




Bu kitap, Aral›k 2010’da ‹stanbul’da aç›lan
‘BATILILAfiAN ‹STANBUL’UN ERMEN‹ M‹MARLARI’ 
adl› sergi kapsam›nda haz›rlanm›flt›r.

This book is prepared within the scope of the exhibition 
‘ARMENIAN ARCHITECTS OF ISTANBUL IN THE ERA OF WESTERNIZATION’
opened in December 2010, Istanbul.

Yay›ma Haz›rlayan
Editor
HASAN KURUYAZICI

Koordinatör
Coordinator
ZEYNEP TAfiKIN

Çeviri 
Translation
NAZIM H‹KMET RICHARD D‹KBAfi

Kitap Tasar›m›
Book Design
ERKAL YAV‹

Grafik Uygulama
Layout
LORA BAYTAR

Kapak Foto¤raflar›
Cover Photographs
Ön Kapak / Front Cover
S‹BEL GÜNAK
Arka Kapak / Back Cover
GÖKHAN TAN

Renk Ay›r›m› ve Bask›
Color Separation and Printing 
MAS MATBAACILIK SAN. VE T‹C. A.fi
Hamidiye Mah. So¤uksu Cad. No: 3 
34408 Ka¤›thane / ‹stanbul 
T: 0212 294 10 00 
Sertifika No: 12055 

1. Bas›m, ‹stanbul, Aral›k 2010
1st Edition, Istanbul, December 2010 
3. Bas›m, ‹stanbul, Ekim 2016 (Friends of Hrant Dink Boston MA katk›lar›yla)
3rd Edition, Istanbul, October 2016 (With the support of Friends of Hrant Dink Boston MA)

ISBN 978-605-89900-5-0

© Hrant Dink Vakf› Yay›nlar›
Anarad H›¤utyun Binas› 
Papa Roncalli Sok. No: 128 
Harbiye 34373 fiiflli / ‹stanbul 
T: 0212 240 33 61-62 
F: 0212 240 33 94 
info@hrantdink.org 
www.hrantdink.org

Sponsorlar
Sponsors



Bat›l›laflan
‹STANBUL’UN

ERMEN‹ M‹MARLARI 

ARMENIAN ARCHITECTS
OF ISTANBUL

in the Era of Westernization

Yay›ma Haz›rlayan / Ed›ted by 

HASAN KURUYAZICI



Hrant Dink Vakf›, 2007 y›l›nda yaflanan büyük ac›dan sonra,
benzer ac›lar›n yeniden yaflanmamas›, Hrant Dink’in daha adil ve
özgür bir dünyaya yönelik hayallerini, dilini ve yüre¤ini yaflatmak
amac›yla kuruldu. Etnik, dini, kültürel ve cinsel tüm farkl›l›klar›yla
herkes için demokrasi ve insan haklar› talebi, Vakf›n temel ilkesidir. 

Vak›f, ifade özgürlü¤ünün alabildi¤ine kullan›ld›¤›, tüm
farkl›l›klar›n teflvik edilip yafland›¤›, yaflat›ld›¤› ve ço¤alt›ld›¤› bir düzen
arzular. Topra¤›n de¤il, üzerinde yaflayanlar›n de¤erinin bilindi¤i,
geçmifle ve günümüze bak›fl›m›zda vicdan›n a¤›r bast›¤› bir Türkiye
ve dünya için çal›fl›r. Hrant Dink Vakf› olarak ‘u¤runa yaflanas›
davam›z’, diyalog, bar›fl ve empati kültürünün hâkim oldu¤u 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 D‹NK / HRANT D‹NK VAKFI

Hrant Dink Vakf› olarak, kültür-sanat alan›n› ço¤ul, kapsay›c› ve paylafl›mc› bir platform olarak düfllüyoruz.
Vak›f’ta bu alanda gerçeklefltirdi¤imiz proje ve faaliyetlerde, bu topraklar›n kültürünü birlikte s›rtlay›p, yaflay›p bundan
sonrakilere aktarmay› hedefliyoruz. Bizim için esas olan, Türkiye’nin farkl› kültürlerinin birer nostalji unsuru olarak
hat›rlanmaktan öte, bugün de yaflayan ve kuflaktan kufla¤a devrolan k›ymetli birikimler olarak görülmeleri. Her
farkl›l›¤›n katk›s› sa¤land›¤›nda, ad› kondu¤unda, birlikte üretmek ve paylaflmak için en do¤al ve anlaml› ortak yaflam
alan›n› kurmak da mümkün hale geliyor. Hrant Dink Vakf› olarak, ifade özgürlü¤ü aç›s›ndan tüm araçlar›n iflas etti¤i
noktada bile kültür ve sanat›n söyleyecek sözü oldu¤una inan›yor ve bu bar›flç› sözün arac›s› olmaktan gurur
duyuyoruz. 

Onlar flimdi yoklar, ama Anadolu’da ve ‹stanbul’da yaflayan Ermenilerin dört bir yanda b›rakt›¤› eme¤in izleri
görmeye haz›r gözleri bekliyor. Her bir yap›n›n kendine has tarz›, kiminin kanaviçe ifli, kiminin dantel gibi ifllenmifl
zarafeti, tarihe ve yaflam›m›za b›rak›lan imzalard›r. Tümünü listelemek hiç mümkün olmayacak, ama en az›ndan ifle bir
yerden bafllamak gerekiyor.  

‹flte bu yüzden selam olsun; ‹stanbul’un tüm Ermeni mimarlar›na, onlar› bugüne tafl›yanlara ve bundan sonraya
tafl›yacak olanlara...

Bat›l›laflan ‹STANBUL’UN
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RAKEL D‹NK / HRANT DINK FOUNDATION
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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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SUNUfi

KÜLTÜR TAR‹H‹M‹Z‹N UNUTULMUfi

KAHRAMANLARI
LEVENT ÇALIKO⁄LU / ‹STANBUL MODERN SANAT MÜZES‹

‹stanbul gibi varl›¤›n› farkl› kültürel paradigmalara borçlu flehirlerin geçmiflle hesaplaflmas› kolay olmuyor.
Do¤u-Bat› ve Kuzey-Güney ekseninde say›s›z kültürel üretimin kesiflim merkezi olarak bu megapolün bünyesinde
bar›nd›rd›¤› binbir zenginli¤i hat›rlamak ve yeniden tarife kalk›flmak ise gerçekten zor bir u¤rafl. 

Öte yandan, böyle bir sorumluluk üstlendi¤imizde ço¤unlukla geçmifle nostaljik bir gözle bak›yor, yitirdi¤imiz
de¤erleri elimizin alt›ndan kayan bir hat›ra nesnesi olarak an›yoruz. Tarihe, geçmiflten bugüne ulaflabilene karfl› hem bir
merak besliyor hem de ona k›r›lgan bir sevgiyle yaklafl›yoruz. 

Oysa yaflad›¤›m›z zamana sinen, modernleflmemizin ana halkas›n› oluflturan ama buna ra¤men bilmedi¤imiz,
toplumsal bellekte unutulmufl, aciliyet gerektiren konular var. Bizi biz yapan, sosyal al›flkanl›klar›m›z› ve kültürel
kimli¤imizi oluflturan bu konular›n bafl›nda flüphesiz mimarl›k geliyor. Yaflam standart›m›z› belirleyen, kültürel ve sosyal
dönüflümün sembolü ve görsel hayal gücümüzün kayna¤› olan mimarl›k, ‹stanbul’u var eden en önemli sanat
alanlar›n›n bafl›nda geliyor. 

‹stanbul 2010 Avrupa Kültür Baflkenti program› kapsam›nda, Hrant Dink Vakf› ve HAYCAR Mimar ve Mühendisler
Dayan›flma Derne¤i iflbirli¤i ile gerçeklefltirdi¤imiz BBaatt››ll››llaaflflaann  ‹‹ssttaannbbuull’’uunn  EErrmmeennii  MMiimmaarrllaarr›› adl› bu sergi, ‹stanbul’un
görsel siluetine modern dokunufllarda bulunan, ad› bugünlerde unutulmufl 40 Ermeni mimar›n 100’ü aflk›n eserini
gündeme tafl›yor. 19. yüzy›lda ve 20. yüzy›l bafl›nda ‹stanbul’un modernleflmesinde mimari yap›tlar›yla öncü bir rol
üstlenen Ermeni mimarlar›n katk›lar›n› hat›rlatmak isteyen görsel bir arfliv niteli¤indeki bu dokümanter sergi, yak›n
dönem tarihimize ›fl›k tutan e¤itsel bir niteli¤e sahip. Fark›nda olsak da olmasak da belle¤imizde yer edinen, kentin
mimari ruhunu oluflturan ve flimdi, flu an için dahi vazgeçilmez bir görsellikle yaflant›m›z› belirleyen bu binalara sinmifl
tarihsel gizi de aç›¤a ç›karmaya çal›flan bu sergi, ‹stanbul’un zengin kültürel birikimini flimdiki zamana ça¤›r›yor. 

Mimar Hasan Kuruyaz›c›’n›n, Kurtulufl, Pangalt›, Taksim, Cihangir, Tarlabafl›, Tünel, Galata, Eminönü ve
Mahmutpafla’da sokak sokak gezerek yapt›¤› taramalarla oluflan bu görsel kay›t, ayn› zamanda ‹stanbul’u ‹stanbul
yapan binalardaki unutulmufl eme¤in ad›n› koyuyor. 

Sergi, ‹stanbul Modern’in disiplinleraras› yaklafl›mlara evsahipli¤i yapma misyonuyla örtüflen bir kimli¤e sahip.
Gerek sergileme yap›s› gerekse de sundu¤u görsel ve içeriksel zenginlik aç›s›ndan kültürel belle¤imizi ayd›nlatan ve
unutulmufl tarihimizi gelece¤e tafl›ma arzusu tafl›yan serginin, hem konunun uzmanlar›n›n ve uluslararas› mimarl›k
kültürü takipçilerinin, hem de tüm ‹stanbullular›n ilgi ve merakla takip edece¤i bir etkinlik oldu¤una inan›yoruz. 

Bat›l›laflan ‹STANBUL’UN
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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 AArrmmeenniiaann  AArrcchhiitteeccttss  ooff  IIssttaannbbuull  iinn  tthhee  EErraa  ooff  WWeesstteerrnniizzaattiioonn 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 19th

century and early 20th 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 Kurtulufl, Pangalt›, Taksim, Cihangir, Tarlabafl›,
Tünel, Galata, Eminönü and Mahmutpafla carried out by Architect Hasan Kuruyaz›c›, 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.

PREFACE

THE FORGOTTEN HEROES OF 

OUR CULTURAL HISTORY
LEVENT ÇALIKO⁄LU / ‹STANBUL MUSEUM OF MODERN ART 
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ÖNSÖZ

BATILILAfiAN ‹STANBUL’UN 

ERMEN‹ MIMARLARI
HASAN KURUYAZICI

Kay›tlardan bildi¤imize göre Osmanl› Devleti’nin saray ve kamu
binalar›n›n yap›m›nda eskiden beri Ermeni mimarlar da görev
alm›fllard›. Bu tür inflaatlar› yöneten Hassa Mimarlar› Oca¤› kadrosunda
gayrimüslimler aras›nda her dönemde Ermeni mimarlar da bulunurdu.
Bu oca¤a küçük yaflta al›nan gençler usta-ç›rak iliflkisi içinde yetifliyorlard›.
Yani Hassa Mimarlar› Oca¤› bir yandan da bir çeflit mimarl›k okulu gibi
çal›fl›yordu. 

Osmanl› Devleti’nde daha 18. yüzy›lda, Avrupa örnek al›narak
çeflitli alanlarda de¤iflikliklere gidilmeye bafllanm›flt›. Mimarl›kta da,
daha sonra Osmanl› Baro¤u diye an›lacak yeni bir üslubun ilk örnekleri
bu yüzy›lda görüldü.

Yine de devletin kararl› bir biçimde Bat› normlar›na yönelmesi
19. yüzy›lda gerçekleflti. 1839’daki Tanzimat ve 1856’daki Islahat
fermanlar› bu hareketin en önemli dönüm noktalar›n› oluflturur.
Bat›’dan gelen de¤ifliklik rüzgâr› her alan› oldu¤u gibi mimarl›¤› da
etkilemeyi sürdürdü ve 19. yüzy›l Osmanl› mimarl›¤›nda bir de¤iflim
dönemi oldu. Yönetim, hukuk, e¤itim, sa¤l›k, toplumsal yaflam vb
alanlardaki yenilikler, yeni bina türlerinin ortaya ç›kmas›na yol
açt›. Geleneksel saray mimarisinin bir örne¤i olan Topkap› Saray› daha
19. yüzy›l›n ilk yar›s›nda terk edilmiflti; bundan sonra ‘Avrupai’ tarzda
yeni saraylar yap›lmaya bafllad›. Avrupa devletleri elçiliklerini
Pera/Beyo¤lu semtine tafl›yorlar ve kendi gönderdikleri mimarlar›na
kendi ülkelerinde geçerli olan mimari üsluplarda yeni sefarethane
binalar› infla ettiriyorlard›. Rum ve Ermeni cemaatleri, Tanzimat ve
Islahat fermanlar›yla sahip olduklar› haklardan yararlanarak eskiden
yapamad›klar› büyük boyutlu, kubbeli, çan kuleli kiliseler infla etmeye
bafllad›lar. Tanzimat’tan hemen sonra yap›lan camilerde de tipoloji
ve dolay›s›yla görünüfl bak›m›ndan birçok yenilik ortaya ç›kt›.
Eskiden Osmanl› bürokrasisi sadrazam›n, kazaskerin, fleyhülislam›n
konaklar›ndan yönetilir, insanlar devlet iflleri için buraya baflvururlard›;
flimdi bunun yerini sadaret ve nezaret binalar› al›yordu. Medrese
e¤itiminin yan› s›ra rüfltiye ve idadiler aç›lm›flt›, bunlar için de yeni tür
okul binalar› gerekiyordu. Darüflflifalar art›k yerlerini Avrupa örneklerine
göre yap›lan hastane binalar›na b›rakt›lar. Daha önce bulunmayan
postane, tren gar› gibi bina türleri ortaya ç›kt›. Yüzy›l›n ikinci yar›s›nda,
de¤iflen yaflam koflullar›yla birlikte, gayrimüslimlerin ve yeni yaflam
tarz›na uymaya çal›flan Müslümanlar›n yaflad›¤› Galata, Pera/Beyo¤lu,
Tarlabafl› ve daha sonralar› Cihangir, Taksim, Pangalt›, Kurtulufl vb
semtlerde yeni bir konut tipi olarak apartmanlar belirdi. ‹fl hayat› da
de¤iflmiflti; Galata, Eminönü ve Sultanhamam’dan Mahmutpafla’ya
kadar olan ticaret bölgesindeki iki katl›, ortas› avlulu eski hanlar›n
yerini çok katl› ifl hanlar› (büro binalar›) almaya bafllad›.

Bat›’daki karfl›l›klar› örnek al›narak yap›lan bütün bu binalarda
yine Bat›’da o dönemde geçerli olan mimari üsluplar revaçtayd›.
Tarihselci (historisist) bir bak›fl aç›s› ve ço¤u zaman seçmeci (eklektik)
bir tutumla yeni-klasik, yeni-gotik, yeni-Rönesans, yeni-barok hatta
yeni-Bizans üsluplar›nda yap›lm›fl binalar flehrin yukar›da sözü edilen
semtlerini doldurmaya bafllad›. Osmanl› mimarisinin yabanc›s› oldu¤u
bu binalarla flehrin, en az›ndan bir bölümünün, fiziksel görünümü
ciddi anlamda de¤ifliyordu.

Bat›l›laflan ‹STANBUL’UN

De¤iflen koflullar›n sonucu daha yüzy›l›n ilk yar›s›nda, 1831’de
Hassa Mimarlar› Oca¤› la¤vedilerek yerine Ebniye-i Hassa Müdiriyeti
kurulmufl ve ocak kadrosundaki mimarlar bu yeni kurulufla kayd›r›lm›fl,
hatta sermimar Seyyid Abdülhalim Efendi de bafl›na getirilmiflti. Ama
bu müdüriyetin görevleri aras›nda mimar yetifltirmek bulunmuyordu.
K›sa bir süre içinde Ebniye-i Hassa Müdiriyeti’nin yerine ard› ard›na
ayn› ifli yapacak baflka birimler kurulduysa da, bunlar da sadece devlet
inflaatlar›yla ilgilenmekle görevlendirilmiflti. Böylece 1883’te bugünkü
Mimar Sinan Güzel Sanatlar Üniversitesi’nin çekirde¤ini oluflturan
Sanayi`-i Nefise Mekteb-i Âlisi’nin e¤itime bafllamas›na kadar ülkede
örgün bir mimarl›k e¤itimi olmad›. 

Yukar›da say›lan binalar›n bir bölümü, kendi ülkelerinin
sefarethanelerini infla etmeye gelen ve daha sonra ‹stanbul’da kalarak
baflka ifller de alan yabanc› mimarlar taraf›ndan yap›ld›. Ermeni Balyan
Ailesi mimarlar›, zaten daha bafltan beri saray›n inflaatlar›n›
gerçeklefltiriyorlard›. Yüzy›l›n ilk yar›s›nda ‹stanbul’da padiflahlar›n
yapt›rd›¤› büyük camilerin hemen hepsi de onlar›n eseriydi. Giderek
Levanten, Rum ve baflka Ermeni mimarlar da kendi cemaatlerine ait
kilise, okul, hastane gibi kamusal ve apartman, ifl han› gibi baflka özel
binalar gerçeklefltirmeye bafllad›lar. Bunlar›n bir k›sm› piyasadan,
pratikten yetiflmifllerdi; ama ülke d›fl›na, bir Avrupa ülkesine gidip
orada ö¤renim görerek ‘diplomal›’ mimar olanlar da az de¤ildi. Roma
Güzel Sanatlar Akademisi ve Paris’teki École des Beaux Arts en çok
tercih edilen mimarl›k okullar› aras›ndayd›. 

Oysa Müslüman Osmanl› kesiminde mimarl›k art›k ‘tutulan’
bir meslek olmaktan ç›km›fl görünüyordu. Sanayi`-i Nefise Mektebi
aç›ld›ktan sonra da Mimarl›k fiubesi ö¤rencilerinin ço¤unu uzun süre
Rum ve Ermeni gençleri oluflturdu. Yurt d›fl›nda okuyup dönen
ilk Müslüman Osmanl› mimar, kay›tlara göre 1900’de Vedat (Tek)
Bey idi.

‘Osmanl› Modernleflmesi’ diye de an›lan ve bütün 19. yüzy›l›
kapsayan Bat›l›laflma sürecinde ‹stanbul’un fiziksel çehresinin
de¤iflmesi 20. yüzy›l›n bafllar›nda da, Cumhuriyet’in kurulufluna kadar
azalarak da olsa devam etti. Baflta Balyanlar olmak üzere, önce
piyasadan yetiflen, sonra Avrupa ülkelerindeki okullar› bitiren ve en
son da Sanayi`-i Nefise Mektebi’nden mezun olan Ohannes Serveryan,
M›g›rdiç Çarkyan, Bedros Nemtze, Mihran Azaryan, Hovsep Aznavur,
Levon Güre¤yan, Aram ve ‹sak Karakafl kardefller, Ke¤am Kavafyan,
Yetvart Terziyan, Andon ve Garabed Tülbentciyan gibi Ermeni
mimarlar bu de¤iflimde çok büyük bir rol oynad›lar. 

Bu kitap, ve kitapla ayn› ad› tafl›yan sergi, yüz y›l› aflk›n süre
‹stanbul’un mimari zenginli¤ine katk›da bulunan Ermeni mimarlar› ve
eserlerini tan›tmak amac›yla haz›rland›. Bir ilk olan bu giriflimin konuya
ilgi uyand›rmas› ve sa¤lad›¤› malzemeyle bundan sonra akademik
alanda yap›lacak çal›flmalara destek oluflturmas›, çal›flma ekibi olarak
hepimizi mutlu k›lacakt›r.    
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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 Abdülhalim
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 École 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 19th century
–and is also known as Ottoman Modernization– continued, albeit at
a slower pace, in the early 20th 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.

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
18th century. The first examples of a new style in architecture that would
later be described as the Ottoman Baroque were also seen during this century.

Still, the Ottoman state’s more decisive turn towards Western
norms took place in the 19th century. The Tanzimat (Reorganization)
Edict in 1839 and the Islahat (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 Topkap› Palace, an example of traditional palace architecture,
had already been abandoned in the first half of the 19th century; and
‘European’ style palaces were built in its wake. European states were
moving their embassies to the Pera/Beyo¤lu 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 fieyhülislam (Chief Religious Official)
and people would apply here; now buildings of the Grand Vizierate
and Ministries were replacing these. Rüfltiyes (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 darüflflifas 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/Beyo¤lu and
Tarlabafl› and later, Cihangir, Taksim, Pangalt› and Kurtulufl 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, Eminönü,
Sultanhamam and Mahmutpafla 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
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karmafl›k, kozmopolit boyutunda yer almaktad›r. Ulus-devletin,
imparatorluk geçmifline bakarken en çok zorland›¤› noktalardan
birinin homojen olmayan bir toplum gerçe¤i oldu¤u ve Türkiye
Cumhuriyeti’nin bafll›ca ideolojik söyleminin ve gayesinin ulusu
homojenlik etraf›nda kurgulamak oldu¤u düflünülürse, 19. yüzy›l
Osmanl› toplumunu ve özellikle ‹stanbul nüfusunu tan›mlayan çeflitlilik
ve heterojenli¤in ciddi bir alg›lama sorunu yarataca¤›n› tahmin etmek
zor olmayacakt›r. Asl›nda buradaki sorun sadece bir alg›lamayla s›n›rl›
kalmamaktad›r. ‹stanbul flehrinin son yüz otuz y›l içindeki tarihine
bak›lacak olursa, daha Osmanl› döneminin sonlar›ndan itibaren
heterojenlikten do¤an fliddet örneklerinin ve giderek artan bir h›zla
gerçekleflen homojenlefltirme çabalar›n›n meseleye gayet somut bir
boyut katt›¤›n› görmek gerekir. K›sacas›, günümüzde ‹stanbul, belirli
bir türdeki heterojenli¤ini bilinçli ve bilinçsiz siyasi geliflmeler karfl›s›nda
kaybetmifltir. Bu kayb›n nedenleri hiçbir zaman gerçek manada
araflt›r›lmam›fl, hatta genellikle örtbas edilmeye çal›fl›lm›fl, nihayet bu
kay›p geçmiflin üzerine e¤ilmeye karar verildi¤i zaman da ehliyetsizlikten
dolay›, ‹stanbul, hakk›nda daha çok bir tür mitoloji üretilmifl bir kent
haline gelmifltir.

‹stanbul’un ve özellikle kozmopolitizm ile özdefllefltirilen
Beyo¤lu’nun tarihi uzun bir müddet milliyetçi kurgular›n yaratt›¤›
olumsuz alg›laman›n gölgesinde kalm›flt›r. Özellikle de safl›¤›,
ulusall›¤›, asrili¤i vurgulanan ve kurgulanan Ankara’n›n karfl›s›nda ‹stan-
bul, gelenekselli¤in, kokuflmufllu¤un, yozlu¤un, iflbirlikçili¤in, ulussu-
zlukla özdeflleflen kozmopolitizmin bir tecessümü olarak
kurgulanm›flt›r. Gerçi Kemalizm’in en sert dönemindeki Osmanl›
karfl›tl›¤›n›n yavafl yavafl yumuflamas› ve zamanla Osmanl› geçmiflinin
Türklefltirilerek büyük ulusal kurguya eklemlenmesinin neticesinde
‹stanbul tarihi büyük ölçüde geri dönmeye hak kazanm›flt›r. Ancak bu
‘affedilme’ seçici bir flekilde gerçekleflmifltir: Bir tür ‘alt›n ça¤’ olarak
alg›lanan ve zaten alenen “yükselme devri” olarak nitelenen dönem
ve bu döneme ait eserler iltifat görürken daha sonraki dönemler ve
özellikle de 19. yüzy›l hâlâ yoz ve iflbirlikçi damgas› yemekteydi. Ayn›
türden bir ay›r›m, flehrin topografyas›na da yans›m›flt›: ‘Klasik’ ve
dolay›s›yla bozulmam›fl say›lan mimari eserler makbul say›l›rken, 18.
yüzy›ldan itibaren muhtelif etkileflimler neticesinde de¤iflmeye yüz
tutan flehir dokusu ve bu dokunun yo¤unlaflt›¤› Beyo¤lu ve civar› genel-
likle hor görülmekteydi. Bu hor görmenin toplumsal ve siyasal boyutlar›
da pek tabii ki mevcuttu: Beyo¤lu, a¤›rl›kl› olarak komprador
Levantenlerden sadakati flüpheli Yahudilere, h›yanet için f›rsat kol-
layan Rumlardan ülkeyi bölmeye can atan Ermenilere, alafranga tav›rl›
züppe paflazadelerden komplo kuran yabanc› diplomatlara kadar
uzanan, ülkeden ve menfaatlerinden kopuk insanlar›n fink att›klar› bir
mekân olarak alg›lan›yor ve               kurgulan›yordu.

1990’larda bu durum ciddi olarak de¤iflmeye bafllad›. 19.
yüzy›l›n ve Beyo¤lu’nun üzerinde gezinen flüphe ve nefret bulutu
da¤›lmaya ve yerini merak ile özentinin kar›fl›m›ndan oluflan bir
nostaljiye b›rakmaya bafllad›. Bu de¤iflimin arkas›nda çeflitli siyasi ve
toplumsal nedenler aramak mümkündür; en genel anlamda
Türkiye’nin eski kapal› düzeninden ç›k›fl›, 1980’lerin Türk-‹slam
sentezine duyulan tepki, Avrupa ile artan yak›nlaflma, globalleflme gibi
birçok etkenin bu dönüflümde rol oynam›fl oldu¤u söylenebilir.
Sebepleri ne olursa olsun, art›k Beyo¤lu’na Pera demek, ‹stanbul’un
kaybolmufl kozmopolit kültüründen bahsetmek, Cadde-i Kebir’de
yaflanm›fl oldu¤u varsay›lan belle époque’u özlemek, kentin alafranga
mimarisini keflfedip korumak, Rum, Ermeni, Yahudi, Levanten
nüfusun kaybolup gitmifl olmas›na hay›flanmak giderek artan bir h›zla
gündeme gelmeye bafllam›flt›. Bu durum o kadar yo¤unluk kazand› ki,
flehrin gerçek dokusuna ve mülkiyet da¤›l›m›na bile etki etmekte

"ÖTEK‹" M‹MARLARI KEfiFETMEK
EDHEM ELDEM

Ulus-devletler genellikle imparatorluklar› anlamaktan acizdir. Bu
gerçek, geleneksel türden imparatorluklar söz konusu oldu¤unda
daha da geçerlidir. Sözgelimi 19. yüzy›lda Avrupa’da oluflan büyük
sömürgeci imparatorluklar, merkezlerini oluflturan ‘milli’ nüvelerinde
16. yüzy›ldan beri devam eden homojenleflme sürecinin neticesinde
‘klasik’ türden imparatorluktan çok, etraf› kendinden her türlü
tedbirle tecrit etti¤i bir sömürgeler kufla¤›yla çevrili ulus-devlet
niteli¤indeydiler. Bu anlamda günümüzdeki Frans›z veya ‹ngiliz
vatandafllar›na kendi ülkelerinin 19. yüzy›ldaki hali her ne kadar birçok
aç›dan uzak ve egzotik görünse de, temelindeki siyasi kurgu aç›s›ndan
anlafl›lamayacak derecede farkl› olmayacakt›r.

Oysa Osmanl› ‹mparatorlu¤u söz konusu oldu¤unda durum çok
farkl›d›r. Bugünkü Türkiye 19. yüzy›l Osmanl› ‹mparatorlu¤u’ndan akla
gelebilecek her aç›dan o derece farkl›d›r ki, bugünkü Türkiye vatandafl›n›n
bu geçmifli de¤il anlamak, en yüzeysel flekilde bile alg›lamaya
bafllayabilmesini düflünmek gerçekçi olmayacakt›r. Ancak iflin en ac›kl›
ve zor taraf›, günümüz Türkiyesi’nde Osmanl› geçmiflini gözler önünde
canland›rmak, anlamak, zikretmek, tasvir etmek, anlatmak, sunmak,
sergilemek için duyulan ihtiyaç ve bu yolda sarfedilen gayret, birçok
aç›dan Fransa veya ‹ngiltere’dekinin kat kat üstündedir. Bu çeliflkili
durumdan do¤an sonuç ise Türkiye’de tarihin mütemadi bir flekilde
tekrar üretilmesi, dönüfltürülmesi, uyarlanmas›, hatta icat edilmesi ve
bu sürecin esas itibariyle güncel kayg›lardan kaynaklan›yor olmas›ndan
dolay› tarihin büyük ölçüde bugüne ba¤l› olarak tahrif edilmesidir.

Günümüz Türkiyesi’nden Osmanl› geçmifline bak›fl› daha da
zorlaflt›ran di¤er bir olgu ise, Osmanl› ‹mparatorlu¤u’nun, özellikle 19.
yüzy›lda, h›zl› ve kökten bir de¤iflim sürecinden geçmifl olmas› ve
bunun neticesinde o dönemin de kendi içinde tutars›zl›klar ve çeliflkiler
sergilemesidir. Modernleflmenin, Bat›l›laflman›n ve çok etkili –ve bazen
fliddetli– siyasi ve toplumsal dönüflümlerin etkisi alt›ndaki imparatorluk,
18. yüzy›l›n sonundan, ama özellikle de Tanzimat Ferman›’n›n
ilan›ndan itibaren kendi siyasi gerçeklerinin, kültürel referanslar›n›n,
toplumsal dengelerinin h›zla flekil de¤ifltirdi¤ine, hatta bazen de
da¤›ld›¤›na flahit olmufltur. Genelleyici ve dura¤an çözümlemelere çok
daha yatk›n olan günümüzdeki tarih alg›lay›fl›m›z›n bu kadar hareketli
ve de¤iflken bir dönemi anlamakta zorlanmas› kaç›n›lmazd›r. Bu zorlanma,
neredeyse saplant› haline gelmifl olan tarih merak›yla bir araya gelince
yukar›da bahsi geçen tahrifin katmerli bir flekilde büyüdü¤ü
gözlemlenmektedir.

Nihayet, flunu da anlamak gerekir ki, Türkiye’de tarihin kullan›m›
hemen hemen her zaman siyasi bir amaca hizmet etti¤i halde, tarihin
kendisindeki siyasi boyut genellikle özenle kenara itilerek, tarih
neredeyse steril hale getirilerek siyasi boyutundan ar›nd›r›lm›fl bir
anlat›ya dönüfltürülmüfltür. Bu yüzdendir ki Türkiye’deki tarih anlay›fl›,
sorgulamadan kaç›n›p kesinlikler peflinde koflan, neticede de hiçbir
zaman hesaplaflamayan, hatta hesaplaflmamay› amaç edinen bir
kurguya dayanmaktad›r.

Yukar›da s›ralanan ve büyük ölçüde soyut bir seviyede b›rak›lan
bu olgular› Osmanl› tarihinin birçok konusuna uyarlamak mümkündür.
Ancak herhalde bu konudaki en somut ve manidar örnekler, 19. yüzy›l
‹stanbul tarihinde ve özellikle bu tarihin varsay›lan çok kültürlü,
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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 16th century in their ‘national’ core that
formed their centre, the great colonialist empires that appeared in
Europe in the 19th 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 19th 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 19th 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 19th 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 18th

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 19th 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 19th 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 Beyo¤lu,
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 19th

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 Beyo¤lu 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:
Beyo¤lu 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 19th century and Beyo¤lu
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



<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /None
  /Binding /Left
  /CalGrayProfile (Dot Gain 20%)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile (ISO Coated v2 \050ECI\051)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Warning
  /CompatibilityLevel 1.5
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJobTicket false
  /DefaultRenderingIntent /RelativeColorimetric
  /DetectBlends true
  /DetectCurves 0.0000
  /ColorConversionStrategy /CMYK
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedOpenType false
  /ParseICCProfilesInComments true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams false
  /MaxSubsetPct 100
  /Optimize true
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveDICMYKValues true
  /PreserveEPSInfo true
  /PreserveFlatness false
  /PreserveHalftoneInfo false
  /PreserveOPIComments false
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Apply
  /UCRandBGInfo /Remove
  /UsePrologue false
  /ColorSettingsFile ()
  /AlwaysEmbed [ true
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /CropColorImages false
  /ColorImageMinResolution 300
  /ColorImageMinResolutionPolicy /OK
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 300
  /ColorImageDepth -1
  /ColorImageMinDownsampleDepth 1
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages false
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /CropGrayImages false
  /GrayImageMinResolution 300
  /GrayImageMinResolutionPolicy /OK
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 300
  /GrayImageDepth -1
  /GrayImageMinDownsampleDepth 2
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages false
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /CropMonoImages false
  /MonoImageMinResolution 1200
  /MonoImageMinResolutionPolicy /OK
  /DownsampleMonoImages false
  /MonoImageDownsampleType /Average
  /MonoImageResolution 100
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /CheckCompliance [
    /None
  ]
  /PDFX1aCheck true
  /PDFX3Check false
  /PDFXCompliantPDFOnly true
  /PDFXNoTrimBoxError false
  /PDFXTrimBoxToMediaBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXSetBleedBoxToMediaBox true
  /PDFXBleedBoxToTrimBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXOutputIntentProfile (ISO Coated v2 \050ECI\051)
  /PDFXOutputConditionIdentifier ()
  /PDFXOutputCondition ()
  /PDFXRegistryName ()
  /PDFXTrapped /False

  /CreateJDFFile false
  /Description <<
    /ENU ([Based on 'KUSE'] )
  >>
  /ExportLayers /ExportVisibleLayers
  /Namespace [
    (Adobe)
    (Common)
    (1.0)
  ]
  /OtherNamespaces [
    <<
      /AsReaderSpreads false
      /CropImagesToFrames true
      /ErrorControl /WarnAndContinue
      /FlattenerIgnoreSpreadOverrides true
      /IncludeGuidesGrids false
      /IncludeNonPrinting false
      /IncludeSlug false
      /Namespace [
        (Adobe)
        (InDesign)
        (4.0)
      ]
      /OmitPlacedBitmaps false
      /OmitPlacedEPS false
      /OmitPlacedPDF false
      /SimulateOverprint /Legacy
    >>
    <<
      /AddBleedMarks false
      /AddColorBars false
      /AddCropMarks false
      /AddPageInfo false
      /AddRegMarks false
      /BleedOffset [
        0
        0
        0
        0
      ]
      /ConvertColors /ConvertToCMYK
      /DestinationProfileName (ISO Coated v2 \(ECI\))
      /DestinationProfileSelector /UseName
      /Downsample16BitImages true
      /FlattenerPreset <<
        /ClipComplexRegions true
        /ConvertStrokesToOutlines false
        /ConvertTextToOutlines false
        /GradientResolution 300
        /LineArtTextResolution 1200
        /PresetName <FEFF005B0048006F006800650020004100750066006C00F600730075006E0067005D>
        /PresetSelector /HighResolution
        /RasterVectorBalance 1
      >>
      /FormElements false
      /GenerateStructure false
      /IncludeBookmarks false
      /IncludeHyperlinks false
      /IncludeInteractive false
      /IncludeLayers false
      /IncludeProfiles false
      /MarksOffset 8.503940
      /MarksWeight 0.250000
      /MultimediaHandling /UseObjectSettings
      /Namespace [
        (Adobe)
        (CreativeSuite)
        (2.0)
      ]
      /PDFXOutputIntentProfileSelector /UseName
      /PageMarksFile /RomanDefault
      /PreserveEditing true
      /UntaggedCMYKHandling /LeaveUntagged
      /UntaggedRGBHandling /UseDocumentProfile
      /UseDocumentBleed true
    >>
    <<
      /AllowImageBreaks true
      /AllowTableBreaks true
      /ExpandPage false
      /HonorBaseURL true
      /HonorRolloverEffect false
      /IgnoreHTMLPageBreaks false
      /IncludeHeaderFooter false
      /MarginOffset [
        0
        0
        0
        0
      ]
      /MetadataAuthor ()
      /MetadataKeywords ()
      /MetadataSubject ()
      /MetadataTitle ()
      /MetricPageSize [
        0
        0
      ]
      /MetricUnit /inch
      /MobileCompatible 0
      /Namespace [
        (Adobe)
        (GoLive)
        (8.0)
      ]
      /OpenZoomToHTMLFontSize false
      /PageOrientation /Portrait
      /RemoveBackground false
      /ShrinkContent true
      /TreatColorsAs /MainMonitorColors
      /UseEmbeddedProfiles false
      /UseHTMLTitleAsMetadata true
    >>
  ]
>> setdistillerparams
<<
  /HWResolution [2400 2400]
  /PageSize [612.000 792.000]
>> setpagedevice




