts into Air” made the
communication threshold after the lecture
bearably low.

In the early 1990s, the Estonian architectural scene
was probably ready for a significant shift. The post-
modern approach to buildings and the play with form
were running dry. The zeitgeist was searching for an
outletin various fields - writers and artists charged into
politics and new departments (of humanities) were
opened at universities. It seemed that major decisions
could be made by anyone with courage and ideas. At
the Faculty of Architecture of the Estonian Academy
of Arts, urban design - a field that earlier had been
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tagant monel juhul ehk isiklik ,kirgastumine”, aga ka
veidi erandlik sattumine nii ladne Ulikoolide kateedri-
tesse kui ka kateedri vastu, loenguruumidesse.

JV:Et disainida uut sorti linnaelu, on meil vaja
uusi kontsepte. [--] Meil on vaja uusi kont-
septe, mis muudaksid meid vahem soltu-
vateks paljudest tavadest, mis Uhiskonnas
valitsevad.

Sellises olukorras piisab vihesest... Uks loeng, soo-
vitus ahmida infot maailma kohta, naidates seoseid
stindmuste, elukvaliteedi ja ruumivahel ... ja side oligi
sindinud.

Meil on vahel vaja kaaslast, kes tunduks sinust targem
ja keda sa saad pidada opetajaks, oluliseks teiseks. Ja
ideaalis peab huvi olema vastastikune.

JV hakkas Eestis tihedamini kdima siis, kui tekkis voi-
malus asutada tollasesse EKA slsteemi urbanistika
kateeder, mille vajalikkust ta vésimatult propageeris.
Linnaehituse ampluaa ja uued véimalused avanesid
temale ilmselt juba Rotterdam’is OMA kontoris t66ta-
mise aegadest.

Oskus leida sdpru ja toetajaid andsid talle véima-
luse tegutsemiseks erinevate seltskondade ja ri-
tustega. Kui linn korraldas t66toa Tallinna kesklinna

Joonis 1/ Figure 1
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far beyond the reach of architects - seemed to afford
a new opportunity to create considerably larger spa-
tial combinations laden with meaning and art, and
achieve things could never be possible by designing
single buildings. In some cases, the given sentiment
may have been encouraged by personal "enlighten-
ment” and some rare visits to the architecture depart-
ments of universities in the West both as lecturers and
students. Jan Verwijnen was one of those visitors who
pointed out interest towards urban design.

JV: We need new concepts if we are to design
another sort of urban life. [--] We need
concepts that will make us less dependent on
the numerous conventions that prevail in the
collective domain.

It doesn’t take much in such a situation: one lecture,
a suggestion to devour information about the world
showing links between events, the quality of life and
space... and a connection has been established.

We sometimes need a companion who seems more
intelligent than us and who could be considered as
a teacher, the significant other. And in the ideal case,
the interest is mutual.

Jan Verwijnen began to visit Estonia more often
with the emergence of the opportunity to establish
the department of urban studies at the Estonian
Academy of Arts - an initiative that he was vehe-
mently advocating for. The range and new possibili-
ties of urban construction unravelled themselves to
him probably already during his time in Rotterdam
working at OMA office.

The skill to make friends and find supporters allowed
him to work with various people and in the context
of various events. When the city organised a work-
shop to find the future trend for the development of
Tallinn city centre, he was there as the key person. The
vague and sketchy drawings of the city put down by
a few people during arguments in Sargava residence
(Fig.1) soon transformed into a considerably clearer
map-diagram.

Jan drew the map (Fig.2) when he returned to Helsinki
and sent it back to Estonia. The ideas had acquired
clearer borderlines and a more conceptual character
and wording. Looking at it today, it must be stated
that it has not gone “out of fashion”. Ideas seem to
wait for their time, they are somewhat different but
perfectly suitable for the context. It is no longer clear
who the exact authors in the given cooperation were,
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Joonis 2/ Figure 2

arengusuundade leidmiseks, oli ka tema kohal keskse
figuurina. Linna Sargava ténava residentsis paari osa-
votja poolt 1abi vaidluste loodud dhmased ja visandli-
kud skeemid (joonis 1) teisenesid oluliselt selgemaks
kaart-diagrammiks.

Sellise kaardi (joonis 2) koostas JV tagasi Helsinkisse
jdudnuna ja saatis siis selle Eestisse. Ideed olid oman-
danud selgemad piirjooned ja kontseptuaalsema ise-
loomu ja sdnastuse. Kui seda pilti tdna vaadata, peab
tddema, et see ei ole aastatega ,moest ldinud”. [deed
nagu ootaksid oma aega, nad on kill erinevad, kuid
tapselt konteksti sobivad. Kes olid nende otsesteks
autoriteks, pole selle koost66 juures téna enam vaga
selge, kuid oluliseks redigeerijaks ja sonastajaks selle
skeemi juures oli kahtlemata JV.

JV:Riigi majanduslik taastumine soltub
linnastunud piirkondade edukusest ja nende
voimest innovatiivsete ja loominguliste mil-
Jjoode ehitamise kaudu meelitada ligi investee-
ringuid ja tekitada uusi tookohti.

but most of the editing and expression of the sketch
was undoubtedly done by Jan.

JV: Economic recovery of the country will
depend on the performance of urbanized
regions and their ability to attract investment
and new jobs by building innovative and crea-
tive milieus.

Cities can no longer afford a freewheeling
situation but need to harness their internal
resources. Urban policies become both the
instrument itself and act as the showcase of
this effort. (Verwijnen 2020)

Next to his active participation in the establishment
of the department of urban studies at the Estonian
Academy of Arts, Jan’s further interest in Estonia
and Tallinn resulted in his participation in one of the
numerous Admiralty Basin competitions in 2000 with
his entry awarded the joint first and second prize.
For some reason, the competition was not followed
by any particular activities - as is quite usual - but Jan
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Linnad ei saa enam endale lubada vabakai-
gulist lahenemist, vaid peavad panustama
oma sisemisi ressursse. Valitud linnalistest
strateegiatest saab uhtaegu vahend millegi
saavutamiseks ja toend vastavasisuliste pin-
gutuste kohta. (Verwijnen 2020)

JV tosisem huvi Eesti ja Tallinna vastu - kui jatak-
sime hetkeks korvale tema aktiivse osavdtu
Kunstiakadeemia urbanistika osakonna ilesehita-
misest - paadis osavdtuga Admiraliteedibasseini
Umbruse Uhest paljudest konkurssidest aastal 2000,
mida saatis edu esimese ja teise koha jagamise n&ol.
Millegipérast ei jargnenud sellele konkursile - nagu
kullaltki tavaparaselt - mingeid konkreetseid tegevusi,
kuid Jan tundis moraalset digustust asjaga edasi tege-
leda. Teda huvitas millegipérast, et teeksime jérgne-
vaid samme koos ja ta uskus, et suudab veenda Uhte
otsest arendajat, Skanskat, meiega liituma, kes oleks
pidanud tajuma projekti potentsiaali ja uusi véimalusi.
Meie jutud Skanska kontoris olid alguses paljuluba-
vad, kuid ei jdudnud kunagi kaugemale lubadustest.
Ta uskus, et ka suuline kokkulepe on lepe. Ja mui-
dugi pettus. Kuid selle koost66 tulemuseks oli teist-
sugune basseiniimbruse motestamine, kus oluliseks
sai katse kokku siduda uueks linnastidameks loodav
bulvar, Rotermanni kvartal, vanalinn, teda Umbritsev
roheline v66 ning sadama tulevikuvisioonid. Sel korral
oli muinsuskaitse valja mdelnud sellised reeglid, kus
A-terminali eest pidi avanema vaatekoridor Oleviste
kirikutornist Vene kiriku kupliteni ja korruseid ei toh-
tinud selles sektoris olla tle kahe. Nagu vahel ikka,
langetas muinsuskaitse hiljem - kas siis arendajate voi
linna huvidele vastavalt - otsuse see reegel kdrvale
jatta ja asendada teisega, mis t5i kaasa telgede kum-
malise nihkumise A-terminalilt D-terminalile. Meie
lahendus lahtus eelmistest ,rangetest” reeglitest.
Sellest koostd6st slindisid diagrammilised plaanid ja
papist makett, kus basseini servale on esmakordselt
ilmunud ,raekoda” markeeriv hoone, jalad kergelt
vees (joonised 3-6).

Muinsuskaitse all olevasse vaatekoridori aga vormus
tehislik teise korrusetasandi park, mis jattis vabaks
vaate, kuid tdi piirkonda taiesti uue ruumilise ele-
mendi. Asja paremaks mulmiseks oli ta lasknud oma
Soome kooli té6kojas isegi puidust klotsid vélja free-
sida, et saaksime neist kdigile arusaadavat maketti
katsetada. Need klotsid on tanini pruunis paberkotis
meie bliroos. Maketi volu pidi tema meelest seisnema
selles, et lihtsate vormide vahel on moni detailselt
tehtud tikike, mis reedab maketi suhte reaalsusega.
See on tundlik mang, kus lihtne kaotada veenvus. Kui
asjad on liiga detailsed, muutub makett ménguasjaks
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felt a moral obligation to continue with it. He was
interested in us taking the next steps together and
he firmly believed that he could convince Skanska,
one of the developers to join us with a clear percep-
tion of the potential and new possibilities of the pro-
ject. Our discussions at Skanska office were initially
quite promising, however, never reached any further
from mere promises. Jan, who thought that even an
oral agreement is an agreement, was obviously dis-
appointed. However, the cooperation resulted in a
completely different conceptualisation of the basin
area with an important attempt to establish a new
heart of the city which could bring together the new
boulevard, Rotermanni district, the Old Town with
the green belt surrounding it and the future visions
of the port. According to the Estonian National
Heritage Board rules at the time, the view corri-
dor from Terminal A of the port was to extend from
St Olaf church spire to the domes of the Orthodox
church with no more than two floors in the given sec-
tor. As it sometimes happens, today the given axes
have been oddly shifted by the voluntary decision
of the national heritage to abandon this rule and
find another one - fitting the interests of the city or
some big companies - which caused the view axis
to shift from Terminal A to Terminal D. Our solution
was based on the previous “strict rules”. This cooper-
ation gave rise to diagrammatic plans and cardboard
model with the building designating the “town hall”
appearing for the first time on the edge of the basin
with its feet gently in water (Fig. 3-6).

In our proposal, the view corridor under heritage pro-
tection was transformed into an artificial park on the
second-floor level leaving the views open while pro-
viding the area with a completely new spatial element.
In order to sell it better, Jan had even had wooden
blocks milled at his workshop at the University of
Art and Design in Helsinki for us to test the clearly
understandable model. The blocks are still stored in
a brown paper bag in our office. According to him,
the charm of the model lay in placing a small detailed
piece among simple forms to reveal the model’s rela-
tion to the reality. It is a subtle game running the risk
of losing assertiveness. When things get too specific,
the model becomes a mere toy and people don't use
their imagination, when it is too general, it does not
allow the viewers to penetrate the model - to imagine
its spaces in reality. In closer inspection, the self-same
relation between generalisation and detail can also
be seen in Jan's diagrammatic drawing of the devel-
opment of Tallinn city centre (Fig. 2) where the small
Maakri Street retains its intricacy among the towering
"skyscrapers”.
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r

Joonised 3-6

ja ei pane kujutlusvéimet toole, kui liiga tldistatud, ei
vdimalda ta ,enda sisse minekut”. Seesama Uldistuse ja
detaili vahekord on l&dhemal vaatlusel tajutav ka tema
tlesjoonistatud diagrammilisel Tallinna kesklinna aren-
dusskeemil (joonis 2), kus véike Maakri tdnav sailitab
detailirohkuse suurte ,pilveldhkujate” vahel.

Sageli tuli ta sadamast otse, kaasas pudel
laevalt ostetud punaveini ja Doblerone Soko-
laad. Kohvitassid pesi ta enamastiise. Ta
utles, et talle meeldib...

Meie jutuajamisi linnaehituse teemadel taiendasid
tema poolt jargnevatel kuudel saadetud pikad meilid.
(Vahelepdimingud ka siinsele kirjatlikile péarinevad
tema artiklitest, kus ta aeg-ajalt tsiteerib teisi autoreid
ja asetab nad enda jaoks sobivasse konteksti.) Oma
seisukohtade paremaks tutvustamiseks saatis ta omi
kirjutisi nii stsenaarsest kui ka kultuurilisest planeeri-
misest ning alguslehekilgi oma kujunevast doktori-
t66st, mida taiendasid selged ja kdnekad diagrammid
pdhjuslikest seostest ja kontseptuaalsetest ideedest.

Figures 3-6

He often came directly from the port, carrying
a bottle of red wine and Toblerone chocolate
bought on the ship. It was he who mostly
washed the coffee cups. He said he liked it...

Our conversations on the topics of urban design were
often complemented by the long e-mails sent in the
following months. In these conversations, as well as
in his articles, he often quoted other authors placing
them in contexts suitable for him. In order to provide
further explanation to his opinions, he also sent his
texts on scenario and cultural planning as well as the
opening pages of his undergoing doctoral research,
complemented by clear and informative diagrams
of causal relations and conceptual ideas. This is also
the origin of his standpoint that the architect should
mainly be concerned with spatial ideas... Everything
else is relatively simple.

JV:The [previously mentioned] tendencies
and policy experiments have led to a more
concious role of space and time (in other
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Sealt ka tema seisukoht, et arhitekt peaks tegelema/
té6tama pohiliselt ruumiliste ideedega... Kdik muu on
suhteliselt lihtne.

JV: Eelkirjeldatud suundumused ja stratee-
giameetmed on tanapaevases linnaarendu-
ses andnud ajale ja ruumile (ehk teisisonu
ajaloole ja geograafiale) teadvustatuma rolli
ning toonud isearanis kaasa uute vormide
tekitamise linnaprojektides. [--] Teisisdnu: kas
linnaprojektid kujundavad tanapaevast kul-
tuuri ja on sellest omakorda mojutatud palju
tugevamini kuivarem? [On toimunud] nihe
mitmesugustes arhitektuurija linnaplaneeri-
mise projektides, mis votavad aluseks ,heitli-
kumad ja kaleidoskoopilisemad sotsiaal-
majanduslikud olud“ning mida iseloomustab
programmiline ebamaarasus ja ebastabiilsus.
(Verwijnen 2020)

See kdik oli kahtlemata kaasahaarav, kuid ka veidi kum-
maline. TAIK-i professoril jatkus tahtmist ja aega oma
Soome taiskohaga ameti korvalt tulla Eestisse, kaasas
tésised teoreetilised teadmised ja maailmast 15bil&i-
kav pilk. Miks just Eestisse? Oleme Soomele ldhedal,
seda kill, mitte ehk nii enesekesksed kui p&hjanaab-
rid, seega voib-olla tdesti kergemini kaasahaaratavad.
Uuenduste hoog oli sel ajal alles raugemata. Samuti oli
tahe midagi dra teha ja muuta, sest vanast, mis erines
tuntavalt n-06 1dane uuest méttest, oli lihtne lahti lasta.
Ja Soomes ei saanud ta vist kunagi paris omaks...

Kuid peaaegu midagi ei teostunud tema suurtest arhi-
tektuursetest plaanidest. Mingi hoiak sai takistuseks.
Kusagil olid ja on otsustajad, kes omavad kill moju-
joudu, kuid mitte liiga head ajastutunnetust ja pilku.
Mingil hetkel kadus ka meil Eestis naiivne, kuid aarmi-
selt vajalik usk midagi suurt &ra teha ja asendus prag-
maatiliste kaalutlustega. Vaadake kasvai hiljutist ERR-i
uue hoone konkursi véidutédd ja vorrelge seda néi-
teks Helsinki uue raamatukogu OODl'ga. Iga otsus on
selge mark arendajale ja annab neile kaitumisjuhiseid
tulevikuks. Neid ei tohiks teha kergekéaeliselt, voi veelgi
hullem, korruptiivsete mehhanismide ajel. Jani mé&tted
tundusid ajast ees olevatena ja see ei pruugi kunagi
hésti [dppeda. See ei leia tavaliselt mdistmist ja toetust.

Talle ei meeldinud liigne puhendumine ainult
arhitektuurile. ,Puhendunud arhitekt® oli tema
jaoks halvustava tahendusega. Disain meel-
dis talle asjade algpunktina oluliselt rohkem.

Kui naasta Tallinnaga seotud kisimuste juurde, vdiks
vaadata, mis on saanud kesklinnale valjapakutud
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words, of geography and history) in contempo-
rary urban development, particularly to a new
generation of form in urban projects. [--] In
other words, are urban projects shaping and
being shaped by contemporary culture in a
much stronger sense than earlier? [--] [There
is a shiftin recent urban projects where] the
field of architecture and urbanism [is] based
on a “more fluid and kaleidoscopic socio-eco-
nomic landscape” that is characterised by
programmatic indeterminacy and instability.
(Verwijnen 2020)

It is all undoubtedly very engaging but also some-
what odd. The full-time professor of the University of
Art and Design of Helsinki found the time and willing-
ness to come to Estonia equipped with serious the-
oretical knowledge and insightful eye. Why Estonia?
We are indeed close to Finland and perhaps not so
self-centred as our Nordic neighbours making us
somewhat easier to engage with. Our enthusiasm at
the time was still going strong, as was our will to do
and change something. It seemed easy to let go of
the old that was so visibly different from the so-called
new thought of the West. And it seems Jan was never
completely adopted by the Finns...

However, almost nothing of his great architectural
plans was implemented. A kind of an attitude came
to stand on the way. Somewhere, there were (and still
are) decision-makers who have the necessary power
but who lack a keen eye and sensitivity to the era. At
one point also we in Estonia came to lose our naive yet
highly necessary faith in great accomplishments, and
replaced it with pragmatic solutions. See, for example,
the winning entry of the recent competition-won build-
ing of our public broadcasting company and compare
it with the new central library OODI in Helsinki. Every
decision is a clear sign to the developer providing
them with instructions for the future. These should not
be made lightly, or furthermore, on corruptive mecha-
nisms. Jan's ideas seemed to be ahead of his time and
this usually does not end too well. As it is difficult to
find support and understanding.

He did not like excessive dedication to archi-
tecture only. In his eyes, “a dedicated architect”
acquired a derogatory attitude. He valued
design as the starting point considerably more.

Coming back to the issues related with Tallinn, we
could take a look at what has become of the ideas
suggested for Tallinn city centre at the time. Have they
turned out to be farsighted and valuable? They have
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ideedesttanaseks. Kas nad on osutunud ettenédgelikeks
ja vaartuslikeks? Ametlikult pole need ju kunagi olnud
linnaplaneerimisameti ideoloogia (kui sellist ideoloo-
giat muidugi tldse on)téoriistad. Vahest ehk varjamisi...

Rohevsd Umber vanalinna loomulikult séilib ja kohati
plutakse seda ka tdiendavalt m&testada ja arendada
- néiteks Tammsaare pargis ja kuidagimoodi vist
ka Skoone bastioni Umbruses, mida tdukab tagant
Kalamaja asukate entusiasm.

Pooleldi valmisehitatud Vabaduse valjak ei huvita
enam praegusi linnavalitsusi, lint on I&bi I8igatud ja
valijad leitud. Projekteeritud edasiarendus on eras-
tatud ja seisab ,kuldajastu” ootel. Toompea tana-
va-alune oleks ks oluline koht, kus katkenud ringi
saaks kokku sdlmida ja lisada mitmekihilise saalide
laburindi, kas voi eksootilise ,kasematliku” konverent-
sikohana, mis omakorda aitaks ldhendada méttetult
lahku téstetud vabaduse sammast ja uut muuseumi
nimega Vabamu.

Vélja pakutud promenaadi tks kilg tmber rohevéd
tdieneb koos Kalamaja arenguga. Nahtavamad osad
sellest on uus Kunstiakadeemia ja Kultuurikatel. Kuid
sealt edasi algab segadus ja oluliseks muutuvad vas-
tused klsimustele, mis saab linna uuest raekojast ja
mis saatus ootab linnahalli. Kas me tdna teame sellest
midagi? Ja kas sadamapiirkonna uus tldplaan annab
sellele selge vastuse?

Senini on segane, kuidas korraldatakse sadama
treilerautode liiklus. Tana ja tulevikus peavad need
l&bi s6itma Paksu Margareeta kilje alt, et paindu-
des Umber Arhitektuurimuuseumi Ghineda suure ja
uue, harjumatult laia Reidi teega. Endiselt areneva
Rotermanni kvartali ambitsioon haarata endasse ka
Arhitektuurimuuseumi hoone tdhendaks 60 meetri
laiuse, magistraaltdnava iseloomuga Reidi tee ringi-
motestamist, kuid see tundub Usna véimatu.

Uhtsest sadama terminalihoonest ei radgi praegu
enam keegi. Sadama Uldplaneeringuks valitud t66
(autoriks Zaha Hadid Architects) arvestab ikka endiselt
mitme sadamahoonega. Véimalus erandliku, mere-
basseini tihedalt imbritseva linnaruumi tekkeks on
enam-véhem maha magatud. Admiraliteedibasseini
hadad on seotud sellega, et ta pltab (vahemalt alg-
seid joujooni maha mérkides - pudldis) teenindada
A- ja D-terminalide vahelist autoliiklust, samas kui on
ilmne, et see oleks maistlik viia hoopis mujale.

Idee koondada Tallinna kérghooned Uhte asukohta
on vaikselt, kuid poolikult teostumas, ja nahtavalt
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never officially been the tools for the ideology of City
Planning Department (if there really is such an ideol-
ogy), but perhaps there were so only implicitly...

The green belt around the Old Town will naturally
remain. Sometimes there are attempts to give it
further meaning through development - exam-
ples of such initiatives have emerged for instance in
Tammsaare Park and in a way perhaps also around
Skoone Bastion, which is largely driven by the enthu-
siasm of the recent success of the Kalamaja district16.

The half-completed Vabaduse Square no longer
interests the current city governments, the ribbons
have been cut and the electorate found. The planned
development has been privatised waiting for the
“golden age”. The area below Toompea Street would
be an important place for completing the circle with a
multi-layered maze of halls, for instance, as an exotic
casemate-like conference centre that would also
allow to bind together the oddly separated Freedom
Monument and the new museum Vabamu.

One side of the suggested promenade around the
green belt is completed with the development of
Kalamaja district. The more visible parts include
the new Academy of Arts and the Creative Hub
(Kultuurikatel). However, from there onwards, the area
is a mess begging for answers to the questions what
will happen to the new town hall and what the fate
of the old Linnahall city hall is. Do we know anything
about it today? And does the new master plan of the
port area give it a clear answer?

It still remains unclear how the traffic of semi-trailers
at the port will be organised. Today and in the future
these must drive around Fat Margaret cannon tower to
stretch towards the Museum of Estonian Architecture
and join the vast new Reidi Road of unusual width.
The desire to devour the building of the Museum of
Estonian Architecture for Rotermann Quarter (which
is in fact developing) would imply a thorough rethink-
ing of the entire Reidi Road with its arterial width of 60
metres - which seems rather impossible.

Nobody talks about the joint terminal building at the
port anymore. The winning entry selected for the
master plan (by Zaha hadid Architects) still relies on
several terminal buildings. In the case of Admiralty
Basin, the opportunity for the emergence of a unique
urban space closely around the sea basin has been
more or less missed. The problems of the Admiralty
Basin are largely related with the fact that it attempts
(attempted - at least by marking the initial field lines)
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suurte eranditega. Tallinn on ikkagi vaike linn... ja
modda servi laialipuistatud kdrghooned ei too kaasa
teise kvaliteediga kérgemate hoonete vahelise lin-
naruumi teket.

Kunagi valjapakutud sirget kultuuritelge Kunsti-
akadeemia ja Muusikaakadeemia vahel, millele olek-
sid liitunud Solarise keskus, Estonia ja Draamateater,
vana Teaduste Akadeemia raamatukogu ja kesk-
linna suuremad koolid, ei saa enam teostada.
Kunstiakadeemia on Tartu maantee algusest kadunud
ja kultuuriteljeks nimetatakse nitd ténavat linnahalli
ja Noblessneri kvartali vahel.

Kui sadamaalaga tegelemist véis pidada JV-le hinge-
l&hedaseks, oli ta alati vaga huvitatud ka teistest n-6
parisprojekteerimise vdimalustest. Uheks selliseks jai
meie kahekesi tehtud planeering Viimsi keskusele,
holmates maealust Haabneeme ja méaepealset Viimsi
alevikku. Me séitsime poolsaarel ringi ja autos oli aega
vestelda. Ta pidas erandlikuks - muu maailmaga vor-
reldes - eestlaste suhteliselt massilist huvi tellida oma
eramu projekt ,rétsepatédna” monelt arhitektilt. Tema
poolt kirjeldatud l&déne Uhiskondades valitses juba
siis Uldine tendents valida hinnalt soodsamaid kata-
loogimaju ja osta valmisehitatud elamuid. Ta soovitas
seda erilist huvi, soovi ja suhtumist hoida. Kui vaadata
tanast Eesti elamuehitust, on selline suhtumine meil
kadumas. Uued asumid Viimsi poolsaarel meenuta-
vad barakkide ja Uhetaoliste karpide lauspuistanguid.
Usna erinev ratsepatédna siindinud lahendustest,
kuid ilmselt kellelegi kasulik...

Teine suurem arenduskava, mille kallal me koos t66-
tasime, oli seotud Harku valla maadega, kuhu pla-
neeriti mitmekimnest elamust terviklikku uusaren-
dust koos sotsiaalse infrastruktuuriga. Ta tahtis olla
juures ja tahtis omi ideid jagada. Uks tema soovitusi
oli korraldada fookusgrupi uuring. See on majandus-
lik véte mingit kindlat laadi informatsiooni saamiseks
né fokuseeritud gruppidelt, mis aitaks teha rahalises
mottes kasulikke otsuseid. Sel pole midagi Ghist arhi-
tektuursete, stilistiliste probleemidega. Kuid see voib
olla eduka arendusprojekti nurgakiviks. Tema juhised
asjaga tegelemiseks laksid valja isegi laual olevate tee
ja kipsiste valikuni. Huvitav aeg ja huvitav kogemus.
Kahjuks, nagu sel ajal sageli, projekt katkes... ja hilise-
mad tellijad on olnud kéik juba ise valgustatud ,turu
nahtamatust kdest”.

Nende marginaalsete asjadega tegelemine ei tdhen-
danud, et meid poleks huvitanud ka palju tldisemad
kisimused, mida aeg-ajalt peaks endale esitama kdik
vastutustundlikud ruumiga tegelejad, kes ei taha
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to serve the motorised traffic between Terminals A
and D, while a reasonable solution would clearly be to
place the cars somewhere else.

The idea to convene highrise buildings in the same
location in Tallinn is somewhat realised, with visibly
grand exceptions. Tallinn is still a small city... and the
highrises scattered around the edges will not give
rise to an urban space of different quality between
taller buildings.

It is no longer possible to implement the sugges-
tion of a straight cultural axis between the Academy
of Arts and the Academy of Music joined by Solaris
Centre, Estonia and Drama theatres, the former
Academy of Sciences library and the major city centre
schools. The Academy of Arts has left its former loca-
tion at the beginning of Tartu Road for good and the
new cultural axis is considered to be between the City
Hall and Noblessner Quarter.

Although the portarea was close to Jan's heart, he was
also interested in other possibilities for doing so-to-
speak real design work. One of these was our joint
plan for Viimsi centre, extending over Haabneeme
below the cliff and in Viimsi above the cliff. As we were
driving around the Viimsi peninsula during our site
visits, we had plenty of time to talk. He considered
it unique - compared to the rest of the world - that
Estonians have a lot of interest in commissioning tai-
lor-made house projects from architects. The west-
ern societies in his descriptions were already then
dominated by the general tendency to select more
affordable catalogue buildings and buy ready-made
houses. He recommended that we maintain that spe-
cial interest, wish and attitude. Looking at the residen-
tial house construction in Estonia today, it seems we
are losing the attitude. The new buildings in Viimsi
Peninsula remind of randomly scattered barracks and
identical boxes. Quite the contrary to the tailor-made
approach, but probably useful for someone...

The other major development plan we worked on
together involved plots in Harju municipality with a
comprehensive new development, including several
dozen houses and social infrastructure. Jan wanted
to be present and share his ideas. One of his sug-
gestions was to conduct a focus group study. The
given method allows to get specific information from
so-called focus groups to make economically useful
decisions. Even though it has nothing to do with archi-
tectural or stylistic issues, it can be the cornerstone of
a successful development project. In this regard, his
instructions extended even to the selection of tea and
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piirduda lihtsalt copy-paste maailmaga. Kas ruumist
m&tlemine muutub ajas, kas ruumistruktuurid ajas
teisenevad voi jadvad samaks, kas tehnoloogia areng
paneb meid ruumi teisiti tajuma ja kasutama ja milles
see kdik voiks avalduda...

JV:Kunst/arhitektuur ei ole lakanud meid
mojutamast; lihtsalt protsess, mida me
nimetame kunstiks/arhitektuuriks, leiab aset
mujal, aladel, mida me nimetame teiste nime-
dega. Traditsioonilised kunsti/arhitektuuri
asetleidmise kohad naivad olevat oma voimu
minetamas ja teised kohad voimsust oman-
damas. Me oleme kunsti/arhitektuuri otsinud
valedest kohtadest.

Niisiis, maailmas toimetades korraldavad
indiviidid ja Uhiskonnad seda Umber vasta-
valt oma vajadustele — oma subjektiivsusele
ja tahendustele, mida nad maailmale omis-
tavad. Need vajadused votavad loodavate
objektide ja kohtade naol ainelise vormi.
Asjade maailm on oieti kultuur selle objek-
tiivsel kujul. See on kuju, mille inimesed on
oma vaimsete ja aineliste praktikate kaigus
maailmale andnud. (Slater 1997).

Oli ja on Uks intrigeeriv kiisimus, mis on mind paelu-
nud aastaid, leidmata rahuldavat seletust. Mis voiks
olla veel loomulikum, kui kisida endalt, mida me
ootaksime meie aja avalikult ruumilt, kui me teame, et
tema suured struktuurid on l&bi ajaloo pidevalt muu-
tunud. Mis oleks tema jargmine teisenemine? Kuhu
meie loodud linnaruum areneb ja kas me saame seda
ise ennustada ja suunata? Votkem naitena kas voi
ainult 20. sajandi ruumikéasitluse muutumisi - tihedast
linnakoest héredamaks parklinnaks, et siis jalle tou-
kuda igatsusest emotsionaalse ja sidusa ruumi jarele,
kuid ikka teisenenud moel.

Tuleb ndustuda, et ruum toetub ajastu arusaamistele,
Uldisele vajadusele ja tema ndhtavaksmuutumine ilmub
pea alati hilinenult, jarelkajana. See, mis téna toimub
meie peades, saab péris ruumis tegelikkuseks aastate
parast. Kas selles praegu vaga kiiresti muutuvas maa-
ilmas on meil ikka tahtmist pikalt oodata? Lihtsam on
ju pégeneda virtuaalmaailma, kus asjad saavad teoks
mone hetkega. Ja kui me ikkagi ei loobu parisruumist,
on siis lootust, et me tajume ja tabame ,ajastu vaimu"?

Julgen odelda, et ka Jani huvitas kisimus, millised
peaksid olema ruumi uued parameetrid ja milles see
avaldub. Méttena lébis see tema selgitusi ja seisukohti
esimesest esinemisest Eestis kuni viimasteni.
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biscuits on the table. Interesting times and interesting
experience. Unfortunately, as common at the time,
the project was discontinued... and the subsequent
customers have already been enlightened about “the
invisible hand of the market”.

Dealing with the given marginal issues does not
mean that we had no interest in more general ques-
tions that every responsible person dealing with
space must ask himself from time to time if he does
not wish to be confined to the copy-paste world.
Does thinking about space change in time? Do spa-
tial structures transform in time or remain the same?
Does technological development make us perceive
and use the space differently and how could all this
be expressed?

JV: Art/architecture has not ceased to affect
us;it's just that the process that we call art/
architecture is happening elsewhere, in areas
that might be called by other names. The tradi-
tional sites for art /architectural activity seem
to be losing their power, while new sites for art
are becoming powerful. We have been looking
for art/architecture in the wrong places.

Thus in working on the world, individuals

and societies recreate it in relation to their
needs — their subjectivity, their meanings for
the world. These needs take material form, in
the objects and spaces being produced. The
world of things is really culture in its objective
form, it is the form that humans have given
the world through their mental and material
practices (Slater 1997).

There was and is another intriguing question that
has fascinated me for years without finding a satisfy-
ing explanation. What could be more natural than to
ask yourself what we would expect from the public
space of our time if we know that its major structures
have continually changed in the course of history?
What would be its next transformation? Where would
the urban space created by us develop, and can we
predict or direct it? Let us consider, for instance, the
changes in the approach to space in the 20th century
- from a dense urban fabric to a sparser park city in
order to bounce back again with a longing for an emo-
tional and coherent space albeit in a modulated form.

It must be agreed that space is based on the ideas of
the era and its general need, while its manifestation
is almost always belated, an echo. Whatever we hold
in our head today will become a reality in space only
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JV:Linnalist valja labivad esteetilised prot-
sessid, mida inimeste kehad moe kujul edasi
kannavad. Kuid samuti mojutavad need
protsessid seda kuju, mille votab linnaruum
- kohvikud, valjakud ja muud paigad —, milles
need inimesed kohtuvad. (Verwijnen 2020)

Ja tema Uks vastustest sellele kiisimusele oli (mitte
kall tleliia kindlas kdneviisis) l'espace contemporain.
Meil ei olnud kahjuks sel hetkel rohkem aega slve-
neda, kuid Uhe lihtsa néitena vihjas ta Téte Défence
planeeringule Pariisis. Kui olen sel teemal vestelnud
teiste arhitektidega, on nad alul kisinud, kas ei saaks
veidi tdpsustada, millega on tegemist ja kui sellele ei
olegi tépset vastet, on lihtsad tulema stitdistused lite-
ratuurses, mittemdistetavas kujundis , mida reaalsu-
ses ei eksisteeri. Mul ei dnnestunudki Jani kdest enam
kisida, mida ta tapselt selle valjendi all métles, kuid
ma ei arva, et see véga tdpne teadasaamine midagi
minu jaoks muudaks. Tegemist on sooviga, varjatuks
jadva ideega, ootuse ja otsinguga. See sarnaneb
kdige rohkem utlusega, et ma ei oska seletada, mis
asi on hea kunst, kuid, kui ma teda nden, tunnen ma
ta alati &ra. Pole ju kuigi usutay, et avaliku ruumi olek
ja kasitlus ajas ei muutuks ja ei saa kuidagi eitada, et
igal ajajérgul on oma ruumiline iseolek ja paradigma,
mis ei pruugi olla eelmise koopia ega pelk edasiaren-
dus. Méelgem uuesti kogu 20. sajandi linnaruumi
teisenemistele.

JV:Nuudisaegne kultuur valmistab meid ette
improvisatsiooniaktideks, mis aitavad meid
harjuda ideega ebakindluse nautimisest.

Ruum vormub Uhiskonnas toimuvate nihete tottu.
Ta pltab omandada sellist kuju, mis on sellel het-
kel vajalik ja sobiv. Ta ei pea olema sarnane eel-
miste perioodide ja aegade kasitlustega. Otsused ei
pruugi olla ainult pragmaatilised, vaid alluvad alati
ka emotsioonidele. Ja kuidas kill defineerida head
ja Giget ruumi ja kes Uldse teeb selle otsuse? Ja kui
me leiame mingi konsensuse, et Uks lahendus on
parem kui teine, siis parem kelle jaoks? Ja kes on
need, kes otsustavad ja mé&aravad? Ja kuidas nad
teavad? Kas see nn eliit, kes leiab endas alati diguse
olevat otsuseid teha, omab selgeid seisukohti vdi
visioone, mida saaks kasutada keskkonda muutes?
Praegu on otsustusdigus vagagi majanduslikult
m&tleva pragmaatilise nn majanduseliidi kdes (mille
seas on Onneks alati erandeid) ja see aeg ei pruugi
selle perioodi linnaehitusest jatta kdige séravamat
jalge. Tellimus vaga hea ruumi jarele sisuliselt puu-
dub, kuigi seda pidevalt deklareeritakse. Uksikud
vastulaused ja vaike virin ei sega kedagi...
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years from now. The question is if we wish to wait in
this rapidly changing world, as it would be much eas-
ier to escape to the virtual world with things material-
ising within seconds. And if we decide not to give up
the real space, is there hope that we still perceive and
catch the zeitgeist. | dare say that also Jan was inter-
ested in the question of the new parameters of space
and their respective manifestations. It was a recurrent
thought in his explanations and opinions uttered from
his first lectures in Estonia up to the very last ones.

JV: Aesthetic processes flow through the urban
field and are carried by bodies of people in the
form of fashion, but also influence the form of
urban space, where these people meet - the
cafes, squares etc. (Verwijnen 2020)

And one of his answers to the question was (albeit not
entirely in the indicative mood) l'espace contempo-
rain. Atthe time, unfortunately, we did not have time to
dig deeper into it, but as a simple example he alluded
to Téte Défence in Paris. When | have discussed it with
other architects, they have first asked me to elaborate
on the concept and if there is no exact equivalent, it
can easily result in accusations of an incomprehensi-
ble literary image that does not exist in reality. | could
not ask Jan what he meant exactly by the expression,
but | don't think that any precise disclosure would
change anything for me. Itis a wish, a concealed idea,
anticipation and quest. It is similar to the saying that |
cannot explain what good art is, but | always recog-
nise it when | see it. It is not too plausible that the state
and understanding of public space do not change
over time, and it is impossible to deny that each era
comes with its own spatial individuality and paradigm
that may not be the copy or the mere development of
the previous one. Let us consider the transformations
of the 20th century urban space again.

JV:The experience of culture today prepares
us for acts of improvisation by getting used to
the idea of enjoying uncertainty.

Space transforms due to shifts in the society. It aims at
acquiring exactly the kind of form considered neces-
sary and appropriate at the time. It does not need to
resemble the approaches common in previous eras
or periods. The decisions are not only pragmatic but
always subject to emotions as well. And how to define
the right and good space and who actually makes
such decisions? And if we manage to reach a con-
sensus agreeing that one solution is better than the
other, then better for whom? And who are the ones
to decide and determine? And how do they know? Is



LINNAKESKKONNA MUUTUSED

Mis oleks praegu teisiti Tallinna linnaruumis, kui JV
ei oleks juhuslikult siia sattunud? Raske éelda... Uhe
inimese motted ei suuda palju muuta. Ja kahjuks
ei viidud Uhtegi tema vdi temaga koos tehtud pro-
jekti ellu. Seda oleks ta oodanud. Selgelt positiivsed
ja reaalsed, ellu viidud naited on oluliselt paremad
ainult sénadega argumenteerimisest. Siin peitub
ka Uks Eesti linnaehituse enda ja tema promoveeri-
mise ndrku kohti. Kuid linnaruumist métlemisele oli
JV mdju suur. Temaga siia, Eestisse, kaasa toodud
ruumiga tegelemise ja motlemise avardumine voi-
maldab meil ka tdna, aastaid parast tema lahkumist,
raékida koikide samal teemal métlejatega maailmas
nagu vordne vordsega. Ja seda ei olegi nii véhe...
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it the so-called elite who always think they are author-
ised to make decisions, having the right standpoints
or visions to change the environment? At present,
the decision-making power is at the hands of a highly
pragmatic and economically minded financial elite
(which fortunately always includes some exceptions
as well) and the given era may not leave its best mark
on urban construction. There are practically no com-
missions for very good space, although it is constantly
proclaimed as a priority... Single objections and faint
whining never disturb anyone...

What would be different in the urban space in Tallinn
today, if Jan had not happened to come here?
Difficult to say... A man'’s ideas cannot change much.
And unfortunately, none of the projects by him or
his contribution were ever implemented. He would
have expected that. Clearly positive realised exam-
ples are considerably better than argumentation with
mere words. Here is one of the weaknesses of urban
design in Estonia and its promotion. However, Jan
Verwijnen had a huge impact on thinking about the
urban space. Today, years after he left, the expanding
horizons of working with and thinking about space
brought to Estonia by him still allow us to speak with
thinkers contemplating on the same topics as equals.
And this is not entirely inconsequential...

ANDRES ALVER

on arhitekt ja Eesti Kunstiakadeemia arhitektuuri ja lin-
naplaneerimise dppetooli professor. Tema biiroo Alver
Arhitektid on Eesti Uks silmapaistvamaid arhitektuuri-
ja linnaehitusprojektidega tegelevaid firmasid. Biroo
on kavandanud hulga juba valminud projekte, aga ka
arvukalt visioonplaane eri keerukusastme ja mastaa-
biga objektide rajamiseks Eestis, Soomes, Venemaal
ja Hiinas. Alver Arhitektid on pélvinud kiidusénu nii
kodumaistes kui ka rahvusvahelistes arhitektuuriring-
kondades, isedranis tédhelepanuvéarsete nildisaeg-
sete arhitektuurilahenduste eest keerulistes ajaloolis-
tes tingimustes. Alveri téddest voib esmajoones esile
tdsta Toidutaret Pirital, City Plaza ja Ravala 4 buroo- ja
arihooneid, Rotermanni kvartali kontseptuaalset ruu-
mieskiisi ja De la Gardie kaubamaja, mis koik asuvad
Tallinnas, ning Ferrumi kaubamaja Kuressaares.

is an architect and professor of urban planning at the
Estonian Academy of Arts. His office, Alver Architects,
is a leading Estonian architecture and urban design
practice. The office has produced numerous built
projects as well as a number of visionary proposals
for objects of varying complexity and scale located in
Estonia, Finland, Russia and China. The office’s work
has received recognition from both local and interna-
tional architectural communities, especially for its abi-
lity to produce remarkable artifacts of contemporary
architecture in sensitive historic environments. The
most notable works by Alver include Toidutare in Pirita,
the City Plaza Office Tower and Révala 4 Building, the
Conceptual Spatial Scheme for Rotermann Quarter,
De la Gardie Shopping Center, all in Tallinn, and the
Ferrum Department Store in Kuressaare.
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