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Hrant Dink Vakfi, 2007 yilinda yasanan buytk acidan sonra,
benzer acilarin yeniden yasanmamasi, Hrant Dink'in daha adil ve
0zglr bir dinyaya yonelik hayallerini, dilini ve ylregini yasatmak
amaciyla kuruldu. Etnik, dini, kdltdrel ve cinsel tim farklliklaryla
herkes icin demokrasi ve insan haklari talebi, Vakfin temel ilkesidir.

Vakif, ifade 06zgurligundn alabildigine kullanildigl, tim
farkliliklarin tesvik edilip yasandigi, yasatildigi ve ¢ogaltildigi bir dizen
arzular. Topragin degil, Uzerinde yasayanlarin degerinin bilindigi,
gecmise ve glnimdize bakisimizda vicdanin agir bastigr bir Tdrkiye
ve dlUnya icin calisir. Hrant Dink Vakfi olarak ‘ugruna yasanas
davamiz’, diyalog, baris ve empati kultirinin hakim oldugu bir
gelecektir.

Hrant Dink Foundation was established in 2007 after the painful
event on January 19, in order to avoid similar pains and to continue
Hrant Dink’s legacy, his language and heart and his dream of a world
that is more free and just. Democracy and human rights for everyone
regardless of their ethnic, religious or cultural origin or gender is the
Foundation’s main principle.

The foundation aims for a convention where freedom of expres-
sion is limitless and all differences are allowed, lived, appreciated and
multiplied. It works for a Turkey and a world, where not the land itself but
the life on it is valued, and conscience outweighs in the way we look at
today and the past. As the Hrant Dink Foundation ‘our cause worth liv-
ing" is a future where a culture of dialogue, peace and empathy prevails.
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SELAM OLSUN...
RAKEL DINK / HRANT DINK VAKFI

Hrant Dink Vakfi olarak, kultdr-sanat alanini cogul, kapsayici ve paylasimcr bir platform olarak dusldyoruz.
Vakif'ta bu alanda gerceklestirdigimiz proje ve faaliyetlerde, bu topraklarin kilttrint birlikte sirtlayip, yasayip bundan
sonrakilere aktarmayi hedefliyoruz. Bizim icin esas olan, Tdrkiye'nin farkli kdltUrlerinin birer nostalji unsuru olarak
hatirlanmaktan 6te, bugin de yasayan ve kusaktan kusaga devrolan kiymetli birikimler olarak goérilmeleri. Her
farkliigin katkisi saglandiginda, adi kondugunda, birlikte tGretmek ve paylasmak icin en dogal ve anlamli ortak yasam
alanini kurmak da mdmkun hale geliyor. Hrant Dink Vakfi olarak, ifade 6zgirlugi agisindan tim araclarin iflas ettigi
noktada bile kultdr ve sanatin sdyleyecek s6zU olduguna inaniyor ve bu barisc sdézin aracisi olmaktan gurur
duyuyoruz.

Onlar simdi yoklar, ama Anadolu’da ve Istanbul'da yasayan Ermenilerin dort bir yanda biraktigi emegin izleri
gérmeye hazir gozleri bekliyor. Her bir yapinin kendine has tarzi, kiminin kanavice isi, kiminin dantel gibi islenmis
zarafeti, tarihe ve yasamimiza birakilan imzalardir. TGmnd listelemek hic mdmkin olmayacak, ama en azindan ise bir
yerden baslamak gerekiyor.

Iste bu yUzden selam olsun; Istanbul’'un tim Ermeni mimarlarina, onlari bugtine tasiyanlara ve bundan sonraya
taslyacak olanlara...
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WE SALUTE...
RAKEL DINK / HRANT DINK FOUNDATION

As the Hrant Dink Foundation, we understand and envision the field of culture and arts as a plural, inclusive and
sharing platform. In our projects and activities in the field of culture and arts we aim to shoulder and live the culture
of this land together, and to transmit it to those who will come after us. It is essential for us that the various cultures
of Turkey are not remembered as isolated elements of nostalgia, but as valuable sources of common heritage that
continue to breathe and exist and are passed on from one generation to the next. Only when the contribution of each
difference is recognized and elicited can the most natural and meaningful common space of living be established in
order to produce and share collectively. At the Hrant Dink Foundation, we believe that culture and arts have some-
thing to say even when all other means of communication fail in terms of freedom of expression and we take pride in
acting as the mediator of this word of peace.

They themselves no longer exist, but the traces of the labor left by the Armenians who lived in Istanbul and
Anatolia await the attention of eyes prepared to look and to see. The unique style of each building and the
cross-stitched canvas, or fine lacework of their elegance are signatures left behind to history and to the life we share
today. A complete list of their works can perhaps never be made, but we must, at least, start somewhere.

Hence, we salute... All the Armenian architects of Istanbul, and those who have carried their memory to the
present day, and those whose efforts will ensure they are not forgotten in the future.
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SUNUS

KULTUR TARIHIMIZIN UNUTULMUS
KAHRAMANLARI

LEVENT CALIKOGLU / ISTANBUL MODERN SANAT MUZESI

Istanbul gibi varligini farkli kulttrel paradigmalara borclu sehirlerin gecmisle hesaplasmasi kolay olmuyor.
Dogu-Bati ve Kuzey-Guney ekseninde sayisiz kilttrel Uretimin kesisim merkezi olarak bu megapolin binyesinde
barindirdigi binbir zenginligi hatirlamak ve yeniden tarife kalkismak ise gercekten zor bir ugras.

Ote yandan, boyle bir sorumluluk Gstlendigimizde cogunlukla gecmise nostaljik bir gozle bakiyor, yitirdigimiz
degerleri elimizin altindan kayan bir hatira nesnesi olarak aniyoruz. Tarihe, gecmisten bugine ulasabilene karsi hem bir
merak besliyor hem de ona kirilgan bir sevgiyle yaklasiyoruz.

Oysa yasadigimiz zamana sinen, modernlesmemizin ana halkasini olusturan ama buna ragmen bilmedigimiz,
toplumsal bellekte unutulmus, aciliyet gerektiren konular var. Bizi biz yapan, sosyal aliskanliklarimizi ve kdlturel
kimligimizi olusturan bu konularin basinda stiphesiz mimarlik geliyor. Yasam standartimizi belirleyen, kiltdrel ve sosyal
dondstimin semboll ve gorsel hayal glctimizin kaynagi olan mimarlik, Istanbul’'u var eden en 6nemli sanat
alanlarinin basinda geliyor.

Istanbul 2010 Avrupa Kulttr Baskenti programi kapsaminda, Hrant Dink Vakfi ve HAYCAR Mimar ve Mihendisler
Dayanisma Dernegi isbirligi ile gerceklestirdigimiz Batililasan Istanbul’un Ermeni Mimarlan adli bu sergi, Istanbul’un
gorsel siluetine modern dokunuslarda bulunan, adi buginlerde unutulmus 40 Ermeni mimarin 100U askin eserini
gtndeme tasiyor. 19. ylzyilda ve 20. yUzyil basinda Istanbul’un modernlesmesinde mimari yapitlariyla énct bir rol
Ustlenen Ermeni mimarlarin katkilarini hatirlatmak isteyen gorsel bir arsiv niteligindeki bu dokimanter sergi, yakin
dénem tarihimize 1sik tutan egitsel bir nitelige sahip. Farkinda olsak da olmasak da bellegimizde yer edinen, kentin
mimari ruhunu olusturan ve simdi, su an icin dahi vazgecilmez bir gorsellikle yasantimizi belirleyen bu binalara sinmis
tarihsel gizi de aciga cikarmaya calisan bu sergi, Istanbul’un zengin kulttrel birikimini simdiki zamana cagiriyor.

Mimar Hasan Kuruyazici'nin, Kurtulus, Pangalti, Taksim, Cihangir, Tarlabasi, Tlnel, Galata, Emindni ve
Mahmutpasa'da sokak sokak gezerek yaptigi taramalarla olusan bu gorsel kayit, ayni zamanda Istanbul’u Istanbul
yapan binalardaki unutulmus emegin adini koyuyor.

Sergi, Istanbul Modern’in disiplinlerarasi yaklasimlara evsahipligi yapma misyonuyla orttsen bir kimlige sahip.
Gerek sergileme yapisi gerekse de sundugu gorsel ve iceriksel zenginlik acisindan kalttrel bellegimizi aydinlatan ve
unutulmus tarihimizi gelecege tasima arzusu tasiyan serginin, hem konunun uzmanlarinin ve uluslararasi mimarlik
kaltara takipcilerinin, hem de tim Istanbullularin ilgi ve merakla takip edecegi bir etkinlik olduguna inaniyoruz.
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PREFACE

THE FORGOTTEN HEROES OF

OUR CULTURAL HISTORY

LEVENT CALIKOGLU / ISTANBUL MUSEUM OF MODERN ART

It is not easy for cities like Istanbul that owe their existence to diverse cultural paradigms to settle their accounts
with history. It is a truly difficult occupation to remind others of and to re-describe the one thousand and one riches
this megapolis hosts within itself as the intersection of countless cultural artefacts produced along the East-West and
North-South axes.

On the other hand, when we do assume such responsibility, we often fall into the trap of looking at the past from
a nostalgic viewpoint and to commemorate the values that we have lost as objects of memory that slip away from
beneath our hands. As we nurture a curiosity towards history and the remains of the past, we also approach it with
a fragile love.

However, there are urgent issues that permeate the times we live in, that lie forgotten within social memory and
that form some of the main connecting points in the chain of our process of modernization —and remain unknown in
spite of this. Architecture undoubtedly comes first among these issues that make us who we are and form our social
habits and our cultural identity. Architecture defines our living standards, it is the symbol of cultural and social transfor-
mation and also the source of our visual imagination, and it is thus amongst the most important fields of art that bring
Istanbul into existence.

This exhibition titled Armenian Architects of Istanbul in the Era of Westernization realized within the scope of the
Istanbul 2010 European Capital of Culture program and in collaboration with the Hrant Dink Foundation and the
HAYCAR Architects and Engineers Solidarity Association, introduces more than 100 works by 40 Armenian architects
whose names have been forgotten today, but who added modern touches to the visual silhouette of Istanbul. This
documentary exhibition takes the form of a visual archive that aims to remind us of the contributions of Armenian
architects who with their architectural works took on a pioneering role in the modernization of Istanbul in the 19"
century and early 20" century, and it also has an educational aspect in that it sheds light on our recent
history. This exhibition tries to unravel the historical secret that has permeated these buildings that are implanted in
our memory whether we are aware of it or not, that form the architectural spirit of the city and that define our
experience with an indispensable visuality even today, and it summons the affluent cultural heritage of Istanbul to the
present.

This visual record, formed as a result of a street-by-street study in Kurtulus, Pangalti, Taksim, Cihangir, Tarlabas,
Tunel, Galata, Eminént and Mahmutpasa carried out by Architect Hasan Kuruyazici, also puts a name to the
forgotten effort in these buildings that make Istanbul what it is.

The exhibition’s identity overlaps with Istanbul Modern’s mission of hosting interdisciplinary approaches. The
exhibition illuminates our cultural memory both with its exhibition structure and with the visual and substantial
affluence it presents and it desires to convey our forgotten history to the past. We believe that this will be an event
that will earn the continuing interest and curiosity of both experts in the field and international followers of architectural
culture and also all residents of Istanbul.
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ONSOz

BATILILASAN iSTANBUL'UN
ERMENi MIMARLARI
HASAN KURUYAZICI

Kayitlardan bildigimize gére Osmanli Devleti'nin saray ve kamu
binalarinin yapiminda eskiden beri Ermeni mimarlar da gorev
almislardi. Bu tUr insaatlari yoneten Hassa Mimarlar Ocagi kadrosunda
gayrimislimler arasinda her dénemde Ermeni mimarlar da bulunurdu.
Bu ocaga klguk yasta alinan gencler usta-cirak iliskisi icinde yetisiyorlardi.
Yani Hassa Mimarlari Ocagi bir yandan da bir cesit mimarlik okulu gibi
calisiyordu.

Osmanli Devleti'nde daha 18. ylzyilda, Avrupa 6rnek alinarak
cesitli alanlarda degisikliklere gidilmeye baslanmisti. Mimarlikta da,
daha sonra Osmanli Barogu diye anilacak yeni bir Gslubun ilk érnekleri
bu ylzyilda goraldu.

Yine de devletin kararli bir bicimde Bati normlarina yonelmesi
19. ylzyllda gerceklesti. 1839'daki Tanzimat ve 1856'daki Islahat
fermanlart bu hareketin en 6nemli dénim noktalarini olusturur.
Bati'dan gelen degisiklik rtizgari her alani oldugu gibi mimarlig da
etkilemeyi strdurdd ve 19. ylzyil Osmanli mimarliginda bir degisim
dénemi oldu. Yénetim, hukuk, egitim, saglk, toplumsal yasam vb
alanlardaki yenilikler, yeni bina tdrlerinin ortaya ¢ikmasina yol
actl. Geleneksel saray mimarisinin bir 6rnegi olan Topkapi Saray daha
19. yazyilin ilk yansinda terk edilmisti; bundan sonra ‘Avrupai’ tarzda
yeni saraylar yapilmaya basladi. Avrupa devletleri elciliklerini
Pera/Beyoglu semtine tasiyorlar ve kendi goénderdikleri mimarlarina
kendi Ulkelerinde gecerli olan mimari Usluplarda yeni sefarethane
binalari insa ettiriyorlardi. Rum ve Ermeni cemaatleri, Tanzimat ve
Islahat fermanlariyla sahip olduklari haklardan yararlanarak eskiden
yapamadiklari buytk boyutlu, kubbeli, can kuleli kiliseler insa etmeye
basladilar. Tanzimat'tan hemen sonra yapilan camilerde de tipoloji
ve dolayisiyla goérinis bakimindan bircok yenilik ortaya ¢ikti.
Eskiden Osmanli birokrasisi sadrazamin, kazaskerin, seyhdlislamin
konaklarindan yonetilir, insanlar devlet isleri icin buraya basvururlardi;
simdi bunun vyerini sadaret ve nezaret binalari aliyordu. Medrese
egitiminin yani sira rstiye ve idadiler acilmisti, bunlar icin de yeni tur
okul binalari gerekiyordu. DarUssifalar artik yerlerini Avrupa érneklerine
gore yapilan hastane binalarina biraktilar. Daha 6nce bulunmayan
postane, tren gari gibi bina tlrleri ortaya cikti. YUzyilin ikinci yarisinda,
degisen yasam kosullariyla birlikte, gayrimuslimlerin ve yeni yasam
tarzina uymaya calisan Muslimanlarin yasadigi Galata, Pera/Beyoglu,
Tarlabasi ve daha sonralari Cihangir, Taksim, Pangalti, Kurtulus vb
semtlerde yeni bir konut tipi olarak apartmanlar belirdi. Is hayati da
degismisti; Galata, Eminént ve Sultanhamam’dan Mahmutpasa'ya
kadar olan ticaret bolgesindeki iki katl, ortasi avlulu eski hanlarin
yerini ¢cok katli is hanlari (btro binalari) almaya basladi.

Bati'daki karsiliklari 6rnek alinarak yapilan buttin bu binalarda
yine Bati'da o donemde gecerli olan mimari Usluplar revactayd.
Tarihselci (historisist) bir bakis acisi ve cogu zaman se¢meci (eklektik)
bir tutumla yeni-klasik, yeni-gotik, yeni-Rénesans, yeni-barok hatta
yeni-Bizans Usluplarinda yapilmis binalar sehrin yukarida s6zU edilen
semtlerini doldurmaya basladi. Osmanl mimarisinin yabancisi oldugu
bu binalarla sehrin, en azindan bir bélimundn, fiziksel géranimu
ciddi anlamda degisiyordu.

Degisen kosullarin sonucu daha yazyilin ilk yarisinda, 1831'de
Hassa Mimarlar Ocagi lagvedilerek yerine Ebniye-i Hassa Mudiriyeti
kurulmus ve ocak kadrosundaki mimarlar bu yeni kurulusa kaydiriimis,
hatta sermimar Seyyid Abdulhalim Efendi de basina getirilmisti. Ama
bu muduriyetin gorevleri arasinda mimar yetistirmek bulunmuyordu.
Kisa bir stre icinde Ebniye-i Hassa Mudiriyeti'nin yerine ardi ardina
ayni isi yapacak baska birimler kurulduysa da, bunlar da sadece devlet
insaatlariyla ilgilenmekle gorevlendirilmisti. Boylece 1883'te buglnku
Mimar Sinan Giizel Sanatlar Universitesi'nin cekirdegini olusturan
Sanayi-i Nefise Mekteb-i Alisi'nin egitime baglamasina kadar lkede
6rglin bir mimarlik egitimi olmad.

Yukarida sayilan binalarin bir bolimua, kendi Glkelerinin
sefarethanelerini insa etmeye gelen ve daha sonra Istanbul’da kalarak
baska isler de alan yabanci mimarlar tarafindan yapildi. Ermeni Balyan
Ailesi mimarlari, zaten daha bastan beri sarayin insaatlarini
gerceklestiriyorlardi. Yuzyilin ilk yarsinda Istanbul’da padisahlarin
yaptirdigi blydk camilerin hemen hepsi de onlarin eseriydi. Giderek
Levanten, Rum ve baska Ermeni mimarlar da kendi cemaatlerine ait
kilise, okul, hastane gibi kamusal ve apartman, is hani gibi baska ¢zel
binalar gerceklestirmeye basladilar. Bunlarin bir kismi piyasadan,
pratikten yetismislerdi; ama Ulke disina, bir Avrupa Ulkesine gidip
orada 6grenim gorerek ‘diplomali’” mimar olanlar da az degildi. Roma
Glizel Sanatlar Akademisi ve Paris'teki Ecole des Beaux Arts en cok
tercih edilen mimarlik okullari arasindaydi.

Oysa Musliman Osmanli kesiminde mimarlik artik ‘tutulan’
bir meslek olmaktan cikmis goérintyordu. Sanayi-i Nefise Mektebi
acildiktan sonra da Mimarlik Subesi 6grencilerinin cogunu uzun slre
Rum ve Ermeni gencleri olusturdu. Yurt disinda okuyup doénen
ilk Musliman Osmanli mimar, kayitlara goére 1900'de Vedat (Tek)
Bey idi.

‘Osmanli Modernlesmesi’ diye de anilan ve bitun 19. ylzyil
kapsayan Batililasma slrecinde Istanbul’'un fiziksel cehresinin
degismesi 20. yuzyilin baslarinda da, Cumhuriyet'in kurulusuna kadar
azalarak da olsa devam etti. Basta Balyanlar olmak Gzere, 6nce
piyasadan yetisen, sonra Avrupa ulkelerindeki okullari bitiren ve en
son da Sanayi'-i Nefise Mektebi'nden mezun olan Ohannes Serveryan,
Migirdic Carkyan, Bedros Nemtze, Mihran Azaryan, Hovsep Aznavur,
Levon Guregyan, Aram ve Isak Karakas kardesler, Kegam Kavafyan,
Yetvart Terziyan, Andon ve Garabed Tulbentciyan gibi Ermeni
mimarlar bu degisimde ¢ok buyuk bir rol oynadilar.

Bu kitap, ve kitapla ayni adi tasiyan sergi, yuz yili askin sure
Istanbul’un mimari zenginligine katkida bulunan Ermeni mimarlari ve
eserlerini tanitmak amaciyla hazirland. Bir ilk olan bu girisimin konuya
ilgi uyandirmasi ve sagladigi malzemeyle bundan sonra akademik
alanda yapilacak calismalara destek olusturmasi, calisma ekibi olarak
hepimizi mutlu kilacaktir.
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FOREWORD

THE ARMENIAN ARCHITECTS OF ISTANBUL IN
THE ERA OF WESTERNIZATION

HASAN KURUYAZICI

Historical records tell us that Armenian architects took on a
prominent role in the construction of palace buildings and official
buildings in the Ottoman Empire. The staff of the Imperial Architects
Office that directed such construction projects always included
Armenian architects. Young recruits to this office would be trained
within a master-apprentice relationship. In other words, the Imperial
Architects Office also operated as a kind of school of architecture.

Changes in various fields based on the example presented by Europe
had already begun to be implemented in the Ottoman Empire by the
18" century. The first examples of a new style in architecture that would
later be described as the Ottoman Barogue were also seen during this century.

Still, the Ottoman state’s more decisive turn towards Western
norms took place in the 19" century. The Tanzimat (Reorganization)
Edict in 1839 and the /slahat (Reform) Edict in 1856 form the most
important turning points in this new direction. Winds of change blowing
from the West continued to influence architecture as much as any
other field and the 19th century became a period of change for
Ottoman architecture. Innovations in the fields of administration, law,
education, health and in social life led to the emergence of new building
types. The Topkapi Palace, an example of traditional palace architecture,
had already been abandoned in the first half of the 19" century; and
‘European’ style palaces were built in its wake. European states were
moving their embassies to the Pera/Beyoglu neighbourhood and were
commissioning new embassy buildings to their exclusively selected
architects in architectural styles in vogue in their own countries. The
Rum (Greek) and Armenian communities, benefiting from the new
rights they gained with the Tanzimat and Islahat Edicts, began to build
the large-scale, domed, bell-towered churches that were previously
prohibited. Mosques built immediately after the proclamation of the
Tanzimat Edict display a number of innovations in terms of typology
and therefore also appearance. In the past, Ottoman bureaucracy was
managed from the residences of the Grand Vizier, of the Kazasker
(Chief Military Judge) and the Seyhilislam (Chief Religious Official)
and people would apply here; now buildings of the Grand Vizierate
and Ministries were replacing these. Ristiyes (secondary schools) and
idadis (senior high schools) had been opened in addition to the traditional
madrasahs, and new types of school buildings were necessary for
them. The traditional darissifas were now replaced by hospital
buildings designed on the basis of European models. Previously
unseen building types such as post offices and train stations began to
appear. In the second half of the century, in line with changing living
conditions, in neighbourhoods such as Galata, Pera/Beyoglu and
Tarlabasi and later, Cihangir, Taksim, Pangalti and Kurtulus where
non-Muslims and also Muslims who were trying to acclimatize
themselves to the new life-styles; a new residential building type, the
apartment block, began to appear. Business life had also changed, the
older, two-storey hans (business buildings) featuring central
courtyards in the business area that included the Galata, Eminond,
Sultanhamam and Mahmutpasa neighbourhoods began to be
replaced by multi-storey business hans (office buildings).

Current Western architectural styles dominated in all these
buildings based on their Western counterparts. As the result of a

historicist perspective and often an eclectic attitude, buildings in
neo-classical, neo-Renaissance, neo-baroque and even neo-Byzantine
styles began to fill the abovementioned neighbourhoods of the
city. Along with these buildings that Ottoman architecture was so far
alien to, the physical appearance of at least one part of the city was
undergoing a significant change.

As a result of the changing conditions, in the first half of the
century, in 1831, the Imperial Architects Office had been abolished
and replaced by the Directorate of Imperial Buildings and the architects
on the staff of the office had been transferred to this new institution,
including the appointment of imperial architect Seyyid Abddlhalim
Efendi as the head of the new body. However, the training of archi-
tects was not among the duties assigned to this directorate. Although
new units were established in place of the Directorate of Imperial
Buildings in a short period of time, they too were assigned only with
the supervision of state construction projects. Thus, until the begin-
ning of education in 1883 at the Imperial School of Fine Arts, that also
formed the core of the present-day Mimar Sinan Fine Arts University,
there was no organized architectural education in the country.

Some of the buildings mentioned above were designed and
constructed by foreign architects who came to build the embassy
buildings of their own countries and then stayed on in Istanbul to
work on other projects. The architects of the Armenian Balian family
on the other hand, had already been realizing the construction projects
of the palace. Almost all the large mosques commissioned by sultans
in Istanbul in the first half of the century were the work of the
Balians. Increasingly, Levantine, Rum and other Armenian architects
began to carry out the projects of public buildings such as churches,
schools and hospitals in their own communities and also those of private
buildings such as apartment blocks and office buildings. Some of
these architects had received their training in the industry itself, they
were architects by training, however a significant number of them
were architects carrying diplomas and had studied in a European
country. The Rome Academy of Fine Arts and the Ecole des Beaux Arts
in Paris were the most popular schools of architecture during this period.

In the meantime, architecture was no longer a ‘popular’ profession
for the Muslim section of Ottoman society. After the opening of the
School of Fine Arts, for a long period of time, the majority of students
at the Department of Architecture were Rum and Armenian.
According to records, the first Muslim Ottoman architect to study
abroad and return was Vedat (Tek) Bey, in 1900.

The changing of Istanbul’s physical appearance during the era
of Westernization that took place throughout the entire 19" century
—and is also known as Ottoman Modernization— continued, albeit at
a slower pace, in the early 20" century, until the founding of the
Republic. First and foremost the Balians, but also other Armenian
architects such as Ohannes Serverian, Mgrdich Charkian, Bedros
Nemtze, Mihran Azarian, Hovsep Aznavur, Levon Gureghian, the
brothers Aram and Isaac Karakash, Kegham Kavafian, Yetvart Terzian,
Andon and Garabed Tulbendjian who in earlier periods received their
initial training within the industry, but later also graduated from
schools in European countries, and ultimately graduated from the
School of Fine Arts, played a great role in this transformation.

This book and the exhibition that bears the same name have
been organized to introduce the Armenian architects who for over a
hundred years contributed to Istanbul’s architectural richness with
their works. This attempt is the first of its kind, so it will be a source of hap-
piness for the entire team that worked on the book and the exhibition
if they awaken interest in the field and provide support with the mate-
rial they present for academic studies to be carried out in the future.

II
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Batihlagan iSTANBUL'UN ERMENi MiMARLARI

"OTEKI" MIMARLARI KESFETMEK
EDHEM ELDEM

Ulus-devletler genellikle imparatorluklari anlamaktan acizdir. Bu
gercek, geleneksel turden imparatorluklar s6z konusu oldugunda
daha da gecerlidir. S6zgelimi 19. yUzyilda Avrupa’da olusan buyuk
somurgeci imparatorluklar, merkezlerini olusturan ‘milli" nivelerinde
16. ylzylldan beri devam eden homojenlesme sirecinin neticesinde
‘klasik’ turden imparatorluktan cok, etrafi kendinden her tarlu
tedbirle tecrit ettigi bir somurgeler kusagiyla cevrili ulus-devlet
niteligindeydiler. Bu anlamda gunumdzdeki Fransiz veya Ingiliz
vatandaslarina kendi lkelerinin 19. ytzyildaki hali her ne kadar bircok
acidan uzak ve egzotik gorinse de, temelindeki siyasi kurgu acisindan
anlasilamayacak derecede farkli olmayacaktir.

Oysa Osmanli Imparatorlugu s6z konusu oldugunda durum cok
farklidir. Bugtinkt Tarkiye 19. ytzyil Osmanli Imparatorlugu’ndan akla
gelebilecek her agidan o derece farklidir ki, bugtinkd Turkiye vatandasinin
bu gecmisi degil anlamak, en yizeysel sekilde bile algilamaya
baslayabilmesini dustinmek gercekci olmayacaktir. Ancak isin en acikli
ve zor tarafi, ginimuz Turkiyesi'nde Osmanli gegmisini gozler éniinde
canlandirmak, anlamak, zikretmek, tasvir etmek, anlatmak, sunmak,
sergilemek icin duyulan ihtiyac ve bu yolda sarfedilen gayret, bircok
acidan Fransa veya Ingiltere’dekinin kat kat Ustindedir. Bu celiskili
durumdan dogan sonug ise Turkiye'de tarihin mitemadi bir sekilde
tekrar Uretilmesi, donUsturtlmesi, uyarlanmasi, hatta icat edilmesi ve
bu strecin esas itibariyle gtincel kaygilardan kaynaklaniyor olmasindan
dolayi tarihin buyuk 6lcide bugtine bagh olarak tahrif edilmesidir.

GUndmuz Turkiyesi'nden Osmanli gecmisine bakisi daha da
zorlastiran diger bir olgu ise, Osmanli Imparatorlugunun, 6zellikle 19.
ylzyllda, hizli ve kokten bir degisim strecinden ge¢mis olmasi ve
bunun neticesinde o dénemin de kendi icinde tutarsizliklar ve celiskiler
sergilemesidir. Modernlesmenin, Batililasmanin ve cok etkili —ve bazen
siddetli- siyasi ve toplumsal déntstmlerin etkisi altindaki imparatorluk,
18. ylUzyllin sonundan, ama o6zellikle de Tanzimat Fermani'nin
ilanindan itibaren kendi siyasi gerceklerinin, kulturel referanslarinin,
toplumsal dengelerinin hizla sekil degistirdigine, hatta bazen de
dagildigina sahit olmustur. Genelleyici ve duragan céziimlemelere cok
daha yatkin olan gtinimizdeki tarih algilayisimizin bu kadar hareketli
ve degisken bir ddnemi anlamakta zorlanmasi kacinilmazdir. Bu zorlanma,
neredeyse saplanti haline gelmis olan tarih merakiyla bir araya gelince
yukarida bahsi gecen tahrifin katmerli bir sekilde buyadugu
gozlemlenmektedir.

Nihayet, sunu da anlamak gerekir ki, Turkiye'de tarihin kullanimi
hemen hemen her zaman siyasi bir amaca hizmet ettigi halde, tarihin
kendisindeki siyasi boyut genellikle 6zenle kenara itilerek, tarih
neredeyse steril hale getirilerek siyasi boyutundan arindiriimis bir
anlatiya dondstdralmustir. Bu yuzdendir ki Trkiye'deki tarih anlayisl,
sorgulamadan kacinip kesinlikler pesinde kosan, neticede de hicbir
zaman hesaplasamayan, hatta hesaplasmamayr amac edinen bir
kurguya dayanmaktadir.

Yukarida siralanan ve blyuk 6lctide soyut bir seviyede birakilan
bu olgulari Osmanli tarihinin bircok konusuna uyarlamak mdmkdndur.
Ancak herhalde bu konudaki en somut ve manidar érnekler, 19. yuzyll
Istanbul tarihinde ve 6zellikle bu tarihin varsayilan cok kaltarli,

karmasik, kozmopolit boyutunda yer almaktadir. Ulus-devletin,
imparatorluk gecmisine bakarken en ¢ok zorlandigi noktalardan
birinin homojen olmayan bir toplum gercegi oldugu ve Turkiye
Cumbhuriyeti'nin  baslica ideolojik sdyleminin ve gayesinin ulusu
homojenlik etrafinda kurgulamak oldugu dustnultrse, 19. yuzyl
Osmanli toplumunu ve 6zellikle Istanbul niifusunu tanimlayan cesitlilik
ve heterojenligin ciddi bir algilama sorunu yaratacagini tahmin etmek
zor olmayacaktir. Aslinda buradaki sorun sadece bir algilamayla sinirli
kalmamaktadir. Istanbul sehrinin son yiz otuz yil icindeki tarihine
bakilacak olursa, daha Osmanli doneminin sonlarindan itibaren
heterojenlikten dogan siddet 6rneklerinin ve giderek artan bir hizla
gerceklesen homojenlestirme cabalarinin meseleye gayet somut bir
boyut kattigini gérmek gerekir. Kisacasi, giinimuzde Istanbul, belirli
bir tirdeki heterojenligini bilincli ve bilingsiz siyasi gelismeler karsisinda
kaybetmistir. Bu kaybin nedenleri hicbir zaman gercek manada
arastinlmamis, hatta genellikle 6rtbas edilmeye calisiimis, nihayet bu
kayip gegmisin Gzerine e@ilmeye karar verildigi zaman da ehliyetsizlikten
dolayi, Istanbul, hakkinda daha ¢ok bir tir mitoloji Gretilmis bir kent
haline gelmistir.

Istanbul’'un ve o6zellikle kozmopolitizm ile 6zdeslestirilen
Beyoglu'nun tarihi uzun bir mdddet milliyetci kurgularin yarattigi
olumsuz algilamanin gélgesinde kalmistir. Ozellikle de safligi,
ulusallig, asriligi vurgulanan ve kurgulanan Ankara’nin karsisinda Istan-
bul, gelenekselligin, kokusmuslugun, yozlugun, isbirlikciligin, ulussu-
zlukla  6zdeslesen  kozmopolitizmin  bir  tecessimi  olarak
kurgulanmistir.  Gergi Kemalizm’in en sert dénemindeki Osmanli
karsithginin yavas yavas yumusamasi ve zamanla Osmanli gegmisinin
Turklestirilerek buytk ulusal kurguya eklemlenmesinin neticesinde
Istanbul tarihi buytk 6lctide geri ddnmeye hak kazanmistir. Ancak bu
‘affedilme’ secici bir sekilde gerceklesmistir: Bir tur ‘altin cag’ olarak
algilanan ve zaten alenen “yukselme devri” olarak nitelenen dénem
ve bu doéneme ait eserler iltifat gortrken daha sonraki dénemler ve
ozellikle de 19. ylzyil hala yoz ve isbirlikci damgasi yemekteydi. Ayni
tdrden bir ayirm, sehrin topografyasina da yansimisti: ‘Klasik’ ve
dolayisiyla bozulmamis sayilan mimari eserler makbul sayilirken, 18.
ylzylldan itibaren muhtelif etkilesimler neticesinde degismeye yuz
tutan sehir dokusu ve bu dokunun yogunlastigi Beyoglu ve civari genel-
likle hor gorulmekteydi. Bu hor gérmenin toplumsal ve siyasal boyutlari
da pek tabii ki mevcuttu: Beyoglu, agirlikh olarak komprador
Levantenlerden sadakati stpheli Yahudilere, hiyanet icin firsat kol-
layan Rumlardan tlkeyi bolmeye can atan Ermenilere, alafranga tavirh
zUppe pasazadelerden komplo kuran yabanci diplomatlara kadar
uzanan, tlkeden ve menfaatlerinden kopuk insanlarin fink attiklari bir
mekan olarak algilaniyor ve kurgulaniyordu.

1990°’larda bu durum ciddi olarak degismeye basladi. 19.
ylzyllin ve Beyoglu'nun Uzerinde gezinen suphe ve nefret bulutu
dagilmaya ve vyerini merak ile &zentinin karisimindan olusan bir
nostaljiye birakmaya basladi. Bu degisimin arkasinda cesitli siyasi ve
toplumsal nedenler aramak mUmkinddr; en genel anlamda
Turkiye'nin eski kapali dizeninden cikisi, 1980’lerin Turk-Islam
sentezine duyulan tepki, Avrupa ile artan yakinlasma, globallesme gibi
bircok etkenin bu doéntsimde rol oynamis oldugu soylenebilir.
Sebepleri ne olursa olsun, artik Beyoglu'na Pera demek, Istanbul’un
kaybolmus kozmopolit kiltirinden bahsetmek, Cadde-i Kebir'de
yasanmis oldugu varsayilan belle époque’u 6zlemek, kentin alafranga
mimarisini  kesfedip korumak, Rum, Ermeni, Yahudi, Levanten
ntfusun kaybolup gitmis olmasina hayiflanmak giderek artan bir hizla
gindeme gelmeye baslamisti. Bu durum o kadar yogunluk kazandi ki,
sehrin gercek dokusuna ve mulkiyet dagilimina bile etki etmekte



ARMENIAN ARCHITECTS OF ISTANBUL in the Era of Westernization

DISCOVERING “OTHER"” ARCHITECTS
EDHEM ELDEM

Nation-states are often incapable of understanding empires.
This statement is even more accurate in the case of traditional
empires. For instance, as a result of a process of homogenization that
had continued since the 16" century in their ‘national’ core that
formed their centre, the great colonialist empires that appeared in
Europe in the 19 century were, rather than ‘classic’ empires,
nation-states surrounded by a belt of colonies, from which they
isolated themselves with all manners of precautions. In this context,
however distant and exotic in many aspects the state of their country
in the 19" century may seem to today’s French or British citizens, it is
nevertheless not incomprehensibly different in terms of its fundamental
political structure.

Yet the situation is very different in the case of the Ottoman
Empire. Today’s Turkey is so different in every imaginable aspect to the
Ottoman Empire of the 19" century, that let alone understand this part
of history, it would be simply unrealistic to expect the contemporary
Turkish citizen to begin to perceive it, even in the most superficial man-
ner. However, the most lamentable and difficult aspect of this condi-
tion is that the need felt and the effort expended in contemporary
Turkey to imagine, understand, allude to, describe, narrate, present
and exhibit the Ottoman past is in many ways much more urgent than
the corresponding perceived need and efforts in France and Britain.
The outcome of this contradictory situation is the constant reproduction,
transformation, adaptation and even invention of history in Turkey; and —
due to the fact that this process fundamentally arises from contemporary
concerns — its distortion mainly with reference to the present.

Another phenomenon that complicates any attempt to view the
Ottoman past from today’s Turkey is the rapid and radical process of
change the Ottoman Empire experienced especially in the 19" century,
and as a result of this process, the inconsistencies and contradictions
displayed within the period itself. The empire, under the influence of
modernization, Westernization and highly influential —and at times
violent- political and social transformations, from the end of the 18"
century on, but especially after the declaration of the Tanzimat Edict,
witnessed a transformation, and even a decomposition of its own
political realities, cultural references and social balances. Our perception
of history today, which is much more inclined to generalization and
static analyses, inevitably faces difficulties in understanding this
dynamic and volatile period. When this difficulty is coupled with an
almost obsessive enthusiasm for history, we observe an exponential
growth in the above mentioned distortion.

Ultimately, we must also understand that, although the use of
history in Turkey has almost always served a political end, the political
aspect of history itself has often been carefully pushed aside, to
present a narrative purged and purified of its political aspect almost
to the point of sterilization. Therefore, the approach to history in
Turkey is based on a fiction that evades examination to seek certain-
ties, and thus never manages to come to terms with its past, and in
fact, turns this incapacity to come to terms almost into an objective.

One could adapt the phenomena listed above, mostly kept at an
abstract level, to many aspects of Ottoman history. Yet perhaps the

most concrete and significant examples in this regard can be found in
the history of Istanbul in the 19" century, and especially in the
assumed multicultural, complex and cosmopolitan dimension of this
chapter in history. Taking into consideration that the notion of a
non-homogeneous society is one of the points the nation-state suffers
the greatest difficulty understanding when looking back at the
history of the empire, and that the main ideological discourse and aim
of the Republic of Turkey is to construct a nation around the concept
of homogeneity, it should not be difficult to guess that the diversity
and heterogeneity that defined 19" century Ottoman society, and
especially the population of Istanbul, will create a serious problem of
perception. In fact, the problem here does not remain restricted to a
matter of perception. When looking at the history of the city of
Istanbul in the last hundred and thirty years, it is necessary to acknowledge
that instances of violence borne out of this heterogeneity and
increasingly rapid attempts at homogenization from as early as the
late Ottoman period add an exceedingly tangible dimension to the
problem. In brief, contemporary Istanbul has lost a certain type of
heterogeneity as a consequence of deliberate and non-deliberate
political developments, and the reasons of this loss have never been
subject to research in any real sense. In fact, the general trend was to
try to cover up these reasons and when ultimately the decision was
taken to return and focus on this lost past, Istanbul became a city with
a fabricated mythology.

The history of Istanbul and especially of the area of Beyoglu,
often identified with cosmopolitanism, has for a long time been
overshadowed by a negative perception created by nationalist fictions.
Particularly in contrast to Ankara, whose pure, national and modern
character was emphasized and constructed, Istanbul was defined as
the embodiment of tradition, degeneration, corruption, collaboration
with foreigners and cosmopolitanism identified as the absence of
national allegiances. It is true that the initial anti-Ottomanism during
the most sectarian period of Kemalism gradually softened and in time,
the Ottoman past was Turkified and integrated into the greater
national narrative, and as a result, the history of Istanbul gained to a
great extent the right to return. However, this ‘remission’ took place
selectively: The period perceived as a kind of ‘golden age’ and already
openly described as a “period of rise” and works produced during this
period were praised, whereas later periods, and especially the 19"
century were still labelled as corrupt and tainted with foreignness. A
similar type of division found its reflection in the topography of the
city: As ‘classical’ —and therefore allegedly unspoiled— architectural
works were considered desirable, the urban texture which, from the
18th century on, began to change as a consequence of various
interactions, and the Beyoglu area and its environs where this texture
found its most profuse expression were often held in contempt. There
were, of course, social and political dimensions to this animosity:
Beyoglu was perceived and constructed as an area inhabited by
people who had severed their ties with their country and its interests
— from mostly comprador Levantines to suspicious Jews, from Rums
on the lookout for an opportunity to betray the nation to Armenians
burning with the desire to divide the country and from the snobbish
sons of pashas with their European mannerisms to foreign diplomats
plotting against the country.

This began to change considerably in the 1990’s. As the cloud
of suspicion and hate that hung over the 19" century and Beyoglu
began to lift, it was replaced by a feeling of nostalgia, mixing curiosity
and pretension. One could invoke a variety of political and social
causes behind this change; in the most general sense one could say
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