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ABSTRACT

Master of Architecture
STRUCTURE AND FRAGMENT IN ARCHITECTURAL PRACTICE: A CASE
STUDY OF MIMAR SINAN GRAND AWARD LAUREATES
Ilkiz ATABEK CELIKLI

TOBB University of Economics and Technology
Institute of Natural and Applied Sciences

Department of Architecture

Advisors: Prof. Dr. T. Nur CAGLAR, Ass. Prof. Sibel ACAR
June 2022
Since the last decades of the previous century, image production has increased more
rapidly than in any other history phase. The visual culture environment has become
dominant and affected architectural practices. The linear process that begins with an
idea and ends with an end-product has disappeared. This thesis explores an alternative
way of looking at the architectural practice and understanding its processes and
products. By defining two concepts, "fragment™ and "structure,” and questioning their
relationship as a pair, this thesis argues that; each image is both a structure and a
fragment. Fragments establish various structures by associating with other fragments,
while the structures break down into various fragments that go forever. This thesis
argues that fragments and structures are rhizomatically related. Through mutual
engagement and responsiveness, the communication of the fragments and the structure
becomes richer, more cooperative, and more dialogical. Thus, their analysis provides
a broader perspective to comprehend and interpret the present day's architectural
practice through its objects and images. This thesis focuses on a dialog between
fragments and structures that is neither a dialogue between parties who preserve
themselves nor a part-whole relationship. Instead, it concentrates on the intellectual

outputs of structures and fragments that construct and reconstruct themselves in



dialogic relation. As its case studies, this thesis primarily focuses on the practices of
Mimar Sinan Grand Award laureates. Mimar Sinan Grand Award structures the
“architect image” at the national level. This study describes the award as a structure
on its own, interprets its fragments through its representations. In the case study part
of the thesis, the studies were carried out to clarify and exemplify the theoretical
discussion. Photographs, interviews, videos, and textual sources are surveyed, and
rhizome maps of the architectural practices of each Mimar Sinan Award laureates are
created based on this research. The fragments obtained from the mapping studies is
framed through the representation of the architects and the award within the
framework of the award. In the epilogue part, the image of the Mimar Sinan Award
and the images and fragments of the architects are discussed. This thesis focuses on
the representations of this award and presents the fragments of the image with the

method that this thesis produces.
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Yiksek Lisans Tezi
MIMARLIK PRATIGINDE KURGU VE FRAGMAN: MiMAR SINAN BUYUK
ODULLU MIMARLAR

flkiz ATABEK CELIKLI

TOBB Ekonomi ve Teknoloji Univeritesi
Fen Bilimleri Enstitiisu
Mimarlik Anabilim Dali

Danismanlar: Prof. Dr. T. Nur CAGLAR, Dr. Ogr. Uyesi Sibel ACAR
Haziran 2022
Gegen yiizyilin son yillarindan bu yana, imge tiretimi diger ¢aglarda oldugundan daha
hizl1 artt1. Bunun sonucunda gorsel kiiltiir ortami hi¢ olmadig1 kadar baskin hale geldi
ve mimari pratikleri de etkiledi. Bir fikirle baglayan ve bir iiriinle biten dogrusal stireg
ortadan kalkti. Bu tez, mimari pratigin siireclerini ve iirlinlerini anlamak i¢in yeni bir
yol arastirir. "Fragman" ve "kurgu" olmak {iizere iki kavram tanimlar ve bunlarin
iliskilerini arastirir. Her imge hem bir kurgu hem de bir fragmandir. Fragmanlar, diger
fragmanlar ile iliskilenerek ¢esitli kurgular olustururken, bu kurgular sonsuz bi¢imde
cesitli fragmanlara boliintir. Fragman ve kurgularin etkilesimi, ¢iktilarini daha zengin,
daha isbirlik¢i, daha diyalojik hale getirmektedir. Boylelikle giiniimiiz mimarlik
pratigini nesne ve imgeleriyle anlamak ve yorumlamak i¢in daha genis bir bakis agisi
saglarlar. Bu tezin odaklandig1 fragman ile kurgu arasindaki iligki, taraflarin iletisim
kurarken kendilerini koruduklari, fragman ve kurgunun kismi-biitiin iligkisine sahip
oldugu bir tiir diyalog degildir. Bunun yerine, bu tez, sonsuz bir etkilesim i¢inde
kendini her defasinda yeniden kuran, fragman ve kurgunun entelektiiel ¢iktilaria

odaklanmaktadir. Bu ciktilarin odaginda bu tez kapsaminda Mimar Sinan Biiyiik



Odiilii yer almaktadir. Odiilii bir mimarin ve pratiginin temsil eden bir kurgu olarak
ele alan bu tez, bu temsiliyetin fragmanlarini arastirir. Tezin uygulamalar kismindaki
caligmalar tezin kuramsal 6rgiisiinii tamamlayacak sekilde gerceklestirilmis olup, bu
caligmalarda, fotograflar, roportaj ve sdylesi videolar1 ve bunlardan iiretilen haritalama
caligmalar1 kullanilmistir. Haritalama c¢alismalarindan elde edilen fragmanlarin
seckinligi  6diill c¢ergevesinde mimarlarin ve Odiliin  temsili {izerinden
cercevelendirilmistir. Sonu¢ boliimiinde ise teorik boliim ¢ergevesinde Mimar Sinan
Biiyiik Odiilii’niin imgesi ve kurdugu mimar imgelerine ve fragmanlaria yonelik bir
tartisma mevcuttur. Mimar Sinan Biiyiik Odiilii ulusal diizeyde “mimar imge”sini
kurgulamakta olup bu nedenle Onem arz etmektedir. Bu tez de bu ddiiliin

temsiliyetlerine odaklanarak imgenin fragmanlarini iirettigi yontem ile sunar.

Anahtar Kelimeler: Mimarlik pratigi, Fragman, Kurgu, imge, Mimar sinan biiyiik odiilii
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1. PROLOGUE

“Architecture cannot do without grammar, and the rules cannot be changed from one day to
the next. Language needs time to change to occur.” (Charles VVandenhove, 1990, p. 15)
Every era has expressions that are representative of its grammar. As Fredric Jameson
(1991) discusses, culture has become a media subject. Almost everything in our lives
has been recreated as media products in different ways, from ancient beliefs to
thoughts and expressions. Our culture is increasingly mechanized and medialized,
resulting in a radical difference between its older, precapitalist modes of production
and the modern era (p.55). By insightfully understanding the importance of pictures
for modern people, as early as in the 1960s, Heidegger asserted that grasping the world
as a picture is one of the distinguishing characteristics of the modern era (1977,
p.129). Today, we are surrounded by a wide range of images from micro to macro
scale, profane to sacred, from the past to the future. As visual communication networks
surround the world, images have become indispensable elements of our lives. This
change and abundance of images have affected architectural practices. Since
architecture has flourished and responded to its time and culture, architectural practices
have inevitably interacted with all kinds of visual media. Beatriz Colomina (1996)
argues that the new communication systems (mass media) define twentieth-century
culture as the actual space of modern architecture. Beyond this, a building, a
representation mechanism in its own right, is put forward as an image (p. 158).
Therefore, the expansion of the visual field directly influences and transforms the
architectural practice. There is no linear path from an idea to a final product in
architecture today. The product itself is not the final product.
The practice of architecture is not limited to design and construction; it encompasses all
discursive and practicing fields like criticism, theory, history, and architectural pedagogy.
Nowadays, architecture incorporates a variety of knowledge and practices from social
sciences to engineering. Ugur Tanyeli (2013) argues that "new practices and novel
approaches to architectural thinking are rising, new ways of performing the profession of
architecture are emerging” (p. 223). In this sense, the process becomes more critical than the
end product. According to Tanyeli, instead of concentrating on the architectural product, we

need to reveal a way of thinking in which the architectural act, architectural practices, and

the architect's point of existence are the focal points. (p.235).



This study defines two concepts, "fragment” and "structure,” as well as their
relationship. An image is both fragment and structure. Fragments transform and merge
into one another, creating many structures, but these structures also divide endlessly
into other fragments. A pair relationship between fragment and structure will be sought
rather than dealing with these concepts separately because thinking about the
interaction between two things provides us with an endless field of comprehension and
interpretation.! The thesis focuses on interactions between fragments and structures,
which is neither a dialogue between parties who preserve themselves nor a relationship
between parts and wholes. It concentrates on the intellectual outputs of structures and
fragments that construct and reconstruct themselves in dialogic relation.

Architectural practice is formed of fragments and structures that decompose and
evolve, interact rhizomatically and combine visually and intellectually with unique
associations. This study proposes to evaluate fragment and structure relations as a new
method for analyzing and comprehending architectural practices. By relating
architectural practices to their processes, objects, and images, fragment-structure
relationships can help understand and interpret them. For the case studies, this thesis
examines the practices of architects who won the Mimar Sinan Grand Award. This
choice for case studies is because the Chamber of Architects of Turkey gives the
Mimar Sinan Award for a lifelong practice. As a result of the long years of practice and
recognition of the award laureates, it is possible to trace numerous fragments of their
architectural practices. Besides, this study describes the award as a structure on its own,

interpreting its fragments through its representations.

Photographs, interviews, videos, and textual sources are surveyed, and rhizome maps
of the architectural practices of each Mimar Sinan Award laureates are created based
on this research. As a result, fragments of the practice of each architect and their

representations as the award laureates are examined and discussed.

! For further discussion on the concept of pairs, please see Ekiztepe, Asli. "An Experimental
Approach to the Understanding of Architecture through Concept-Pairs," Master Thesis, TOBB ETU,
2017; Nur Caglar and Adnan Aksu also argues that pair relations between images and concepts create
a versatile interpretation. For more information, please see Caglar, N. and Aksu, A. Diptych .
Architecture and Diptych. https://www.materiart.org/glossary-
dptiychl;Diptychll.Description.https://www.materiart.org/glossarydiptych-ii; Diptych I1I.
Associations https://www.materiart.org/glossary-diptych-iii


https://www.materiart.org/glossary-dptiychI;DiptychII.Description.%20https:/www.materiart.org/glossarydiptych-ii
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https://www.materiart.org/glossary-diptych-iii

2. FRAGMENTS

Since the invention of photography and the film machine, numerous pictures have
dispersed to the world more than ever before in history. One of the main concepts
discussed in this thesis, "fragments,™ has initially emerged more as a cinema term than
any other discipline in our era. We know that a fragment is a few-minute presentation
of the parts that reflect the film's main highlights in cinema. The meaning of
"fragment” is "a small piece of something that has been broken off or becomes part of
something larger,” and it has been used in many fields, including informatics, art,
literature, biology, medicine, philosophy, cinema, media, and photography. (Oxford

Learner’s Dictionary, 2020).

Visual communication involves all the senses. A feeling cannot be realized solely
through that feeling. Images meet each sense and most of them convey a sense of
spatial perception. An image can convey a feeling of wind, for instance (Figure 2.1).
For Deleuze, cinema is precisely that kind of practice. By breaking down the world's
static structure, taking its linear flow out of control, and creating a new form of
perception, it is an appropriate tool for witnessing the chaos (Deleuze, 1990, pp. 92-
93). According to Rossen Ventzislavov (2012), the concept of fragments plays a
similar role in Wittgenstein's later philosophy and Libeskind's architecture with
fragments disrupting traditional linear approaches. So, we also conceptualize
fragments as a challenging concept to linear approaches. Fragments are operated in

and created through an open-ended period within a network of architectural practices.

Figure 2.1 : Intensity of the wind (Scenes from The Turin House (2011). Directed by

Béla Tarr, Agnes Hranitzky).






3. PERCEPTION OF THE FRAGMENT AND THE IMAGE

“I see no way of withholding the name of "Thinking" from what goes on in perception. No
thought processes seem to exist that cannot be found to operate, at least in principle, in
perception. Visual perception is visual thinking.” (Arnheim, 1969, p.14).
Designing is more than a momentary act; it connects past and present experiences of
the perception. Joseph Kosuth's dialectical work, "one and three chairs" (Figure 3.1),
may explain perception levels that will be a foundation for the theoretical discussions
in this thesis. As shown in Figure 3.1, Kosuth's work comprises a chair, its photograph on
display, and an inscription of the dictionary's definition of the chair, all of which stand side by

side.

Figure 3.1 : Joseph Kosuth, One and Three Chairs, 1965, wood folding chair,
mounted photograph of a chair, and mounted photographic enlargement of

the dictionary definition of “chair.” ?

This work focuses on the perception of the image of the chair through separate
fragments. Here, at first glance, there are three images: verbal, visual, and spatial. The
verbal level is the dictionary definition of a chair. The visual level is the chair's

2 Abstracted from the link: https://www.moma.org/audio/playlist/1/49
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photograph, and the spatial level refers to the chair's material presence in relation to
the physical space it occupies. However, in this thesis a hidden fourth level, a
phenomenological level is described that is, our sense of sight identifies visuals as
instantaneous frames of the world's images. An individual's perception is not confined to
what they see outside their minds. Daryush Shayegan (2014, p.21) argues that perception
occurs through active imagination, and an image is a representation. In other words, we
think through images and perceive the world of beings outside of us, both with what
is present and what is not. Ron Burnett explains in How Images Think,“Images are also
one of the most fundamental grounds upon which humans build notions of
embodiment. Images speak to people because to see is to be within and outside of the
body.” (2004, pp.20-21). So, it is possible to interpret that as soon as a human eye

sees an image in the outer body, it communicates with it.

Similarly, Juhani Pallasmaa states that "unconscious peripheral perception transforms
retinal Gestalt into spatial and bodily experiences. While peripheral vision integrates
us with space, vision pushes us out of space, making us a mere spectator” (2005, p.13).
Since the level includes interpretations and personal transformations of the verbal,
visual, and physical aspects of the relationship between the object and the environment
in which they are formed, a phenomenological approach is needed to reveal the fourth

level, the hidden mental image level.

Fragmentation can both be a mental or physical act. This work suggests that the
structure and fragment are neither similar nor opposite but contain/extend/form each
other. Umberto Eco argues in Open Work (1989), by quoting Luigi Pareyson, the work
of art "has infinite aspects, which are not just "parts" or fragments of it. Because each
of them contains the totality of the work and reveals it according to a given
perspective.” (p.21). So, we continuously perceive, create, transform, and recreate
fragments. Because of this phenomenon's mostly random, unplanned, and enduring
nature, it is possible to think that this situation causes chaos in mind. Accordingly,
referring to the Deleuzean expression of chaos, which contains all possibilities
(Deleuze, Guattari, 1994, p.118), the mind can be considered as a mental medium in a
state of chaos. Here, if we return to or analogical example of Kosuth's three chairs, the
image is perceived on three levels: verbal, visual, and spatial; it is like images in
architecture. These three levels of perception are then interpreted in the fourth hidden

level and are torn apart and turned into fragments in the chaos. Therefore, an image



took its place in the chaos of the mind and fragmented, derived, recalled, and
superposed fragments different from the objects or the image initially perceived. This
thesis elaborates on the rhizome concept that defines the relationship between
fragments and structure based on this phenomenon. Deleuze and Guattari coined the
term "rhizome" originally a term of biology. They transferred it to the philosophy by
limiting a web of growing connections that is "[r]hizomes can reach another point by
moving from any point, without any hierarchical correlation” (1994, p.9). Here, the
rhizome concept suggests the relationship between elements of thought that seem
unrelated. That refers to a net of thoughts, experiences, and images that depart,
transform, spread, evolve, grow, converge, and coincide by constituting a net (Deleuze

and Guattari, 2005, p.5). The diagram (Figure 3.2) illustrates the rhizome models.

e

Figure 3.2 : The place of rhizomes in the chaotic environment (Illustrated by
the author).

The red circles represent the image transfer into the chaotic environment. In contrast,
the yellow forms represent the selections that occur because of the intersection of the
image perceived at the moment with accumulations of past experiences in mind.
Through these selections, namely fragments continuously transform the image by

creating new fragments.

Pallasma and Maurice Merleau Ponty consider the human body as the source of all

experiences. (Merleau-Ponty, 1978, pp.158-408). Pallasma states:

Our bodies and movements frequently interact with the environment, the world, and the self-
inform and continuously redefine each other. The perception of the body and the world's
image turns into one continuous existential experience; nobody is separate from its domicile
in space, and there is no space unrelated to the unconscious image of the perceiving
self. (2005, p.40).



So, creation/construction in mind is possible through images created by the perception
of things and their fragmentations and transformations. Images of the houses lived in;
schools attended, offices, streets, neighborhoods, cities, in short, experiences of life in
which architecture shape accumulate as fragments in the chaotic environment of the
mind. For example, for someone seeing Ronchamp Chapel for the first time, it is
difficult to guess it is a church structure. However, the strong image of this building
does not make it possible to forget it once you see it. Bachelard (1964) calls them
"primitive images":
[T]he houses in which we were born to have embedded various sitting (inhabiting). We are
diagrams of sitting in that house; all other houses are merely variations on a basic theme.
Habit is an over-worn word to describe the passionate bond between our unbridled bodies
and an unforgettable home (p.15).
Accordingly, the world experienced subjectively creates fragments that go under
continuous transformations and breakdowns and establish rhizomatic connections
which are not static, not linear, not predetermined, and uncoded. Fragments make
semiotic chains as rhizomes in the chaos (Deleuze and Guattari, 2005, p.7). Through
these rhizomatic associations, fragments constitute new structures that will break apart

and be fragmented.



4. THE FRAGMENT AND THE STRUCTURE

This thesis suggests that each part of architectural practice is a structure that is
composed of fragments. The relationship between structure and fragments is an open-
ended period that creates the architectural language of an architect. As an artist, Picasso
insightfully perceives this complex creation mechanism by saying that "every act of
creation is above all an act of destruction." (Cited from Caglar, Aksu, 2017, p.12).
Perception, memory, and imagery interact continuously (Pallasma, 2005, p. 67). These
actions do not occur in linear processes that have designated or accurate starts and
ends. We cannot mark an absolute beginning or an inevitable end for design practice.
As Alvaro Siza expresses, "0 point will never really be a zero point, it would not be
wrong to say that neither will be an endpoint. This structure also includes a kind of
reverse perspective, repetition. But "repeating is never a repeating” (2015, p. 21). In
this regard, each fragment is a whole, and each fragment is also a part of the whole. That
relationship is similar to the movement of fragments in chaos. (Figure 4.1). This is a
spatial/structural installation consisting of vertical, horizontal, and non-linear, moving,
and dynamic layers that rotate, transform, and hover in between (Yilmaz, 2014, p. 17).
Many architects have implied the fragments and structure relationships with different
sentences. For example, Oswald Mathias Ungers, in an interview in 1991, explains the
design as "[a]rchitecture is the arrangement of unrelated pieces. As an architect, you
try to establish some principles to which those pieces can report as a meaningful
whole." Also, in 1990, architect Thom Mayne described it with the following sentence:
"My nature is to take things apart and reinvent them.” (Cited from Burmanje, 2012, p.
15).
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Figure 4.1 : Fragment rhizomes and structure in chaos (lllustrated by the

author).

Rhizomatic relationship between the parts that form the architectural language of the
designer can easily be observed in Libeskind's Ground Zero and the Jewish Museum
which are profound commemoration works that mark two deep and violent cracks in
world history. Libeskind perceives his works as fragmental. He directly refers to
"fragments” in design practice (Ventzislavov, 2012). Stanley Meisler says that
Libeskind is an architect who takes the basic rectangle of a building, divides it into
pieces, and then reassembles the pieces entirely differently. He believes that this
fragmented structure is also a conceptual transformation of fragments of ideas:
In a kind of architectural alchemy, Libeskind gathers ideas about the social and historical
context, blends in his thoughts, and transforms them all into a physical structure. This is not
just a technical problem. It is a humanist discipline based on history and tradition, and these
dates and traditions must be vital parts of the design (Meisler, 2003).
Referring to Ground Zero (Figure 4.2), the experiential, emotional, and physical
fragmentation left by a tragic terrorist attack were brought together. Indeed, all
Libeskind's works, his architectural practice, have the past and present fragmentations'
rhizomatic relationships. For instance, in the holocaust tower he designed, he reflects
tragedy by structuring light's effect. The single and thin slit on the fagade stands as the

split in humanity's memory and compassion (Figure 4.3).
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Figure 4.3 : A Photo of Jewish Museum. (Photograph by Sibel Acar).

Access to the Jewish Museum (Figure 4.3) is through an underground passage with its
entrance at the old museum. Here, Libeskind demonstrates how Jewish history and
tragedy have a direct connection to Berlin's history. (Maden and Sengel, 2009, p. 52).
Correspondingly, in Libeskind's Ted Talks speech in 2009, Libeskind put forward 17
words on architectural inspiration and describes his architecture through these 17
words (Figure 4.4). One of these words is the word "expressive". He mentions that the

meaning of the word “expressive” does not always make us feel positive emotions
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phenomenologically and says: “Expressive spaces can be disturbing sometimes”
(Libeskind, 2009). This sentence is a proof of how Libeskind described tragedy and

was able to convey it so well with an architectural practice.

Expressive

Libeskind’s Architecture

Figure 4.4 : Libeskind’s architecture (Illustrated by the author).

Although the Jewish Museum and Ground Zero are two different design products, they
present a resemblance by reproducing similar contextual and sensational fragments.
These two monumental structures contain a twinness/reflection of their fragments.
That fragment is the feeling, images, and recalling of the absence. For example, the
cracks on the Jewish Museum and large Ground Zero holes convey the absence, the
great tragedy of the lost. Moreover, sound is another fragment that is inherent in these
memorials. For example, there is a dominant water element in the design of Ground
Zero. The water (Figure 4.2) rapidly flows down from the "0" point as the waterfall,
creating the sound that recalls the twin towers’ collapse and the voices of the people
who lost their lives during the terrorist attack. A similar situation exists in the Jewish
Museum. The iron faces covering the entire floor of the Holocaust tower (Figure 4.5)
make a sound when stepped on. The sound refers to the voices of hundreds of
thousands of Jews murdered. This similar fragment is so powerful that; it proves itself

most dominantly.
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Figure 4.5 : A Photo of Holocaust Tower of Jewish Museum. (Photograph by
the author).

The architect’s image allows us to follow what he is doing and the traces of his works.
Libeskind presents various clues about his image and architecture in his conversation
on architectural practice within the scope of Architect Talks Activities with RIBA +
VitrA, VBenzeri in 2019. Based on Libeskind's words, it can be argued that the image
of the architect is related to the dominant culture the architect is in:

“Today in the era of technology, we often forget that the reason for architecture is not just to

think about it with a mind but to involve yourself in the culture of the place and of the world. So,

that is the center of architecture is the humanistic art.” (Libeskind, 2019).
It would be possible to say that; the sound is an unusual fragment. Perhaps it is not a
coincidence that this fragment takes part in Libeskind's design practice. So, when we
examine Libeskind's life, it is discovered that he was a musician before. Libeskind tells
that in his interview on architectural practice s, “I was a professional musician, but I
didn’t give up music. I just changed my instrument from a musical instrument to an
architectural instrument. "(Libeskind, 2019). He has formed his design practice with
phenomenological input. Libeskind attended the Ted Talks Event held in Dublin in
2012 and mentioned the relationship between music and architecture. In this speech,

he tells:
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“Certainly, because of my former life, I was a musician. [ have always thought that
architecture and music are closely related. First of all, emotionally architecture is as
complex and as abstract as music. But it communicates to the soul does not just
communicate to the mind. When you listen to Bach’s Oratorio, it is about the soul.
Architecture is based on balance. Balance is actually in the ear not in the eye. When | do
drawings, | think about the fact that drawing is a score. It is just like a piece of music and
has to interpret it by a community and of course proportions, light, materiality is all
implicated in the drawing. “(Libeskind, 2012).

Based on this, it can be said that Libeskind's musical practices have an architectural

practice equivalent. Phenomenal experiences and fragments of his life create the image

of the architect and his buildings.

Analysis of the architectural practice of Tadao Ando manifests different fragments and
structures. The relationship between Ando's constituent fragments of his practices
provides an insight into his architectural approach.

Duality and the dual nature of existence lead to Ando's architecture. It is structured by
contrasting and contacting fragments of tectonic elements and immaterial concepts,
solid/void, light/dark, moving/still, secular/spiritual, and nature/built environment. For
instance, in the Church of Light (Figure 4.6), light reaches the church from the space
on the east facade from early morning to midday, transforming the concrete interior
into a lighted box from a dark volume. Light is a very important fragment for Tadao
Ando. As we examine Ando's childhood and the self-education period, we can
discover a rhizomatic relationship between his life experiences and his unique way of
using light. Tadao Ando explains his relationship with light as follows:
As chance would have it, two houses beyond ours, a fifteen-year-old whose parents had
died found himself alone. Through the kindness of a neighbor who had some land, the
boy was allowed to build and live in a hut on unoccupied land of roughly twelve square
meters, and it had been agreed that I, who had known him since early childhood, would
build his house with him. | drew some plans, it was a simple building, too small to merit
the name of the house, but despite it all, we arranged for a kind of skylight for the roof.

Since then, each time that someone asks me why | became an architect, the memory of

that experience crosses my mind.” (As cited in Nussaume, 2009, p. 56-57).
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Figure 4.6 : Tadao Ando’s “Church of the Light. *

In Ando’s works, there is a duality of light and dark. Here, the fragments' relationship
is different from the Libeskind example because the opposites are in contact and
transformation. They contact each other where the one ends; the other begins by
contrasting each other. Other projects of Ando also display duality. For instance,
Azuma House has an open courtyard, a place open to nature within the house. This
reveals such a duality that people need shelter to be protected from nature, yet, at the
same time, they need nature to reconnect with themselves and to be protected from an
unhealthy urban environment. (Nussaume, 2009, pp. 56-57). This thesis argues that
as an architect produces images in the course of architectural practices, those images
also build the image of an architect over time. Tadao Ando, for instance, describes the
Azuma house (Figure 4.7) in these words:

In its simple but rich spatial composition, in its expression of the enclosure, and in the way, light

gives character to daily-life spaces, this house encapsulates an image of my architecture." (As
cited in Frampton, 1984).

3 Abstracted from the link:
https://commons.wikimedia.org/wiki/File:lbaraki_Kasugaoka Church_light_cross.jpg.
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Figure 4.7 : Tadao Ando’s “Azuma House” *

Based on this, it is possible to think about what the image of an architect is. While the
architect produces a structure - an image and reproduces own image each time (Figure

4.8). So, these two concepts form each other.

IMAGE OF AN ARCHITECT IMAGE OF AN ARCHITECTURAL PRACTICE

Figure 4.8: The Relationship of Image of an Architect and an Architectural

Practice.

Analyzing Tadao Ando and Daniel Libeskind's practices reveals fragments of their
experiences, dominant cultural environments, skills, practices, and representational

structures. These representations include both actual and intellectual practices.

4 Abstracted from the link: https://www.archiweb.cz/en/b/dum-azuma.
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5. MiMAR SINAN GRAND AWARD

In the case study part, this thesis examines fragment-structure relationship of practices
of Mimar Sinan Grand Award laureates. Here, it is also discussed that a fragment-
structure relationship exists between the Mimar Sinan Grand Award and the fragments

of architectural practices of the laureates.

Mimar Sinan Grand Award is the most important architectural award presented by the
Chamber of Architects since 1988 as part of the National Architecture Exhibition and
Awards. The award program started this year, because it was the 400th anniversary of
Mimar Sinan's death. Grand Sinan Award is given to an architect or collaborator in
recognition of their works and contributions in the field of architecture in Turkey,
every two years. The main objective of the award program is to improve architectural
standards. Hasan Ozbay (2005), who contributed greatly to the award program,
defined the importance of the award as follows:

The National Exhibition and Awards in Architecture project was drawn up with the aim of
making architecture known to the public, convincing society that design was a necessity,
supporting and promoting quality work, and honoring those who had devoted themselves to the
profession®.
In addition to this, one of the importance of the award program is as stated by Aydan
Balamir (2005), who also contributed greatly, “The Exhibition and Awards Program
is the first institutional attempt to bring architectural culture and profession into the

public agenda in Turkey.”

When architectural awards such as AIA awards, RIBA awards, and Pritzker are
examined, it can be stated that, unlike other discipline awards, the images produced
have no period of time. Some awards have a widespread effect, while others can be
considered a short pause in the news feed. The number of architectural awards has
increased significantly with today's rapid image production, which is presented as a
problem in the theoretical part of the thesis. As in our country, we see that many

architectural offices around the world are now award-winning offices. This

5 This quotation from the book Ulusal Mimarhk Sergisi ve Odiilleri, Tiirkiye 1988-2004 / National
Architecture Exhibition and Awards, Turkey 1988-2004 edited by Aydan Balamir in 2005.
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exaggerated award environment is blurred by low-quality awards. When such awards
are examined, it is noticed that the relationship between structure and fragment is not
a strong one. However, the Grand Sinan Award congratulate architects for their broad
tendencies within the architectural discipline, important cultural contributions, and the
work they have achieved or the potential they have created. The Mimar Sinan Grand
Award has exactly this quality in Turkey. Because the award is given for the many
years of practice and recognition, it is possible to see many fragments of the
architectural practices of these architects. The award program is an architectural
product or building document for the architecture of our country. Abdi Giizer (2012)
defines this situation as “One of the most important issues that distinguish the National
Architecture Awards of the Chamber of Architects and should be emphasized is that

it provides a certain respectability with the institutional framework it has created”.

Accordingly, in this thesis, in addition to the theoretical framework, Mimar Sinan
Grand Award laureates have discussed the practices of architects to exemplify the
potential of structure-fragment communication. As shown in the table below, this
award program, which started in 1988, continues today and 17 awards (Figure 5.1)
have been given so far. One of the reasons for researching the award within the scope

of this thesis is that this long-standing award also provides traceability.

National Architecture Awards

Mimar Sinan Grand Awards

Sevki Vanli Maruf Onal Ziya Tanali Cengiz

Sedad Hakki (1992) Abdurrahman (2000) Behruz Cinici (2008) Erkut Bektag Nisan
Eldem Hanci (1996) (2004) | $ahinbas (2018) Yaubyan
1988 ‘

( ) Turgut Nezih Eldem Hamdi Sensoy (2012)  Ersen (2020)
Cansever (1998) (2006) Giirsel
(1990) Dogan Tekeli Utarit izgi Mehmet (2014) Sevki Pekin
Sami Sisa (2002) Konuralp (2018)
(1994) (2010)
Actual Practices
Image of The Architects Architectural Practices

of The Architect .
Intellactual Practices

Figure 5.1. Awarded Architects' Graph.
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The award is also a structure of a representative image of Mimar Sinan Grand Award
laureates. The image of the award and the architect cannot be separated since the award
image becomes the image of the laureates or vice versa. To analyze the image of the
award, the jury reports explaining the jury's reasoning are examined. These reports

reveal the fragments of the award.

Since this award is not based solely on scientific facts, it has phenomenological inputs.
It is possible to say that one of these inputs is the members of the jury. This thesis
argues that there is common sense and that the sense creates the "Architect’s Image"
in their minds. It is possible to define the reason for the exclusivity as building the
image of the architect, and the fragment potentials of this image are tried to be captured
in this section. Accordingly, the names of the juries for the award each year are
presented in the Table 5.1. When we consider the award as a structure, it has many
inputs. The jury members are one of these inputs and present the perceived image for
the representation of the awarded architect at the phenomenological level. Therefore,
it is important to know in which years the jury members were part of this award. The
reason for this is that the award program has a structure like architect images and the
dominant fragments of this structure can be observed from year to year. In this two-
stage award program, in addition to the jury's distinction, the award's exhibition is a
phenomenological fragment and consists of levels of representation. This situation
attracted the attention of Abdi Giizer (2005), who states that the award program
consists of two levels and adds; “At the first stage there is a process representing the
conflicts and value differences of the professional milieu itself, while at the second

stage we find this process presented to the "others."®

6 This quotation is from the book Ulusal Mimarlik Sergisi ve Odiilleri, Tiirkive 1988—2004 / National
Architecture Exhibition and Awards, Turkey 1988-2004 edited by Aydan Balamir in 2005.
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Table 5.1: Jury Members

JURY MEMBERS

2020

2018

2016

2014|2012

2010|2008

2004

1992

1990/ 1083

Zeynep AHUNBAY

M. Zater AXCEMIR

T.Elvan ALTAN

A Sinan TTMOQN

Alper UNLU

Ghnkut AXIN

Z1ya CANSAZOGLU

Ferhat HACIAL BEYOGLU

Cem | LHAN

ueQ%M
Ercan AGRBAS

Arman AXDOGAN

Acar AVUINDLK

Pdlin DERVIS

Cem SORGLG

Haydar KARABEY

Nur AKIN

Ahmet OZGUNER

Semra TEBER YENER

2iya TANAL

|Alisan CIRAXOGLU

Cdal Abd GUZER

Man TEKEL

Beachan DUNDARALP

Namik GUnay ERKAL

New zat | LHAN

Hiseyin KAKVEC OGLU

Aillla YOCEL

Tulin HADK

Ceng) 2 KABAOGLY

Lur TARHAN

Mehmet KONURALP

Y dinm YAVUZ

Nesat ERSIN

Tevfik TOZKOPARAN

Al| CENGIZKAN

Ergén GURSEL

Nevaat SAMN

Ayhan USTA

GOl ASATEXIN

Lrarit 126

Murat TABANU OGLU

Garhan TUMER

Baran IDIL

Murat ULUG

Orhan SAHINLER

Aydan BALAMIR

Tamer BASBUG

Salih 2 PEXIN

S ke KOCAGOZ

Doruk PAMIR

[Oral VURAL

Cogkun ERKAL

Inci ASLANOGLU

Nuran UNSAL

Sami SISA

Savki VANU

Afife BATUR

Cengj2 BEXTAS

Erbi| COSKUNER

IIhami URAL

Mustafa ASLANER

Fatih GOREON

Enis KORTAN
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5.1 The Methodology of The Case Study

The theoretical framework discussed previously will be used to examine the case
studies. Bibliographic fragments, as well as actual and intellectual practices of
awarded architects, are investigated in this study. The majority of these include factual
data such as schools attended, cities lived, nations, partnerships, tutors, friends, works,
titles, designs, publications, buildings, competitions, and awards. A rhizome map of
each award-winning architect was created for visualizing potential connections
between actual and intellectual practices and biographic data. Rhizome maps help us
examine fragment-structure relationships. In addition, they provide a wide perspective
on the practices, influences, and productions of each architect. Rhizome maps are
open-ended articulated works. Table 5.2 provides QR codes for rhizomatic maps.
When all the fragments merge, they form the image of the architect. Rhizomatic maps
also contain too many fragments inherently and their area is a wide scope. However,
this thesis does not focus on all these fragments. Even though all these fragments found
as a result of the research, were included in the maps while creating the rhizomatic
maps, the fragments to be discussed in this thesis were evaluated within a framework.
The situations and fragments that are thought to cause him to receive an award are
discussed.

Here, this thesis analyzes fragments regarding each architect with reference to the
theoretical analysis of Kosuth's "Three Chairs" to explain its four levels of
representation. These titles include visual, verbal, spatial, and phenomenological
representations. Each part starts with the jury texts. Because they are one of the main
sources of the fragments in this research. These texts define why the jury found these
architectural practices exclusive and accordingly they portray an image of the awarded
architect. Within the framework of the structured image of the award, this image
depicts how the jury perceived the architect. The jury texts refer to the
phenomenological level of the image of each architect. There are fragments from
interviews, jury reports, architects' writings, and books which also reveal
phenomenological fragments. Although this study cannot reveal all phenomenological
fragments, we can use the findings to understand more about different aspects of the
architect's practices. With a reference to Kosuth’s drawing of his chair, visual
representations parts include the drawings, models, and other visual representations

made by the architects. In a similar manner, the part of the verbal representation
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analyses the architects' own words about their lives and practices. The results for each
architect will be discussed at the end of this analysis of fragments.

Table 5.2 : The List of Awarded Architects.

The List of Awarded Architects:

No | Year | Name- Surname | Graph Common Study Links

https://graphcommons.com/graphs/1104cfd6-

1 |2020 |Nisan Yaubyan
158c¢-4d7a-9c9b-6¢cca8ad3bfbo

https://graphcommons.com/graphs/28449a82-

2 |2018 | Sevki Pekin
c4d7-402b-9a54-a0297b89a96¢

https://graphcommons.com/graphs/04394b04-

3 |2016 | Cengiz Bektas
b90c-40a5-8ab8-9f9264fff118

https://graphcommons.com/graphs/2cd5a6c¢d-
89f7-4971-8748-6¢cbadbbdbf10

4 | 2014 |Ersen Giirsel

https://graphcommons.com/graphs/ch9cf805-

5 (2012 | Erkut Sahinbas
1598-4dee-a985-26d8a0ae64ae

Mehmet https://graphcommons.com/graphs/bla24e0a-
Konuralp d068-4546-9fdb-48da56b0f4c2

6 |2010

https://graphcommons.com/graphs/Ob759cc8-

7 | 2008 |Ziya Tanah
8c0e-4a7e-a57d-05c712ba4521
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Table 5.2 : (Continues)

The List of Awarded Architects:

Sami Sisa

6ffa-49c7-997b-fda3fe66849a

No | Year | Name- Surname | Graph Common Study Links QR Code
https://graphcommons.com/graphs/3c3a59ea-
8 |2006 | Hamdi Sensoy
b481-466a-84a0-bd682b13f417
https://graphcommons.com/graphs/91382612-
9 |2004 |Behruz Cinici
10e1-470a-h422-69aafcfdded9
] https://graphcommons.com/graphs/c0984d3f-
10 | 2002 | Utarit Izgi
ffac-4a4c-a033-c6d7ca304a48
. https://graphcommons.com/graphs/de6ecc86-
11 | 2000 | Maruf Onal
7fa2-4c98-87ce-98c8ealf542d
] https://graphcommons.com/graphs/b91af198-
12 | 1998 | Nezih Eldem
7399-48e4-bd0b-0d7360117170
13 | 1996 Abdurrahman | https://graphcommons.com/graphs/0c8865e9-
Hanci d973-4b49-bb5b-6e227660a9%d
Dogan Tekeli —| https://graphcommons.com/graphs/46926¢85-
14 | 1994 & p-arep Jrap
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Table 5.2 : (Continues)

The List of Awarded Architects:

No | Year | Name- Surname | Graph Common Study Links QR Code

https://graphcommons.com/graphs/c892faae-

15 | 1992 | Sevki Vanh
d08d-4f58-9c0d-8cf3ch54fc4d

- ) https://graphcommons.com/graphs/17elecad-
urgu

16 | 1990 : f078-4eb0-8h24-3a821438d0al
Cansever

Sedad Hakki | https://graphcommons.com/graphs/de7faef5-
Eldem 329b-45d2-ac77-6217623df672

17 | 1988

Data analysis work is provided visually via Graph Common. In addition, information
about the architects and their work was primarily obtained from the website of the
Chamber of Architects National Architecture Awards - Mimar Sinan Grand Award
and the architects' own websites (it has become more possible to use this platform as
we get closer to the present day). Another supportive area is architectural websites and
social platforms, which have increased in recent years. These platforms can be grouped
in different ways according to their purpose and content. They are included in the
network of relations determined within the scope of the study due to their continuously
updating, easy access, interviews with architects, and a high number of followers from
YouTube or their websites. These websites, which can be described as an organization
or a free platform rather than an institution, make many discussions in the world of
architecture visible and make architectural objects visible with the diversity of

architectural structures they publish.
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5.2 The Awarded Architects

5.2.1 Nisan Yaubyan, 2020

Mimar Sinan Grand Award was awarded to Nisan Yaubyan’ (1928-2020) at the 17th
National Architecture Exhibition and Awards in 2020 by the Chamber of Architects.
The jury members include Zeynep Ahunbay, Zafer Akdemir, T. Elvan Altan, A Sinan
Timocin and Alper Unlii. Below is the jury’s explanation of why they awarded him:

“To Nisan Yaubyan, a professional person whom the definitions of 'in love with architecture'
and 'a man who can't get enough of architecture' correspond to in the eyes of all the people
he comes into contact with, his colleagues, and his students, who is known about his life and
professional practice is limited to who has been shared on the architectural platforms of the
last few years; the architectural community and the academic environment know him with
this limited information. However, Yaubyan architecture is like a rich archaeological site
where you reach different layers as you dig. His designs and details show new things within
the teaching of modernism. Since the middle of the 20th century, internalizing the principles
of modern architecture and interpreting them in his own design world; there is an effort in
the background that has quietly put his productions into practice throughout his professional
life of nearly seventy years, moreover, having knowledge of every aspect of these
productions and concerned with every detail. While doing all these, it can be said that the
effort to deal with the generally tense process between the client and the architect with civil
relations requires a different motivation considering the conditions of our country. Perhaps
the best proof of this motivation is concretely encountered in the determinations about his
personality: Yaubyan, one of the last representatives of the architectural understanding that
developed in the master-apprentice relationship, never had the concern of being visible
throughout his professional life; was able to keep his life and architecture outside the
pragmatism of everyday life; He built his architectural practice on quality production,
regardless of its scale and subject, with his calm and extremely modest but at the same time
uncompromising attitude. It is the silent and productive representative of modern architecture
in Turkey.” (Mimar Sinan Biiyiik Odiilii, 2020)8.

" The link of the rhizomatic map created within the scope of this thesis is given below:
https://graphcommons.com/graphs/1104cfd6-158c-4d7a-9c9b-6cca8ad3bfb0

8 The jury text is presented at the website of Mimarlar Odas1 Ulusal Mimarlik Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 2020) in Turkish, and it can be found the Turkish text below:

“Temas ettigi tiim kisilerin, meslektaslarinin, 6grencilerinin goziinde ‘mimarliga asik’, ‘mimarliga
doymayan adam’ tanimlarinin tam olarak karsilik buldugu bir meslek insan1 Nisan Yaubyan, yasami ve
meslek pratigi hakkinda bilinenler, son birkag yilin mimarlik platformlarinda paylasilanlarla sinirls;
mimarlik camiast ve akademik ortam, bu siirlt bilgilerle taniyor kendisini. Oysa kazidik¢a farkli
katmanlara ulastiginiz zengin bir arkeolojik alan gibi Yaubyan mimarlig1. Tasarladig1 her yapi, her
detay, modernizm Ogretisi i¢inde bizlere yeni seyler sdyliiyor. 20. yiizyilin ortasindan itibaren, modern
mimarligin ilkelerini i¢sellestirip kendi tasarim diinyasinda yorumlayan; yaklasik yetmis yillik meslek
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Regarding the text of the jury, some words describing Nisan Yaubyan are noteworthy.
The words such as modest, silent, and calm, give clues to his stance in the architectural
community. His stance also creates fragments of his image. The jury described him as
a modernist architect who is also an educator, he has a broad range of experience that
extends far beyond design. It was a criterion for their decision that his career has
longed for seventy years. Examining representations of his practices reveals fragments

of his image.

5.2.1.1 Fragments of visual representation

Nisan Yaubyan is not an architect who presents himself as often as other architects.
The documentation titled “The Man Who Can't Get Enough of Architecture: Nisan
Yaubyan” and a few of his speeches were helpful for this study. As is evident from the
above-mentioned documentation, sketching was a vital part of Yaubyan's design
process. In the documentation, we see that when talking about Sakarya Government
House (Figure 5.4), he immediately draws schematic plan sketches. Sketching is a
form of expression for him (Figure 5.2). Similarly, when he designed Kale
Headquarters Building in the 1980s (Figure 5.3), drawing by hand, he designed all the
details and furniture of the building and developed them again and again. Yaubyan
instrumentalized hand drawings throughout his architectural design practice. He
visualized and developed his ideas through sketches. His sketches helped to export the

structure in the mind.

hayat1 boyunca iiretimlerini sessiz sedasiz hayata gecirmis, iistelik bu liretimlerin her noktasina vakif,
her detayini dert edinmis bir ¢caba var arka planda. Tiim bunlar1 yaparken, yapan-yaptiran arasindaki
genellikle gerilimli olan siireci medeni iligkilerle kotarabilme ¢abasinin, iilkemiz kosullar
diistiniildiiginde farkli bir motivasyon gerektirdigi sdylenebilir. Bu motivasyonun en iyi kanit1 belki de
kisiligine dair saptamalarda somut olarak karsimiza ¢ikiyor: Usta-¢irak iligkisi i¢inde gelisen mimarlik
anlayisimin son temsilcilerinden olan Yaubyan, meslek yasami boyunca goriiniir olma kaygisini asla
tasimamig; yasamini ve mimarligini giindelik hayat pragmatizminin diginda tutabilmis; kendi halinde,
dingin ve son derece miitevazi fakat ayni zamanda tavizsiz tavriyla mimarlik pratigini -6lgegi ve konusu
ne olursa olsun- nitelikli tiretim tizerine kurgulamistir. Tirkiye’de modern mimarlhigin sessiz ve tiretken
temsilcilerinden NISAN YAUBYAN’a Segici Kurul tarafindan 17. Ulusal Mimarlik Sergisi ve Odiilleri
kapsaminda Mimar Sinan Biiyiik Odiilii verilmistir.”
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Figure 5.2 : A sketch of Nisan Yaubyan. °

Figure 5.3 : Kale Genel Miidiirliigii, Levent-istanbul, 1980s. °

Another visual representation method is the model. Below is the model of Sakarya
Government House (one of his most important projects). The interesting thing about
this model is the proportion. For example, looking at the proportions of the model trees
and the building, it is noticed that the landscape is also a part of the design. The model
is presented in modern lines and with a simple expression, just like Nisan Yaubyan

architecture.

9 Abstracted from the link: https://www.youtube.com/watch?v=KPPmRcL7Jvc&t=1525s
10 Abstracted from the link: http://mo.org.tr/ulusalsergi/XV11/img/BO-NY/12.jpg
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Figure 5.4 : The model of Sakarya Hiikiimet Konag1.'t

5.2.1.2 Fragments of verbal representation

Nisan Yaubyan is not an architect who talks or writes a lot about himself and his
architecture. For this reason, various videos, and interviews with him were searched
for this title. As well, other accounts of what Nisan Yaubyan said by others were

reviewed.

In the documentary titled “The Man Who Can't Get Enough of Architecture: Nisan
Yaubyan”, Yaubyan tells the story of the first moment when his love for architecture
was ignited. A newspaper article about the contest for Anitkabir made an impression
on him as a child. Then, he pursued his passion. As an architectural student, Yaubyan
investigated what was "new" and its potential within the framework of principles of
modern architecture (Eris, 2020). By using the names of some architects, Nisan
Yaubyan and his classmates; Arman Giiran, Harutjun Vaporciyan, and Avyerinos
Andonyanis participated in the Ulus Square Office Building Competition in 1953
while they were still students. It was a time when the architectural magazines aren't
available enough for the architects to discover what was new. They won the 2nd
Award with their vision and talent. This award allowed them to explore other
architectures. They went on a trip to Europe to meet the architects and explore more

about architecture. Since the very beginning of his career, he has been an architect

11 Abstracted from the link: https://www.youtube.com/watch?v=KPPmRcL7Jvc&t=1525s
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who has realized the value of interacting and collaborating with other architects and
international architectural environments. Moreover, Yaubyan describes himself as
modern and experimental (pursuit of the new) in his design practice in the
documentary “insatiable for architecture” sources (Bigakg¢1, Hobikoglu, Saskal, 2017).
One of the biggest contributions to being experimental is the architectural
competitions. It would not be wrong to describe him as a competing architect.

5.2.1.3 Fragments of spatial representation

While examining the spatial representations of Nisan Yaubyan, it is necessary to
mention primarily his first work, Stimbiil Apartment Building (1954-55). For Yaubyan
Stimbiil Apartment symbolizes “the new” and “the one beyond the limit. Because the
specifications for the construction of beamless flooring were not yet defined at that
time, Yaubyan wanted to apply an innovative technology in his first project. The
project can be seen as a preview of Yaubyan architecture in the coming years. Because,
for the first time, he built an example of a modern and innovative framework he had
created when he was a student (Bigak¢i, Hobikoglu, Saskal, 2017). The analyses of
Yaubyan's architecture show that this innovative and modern approach gradually
turned into a rationalist approach throughout his career For example, one of his
primary projects, Sakarya State House (Figure 5.6), includes the same design
fragments as Siinbiil Apartment (Figure 5.5). Sakarya State House, in which local
materials were used in its period, is an example of a curtainwall and terrace roof
structured for the first time in Turkey (Sayar. 2004). Formally, the fragments are
similar, and at the same time, they have established a contextual relationship with the
place where they are located. The use of local materials in the design also presents the

fragments of the structures belonging to that place.
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Figure 5.5 : Siinbiil Apartmant, Figure 5.6 : Sakarya Hiikiimet Konagi,
Moda-istanbul, 1954. 12 Sakarya, 1956. 3

Analyzing Yaubyan's architectural practice, it is possible to capture different fragment
potentials in other architectural products. Accordingly, there is no doubt that the
phenomenon of competition creates a privileged structure in the discipline of
architecture with its competitive element, free/original production opportunities,
evaluation, and rewarding principles. The main feature of his building is that they
provide the architects with the opportunity to speak/experiment with different places,
subjects, scales, and to prepare the ground for self-testing/development/renewal. In
short, competitions are opportunities to live and keep architecture alive, beyond being

a method of recruiting and hiring as it is generally perceived (Sayar, 2004).

5.2.1.4 Discussion

About competitions, one of the breaking points in his professional practices is at the
University of Michigan in the USA, where he went for his master's degree with a
scholarship. Yaubyan, who has been bearing traces from the phenomenological
fragments of the multicultural environment he has been in since his childhood, has
carried his architectural practices to a different dimension as a result of his experiences
in multicultural pedagogy and practical environments in the USA. As he stated, he
worked in the Saarinen office with the reference of his teacher who works up with
Saarinen at the university first, and then in the Yamasaki office, again with the

reference of his teacher at the university, due to the relocation of the Saarinen office,

12 Apstracted from the link: http://mo.org.tr/ulusalsergi/XVI1/img/BO-NY/1.JPG
13 Abstracted from the link: http://mo.org.tr/ulusalsergi/XVI1/img/BO-NY/2.jpg
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he gained the endless habit of research in architecture sources (Bigak¢i, Hobikoglu,
Saskal, 2017). The most important projects took part in while working with Yamasaki
are World Trade Center and Century Plaza. This habit, which he acquired especially
in these projects, directly affected his later works. Another valuable input from the
American period is in the archives of Yaubyan. He took trips to see and archive them
as photographs, notes, and sketches of what he had not seen whenever he had the
opportunity and built his architectural formation on the works done in the world and
observing these works constantly. He is also affected by the multinational environment
here, and the potential of the images presented by the multinational environment has
become an advantage in his later practices.

Evin Eris, one of Nisan Yaubyan's students; mentions that Yaubyan's humble attitude
is reflected both in his image and in the images of architectural practice. In addition,
she states that Yaubyan's humble personality and behaviors are reflected in his position
in the architectural profession, his stance, attitude, and way of doing business.
Moreover, she mentioned that he did not practice his profession due to economic
concerns. She also tells once again that Yaubyan could not get enough of his
profession (Eris, 2020). This definition is quite matched to the Mimar Sinan Grand
Award Nisan Yaubyan text. As in the text of the jury, "modesty" remarks in Erig's
definition of Nisan Yaubyan. The fact that this can be perceived by everyone is not
only limited to his personaity, but also this attitude is encountered in his practices.
Connections between Nisan Yaubyan’s studies within the scope of the thesis and the
jury text can be established as mentioned above. This shows how the audience, that is,

the jury, perceives the image of the architect.

5.2.2 Sevki Pekin, 2018

The Chamber of Architects awarded Sevki Pekin'* (1946-2020) the Mimar Sinan
Grand Award in 2018 at the 16th National Architecture Exhibition and Awards. The
jury members were Giinkut Akin, Ziya Canbazoglu, Ferhat Hacialibeyoglu, Cem
IThan, Lale Ozgenel. Below is the jury’s explanation of why they awarded him:

To Sevki Pekin, in a time of publicity war between professionals, doing his job quietly,

designing and constructing since the 1970s, with his dedication to architecture rather than

14 The link of the rhizomatic map created within the scope of this thesis is given below:
https://graphcommons.com/graphs/28449a82-c4d7-402b-9a54-a0297b89a96¢
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quantity and size, His products show his effort into a design, not popular trends. Based on
himself and his experience, "seeking" is the key concept that stands out in his product total.
Background of every work, there is a design process that matures by being patient and
seeking perfection. Due to his structures and designs reveal themselves in time only with an
architectural perspective. Sevki Pekin reminds us that architecture has an unhurried and silent
bond with the architect that produces it who reflects this humility with his personality.'®
(Mimar Sinan Biiyiik Odiilii, 2018).

This text portrays the jury’s perception of Sevki Pekin. This representation reveals the
fragments of the jury’s recognition of Sevki Pekin’s image as an architect worthy of
the award. First, the jury argues that there is a relationship between the architect's
practices and his personality. Additionally, they noted that Sevki Pekin participates in
architectural practices silently, and constantly "seeking"” their development, without
trying to gain popularity. In this regard, the jury draws a parallel between the

architect's modest yet sophisticated image and his produced images.

5.2.2.1 Fragments of visual representation

The models and sketches of Sevki Pekin, which are visual representations, show
fragments of his architectural practice. When we examine the model of the
Kaplankaya Housing Community Project (Figure 5.7), we see an example of his work
that exhibits an elegant yet simple sense of modern design. Regarding his choice of
materials, the model also reflects his modernist approach. Besides, the way of
photographing the model conveys his design approach it. The high contrast black and
white photograph depicts the object under sidelight, revealing the material's texture

and the sharp lines of its surfaces.

'® The jurry text is presented at the website of Mimarlar Odasi Ulusal Mimarlik Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 2018) in Turkish, and it can be found the Turkish text below:

“Profesyoneller arasinda amansiz bir tanitim savasinin 6ne ¢iktig1 zamanimizda, sessiz sedasiz isini
yapan, 1970’lerden bugiine tasarlayan ve insa eden, nicelikten ve boyuttan ¢ok, mimarliga olan
bagliligiyla kendini meslek ¢evresine kabul ettirmis, saygimn bir isimdir Sevki Pekin. Onun iiriinlerinin
ardinda, giindelik egilimlerin ve ¢arpici bigimlerin pesinde siiriiklenmeyi degil, tasarima verdigi emegi
goriiriiz. Kendinden ve birikiminden yola ¢ikarak “arayis” onun iiriin toplaminda 6ne ¢ikan kavramdir.
Her isinin ardinda, sabirla en dogrusu aranan, giderek olgunlasan bir tasarim siireci vardir. Bu nedenle
yapilar1 ve tasarimlari, ancak mimarca bir okumayla ve zaman i¢inde kendini ele verir. Mimarligin onu
ireten Ozneyle telassiz ve sessizce olusan bir bagi oldugunu bize hatirlatan ve kisiligiyle de bu algak
goniilliigii yansitan, SEVKI PEKIN’e Mimar Sinan Biiyiik Odiilii verilmistir.”
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Figure 5.7 : Kaplankaya Housing Community Project (Pekin, S. (2007)

In this regard, fragments underlined by the jury’s text are also seen in the images
produced by Sevki Pekin. So, not only his drawings or models but also his preference
to present his works can be considered visual representations revealing fragments of
his practice. Indeed, photographs in the book, Architectural Works (2007) which
presents a collection of his designs, reveal his design sensibilities which are clean lines
of basic geometrical forms, orthogonal planes, meticulously chosen and applied
materials, sleek appearance of surfaces and masses. Architectural photographs in the
book depict his works in the simplest manner represents capturing the essence of his
design ideas. They are high contrast, black and white photographs emphasizing the

clear lines of the buildings (Figure 5.8 and Figure 5.9).

Figure 5.8 : Ahsap Heykel Miizesi, Degirmendere (Izmit, 2001)~

16 Abstracted from the book; Sevki Pekin Mimari Calismalar, Ofset Yapimevi, Istanbul.
17 Abstracted from the link;
http://www.mimarlikdergisi.com/dsp_imageNavigasyon.cfm?YazilD=4444&ResimID=76256.
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Figure 5.9 : Fabrika Binasi1 (Izmit, 2002)

5.2.2.2 Fragments of verbal representation

In Architectural Studies, Pekin also writes about his ideas on architecture and his
works. He states, “one is only as strong as his thoughts and the important thing is to
put ideas into practice. Thought is continuous, but also has dichotomies. Then
continuity of thought may be interrupted.” Here, the concept of structure closely
relates to continuity and formation of thought, and dichotomies and interruptions refer
to fragmentation. As an architect, Pekin understands that thought is a structure formed
by a rhizomatic relationship of fragments that continually evolves. Hence, in this
statement, we find fragment-structure relations in his design approach. A design idea
is a structure. As stated in the theoretical part of this thesis; the structure is in a
continuous transformation by being divided into fragments. This happens through
interaction, and it provides systematic development when in “seeking”. The “seeking”

fragment that the jury stated for Pekin matches his definition of an idea.

Sevki Pekin’s response to the jury's text at the award ceremony is also a verbal
representation that reveals the fragments of his self-image as an architect. Pekin gave
a speech on the practice of architecture by stating that architecture is only as good as

the thought and philosophy that form its foundation. Architecture must have a

18 Abstracted from the link;
http://www.mimarlikdergisi.com/dsp_imageNavigasyon.cfm?YazilD=4444&ResimID=76259.
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meaning. According to him, the task undertaken by architects should be described first.
He added that this definition is the essence of the work.

He warned young architects or architect candidates that they should not think that after
getting their diploma, they started to create good works in a short time. He says that
architectural education is short, yet architecture is a lifelong job. ** He reminded them
that they need to be prepared for the challenges of their job. This sentence is very close
to the jury’s perception of him, as they stated that his patience and desire for perfection

have matured his practice over the years.

5.2.2.3 Fragments of spatial representation

Relating to the theoretical discussion of this thesis, the notion of spatial representation,
analogical to Koshut’s work, reflects the spatial context of the object. In Pekin's
designs, the place is essential. He designs spaces that are contextualized with their
surrounding environment. He creates plastic forms by considering the relationship
between architecture and the location/setting, which is one of the continuous

fragments of his design approach.

Aykut Koksal (2019), who hosted Pekin in an architectural talk show about Pekin's
buildings, particularly his apartment design in Moda (Figure 5.10), underlined Pekin’s

consideration of the context rather than his popularity.

The apartment in Moda is a calm manifest of the language that summarizes Sevki Pekin's
view of architecture. [... ] This building does not show a subject focused on making himself
visible, but an architect speaking from within the city and architecture. It is evident from this
meta-text management that will make Pekin's architecture visible becomes even more

important.?

19 Abstracted from the video named “Sinan Odiilli Mimarlar Programi 2018-2020: Sevki Pekin
Mimarlig1, and the link is https://www.youtube.com/watch?v=3AKJInLQKCS8E.

2 Sevki Pekin | Aykut Koksal ile Mimarlik Séylesileri | 3. Boliim, 2019. This program is a series of
architectural talks hosted by Aykut Koksal.

It can be found the Turkish text below:

“Moda'daki apartman, Sevki Pekin'in mimariye bakisini 6zetleyen dilin sakin bir manifestosu. [... ] Bu
yap1 kendini goriiniir kilmaya odaklanmig bir konuyu degil, sehrin ve mimarinin i¢inden konusan bir
mimar1 gosteriyor. Iste tam da bu yiizden Pekin'in mimarisini gériiniir kilacak iist metin y&netimi daha
da 6nemli hale geliyor.”

35



Figure 5.10 : The Apartment in Moda®.

The warchouse building in Dikili, Candarli, installed in 2010, also shows his
contextual approach. This building took the European Union Award for Modern
Architecture, the Mies Van der Rohe award in 2011. As seen in the photograph (Figure
5.11), the building is in the countryside and stands in a vast empty field. There is a
strong relationship between the building and its environment. A similar contextual
relation would be difficult to establish if the building were in a city or elsewhere.
Buildings on the platform include a cottage, a bathroom and a kitchen, a depot for the
farm's utensils and olive oil, and a tractor garage, forming a patio for farm work. There
is no distinction between the roof and the wall of the buildings, which appear in
prismatic and strange plastic forms in the middle of the vast olive fields. His design

began with building in a void and led to a sculpture (VVbenzeri, 2015).

2L Abstracted from the link: https://v3.arkitera.com/h51614-arkitera-kampustenin-yolu-eskisehir-
osmangazi-universitesinden-gecti.html
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Figure 5.11 : The Warehouse Building in Dikili.??

The summer house in Bademli (Figure 5.12), completed in 2004, is an example of
simplicity, perfect proportions, and integration with its surroundings. This structure
shows us his passion for designing transparent and light structures and his modernist
attitude which he acquired during his student years. The starting point for Pekin's
design is the close examination and consideration of the landscape. It can best be
described as a pavilion that is adapted to its surroundings as we can see in mid-
twentieth-century modernist examples such as Mies VVan der Rohe's Farnsworth House
(1945-51) and Philip Johnson's The Glass House (1949).

This structure shows us his passion for designing transparent and light structures as an
attitude starting from his student years, shows us that he was under the influence of

modernism and that his education was the modern.

22 Abstracted from the link: https://www.vbenzeri.com/mimari/candarli-zeytin-deposu
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Figure 5.12 : The summer house in BademliZ.

Adapted to its surroundings as a result of careful site planning and extensive
integration with the exterior environment. The starting point for Pekin's design is the
close examination and consideration of the landscape, as we can see in mid-twentieth-
century modernist examples such as Mies Van der Rohe's Farnsworth House (1945-
51) (Figure 5.13) and Philip Johnson's The Glass House (1949) (Figure 5.14). He

stated that the landscape was included in the house with the aim of "transparency".

Figure 5.13 : Farnsworth House (1951), Plano, IL, United States, Ludwig
Mies van der Rohe

Figure 5.14 : The Glass House (1949), New Canaan, CT, Philip C. Johnson

23 Abstracted from the link: https://www.mimarizm.com/haberler/mimar-sevki-pekin-den-mimari-
calismalar_116070
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A similar contextual approach of Pekin can be observed in the Four Housing Project
designed in 2001 (Figure 5.15), which is planned to build in izmit. Sevki Pekin
explains that he solved the master plan of this project by creating solid geometry with
a rational approach. Sevki Pekin explains that this rational approach is a continuum of
the landscape. Although there is not a single house in this project, the project presents
a similar design approach to the Bademli project. In this project, Sevki Pekin

incorporated topographical features into the project, while giving the whole project a

refined modernist quality.

Figure 5.15: Four Housing Projects in Izmit?.

5.2.2.4 Discussion

Considering the fragments of Pekin's practice, it is possible to argue that, while the
architect produces images, he also produces himself. As an artist, he also creates his
image. Pekin's minimalist approach is also evident in his image. His outfits are always

black, without any accessories (Figure 5.16).

Kalebodur.

Konugsuyor

Figure 5.16 : image of Sevki Pekin-1%°

Likewise, his architectural book (Figure 5.17) represents fragments that are close to

his image. The book, which consists entirely of black and white photographs of

24 Abstracted from the link:
http://www.mimarlikdergisi.com/dsp_imageNavigasyon.cfm?YazilD=4444&Resim|D=76257
% Abstracted from the link: https://www.youtube.com/watch?v=CVGdrFONMLk
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Pekin’s buildings, apart from the cover of the book, highlights the structural
movements of the building with a simple language and contrast. This approach is also

seen in Sevki Pekin's reconstructed image.

Figure 5.17 : Image of The Book “Sevki Pekin Architectural Works”

According to Pekin (2017), the architectural design creates space rather than details.
It is possible to find fragments of this idea, which are shaped by the influences of other
architects and his education. Pekin researched the works of Mies VVan der Rohe (1886-
1969). His works and ideas affected Pekin's approach to design. However, Mies Van
der Rohe's maxim "God is in the details,” led him to question. Sevki Pekin also
examined Egyptian architect Hasan Fethi (1900-1989). Hasan Fethi says that due to
the lack of technology in Egypt, he emphasized the creation of space rather than on
detailing. In this regard, Pekin's focus on space is akin to Hasan Fethi's approach. Pekin

stated that he was more concerned with space than details.?

From this point of view, when we look at his visual, verbal, spatial, and
phenomenological representations, we see that Pekin has established a context
framework in his actual and intellectual practices. Moreover, Sevki Pekin redefined
the definition of space for himself by evaluating the actual and intellectual practices
of the architects before him, and there is a parallelism with the definition in his
practices. The definition as mentioned above is not just a definition, but a restructuring

of its own architect's image and practices. Pekin aware of the need to take firm and

26 Sevki Pekin | Kalebodur'la Mimarlar Konusuyor, 2017. This program is a series of architectural talks
hosted by Abdi Giizer.
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slow steps to achieve this, the jury also presented a good analysis by using words such
as unhurried, patient, and modest in the award text.

5.2.3 Cengiz Bektas, 2016

The Chamber of Architects awarded Cengiz Bektas?’ (1934-2020) the Mimar Sinan
Grand Award in 2016 at the 15th National Architecture Exhibition and Awards. The
jury members were Ercan Agirbas, Arman Akdogan, Acar Avunduk, Pelin Dervis,

Cem Sorgucu They describe Bektas' contributions to Turkish architecture as follows:

To Cengiz Bektas, who has become like a second school for many architects with his
discourse and his workshop; who has worked hard for the recognition of architectural culture,
especially Anatolian culture, with his seminars, conferences, articles and books that given at
home and abroad;who has shared his knowledge with a wider audience through his writings,
poetry, and children's books; who built a number of remarkable buildings, such as the Turkish
Language Institution Building, which is one of the most significant examples of Turkish
architecture; who has built bridges of friendship between Turkey and other nations; who has
emphasized the importance of taking care of one's environment, showing that an architect
can, in this context, has made a significant contribution to the place in which he lives
(Kuzguncuk example); who continues to be enthusiastic about architecture from the first day
to now and who continues to share his knowledge with great enthusiasm.”(Mimar Sinan
Biiyiik Odiilii, 2016). %

As the jury text indicates, Cengiz Bektas has not only designed buildings, but has also
been active in society with his talks, actions, and writings. The versatility of his
practices (architect, archiver, columnist, poet, author, researcher, lecturer) is evident
in his designs. One of the prominent fragments of the "Cengiz Bektas" image defined

by the jury is that he is an architect who is involved with the culture and the

27 The link of the rhizomatic map created within the scope of this thesis is given below:
https://graphcommons.com/graphs/04394b04-b90c-40a5-8ab8-9f9264fff118

28 The jurry text is presented at the website of Mimarlar Odas1 Ulusal Mimarlik Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 2016) in Turkish, and it can be found the Turkish text below:

"Kiitiiphanesi ve arsiv birikimi agisindan zengin isligi ve mimari sdylemiyle pek ¢ok mimara yillarca
ikinci bir okul olan; yurti¢inde ve disinda verdigi seminerler, konferanslarla, yayimladigi makale ve
kitaplariyla mimarlik kiiltiiriiniin, 6zellikle de Anadolu kiiltiiriiniin taninmasi igin soluksuz ugras veren;
birikimini kose yazilartyla, siir ve ¢ocuk kitaplariyla, ¢evirileriyle genis kitlelere tasiyan; aralarmda
mimarlik tarihimizin mihenk taglarindan biri olan Tiirk Dil Kurumu Binasi dahil olmak {izere pek ¢cok
degerli yap1 tasarlayan; Tiirkiye ile diger iilkeler arasinda dostluk kopriileri kuran; insanin yasadigi yere,
¢evresine sahip ¢ikmasinin 6nemini her firsatta vurgulayan, bu baglamda mimarin yasadigi ortama sivil
orgiitlenmelerle ¢ok sey katabilecegini gosteren (Kuzguncuk 6rnegi); ilk giinkii mimarlik heyecanini
bugiin de siirdiiren ve birikimini biiyiik bir tutkuyla paylasmaya devam eden, Sayin CENGIZ
BEKTAS'a Mimar Sinan Biiyiik Odiilii verilmistir."
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environment he lives in. The same association is realized not only in his architectural
practice but also in other aspects of his life. The jury's report reveals how they regarded
Bektas as an architect who deserved the award. This provides us with an insight into

the fourth level of his image as an architect, particularly fragments perceived by the

jury.

5.2.3.1 Fragments of visual representation

The models and sketches of Cengiz Bektas, which are visual representations, show
fragments of his architectural practice. When we examine the images that he produced,
it can be recognized the fragments similar to the fragments seen in his poems, articles,
books, and buildings.

Bektas has been involved in the places he lives in and the places he designed for. He
is sensitive and observative about culture, people, daily life experiences, and details
that gives a place its character. Below is one of his drawings (Figure 5.18), a sketch of
Berber Shop in Kuzguncuk. The sketch presents the district with its scale. Fine details

of buildings, trees, and streets create a sense of experiencing and being in the place.

Figure 5.18 : Sketch of Berber Shop in Kuzguncuk, 1982.%°

2 The figure is abstracted from the link:
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Similarly, his sketch of Baglarbagi Bazaar shows a circulation analysis. This analysis
(Figure 5.19) is explained in plain language and also includes verbal fragments.
Bektas’s starting point is the daily experience of the place. He considers how all walks
of people experience the place, how they walk, what they need, what they smell, how
they feel. Both the sketch and explanations reveal Bektas’s sensitivity to the daily
experience of people regarding that specific place.
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Figure 5.19 : Babadaglilar Bazaar Sketches. ¥

5.2.3.2 Fragments of verbal representation

Based on his ideas and criteria, Bektas redefines the term "architect" and accordingly
fits himself into this definition instead of simply describing himself as an architect. He
pictures the image of an architect as follows: First, an architect must be cultured and
intellectual. An architect should know the history and provide the cultural
transmission. An architect should work for the happiness of society and the employer.
An architect should design spaces with a humanistic perspective for them. His job is
to get the most with the least. The foundation of architecture is culture. I have always
worked for the cultural environment as a writer and an architect. Being in a healthy
cultural environment positively affects people's relations with all their environment

and nature. An architect, as a designer of the built environment, should be aware of

https://www.mimarizm.com/makale/cengiz-bektas-ve-kuzguncuk 133103
30 The Figure is abstracted from the link:
https://www.pressreader.com/turkey/betonart/20210916/282763474768345
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her/his responsibility in this relationship. An architect should first evaluate each
proposed project or employer in terms of this responsibility. He should be able to say
“no” to some commissions. An architect should not be involved in the design or
construction phase of a building that will have adverse effects on the cultural
environment. | do not think people can deny that | am one of the people most affected
by the lack of culture, according to the qualities you have mentioned. Of course, that
does not stop me from fighting them. The most important thing in this struggle is being

a "good example".3!

In the context of theoretical discussions of this thesis, Cengiz Bektas’s definition of an
architect can be regarded as a verbal representation of his practice made by the
architect himself. It is possible to say that the fragments of an architect's image
presented by Cengiz Bektas are also fragments of his self-image. He stated that he has
tried to be the best example of this image drawn. It contains common fragments with
its phenomenological representation which is the jury award text. For example, Bektas
underlined the importance of the culture that an architect should protect his/her own
culture. As the jury stated, the context of architecture and culture is one of Bektas's
prominent fragments. Besides, Bektas stated that while defining the architect's image,
the practices of an architect should be diverse. His practices are also diverse and are

noted in the jury text.

5.2.3.3 Fragments of spatial representation

Fragments of Cengiz Bektas's spatial representation can be found by examining the
projects that he designed. It is possible to recognize that his structures create contrasts.

In some examples, they are not visible, but they exist as fragments of his design. The

31 The Turkish text is presented below:

“Mimar her seyden Once bir kiiltiir adami, bir aydin olmak zorunda. Mimar ge¢misi bilir, bir kiiltiir
aktaricisidir, ¢agini bilir. Mimar toplumun, isverenin mutlulugu i¢in ¢aligir. Onlar i¢in insancil oylumlar
yaratir. Isi, en azla en goga ulagmaktir. Mimarhgim temeli kiiltiirdiir. Yazarligimla, mimarhgimla kiiltiir
ortamut i¢in galistim hep. Saglikli bir kiiltlir ortaminda olmak, insanin tiim ¢evresiyle, dogayla iliskilerini
de elbette olumlu etkiler. Mimar, yapili ¢evreyi tasarlayan kisi olarak, bu iliskideki sorumlulugunun
bilincinde olmalidir. Oniine gelen her isi ya da isvereni &nce bu sorumluluk acisindan
degerlendirmelidir. Kimi islere “hayir” diyebilmelidir. Kiiltiir ortamina yikici etkileri olacak bir yapinin
tasarlanmasinda,  gerceklesmesinde 6dev  almamalidir.  Saydigimiz  niteliklerime  gore,
kiiltiirsiizliiklerden, ¢arpikliklardan en ¢ok etkilenen kisilerden biriyim diye diisiinmemi yadsimazsiniz
sanirim. Bu beni, bunlara karsi savasimdan alikoymuyor elbette. Bu savagimda en 6nemlisi “iyi 6rnek”
yaratmaktir.”
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inability to reposition or create a place for the ordinary one is a questioning and a
rational attitude towards architectural practice. Abdi Giizer describes this questioning
as an "inseparable part of a project" and relates the ramps of Babadaglilar Bazaar
(Figure 5.20), the interior of the General Directorate of Soil Products, and the flexibly
designed interiors of the Turkish Language Institution (Figure 5.21) (Togay, 2001). In
the theoretical part of this thesis, it can be argued that just as the sound fragment in
Libeskind's example always appears in his projects with completely different
representations, questioning is a fragment in Bektas's example and that it appears with
other representations in many of his projects. When spatial representations are
examined, it is possible to see a design approach that is out of the box. This situation
cannot be considered as discovering the new. This situation is the reinterpretation of
the existing one in his way. As in the example of Babadaglilar Bazaar, it is obvious

that the concept of circulation has been re-examined.

Figure 5.20 : Babadaglilar Bazaar (Photographed by the author.)

This structure, which is one of the symbols of Denizli, was inspired by the slope of
Denizli Kalei¢i bazaars and consists of a sloped ramp around the atrium. Thus,
fragments related to its location are also presented. There is a contextual relationship

between the building and the city it is located.
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Figure 5.21 : Turkish Language Institution=2

The space organized around the single volume of the Turkish Language Institution
was designed with a simple design idea. In this way, the aim is to set the users free to
restructure the space. Users can transform the building into a living space for
themselves. Bektas gives importance to the diversity of user experience in the space
designed as a singular building scale.

In addition, Kuzguncuk (Figure 5.22) example, which is another work, can be
examined in both contexts as in the examples of Turkish Language Institution and
Babadaglilar Bazaar. These are contextual relationships with the place and give
importance to the users’ experience. Instead of a singular building, a neighborhood is
a focal point here. The peculiarity of this neighborhood, where he also lives, is that the
culture of the neighborhood is at the forefront. Under the leadership of Cengiz Bektas,
the residents of the neighborhood first repaired and then protected the streets, parks,
and houses with their own efforts. Over the years, they have realized the beauty of
living together step by step. To conclude, Cengiz Bektas created a neighborhood

culture.

32 Abstracted the link: http://www.arkiv.com.tr/proje/turk-dil-kurumu/3233
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Figure 5.22 : Kuzguncuk, 1980s.%3

When the sample images are examined, it is noticed that his structures establish a
relationship with people and at the same time, his designs’ fragments are related to
each other. The relationship of his buildings with people stems from Cengiz Bektas's

emphasis on culture, as stated in the jury text.

5.2.3.4 Discussion

It is possible to present the fragments with Abdi Giizer's poem titled "They Were Four
People and One". This is because the poem is a work in which prominent fragments
of the image of Cengiz Bektas are presented at the same time, as well as the method
of presenting these fragments. Giizer gives reference to Bektas's poetry. It has been
fragmented and transformed into his fragments. Giizer reflects his fragments in the
poem where he describes Bektas. Because poetry is one of Cengiz Bektas's prominent
practical fields. He wrote this poem in reference to the poem "Four People and I" in
Cengiz Bektas's (1981) poetry book, "Akdeniz." Giizer presented it at the Sinan Award
Ceremony. (Togay, 2001). Guzer’s poem is provided below.

33 The figiire is abstracted from the link:
http://www.tasarimyarismalari.com/sevgiyle-yapan-siirsel-bir-mimar-cengiz-bektas/
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DORT KiSIYDILER BiR DE O
Dalgalarin i¢inden bata ¢ika geldiler

Dért kisiydiler, bir de o

Arkalarinda kesfedilmemis tilkenin riizgar

Yiizleri alacakaranlik adaya doniik
Ayni pinardan su igtiler
Soluklandilar ayni zeytinin altinda
Yollarmn kesistigi yerde

Ikisi diisler iilkesine

Ikisi de diislerinin iilkesine yoneldi
O burali kalmaya karar verdi

Ug tane defter vardi yaninda

Bir de kalem

Birine yasananlari yazdi

Digerine yaganacaklar1

Diis defteri hep bos kaldi

Bitirmeye kiyamadi

Ug dil konusurdu

Bir Akdeniz

Bir Anadolu

Bir de Lorca’nin dili

Ve ii¢ yelegi vardi

Biri Kuzguncuk, biri Cumalikizik’ta
Ugiinciisii zeytin agacina asili
Bilirdi Mugla’dan gegmeden Miinih’e
Giire’yi gérmeden Ankara’ya gidilmez
Ve Istanbul

Ve Akdeniz’in riizgar

Biraz orali, biraz da buralidir.

THEY WERE FOUR PEOPLE AND ONE
They came sinking through the waves

There were four of them, and he

The wind of the unexplored country behind them
They face the twilight island

They drank from the same spring

They breathed under the same olive

At the crossroads

Two to the land of dreams

Both headed to the land of their dreams

He has decided to stay

He had three notebooks with him.

And a pen

Wrote what happened to someone

What will happen to the other

The dream book was always empty

Couldn't bear to finish

He spoke three languages

a Mediterranean

An Anatolian

And Lorca's language

And he had three vests

One in Kuzguncuk and one in Cumalikizik
The third hangs on the olive tree

He knew he would go to Munich without going through Mugla.
You cannot go to Ankara without seeing Giire.
And Istanbul

And the wind of the Mediterranean

A little there, a little here.
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Sabirla bir duvar ordi patiently built a wall

Bir tag Nazim i¢in koydu, bir de Sinan i¢in He laid one stone for Nazim and one for Sinan.

Duvarin gélgesinde oturdu sat in the shadow of the wall
Elinde diis defteri dream book in hand
Yiiziinde kesfedilmemis iilkenin riizgar The wind of the unexplored country on your face
Dort kisiydiler bir de o. There were four of them and him.
Abdi Giizer® Abdi Giizer

The image of Cengiz Bektas is defined in the poem. This definition is also a
phenomenological representation and presents spatial fragments. For example, one of
the three vests mentioned by Abdi Giizer is Kuzguncuk. The fragment of the concept
of locality is revealed both in this representation and in the text of the jury. The
architect has been united with both the culture and the space he is in and has built his
image with the fragments. When the fragments obtained from his representations are
examined, it can be argued that his practice areas are diverse, and each practice
fragment strengthens his other practices. The importance of practical diversity is
explained both in the image of the architect defined by Bektas and in the image of
Cengiz Bektas defined by the jury. However, it is seen that culture is the keystone of
Bektas's practices. The relationship of their buildings with people stems from the
importance that Cengiz Bektas gives to culture, as stated in the text of the jury. It is
noticed that their structures establish a relationship with people and fragments of their
designs are related to each other. Bektas is an architect who is sensitive to people's

experiences with the place.

5.2.4 Ersen Giirsel, 2014

The Chamber of Architects awarded Ersen Giirsel®® (1939) the Mimar Sinan
Grand Award in 2014 at the 14th National Architecture Exhibition and

Awards. The jury members were Haydar Karabey, Nur Akin, Ferhat

3% The poem is abstracted from the link: https:/sehirplanlama.ibb.istanbul/wp-
content/uploads/2020/09/Adalarda-Modern-Mimarlik-Mirasi.pdf

% The link of the rhizomatic map created within the scope of this thesis is given below:
https://graphcommons.com/graphs/2cd5a6¢d-89f7-4971-8748-6¢cba9bbdbfl10
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Hacialibeyoglu, Ahmet Ozgiiner, Semra Teber Yener, below is the jury’s
explanation of why they awarded him:

“To Ersen Giirsel, perception of architecture as a cultural production area throughout his
professional life, respectful stance towards nature and the built environment, devoted efforts
in a professional organization, contributions to education, professional ethics attitude to
future generations, sensitive solutions that vary in a wide range from a single structure to
urban scale, for his inexhaustible energy, modest personality, and determined and consistent
attitude.” (Mimar Sinan Biiyiik Odiilii, 2014). %
Ersen Giirsel's productions, practical areas, and personality are mentioned in the text
of the jury. The jury presents the image of the architect through these three main
fragments. He provided communication, cooperation, and representation among
professional organizations in international and national architectural meetings,
conferences, and meetings. He assumed various responsibilities and duties within the
Chamber of Architects. His involvement in a professional organization and the
diversity of scale in projects are important inputs in design practice. In addition, being
sensitive to the environment, being modest, and having consistent attitudes are

presented as fragments of his personality.

5.2.4.1 Fragments of visual representation

In addition to visual representations such as sketches and models, in the example of
Ersen Giirsel, it can be said that his website is also used as a visual representation tool.
he also presents his own image on his website. The photograph he has chosen to
present his image is a black and white photograph with high contrast Giirsel's

minimalist approach is also evident in his image (Figure 5.23).

% The jury text is presented at the website of Mimarlar Odasi Ulusal Mimarlik Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 2014) in Turkish, and it can be found the Turkish text below:

"Meslek yasami boyunca mimarlig1 bir kiiltiirel tiretim alan1 olarak algilayisi, dogaya ve yapili gevreye
olan saygili durusu, meslek orgiitlenmesindeki 6zverili ¢cabalari, egitim alanina verdigi katkilar, gelecek
nesillere 6rnek teskil eden meslek etigi tutumu, tekil yapidan kent dlcegine uzanan ve genis bir
yelpazede ¢esitlenen duyarli ¢oziimleri, bitmez tiikenmez enerjisi, miitevazi kisiligi yaninda kararli ve
tutarli tavr nedeniyle, Saymn ERSEN GURSEL'e Mimar Sinan Biiyiik Odiilii verilmisgtir ."
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EPA Architects and Urban Planning Atelier was founded by Ersen Giirsel, Nihat Giiner and Mehmet
Cubuk in Istanbul, after winning the first prize in ” Urban Planning of Side Ancient Site”™ competition, in
1969.

EPA continued it's practice with Aktur Datca and Aktur Bodrum Residence Complex in 1573. In 1977, Nihat Guner
and Mehmet Cubuk are separeated from EPA to continue their academic pratice. Ersen Girsel perfoermed single-
handed work until Haluk Erar's participation in 1957

Touristic establismentsand complexes and urban planning projects have been started with Hotel Manastir in
Bodrum in 1386. It has been continuied since city planning projects for Bodrum Municipality.

In 1989, touristic establisments projects have been started in Antalya Region and continued very recently in the
S5ame area

Since its inception the atelier has been involved with wide variety range of work, from tourism complexes, private
houses, mass housing projects, retirements homes, sport complexes, urban and city plannings, master plans and

zoning plans, shepping centers, sanateriums to office, cultural and civic buildings.

Ersen Garsel continues his work with his team in Moda Istanbul.

Figure 5.23 : Giirsel’s profile presentation on his website®’

On his website (Figure 5.24), he presents his works under three main titles. That shows
his architectural practices are on various scales. The visual presentation of each of his
projects is according to the necessity of the project. That is, the same presentation

fragments do not exist and vary.

37 The figure is abstracted from the link: https://epamimarlik.com/en/hakkimizda/profil/
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Figure 5.24 : Giirsel’s projects’ photographs on his website®

Moreover, when his website is examined, various sketches can be found. One of them
is evaluated within the framework of visual representations, and Giirsel's sketch of
Atatiirk and the Revolution Monument in METU is presented in Figure 5.25. In the
sketch, the monument is presented concerning the topography. This sketch with
contrast is presented in a simple language like the representation of his image.

Figure 5.25 : A Sketch of Atatiirk and the Revolution Monument®

38 The Figure is abstracted from the link: https://epamimarlik.com/en/projeler/
39 The Figure is abstracted from the link: http://epamimarlik.com/en/proje/ataturk-ve-devrimler-aniti/
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5.2.4.2 Fragments of verbal and spatial representation

Ersen Girsel states that his design practice progresses in two main headings.®® The
first is “Projects Produced in the Public Space at the Urban Context Scale”, and the
second one is the “Architectural Design Scale in Spaces”. In addition, Ersen Giirsel is
one of the rare architects who defines his architecture with periods and defines the
breakdowns and sub-breaks of these periods. Expressing that his architectural practice
consists of four phases. Ersen Giirsel says that the first phase took place between the
years 1962 to69 and that this period was also the years when he took place as an
instructor at the State Academy of Fine Arts, Department of Urbanism. He argues that
this period is an experimental period when he made excursions and gained experience
in the fields of urban planning and architecture. One of the reasons for the
experimentalism of this period is that he made one year of research in Spain with the
Spanish Governmental Scholarship in 1967-68, and in 1968 he traveled all the
Mediterranean coasts in Turkey while documenting with photographs. During this
period, there are the Atatiirk and the Revolution Monument and various workshops
that he designed in 1966 with the sculptor Ferit Ozsen and the architect Engin Omacan
at the Middle East Technical University. Today, the statue located at the Eskisehir
Boulevard Entrance of METU (A1 Entrance) has become the symbol of METU due
to its monumental value. It is the destination of graduation ceremonies. Ersen Giirsel
mentioned that he was surprised about a monumental sculpture that has such a
symbolic value and has turned into one of the indispensable fragments of this
university. He describes this work as a "concrete achievement™. The basic orientations
of his architecture were shaped in this period. Gizem Albayrak, who can follow the
traces of this period in later periods, defines the relationship between Ersen Giirsel's

first period and later periods as follows:

The Academic education in Ersen Giirsel's period is based on a system that blends

architecture with urbanism. This education gives a certain mental position, which can be seen

40 Mimar Sinan Giizel Sanatlar Universitesi’nde Cité de I'architecture et du patrimoine sahipliginde
2019’da diizenlenen “Global Award for Sustainable Architecture” baglikli konferansta Ersen Giirsel’in
konusmasi referans olarak alinmustir.

Video’ nun bagligi: 06. Prof. Ersen Giirsel, Mimar Sinan Fine Arts University, Istanbul, Turkey. EN
Video’nun linki: https://www.youtube.com/watch?v=YutDv88U3jw
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in his early projects. The EPA Architects* group adopted modular thinking in its early
planning and architectural work. The second is always a matter of thinking in terms of
parameters. This first period appears in competition projects, first in Side, then Aktur.
Although Aktur projects can be examined in terms of the relationship with the local climate,
interpretation of the local texture, and architectural language, it is modular thinking in terms
of the settlement.
The second phase consists mainly of Urban Planning Studies between 1969 and86.
The reason for the progress of architectural practice in these years in line with the
urban scale is the main refraction of this period and the following years. Summer
House Complexes Aktur Bodrum-Datca, Sultanahmet Pedestrianization Project,
Master Plan of Istanbul- Golden Horn, and Master Plan of Bodrum Bitez-Ortakent are

included in this refraction.

The third period, which he defines as "Belonging-to-a-Land"”, begins with the
Monastery Hotel in Bodrum in 1986. Breakdowns of this period; Ersen Giirsel defined
it as Eucalyptus Hotel, Bodrum, Various Projects in USSR, Hotel Divan Palmira
Tiirkbiikii Bodrum, The Marmara Hotel, Bodrum, and Hotel Queen Ada, Bodrum. The
concept of genius loci is a concept that Afife Batur uses while studying the architecture
of Ersen Giirsel She comprehends his architecture through how he responds to the
spirit of the place. The reference to the definition of "Belonging to the Land" is Afife
Batur's explanation of Ersen Giirsel's understanding of Architecture. Ersen Giirsel's
statements about the breakdown that led to the start of his third term, which he defined

as "Belonging-to-a-Land", are given below:

Analyzing inputs such as climate, vegetation, topographic structure, and historical
environment in different geographies can give designers unique clues. For me, everything
exists in nature, there is no need for alienation. Being “as if it has been there for a long time”
responds to a timeless definition of architecture. An anecdote: The Monastery Hotel was
built. We are waiting for users' impressions. When a journalist went to Bodrum, he would sit
in the shade of the 300-year-old pine tree on that land and watch Bodrum Castle on the
opposite shore over the Aegean Sea. When he went back to Bodrum after the hotel was built,
he smoked his cigarette again under the same tree and did not find the structures around the
tree strange at all. There was an article on it, it was an article that made me incredibly happy.

This is what | want to achieve as an architect.

“' EPA Architects and Urban Planning Atelier was founded by Ersen Giirsel, Nihat Giiner and Mehmet
Cubuk in Istanbul, after winning the first award in ” Urban Planning of Side Ancient Site” competition,
in 1969.
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Accordingly, the main fragment that Ersen Giirsel acquired in his design practice can
be defined based on these sentences.

Figure 5.26 : Photographs of Monastery Hotel. (Photographs are by Atahan
Atabek)

Figure 5.27 : A Photo of Monastery Hotel. #?

It can be said that the third period includes the reflections on the Mediterranean
excursion in 1968. By the reflections of observations from the Mediterranean
geography, such as the use of color while creating a contemporary architectural
language, it can be observed what the light leaking from the surfaces offers to the user
inside. Accordingly, the clues that these fragments have turned into Ersen Giirsel’s

architecture are presented below with photographs.

42 Abstracted from the link: https://www.arkitera.com/soylesi/ayni-agacin-golgesinde-oturmus-yeni-
olusan-yapilari-hic-yadirgamamis-iste-ben-bunun-pesindeyim/
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Figure 5.28 : Summer House Complexes Aktur Figure 5.29 : Monastry Hotel, Bodrum.
Bodrum.

F’l\. U EF A DB A,

Figure 5.30 : The Marmara Hotel, Bodrum. Figure 5.31 : Okaliptus Hotel, Bodrum.

||||||

Figure 5.32 : Hotel Queen Ada, Bodrum. Figure 5.33 : Park Kaloma Houses,
Bodrum.

The fourth phase started in 2002 and today and is defined as Architectural Works and
Urban Design Works / Modernism to Modernity Re-production of Urban Spaces. The
breaking points of this period, started with the main project as Izmir Konak Square,
Istanbul Over Again 1, An Open Call to The Citizens and Local Government of
Istanbul, Restoration of Moonlight Monastery, Urban Integration Planning of The
Bodrum Coastline, Lara Hotel Antalya, Sunwing Resort Hotel Side Antalya,

Kastamonu Nasrullah Mosque Square Urban Design Project and Reconstruction of

4 Figure 5.28, 529, 5.30, 531, 532 and 533 are abstracted from the link:
https://epamimarlik.com/en/projeler/
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Ayvalik Kirlenen Former Olive Oil Factory into a Social Complex. This period is the
period of reproduction. Ersen Giirsel stated that the reproduction of public spaces is a
very exciting work area in his architectural life. Ersen Giirsel, argues that architects
should know that the discourses defended are responsible for producing their
counterparts in the physical environment They argue that the contextual relationship
established by the series of buildings with the natural, physical, and cultural

environment is the focus. Table 5.3 presents the phases and his works in the practical

dareas.
Table 5.3. The Phases of Ersen Giirsel Architectural Practice
Phases Warks Excursions | Urban Planning | Architecture | Urban Design
State Academy of Fine Arts/
Assistant at Faculty of Urban
Planning + |+ +
Phase 1: (1962-69) Education, Excursion and Design,
Experirmnfs "Seience Tree" Monument /
Widdle East Technical University |+ |+ +
Excursion / Spain + |+ |+
Warkshops + |+ +
Urban Planning of Antalya Side
Taristic Sites + |+ [+
SummerHouse Complexes
Aktur Bodrum-Datea + ]+ |+ + |+ |+
Sultanahmet Pedestrianzation
Phase 2: (1969-86) Urban Phinnng Wotks Project .
Waster Plan of Istanbul- Golden
Hom + |+
Iaster Plan of Bodrum Bitez-
Ortakent + |+
Monastry Hotel, Bodrum b
Okalptis Hotel, Bodrum + [+ |+
Phase 3: (1986-2002) Archtzchural Works / Re-thirk g Various Projects n USSR + F
"Belongtig-to-a-Lard" Hotel Dwvan Palrra Tirkb i
Bodnim + |+ |+
The Marrrara Hotel Bodrum + v |+
Hotel Queen Ada, Bodnum + v |+
Urban Design of lzmir Konak
Sguare + + |+ |+
istanbul Over Agsin 1, AnOpen
Call To The Gtizens and Local
Governm ent of {stanbul + + |+
Restoration of Moonlight
Dhase 4: (2002-2020) Architecral Works and Urban  [/onastery ¥l i
Design Works / Modernsm to Modemnty Re-production Urban Ertegration Planningof
The Bodrum Coastline + I C
of Urban Spaces
Lara Hotel Antalya + & |+
SunwingResort Hotel Side
Antalya + |+
Kastamanu Masrull sh Mosque
Square Urban Design Project + +
Reconstruction of Ayvalik
Kirlangg Farmer Clive Gil
Factory into aSocial Complex + + [+ |+
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5.2.4.3 Discussion

Sinan Award-winning Architects Program of the Chamber of Architects, Ersen Giirsel
Exhibition includes various fragments when evaluated within the scope of this thesis.
The exhibition can be evaluated not only as the presentation of the images he produces,
but also as the representation of Ersen Giirsel's practices, thoughts, and experiences.
The phenomenological representation defined within the scope of this thesis is this
exhibition (Figure 5.34). The exhibition presents the perceived fragments of the
architect about the architect. Adhering to these sentences, it can be said that this
exhibition is also a structure and was established with the actual and intellectual
fragments of the architect.

Figure 5.34 : A Photograph of The Exhibition. (Photograph by Gizem Albayrak). 4

As aresult, it can be argued that Ersen Giirsel is an architect who is an advocate of and
approaches with responsibility toward both the natural environment and the city by
taking part in every scale and discipline of architecture rather than the art of building.
Besides, Ersen Giirsel defines his image and architecture, he defines it with his
projects. For him, there are various phases in his design process. Beyond this, the
phases affect his image. In addition, it was stated in the jury text that it respects nature

and the built environment, is determined and consistent, and attaches importance to

4 Abstracted from the link: https://www.arkitera.com/soylesi/ayni-agacin-golgesinde-oturmus-yeni-
olusan-yapilari-hic-yadirgamamis-iste-ben-bunun-pesindeyim/
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professional ethics. These fragments overlap with the fragments of the representations.
Besides, Ersen Giirsel, who is the architect image created by the award, is an architect
with a wide variety of practices, showing up at different scales in design practice, and

contributing to the cultural medium, as well as his humble and self-consistent.

5.2.5 Erkut Sahinbas, 2012

The Chamber of Architects awarded Erkut Sahinbag* (1936) the Mimar Sinan Grand
Award in 2012 at the 13th National Architecture Exhibition and Awards. The jury
members were Ercan Agirbas, Zeynep Ahunbay, Alisan Cirakoglu, and C.Abdi Giizer,

Below is the jury’s explanation of why they awarded him:

“To Erkut Sahinbas, multidimensional contribution to architectural profession with his
architectural products, education as well as non-governmental organizations; who has
successfully represented Turkish architecture in the international arena in different
geographies; with nice and meticulous personality to set an example for the generations that
come after him.” (Mimar Sinan Biiyiik Odiilii, 2012). %6

The text describes how the jury evaluates Erkut Sahinbas. The jury's assessment of
Erkut Sahinbas as an architect worthy of this award revealed some significant
fragments of his perceived image. They mention that he is active in many fields of
architectural practice. With his modest personality and understanding of quality, he is
also a teacher and an inspiration for young architects. His works have been recognized

around the world.

5.2.5.1 Fragments of visual representation

Throughout his career, Erkut Sahinbas produced quality maquettes of his designs. The
following figures are of some of the example models on display at the Mimar Sinan
Grand Award Exhibition.

4% The link of the rhizomatic map created within the scope of this thesis is given below:
https://graphcommons.com/graphs/cb9cf805-1598-4dee-a985-26d8a0aeb4ae

% The jury text is presented at the website of Mimarlar Odasi Ulusal Mimarlik Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 2012) in Turkish, and it can be found the Turkish text below:

"Gerek mimarlik alanindaki uygulamalari, gerek egitimci kisiligi ve sivil toplum o&rgiitlerindeki
katkilar1 ile mimarlik ortamina ¢ok boyutlu katki saglayan, uluslararasi ortamda ve farkli cografyalarda
gergeklestirdigi projelerle Tiirkiye mimarligini basarili bicimde temsil eden, miitevazi kisiligi ve titiz
kalite anlayis1 ile kendisinden sonra gelen kusaklara 6rnek olan, sergi ve yayinlarla uygulamalarini ve
diisiincelerini mimarlik ortamu ile paylasan, Sayin ERKUT SAHINBAS'a Mimar Sinan Biiyiik Odiilii
verilmigtir."
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Magquette photos, taken from a bird's eye view and a high point of view, clearly show
the relationships and proportions between the masses in a structure. The well-balanced
composition of masses based on geometric shapes and clean, sharp lines separating
them, and the excellent craftsmanship in the manufacture of models stand out. In these
maquettes, Sahinbas's sound understanding of quality, which was emphasized in the
jury text, is evident. The meticulous preferences in materials, workmanship, and

details of the models demonstrate his perfectionism.

Figure 5.35 : The model of KTU Sport Figure  5.36: The model of

Center*’ Dogramacizade Ali Sami Pasa Mosque*®

Figure 5.37 : The model of the Paradise Figure 5.38. : The model of Sabiha
Hotel* Gokeen Airport™

47 Abstracted from the link: https://www.erkutsahinbasmimarlik.com/maketler?lightbox=image_183q
48 Abstracted from the link: https://www.erkutsahinbasmimarlik.com/maketler?lightbox=image_183q
49 Abstracted from the link: https://www.erkutsahinbasmimarlik.com/maketler?lightbox=image _183q
50 Abstracted from the link: https://www.erkutsahinbasmimarlik.com/maketler?lightbox=image_183q
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5.2.5.2 Fragments of verbal representation

Arguing that one cannot become an architect suddenly, Sahinbas states that experience

is important.

This accumulation of experiences can be compared to fragments floating in chaos.
Seeing a lot and living a lot reinforces this chaos. For Erkut Sahinbas, inputs such as
culture, art, social and economic dimensions constitute the accumulation. In this
context, the architect defines his image as presented below:
“Architects are people who can choose the good and the bad, understand aesthetic values,
know the importance of art, and most importantly activate their imagination.” (Sahinbas,
2015).
In addition, he states that he felt that he became an architect only after the age of 60.
At the same time, he states that architecture has many inputs such as culture, art, and
social and economic dimensions. These definitions are close to the aims of the Mimar
Sinan Award. Erkut Sahinbas is an architect who has spent many years in architecture

and produced in many disciplines of architecture.

5.2.5.3 Fragments of spatial representation

As part of the Mimar Sinan Award Program, the title of the Erkut Sahinbag exhibition
was "Adventure with Light: Erkut Sahinbas Architecture."

First, architect Erkut Sahinbas was born in Istanbul in 1936. Jakko Kaikkonen and
J.0.Spreckhelsen, who are the academicians at METU, triggered his interest in
Scandinavian Architecture. In 1960 at Ahti Korhonen-Eric Krakstorm (Helsinki)
Architectural Office; After his graduation, he worked in Halldor Gunlogsson-
JornNielsen (Copenhagen) Architecture Office between 1961-1965. In the same
period, he took architectural design courses as an assistant to Professor Jorgen Bo for
1 year (1965) at the Royal Danish Academy, where he received his master’s degree in
1964. Erkut Sahinbas, who shaped his design practice with the influence of
Scandinavian architecture, has made much research about "light" (Sahinbag, 2015).
He is aware of how important the absence of light is besides using its presence.
Regarding this, “Sometimes, even an ordinary building can be perceived differently
with its light design. Not all lights are of the same quality. For this reason, it is
necessary to pay attention to the quality of the light to be used in architecture. Of
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course, adding meaning to the structure is not only about good light, but also using
shadow as a motif.” (Sahinbag, 2015). Erkut Sahinbas, who argues that light enables
people to redefine their environment, also states that this is a phenomenon level. In
other words, the perception of the invisible occurs through light. The fact that he used
light as a design parameter is the distinguishing feature of Sahinbasg's buildings, the

spaces he established, and the atmosphere.

Erkut Sahinbas, drawing attention to the relationship that Finnish architect Juhani
Pallasmaa established with architecture and light, evaluated this sensitivity in all
geographies. After obtaining the light sensitivity of Scandinavian countries, Erkut
Sahinbas also examined striking examples of exceptionally large volumes, such as the
temples in Luxor and Karnak, and the Pantheon in Rome. These examinations/parts
have also turned into a physical structure in design practices. For example, structures
such as Karadeniz Technical University Sports Campus (Figure 5.39), Murat Tokcan
House (Figure 5.40), Bilkent University Central Library (Figure 5.41) are “light”-

oriented structures and contain fragmented relations between each other.

Figure 5.39 : Karadeniz Technical University Sport Center, Trabzon®!

51 Cengizkan, M. (Editor). (2015) Isigin Pesinde Bir Mimar: Erkut Sahinbas, Ankara, Mimarlar Odasi
Yaymevi. The reference of figures 6.4.5.2, 6.4.5.3, 6.4.5.4, 6.4.5.5 is Isigin Pesinde Bir Mimar: Erkut
Sahinbas
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Figure 541 : Bilkent University
Library, Bilkent / Ankara, 1995

Figure 5.40 : Murat Tokcan House,
Marmaris / Mugla, 1985

5.2.4.1.Discussion

As a result, it is possible to follow the actual and intellectual fragments of Erkut
Sahinbas with rhizomatic mapping. His interest in Scandinavian culture, which is one
of the fragments that directly affected his practice, can be observed from the first steps
in his design practice to the last steps. This culture nourishes the rhizomatic bond of
its relationship with light. In addition, as stated in the jury text, it represents Turkish
architecture in an international environment. This fragment mentioned in the text of
the jury is crucial for the image of the architect that the award wants to establish. The
relationship with light, which is one of the most important fragments of Sahinbas, was
not specified in the jury's text but was obtained through representational studies. While
defining his architectural image, the architect presents the light as a fragment of it. It
is also possible to say that this is a phenomenological fragment. Because of his
education, it is possible to come across Scandinavian architecture fragments in his

images.
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5.2.6 Mehmet Konuralp, 2010

Mehmet Konuralp®? (1939) was awarded the Mimar Sinan Grand Award in 2010 by
the jury members, Dogan Tekeli, Bogaghan Diindaralp, Namik Giinay Erkal, Nevzat
[lhan, Hiiseyin Kahvecioglu. The 2010 jury text is about the contribution of Mehmet
Konuralp to architectural practices and defining the diversity in architectural practices.
The jury text explains the reason for the Mehmet Konuralp’s award as follows:
“To Mehmet Konuralp, from the begining of early years of professional life with qualified
and unique structures to take a rightful and respected place in architectural area, who
represent our country in the international area with his unique structures; almost all of his
works have been widely published, and his works, professional speeches, writings, and

practices do not compromise the high quality he seeks, and who set an example for the

generations that come after him...” (Mimar Sinan Biiyiik Odiilii, 2010). 5

From the jury text, one can see important aspects of Mehmet Konuralp's practice that
led him to receive this award. The jury indicates that he is not only designing but also
producing actively in other fields of architecture. His productions are qualified and
original. Finally, it is one of the important fragments for Konuralp that he took place

in the international architectural environment.

5.2.6.1 Fragments of visual representation

Before presenting his visual representations, giving information about the architecture
school he attended and his relations there will help to understand his representations.
Konuralp studied architecture at the Architectural Association School of Architecture
in London between 1960 and 1965. Mehmet Konuralp's AA years are described as
"Fragments™ in the Architects' Chamber of Architects Series-V Book. Konuralp has a
geometrical design approach. Fragments of that are presented in the book through

Mehmet Konuralp's school projects. As can be observed through his works below, the

%2 The link of the rhizomatic map created within the scope of this thesis is given below:
https://graphcommons.com/graphs/bla24e0a-d068-4546-9fdb-48da56b0f4c2

58 The jury text is presented at the website of Mimarlar Odas1 Ulusal Mimarhk Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 1992) in Turkish, and it can be found the Turkish text below:

“Meslek yasaminin ilk yillarindan baslayarak gerceklestirdigi nitelikli ve 6zgiin yapilar1 ile mimarlik
ortamimizda hakli ve saygm bir yer edinmesi; 6zgiin yapilartyla uluslararast mimarlik ortaminda
ilkemizi temsil etmesi; hemen hemen tiim yapilar1 genis olgiide yayimlanan ve yapilari, mesleki
konusmalar1, yazilart1 ve uygulamalarinda aradigi yiiksek kaliteden taviz vermeyen kisiligi ile
kendisinden sonra gelen kusaklara 6rnek olmasi nedeniyle...
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geometric approach has evolved from year to year. It is possible to come across
fragments of this approach in later practices. In his first year, Mehmet Konuralp started
to use geometric forms within the scope of the basic design. Afterwards, it was
observed that the assembly of these forms was more developed, but they turned into

architectural representations.

Figure 5.42 : Light Box, AA, 1st Year, Figure 5.43 : Beach House, AA, 1st Year,
1960 1961

Figure 5.44 : Aylesham Medical Clinic, AA, 2nd Year, 1962

Figure 5.45 : Mermaid Theatre, AA, 4th Year, 1964
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Peter Cook is one of the professors that Konuralp was most influenced by, both
periodically and personally. In addition to being influenced, he played a major role in
shaping Konuralp’s architecture.> Brutalism is one of the fragments of his
architectural practice shaped by the AA. Peter Cook, one of Mehmet Konuralp's tutors
in AA, defines the mega-structure movement as the natural extension of Brutalism
between 1960-and 70 and created Archigram. The relationship between Peter Cook's
Plug-in city drawings (1964) (Figure 5.47) and a model photograph of the Fenerbahge
Entertainment Facilities Project shown below (Figure 5.46) is fascinating in this

regard. It can be said that visual representations are presented in similar languages.

Figure 5.46 : Representation of Figure 5.47 : Plug-in City, Peter Cook,
Fenerbahg¢e Entertainment Facilities 1964.%¢
Project®

The same geometric approach is available at Macka Art Gallery. The importance of
this gallery is not only the fragments captured through the mentioned geometry but
also its representational potentials. Exhibiting space within space also constitutes an
example of perception forms that was discussed in the theoretical part of this thesis. In
the image below, Mehmet Konuralp presented the visual representation of the space

%% Mehmet Konuralp mentioned about that at Mehmet Konuralp | Aykut Koksal ile Mimarlik Soylesileri

| 9. Boliim and abstracted from the link: https://www.youtube.com/watch?v=XICbLsqBrII.

% Abstracted from: (Konuralp, M., Giingoren, E. (2012). Mehmet Konuralp, Mimarlar Odast Yaynlar:
Mimarliga Emek Verenler Dizisi, no:5, Ankara.).

% Abstracted from the link: https://www.archdaily.com/399329/ad-classics-the-plug-in-city-peter-
cook-archigram
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(Figure 5.48). Using the figure-ground relationship, geometric fragments of the gallery
are presented.

Figure 5.48.: Magka Art Gallery, Representation of Magka Art Gallery and
Architect Mehmet Konuralp®

5.2.6.2 Fragments of verbal representation

Mehmet Konuralp describes his image in a letter he wrote to Behruz Cinici. This

definition provides a good example of verbal representation and is presented below:

e I received formations such as Ottoman culture, etiquette, music, manners, morals, style,

respect, historical awareness, professional honesty from my family.

e | learned responsibility, sensitivity, curiosity, professional ethics, and honesty from the
British.

e | learned the love of nature and people, friendship, and humility from Norway.
e | learned philosophy and Nietzsche in Germany.

e In ltaly, I learned about elegance and the flavors that should be included in life.
e | learned to look after the pure souls of barefoot people in India.

e In China, | learned the most important of creativity, namely the fourth dimension, the concept

of time-space.”

While Mehmet Konuralp presented both his image and his architectural practice, he

conveyed the influence of the whole world, not just one geography. In other words,

57 Abstracted from the link: https://www.mimarizm.com/haberler/soylesi/konuralp-in-bilincaltindaki-
macka-sanat-galerisi_127744
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the practice of architecture was established on a multicultural basis. Expressing that
architectural practice can be very diverse, Mehmet Konuralp describes this situation
with a metaphorical image; He tells it through “per sonare”. He states that this word is
the masks used by the theater actors and that each mask represents a role. He states
that the architect also has many masks and has many roles in many practices, not just
building practices.

5.2.6.3 Fragments of spatial representation

In Konuralp’s architecture, there is an internal program behind the appearance, a
narrative design, and a story that is the “core of meaning” behind (inan, 2011). Afife
Batur contends that all his designs come from a world full of metaphors. For instance,
the “claustrophobia” metaphor that guides the Fenerbahce Entertainment Site project,
the “troglodytic” (cave) metaphor in the Sevim Butik project, “vertebra” metaphor in
the Cerkezkoy Textile Factory (Koyuncu, 2011). Similarly, the sunken courtyard in
Macka Art Gallery refers to the “womb” metaphor (Eroyan, 2016). While these words
present the verbal representation of the spaces, they also structure the spaces and
transfer to the spatial representations. Batur states he adopts fundamental geometric
fragments and assimilates technology, which will touch on the design diversity and
details revealed through metaphors (Koyuncu, 2011). These fragmental metaphors
mentioned are transformed into the spatial structure. In the fourth level, these
metaphors are hidden and presented to the audience spatially by using geometry

masterly.

His cooperation with Sabah Newspaper will put the geometrical inputs in his
architecture to the forefront. For example, Sabah Newspaper Building in Ikitelli and
Nisantas1 ATV-Sabah Building have modular plans, and there is a linear design on the
facades. It is possible to find traces/fragments of a plain language.

68



Figure 5.49 : Sabah Newspaper Building in Ikitelli®®

Afife Batur discusses Sevim Boutique and Macka Art Gallery together. Because these
two interior designs contain contrasts between them, Macka Art Gallery (Figure 5.50)
is in the basement. The ground floor was excavated, and the basement was associated
with the outdoors. At the same time, landscape design is also a welcome area as a
fragment of the interior. But the striking point is again a striking geometric approach.
Besides, the interior is lined with white tiles. In contrast to this, the entire place is
covered with black tiles in Sevim Butik (Figure 5.51). Both interior designs contain
geometric fragments. At the same time, there is only one dominant color in the spaces.

This reveals the geometric approach more clearly.

Figure 5.50 : Macgka Art Gallery®® Figure 5.51 : Sevim Butik

%8 Abstracted from the link: https://www.arkiv.com.tr/proje/sabah-gazetesi-medya-plaza-tesisleri-
ikitelli/7686

59 Abstracted from the link: http://www.arkiv.com.tr/proje/macka-sanat-galerisi/6799
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5.2.6.4 Discussion

Mehmet Konuralp's architecture fragments can be traced from his first steps into
architecture to his last works. In addition, the fragments in the jury text are proof that
Mehmet Konuralp both attaches importance to the quality of practice and that he exists
in many areas of practice. This is also mentioned in the image of the award. It has been
observed that the levels of representation are presented clearly in Mehmet Konuralp's
research. The most important example of this is Magka Art Gallery and its
representations. Within the scope of this thesis, the definition of the representation

relationship was evaluated for the second time over this project and its visual images.

5.2.7 Ziya Tanali, 2008

The Chamber of Architects awarded Ziya Tanah® (1943-2018) the Mimar Sinan
Grand Award in 2008 at the 11th National Architecture Exhibition and Awards. The
jury members were Atilla Yiicel, Abdi Giizer, Tilin Hadi, Cengiz Kabaoglu, Ugur
Tarhan. Below is the jury’s explanation of why they awarded him:

“To Ziya Tanali, in addition to his multidimensional contribution to the profession of
architecture as an architect, educator, critic, writer, and executive, his uncompromising
attitude towards the quality of architectural products throughout his professional life, his
contributions to the establishment of the critical culture of architecture, the richness of
background thought, fine detail quality, was unanimously awarded the Grand Award (Sinan
Award) for his determined attitude that prioritizes the richness achieved through a simple

architectural language.” (Mimar Sinan Biiyiik Odiilii, 2008). 6
By providing this explanation, the jury constructs an image of Ziya Tanali as an
architect. As we discussed in the theoretical part of this study, this image perceived
and drawn by the jury is a structured image of an architect who is deserving of the
Mimar Sinan award. This structure consists of the fragments that make up that image

80 The link of the rhizomatic map created within the scope of this thesis is given below:
https://graphcommons.com/graphs/Ob759cc8-8c0e-4a7e-a57d-05¢712bad521

61 The jury text is presented at the website of Mimarlar Odas1 Ulusal Mimarlik Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 2020) in Turkish, and it can be found the Turkish text below:
“Mimarlik meslegine mimar, egitimci, elestirmen, yazar, yonetici olarak yaptig1 ¢ok boyutlu katkinin
yanisira, meslek hayati siiresince gerek mimarlik iiriiniiniin kalitesine yonelik siirdiirdiigii taviz vermez
tutum, gerekse mimarligin elestirel kiiltiiriiniin yerlesmesine katkilari, yapitlarinin barindirdig: arka plan
diisiince zenginligi, ince ayrinti kalitesi, yalin bir mimari dil ile ulasilan zenginligi 6ncelikli kilan kararh
tutumu nedeniyle oybirligi ile, Saymn ZI'YA TANALI’ya BUYUK ODUL (SINAN ODULU) verilmistir
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(structure) and fragments of the perceived image of Ziya Tanali. Tanali is an architect,
critic, writer, and educator. Over the long course of his career, his productions in
various fields of architecture flourished together and were interconnected by forming

the structure of his image.

For this reason, in this thesis, especially in the focus on the practice of criticism, which
is the source of this attitude, Ziya Tanali's research will focus on the relations he

establishes with himself and others, rather than a holistic attitude.

5.2.7.1 Fragments of visual representation

Ziya Tanal1 produced paintings, sketches, sculptures, and photographs of their works
and other subjects that he was interested. Ziya Tanali took these photographs to think
and represent architectural concepts or ideas that led to designs. For this purpose, he

used them in his classes.®?

For example, he took the photograph (Figure 5.52) in Copenhagen where he started
his career. He used this photograph to explain the concept of “sensitivity.” There are
many photographs, sketches, paintings, and sculptures that he was coded for a
definition of design. Consequently, he presented the examples which are the fragments

of his image of good architecture.

Figure 5.52 : A Garden wall from Ziya Tanali's cadraj, Copenhagen, 1966%

62 Ziya Tanali presented his fragments as visuals in his lectures at Cankaya University. The author took
his lectures between the years 2012-2015 and these are the notes from those lectures.

8 This image is an image that Ziya Tanal1 uses to describe "simplicity" in many of his publications,
presentations, and lectures.
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According to Tanali, reaching the simplest design solution is the goal, but

accomplishing it is not an easy task.

Figure 5.53 is an abstract painting of a cat by him. He used this sketch to explain how
to create simple to his students.

Figure 5.53 : A Sketch Cat (Tanal1)®

Abstraction is the main characteristic of his drawings. His sketches show his quest for
simplicity in design. The sketch below (Figure 5.54) demonstrates that he uses a

contrast of black and white lines of varying thicknesses to present his ideas most
abstractly and simply possible.

Figure 5.54 : Ankara University Faculty of Agriculture, Department of
Horticulture Building, Ankara, 1967-72. %

5.2.7.2 Fragments of verbal representation

Regarding originality, Ziya Tanal1 describes his products and his architectural image
in his book “Sevgili Diistinceler” (2002) in the following words:

64 This image is an image that Ziya Tanal1 uses to describe "simplicity" in many of his publications,
presentations, and lectures.

8 Abstracted from the link: http://mo.org.tr/ulusalsergi/index.cfm?sayfa=BO-Ziya-Tanali-yapit
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“I spent almost the first half of my life trying not to be like anyone else. In the second half, I
tried to be like everyone else. It took me a long time to realize that | couldn't do both...

Finally, I started to understand what it means to be myself...”

While authenticity can be defined as the right, genuine and sincere nature of the person
to self-deceit, Ziya Tanal1, one of the most important Turkish modernist architects, can
describe this word as; “...everyone knows what I think what I am, they suppose they
know, | actually want them to know. | say this to get real. Not for them, for myself,
for the meaning of life...” (Tanali, 2002). In addition, he says that the only thing we
know about is that the objects we know are not real, we can reach reality with our
experiences while we are walking down the road. But how can it be decided that the
genuine one is genuine? Is this a feeling, an experience, or someone else's experience?
Looking at what has been done before us is a great reference, and according to Ziya
Tanal1, that is exactly what masters do. "If you look at the things that have reached
you, you find that they have things in common, you understand." (Tanali, 2002).
Beyond what appears to be seen, it is also defined as “a threshold, an intermediate
color within the continuity of life, but only when it is exceeded. Other than that,
mentioned herein authenticity popular ones that others have done beyond emulation,
which also makes everyone like their own, an effort to make its way, in fact, it requires
courage (Tanali, 2002). In addition to this, there is also the fact that being authentic.
We may say that; the essence of the authentic is “Either exist as you are, or be as you
look” (Mevlana, 1207-1273). Tanal1 explained that; “There are conditions of being the
right person; it seems to be there, to be as you seem. Because you behave and stay as
you are desired. Do not try to look different, do not prophesy, not being wangler.
Superman is not always expected to be a Superman, so occasionally it's a pretty clumsy
Clark Kent” (Tanal1, 2002).

5.2.7.3 Fragments of spatial representation

When the architectural practice of Ziya Tanali is examined, it is possible to catch a
similar relationship as he mentioned. Abdi Giizer, in Sinan Award-Winning Architects
Program evaluated Tanali's architecture under four main headings within the scope of
Ziya Tanali and his Architecture. These are context, time, language, and design

concepts.
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Ziya Tanali stated that "You will take the elements that make up a building and
simplify it, filter it, remove everything unnecessary, and then arrange how the
remaining elements will live together.” His expression is represented in his structures
as an inexhaustible modernist. For example, Elazig University (Figure 5.55), Sayistay

Building (Figure 5.56), and Department of Horticulture Building both present us as

the embodiment of this discourse.

Figure 5.55 : Elazig University, 1972-77.%  Figure 5.56 : Sayistay, Ankara, 1990-99. ¢

Perhaps one of the buildings that best defines Ziya Tanali’s architecture is Kizildel
House (Figure 5.57). A valuable structure that shows how the building can fit the place
with the use of clarity and simplicity: The Kizildel House, designed by Tanali with
Ragip Bulug¢ and Ercan Yener, was built in Bodrum in 1976. This structure, which
uses fragments of Mediterranean architecture by analyzing them well, is one of the

examples of the concept of belonging to the place.

Figure 5.57: Kizildel House, Bodrum / Mugla, 1976. ¢

% Abstracted from the link: http://mo.org.tr/ulusalsergi/index.cfm?sayfa=BO-Ziya-Tanali-yapit
57 Abstracted from the link: http://mo.org.tr/ulusalsergi/index.cfm?sayfa=BO-Ziya-Tanali-yapit
8 Abstracted from the link: https://www.arkiv.com.tr/galeri/detay/97377/1/Proje/2640
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5.2.7.4 Discussion

The Fragments of Ziya Tanali’s representations present more architectural practice
productions and the orientation of architectural practice as a result of
phenomenological or collaboration relations as an image. One of the main data
obtained from the mapping study research is the culture of criticism, which is one of
the prominent words in the jury text. In addition to all the practices he took part in, the
practice of architectural criticism brought him to the fore. Because the culture of
criticism is the most missing part of Turkish architecture. Ziya Tanali, who has
contributed a lot in this field, also has a unique style of discussion. His involvement in
many practices and his commitment to art make him richer in this regard. His codes
for a definition of design acquired from each practice in a phenomenological way, he
structures them through different practices in his expressions and presentations. This

makes the imaginary rhizomatic bonds visible.

5.2.8 Hamdi Sensoy, 2006

At the 10th National Architecture Exhibition and Awards in 2006, Hamdi Sensoy
(1925-2018) was received the Mimar Sinan Grand Award. The jury members
were Mehmet Konuralp, Giinkut Akin, Cengiz Kabaoglu, Hiiseyin Kahvecioglu and

Yildirim Yavuz. The jury's explanation for the award is as follows:

“To Hamdi Sensoy, as an education profession in Academy for many years, combined his
architectural identity, never give up to research the results of natural formations on
architectural design; to use his qualified structural solutions of details with scientific and
logical knowledge, to bring different perspectives to architectural design with his intuitions
and observations about natural and artificial structures, known as a master architect with his
elegant personality as well as meticuluous and patient researcher.” (Mimar Sinan Biiyiik
Odiilii, 2006). ¢°

% The jury text is presented at the website of Mimarlar Odas1 Ulusal Mimarhk Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 2006) in Turkish, and it can be found the Turkish text below:

“Uzun yillar Akademi’de siirdiirdiigii egitmen kimligini, titiz bir uygulamaci mimar kimligi ile
birlestiren; yasami boyunca dogal olusumlar izleyerek mimari tasarimda kanitlayabilecegi sonuglar
iizerindeki arayisindan kopmayan; bilimsel ve mantiksal birikimini, 6zellikle yapisal ve striiktiirel detay
¢oziimlerinde nitelikli bicimde kullanan; dogal ve yapay striiktiirlere kars1 iligkin sorgulayici sezgi ve
gozlemleriyle yapilanmaya farkli bir boyut kazandirmaya caligsan; titiz ve sabirli bir arastirmaci
kimliginin yanisira zarif kisiligi ile tanian usta mimar, Saym HAMDI SENSOY’a”
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Regarding the jury text, they described his architectural practices and fragments. In
particular, they emphasize Hamdi Sensoy's contributions to the different fields of
architecture as a practitioner architect, researcher, and teacher. His structural
knowledge and his meticulous application of this knowledge to structural details were

especially noted by the jury.

5.2.8.1 Fragments of visual representation

The sketches of the Turkish Pavilion in the Brussels Expo 1958, designed by Hamdi
Sensoy, Utarit izgi, Muhlis Tiirkmen, and ilhan Tiiregiin contain some significant
fragments of Hamdi Sensoy’s architectural practice. The sketches provided a visually
appealing representation of the modernist building. They are full of details, such as
lighting and human figures in action. They also show the contextual relation between

the building and its environment.

The building was considered a pioneering example of the period. It had an innovative
construction system and dismountable structure with its curtain walls of glass (Banci,
53). The Pavillion became a dazzling display when it was lit up at night. In Figure
5.58, the framed structure of the prismatic blocks and their regularly divided glass
facades are drawn at night with people in the buildings.
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Figure 5.58 : A Sketch of Turkish Pavilion in The Brussels Expo '58.

0 Abstracted from the link: https://archives.saltresearch.org/handle/123456789/83148
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5.2.8.2 Fragments of verbal representation

The effects of Hamdi Sensoy's progress in the field of Building Science can be seen at
every stage. Hamdi Sensoy defined "What is Architecture?" as a presentation text for
a seminar in 1980. In this text, there are definitions of architecture, space, and architect
image (Figure 5.59). Hamdi Sensoy stated that an architect should know for whom and
how a building will be built. Since he is a lecturer in Building Science, his design
practice is also related to this field. Accordingly, he argues that an architect “must be
aware of the regional conditions, traditions and socio-economic structure of the society
and be familiar with local materials”. Hamdi Sensoy's definition of the architect's

image is a kind of definition of his image.

WHAT IS ARCHITECTURE ? Prof. iamdi SENSOY

Architecture is an assenbly of spac=s foried by the entire func-
tions of living in relationship with present conditions,

Spiice con be defined as the environment orcsurized us to shelter
humen activities according to certain aims. Consoquently, the
architect is the person who creutes spuces by organizing envi-
ronment,

In architecture space is produced inwurds to outwards and it is
reflected exteriorly by integruting with « stiructure. So, there
can be made no distinction between the interior and exterior of
architecture. frchitecture aims to estublish the unity of the
intorior and the exterior,

A hobitable space can only be gained by creating appropriate
physical and noral circumstinces.

Phe urchitect should know whet, for whom and how to build. He

should oe conscious of the regionul conditions, traditions und
the socio-2conomic structure of the society and familiar with

the matoricls and the means of the building technology.

Architecture is a logical phenomenon which can be experienced
interiorly in accordance with its extexior. It symbolises hu-
man life end it is a treasure of higtoxy and art transfering
civiliration and culture to generatjions.

Figure 5.59 : Hamdi Sensoy's definition of architect's image™.

1 Abstracted from the link: https://archives.saltresearch.org/handle/123456789/88126
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Hamdi Sensoy's definition of architecture is based on functionality and defines it as
the whole of spaces created by the functions of contextual conditions. He defines space
as "the environment organized to accommodate human activities according to certain
purposes™ and states that its production is from the inside out. For this reason, he states
that the concept called architecture is established together with the inner and outer
unity. In addition, he defines architecture as a "logical” phenomenon and states that it

has a heritage value.

5.2.8.3 Fragments of spatial representation

One of the discernable characteristics of Hamdi Sensoy’s architecture is.

Hamdi Sensoy's architecture is characterized by its architectural integrity, formed by
the harmony between space and its structural system. Sensoy believes that developing
architectural practice through master-apprenticeship relationships is essential to
producing with such integrity (Sahinler, 2006). Sedad Hakki Eldem was Sensoy’s
teacher who influenced him. Sedad Hakk: Eldem, one of the most eminent Turkish
architects who also received the Mimar Sinan Great Award, is known for his lifelong
research on historical monuments and traditional vernacular architecture to find new
sources for contemporary Turkish architecture. Eldem refused to adhere to western
architectural styles. Moreover, he rejected the idea of reproducing the details of the
form and decoration of historical architecture with a selective understanding. By using
modern technology, Eldem aimed for solutions to contemporary requirements by

utilizing contemporary design principles and modern construction methods.

A master-apprentice relationship between Sedad Hakki Eldem and Hamdi Sensoy has
led to partnerships occasionally. The General Directorate of Sark Sigorta (Figure 5.60)

is one of the structures that was built during their partnership.
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Figure 5.60 : Sark Sigorta Genel Miidiirligii/Sedad Hakki Eldem,Hamdi
Sensoy (1979-1988). 72

There were many breakdowns in architectural environment, and conditions in Turkey
and in the west at the beginning of the 20th century like the establishment of Sanayi-I
Nefise and the Ecole des Beaux-Arts Tradition, the Mongeri and Vedat Tek period in
the Academy, and the subsequent reform movements in the academy. Hamdi Sensoy
and Utarit Izgi are also directly or indirectly affected by these breakdowns. Sedad
Hakk1 Eldem, Utarit izgi, and Hamdi Sensoy, among the architects who received the
Mimar Sinan Award within the framework of this thesis, intersected at most points, so
they fed each other in every practice and their research. This relationship is also
noticeable in the rhizome mapping study, within the scope of this thesis. These three

headings are intertwined shown in Figure 5.61.

SEDAD HAKKI

Figure 5.61 : The cluster of the relationship between the architects mentioned”™

2 Abstracted from the link: http://www.mo.org.tr/ulusalsergi/index.cfm?sayfa=BO-sensoy-yapit
3 This image was created by the author.
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It can be argued that all three names are trying to establish a synthesis between the
nationalist attitude and the modern and are in search of a new identity. Well; they have
become fragments of nationalist attitude and modern architectural design practice.
Sensoy pioneered the reuse of traditional motifs in architectural design through his
studies on Ottoman period houses and 18th-19th century palaces and mansions, and
by researching classical Ottoman architecture. Eaves, vertical solid/empty surfaces,
1/2 ratios, wooden coverings, bay windows, lattices, sills, and moldings, which are
fragments of the nationalist attitude, have now achieved a metamorphosis and created
new structural images by establishing rhizomatic relations with the modern in his
architectural practices. Orhan Sahinler describes these essays about Hamdi Sensoy as

the expression of his professional personality and professional attitude. (Sahinler,

2006).

In addition to the influence of Sedad Hakk1 Eldem, the partnerships he established and
the competitions these partners entered together are proof of how he wants to change
architecture in Turkey rationally. The most important of these competitions is the
Turkish Pavilion at Brussels Expo '58, which he designed jointly with Utarit Izgi,
Muhlis Tiirkmen, and Ilhan Tiiregiin. Selda Banci's master's thesis titled "Turkish
Pavilion in The Brussels Expo '58: A Study on Architectural Modernization in Turkey
During the 1950s" includes a detailed analysis of the Brussels Expo. As stated in the
thesis, Hamdi Sensoy supports the unity of rhythm in Turkish architecture. “This
building has that culture and a 1 to 1,5 ratio. The windows of the restaurant building
with sunshade panels have such a rhythm in terms of their proportions (Altun, 2003,
p.193). Architects have considered current themes on the architectural agenda in terms
of technological innovations and artistic creativity (Banci, 2009). This expo building
(Figure 5.62) is also a very important break from the architectural culture of the period.

Spatial representation here includes culture-oriented fragments.
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Figure 5.62 : Turkish Pavilion in The Brussels Expo '58. ™

One of the works that should be remembered apart from the Brussels Expo is the
Sensoy Residence in Magka. It is possible to describe it as a contemporary
interpretation of our traditional architecture evoked by the large eaves and overhangs
on the modular granite cladding fagade and the main spaces on the residential floors,
and an application of incredible perfection from detail to whole (Gokge, 2018). As in
the Brussels Expo, a rhythmic modulation scheme is also encountered in this project.
The plan organization and layout reflected the spaces to the outside, and the integrity
of Sensoy's architecture was created by using traditional proportions and elements. In
addition, when this project is examined, it is possible to argue that Sensoy is in a
physical context with the definition of architecture. In the approach of the building,
which is located on a very inclined road in the direction of Visnezade Mosque, to the
neighboring buildings; In addition to establishing silhouette integrity, importance was
given to the solution of crystallized forms in bay windows and corner transitions to
ensure harmony in horizontal and vertical dimensions. The fact that Hamdi Sensoy
was very knowledgeable and creative about the details was presented as a fragment by
the jury. As described in this structure, we come across similar fragments in his

buildings.

4 Abstracted from the link: https://archives.saltresearch.org/handle/123456789/83148
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Figure 5.63 : Sensoy Residence in Magka.

5.2.8.4 Discussion

Based on his representations, it is seen that Sensoy did not separate his academic
studies from freelance architecture in his education life. “Actual” or “Intellectual”
practices are almost blended into Hamdi Sensoy's architectural practice. When the
architect's practices and rhizomatic relationships are examined, competitions prove
this. The partnerships that Sensoy has established in both design practice and pedagogy
practice, which have participated in many competitions and received awards guide his
practice of architecture. As a result, it can be observed that there is a rationalist
approach in both architecture and being an architect created by Hamdi Sensoy. Sensoy
defined architecture as a “logical” phenomenon and the whole of spaces based on
functionality and created by the functions of contextual conditions. When the text of
the jury and the image he created are compared, there are several common areas. For
example, Hamdi Sensoy's active contribution to the field of architectural practice
seems to be one of the criteria of the jury. This interpretation is also noticeable when
comparing other award-winning architects and Hamdi Sensoy. For this reason, it
would not be wrong to argue that one of the fragments of the award is to have made

great contributions to various architectural practices.
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5.2.9 Behruz Cinici, 2004

The Chamber of Architects awarded Behruz Cinici™ (1932-2011) the Mimar Sinan
Grand Award in 2004 at the 9th National Architecture Exhibition and Awards. The
jury members were Nejat Ersin, Zeynep Ahunbay, Ziya Tanali, C. Abdi Giizer, Tevfik

Tozkoparan. Below is the jury’s explanation of why they awarded him:

"To Behruz Cinici, known to have devoted his entire life to architecture and heralded as a
'master architect' in the professional community; for having influenced the educational,
professional and cultural realms with the projects and buildings he has produced; for his
pioneering work towards elevating in society values pertaining to quality of design and living
standards; and for the persistent efforts he has shown in order that the profession gain

recognition and esteem in the eyes of the public." (Mimar Sinan Biiyiik Odiilii, 2004). 78

In this text, the fragments are quite prominent. The reasons why Cinici is qualified as
a master architect are the efforts and contributions he has given to architecture, culture,
and education. In addition, increasing the design and quality of life is also in line with
his products and thoughts. These fragments presented by the jury appear in different

forms in the representations of the architect.

5.2.9.1 Fragments of visual representation

It is possible to say that visual representation is one of the presentation tools for Behruz
Cinici. He produced many sketches and paintings His sketches have a simplified
presentation. The METU Faculty of Architecture sketch (Figure 5.64) also provides
an abstraction of the main lines of the structure in this context. There is a similarity in
decisiveness between the methods of visual representation and other representations
of the architect.

> The link of the rhizomatic map created within the scope of this thesis is given below:
https://graphcommons.com/graphs/91382612-10e1-470a-b422-69aafcfdded9

® The jury text is presented at the website of Mimarlar Odas1 Ulusal Mimarhk Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 2004) in Turkish, and it can be found the Turkish text below:

"Meslek yasami boyunca iirettigi proje ve yapilarla egitim, meslek ve kiiltiir ortamini ¢ok boyutlu olarak
etkileyisi; tasarim ve yasam kalitesine yonelik degerlerin toplum kiiltiirii icinde yiiceltilmesi
dogrultusunda 6ncii ¢alismalari; ve meslegin toplumsal kabul ve saygmlik kazanmasinda stireklilik
gosteren ¢abalar1 nedeniyle, tiim yagamini mimarliga adamis olmakla taninip, meslek ortaminda 'usta
mimar' olarak bilinen BEHRUZ CINICi'ye"

This translation is quoted from the book titled Ulusal Mimarlik Sergisi ve Odiilleri, Tiirkiye 1988—2004
/ National Architecture Exhibition and Awards, Turkey 1988-2004 edited by Aydan Balamir in 2005.
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Figure 5.64 : The Sketch of METU Architecture Facility”’

Another example is the sketches of the project that Cinici presented for the Taksim
Square design competition. Handled with a detailed approach, the sketches include not
only the lines of the square and buildings but also landscape elements and human
figures. This provides clues about the use of the square. and the sketches have a
dynamic aspect. The derivation of this semantic data formed in the mind of the
sketches that emerged in the design practice brought along the architect's need to
embody this data. The presented images (Figure 5.65) are fragments of the building
itself. Each sketch has various perspectives and besides the functional structure, there
are also parts of the buildings.
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Figure 5.65 : The Sketches of Urban Context, Taksim Square Urban Planning
Competition Project

"7 The figiire is abstracted from the link: https://archives.saltresearch.org/handle/123456789/91013
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5.2.9.2 Fragments of verbal representation

While talking about verbal representations, it is necessary to give some biographical
information about Cinici. Behruz Cinici, began his journey in architecture at Istanbul
Technical University (ITU) in 1949. With the benefit of studying at ITU, his approach
to architecture had begun to be shaped. During his time being in ITU, there was a
master-apprentice relationship, and the faculty had been yet established by Emin Onat.
His masters at ITU were Paul Bonatz, Emin Onat, Holzmeister (Akgal, 2002). The
contribution of his architectural education to his image has been presented by the

following narrative of fragments.

“I did not imitate; I was only inspired by my masters. | learned to draw precisely from Enver
Tokay, to think from Bonatz, and from Holzmeister that architecture is a multi-functional
art....” (Cinici, 1999).

Behruz Cinici's architectural images and his own image are identical with each other.
Cinici defines his own image through design images. Ugur Tanyeli explains this
situation in his book Behruz Cinici which is the first volume of the Boyut Cagdas
Tiirkiye Mimarlar Dizisi, with the following words: "It is rare for architects to make
accurate determinations about their professional attitudes.” From this point of view, it
can be said that Cinici is an architect who goes beyond his limits.” (Ekincioglu, 2001).

He is identified with the images he produced.

In an interview with Behruz Cinici, the definition of his relationship with METU

design stands out:

“There is an unbreakable bond between an architect and his work... This bond lasts a lifetime

for an artist. I call them my concrete children... Moreover, the things created here are the

product of the art and culture of an era.”’®

This situation reminds us that the linear process has disappeared in the practices
mentioned in the theoretical part of this thesis and that there is a dynamic chaotic

environment.

8 Abstracted from the link: https://archives.saltresearch.org/handle/123456789/75194
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5.2.9.3 Fragments of spatial representation

Behruz Cinici has participated in many competitions. He won the first award in the
Ankara-Yildirim Beyazit Bazaar and Erzurum-Atatiirk University Campus Planning
competitions. It is inevitable that the campus competition is a base of the Middle East
Technical University Campus Design competition held in 1961, and that the METU
campus project includes fragments of the experiences gained from these competitions.
Behruz Cinici, the first award in the Middle East Technical University Campus Design
competition with his wife Altug Cinici and moved to Ankara for the construction.
From this date until 1980, he mainly designed the METU Campus (Figure 5.66) with
a building area of 500,000 m?.

Figure 5.66 : METU campus image. ™

In 1989, he built the Grand National Assembly Square-Worship-Library Complex,
known as the Meclis Mosque, with his son Can Cinici; this building won the Aga Han
Architecture Award in 1995. Consciously avoiding the monumentality of the TBMM
mosque (Figure 5.67), this modest building offers a new design by breaking away from
the traditional mosque architecture.

While most of the mosque is hidden within the slope of the land, only parts of it rise
above the surrounding landscape. This horizontal feature is supported by the

fragmentary and abstract use of conventional elements.

8 Abstracted from the link: https://kampus.metu.edu.tr/kategori/kampus-101
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Figure 5.67 : TBMM Mosque Complex (with Can Cinici), Ankara, 1989 (Aga
Khan Award)®°

5.2.9.4 Discussion

Representations of Behruz Cinici and his contributions show us that there is a
relationship between profession and culture. Some of what has been achieved are in
parallel to the texts in the award's jury. Besides these, considering the period in which
he started his career and the approach to architecture in Turkey, there was an
orientation between the search for identity, a regionalist/nationalist movement, and the
effort to be rational. Behruz Cinici has adopted and created his own definition of
architecture through being in the middle of the partnerships he built and not getting
hesitant on one side. The images he produced are now his own image and his own

image has turned into the images he has produced.

5.2.10 Utarit Izgi, 2002

The Chamber of Architects awarded Utarit izgi®! (1920-2003) the Mimar Sinan Grand
Award in 2002 at the 8th National Architecture Exhibition and Awards. The jury
members were Ali Cengizkan, Nur Akin, Ersen Giirsel, Nevzat Sayin, Ayhan Usta.

Below is the jury’s explanation of why they awarded him:

8 The figiire is abstracted from the link: http://mimdap.org/2014/06/behruz-cinici/
8 The link of the rhizomatic map created within the scope of this thesis is given below:
https://graphcommons.com/graphs/c0984d3f-ffac-4a4c-a033-c6d7ca304a48
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"To Utarit izgi, whose meticulous designs over the 56 years of his professional life all reflect
his search for excellence distilled from traditional values; who in the educational sphere has
successfully instilled in new generations the interaction between theory and design; whose
work in the restructuring of the Department of Architecture at the Academy of Fine Arts will
never be forgotten; and who is renowned for regarding the mutual presence of ethics and
aesthetics as his most prominent principle." (Mimar Sinan Biiyiik Odiilii, 2002). &

With reference to the text of the jury, Izgi, with his great achievements in the field of

theory, education, and design. In addition to his modern architectural understanding,

he respected the traditional and analyzed these two understandings combined in his

designs.

5.2.10.1 Fragments of visual representation

Utarit Izgi evaluated architecture as a space with all inputs. In an interview with Onder
Kiiclikerman; he stated that “...architecture is a phenomenon that evaluates the data
brought by that environment within the environment. It is not possible to separate it as
a void and a solid. Because when you build the space, you build with its environment.
But if you need to study the boundaries of that environment, when you start from those
boundaries, you will reach the void.”® Therefore, he argues that an architect should
not design space without its environment. He had evaluated architecture and interior
architecture together and represented them in his practices. There are unique furniture
designs for the buildings designed by Izgi. For example, the furniture sketch and photo
below are presented. In the sketch, not only the three-dimensional presentation of the

furniture but also the manufacturing instructions are visually explained.

8 The jury text is presented at the website of Mimarlar Odasi Ulusal Mimarlik Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 2002) in Turkish, and it can be found the Turkish text below:

"56 yillik mimarlik deneyimi siiresince verdigi iirlinlerde gozlenen geleneksel degerlerden siiziilmiis
seckin arayis, tasarimdan teknolojiye gegiste gosterdigi yenilikgilik ve titizlik; egitim alaninda teori ile
tasarim igiceligini yeni kusaklara basariyla kazandirmig olmasi; Giizel Sanatlar Akademisi Mimarlik
Bolimii’niin yeniden yapilanma siirecindeki unutulmaz c¢aligmalari yaninda, etik ile estetigin
birlikteligini en 6nemli ilke kabul edisiyle bilinen usta mimar, UTARIT iZGi'ye"

This translation is quoted from the book titled Ulusal Mimarlik Sergisi ve Odiilleri, Tiirkiye 1988—2004
/ National Architecture Exhibition and Awards, Turkey 1988-2004 edited by Aydan Balamir in 2005.
8 Abstracted from the link: https://v3.arkitera.com/g52-utarit-izgi.html?year=&alD=475
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Figure 5.68 : Furniture Design®

The sketches of the Turkish Pavilion in the Brussels Expo 1958, designed by Hamdi
Sensoy, Utarit izgi, Muhlis Tiirkmen, and ilhan Tiiregiin contain some significant
fragments of Utarit Izgi’s architectural practice. The sketches provided a visually
appealing representation of the modernist building, and the sketch has also modern
and minimal lines. They are full of details, such as lighting and human figures in
action. They also show the contextual relation between the building and its

environment (Figure 5.69).
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Figure 5.69 : A Sketch of Turkish Pavilion in The Brussels Expo '58. 8

The building was considered a pioneering example of the period. It had an innovative
construction system and dismountable structure with its curtain walls of glass (Banci,
2009). The Pavillion became a dazzling display when it was lit up at night. In Figure
5.69, the framed structure of the prismatic blocks and their regularly divided glass

8 Abstracted from the link: https://v3.arkitera.com/h7239-olumunun-3-yil-donumunde-utarit-izgi-yi-
aniyoruz.html

8 Abstracted from the link: https://archives.saltresearch.org/handle/123456789/83148
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facades are drawn at night with people in the buildings. Thus, visual representations
of his buildings are presented with their environments. This also includes contextual
fragments. In support of this argument, sketches of Jak Kamhi Villa are presented
below (Figure 5.70). In the sketch, the villa project is presented in relation to the
topography and landscape. While he presents the fragments about the building, he
essentially presents the figures which are shown the functionality.

uizel K30

Figure 5.70 : The sketch of Jak Kamhi House®

5.2.10.2 Fragments of verbal representation

His profession as an instructor at the school and assistant of Sedad Hakki Eldem. He
spends ten years helping Sedad Hakki Eldem and other names, and states that he has
improved himself in design practice with the master-apprentice relationship. In an
interview with Onder Kiigiikerkman in 1994, Izgi defines the definition of architecture

as follows;

Architecture is an indivisible whole. Space is part of it. But another inherent part of it is the
mass, that is, the space with a general definition, which is a void on the one hand, and its
facade and mass, which is the boundary of that space, on the other hand, which separates it
from another space. Therefore, space is something that exists with all and is inherent to them.
Again, space cannot be handled separately in terms of its entire organization, only its surface,
lighting, function, and technology, it is a whole as a concept. This is the biggest message |
can give. In other words, it can never be dealt with from a piece, no matter how well that

piece is resolved, and the space of the building can never be isolated from another space

8 The figiire is abstracted from the link: https://www.herumutortakarar.com/wp-
content/uploads/2021/05/IMG_1037-scaled.jpg
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measure, the urbanism measure, and space. There are also influences from here to that place.
Architecture is not just an art, a function, a technique. It has all of that. (Arredamento
Dekorasyon, 1994).
It can be said that the definition of architecture is a whole that contains all the inputs
for Izgi. With the scope of this thesis, the definition of architecture can be identified
with the structure. Izgi mentions that inputs can never be isolated in design practice.
Accordingly, it is possible to remember that the fragments mentioned in the theoretical

part of the thesis form a structure and are rhizomatically connected to each other.

5.2.10.3 Fragments of spatial representation

The first buildings designed by Utarit izgi, Muhlis Tiirkmen, Hamdi Sensoy, Ilhan
Tiiregiin, who stepped into professional life in 1956 in Turkey, at a time when
remarkable examples of Modern Architecture were given, follow this style. The
Pavilion of Turkey at the 1958 International Brussels Exhibition (Figure 5.71 and
Figure 5.72), which is among the first-period structures in which most of the architects
consisted of housing projects, has a privileged place as it is the first major work of the
new generation of architects in the country on the international platform. (Erkol,
2009).

Figure 5.71 : International Brussels Exhibition Turkey Pavilion; Utarit Izgi,
Mubhlis Tiirkmen, Hamdi Sensoy and ilhan Tiiregiin; 1958, (Arkitekt, 1957)%

87 Abstracted from the link: https://archives.saltresearch.org/handle/123456789/456
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Figure 5.72 : International Brussels Exhibition Turkey Pavilion; Utarit izgi,
Mubhlis Tiirkmen, Hamdi Sensoy and ilhan Tiiregiin; 1958, (Arkitekt, 1957)%

The coexistence of art and architecture and the benefits of this duality turn into
fragments for him. The metal sculpture by Ilhan Koman, located in front of the
pavilion, was placed to establish the vertical balance in the horizontal structure and to
emphasize the position of the structure in the fair. The panel wall, which plays a
binding role, is decorated with mosaics by Bedri Rahmi Eyiiboglu. (Arredamento
Dekorasyon, 1997). lzgi expresses the importance he attaches to this issue at every
opportunity. According to him, the architect-artist collaboration helps both the
architect and the artist to enrich their own practices. It is an important and "glorifying"
experiment to form a union of forces in the creation of the artwork and to be the focal

point of this participation. (Izgi, 1999).

Simultaneously with the Brussels Pavilion, the period begins when lzgi reveals his

residential projects. Especially when the residences are examined, we see that the

8 Abstracted from the link: https://archives.saltresearch.org/handle/123456789/456
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design thoughts of the architects are mostly reflected in the civil architectural
environment. One of these examples is Sevket Saat¢ioglu House (Figure 5.73), which
reveals itself with its fragments. This design was collaborated with Haluk Baysal and
Melih Birsel and features iconic fragments of modern architecture. The pilotis in the

building present the Corbusier effect.

Figure 5.73 : Sevket Saatgioglu House; Haluk Baysal, Melih Birsel;
Anadoluhisari, 1960.%°

5.2.10.4 Discussion

Utarit Izgi contributes to many practical areas and establishes the relationship between
profession and culture. Some of the achievements are parallel to the prominent
fragments in the jury text of the award. He is closely related to theory as one of his
practices is the academy environment. It is possible to observe the fragments obtained
from this practice field in the images produced in the field of design practice. The
representations of him shows us that he creates a contextual structure in design
practices and reveals the definition of architecture as a structure. It is possible to say
that various fragments for his architectural products are formed by combining of these

fragments. In the jury text, it is stated that he contributed to architectural practices for

8  Abstracted from the link: https://v3.arkitera.com/h54895-gecmisin-modern-mimarligi---4-
bogazici.html
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56 years. This can be a criterion for this award. The architect image created by the

award thus defines architects of a more experienced.

5.2.11 Maruf Onal, 2000

The Chamber of Architects awarded Maruf Onal (1918-2010) the Mimar Sinan Grand
Award in 2000 at the 7th National Architecture Exhibition and Awards. The jury were
Giil Asatekin, Ersen Giirsel, Utarit izgi, Murat Tabanlioglu, Giirhan Tiimer. This jury
includes both designer architects and academician architects. Below is the jury’s
explanation of why they awarded him:
“To Prof. Maruf Onal, for the contributions he has made to our national architecture through
his work during a career of 57 years, for the sensitivity and enduring quality displayed even
in his most modest works, for having contributed throughout his teaching career to enabling
the communication of different generations, and for his constant efforts in the
institutionalization of architectural profession.” (Mimar Sinan Biiyiik Odiilii, 2000).
With reference to the text of the jury, some points describing Maruf Onal and his
architectural practice draw attention. In addition, his main contributions in the field of
practice have been specified, and these are education, design, and architectural

organizations.

5.2.11.1 Fragments of visual representation

Onal, had a high level of painting ability and interest in his childhood. Moreover, he
attended sculpture, and watercolor painting courses in Emindnii and Kadikdy
Community Centers (Yapici, 2006). Architectural design production was also affected
by the skills he acquired here. He transformed these acquired skills into architectural
representation tools. His sketches are more realistic than the other architects, and he

had used his sculptured and drawing skills in his projects. Considering the

% The jury text is presented at the website of Mimarlar Odasi Ulusal Mimarlik Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 2002) in Turkish, and it can be found the Turkish text below:

"57 yillik meslek yasaminda ulusal mimarligimiza eserleri yoluyla yaptig1 katkilar, yarattigi en
miitevazi yapilarda dahi gosterdigi duyarlilik ve yakaladigi kalicilik, uzun siiren egitimci yasami
stiresince kusaklar arasi iletisimin saglanmasina katkilari, mimarlik mesleginin orgiitlenme ve
kurumlagmasina yaptig istikrarl katkilar nedeni ile mesleki bir referans olusturan Prof. Maruf Onal’a"

This translation is quoted from the book titled Ulusal Mimarlik Sergisi ve Odiilleri, Tiirkiye 1988—2004
/ National Architecture Exhibition and Awards, Turkey 1988-2004 edited by Aydan Balamir in 2005.

94



presentations of the competition projects, monumental projects are encountered.
Kocatepe Mosque (Figure 5.74) and Canakkale Martyrs Monument (Figure 5.75) are
some of them. In visual representations, shadows are brought to the fore and the state

of being monumental, which is one of the trends of the period, is emphasized more.

Figure 5.74 : Kocatepe Mosque, 1957

Figure 5.75 : Canakkale Monument of Martyrs, 1944

However, his first design, Dr. Belen House (Figure 5.76) includes modern lines. While
spatial fragments change in design practice, this situation is also reflected in visual

representations.

9 Abstracted from the link: http://www.mo.org.tr/ulusalsergi/index.cfm?sayfa=BO-onal-yapit
9 Abstracted from the link: http://www.mo.org.tr/ulusalsergi/index.cfm?sayfa=BO-onal-yapit
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Figure 5.76 : A Sketch of Dr. Belen House by Maruf Onal®

5.2.11.2 Fragments of verbal representation

While Maruf Onal defined himself as a modernist architect at the beginning of his
career. However, he started to draw more national architectural examples after being
inspired by Sedad Hakki while working as an assistant. He describes this situation as
follows: "First I was in the modernist group, then I became Mr. Sedad’s assistant, and
I aspired to do something similar to national architecture." (Yapici, 2006). In an
interview included in the book Oda Tarihinden Portreler Maruf Onal (2006), Maruf
Onal was asked about his thoughts on young architects While answering this question,
Onal compares the past and present architectural environment and describes how an

architect should be as below:
“First he is a good person, then an eager person.” (Onal, 2004).

“Being an eager person” is quite important in his own definition. Because he argues
that people who were eager to architecture in the past, chose to be an architect.
Accordingly, he presents its architectural identity. The definition is concise and clear.
He is an architect who is aware that success can only be achieved with willingness. As
mentioned in the jury text, the basis for contributing to architecture may be related to

being willing.

% Abstracted from the link:
http://www.mimarlikdergisi.com/dsp_imageNavigasyon.cfm?YazilD=4093&Resim|D=74661
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5.2.11.3 Fragments of spatial representation

After graduating from the Academy, Onal continued to work as an assistant here and
did his first project during this period. His first project was the Dr. Belen house (Figure
5.77 and Figure 5.78). This is this residence, which is located on a narrow-sided plot
in Besiktas. The benefits of this contextuality are also reflected in the design, and a
very successful plan plane has been obtained. According to Vanli (2006, 3, 681),
“Belen House, built by Onal in Visnezade, Istanbul in 1943, when its modern
opposition was at its most extreme, is one of the structures that carried Turkish Modern
Architecture from the 1930s to the 50s.”% At the same time, it can be considered as
the first fragment of his spatial representation, since it is the first structure of Onal.
This building, which has a functional and simple plan scheme, has also provided a
whole with its facades and has been designed in the same language as simple and
modern. It is possible to say that Onal's first structure was designed with modern lines.
Afterwards, he was influenced by the architectural environment and turned to the
framework of the National Architecture Movement. It is also possible to encounter

fragments of this orientation in the examples presented in the visual representation

heading.

: 'HH' Fpoa s I = e 2|

e S e e oopooa
13 e
i | gooood
\1An_ » ") l'

Figure 5.77 : Dr. Belen House Ground Floor Plan®

% Abstracted from the article: p.4

https://jag.journalagent.com/tasarimkuram/pdfs/DTJ_8_13_82_97.pdf

% Abstracted from the book: Yapici, M., (2006). Oda Tarihinden / Portreler: Maruf Onal, TMMOB
Mimarlar Odasi Istanbul Biiylikkent Subesi, Istanbul
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Figure 5.78 : Dr. Belen House Facade®

5.2.11.4 Discussion

In addition to education and design practices, it is obvious that the field that brings it
to the fore is the professional organization. Together with the Foundations and the
Chamber of Architects he established, this is one of the various areas of his
architectural practices. He fought for the elements he believed in the name of
architecture and therefore exhibited a political stance. This situation is described in the
text of the jury with its organizational diversity and stubborn stance. In addition, we
see the professional life specified as 57 years in the award text. Having contributed to
architecture for many years is one of the main fragments for the award. When the
representations are examined, it is possible to observe that Onal's design practice
fragments have changed. While he had a modern approach before, he was under the
influence of architectural movements due to his time and geography, and its structures
and representations reflect these.

5.2.5. Nezih Eldem, 1998

The Chamber of Architects awarded Nezih Eldem (1921-2005) the Mimar Sinan
Grand Award in 1998 as part of the 6th National Architecture Exhibition and Awards.
The jury members were Giirhan Tiimer, Zeynep Ahunbay, Baran Idil, Haydar
Karabey, Murat Ulug. This jury includes both designer architects and academician

% Abstracted from the link: https://jag.journalagent.com/tasarimkuram/pdfs/DTJ_8 13 82 97.pdf
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architects. The 1998 jury text is about the contribution of Nezih Eldem to architectural
practices and defining the diversity in architectural practices. Below is the jury’s
explanation of why they awarded him:
“To Prof. Nezih Eldem, who as the representative of a generation, has become a recognized
authority as regards professional consistency and continuity, for his implementations, which
he pursued without compromising the architectural and professional principles he embraced,
nor rules of ethics, and within the same line, for his contributions to education.” (Mimar
Sinan Biiyiik Odiilii, 1998). %
In their description of Nezih Eldem, the jury reveals some key features of their
perception. They are Eldem’s professional consistency and continuity, as well as his

adherence to ethical rules and his identity as a tutor.
5.2.12.1. Fragments of visual representation

Nezih Eldemgrew up in a family whose members were involved in fine arts such as
painting, music, and photography. Growing up in a family adapted to modern values
and lifestyles played a major role in his development. (Osmanagaoglu Ilmen, 2007).
He has not only made architectural drawings but also self-portraits. His self-portraits
(Figure 5.79 and Figure 5.80) can be seen as representation of his own image. The
image produced by the architect does not only contain fragments but is also a
presentation of how his own image is perceived. In other words, this representation

can also be evaluated as a phenomenological representation.

7 The jury text is presented at the website of Mimarlar Odasi Ulusal Mimarlik Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 2002) in Turkish, and it can be found the Turkish text below:

"Bir kusagin 6nde gelen temsilcisi olarak, benimsedigi mimari ve mesleki ilkelerden, etik kurallardan
hi¢ 6diin vermeksizin stirdiirdigii uygulamalari ve ayni dogrultuda egitime yaptigi katkilarryla, mesleki
tutarhilik ve siireklilik agisindan referans konumu olusturan Prof. NEZIH ELDEM’e.”
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Figure 5.79 : Nezih Eldem, Self-portrait (1983) SALT Research, Nezih Eldem

Archive®

Figure 5.80 : Nezih Eldem, Self-portrait (1983) SALT Research, Nezih Eldem

Archive®®

Since Eldem's design practice is shaped by visual representation, images prepared by
Eldem for the competitions are presented in following Figures 5.81, 5.82, 8.83.
Eldem's being nested with art since his childhood is also seen in the images he
produces. In these images, which are quite high-level drawings, it is possible to
capture Sedad Hakki Eldem's design fragments both as a presentation method and
architectural proportions.

% Abstracted from the link: https://www.arkitera.com/haber/mimarligin-uc-beyi-nezih-eldem/
9 Abstracted from the link: https://www.arkitera.com/haber/mimarligin-uc-beyi-nezih-eldem/
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Figure 5.82 : Gaziantep Chamber of Commerce and Industry*®
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Figure 5.83 : Istanbul Radio House'%?

In addition to these representation fragments, the images prepared by Eldem, an
architect who has also contributed to the practice of architectural pedagogy, regarding
the organization of space in his classes are presented below. It is not surprising that
Eldem, who has preferred to make his presentations visually since his childhood, also
chose this form of representation in his lectures. In these images, he presented the

100 Abstracted from the link: https://archives.saltresearch.org/handle/123456789/210798
101 Abstracted from the link: https://archives.saltresearch.org/handle/123456789/210854
102 Abstracted from the link:
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components of perception using visual representation. At the same time, in the verbal
representation section, it is possible to find what Eldem discussed about the perception

of space within the scope of this presentation (Figure 5.84).
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Figure 5.84 : The presentations that Eldem prepared for his lectures®®
5.2.12.2. Fragments of verbal representation

Within the scope of this thesis, Nezih Eldem's projects, which he designed and partially
constructed, were also examined, and his discourses in the courses he conducted during
his teaching career, which lasted for about fifty years, were investigated. The effects

of the school he completed his education in, Sedad Hakki1 Eldem, with whom he was

103 The Figure is abstracted from the link:
http://www.yapi.com.tr/Uploads/HaberMedya/20002006/haberler%5Chaber_dosyalari%5Cnezih_eld

em%5CAD3_Y%C3%BCcel.pdf
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in close contact throughout his student life, and his relations with Emin Onat and Paul
Bonatz after graduation, cannot be denied on the shaping of Eldem'’s architectural
understanding. The studies he did with Gio Ponti in Italy, where he went between
1952-1954, and the teaching of Bruno Zevi, with which he became close, influenced
Eldem's view of architecture, details, materials, and space. When the studies that
Eldem has designed and some of which he has had the opportunity to realize, and the
discourses in the lessons are examined, an architectural understanding in which the
concept of space, functionality, materials, environmental data, and historical
consciousness come to the fore is encountered. It is an important step to examine
Eldem's projects designed and realized, to reveal his discourses in the lessons he
conducts, to understand his understanding of architecture, and to learn about the

architecture and educational environment of his period (Osmanagaoglu ilmen, 2007).

Nezih Eldem, a student of Sedad Hakki1 Eldem, participated in his studies during his
time at the academy. This has been influential in the formation of Nezih Eldem's
awareness of history and the development of his understanding of preserving civil
architecture. When he graduated, the Second National Architectural Movement was
widespread. Eldem, who took on the assistantship of Paul Bonatz at ITU after the
academy, described Bonatz as a great master, stating that "...with his sensitive artist
and civilized personality, approaching subjects from the most distant relations and
trying to establish the most extreme connections almost simultaneously". Eldem also
stated that the phrase "God is in the details”, which Bonatz often voiced, was also an
expression of Nezih Eldem's approach to design and life throughout his life (Eldem,
1991, p. 87). One of Eldem's important contributions to architectural education is to
encourage students to be free of criticism. Dogan Hasol explains this situation; While
a student's project is being discussed, many students from the same or different periods
follow the criticism and corrections as if they were a lecture, ask questions or even
participate in the discussion (Hasol, 2019). It is a fact that there is a holistic perspective
in design practice. We can deduce this from the following words:

“Creating a space setup to be built... It was about examining and concretizing the subject by

considering the light, sun, and shadow in a new place for different people, different functions;

Naturally, by considering the building together with its surroundings, interior, and exterior
spaces...” (Akin, 2005).
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5.2.12.3. Fragments of spatial representation

Istanbul Technical University Faculty of Architecture sent Nezih Eldem to Milan, Italy
in 1952. During his stay in Italy, Nezih Eldem visited major historical centers and
examined the works of art of various periods, examples of modern architecture and
modern art, and the characteristics of its development in Italy and he chose it as the
subject for his doctoral thesis. Nezih Eldem became an associate professor in 1954,
after returning to Turkey with his thesis titled "Modern Architecture and Italy”, which
he prepared by doing the necessary research for this study during his stay in Italy. Prof.
Bonatz conducted the research program of Nezih Eldem in Italy. Thanks to Bonatz's
letter of reference to his friend Gio Ponti, who is one of the leading architects of Italy,
Nezih Eldem works actively in both the field of practice and education and takes part
in the workshop of Gio Ponti, who allows him to work on different subjects. He also
attended the lectures of the Milan Polytechnic, where Ponti was a lecturer, as a guest
listener. It consisted of Nezih Eldem, Gio History and Restoration Unit Coordinator
Professor Dogan Kuban and Dogan Erginbas. (Cuha, 2004, pp. 32-33). Nezih Eldem
stayed in Italy for 2 years as part of the training program for faculty members. In Ponti's
workshop, he participated in works of various scales, from architecture to urbanism,
industrial design, stage design, furniture to landscape, as an assistant architect (Eldem,
1991, p. 87). Thus, it has gained experience in every scale of design practice and has
turned into fragments in its practices. Moreover, Eldem stated that the experiences he
gained here affected his architectural understanding and detail solutions, and he
developed his ability to solve the details that will provide comfort and convenience in
architecture, such as the architectural elements contributing to the space by acting
when necessary (Eldem, 1991, p. 87). This period had an impact on Eldem's emphasis

on furniture design, the effect of the interior, and the details.

Works produced alongside teaching are not rare at all; moreover, with the care and
attention of Nezih Eldem In addition to his professional architectural practices, there
are a lot of competition projects, and since the concept of competition is more liberal,
this thesis argues that the architectural image put forward is more intertwined with the
image of the architect. Istanbul Radio House, Gaziantep Chamber of Commerce and

Industry, and Ankara Municipality Trade House are some of these competitions.
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5.2.12.4. Discussion

When we look at the images of Nezih Eldem's design practices, we come across
fragments of both phenomenological fragments and other architects such as Sedad
Hakki Eldem. The reason for this is their relations, joint works, and the first years of
the Republic, which is the period in which they live. The beginning years of Nezih
Eldem's career coincided with the Second National Architecture Period between the
years 1940-1950, in which Turkish architecture was heavily influenced by the
simultaneous totalitarian architecture in Europe. In this period, national-regional
values were sought again, and formalist stone-clad, heavy, bulky, gloomy structures
were returned (Kortan, 2001, 42). The effects of Bonatz and Sedad Hakki are evident
in the projects designed under the influence of the Second National Architecture
movement. The modern line of the projects of Eldem, designs under the influence of
the general architectural environment in which architectural elements such as
windows, frames and eaves are used, which dominate the monumental aspect, give
importance to symmetry, and designed according to the characteristics, dimensions
and proportions of stone materials and civil architectural elements and the current he
is in, is an indicator of the general attitude of the architectural community, not the
personal attitude of the architect. In this context, it can be said that in the early periods
of Eldem, a unique architectural understanding has not yet been formed. In the
following periods, the prominent approach in design practice is to be holistic. In the
comments of Ugur Tanyeli: “If Eldem is designing a building, nothing in it, no edge
can certainly escape its grasp. Eldem shapes every component of the building he
designs only for that building. They are in stylistic unity because they are shaped each
time for that condition, place, structure, and function. (Tanyeli, 1991, p. 91). One of
the phenomenological fragments of Nezih Eldem, whose ability to draw, acquired in
his childhood, is at a different point from the architects who received the Mimar Sinan
Grand Award. The reason for this is not only the act of design but also the importance
of representation. Four types of representation were mentioned in the theory part of
this thesis. From this point of view, we can say that Eldem is meticulous and detailed
as well as holistic, and we can define it as fragments. One of them was visual
representation. The images produced by Nezih Eldem are at the center of this type of

representation. The jury text is in line with several of the mentioned fragments.
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5.2.6. Abdurrahman Hanci, 1996

The Chamber of Architects awarded Abdurrahman Hanci (1923-2007) the Mimar
Sinan Grand Award in 1996 at the 5th National Architecture Exhibition and Awards.
The jury members were Orhan Sahinler, Aydan Balamir, Tamer Bagbug, Salih Zeki
Pekin. Below is the jury’s explanation of why they awarded him:

"To Architect Abdurrahman Hanci, an untouted treasure of the architecture community in
Turkey, who during a career spanning half a century has exemplified the definition of
'mastery’ with the perfection in design and detail; who has successfully continued working
abroad both in his private work and in his capacity as NATO architect, and, returning to
Turkey after 20 years, humbly carries on the professional experience he has built up and

integrated with his identity as an artist and an intellectual.” (Mimar Sinan Biiyiik Odiilii,
1996). 104
In the award text of Abdurrahman Hanci, the jury mentioned his perfection of design
and detail in his works and after foreign experiences. He has maintained and used these

experiences in our country after his comeback.

5.2.13.1. Fragments of visual representation

Abdurrahman Hanci’s practices are between art and architecture. This is because of
their past experiences. Hanci, who spent a long-time making graphic works at
Galatasaray High School, stated that he decided to become an architect. He earned
money from his poster drawings in high school, and he wanted to continue his career
in design fields. Defending that architecture and art are inseparable, Abdurrahman
Hanci has been in collaboration with his fellow artists throughout his architectural
career. In the book, which includes Abdurrahman Hanci's projects, there are
photographs of his artist friends with whom he collaborated, presented in Hanci's

frame. The reason why these examples are presented in the Hanci study, unlike other

104 The jury text is presented at the website of Mimarlar Odas1 Ulusal Mimarlik Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 1996) in Turkish, and it can be found the Turkish text below:

"Yarim asirlik meslek yasaminda iirettigi eserlerde izlenen tasarim ve ayrinti mitkemmelligiyle ‘ustalik’
tanimlamasini O6rnekleyen; en verimli doneminde {iistlendigi NATO mimarligi gorevini ve 06zel
¢alismalarini yurtdisinda basariyla siirdiiriip, 20 yillik bir aradan sonra iilkesine donerek sanatgi ve
aydin kimligiyle biitiinlestirdigi meslek birikimini algak goniilliikle siirdiirmeye devam eden, mimarlik
diinyamizin sakli kalmis degerlerinden Mimar ABDURRAHMAN HANCTI’ya"

This translation is quoted from the book titled Ulusal Mimarlik Sergisi ve Odiilleri, Tiirkiye 1988—2004
/ National Architecture Exhibition and Awards, Turkey 1988-2004 edited by Aydan Balamir in 2005.
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architects, is that the visual representation is presented differently from the practices

of other architects.

Detail sketches of Hanci (Figure 5.85), which are fragments of the visual
representation, are presented below. For Abdurrahman Hanci, the continuity in the
architectural theme, the details created in the building, the harmony between these
details, and the detail-whole relationship were the product. Originality was the goal,

along with traditional solutions tried in the details.

Figure 5.85 : Divan Hotel Divan Pub Detail Sketches'®

In addition, while Hanc1 was in architectural practice, most of the architects were
dealing with a building both with its landscaping, itself, interior decorations, and even
furniture designs (Figure 5.86). Accordingly, the following sketches present Hanci's

furniture design experiments.

105 Abstracted from the book: Abdurrahman Hanc1 buildings/projects 1945-2000
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Figure 5.86 : His sketches of chairs
5.2.13.2. Fragments of verbal representation

When examining Hanci's architectural practice, the relationship between art and
architecture can be easily observed. Emel Korutiirk (2008) mentioned in the book of
Abdurrahman Hanci buildings/projects about this issue as follows. “It is essential that
there should be the closest cooperation between architect and artist, because an
architectural project without an artistic component appears naked and unfinished. As
soon as pictures are hung on the walls the house immediately appears clothed and a
warm atmosphere is created.” As Hanci’s opinions out art and architecture
relationship. In other words, architecture is not completed as itself. Architectural
practice looks for a supporter to complete itself. Therefore, architecture and art should
work as a whole. In this way, fragments of Hanci1's understanding of architecture can

be found.
5.2.13.3. Fragments of spatial representation

He participated in many projects while working within the body of Mimat Atelier,
which was founded in 1974 by Abdurrahman Hanci, one of the great and prominent
architects of the period. In Mimat, which had an environment like the academy,
projects were produced by integrating with many artists and professional groups. As
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the personality of the artist is also mentioned in the jury text, thanks to his knowledge
of art, these projects also highlight the details of the architecture-art cross-sections. So
much so that he established close friendships with Bedri Rahmi, Fiireya Koral, Erol
Akyavas, especially Mustafa Pilevneli, worked with them, benefited from them, and
included his works in their structures. The wall panel belonging to Bedri Rahmi
Eyiiboglu, the ceramic wall panel belonging to Fiireya Koral in the Divan Restaurant
(Figure 5.87), the ilhan Koman sculpture (Figure 5.88) at the entrance of the hotel, the
ceramic bar by Jale Yilmabasar in the Divan Pub and the Balkan Naci Islimyeli
painting that adorned the wall of Kehribar are some of the works of art and

architecture.

Figure 5.87 : The Birds Panel is today the Harbiye Divan Hotel-2. Floor
Meeting Hall*®

Figure 5.88 : Abstract Sculpture, [lhan Koman'®’

106 Abstracted from the link: https://journals.gen.tr/arts/article/view/1155/859
107 Abstracted from the master thesis named “1980’lerde Kamusal Alan Heykelleri: Ankara ve
Istanbul” by Begiim Sénmez.
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Moreover, he has different practices besides architecture. He was an art director of
different stores such as Vakko (Figure 5.89 and Figure 5.90). Therefore, Hanci
contributes greatly to the emergence of this store, which has an important place in

Ankara's urban life, both in terms of architecture and life culture.

Figure 5.90: Award-winning spherical glass in VVakko I1zmir chandelier'®
5.2.13.4. Discussion

A paragraph from an article by Murat Tabanlioglu, published after Abdurrahman

Hanci's death, is presented as follows:

108 Abstracted from the link: https://www.journalagent.com/jas/pdfs/JAS 7 1 175 195.pdf
109 Abstracted from the link: https://www.journalagent.com/jas/pdfs/JAS 7 1 175 195.pdf
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“Architecture is the product of an expression beyond language, but many stories about the
individual, the place and the city are formed around architecture, and the architect constructs
this relationship through the work. Abdurrahman Hanci's story was an enjoyable story in the
field of architecture, in his own life and for us; re-readable.”
With reference to these sentences, this part of this thesis can be evaluated as a re-
reading and subjective reading of Abdurrahman Hanci's architectural practice and
fragments. It is a fact that he shared common fragments with the jury reading. For
example, they felt the need to highlight the humility in his personality in the text. The
humility in his personality is included as a phenomenological fragment in this thesis,
where it is important to first meet this feature in professional architectural practice. In
the years when Abdurrahman Hanci received the Mimar Sinan Grand Award, it is seen
that the diversity of the fields of contribution to architecture and architectural practice
were discussed rather than personalities. In addition, it was remarkable for the jury
that it took place in the intersection of architecture and art. This position pushed
Abdurrahman Hanci to be more detailed in interior design and to take a holistic
approach to structure. This practice is also that distinguishes Hanci from other

architects.

5.2.7. Dogan Tekeli-Sami Sisa, 1994

The Chamber of Architects awarded Dogan Tekeli (1929) and Sami Sisa (1929-2000)
the Mimar Sinan Grand Award in 1994 at the 4th National Architecture Exhibition
and Awards. The jury members were Aydan Balamir, Siikrii Kocagdz, Doruk Pamir,

Oral Vural, Giirhan Tiimer. Below is the jury’s explanation of why they awarded them:

"To Dogan Tekeli and Sami Sisa, in recogniton of their exemplary success in pursuing their
professional partnership for over 40 years; during which they have proved with their high-
quality works that the hardship producing flawless buildings in Turkey may indeed be

overcome." (Mimar Sinan Biiyiik Odiilii, 1994). 110

110 The jury text is presented at the website of Mimarlar Odas1 Ulusal Mimarlik Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 1994) in Turkish, and it can be found the Turkish text below:

"40 yih agkin meslek yagamlar1 boyunca 6rnek bir is ortakhigini ve eksilmeyen bir meslek heyecanim
stirdiirtip, trettikleri yiiksek standarth yapilarla Tirkiye’de diizglin bina yapabilme giigliigliniin
azimle asilabilecegini gostermis ve lilkemiz mimarhk Kkiiltiirii ve meslegine kalict degerler
kazandirmis olan DOGAN TEKELI ve SAMI SiSA’ya"

This translation is quoted from the book titled Ulusal Mimarlik Sergisi ve Odiilleri, Tiirkiye 1988—2004
/ National Architecture Exhibition and Awards, Turkey 1988-2004 edited by Aydan Balamir in 2005.
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Their partnerships are not only about their jobs. It is the first time that a partnership
has received an award among architects who received the Mimar Sinan Grand Award.
It can be argued that the beginning of this partnership establishes a unified image
instead of an architect’s image. According to the jury text, they have contribution more
than 40 years to architectural media and that can be criteria for the jury. Moreover,
another fragment from this text is high-quality buildings. It can be argued that the
quality of an image production is very important to them, and it can be observed that

from their designs.

5.2.7.1.Fragments of visual representation

Their sketches are at the forefront of the Tekeli-Sisa partnership in visual
representations. Therefore, it may help to study the fragments to consider a few
sketches. In all three sketches presented below, the lines are in the same language and
the design of the facades, and the building has been tried to be presented with a detailed
approach. Like their own design practices, their sketches are in plain language.
However, we come across human figures in every sketch. This is how they present the
scale. In addition, these figures are also part of the presentation of the action conceived
in the space.

Figure 5.91 : A Sketch of Ulus City Market!!!

111 The figiire is abstracted from the link: https:/archives.saltresearch.org/handle/123456789/204751
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Figure 5.93 : The Sketch of Konya Municipality Building**3

5.2.7.2.Fragments of verbal representation

In Aydan Volkan's (2017) interview with Dogan Tekeli, Tekeli focused on design
practice, and this focus is very important within the scope of this thesis. Tekeli's

comments on the relationship between design practice and product are below:

“Due to the nature of the architectural profession; After working on a subject for a long time
and producing many alternatives, the architect has to build only one of them. Wouldn't other
alternatives, other solutions, be more successful? Or one of the alternatives abandoned, wasn't
it better? We are always in this dilemma. In addition, we see the flaws of a constructed

structure in our own way over time, and we regret it.”

12 The figiire is abstracted from the link: https://www.arkitera.com/haber/dogan-tekeli-imcnin-
hikayesini-anlatiyor/

113 The figiire is abstracted from the link: https://odoarchitecture.com/konya-belediye-binasi/#jp-
carousel-5101
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It is understood from these words that the design for Tekeli also consists of an endless
cycle, and it can be claimed that every design product (the structured image) is again
shattered in the chaos environment'*. While this situation is different for other award-
winning architects, it is different in the Tekeli-Sisa partnership. Because there is not a
single chaos environment within this transformation. Partnerships mean making
decisions together. Therefore, the design practice must be formatted differently. He
also states that this is not a design attitude, but an indispensable basis for the
continuation of their partnership. (Ekincioglu, 2001). In addition, Sisa also argues
about being a partnership as; combining this duality is a perfect fit and states that the
Tekeli-Sisa partnership has achieved this and that its success in competitions stems

from this.
5.2.7.3.Fragments of spatial representation

Although Corbusier is the first name that comes to mind when talking about
modernism, Dogan Tekeli argues that Corbusier image of representation is effective,
but Aalto's design practices and his products are more effective. It can be thought that
this situation is perhaps due to the honest construction of the context rather than the
prominence of the image. Similar contextuality can be achieved in Tekeli-Sisa
practical products. The best examples of this are structures such as Pamukbank Head
Office (Figure 5.96), Manifaturacilar Bazaar (Figure 5.94), Ankara Stad Hotel (Figure
5.95). These examples can be defined as taking inspiration from the local and
designing universal. In the shadow of the Siileymaniye Kiilliyesi, it is a modern
building complex that has dared to face the burden of history. This building is
considered as an architecture at the intersection of the local and the universal (Erkol,
2017).

114 In the theoretical part of the thesis, "chaos environment" is defined as a mental medium.
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Figure 5.94 : Manufaturacilar Bazaar'®  Figure 5.95 : Ankara Stad Hotel**

Figure 5.96 : Pamukbank Head Office!’

In addition to these projects, it can be said that they play a leading role in the

integration of the vertical architectural image with the local. The team that designed

115 Abstracted from the link:
http://www.mimarlikdergisi.com/index.cfm?sayfa=mimarlik&DergiSayi=410&ReclD=4225
116 Apstracted from the link: https://v3.arkitera.com/v1/gununsorusu/2004/08/06.htm

117 Abstracted from the link: https://archives.saltresearch.org/handle/123456789/204706
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many commercial buildings was discussed in context and attracted the attention of

other professionals.

5.2.7.4.Discussion

Tekeli-Sisa partnership, which has experience in many practical areas, became
interested in modern architecture after years of education and took the rational and
local architectural movement, which was initiated by names such as Sedad Hakki
Eldem, to a different perception. It can be defined as the reinterpretation / restructuring
of modern architecture with rationality and locality. The partnership is in a different
position compared to the architect's image structured by this award. However, they are
architects who are aware that architectural practice is not a result-oriented production

area. Therefore, the process is more efficient for them. (Ekincioglu, 2001).

5.2.8. Sevki Vanl, 1992

The Chamber of Architects awarded Sevki Vanli (1926-2008) the Mimar Sinan Grand
Award in 1992 at the 3rd National Architecture Exhibition and Awards. The jury
members were Coskun Erkal, inci Aslanoglu, Nuran Unsal, Sami Sisa, Yildirim

Yavuz. Below is the jury’s explanation of why they awarded him:

"To Sevki Vanli in recognition of his 40 year long professional career, which presents a
lifetime devotion and commitment to the development of contemporary architecture in
Turkey, not only through distinguished built works, but also through many sided
contributions of the Vanli Foundation he has established, aiming to promote the profession

through publications and conferences." (Mimar Sinan Biiyiik Odiilii, 1992). 18

The jury emphasized how long he has been practicing architecture. They considered
his more than 40 years of contribution to the development of architecture in Turkey
with his productions having universal value. This was a key criterion for awarding him

the award.

118 The jury text is presented at the website of Mimarlar Odas1 Ulusal Mimarlik Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 1992) in Turkish, and it can be found the Turkish text below:

"40 yildan fazla bir siireden beri gergeklestirdigi evrensel degerdeki yapitlariyla, Tiirkiye’de mimarligin
gelismesine katkilarda bulunan; proje ¢alismalarinin yanisira, son yillarda kurmus oldugu Vanli Vakfi
aracilig1 ile mimarlik yayinlar1 ve konferanslariyla lilkedeki mimarlik egitimine katkida bulunan ve tiim
mesleki yasamini ¢agdas mimarligin Tiirkiye’de en iyi bicimde ger¢eklesmesine harcamig olan Sevki
Vanlr’ya..."

This translation is quoted from the book titled Ulusal Mimarlik Sergisi ve Odiilleri, Tiirkiye 1988—2004
/ National Architecture Exhibition and Awards, Turkey 1988-2004 edited by Aydan Balamir in 2005.

116



In addition, his main contributions in the field of practice have been specified, and
these are architectural education, publications, and conferences. It has been stated that
publications and conferences are also made through the foundation he has established,
and a foundation established for contemporary architecture is very important and

contributes to archiving tradition and culture.

5.2.8.1.Fragments of visual representation

Sevki Vanli’s sketches of OR-AN project can be seen visual representations of his
practice. In his sketches (Figure 5.97), he prioritized figures and the landscape around
the buildings, rather than realistic lines. In the model, on the other hand, there are mass
production representations. It can be interpreted that Vanli designed the actions in his

design structure. Building / designing city is obviously about designing the practice.

Housiny blocks from jervice sireet

Figure 5.97 : Working sketches and model photo on the city of Or-An (“Ankara’da
Or-An Toplu Konut Yerlesimi”, 1970, Mimarlik, 70(8)).

As can be seen in the cross-sectional image (Figure 5.98), the structure is an organic
structure. Softer lines are presented instead of sharp lines and 90 degrees of walls.
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Figure 5.98 : The sketch of Fatih Bazaar.!*

5.2.8.2.Fragments of verbal representation

Sevki Vanli is one of the important architects of contemporary Turkish Architecture.
He is an architect who has written articles since the first years of his career and focused
on the intellectual background of architecture. Vanli is the founder of the Sevki Vanh
Architecture Foundation, the first private institution in Turkey that aims to bring
architectural problems to the fore. If the architect's definition of architecture is
examined; he uses the word "organic" when describing his own architecture. Vanli,
who stated that architecture in Turkey in the 1950s was under the influence of either
rational or national architectural movements, is not a part of either of these
movements. He defines organic architecture as architecture that has no limitations
(Vanli Architectural Foundation, 2012). Vanli was interested in contemporary
architectural problems and Vanli wrote critical articles on contemporary architecture
and urbanism in Forum Magazine. This magazine contained critical articles about
every discipline. Important names such as Muammer Aksoy, Bahri Savci, Sadun Aren,
Turan Feyzioglu, Turan Giines, Ali Bozer, Metin And, Biilent Ecevit, Osman Okyar
and Coskun Kirca also wrote critical articles on other disciplinary subjects. Sevki

Vanli had the opportunity to learn and discuss many disciplines during this period.

Definition of architecture for him; “The language of architecture is three-dimensional.
Expression happens through light and shadow. Architecture can only be described by
building, maybe by walls. If the shadow is the outward reflection of an inner being,
the inner is a depth. Every corner, every hole (space) in the wall should be an

expression of the depth inside. Shadow is the expressive power of architecture. There

119 The figiire is retrieved from the link: https://www.arkitera.com/proje/fatih-carsisi/
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should be depth behind every drawing. Maybe design is an arrangement of depths.”
(Anonymous, 2005). For example, the rhythmic repetition of the carrier system in the
Bursa Central Bank building creates shadows on the facade and provides a different
perception of depth. In other words, it is possible to see the verbal fragments of the

architect in the spatial fragments physically.
5.2.8.3.Fragments of spatial representation

Organic architecture, which the harmony between the building and its environment is
the focus, has become one of the popular approaches in our country as well as in the
west. For this reason, Sevki Vanli has been in trouble from time to time not being
understood his mottos in architecture. Turkish architects have maintained their
independent formation attitude, the general feature of which is to move away from the
binding of the ninety degrees, until today. The Ministry of National Defense Student
Dormitory in Ankara (Figure 5.99), designed by Sevki Vanli and Ersen
Perakendesizoglu, is contextual with its place in the city. The building consists of two
blocks, the female dormitory and the male dormitory, and consists of two blocks. In
addition, it can be said that the building has a functional design. These two blocks
come together at an angle, referencing the lines of the intersection where they are
located. It can be said that this structure is particularly successful in terms of
contributing to the urban environment (S6zen, 1996, p.86). Vanli includes fragments

of organic architecture in its design practice.

Figure 5.99 : The Ministry of National Defense Student Dormitory.1%

120 The figiire is abstracted from the link:
https://v3.arkitera.com/tools/watermark.php?src=UserFiles/Image/ig/Diyalog/sevkivanli/sv13.jpg
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In addition to these, Sevki Vanli initiated OR-AN, the first suburb experiment in
Turkey between 1969-1975 (Figure 5.100). Vanli stated that at that time, it was clear
that the housing problem could not be solved by building individual apartments, and
that special conditions and organization were required for mass production. Therefore,
he dreamed of developing and projecting a suburb area. He was very excited to design
a whole with the road, pavement, houses, school, center, and everything else that

would design an environment, not a building (Anonymous, 2005).
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Figure 5.100 : A photo on the city of Or-An!#

Many of its structures include innovative approaches. In addition, the fact that he
worked not only at the building scale but also at the city scale provided diversity in his
spatial structure.

5.2.8.4.Discussion

Throughout Vanli’s life, he has struggled and continues to struggle for his ideals. He
has not only taken place in the design, visual and verbal practices of architecture, but
has also been influential in fields such as politics and architecture, unlike other
architects. When the jury text and the representations are evaluated together, we see
some overlapping points. These reveal more the image of the architect. One of the
breaking points of the award structure, which is the third Mimar Sinan Grand Award.
The reason is that, after Sedad Hakki Eldem and Turgut Cansever, an architect was
chosen from the representatives of contemporary organic architecture, not the

representative of the regionalist / national architectural movement. However, it is

121 The figiire is abstracted from the link:
https://v3.arkitera.com/tools/watermark.php?src=UserFiles/Image/ig/Diyalog/sevkivanli/sv16.jpg
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noticed that the common fragment of these three architects is that they are experienced
in international environments, have appeared in many fields of practice, and have
made great contributions to architecture for more than 40 years. For example, the Vanli
Architectural Foundation, which is also mentioned in the jury text, was established to
bring Turkish architecture to a better level. Likewise, in the fragments of Turgut
Cansever and Sedad Hakki Eldem, different establishments serving architecture can

be found.

5.2.9. Turgut Cansever, 1990

The Chamber of Architects awarded Turgut Cansever*?? (1921-2009) the Mimar Sinan
Grand Award in 1990 at the 2nd National Architecture Exhibition and Awards. The
jury members were Sevki Vanli, Afife Batur, Cengiz Bektas, Erbil Coskuner, Yildirim

Yavuz. Below is the jury’s explanation of why they awarded him:

“To Turgut Cansever, for his successful architectural practice during a career of more than
40 years, for reflecting building resources of all humanity in the conceptual and philosophical
contents of his works, for ensuring that the architecture of Turkey remains on the agenda at
an international level, an for the efforts he has made in order that the cultural resources of
architecture continue their existence from past to present." (Mimar Sinan Biiyiik Odiilii,
1990). 123
In the award text of Turgut Cansever, his fields of practice and his contributions are
explained. As with other architect texts, his contribution to architectural practice for
over 40 years has become an important fragment of the award-winning architect's
image. It is obvious that the international representation of Turkish architectural
culture is very important for a developing country. This architectural culture is
obtained by combining contemporary and local fragments after Sedad Hakki Eldem.

The interpretation of Turgut Cansever’s architectural practices show us that he built

122 The link of the rhizomatic map created within the scope of this thesis is given below:
https://graphcommons.com/graphs/17elecad-f078-4eb0-8b24-3a821438d0al

123 The jury text is presented at the website of Mimarlar Odas1 Ulusal Mimarlik Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 1990) in Turkish, and it can be found the Turkish text below:

"40 yili askin meslek yasamindaki basarili mimarlik pratiginin yanisira, tasarimlarinda insanligin
yapisal birikimini yorumlamasi, bunu yapitlarinin diisiinsel ve felsefi igeriginde yansitmasi, Tiirkiye
mimarligini uluslararasi diizeyde temsil ederek bu mimarligin her zaman, her yoniiyle giindemde
kalmasini saglamasi, ve mimarlik kiiltiir birikiminin gegmisten gliniimiize siirdiiriilmesinde gosterdigi
¢abalar nedeniyle TURGUT CANSEVER’e"

This translation is quoted from the book titled Ulusal Mimarlik Sergisi ve Odiilleri, Tiirkiye 1988—2004
/ National Architecture Exhibition and Awards, Turkey 1988-2004 edited by Aydan Balamir in 2005.
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his own structure with the fragments he obtained. Another remarkable word mentioned
in the jury text are “intellectual” and “philosophical.” These words reveal fragments
of his image. It is important to focus on these fragments for this thesis. Because this

thesis argues that practices have two types as actual and intellectual.
5.2.9.1.Fragments of visual representation

Turgut Cansever has traveled a lot. He took many notes and did sketches during his
trips. These sketches can also be considered as visual representations / fragments of
his perception. Cansever has created a very important archive of the period with the
photographs he took during his travels to the East and the West and the sketches he
drew in his notebook. In this way, archivist and modern identity was formed. This
identity has made both its academic and architectural stance stronger. In his sketches,
we see the relationship between the buildings and their surroundings in context. This

sketch with contrast is presented in a simple language like the representation of his

own image (Figure 5.101).

e B o I v P [acrr: ¢ R
Figure 5.101 : The Sketches and Notes about the villages in Norway*?*

However, it is possible to examine the Biiyiikada Anadolu Club model as a visual

presentation. We see that the model contains a lot of details. In the photo below,

124 Abstracted from the article: Sonmez, Filiz & Arslan Selguk, Semra. (2016). Cansever’in Seyahatleri
Araciligiyla 'Diinyay1 Gérme, Sezis ve Yorumlama' Bigimleri Uzerine Bir Aktif Okuma/Diisiinme.
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Cansever is next to the model. The architect and his visual representation are presented
in the same frame. It is also a kind of representation that the images of the architect
and the model are in the same frame. The architect is associated with the image he
produces. We also see such an image in the image of the "modern architect”, with Mies
Van der Rohe. The fact that technology was not developed during the period of
Cansever's presence made the models more important. Because it is a different way
for architects to re-perceive the building they produce from various levels and

perspectives.

Figure 5.102 : A Picture of Turgut Cansever and The Model of Biiyiikada
Anadolu Kuliibii!?®

Figure 5.103 : Architect Ludwig Mies van der Rohe peered between two large
models of ultra-modern apartment buildings he designed for Chicago’s Lake
Shore Drivel?

125 Abstracted from the link: https://blog.iae.org.tr/sergiler/yeni-insan-turgut-cansever
126 Abstracted from the link: https://www.life.com/arts-entertainment/mies-van-der-rohe-and-the-
poetry-of-purpose/
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5.2.9.2.Fragments of verbal representation

Cansever's narratives and writings about architecture do not only give information
about his own understanding of architecture. It also includes suggestions on how to
understand past architectural products. Cansever proposes a liberating language
instead of a dominant architectural language (Demirgiig, 2006). Cansever, in an article
he wrote in 1965, states that "the task of the architect is to make the world beautiful "
(Cansever, 1965). Cansever (1997, 190) states that “There can be no other ideal more
important than good protection and beautification for a person who assumes the
responsibility of an entrusted property and its environment”.}?” In Cansever
architecture, it is possible for people to establish a conscious relationship with their
environment only with an architecture that is lived (Demirgii¢, 2006). From this point

of view, it is possible to interpret "relation™ with the principle of contextuality.
5.2.9.3.Fragments of spatial representation

The spatial representation of Turgut Cansever is presented with 3 projects in this thesis.
This is because, Turgut Cansever is the only architect in the world to win the Aga
Khan Architecture Award three times. Therefore, it is possible to say that the effects
of his works are universal. He won two Aga Khan Awards for the Turkish Historical
Society building (1951-1967, Ankara, realized with Ertur Yener) and for the
renovation of the Ahmet Ertegiin house (1971-1973, Bodrum). The Demir Houses
Project, which he implemented in Mandalya Bay, north of Bodrum, in 1992, brought
him the third Aga Khan Award.

Turgut Cansever's works contain original values. This is seen as a result of his different
thinking and integrating different subjects. The Turkish Historical Society Building
(Figure 5.104 and 5.105) is one of the first projects Cansever and Ertur Yener designed
and built in Ankara. While constructing the Turkish Historical Society building,
Turgut Cansever did not neglect to examine the natural, cultural, and climatic features
of the city where the building will be built. In his sketches, examples of which we see
in the visual representation section, he drew attention to the features of the place. We

see that Cansever observes them and takes them as the starting point of the design.

127 The Turkish sentence:
“Varligin, gevresinin ve diinyanin sorumlulugunu istlenen kisi i¢in, emanetlerin iyi bir sekilde
korunmasi ve giizellestirilmesinden daha 6nemli bagka bir ideal olamaz”.
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According to the result of this examination, the plan scheme has been formed and the
angle of the sun has been an important input. Here we can observe fragments of the
regionalism approach. This approach can be defined as Cansever, who is closely
interested in the concept of regionalism, paid attention to the local culture, climate
values, local building materials and construction technique of the region before
starting the architectural design. Regionalism is an approach against the emergence of

uniform structures under the influence of modernism.

Figure 5.105 : Turkish Historical Society Building, 1980. 12

When the courtyard in the building is examined, the reflections of sunlight on the
interior and the contrast and dynamic effect it creates on the surfaces show that Turgut

128 Apstracted from the link: https://www.arkiv.com.tr/proje/turk-tarih-kurumu/3229
129 Abstracted from the link: http://www.mo.org.tr/ulusalsergi/index.cfm?sayfa=BO-cansever-yapit
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Cansever also attaches great importance to the interior of the building. Regarding the
courtyard, Aga Khan presents the award text with the following sentence:

“While the central courtyard reflects the inward-looking character of traditional Ottoman

buildings, the integrity principle of Islamic architecture was also used as an arrangement tool

to determine the relationship of parts to the whole.”**°

These forms of thought that shape the work, such as the design of the Turkish
Historical Society building together with the analysis of the city in which it is located,
integrating the indoor and outdoor spaces, providing alternative entrances to the
building by making use of different elevations as the topography is oriented, are also
in harmony with the environment. The fact that its architectural effect is still not lost
today has been an indicator of its original value. It also includes the concept of

contextuality.

Ertegiin House is another award-winning project designed by Turgut Cansever.
Ertegiin House is a summer house designed by preserving the 100-year-old Historical
Salih Efendi Konag1 in the 1970s. The building was designed as 2 separate buildings
for 2 siblings and their families, combined with a single door. The 2-storey left part is
used as a Selamlik, and the 2-storey right part is used as a Haremlik. In short, it is
literally a traditional Turkish house. Cansever, which preserves its original structure;
added an independent space with a linear plan to the existing building. It is an
additional structure that does not imitate the original structure and has a different
language in terms of design. In the spatial organization of Ertegiin House (Figure
5.106), spaces are intertwined. With its shading elements eliminate the boundaries
between indoor and outdoor space. Turgut Cansever makes the internal-external

relationship transparent for this structure.

130 Tiirk Tarih Kurumu Binasi, 1980 International Aga Khan Architecture Award text. Tiirk Tarih
Kurumu resmi web site. The Turkish text presented below:

“Merkezi avlu geleneksel Osmanli yapilarinin ige doniik karakterini yansitirken, Islam mimarisinin
biitiinlik ilkesi de pargalarm biitiine olan iligkisini belirlemekte bir diizenleme araci olarak
kullanilmistir.”
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Figure 5.106 : Ahmet Ertegiin House, 1980. 3

Another example, Demir Holiday Village (Figure 5.107), was designed for the first
time in 1971-1972 and started to be built in 1983 by developing a different project.
Cansever (1981, p.55) states that the use of local materials is envisaged in the entire
village to respond to contemporary needs, local architectural elements are adapted to
the project, and a new language is created with the clarity and sharpness of the forms.
It is a project that is in harmony with the topography, oriented towards the landscape,
the relationship between sun and shadow during the day, emphasizing neighborhood
relations, but reflecting privacy with appropriate solutions developed in integrity in
line with the architectural principles determined in the design language. This can be
determined as a fragment of contextuality.

Figure 5.107: Demir Holiday Village, 1971-72. 1%

131 Abstracted from the link: https://www.arkiv.com.tr/proje/ertegun-evi/2589)
132 Abstracted from the link: https://www.arkiv.com.tr/proje/demir-tatil-koyu/2588
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5.2.9.4.Discussion

Research on the image of Turgut Cansever conducted within the scope of this thesis
present important fragments. One of them is the closeness of his family to Islamic
culture, which caused Turgut Cansever to adopt an Islamic architectural
understanding. Thus, he adopted the understanding of regionalism. Sedad Hakk1
Eldem played a very supportive role on Cansever’s architecture. We also see that one
of the main fragments that defines Cansever's architecture is human-oriented design.
This situation is also presented in the text of the Mimar Sinan Grand Award jury. At
the same time, the award text provides a general description of Cansever’s image and
fragments. Within the scope of the award image, fragments of many architectural
practice fields such as Turgut Cansever being both an archivist, a designer architect

and a lecturer are important.

5.2.10. Sedad Hakki Eldem, 1988

The Chamber of Architects awarded Sedad Hakki Eldem®*® (1908-1988) the Mimar
Sinan Grand Award in 1988 at the 1st National Architecture Exhibition and Awards.
The jury members were Ilhami Ural, Mustafa Aslaner, Afife Batur, Fatih Gorbon, Enis

Kortan. The jury explained their choice of Eldem as follows:

“To Architect Sedad Hakki Eldem for his immense contributions to architecture profession
in its fields of education, culture, building design and construction, as well as his exemplary
career in establishing the identity of "Architect" in our society.” (Mimar Sinan Biiyiik Odiilii,
1988). 134

The jury describes the defining features of Eldem's image as an architect and the
practices that created this image. This is the jury's perception of Eldem. This image is
also a representation of an architect who is considered worthy of receiving this award

by these jury members. The jury underlined that Eldem had a great contribution to the

133 The link of the rhizomatic map created within the scope of this thesis is given below:
https://graphcommons.com/graphs/de7faef5-329b-45d2-ac77-e217623df672

134 The jury text is presented at the website of Mimarlar Odas1 Ulusal Mimarlik Sergisi ve Odiilleri
(Mimar Sinan Biiyiik Odiilleri 1988) in Turkish, and it can be found the Turkish text below:

"Mimarlik meslegine egitim, kiiltiir, tasarim ve yap1 iiretimi alanlarindaki biilyiik katkilarinin yanisira,
toplumumuzda “Mimar” kimliginin yerlesmesinde pay1 olan 6rnek meslek yasamindan otiirii Mimar
SEDAD HAKKI ELDEM’e...”

This translation is quoted from the book titled Ulusal Mimarlik Sergisi ve Odiilleri, Tiirkiye 1988—2004
/ National Architecture Exhibition and Awards, Turkey 1988-2004 edited by Aydan Balamir in 2005.
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formation of “the identity of the architect” in Turkey. Architects, the jury indicated,
should be active both in the actual and in the intellectual realm of architecture to
possess such an ideal identity.'® Within these actual and intellectual fields of
architecture, the jury called attention to education, culture, design, and building
production in particular. It is also evident in the studies of other award-winning
architects in this thesis that the diversity of practices is one of the most discerning

fragments of the image of the Mimar Sinan Award.
5.2.10.1. Fragments of visual representation

When the visual representations of Sedad Hakki Eldem are examined, it is seen that
the proportions in the images he produces are well defined. The fagade and the masses
are the focal points in his sketches. He also sketches buildings together with their
environment. Here we see that Eldem did not consider a building's design in isolation
from its surroundings. The Sirer Mansion (Figure 5.108) and the Embassy of Pakistan
Buildings (Figure 5.109) presented below show this aspect of his designs. Eldem's
regionalist approach and design principles are very clear in these sketches. Window
proportions, eaves and cantilever presented on the facade can be interpreted as
restructuring of Turkish House architectural fragments. The proportional setup of the

surrounding walls of the building is in harmony with the building.

x| -

Figure 5.108 : A Sketch of Sirer Yalis1!3®

135 Eldem’s architectural practices in both of these fields can be seen at
https://graphcommons.com/graphs/de7faef5-329b-45d2-ac77-e217623df672
136 The Figure is abstracted from the link: http://mimdap.org/2017/12/sedat-hakki-eldem/
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Figure 5.109 : A Sketch of Embassy of Pakistan¥’

Eldem, who created the local architectural trend with his reinterpretation of Turkish
House fragments, participated in many competitions. Anitkabir Architectural
Competition (Figure 5.110) was one of them.

With his research on historical monuments, he interpreted, synthesized and
instrumentalized them for contemporary designs. He wanted to create as an inspiration
from old Turkish architectural works, of which there are many examples. In this
respect, the characteristics of the plans and the architectural motifs and facades
represent of Turkish Architecture. Thus, the fragments obtained in the mentioned
research are presented as a result of intellectual practices in the image below.

2 -

Figure

.110 : A Sketch of Anitkabir Design Proposal'®
5.2.10.2. Fragments of verbal representation

Sedad Hakki Eldem is an architect who is aware that architecture affects generations.
As an architect, Sedad Hakki Eldem emphasized the importance of sharing
experiences with young architects to develop their design skills. That is why he has

taught at Fine Art Academy over the years. Throughout these years, in addition to

137 The Figure is abstracted from the link: http://mimdap.org/2017/12/sedat-hakki-eldem/
138 The Figure is abstracted from the link: http://mimdap.org/2017/12/sedat-hakki-eldem/
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designing and teaching, he also studied historical monuments and traditional Turkish
houses. Therefore, this intellectual background shaped his approach to design and his
design language. Eldem considered simplicity and rationalism in design as central
principles of modern architecture. Turgut Cansever mentions that he discovered these
features were present in Turkish-Ottoman houses as well. Then, he concluded that if
an architect employs features of traditional architecture based on the knowledge of a
place that contains wisdom from generations past, it will also convey the basic

principle of modern architecture. (2008)

As a result, he concluded that an architect should create a language of his/her own
geography (Cansever, 2008). The thoughts of Sedad Hakki Eldem (1939) regarding

this architectural language are given below:

“Now is the time to deal with this issue. It is necessary to say whether it can be a national

architecture or not.” Sedad Hakki Eldem, “Towards National Architecture13°

Eldem interpreted national architecture in the focus of regionalism. He has a
theoretical approach that gives constant references to traditional Turkish housing,
taking into account the data of the place, the direction of light, climate, temperature
conditions, culture and topography, and texture. This attitude, which he expressed as

a verbal representation, is reflected in his spatial representations.
5.2.10.3. Fragments of spatial representation

Before presenting fragments of Sedad Hakki Eldem's spatial representations, it is
important to examine the architect's own biographical fragments. Looking at the
family environment, which is the basis of his biography, it is noticed that his family
contributed to Turkish culture in many ways. For example, one of his grandfathers was
chief vizier in the palace and studied engineering. At the same time, he pioneered the
promotion of Ottoman art and architecture on the international platform. His other
grandfather is an archaeologist and painter, as well as the bureaucrat son of the founder
of various museums (Bozdogan, p., 19987, p.158). It can be argued that a background

from the family has increased the diversity of Sedad Hakki's archive. In the text of the

139 The Turkish sentence is presented below:

“Artik bu mesele ile mesgul olmak zaman1 gelmistir. Milli mimari olabilir mi degil, olmalidir demek
lazimdir.”

This sentence is abstracted from “Milli Mimariye Dogru”, Arkitekt, 9/10, Kasim 1939.
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jury, it is mentioned that he is an archivist architect, and it is considered within the
scope of this thesis that the biggest reason for archiving relates to biographical inputs.

Eldem acquired the national architectural view while he was a student at the School of
Industry. He graduated from Sanayi-i Nefise Mektebi (DGSA) in 1928. Between
1928-30, he went to France, England, and Germany with a three-year scholarship,
where he was rewarded with his success at school. He worked abroad in the offices of
Perret, Jansen and Poelzig, and after returning to Turkey for a while in Ankara, in the
offices of Holzmann and Mongeri. From this point of view, the multinational
environment continued to feed Sedad Hakk: Eldem with a focus on architecture, as he
did in his childhood and youth years. Like his family, he has become one of the
representatives of Turkish culture and architecture in the international arena. For
example, he continued his studies on the Turkish House with various studies and
opened an exhibition called "Anatolian Village Houses" (Figure 5.111), which he
prepared in Paris in 1928. This exhibition developed and was exhibited in Berlin in
1929 (Kuban, D., 1988, p.24).
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Figure 5.112 : The Sketches of Turkish House in Berlin Exhibition, 1929.
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He took place simultaneously in many areas of architectural practice and feeds each
practice with another practice. It has also taken place in the academy as another
practical field. In 1930, he worked as a lecturer at the DGSA Architecture Department
(Mimar Sinan Grand Award, 1988). During these years, the economic crisis in Turkey
and in the world also affected the architectural environment. In this period in Turkey,
the understanding of statism was prioritized, and the state authority gained importance.
The reflection of this authority on architecture is inevitable. During this period, Eldem
worked with Jansen on the zoning plan studies. From this, we can deduce that it works
not only at the building scale, but also at every scale of the design. In addition, with
the increase in state authority, Eldem established the National Architectural Seminar
Research Institute. The focus of these seminars is Turkish Civil Architecture, and the
aim is to develop the idea of national architecture (Kuban, D., 1985, p.67). However,
the most important factor affecting the idea of national architecture at this time was
the principles of National Socialism, which emerged in Turkey due to the relations
with Germany and the second world war. Eldem, with the support of Emin Onat and
Paul Bonatz, has progressed in the focus of regional and national architecture. Eldem

argues that “Modern construction should also belong to us” (Eldem, S. H., 1944, p.2).

According to this, the Hilton Hotel Building (Figure 5.113), which will shape the
character of Turkish Architecture, was designed by Sedad Hakki Eldem, together with
the American Skidmore Owings and Merril group of architects, in the period when the
architecture brought by the 1950s sought a universal identity (Hasol, A., 1986, p.35).
This building is an important transformation point and carries all the elements of
international modernism. Prismatic mass, modular and plain facade, functional,
rational entrance eaves, garden kiosks and decorative elements of traditional Turkish
architecture in the interior are articulated as elements that allow the building to be

associated with its location.
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Figure 5.113 : The Hilton Hotel in Istanbul. 14

Eldem not only won the Mimar Sinan Grand Award, but also the Aga Kahn
Architecture Award in 1986. He won this award for its Social Insurance Institution
Facilities design (Figure 5.114). One of the reasons why this building received an
award is that; it is a building that is perfectly related to its context and that the
proportions of Turkish Houses are reinterpreted and designed. In addition,
contextuality comes to the forefront with topography harmony. Eaves, proportions,
and cantilevers in the facade design are fragments of Turkish Houses architecture
(Kaygusuz, 1993).
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Figure 5.114 : Zeyrek Social Insurance Institution Facilities. 4

Sedad Hakki Eldem, continued to work in his own workshop until then. Other
prominent works of this period are Ankara Indian Embassy House (1965), Usakligil
House in Emirgan, Yildiz Complex (1976-78), Sciences apartments in Yenikdy (1978-
81), Akbank Headquarters Building (1968), In Beirut, the Consulate General Building

140 Retrieved from the link: http://mimdap.org/2017/12/sedat-hakki-eldem/
141 Abstracted from the link: http://www.arkiv.com.tr/proje/sosyal-sigortalar-kurumu-tesisleri-
zeyrek/3226
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(1972, together with Hamdi Sensoy and Sungu Sadik), the Netherlands Consulate
General Building (1973-77), Atatiirk Library (1973-75), Baglarbas1 Sark Insurance
Building (1979, with Hamdi Sensoy) (Incesu, B., 1990, p.52). In all these structures,
it is possible to find both international and local (Anatolian) lines. This is due to both
actual and intellectual fragments. The life process of Sedad Hakki Eldem coincided
with such a period that his change was intense and the global interaction suddenly
increased and fast strong ideas / currents suddenly became a phenomenon. Sedad
Hakki Eldem's architecture contains fragments of all these developments. But we
cannot see them as they are. Eldem internalized and structured all fragments. However,
it can be said that he contributed a lot to Turkish Architecture, and we can feel the
fragments of the structures he created in the design products of other Turkish architects

in the following periods.

5.2.10.4. Discussion

One of the fragments obtained from his representations is that his family was
influential in the formation of Sedad Hakki Eldem's consciousness of life and
architecture. It is noticed that his family contributed to Turkish culture in many ways.
As an example, the integration of archival culture into Sedad Hakki can be given. In
addition to archiving, it is seen that the unity of architecture and exhibition was
promoted simultaneously by Eldem. Accordingly, it takes place simultaneously in
many areas of architectural practice and feeds each practice with another practice. This
situation is also presented in the Mimar Sinan Grand Award Jury Text. The first text
about this award is the text of Sedad Hakki1 Eldem, and it is understood from this that
one of the first fragments of the award image is the diversity of architectural practice
and contributions. In addition, Eldem designed national architecture with the focus of
regionalism and became the pioneer of this. He has a theoretical approach that consider
the data of the place, the direction of light, climate, temperature conditions, culture
and topography, texture, and gives constant references to traditional Turkish housing.
Accordingly, it can be said that the intellectual fragments he obtained through his
research and observations structure the architectural image. When we look at Eldem's
representations, it is possible to say that both his visual, verbal, and spatial fragments
overlap, but the ways of representation are different. Fragments of regionalism are

found in all their representations.
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6. EPILOGUE

The main objective of the thesis was to suggest a new method/way to understand
today's architecture through the relationship between the product and its images.
Exploring the fragment structure relationship considers the fragment as a defining and
descriptive concept in contemporary architectural practices. Like rhizomes, fragments
and structures are formed and transformed by different and unpredictable coalescence
in the designer's mind, like the soil's roots. Based on the examples presented, in today's
architectural practice, it is observed that the different productions of an architect share
some common elements and sensitivities and thus have a common language. In order
to understand constructing relations between fragments-structure, this thesis explores
a method. In this context, Mimar Sinan Grand Award-winning architects in Turkey are
presented as case studies to discuss the fragment-structure relationship between the
images of architects and their practices. It is possible to say that the award itself is a
structured representation of the image of the ideal architect. As determined by the
common feeling and decision of a jury with different members every two years, this
award presents us with an image of the award-winning architect as perceived by the
Jury. In other words, the award makes visible the fragments and structures of the
architects and their practices.

Accordingly, rhizomatic maps of each awarded architect were created in the case study
section of the thesis. Creating rhizomatic maps, photographs, interviews, and videos
related to the Mimar Sinan Grand Award and award laureates are investigated to
examine the structure and fragment relationship of architectural practices. These maps
contain fragments of the architects and should not be considered finished products,
they are open-ended. This thesis examines the image of architects awarded with a focus
on levels of representation. The representation defined as the phenomenological level
is the perception of the jury and other people. The jury texts also reveal the fragments
of the award. It could be argued that practice diversity is the most important criterion
for the award. Based on the analyses, it appears that in order to receive the Mimar
Sinan Grand Award, an architect must have actual and intellectual practices, and those

practices should be quite diverse. Both the actual and intellectual contributions to
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Turkey's architectural environment are also considered as criteria / elements of the
award. In addition to the award text, we see the representations of the
phenomenological fragments obtained by the mapping work in the practices of the
architects. Especially their family and living places affect the actions of architects
fundamentally, and they contribute to the increase of life and architectural awareness.
It is important for an architect to have a wide variety of production areas. These
production areas are actual and intellectual practices. Few architects are aware of the
need for the two main practices to coexist. Often different roles are assigned to
intellectual and visual images, forgetting that they transform into each other in no
mental chaos. However, for the architects mentioned in this thesis, it can be said that
the boundary between these two practices is rather vague. In this way, his contributions

to architecture are great.

Mimar Sinan Grand Awards were given for the first time in 1988 to Sedad Hakki
Eldem. At the time of his reward, Sedad Hakki Eldem was 80 years old, and he was
an architect who designed, taught, and published extensively throughout the decades.
Having the Aga Kahn Architecture Award in 1986 with his design for the Social
Insurance Institution Facilities in Zeyrek, he has already had international recognition.
Eldem was also a tutor of Turgut Cansever, who was the next recipient of the award.
When Turgut Cansever received the award in 1990, he was 70 years old and had won
two Aga Khan Awards in 1980. Contributing to architecture for many years is one of

the main fragments of Mimar Sinan Grand Award.

The understanding of National Architecture, which started with Sedad Hakki1 Eldem
in the 1930s and developed with names such as Turgut Cansever, evolved with
regionalism and modernity and was shaped according to the period, people,
partnerships, and practices. By that way it is provided that international recognition,
quality of his designs, intellectual background of designs, context awareness, adapting
principles of modern architecture by responding local conditions, interpreting and
utilizing assets of traditional architecture to modern needs, diversity of practices, long
years of practice, contributions to the development of Turkish architecture. These
fragments are presented as the first fragments of the architect image defined by the

award.

One of the first breaks in the architect's image of the award is the Sevki Vanli Award.

With this award given in 1992, an architect was chosen after Sedad Hakki Eldem and
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Turgut Cansever, not the representative of the regional/national architectural
movement, but one of the representatives of contemporary organic architecture.
However, it is noticed that the common denominator of these three architects is their
experience in international environments, their presence in many fields of application,
and their great contributions to architecture for over 40 years. For example, Vanl
Architecture Foundation, mentioned in the Jury text, was established to bring Turkish
architecture to a better level. Likewise, it is possible to come across different
establishments serving architecture in the fragments of Turgut Cansever and Sedad
Hakki Eldem.

Another breaking point is the Tekeli-Sisa (1994) award. Because, in this time the
award was given to a partnership. Accordingly, this award defined the image of an
architect through this partnership rather than through the life and work of an
architect. Tekeli-Sisa partnership, which has experience in many practical areas,
became interested in modern architecture after years of education and took the rational
and local architectural movement, which was initiated by names such as Sedad Hakk1
Eldem, to a different perception. It can be defined as the reinterpretation / restructuring
of modern architecture with rationality and locality. However, they are architects who
are aware that architectural practice is not a result-oriented production area. Therefore,
the process is more efficient for them. The partnership is in a different position
compared to the architect's image structured by this award. It can be argued that the
beginning of this partnership establishes a unified image instead of an architect’s

image.

In the 1996, for the first time the jury started to emphasize the personality traits. 1996
was the first year that the jury began emphasizing personality traits. In its award text,
the Jury emphasized Abdurrahman Hanci's personality. As can be seen in different
fragments of Hanci's image, the jury referred to Hanci's as modest. Hanci’s
image.Then, the word "modest”, has been frequently encountered in Jury texts .
According to the Jury, the award-winning architects quietly and humbly have carried
out their practices. Rather than being concerned only with promoting their own name
and brand, these architects have made quality works with a lifetime commitment to
architecture.

It is obvious that the diversity of practical fields creates an abundance of fragments.

However, an architect who determined his position as a cross-section of different
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practice fields such as art and architecturedid not have the Grand Award before
Abdurrahman Hanci. Abdurrahman Hanci has created his own image in the
intersection of art and architecture. This brings along a holistic design approach. For
example, from the art object to be exhibited on the wall to the fagade design, there is
an equally important and integrated design practice for Hanci. This definition also
appears in the research of Nisan Yaubyan and Nezih Eldem. After Cansever, architects
who were not the focus of the national architectural movement and pursued the more
organic were rewarded. We see the traces of the national architectural movement in
the early periods of Nezih Eldem, who was awarded in 1998. It can be argued that the
approach that came to the fore in design practice in the following periods was more
unique and holistic. Because Nezih Eldem, has made drawings since his childhood,
The reason for this is not only the act of design, but also the importance of
representation. Four types of representations are mentioned in the theory part of this
thesis. One of them was visual representation. The images produced by Nezih Eldem
are at the center of this type of representation. One of the aspects that makes Nezih
Eldem's architect image stand out within the framework of this thesis is the

interpretation of the representation relationship.

As we see in Maruf Onal's (2000) case, his contribution to architectural organizations
was as much a cause for the award as what he produced. He has contributed a great
deal to the Chamber of Architects' efforts in improving architecture in Turkey and
professional conditions for architects. He also established an architectural foundation
which has contributed to the development of architecture. Similarly, one of the reasons
of Sevki Vanli’s award was the architectural foundation that he established. This
situation is described in the text of the jury by presenting the importance of
architectural practice diversity and also the continuous efforts for architecture. In
addition, looking at the Jury text, it was specifically stated that he had a professional
life of 56 years. Contributing to architecture for many years is one of the main
fragments of the award. Another architect, like Utarit Izgi who being nested
successfully in the field of education theory and design, working with acceptance of
the unity of ethics and aesthetics and also highlights the dual relationship between
profession and culture, is Behruz Cinici. Behruz Cinici (2004) present the
representation of locality in his own way during the periods when the locality was at

the forefront, and it was used as a label for good architecture. The reason for this goes
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far beyond forms. For him, it can be argued that what is behind what is revealed is
more important. These is exactly the fragments. Because the meaning behind is
presented through the image. This is similar to the structure-fragment relationship. So
that; beyond a formal attitude and an existing and defined architectural movement, the
architect has adopted the intellectual essence of that movement and has brought a new
dimension to the architectural culture with the images he has structured with his own

fragments.

Another contributor to architecture is Hamdi Sensoy (2006). Hamdi Sensoy's
definition of the image of the architect is very important in this thesis. While defining
what architecture is in 1980, he also included the definition of the architect's image in
the text he wrote. The need for the architect to be aware of the regional conditions,
traditions, and socio-economic structure of the society and to be familiar with the
materials is one of these features, and it is also in his own architect's image. This is an
input that increases product quality, and it is obvious that he has an uncompromising

attitude in the professional process.

The Jury emphasized Ziya Tanal1’s intellectual production in the field of architectural
criticism While many architectural practices of Ziya Tanali are mentioned in this text,
it is seen that the practice of criticism is included in the Jury text for the first time. The
culture of criticism is the most missing part of Turkish architecture. Ziya Tanali, who
has contributed a lot in this field, also has ownstyle of discussion. His involvement in
many practices and his dedication to art enriches him even more. One of Ziya Tanal1's
unique representations is verbal representation. It destroys the meaning of many
concepts, restructures them, re-interprets them, and relates what is told to those outside

the field of architecture. This makes the rhizomatic bonds visible.

Another fragment of the award on the image of the architect is the representation in
the international arena. While this representation is observed in every award-winning
architect, this situation is more prominent in the research of Mehmet Konuralp (2010).
It was stated that one of the aims of the thesis is to make a proposal to understand the
image of that architect by looking at the phenomenological and practical fragments of
the architect. The letter Mehmet Konuralp wrote to Behruz Cinici, as an architect who
is aware of all the steps he took, is very important. In this letter he explains the
phenomenal levels of his self-image. While explaining this level, it identifies its

fragments with world cultures. Besides, another reason why Mehmet Konuralp is

140



important for this thesis is the representations of the Macka Art Gallery he designed.
Within the scope of this thesis, the definition of the representation relationship was
evaluated for the second time through this project and its visual images. We see that
this award, which sought the image of an architect within the national architectural
patterns in the first periods, defines the image of the architect in a more ambiguous
area as we approach today. For example, it is possible to follow the actual and
intellectual fragments of Erkut Sahinbas (2012). His interest in Scandinavian culture,
which is one of the parts that directly affect his practice, can be observed from the first
steps to the last steps of his design practice. Like Ziya Tanali, Sahinbas was also
influenced by Scandinavian culture. The rhizomatic bond of its relationship with light
in design practice is fed from here. In addition, as stated in the Jury text, it represents
Turkish architecture in an international environment. It is obvious that this fragment
mentioned in the Jury text is very important for the image of the architect that the
award wants to create. In the research of Ersen Giirsel (2014), we come across a
different fragment. It is obvious that none of the previously awarded architects was an
architect who worked at various scales as Ersen Giirsel. At the same time, it shows that
being an architect is not only achieved by production, but also established within the
framework of responsibility. For Ersen Giirsel, being an architect shows that he is an
advocate for both the natural environment and the city, and approaches it responsibly,
taking part in every scale and discipline of architecture rather than the art of building.
This exactly creates the image of Ersen Glirsel as an architect. Ersen Giirsel, like
Cengiz Bektas, is an architect who touches the environment he lives in, protects, and
preserves its context. This reminds Kuzguncuk for Cengiz Bektas. Locality /
regionalism, which was mentioned in the Grand Awards given in the early times,
emerges as Anatolian Culture in Bektas's practices. The architect has created an
interrogative image that integrates with the environment he lives in. The inquiring
approach is also an intellectual approach. The foundation of architecture is based on
designing space and questioning this from the ground up brings along new fragments
and structures. For example, the research of Sevki Pekin (2018) focused on what it
means to create space rather than detail. Sevki Pekin argues that architectural design
orientation is about creating space rather than detail. Sevki Pekin redefined the
definition of space by evaluating the current and intellectual practices of the architects
before him, and his practices show parallelism with the definition. This definition is

not just a definition, but a restructuring of its architect's image and practices. Finally,
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in the Nisan Yaubyan research, we see a definition that comes as stated in the Jury
text. This is the "man who can't get enough of architecture”. As stated in the text of the
award, it has been involved in various architectural practices for more than 70 years,
but its enthusiasm for production has never disappeared. This is a result of actual and
intellectual accumulations since it takes place in many practices. In this sense, the
image of the award makes the practice and the image of architects visible. It is
important to reveal the fragments of this award, which is the most important
architectural award in Turkey, in order to observe the transformations of Turkish
architecture. The exhibitions about the awarded architects are not chronologically
prepared, but rather a multidimensional examination of the actual and intellectual
practices of the architect. Likewise, jury texts need to offer more potential. Thus,

fragments of the perceived image will be able to offer more potential.

In addition to the panels and exhibitions held every year as part of the Mimar Sinan
Grand Award, the catalog booklets updated every year, where we can see all the award-
winning architects together, can be a good source to understand and interpret the
structure of the award.'*?> More comprehensive and reliable analysis should be able to
be done for all of the catalogues. Since there are very few institutions and organizations
awarding architecture, the award is very important for the architecture of Turkey since
it structures the image of architect. If giving an award is one of the most powerful ways
to produce discourse about architecture, the fact that it is a national award makes it

even more valuable.

142 (The catalog edited by Aydan Balamir, Ulusal Mimarlik Sergisi ve Odiilleri, Tiirkiye 1988—2004 |
National Architecture Exhibition and Awards, Turkey 1988-2004 presents the specified years.)
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ANNEX 3 : Cengiz Bektas’s Rhizomatic Map
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ANNEX 4 : Ersen Giirsel’s Rhizomatic Map
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® sarajevo University Design, Bosnia and Herzegovina, 2000
@ Madrid University Faculty of Linguistics, Madrid, 1967

.l—.dx.talonal Bu Idings
adikgy Public Library, istanbul, 201
.Sehm‘nve City Arcnives ﬁes); oration Project, Selimiye Kby, Side, 2011
@ Dérlissafake Complex Cinema and Garage, Sish. ist.. 1997

® \olgagrad Mall 1, Volgagrad, Russia, 2003
®\clgagrad Mall 2, Volgagrac, Russia, 2007
AkgdabalYalipark Communily Cenler, Trabzon, 2012
e Municipality Hall, Side, Antalya, 2011
@ Adana $abanci Commercial Center Restoration, Adana, 2007

e Glilbr ‘wlnery Guest Houses, Sarkdy, Tekirdag, 1996
® MSGSU Kaltir Sanat Merkezi Sos. Hiz. Binasi, Tophane, iSt., 2008

@ Gallery Benadam, Moda, Kadikty, 1989

@ Ender House, Klnallada Ist, 1986
@ Yula House, Bedrum, 1989
@ Alkin Balkan House, Bodrum 1990
@ Mahmut Nalbl House, Dragos, ist. 1993
.‘Uktay Heksal Hpuse Bodrum, 1995
@ Balsilar House, Bodrum, 1996
@ Giiler- Haldun Oksar House, Bodrum, 1997
@ |zsan Yorik House, Bodrum, 1998
@ Feride Villas, ‘(ijcﬂksu, Istanbul, 1999

@ 1L Saglam House, K0§uyolu Istanbul, 2000 A A
@ Mutlu House, Bodrum, 2000 \

@ Phase 3: (1986-2002) Architectural Works / Re-thinking "Belonging-to-a-Land

Residential Buildings

@ Can House; Datca, 2000
® serace Houses, fzmit, 20
@ Metin Acar House; Beykoz, 2002

Commercial / Public Builsings

@ Oren Marina, Gokova, Oren, 2011
@ Harut Hotels Side Andiz Resort, Side, Antalya, 201
® Barut Hotels, Sensatori Sorgun, Antalya, 2011
@ Sunwing Resort 2, Side, Antalya, 2010
® Turquoise Otel Part 3, Side, Antalya, 2007

@ Phase 4: (2002 2020) Architectural Works and Urban Design Works / Mocernism to Modernity Re preduction of Urban Spaces

@ Art Study Scholarship (1967-68)
® Devlet Giizel Sanatlar Akademisi Yiksek Mimarlik Bolim, 1963

® Graduated From

-69

@ Barut Hotels Lara Resort Spa and Suits, Lara, Antalya, 2001
@ Turquoise Hotel Partl, Side, Antalya, 1998
@ Park Kaloma Houses, Bodrum, 1998
® Hatel Queen Ada, Badrum, 19946
Hotel Divan Palmira, Bodrum, 1995
® The Marmara, Bodrum, 1995
—®@ Robinson Club Maris, Marmaris, 1993
Bodrum Nattir Hotel, Bodrum, 1990
Pizsunda Tourism Complex, Pwtsunda Russia, 1990
~ @ Yokusbasi Houses, Bodrum, 1989

@ Hotel Okaliptis, Bedrum, 1989
® Torba 83 Summer Houses, Bodrum, 1987
@ Monastery Hotel, Bodrum, 1986
® Aktur Datca Turism Complex, Dat¢a, Mugla, 1975
“@ Aktur Bodrum Touristic Complex, Bodrum, 1973

@ Mehmet Ba.f;a’ran House/Bodrum, 2004
® Mavi Sehirflouses, lzmir, 2004
@ SE House, Bodrum, 2005
.ﬁaymr Stargate Residents, Kozyatag), istanbul, 2005
@ Giller Sananci House, Ayvalik, Balikesir, 2007
® Enis Barj¢ House, Bodrum, 2007
® Cezmi Mutlu House Restoration Project, Badrum 2007
® Aniriva Houses, Riva, istanbul, 2008
@ Sevil Sabanci House, Ayvalik, Balikesir, 2009

@ Maternity | lospital, Yasenova, Moskow, 1990

@ Heelth Facility

@ Archileclural Praclices

® Industrial Buildings

® Masters
® Kirlangic Factory Renovation and Reclamztion Project, Ayvalik, Balikesir, 2001

? Nihat Giiner (1969-1977)

@ [amer Basoglu

® Spain
Qubuk (1969-1977)

@®istanbul @ Mehmel

@ Cities Livec In =k

Collabrated With
@ ERSEN GURSEL
/ \\\
// \\\
@ INTELLACTUAL ® ACTUAL

@ Researcher ® Writer ® Lecturer ® Architect

7 ewms

I @i
®Ecoks

® Devlet Guzel Sanatlar Akademisi $ehircilik Karsisi (1965-69)

— @1 lzluk Crar (1987-2011)

Giimbet, ter Pl 0
® Kast dmur‘ucﬁdgmllar%uftlllmrfy?ﬂrll%zen‘le nesi, Kastamonu, 2015

® jzmir Konak Meydan Yaye Ust Gecidi, lzmir,

® Oren Marina, Gokova, Oren, 2011
@ Lodrum Coastal Promenade Regﬂ'lre*lggolgo]ect Bocrum, 2010

® Antalya Kundu Avenue Junction, Antalya, 20C
@ Rethinking Tstanbuls's Pedestrian Overpasses, istanbul, 2009 |

L ] Kl‘i(,‘ii‘(kt‘)v Belediyes Urbzn Fabric, Balikesir. 2009
® Cocek Square Plan, Fethiye, Mugla, 2005
®zlova Port Sguare Planriing, Yatova, 2005
®izmir Turkish-Republic-Tarches, Pasaport fzmir, 2004
@®Urban Flannmg of l(onsk Squara, Izmsr, 2002 ~
@ Urban Planning of the Yesnlyurt Yssxlkev Promenade
® Study of Newly Emerging Stums and Design-of Housil
@ Biter, Yahsi. Ortakent Villas Master Plan, Bodrum, 1986
@ Algeria Rastion Center Master Plan, Kazbah, Bastion. Algeri
@ ‘Nest Quirna and Amare Master Flan, Amara, Iraq,- 1982
@ Karlye Mn<nup Square Urban Planning Fdirnekap, | istanbiil, 1981
@ Touristic Complex of 1000-Units.inAlgeria, 1981
[ ] Floryz Promenade ane Touristic Complex, istanbul, 1980
® Halic Master Plan; istanbul, 1977
@ Pamucak Tourls, Aydin, 1973
@ Adana Karatas Clty Planning Competition Entry Project, Acana, 1972
® Urban-Planning of Side, Antalya, 1969

® Design Practices

@ Competitions

veloped parts of the City, Turkay, 1987

* @ Urban Design Practices

tirk and the Revolution Monument, METU, Ankarz, 1965
@ Kastamonu- Devrexani Village Urban Planning, Kastamonu, 1964

(
@ ODTU Atztirk ve Devrimler Aniti Yanismasi, 1. 6dil, 1966

N
® Side Turistik Yerlesme Plar Yarismasi, 1. 6diil, 1968

® Aviards

® Adana Karatag Turizm Planlamasi Yarigmasi, 1.

li 1972

@ Gecekondu Onleme Bolgeleri ve Geri Kalmis Yorelerde Kiralik Konut Ulusal Mimari Proje Yarnismast. Soguk klim, 1. dil / Iiman-Yagish iklim, 1. 8dil / Sicak-Kurak iklim, 1. mansiyon, 1981

@ TSMD 1998-2000 4. Ddnem Mimarlik Gdtla, 2000
.Ayd n Dogan Vakfi Kent Mimarisi Odiilii, 2005

® Arkilera isveren Odili "Kamu Kalegorisi, 2005
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ANNEX 5 : Erkut Sahinbas’s Rhizomatic Map

@ Horal: Architecture

®kclicor Cuniogsson-Jorn Nielsen f

W R Z
® A Roonn-Erc Krakatorm /Y TSRS,

® Anadolu Universitesi Fen-Edebi

@ Gilbag) Polis Sites!, Ancare, 1972-75 - )
®Maiin Bahar B Astalys, 1674 @ Kelsbac Sokacte.

t Fakaltes! Binasi, Eskisor, 197¢-78
® Anado Jniversites! Tia Fekaites! Binad. Exklsehlr, 1976-78
@ 2nad0 linersited Kotipnanes Ve Korfarans Saonus, FSCganir, 197676
@19 Maris Universites! Bio-Medixal Verkezl, Samsun. 1977-76

® Firat Dniversitesi Fon-Edebiyat Fakiited! Binasi, Beag, W79-1982
@ Melozys Iedam Univereit

Kusla Lumpur, Malezps, ‘963
® ikent Univaratadl, Ijletme, Itisad, Ecebiat 35Ums Binwlari, Anars, 1967-88
/ @ Bikont Univercited Uyzuamal fabanci Dillor ficsok Chuly Binasi, Ankara, 1987-00
@ Eikent Unlversites! Do Kampdsa Ojrerc! Yartlarl Ankare, 1989-91
@ ikt Cirluars tes! Do Kamaisa dare Binasl, Arkars. 1989-91
@ Bilent Jniversitasi Doju Kampusi BIZ sayer Myo Binasi, Ankare. 1550+
[ 7 _®Bikent Unverskesl Dogu Kame

ingiizce DI Myo Binasi, Adk, 1990 92 [

31 Dogu Kempisi Kafeteryasi, Ank., 1991-94
sosl Do Karnlisd Ankera, 1260-69
/ 4 Ellkant Urivercites Marce: Kituphaned, Ankara, 1991-95

@ Bilkent Universto:

@ Sicon: Ontersitas Fen Fatiltes! Blnssl Ankara, 1994-95

@ Eilkent Mizlk Ve Sehne Sanstiari Faciltes| Ve Konser Selonu, Ansars, 1794 95

@ Bikert Univsrsitest Tasarim Fakilees! Binasl, Ankere, 1996 97
o

1lcokret m Okulu, Ankare, 1596 98
Bikert Universilesi Bilgisayar Merked. Ankera. 1956-95 |
@ Nerr Oyversites Yeriegke:|, Nersin, 19952003
) / 2 - @ Turkmanistan Foliteknik, A3 abat, Turkmeriistan, 2010-11
\ = - ®arFatan Unerstast Uibye, 2011 g ]
7 @ N §oe Unyersties! Zirast Fakiites! Binasl. Nigde. 2012

~ @ Gubirova Crizerstesi 23tm Fekultes!, Adana, 2013

= @ Adane £21 Lisesi, Adana, 2012-14

sartran Anesre; 19/5-11
ehicmaie Vazlh Ev, 976-TE

@ Haz lar cin Kereera Yerl, Meke, SUcl Amblstan 1979 7
T

— @ Kagin Al-8an Kenutlar), Ryad, Suuds Arabisten, 1979-1980.
= @ Kiriergc Sokak'ta Apartman, Ankare, 1560 1751 = 5
= T @Neail Eugey by, Anvara, 1980-1982 " £

@ Cheras Apartmanlari, Kazakistan, 1565 ~ £

@ Vuraf Tokeon £vi, Marmaris, Muido, 784-1985. - - &

5 E @ Port Dicson Karutler, Malezya: 1956 Z

@ Kandilll Stesl, ctanbul, 1938-87 2

@ B B e Korus Per st 1906-83

= @ Rikant Univarcitad) Raktark Konuty, Arkars,
2 oS @ Erdofen Berker FA. istantud, 1989 e
® kol Hisarfrde Yal, istanou. 1990 = :
@ AR, Dockurt Vilasi ankars, 1991
@ Insan Dogramac Eul, Ancara, 1990-92
@ Al Dogrameci v, Ancare, 199293

Sto-BE

@ Osman Dogramac =i, Arknra, H92-93

2 = .Elmng Evier, Anksra, 1993
% RN - 2120 Vilalarl Ankara, 1593
o Eryaman Sosyal Kanatlari, Ankara, 1953-95
® Dkinen Vedistnde Terasevler, Ankare, 1995
3 ®Fcriag Konatlari, 1. Etep, Ankars, 1993-96
@ Muscl Cavcay Eri ankara. 199697
Forta

13iged Vadis! Ever (Portas Kenutiarl. 2.
ol Sitasl Ankara, 199K

. Eta), 195695

ol

rcer Caveay Konutu, Ankara, 1995
.nolu;kmu ez, Ankara, 1999

® Kirazf Konutior, istonou, 2002
® Sinan Sahinbes Exi. 3odru, 20M-13

@ Riyaa'de Cok Amagi Bina. Rysd. Suudt Arsbisten. 1564

Jaid Kelkonen
@ rsenlo
[ ~®..0 Spreckhelzen 2
= ®Cole Ao¥ Gzee
oveny g @ Al Dehoy 2 ciceye ds Prertinen, Arvars, 9et=)
7 £t
¥ @ Mige Cergizh ) N .
@ Foyal Derdsh Academy - BMage Conelshaiy AN
® Grdusted From privmd el S
®vern
®stoniul ‘
®Ciesliedin ) 3
& @ ronitactural Fractions——
7 , e
/ S
@ Religious Duilings s -
® NELLACTUAL 2 y
® Dojerscizede All Sari Fays Ganrsi. Ankera 200607
Kesesrzner @ Wirter Lecturer
g ® Lrchitect KT Spor Verlagkent Trebuon, 1969-75
? e @ sonts Facilty @ Magrizogorsc kuz Hakeul Salany. Kiive, 2005
o N ®Reynl Danish Acadenmy 1965] s ® Astana Ftbol Stadyumu, Kazokistan, 200
Sk
@NETU (1966-75) @ Bikant Urlyers tos) Merce: Kampiel 3po- Sort, Ankern, 199495
@ Friar Saninag 1966-1998 Mimarik Gaigma s \
6m Pegirce Br Mimar: Erkut Sehinbag, 2012
w09z i Prej Orivergitos! Agik H

® awarcs ®1996: Ulica Mimariik Scilior fopi Dak Bil

jedi, Ankaral Alpey Gl o kirfits

EX Binoa, i i

® 2012 Vimar Sinan Evyuk Oduw, Mimarlar Odas

@ otiicrs

@ Bilkent Uniersitesl KCiiCr Markezl, Antars. 1937

@ Bilkent Dniversites! Aclnara Amfisl, Aner

992-95
@ Bilkert Dnlerstest Crta Kempus Konser Saionu, Ankern, 1994-03

S ® Dilkent Unlvarsitesi Orta Kempus Thyeto Salony, Ankera, 1994-25
®Culdual Bulding:
® Umifg Kilkar Morcosi, Ancare, 1995
@Bl Vok K35 Ancare. 1997
@ Eikant Odeon, Ancara, 1997-9¢
® Juravinka Comglex, Mrak. Delerus. 2000-02
® 5o ha Giksen Dij Heter Terminal, Istanbul, 19992000

® Lityo'da Sclgesel Fevaeriari (5 Acet), Linya, 20/0-11
]

san Dodrerac Ant Mz

i. Ankara, 2006-07
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& Buildings

® Hatay Savegei Evi, Ankars, 1952-93

@ 5ep Enstitusi Loboratuverlon, Akare, 197174
® Covlan Insaat Yonstim Bnas), Arkars, 19821935
® Karac lslam Ticaret Ocac Hzmet Srac, Karac, Pakistan, 1985
®isic Kot vors Riyee, Suucl Arasistan, 1965
@ Ning Helding |; Morkaz , Arkara 1987

@ 3ikent Unversites! Doju Kampied Ofrenc Lokal., Aniors, 1988-30
@ Chaica Kompleks!, Russ'e, 1
y ® Bilkent Ploza Is Merkatl, 1991-95
@ ikat Arbiva fam, Ankara, 1991-97
@ Covza Grb Yaretim Markezi, Avkara, 1993
@ Korva You'nde Ofis, Ankars, 1998
@ Zaria Ticaret Merkezi, Amman, Ordin. 2004
i @ Pultiova Ticarel Yer/oskesi, Rusys. 2005
~ ® Kanada Buyuksigiigi Hizmet Binas, Anke
@ istann [inarat Ve Kot Komp ek, &
i ® Actana Nigrariy Merkozi, Kazacietar
F @ Moge Avm, Kusya, 2006-08
@ Calosseurs Avm, Rusye, 209

® Sreen Plaza by Mersesi, Rus.

= ~ @0z Avm, Rusys, 20CE-CS
= @ Balsklavsky s Merkei R
@ Surgut Avm, Fusys, 2007

— @ asngaba du, Torkmer

® Alenya Nurol (ml Antalye, 1986

nping, 'z, *906
® Oriekey de Otel. stenbul. 1967
® Lsrmariz'ts Otel, Mugla, ‘989
@ 5imena Tat 1 Kayi, Antalya. 1907-C5
me'de Ctal, izmir, 1939
® 2mos Tati Sitesi, Bodrum, My

986199
@ Munemar Cte', Marmaris, Muge, 1988-70

i @ Fathiya'ce Tatll K8y0, Mugis. 1990

a @ Munskar Dag Otell, Belu, 1550

®Paradise Ofeli, Antalya, 1989-

Sinanaba Ctall [stanhi, 1991
@ Hotel Samara. Socrum. Mugia, 1990-71
@ Munshen Stal. Bodrum Mugl 1953

- @ Biikent Pareciize Ot Artaya. 1992-93

. @ Coyian Intercontinental Otel, Antalys, 1995-95

@ Ak-Farshi Hotel, Astana, Cazakisten, 2007
g z " @ Holiday Inn Sakan ki Moskewr Ctaii. Rusys, 2007
@5 Petersburg Renaissance Otell, Rusya, 2007
® Kaplankaya Turizm Mercezi Ve, 2009

® Tetico Ski Lourse Oted, Kayserl, 2012



ANNEX 6 : Mehmet Konuralp’s Rhizomatic Map

@ High Tech Archiecture

® Archigram @ Archiecural History
® M.Yiimaz
- - / ®B.Koksiiz
®ingiliz Crkek Lisesi 4 o D o, ® Tanju Edige
® 5511 Terrakkl ilkokulu /® Miinchen Universitat § — ® U Badur ® Fngin Yenal
. ikolaus Pevsner ~ A
®The Architectural Association School of Architacture I, -
| @ Leverhulme Department of Planning and Urban Design @ Masters / > — 5
7 " @ phmet icel
\ @:sallh Saglamer - S~
@ Gradusted From 4 == = S §
® Engin AyS @ Akil GBncT S .
s . @ApayAskan - B

® Colianrated With

iigl Yice
~ @Ugur Didinal
®Londen ® istanbul
@claGiingéren @ Billent Gingdr
@ Cities Lived In
® Minchen

Q\M\E\HMET KONURALP

3 b \\ “
e
.
B
R
\\\
a
~
~.
P4 @ INTELLACUAL
@®ACTUAL
® Architect
; ® Lecturer
@ Writer ® Researcher i
® Uludag Universitesi, 1997-78
®Books
\ i . ® Awards
® Neufert (Neufert'e Turkiye'den giden tek yap!)

\ ® Mehmet Konuralp @ Ulusal Mimarlik &dilii, 1995

® Cumnartesi Bulusmalari / Mehmet Konuralp 18 Nisan 2009

Architectural Practices
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® Gortepe Apartmanlan |, I, IIl, istanbul, 1969 71
i ® Fenerbahce Eglence Sitesi, istanbul, 1971-72

® 3agdat'ta 2000 Villa, Al-Kaim, Irak, 1977

= @ Suira Evi ve Misafithanesi, Ordu, 1978-79

@ Taytun Uzunova Evi dekorasyon ve tadilat, Sisli, istanbul, 1980

Dogus istinye Konutlari, 600 kenut birimi, istanbul, 1987
g ® Congelkdy'de 4 ayri villa projesi, i¢ dekorasyon ve covre tanzimi, istanbul, 1987
®Residenial Bulldings
=5 — @ Zamrit Akkoyunlu Villasi, Dragos, istanbul, 1989
@ Kadri Akbal Villasi, Sedef Adast, 1985-90

@ Yap: Kredi Bankasi A.Fuad Pasa Subesi, Sakarya, 196970

® Sincvizyon stiidyolar: dekorasyon ve tadilat, Istanbul, 1970-71
— @ IC Karayollari Cevre Yollari Eaaim Tesisleri, istanbul, 1972-75
® TC Karayollari 17.Bélge Micirlik ve idari Binasi, istanoul, 197374

@ Scvim Butik, Nisantas), Istanbul, 1975-76

Public Buildings

@ Plaza Diskotck, Macka, Istanbul, 1984

~ @ Butik Teodem, Osmanbey, istznbul, 1984

® Suluhan Carsi ve is Merkezi, Trabzon, 1987-88

Garantl Bankas| Umum Midarlik Tesisl, Zincirlikuyu, istznbul, 1988-89

Pasabzhge Sise Cam ve is Bankasi Genel Midarlik Binalan Kompleksi, istanbul, 1989
® shell Genel Mudurluk Issislert Altunizade, istanbul, 1991

o

——@®Coi
® Culturat Faciiity — ® Macka Sanat Galerisi, istanbul, 1976

® Congelkdy'de kendisine ait ll.derece eski eser uygulamasi, istanbul, 198889

X . : U e N o "
® Health Facilly @ Amiral Bristol Hastanesi Poliklinik Tesisleri, Nisantas), Istanbul, 1980-81

®yrban——— @ TC Karayollon Boga

Képriist, lstanbul, 1972-73
® Marib Vadisi Dogal Park, Sosyal Tesisler, Meydan ve Sulama Projesi, Yemen, 1985

@ 5cbah Cazetesi idari ve Matbaa Tesisleri, ikitelli, istanbul

@ indtstrial Buildings ® Sagra Fabrikasi Idari Bina Tesisleri ve Depolama, Ordu, 1982-84

@ Turizm Facitly ® Cardak Oteli, Gekirge Rursa, 1984-85



ANNEX 7 : Ziya Tanal’s Rhizomatic Map

@ .0Ozan Sarikaya

N\
\

[ ] 6zka§|kg| Yaz Evi, Golkdy, Mugla 1574

@ Kizildel Evi, Bocrum, Mugla 1976-77
: @ T. Erol Evi ve Stiidyosu, Bodrum, Mugla 1977

; ® F. Arda Evi, Bodrum, Mugla, 1978

/.MiT Konut Ve Scsyal Tesisleri, Ankara, Yarisma, 2. Odl 1979

_® 200 Uniteli Devlet Sitesi, Ankara, Yarisma, 2. Mansiyon 1983

- @ Yazlik Ev, Bodrum, Mugla 1984

— @ Belde Evleri Model-Projesi, Blyiiksehir Belediyesi, Ankara 1987

® Eryaman 4. Etap, 960 Konut, Ankara 1994-96

@ Dikmen Vadisi 2. Kisim Haksahibive Liiks 820 Konut, Ankara 1994-1999
@ Carsi ve Konut Kompleksi, Kirikkale 2000-01

@ Bag Evi, Canakkale 2000 &
® H.Bahar Konutu, Finike 2001

@ Eczacilik Fakiiltesi, Ankara 1967-73

i — @ Ziraat Fakiiltesi Bag Bahce Kiirsiisii, Ankara 1967-72

7, - — —®@ Siyasal ve Egitim Fakdlteleri Spor Salonu 1977-73
— @ Elazig Universitesi Veteriner Fakiiltesi, Elazig 1972-77
~— @ Toprak lImi Kiirsiisii, Ziraat Fakiiltesi, Ankara 1972-76

—~@ AET Basin va-Enformasyon Merke,zi,'Anka'ra,‘lWA

@ Anayasa Mahkemesi, Arkara, Yarisma, 1. Odil 1980-82

. @Col TR ciel / Public Buiifiings ——@Merkez Bankasi, izmit, Yarisma, 3. Odiil1983
X L. S —@ Ankara Sular idaresi Genel Miidurligi, Ankara, Yarisma, Siralamasiz Odill 1985

. ~@ Shell Vakfi Binas, Kizilay, Ankara 1986-94

3 @ Sayistay, Ankara 1990-99
e, @ Basbakanlik Ofis/Dacha, Tver, Konakov, Rusya 1994
@ Cristal Plaza, Bakii, Azerbaycan 1998 2

: ~ —@Bayindirlik Bakanlig Genel MiduriUKleri, Ankara, Yarisma, 2. Mansiyon 1978

~
_...—® Competition

X N @ MSB, Savunma Sanayii Mstesarlizi, Ankara (yarisma 1. Odul, 5. Kozacioglu ile) 1999

'@ Pasaj, Kafe, Lokanta, Magosa, KKTC 2006-08

~ @ Madde Baglmlnah Hastanesi; Ankara 1998-2001

‘@5 Yildizl, 250 Yatakl Casino Oteli, Girne, KKTC 2005

‘® Danismanlik, Praxis/Girne, "Agro Village" Yarismasi, 1. Odiil, KKTC 2006

® Hans Asplund @ Zeynep Onur Ustin
@ Desen Cizenel 7N\ V5
N p / X g e
@ Asli Kismenoglu ./ 4 ®Residential Facilities
® [asters AN | g 3 / S =
@ SaitKozacioglu
@ METU ‘ N )
% ® Ragip Bulug ¥ 3 — —
/ & X @ €ducational Facllity - E
Ye
® Graduated From L Erran Yehen
@ Collabrated With
® Ankara
i ~®Lived In - ~
® Stokholm
@ ZiYA TANALI =
Fa N ) — ~® Design Practices o8
~ <
P 9 i
> .
2 . =N
@ACTUAL % @ Health Facilities
-® INTELLACTUAL T
® METU (1966-67)
- - i -@ ADMMA (1971-73)
®Critic /@ Writer ArChicet ® ecturer @ Gazi Universitesi (1997-98) ®SportFecility— =
i @ Cankaya Universitesi (2000-2017)
o ® Girne Amerikan Universitesi (2000-2014)
® Sevgili Dustinceler, 2002 Py @ Baskent Universitesi (2016-2018) @ Turistic Facility
B —— ~®Books a >
@ Sadelestirmeler, 2000
@ Modern Sonrasi Mimarlik Uzerine Notlar, 2004 - @fwards = =
N = o = ® £ge Universitesi Akademik Merkezi, izmir - Satinalma, 1974
@ Codrey Odiilti, ODTU Mimarlik Fakiiltesi, 1964 e @ Abdi Ipekei Spor Salonu, istanbul - 1. &dil, 1975
@ Mezuniyet Odulu, ODTU Mimarlik Fakltesi, 1965 ~ @ Bayindirlik Bakanlig Genel Madurltkleri, Ankare - 2. Mansiyon, 1978

@ 1990 Vil Ocilii Tirkiye Prefabrik Birligi, 1990
®1994 Yil Hizmet Gdiilii Tirk Miisavir Miihendis ve Mimarlar Birligi, 1994

@ MIT Konut ve Sosyal Tesisleri, Ankara - Davetli Yanisma, 2. &diil, 1979
.Anayasa Mzhkemesi, Ankara - 1. Odiil, 1980

® Merkez Bankasi, lzmit - Davetli Yarisma, 3. 6diil, 1983

@ 200 Uniteli Devlet Sitesi, Ankara - Davetli Yarisma, 2. mansiyon, 1983

® Ankara Sular idaresi Genel Mudrligi, Ankara - Davetli Yarnisma, écul, 1985
® MSB Savunma Sanayii Mustesarligl, Ankara-Yarisma, 1. Odil, 1999
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@ Abdi Ipekgi Spor Salonu, Istanbul, Yarisma, 1. Odiil, TPB 1990 il Odiilii 1975-89



® iskege / Yunanistan

ANNEX 8 : Hamdi Sensoy’s Rhizomatic Map

@ Muhlis Tarkmen

‘ \ @ ilhan Turegin
@ Utaritizgl

@ 5edad Hakki Eldent ) Coliébreted With

@ Masters
® [stanbul Devlet Giizel Sanatlar Akademisi

® Graduated From

@ Edirne

R e @ HAMDI SENSOY
W
J v
®Sivas & g
-® Architectural Design Practices,
@ACIUAL /@ INTELLACTUAL
®Mimarik Vakfi Kurucu Oyesi
@ writer ®Researcher ® Locturer ® Architect
X / @ istanbul Deviet Giizel Sanatlar Akademis!
® Academician

® Mimarlik Fakiiltasi Dekani

B @ hvards

@ TC BTt Biyikelclik aum Proje Yarsmasi, 1968 f1. Odil

® idana Vaki i Hani Ulusal Mimeri Prqe'Yaqymw; 1964 (3. Mansiyen)
® /dana I Sitesi, Sinema, Carsl, Biirolar Projesi, 1964 (3. Odal)
@ finker a Kargyollar Genel Midiir 5§60 iras| Mimari Proje Yarismas:, 1964 (1. Mansiyon)
@ Tzmir 27 Mayis Mcydant Garé1 J§ Hani Binalan Proje Yansmas:, 1963, (3. Ociil)

®7C Bopn Biyikelgilik Binasr Yar smasi, 1963 (5. Mansiyon)
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- ~ . 1
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ANNEX 10 : Utarit izgi’s Rhizomatic Map
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@ Cultural Facility

® Commercial/Public Facility

® Transpor Lation Facilily
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ential Facility
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ANNEX 11 : Maruf Onal’s Rhizomatic Map
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ANNEX 13 : Abdurrahman Hanci’s Rhizomatic Map
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® Awards e Sl -\ @ Vakko ve Vekkorama magazalari, Istanoul, Ankara, lzmir, Viyana, Antalya, Bursa, 1970-85
/ ® Cinar Oteli - bazi b3liimler, istanbul, 1972
® Biiyiikada Anadolu Kuliibli Yarismasi, birincilik édiilii E ® Intercontinental Oteli - bazi béliimler, istanbul, 1976
® Etap Oteli - ic mimarisi, Istanbul, 1976
@ Talya Cteli - bazi bélimler, Antzlya, 1976

® Cultural Facility - > — @ Galeri 1, Istanbul, 1946
~— @ Arkeon Sanal Galerisi, istanbul, 1989

@ Furistic Faciity @ Divan Oteli, 1968-88
e S @ Egeria Sites, Bodrum-Mugla, 1997

@ Antalya Gizli Bahce, 2000
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@ nsare v
@01 fier Mertexi, Anvars, 1993

relin ve is b

. lerhes), istor

® Anavatan Partii Gerel Merkez Binasi, Arkare, 1933

® Holk Bonkas| Genel Madilc Fomoleksi, Antera. 1983
Te

¢ Bark Sccral Todclori ve Bgiiglers Norkas,

ik Bankas. Genel Madiridic Kompisksi, Ankara 1953

bl y988 @5 Bankas: Genel Midiraga, ktarbul, 1993

® Motrcelty Arsverls Merkesl, Korut ve Ticaret Komaletsl, istenbul, 1997
B Orasnizs Sy Bl Sosyel v e Mer

1088

i, 1997

L istanbul, 1673
@ stanbut igo-ta Sirket] idre biaza lstansul, 1571
®iszancu, Femukaan, 1957
@ Diistay Brioss, Aricers, 1956
T Boydlelgitk Kompexs, Tent Deiny, 1962

® stancul Manifaturacilar Cersia, 1959

ANNEX 14 : Dogan Tekeli-Sami Sisa’s Rhizomatic Map... s«

® seloniun Kesicence, ltanbu, 201
@ turcl Kiyka Konatan, Istanbul 2002
@ik Sitecl istanbul, 2003
@ naclouhizan Konut Sicesi, stenbul, 1983

® Antatya 015 Hatlar Terminall I, 20C4
® irtaiys Heveliman Dis Hatiar Terminal , 199"
@ Ermin Onet Mezar Istanbul 1966
@ Otaers

®Resdential Feciity

®¥oya Jeledye Cinst 1956

© Fumeibisen Seve Dienlomes. nbu, 95¢
® i Korat Sitasi, Verkes Kertsel Tesarm. 1956 |

@ Urban Facility

- @Al Lural Design Practices

® Coliskrated With

e Hollay
® Masters

@ istanbul Tokrik Univo-citeci Mimark Fakiitosl, 1952

® Gradutated From

®parts
®stenbu
® e ®lied

® DOGAN TEKELI

® INTELLACTUAL

@ iritar
N ®lesturer ®architect ® Mimarier Odns Bagkani 1957

®izmr 3elediyesi Proie Burosu

i kirsasanes as starii. 1956

ks Vimark BoRmi ks &

@0 Tekk Okuts Mimariik Bolirg rds proje ders dretrrentl, 1961-71

Merkesi, Konit ve "
@ Exiendima ve Teaet Morkezl, i, 995
o3

@ Organize Sansy! Bolgesl Teknoperk,, Gebze, 2003
Ugur Paza Aigvaris ve '; Marcezi Garlantes, 2004

® KT} Akadomk Markezi Trabzon.
@10 Mobine ve Elextrik Fltler, Tr ubm» 1965
@ e niversites Fen Fakd tes. izmir, 196

®5ta Otel, Antara, 1764
2300 Kigtix Yaisek Ojrorim Yurd, Askars, 1957 @ Gksch Ofrctmen Ohuiu, Ankora, 1261

= @ Hotels / Dormitories
Hotels / Rormit: ® Educational Faciity

s Adan
@ £risl Sharon
®Raland 2ehn
® Masters
®ictann
®uisin

‘@ SAMI SiSA

TemTELLACTUAL

@ srentect
®istenbu Beicdircsi Plarlomo Bdrcsu
® ariel sneron mimartic biross, lrak, 1956

® Roian Ronn Fiirnss favgre, 1961

@ SITE / Dogan Tekel - Sami Sise Mimarkk Kolect? Sirketi. 1955

@i Deledyes! Bommanki, 1965

@ Toker-sisa: Projeer-Uygulemalar (1924-1973)

®Teicsi

Jutey Memberthip

@ Uiisiararas freo By Gene: Markex! Yangmas. 1954
® i Han Mirierik Ouiks Jurberl, 1992 1593

Avwerds.

@110 Senctsiad “araieedan Fanvi Dokterluk Uans
@203k Kona siterl, YORSE Merke: Kentse: Iasarmi yarisma profes), BiFaciiic oculi 1935
® Koy Beiadiye Exnat fyansnia o-o,ed, birlncik o

ciyaman Lt Xofad (yarsme Srojest, birnellk odul, 195/
@ Fumelialsart Cevre Dizenlemesi, iszanbu (vansme arojs:
bt untsriohi carys ersma pojs. btk 00U, 1751
2000 g, ok Openim Wrc.Ankar (oryma pojest ol 84, 1959

ar birkc
Yeni srojesl
Lo o), 163

sdcia), 1964
I o Des

Faxltey, iemi
SA O ke o

g bt e prokd, bt cdulul 1088
stanoul Famukbank \yansma projes), Birhcilic c0), 19
DALY Macorie Merleri, Trsbzor (ranyma orojes Dbinean. adil, 1943

etiicora Eiast Barbut yersma projes. izl 59010,
1 Bdnkaz. Gonel Madirick <om e engons praes. Binellk 540, 1983
' Gnetm o s werce, Wtenoul arva bt ed, vl et
® carn Ukt Bk Sncyal Tasislar im Rgh lan Wercari lyarisma prejesi, ik 3 1988
proje. Sedka, 1991
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Sisa: Proeler-Uygulamaler (1974 - 1994

®Sanoeisc Fatricest. Silvrl, 2004
@ Ectacioon e Fabriben, Lilebrpes, 1968
@ DUSA Ercistriyel pik Fabrlvas, izmt, 1907

I litanbul

. iztanbu, 1979

@ Loess Ltk Fobrkess,

@ Yaoa Yagay Eyef ve Ipik Fabr o Wit
®istantul driesic Aman iac Fadr kasi, 6/

@ lieyic Tidots) ve Kenfosiyon Fabeicas, istensul, 1963

@ heustriel Faciity

® antalye Eoige Mazesi
ocu



® Al Quarshah yerlesimi, 7000 konut, im sosyal ve yonetim yapilar, Binga

® Turkiye'deki ilk uydu-kent denemesi olen OR-AN, Ankara, 1969-70

@ Yrban/Landscape Facility
a @ Ticaret Odasi gevre diizenlemesi. 1954

ocoglu Evi, Ankara, 1994
amurcu Evi, Kayseri, 1953
Celab! Evi, Ankara, 1990
Yaprakkent Kooperatifi, Ankara, 1990
® Antakya Eahcelievler Kooperatifi, 1981
®Licin Evi, Ankara, 1980
® Suudi Arabistan'da konut 1979
@ Yidiren Evi, Konya, 19
® L. Konyalioglu Evi, /\nkam 1979.
@ K&ker Apartmaen, Ankera, 1968
® Cirdoruk Evi, Ankare, 1965
@ Turker Evi, Adana, 1964
@ Bahcel'de Apartman, Ankara, 1954
® Etlik'te Apartman-Kooperatif, Arkara, 1955
@ Kiigiikesat Apartman-Kooperatif, Ankara, 1966
@ GOP'ta Apartman, Ankara, 1963
® Adana'da behceli ev, 1964
@ Scrif Mardin Evi, Ankara, 1967
iz Evier. Ankar:
~AN Orman Apar(mem. Ankara, 1992
Muammer Aksoy Apartman, Ankara, 1954
@ Konservatuar Yap! Krorsraom Ankara, 1955
esll Meram Yapi Kooperatifi, Ankaral956
® Csat Turak- @ Muhabank Apartmani, Ankara, 195/
® Edoarco Dettl ® | 2yla Gencer Apartmani, Ankara, 1959
= @ 55K Ticaret Sitesi. Ankara, 1959
@ Karayollan Kocperalifi. Ankara, 1961
anmcilar Kooperatifi, Ankara, 1963
Forum Apartmani, 196/

ANNEX 15 : Sevki Vanli’s Rhizomatic Map

@ Floransa Universites’ Mimarlik Fakiiltesi, 1964, Doktor -
@ Galataydon Ulsedl @ Giovarni Michelucci .é“dgf‘ = Saiir—

® Masters 2 ® Ahmed Arpad
® Graduated From ® ugrul Akgura

L 1€ i -
® Konya Guven Arif barg/nrj/

s o @ Leonardo Ricei
® Ankara @ Collabratec With o

® Lived In

@ Beledlye Carsis ve isnani, Ordu, 1980
@ S5K ishani. Ankara, 1979
@ Nilli Kiitizphane, Arkara, 1967
@ Bursa Merkez Bankasi, 1965
@ Alpey Gece Kuliibii, Ankara, 1966
e e Tripoli Trirk Riyiikelciig Kangilaryas:, 1982
e 3 - — @ Soyut ishani ~Diinya Ticaret Merkazi, Ankara, 1987
bt INTELLACTUAL @ Galbag: ihracatcilar Birligi Sosyal Tesisleri, Ankara, 1988
@ sanayl Carss, 1954
@ Sebiik ishani, Ankara, 1956
~ @ Gergama Belediye Garsisy, 1956
@ Cerzama PTT Merkez, 1959
@ Zirsat Bankasi, Aksehir subesi, 1963
_— ®Writer ®lecturer ® Architect ~ ®Fatih Carsisi, Ankara, 1965
e N Sorcoada Ziaat Eankasy, 1965
— 2 = o inyan 7iraaf ankasl, 65
SODTD Mlinarilk:Bolgpi Bursa Merker Bankash, 1966

® Architectural Design Practices

@ SEVKi VANLI

o

ercial / Public Facility

o @ Mimarlar Ocas) Gene! Sekreterligi, 1959-60
@ Mimarlik Sevgilim, 2C0C

® Anadolu Dniversitesi Mimarlix ESlami

@ Savki Vanli: Diisiinceler ve Tasarimlar, 2001

@ "Frank Lloyd Wright - insana Dbniis, 1959

® Proje ve Uygulama, 1977. (Yaprak Yayinlari)

@ Mimarlar Odasi Yonetim Kurulu Gyelikleri

® Sevki Vanh mimarkok Vakf,, 1986

@ Mimariden Konusmak. Bilinmek istenmeyen 20. Yazyil Tark Mimarhiz), Elestirel Bakis, 2006. (Sevki Vanh Mimarlk Vakf)

2 ® Jurry Member

® Aycin Belociye Saray:, 1957 (ik jfiri fiyclia)
@ TORB Genel Merke7i, 1960
"TMO Genel Madarligo, 1960 ar
azi EBItim Sos. Mer.. 1960
® Ankara Czgarlak Antr, 1760
@ Istanbul 35K Goztepe Hastahanesi, 1961
® Halk Bankasr Genel MildGritigi, 1962
Istanbul SSK Sireyya Pasa Hastahanes! 2.b3lim, 1962
@ istanbul SSK $isli Hastahanesi, 1965
® Merkez Barkasi yaninds carsi ve isnani, Ulus, Ankara, 1968
Saglk Gerecler, 1957
® Ankara Sivil Sayunma Kal. 1969
® Oktom Anib, 1970
.Ankaru Palis Egitim si, 1970
un Belediye Sarayl, 1972
1apu Kadastro Mudurlugl Hevkel yarismasi
® Denizli Belediye Sarayi, 19
® jritakya Koltir Parki
® Fetniyo Kiltir Merkezi, 1992
Antalya Otobiis Terminali

©

~ @ Konseryatuar Yapi Kooperatifi, Ankara, 1955. 1. adul
@ Ege Universitesi Ksmpisi, 1958. 2. 6dil
si/Giilhane, 1960. 2. ddil
® Bursa Merkez Bankasi, sinirlh yarisma, 1966, 1. 6¢il
® MSB Tandogan Ogrenci Yurcu, Ankara, sinirl yarisma, 1967. 1. dil
® Nilli Kiltiiphane, Ankara, 1969, 1. 6l
@ Suuci Arabistan'a Biyiik Evler, 1976, 1. 3dil
® Cezayir Milli Merkezi, sinirl yarisma, 1983. 1. 5diil
@ SSK Ticaret Sitesi, Ankara, 1959, Mansiyon
@ 53K Adana Hastanesi, 1961. Mensiyon
® S5K Kanak Tesisleri, lzmir, 1966. Mansiyon
® MSB Ordu Evi, Istanbul, 1967. Mansiyon
@ KTU Akademik Merkezi, 1268. Mansiyon

® K10 Yerbilim ve Orman Fakuitesi, 1968. Mansiyon

® /ntalya Uluslararast Havaalan), 1991, Mansiyon
®isci Sigortasi Ank Ticarct Sitesi, 1959. Satin Alma

@ <arapinar 7iraat Bankasi, 1966
@ Buldan Zirast Bankas, 1966
u|~arh|sar Ziraat Bankasi, 1967

Ziraat B '|kasl 1967
et?(a a 1968

mme Enstitiisii Ra§karllg, 1969

® Beyrut Biyikelciigl, 1969

® Erkunt Senayl A.S. Yonetim Binasi ve Sosyal Teslsler, Ankara, 1975
@ Tripoli Rilyiikels|
® 557ut Dinlermé Tesisler], Ankara, 1981

@ Mimariik Bircsu, Ankara (Vanh Atolyesi), 1986

® Diinya Ticaret Merkezi (soyut), Ankara, 1987

® ihracatg lar Birligi Dinlanme ve Toplant Merkezi, Ankara, 1988

® landogan Ogrenci Yurcu, Ankara, 1966

Tenis, Binicilik, Golf Kuliibtive otel, Ankara, 1989-91

®@Hotels / Dormitories — ® Kiiciik Otel, Akcakoca, 1957

® £ducational Faciity

® 55K Konak Tesis|

ri, lzmir. 1966

@ SEV Orta Ofiretim Yerleskesi, Ankara, 1955
@ Afyon Tarim Okulu, 1969
® Ege Universitesi; 1958

® Competition
@ Bulkon Un Fabrikss), Ankara, 1957
® I5ik Mckanik AtSlyesi, Ankara

— @ Adana Devlet Hastahane:

® Health Facility ® Askeri Tip Akademisi/Gilhane, 1961
AliagaHikamet Konag, 1984 ® Ankara Otobile Terminali, 1960. Satin Ama ~® Agn, Sivas Askeri Hastahaneleri avan projeleri (askerlik hizmeti), 1962
® /cnguidak Hukimet Konagi, 1985
@ stanbul Macka Palas Otai

® Bursa SSK Hastahanesi.
lusal Mimarlik Oduller!, 1990
@ TED Ankara Kolgji Yerleskesi ve EZitim Tasisler] Yarismas., 1997

® Ankara Esenooja Hava Limani Yeni ig - Dis Hatlar Terminal Binasi ve Katli Otopark Yarismasi, 1998

@ Ancara Buylkschir Belediye Saray ile Sosyal-Ticer! Tesisleri Mimerlik-Mahendislik ve Kentsel Tasarim Yarismesi, 2000
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® Culturat Facitity —

® Ankara Otobiis Terminali (sinirl yansma), 1960
® Erkeksu Ciftligi, Ankara'ya yeni sayfiye

® Cezayir Ulusal Kaltar Merkezi, (uygulanmad)), '983-1985



ANNEX 16 : Turgut Cansever’s Rhizomatic Map

@ Sedad Hakki Eldem
~" | _®@Mazhar Sevket Ipsirogiu
"\ | ~@Halil Dikmen
2 |- @ Sami Boyer
< -7 47| _|-®@Mazhar Sevket
N/ . René André Coulon

@ Feyza Cansever

@ Ertur Yener )

@ Mehmet - Emine Ogun

7 .M_ghme}Tataroélu ® Ahmet Ertegiin Evi Restorasyonu, 1971 - 197
® Collabrated With

) "/ @Sadullah Paga Yalisi Restorasyonu, 1949 - 1¢
X -~ | -@Cirtksulu Ahmet Pasa Yalisi Restorasyoni
™~ v —~</__-@ M. Nuri Birgi Evi Restorasyonu, 1968 - 19
\ R B -~ _—] @ Rafet Atac Evi, Burgazada, 1989
AR ; - b — @ Akin Yalist, 1992
@ Antalya Qistanbul Universitesi Egitim Fakiiltesi Sanat Tarihi Bslimii / Doktora
® Ankara \ @ istanbul Devlet Giizel Sanatlar Akademisi @ Tiirk Tarih Kurumu binasi, 1967
..iBtF"T?;I; AN R /@ Karatepe Acik Hava Miizesi, 1957
e @ Graduated From \ et —/~® Bityiikada Anadolu Kuliibil, 1957
~  @LivedIn ; gs 7@ Karatepe Acikhava Mizesi, 1961
/ o S '\*";". Sualti Arkeoloji Enstittisii (INA), 1983
y \ ~ ~—__/ @ Demir Tatil Kéyil, 1990
// \ [~ "~/ _ /@ Karakas Camii Restorasyonu, 1991
@® TURGUT CANSEVER @ e Wi e, 1960
// \\ / @ Architectural Design Practices \ [ /" ® Ankara Ulusal Miize projesi, 1980
e N \ /
# 2
¥ . ;
2 \\\ ‘
/ ><
# \
// @ INTELLACTUAL \\
@®ACTUAI - ®Award \\
® Sonsuz Mekanin Pesinde / g 5—;,’; =2
@ isiamda Sehir ve Mimar 7@ Books / S
@EvveSehir — — ——— £
® Kubbeyi Yere Koymamak - ~®IMA
L] $phir, ve Mimari Uzerine Dustinceler % i
@ istanbul'u Anlamak
@ Osmanli Sehri
@ Mimar Sinan

\ /| /
. @ Diyarbakir Koleji Yarismasi, 1958

@ Marmara Bolgesi Planlama Teskilati Baskanligi
et P .ispanbul Qe!ediyesi Planlama Mudarltga
@frchitoct — — @ imar ve iskan Bakanligi

: F)rfa Dogu Teknik Universitesi Uluslararasi Proje Yarismasi, 1960
@ Aga Han Odiili

—@istanbul Metropol Planiama Dairesi
@ Avrupa Konseyi Tiirk Delegasyonu Uyeligi
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ANNEX 17 : Sedad Hakki Eldem’s Rhizomatic Map

® Sanayi-i Nefise Mekiebi'nden (Devlet Gizel Sanatlar Akademisi)

@ Porret
-~ -®@Jansen
— -® Poelzig

——@ Mongeri
~@Holzmann

® Istanbul
® Munih
@ Ceneyre
® Ankara

® Gradualed From
'\Li«ed in
\

N /
_-@ACTUAL

1983 - Mimar Sinan Universitesi (es«i adi Glizel Sanatlar Akedemisi) fgralmdar Sedad Hakxi :lde[n
- “Sedad Eldem, Architect in Turkey” (Sibel Bozdogan, Suha Ozkb{v Engin Yenal; Sedac Eldf:m Turkiye'de Bir Mimar)

® 1937
@ Collabrated With
\
\
!
\

%
N
e
@ tirban Design.

\\\/ o
@ SEDAD HAKKI ELDEM

\
\
\
\

\
i
@ INTELLACTUAL

® Writer
® Architectural Practices

® 1968 (1954) - Tark Evi Plan Tigleri
70 (1967) - Yapi- Geleneksel Yapi Metod/an

1968 (1577) - Rolove |, Il

® 1969 (1974) - Kdskler ve Kasirlar 1, Il

® 1976 - Turk Bahgeleri

. @1974 - Turk Mimari Eserleri

1979 - Bogazici Amlant

79 - istanbul Anilari

84 - Topkapi Saray!, Bir Mimari Aragtirma

984 - Turk Evi |
“@1986 - Tark Evi Il

@ 1989 - Tirk Evi lll
@ Architect
@ 1929: Paris Cagdas Sanatcilar Sergisi - Bronz Madalya

®1952: Amerikan Mimarlk Enstitusu Bolgesel Tasarim Odulu

®1579: DGSA Onursal Dokzorluk Unvani
@ 1983: Sedat Simavi Mimarlik ve Kent Planlamasi Gdila
@ 1983: Kiiltdr Bakanhg Kiltir ve Senat Oduli
1986: Zeyrek Sosyal Sigortaar Kurumu binasi ile Aga Han Mimerlik Odiili

~@1991: Mehmet Serit Paga Konags restorasyonu (Istanbul, 198/) ile Europa Nostra Odalu
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@ Cliltural Buildings

@ Ceylan Apartment, Istznbul, 1933
® Fetni Okyar House, Istanbul, 1937
Ahmet Agaoglu House, Istanbul, 1937
Ayash Mansion, istanbul, 1938
__® Safyurtlu Mansion, istanbul, 1
_-® Riza Dervis Hous
® Usakigl Fouse, stanbul, 1965
una Kirag Mansion, Istanbul, 1946
@ Semsettin Sirer Mansion, Istanbul, 19
@ Ioneim Mansion, Istanbul, 1966-1972
armikli House, [stanbul, 1976-1278
@ Rahmi Kog House, istanbul, 1980
@ Komil: Mansion, Istanbul, 1980
— @Fuat Siren Apariment, istanbul, 1980
Kamuran Sertel House, Istanbul. 1980
‘ral Mension, Istanbul, 1983
Sahenk House, istanbul, 1983
@ Amram Flat, istanbul, 1987

= Beyant Square Urban Design, Istanbul, 1957-1959
® Sultananmet Historical Landscape Plan, istanbul, 1984

® Budapest International Exhibition, Turkish Pavilion, 1931
— @ New York International Exhibition - Turish Pavilion, 1939

@ SATIE Building, istanbul, 1934
2 _-®@Tekel Head Office, Ankara, 1934-1937
o @ Yzlova Thermal Hole), Yalova, 1937

—_— -@Taslk Coffe House. istanbul, 1947

z ——®Courthouse, Istanbul, 1948

Hilton Hotel, istanbul, 1952

Florya Master Plan ve Accommodation Facilities, Istanbul, 1759

@ Industry and Maadin Bank, Ankara, 1931

® Zeyrek Social Security Building, Istanbul, 1964
® Indian Embassy, Ankara, 1968
@ Akbank Head Office, Istanbul, 1968

@ Beirut Turkish Embassy, Beirut, 1972
Ankara, 1974

@ Pakistan Embassy,
@ Koc Foundation Alatirk Library, istanbul, 1975
®The Ministry of Fereign Affairs Auditorium Building, Ankara, 1576

olland Embassy, Ankara, 1977
Islanbul Cour thouse, [slanbul, 1578

Alarko Head Office, Istanbul, 1578

Fine Art Academy Renovatlon, Istanbul,

® Governmental Guest House Rencvation, Is(anbu]
@ Kog Holding Training and Development Center Reconstruction, [stan

1985

@ Admiral Bristol Hospital School of Nursing, Istanbul, 1954
i erature, istanbul, 1944

Istanbul University, Feculty of Science and
@ Ankara Unlvarsity, Faculty of Sclence, Ankara, 1945

@ ducational Bulldings
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