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ABSTRACT 

 

 

MARUF ¥NAL AND THE PRODUCTION OF MID-TWENTIETH CENTURY 

MODERN ARCHITECTURE IN ĶSTANBUL 

 

Tok, Tuĵba 

M.A., Department of History of Architecture 

Supervisor: Prof. Dr. T. Elvan Altan 

September 2019,  175 pages 

 

 

This study focuses on architect Maruf ¥nal (1918-2010) as a prominent actor of 

architectural practice in Turkey, who also contributed to professional education and 

organization besides his prolific architectural production from the 1940s to the 

1980s. ¥nalôs works, mostly in Ķstanbul, include a wide range of building typologies 

from different types of dwellings to buildings for work, recreation and 

transportation. These buildings answered the demands of the routine needs of 

modern urban life while composing the ñstandard-ordinaryò pattern of modern 

architecture in the built environment of the mid- to late-twentieth century in Turkey. 

Investigating the architectural practice in mid-twentieth century Ķstanbul by ¥nal, 

who also characterized himself as an ñordinaryò architect, the aim is to evaluate 

contemporary architectural production that was realized by either individuals or 

team work, and created new aesthetic approaches to answer the new functional 

requirements of buildings that emerged with the novelties of modern urban life. 

Keywords: Maruf ¥nal, Ķstanbul, Modern Architecture, Twentieth Century 

Architecture
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¥Z 

 

 

MARUF ¥NAL VE ĶSTANBULôDAKĶ 20. Y¦ZYIL ORTASI MODERN 

MĶMARLIK ¦RETĶMĶ 

 

 

Tok, Tuĵba 

Y¿ksek Lisans, Mimarlēk Tarihi Bºl¿m¿ 

Tez Yºneticisi: Prof. Dr. T. Elvan Altan 

Eyl¿l 2019, 175 sayfa 

 

 

Bu ­alēĸma, 1940ôlardan 1980ôlere uzanan dºnemde mimarlēk pratiĵinin ºnemli bir 

aktºr¿ olan ve mimari uygulamalarēnēn yanē sēra, eĵitimci ve ºrg¿t­¿ kimliĵiyle de 

mesleĵe katkēda bulunmuĸ olan mimar Maruf ¥nalôē (1918-2010) incelemektedir. 

¥nal, deĵiĸik tipteki konutlardan iĸ yeri, dinlence-eĵlence ve ulaĸēm yapēlarēna 

uzanan geniĸ bir ­er­evede yapēlar tasarlamēĸtēr. ¢oĵu Ķstanbulôda yer alan bu 

yapēlar, modern kent yaĸamēnēn rutin ihtiya­larēnē karĸēlamakta ve yirminci y¿zyēl 

ortasēnda T¿rkiyeônin yapēlē ­evresinin ñsēradanò modern mimarlēk dokusunu 

oluĸturmaktadēr. Kendisini de ñsēradanò bir mimar olarak nitelendiren ¥nalôēn 

yirminci y¿zyēl ortasē Ķstanbulôundaki mimarlēk pratiĵi incelenirken, dºnemin, 

gerek bireysel gerek ekip ­alēĸmasēyla ger­ekleĸtirilen ve modern kentsel yaĸamēn 

yenilikleriyle ortaya ­ēkan yapēlarēn yeni iĸlevsel ihtiya­larēnē yanētlamak ¿zere yeni 

estetik yaklaĸēmlar geliĸtiren mimarlēk ¿retiminin deĵerlendirilmesi 

hedeflenmektedir 

Anahtar Kelimeler:  Maruf ¥nal, Ķstanbul, Modern Mimarlēk, Yirminci Y¿zyēl 

Mimarlēĵē 
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CHAPTER 1 

 

 

INTRODUCTION  

 

 

This study examines the professional identity and the architectural designs of 

architect Maruf ¥nal (1918-2010) in the context of the production of modern 

architecture in Turkey. ¥nal graduated in 1943 from Academy of Fine Arts in 

Ķstanbul, the first school of architecture in Turkey, and worked as a prolific designer 

of various types of buildings from the 1940s to the 1980s. As one of the important 

actors of modern architectural production in Turkey, he designed projects for private 

clients, and participated in architectural competitions organized for public projects 

as a designer or a jury member. He was among the important actors of the 

professionalization of architecture in the country, playing a role in the establishment 

of the Chamber of Architects (Mimarlar Odasē) in 1954, and the Foundation for 

Architecture (Mimarlēk Vakfē) in 1999. ¥nal also worked as an academician from 

1958 until 1985 at Ķstanbul Teknik Okulu (Ķstanbul Technical School; renamed as 

Ķstanbul Devlet M¿hendislik ve Mimarlēk Akademisi-Ķstanbul State Academy of 

Engineering and Architecture in 1969, transformed into Yēldēz ¦niversitesi-Yēldēz 

University in 1982 and renamed as Yēldēz Technical University in 1992), where he 

also undertook significant administrative positions.1 ¥nal received the Sinan Award 

of the Chamber of Architectsô National Architecture Awards in 2000, and was 

chosen as the architect of the National Architecture Awards Commemoration 

Program for the period of 2016-2018.2 

 

  

                                                 

1 See Appendice A, Maruf ¥nal: Biography 

 
2 Anma Programē, Maruf ¥nal, Mimarlēk, 393, (2017): 17. 

http://www.mimarlikdergisi.com/index.cfm?sayfa=mimarlik&DergiSayi=407&RecID=4093  

 

http://www.mimarlikdergisi.com/index.cfm?sayfa=mimarlik&DergiSayi=407&RecID=4093
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1.1. Aim and Method of the Study 

 

Despite his significant endeavors on diverse aspects of architecture, architect Maruf 

¥nal is not generally mentioned in most prevalent sources of architectural history 

of Turkey. Vanlē, in a way, unearthed the unpopular and ordinary examples of 

modern Turkish architecture while criticizing the narrow-scoped history writing 

approach in his book on the twentieth century architecture in Turkey.3 In recent 

decades, the attempt to widen the scope of architectural historiography increased by 

drawing attention to the need of re-evaluating and reforming the subject matters. 

For example, Altan states that conventional approaches have mostly focused on 

ñsignificantò examples of ñsignificantò architects.4 Following the current critique of 

this type of an exclusionary method, this study aims to unfold the story behind 

¥nalôs architectural production in order to contribute to the documentation of 

modern architecture in Turkey. ¥nal defines himself as an ñordinary architectò.5 

Taking this definition as the starting point, this study evaluates the aspects of his 

architecture as exemplary of the mid-twentieth century ñordinaryò modern 

architecture.  

 

Herein, ñordinaryò does not refer to a lesser design approach, but is used as related 

to the fact that modern architectural production is mostly constituted by anonymous 

and standard buildings. These buildings are taken as anonymous because users are 

                                                 

3 ķevki Vanlē, Mimariden Konuĸmak: Bilinmek Ķstenmeyen 20. Y¿zyēl T¿rk Mimarlēĵē Eleĸtirel 

Bakēĸ, 3 vols (Ankara: ķevki Vanlē Mimarlēk Vakfē Yayēnlarē, 2006) 

 
4 Elvan Altan, ñCumhuriyetôin Mek©nlarē/ Zamanlarē/ Ķnsanlarē: Mimarlēk Tarihyazēmē ¦zerine 

Deĵerlendirmeòin Cumhuriyetôin Mek©nlarē Zamanlarē Ķnsanlarē, eds. Altan, Elvan & Ķmamoĵlu, 

Bilge (Ankara: Dipnot Yayēnlarē, 2010), 11-24. For a comprehensive study on the topic, see also: 

Boyacēoĵlu, Bilgen. 2003. "The Construction of Turkish Modern Architecture in Architectural 

History Writing". Master's Thesis, Ķzmir Institute of Technology. 

 
5 Maruf ¥nal, , ñMimarlēkta Ge­en 60 Yēlēn Ardēndanò, Yunus Aran Konferanslarē XVI, Mimar 

Sinan G¿zel Sanatlar ¦niversitesi, Ķstanbul. November 11. 2003,  

http://www.yunusaran.org/mimarlikta-ge­en-60-yilin -ardindan 

 

http://www.yunusaran.org/mimarlikta-geçen-60-yilin-ardindan
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mostly unaware of the information about their architects despite their familiarity in 

daily routines.  In contrast to the monumental buildings that are mostly the concern 

of conventional historiography, such ñordinaryò buildings indeed set the design 

standards of modern architecture that were sufficient in shaping the changing daily 

lives of people. Thus, ñordinaryò signifies the characteristics of architecture 

produced in a variety of approaches by the architects of the period that together 

contributed to form the general urban pattern.  This study attempts to understand the 

ñordinaryò modern architecture of mid-twentieth century in Turkey in the specific 

case of ¥nalôs education, practice, and design. 

 

The analysis of this study focuses on the urban context of Ķstanbul during the mid-

twentieth century, which was the place of a major part of ¥nalôs projects.This 

chronologically and geographically defined context requires a comprehensive 

analysis concerning the various impacts of contemporary socio-economic changes, 

developments in construction technologies, and evolving architectural tendencies in 

the international scene, which also affected the transformation of the modernization 

process and the implementation of modern architecture.6 Thus, the limited but 

increasing studies on modern architecture in Turkey that especially focus on the 

post-war decades are helpful for the analysis of this study by providing a framework 

to evaluate architectural production in relation to the wider socio-political context.7  

                                                 

6 For the initial comprehensive studies that included an analysis of post-war architectrue in Turkey, 

see: Afife Batur, A Concise History: Architecture in Turkey during the 20th Century (Istanbul: 

Chamber of Architects of Turkey, 2005); Modern Turkish Architecture, ed. Renata Holod and Ahmet 

Evin (University of Pennsylvania Press, 1984) 

 
7 Besides articles on specific contemporary architects, buildings and building types, the 

comprehensive recent sources that study the architecture of the period in a general frame are:  

Sibel Bozdoĵan and Esra Akcan, Turkey: Modern Architectures in History (London: Reaktion 

Books, 2012); Meltem G¿rel. Mid-Century Modernism in Turkey: Architecture Across Cultures In 

The 1950S And 1960S. (New York: Routledge, 2016); Duanfang Lu, (ed), Third World 

Modernism: Architecture, Development and Identity. (New York: Routledge, 2011); Uĵur Tanyeli, 

Mimarlēĵēn Aktºrleri, T¿rkiye 1900-2000. (Ķstanbul: Garanti Galeri Yayēnlarē, 2007) 

Master theses and PhD dissertations that focus on modern architecture in mid-twentieth century 

Turkey include: Ela Ka­el (2009) Intellectualism and Consumerism: Ideologies, Practices and 

Criticisms of Common Sense Modernism in Postwar Turkey; Ķlke Tekin (2013) T¿rkiyeôde Ķkinci 



4 

 

 

Considering this socio-political context in a wider scope, Bozdoĵan and Akcanôs 

comprehensive book on modern architecture in Turkey over the last century, as a 

part of Modern Architectures in History series, unfolds the intricate circumstances, 

different local practices and ñcross-cultural exchangesò, within the context of 

ñcosmopolitan modernismò.8 This approach defines the architects in Turkey as the 

ñactive participants of internalization of modern architectureò. The most common 

criticism towards the modernist architects in Turkey was their appropriation of 

American modernism in the post-war era; however, Ka­el interprets this as 

ñcommon-sense modernismò, because she portrays architects not only as the 

creative designers but also intellectuals who produced ideas and consciousness, 

addressing their architectural practice and its collective influence.9 Batur stated that 

this adaptation phase was the initiation of the link with internationalism, which was 

not only relevant for Turkey but also for different countries in the context of 

modernization.10 In this regard, this study is conducted within the framework of the 

pluralist paradigm of modern architecture in post-war Turkey. The analysis of 

¥nalôs works will be based on the reciprocal interaction of architects and the society 

influenced by the particular circumstances of the period that formed the 

architectural production in Turkey. 

 

                                                 

D¿nya Savaĸē Sonrasē Betonarmenin Ķnĸasē; Ahmet Erdem Tozoĵlu (2007) Grand Hotels In Major 

Cities Of Turkey, 1950-1980: An Evaluation Of Modern Architecture And Tourism;  G¿liz 

¥zorhon (2009) 1950-1960 Dºneminde Ķstanbul Konut Mimarlēĵēnēn 21. Y¿zyēl Konut Mimarlēĵē 

¢er­evesinde Deĵerlendirilmesi, Ķlker Fatih ¥zorhon (2008) Mimarlēkta ¥zg¿nl¿k Arayēĸlarē: 

1950-1960 Arasē T¿rkiye Modernliĵi, Selda Bancē (2009), Turkish Pavilion In The Brussels Expo 

ô58: A Study On Architectural Modernization In Turkey During The 1950s. 

 
8 Sibel Bozdoĵan and Esra Akcan, Turkey: Modern Architectures in History (London: Reaktion 

Books, 2012), 8-9 

 
9 El© Ka­el, ñHiltonculuk and Beyond the Dialectics of Intellectualism in Postwar Turkeyò, 

Candide, no.3 (2010): 9 

 
10 Afife Batur, A Concise History: Architecture in Turkey during the 20th Century (Istanbul: 

Chamber of Architects of Turkey, 2005), 48-49; 
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This study will focus on ¥nalôs projects built in Ķstanbul, aiming to evaluate their 

place in the urban character of not only the city center but also the periphery of the 

city. During the post-war decades, the city center of Ķstanbul was changing together 

it the expansion of the city by the production of new building types.  From the 1950s 

onwards, Ķstanbul witnessed a dramatic process of modernization and urbanization 

in an expeditious way compared to Ankara in the early Republican period. At the 

time, Ķstanbul was more permeable to the influence of international influences, 

including those of Western capitalism and the related features such as free market 

economy, and private entrepreneurships. Apart from that, due to the rapid expansion 

of the city and the industrialization process, the crucial demand for the construction 

of different building types transformed the cityscape.11 Therefore, centering this 

study on ¥nalôs architecture in Ķstanbul, is important to understand the extent of the 

transformation of modern architecture in mid-twentieth century Turkey. 

 

Besides the literature on the architecture of the period in general, this study initially 

depended on an overview of earlier studies on ¥nalôs buildings,12 although several 

                                                 

11 For more information, see: Bozdoĵan, Akcan, Turkey: Modern Architectures in History, 108-

111;  Batur, A Concise History, 45-60; ñ1950'ler T¿rkiyesi'nde Mimarlēkò, Arredamento 5, (2015): 

84-119 ; Ķlhan Tekeli, Modernizm, Modernite ve T¿rkiyeônin Kent Planlama Tarihi, (Ķstanbul: 

Tarih Vakfē Yayēnlarē,2008), 172-205 

 
12 These include the following articles: Hakkē ¥nel, et al., 1985. Prof. Y. Mimar Maruf ¥nal, 

Meslekte 42 Yēl, Yaĸamē-Eserleri-Biyografi - Emeklilik Anē Kitabē, Yēldēz ¦niversitesi, Mimarlēk 

Fak¿ltesi ķehir ve Bºlge Planlama Bºl¿m¿, ķehircilik Anabilim Dalē ve Mimarlēk Bºl¿m¿, Yapē 

Bilgisi Anabilim Dalē, Ķstanbul; Doĵan Hasol, ñĶki ¥rnek Ķnsan, Ķki Usta Mimar: Maruf ¥nal ve 

Utarit Ķzgiò, Yapē no. 246 (2002); Maruf ¥nal, Oda Tarihinden Portreler: Maruf ¥nal, (Ķstanbul: 

TMMOB Mimarlar Odasē Ķstanbul B¿y¿kkent ķubesi; 2006.; Ka­el, El©. 2009. ¥nal'ēn Evi: 

Saĵduyunun Sessiz Eleĸtirisi. Betonart, (24), p.64-69; Birol, Radi. 2011. ñMimarlar Odasē Sinan 

¥d¿l¿ Sahibi Prof. Maruf ¥nalôēn Ardēndanò, Mimarlēk, 357; ¥tk¿n­, Arbil. 2012. Modernist Bir 

Ķlk Yapēt: Mimar Maruf ¥nalôēn Dr. Fahrettin Belen Evi. Tasarēm ve Kuram, (13), p.82-92; 

¥tk¿n­, Arbil. (2014). Le Corbusierônin ñMimarlar i­in ¦­ Anēmsatmaòsē ve Maruf ¥nalôēn Ar 

Apartmanē. Mimarlēk, (376); ñHoca-Mimar Olarak Maruf ¥nal Iò, Mimarlēk, no.395 (2017): 27-31; 

ñHoca-Mimar Olarak Maruf ¥nal IIò, Mimarlēk, no. 396, (2017): 33-36; ñMaruf ¥nal ve 

Mimarlēĵēn Kurumsallaĸmasē: B¿ro Pratiĵi, ¥rg¿tlenme, Eĵitimò, Mimarlēk, no. 393, (2017): 10-

11; Maruf ¥nal: Hoca-Mimar, interview by El© Ka­el & G¿ven ķener,  Arreda-mento Mimarlēk 

no. 128 (Septemter 2017): 57-65; Coĸkun, Burcu Selen. & ¥tk¿n­, Arbil. (2017). Ķstanbul'da 

Br¿talist Bir Yapē: Maruf ¥nal'ēn Kaplancalē Apartmanē. Mimarlēk, (397), 36-42; Kopuz, Ayĸe. 

2017. Modernist Bir Yapē ¥rneĵi, ¢orlu Belediye Sarayē. BAUN Fen Bilimleri Enstit¿s¿ 
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of his designs that have not been studied earlier are analyzed in this study. For that, 

a comprehensive source of documents included the drawings of his projects, as well 

as the interviews that he made, which were mostly archived at the Chamber of 

Architects as part of the work undertaken by the committee of the National 

Architecture Awards Commemoration Program.13 In order to develop the sources 

of analysis, the buildings that ¥nal designed were visited and photographed, and 

interviews were made with their residents. This visual and audio documentation is 

utilized as the main method to provide a detailed analysis of the formal 

configuration as well as the use of the buildings as envisioned by ¥nal to be 

interpreted in relation to the context of the modern lifestyle of urban dwellers in 

mid-century Ķstanbul.  

 

As ¥nal was a productive architect who designed many buildings of different types 

from the 1940s to the 1980s, the analysis of the entirety of his architectural 

production could be beyond the limits of this thesis.14 Nevertheless, as there is not 

a study that undertook such a comprehensive endeavaor, this thesis attempts to draw 

the outline of ¥nalôs architecture, and is structured accordingly to undertand his 

education, practice, and design, for which exemplary cases in Ķstanbul in defining 

the buildings types of the period are analysed. 

 

 

 

 

                                                 

Dergisi,199 (2), 200-213; Bilgin, Ķhsan. 2017. Gºrg¿l¿, M¿tevazē, G¿venilir Modern. Mimarlēk, 

(394), 31-33.; G¿rel, Ayĸe Ceren. (2018). Tamamen Yitirmeden ¥nce: Maruf ¥nal Ķmzalē 

¢anakkaleôde Bir Sosyal Tesis. Mimarlēk, (399); Sezginalp, Pēnar. 2018. Anēlarēn Duvarlarēyla: 

Maruf ¥nal'ēn Reks Sinemasē. Mimarlēk, (400), 66-71. 

 
13 The committee working on ¥nal for the 2016-2018 period included T. Elvan Altan, Afife Batur, 

N. M¿ge Cengizkan, Ey¿p Muhcu, Fatma ¥cal Al, and B¿lend Tuna. 

 
14 See Appendix B, C and D for the map of ¥nalôs projects in Ķstanbul and the lists of his projects 

as well as competition entries. 
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1.2. Structure of the Study 

 

As an attempt to draw a general frame for understanding ¥nal as an architect of 

mid-twentieth century Turkey, this study examines a selection of his works in 

Ķstanbul that exemplifies his approach in relation to the understanding and design 

of modern architecture in this period. In this study, ¥nalôs architectural production 

will be examined in four chapters.  Chapter One, as an introduction, describes the 

aim, method, and the structure of the study. This chapter also states the essential 

studies that contributed to the laying of the background of the thesis and the extent 

of the discussion on ¥nalôs works. 

 

Chapter Two, titled as ñ¥nal as an ñOrdinaryò Modern Architect of Mid-Twentieth 

Century Turkeyò, starts by giving information on ¥nal's architectural education in 

the early 1940s, in order to understand the formation of his modernist approach in 

design within the contemporary architectural milieu with reference to both the 

international and the national developments in the period. His contribution to 

contemporary architectural practice will then be presented by examining his role in 

the professional context. Examining contemporary organization and 

commercialization of the profession at the time, two important developments in 

architectural scene of Turkey will be discussed as the foundation of Chamber of 

Architects in 1954 and the establishment of architectural offices from the 1950s 

onwards, in both of which ¥nal actively participated. 

 

In Chapter Three, titled as ñ¥nalôs Projects in Mid-Twentieth Century Ķstanbulò, 

the architectural designs of ¥nal will be examined in relation to the modernized 

urban context of Ķstanbul from the 1940s to the 1960s. Initially, the architectural 

agenda in the Western world and in Turkey at the time will be presented to frame 

the design of different types of modern buildings in line with the new needs of 

contemporary modern life. Then, the focus of analysis will be on the examples of 

¥nalôs architecture in this context, and his designs for places of dwelling, work, 
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recreation, and urban transportation will be studied in detail in the context of mid-

twentieth century Ķstanbul. 

 

As a conclusion, in Chapter Four, architect Maruf ¥nal's place in the history of 

modern architecture in Turkey will be addressed with reference to his multi-faceted 

personality and modernist stance. In the face of the current negligence or even 

destruction of modern architectural heritage in Turkey, ¥nalôs architecture is 

worthy to be documented, and needs to be well-known in order to better understand 

the architecture of mid-twentieth century of Turkey. As such, this study attempts to 

provide a basis to comprehend ¥nalôs studious approach stemming from his training 

and professional ethics in upholding the qualified standards of an ordinary modern 

architecture in the context of the socio-economic, technological and political 

conditions of the country that affected the dynamics of his architectural practice.                                              

.                                               
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CHAPTER 2 

 

 

¥NAL AS AN ñORDINARYò MODERN ARCHITECT OF MID-

TWENTIETH CENTURY TURKEY  

 

 

Defining himself as an ordinary architect,15 Maruf ¥nalôs architecture can be 

situated in the very center of contemporary urban life with his designs for dwellings 

that offered an experience of ñmodernismò as well as those for work, recreation and 

transportation that formed the essential types of buildings in a modern city.  

 

Ka­el claims that the anonymous architectural production, which has gone 

unnoticed, actually composes a history of culture.16 Tanyeli argues that the majority 

of the architects of the twentieth century did not consider themselves as significant 

actors. In fact, they tended to believe that they were the unexceptional actors of 

architectural practice in Turkey.17 On the other hand, Tekeli states that the 

acceptance of an independent professional identity as an architect was not possible, 

and the number of professionals to raise the awareness about their professional 

rights was not sufficient before the 1950s in Turkey.18 While Tanyeli centers his 

argument about the identity of the modern architect on the issue of being an 

individual rather than an ordinary actor, Kortan claims that the architectsô need for 

expressing themselves as individuals led to the dissolution of the Rational-

                                                 

15 Maruf ¥nal, ñMimarlēkta Ge­en 60 Yēlēn Ardēndanò, Yunus Aran Konferanslarē XVI, Mimar 

Sinan G¿zel Sanatlar ¦niversitesi (Ķstanbul, November 2003) 

http://www.yunusaran.org/mimarlikta-ge­en-60-yilin -ardindan 

 
16 Ela Ka­el, "Fid¿syer: Bir Kolektif D¿ĸ¿nme Pratiĵi," in Haluk Baysal-Melih Birsel. Mimarlēĵa 

Emek Verenler Dizisi 3, ed. M¿ge Cengizkan (Ankara: TMMOB Mimarlar Odasē, 2007), 31. 

 

  17 Uĵur Tanyeli, Mimarlēĵēn Aktºrleri, T¿rkiye 1900-2000 (Ķstanbul: Garanti Yayēnlarē, 2007), 12. 
 

18 Ķlhan Tekeli, "Emin Onat'ēn Yaĸamē Ve Mimarlēĵēnēn Toplumsal Baĵlamē," in Tasarēm, 

Mimarlēk ve Mimarlar (Ķstanbul: Tarih Vakfē Yurt Yayēnlarē, 2011), 275. 

http://www.yunusaran.org/mimarlikta-geçen-60-yilin-ardindan
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International architecture that began to be seen as repetitive and restrictive towards 

the 1960s.19 

 

In order to provide a basis for this type of a discussion to understand the identity of 

an architect in mid-twentieth century Turkey, this chapter will examine how ¥nal 

became an architect and how he practiced architecture in this context. The first part 

of the chapter will focus on ¥nalôs education during the early 1940s in the first 

school of architecture in Turkey where significant local and foreign architects of the 

period were his teachers. The role of ¥nal in architectural practice from the mid-

1940s onwards in relation to the foundation of the Chamber of Architects, the 

establishment of several architectural offices, the role of the state and the private 

sector due to enhanced means of architectural production thanks to design 

competitions and the emergence of demand for various building typologies will be 

examined in the second part of the chapter. 

 

2.1. Becoming an Architect: ¥nalôs Education 

 

Maruf ¥nal graduated from the Academy of Fine Arts in 1943 after studying 

architecture for five years. After his graduation, he worked at the Academy between 

1943 and 1946, as the assistant of Sedad Hakkē Eldem. In the Academy, both 

Turkish and foreign professors were employed.20 ¥nal stated that his generation was 

trained by some significant architects of the period like German architects Bruno 

Taut and Wilhelm Sch¿tte, as well as Turkish architects including Arif Hikmet 

Oltay, Sedad Hakkē Eldem and Seyfi Arkan. The main topics of architectural 

courses were mostly public buildings such as hospitals, schools, or mass housing. 

                                                 

19 Enis Kortan, T¿rkiyeôde Mimarlēk Hareketleri ve Eleĸtirisi, 1960-70, (Ankara: ODT¦ Mimarlēk 

Fak¿ltesi Yayēnlarē, 1971), 41 

 
20 Ahmet ¥ner Gezgin, Akademiôye Tanēklēk-2: Mimarlēk _ G¿zel Sanatlar Akademisiône Bakēĸlar, 

(Ķstanbul: Baĵlam Yayēnlarē, 2003), 64 
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Students also used to work in construction projects with their instructors in the 

design competitions.21 In those years, the dominant architectural style was 

promoting the principles of a national architecture. Defined as the Second National 

Architecture Movement in historiography in line with the nationalist ideology of the 

period, the style was supported by Eldemôs National Architecture Seminars 

encouraged by Swiss architect Ernst Egli at the Academy. ¥nal could not continue 

to work at the Academy of Fine Arts after he completed his military service in 1947 

because he was rejected due to the absence of an available position by the 

administration. In one of his interviews, he declared that he was excluded due to his 

political inclination; thus, he started an architectural office to continue his 

professional practice.22 The Academy was the first architectural school, yet another 

department of architecture was founded in 1942 at Ķstanbul Technical School, which 

would later transform into the Faculty of Architecture in Yēldēz University. In 

addition, Ķstanbul Technical University opened a faculty of architecture in 1944, 

where Emin Onat was appointed as the dean and worked together with German 

architects Gustave Oelsner and Paul Bonatz, who was a very influential figure in 

the nationalist approach of the period.23 Tekeli raises questions about the emergence 

of the Second National Architecture Movement at the turn of the 1940s despite the 

modernist academic formation that was supported by the employment during the 

1930s of foreign architects and modernist instructors, who had mostly leftist 

tendencies.24   

                                                 

21 Maruf ¥nal, Oda Tarihinden Portreler: Maruf ¥nal, 21-23 

22 Maruf ¥nal, Oda Tarihinden Portreler: Maruf ¥nal, 26 

23 Ķlker Fatih ¥zorhon, Mimarlēkta ¥zg¿nl¿k Arayēĸlarē: 1950-60 Arasē T¿rkiye Modernliĵi, 73 

 
24 Ķlhan Tekeli, "Emin Onat'ēn Yaĸamē Ve Mimarlēĵēnēn Toplumsal Baĵlamē," in Tasarēm, 

Mimarlēk Ve Mimarlar (Ķstanbul: Tarih Vakfē Yurt Yayēnlarē, 2011), 276 
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Figure 1 ¥nal (sitting one the right side) with his friends at Academy of Fine Arts  

Source: Maruf ¥nal, Courtesy of TMMOB Ķstanbul Metropolitan Branch 

 

Towards the 1930s, a radical change of approach in architecture as well as other 

fields of art and culture was witnessed. Denying the revivalist approach of the First 

National Movement, which had been heavily influenced by Ottoman-Islamic 

architectural style, and pioneered by Kemalettin Bey, Vedat Tek, Gulio Mongeri 

and Arif Hikmet Koyunoĵlu, the choice of the new Republic took a turn to a more 

international approach in architecture, as witnessed by the commissioning of foreign 

architects for most public buildings and their employment as professors at the 

Academy.25 This should be considered as a move to reach the ñcontemporary level 

                                                 

25 Ķlhan Tekeli, "Seyfi Arkan'ēn Yaĸamē Ve Mimarlēĵēnēn Toplumsal Baĵlamē," in Tasarēm, 

Mimarlēk Ve Mimarlar (Ķstanbul: Tarih Vakfē Yurt Yayēnlarē, 2011), 287 
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of civilizationò, the aim of the new Republic. The deficiency in numbers of trained 

architects and skilled technicians necessitated the arrival of foreign architects at the 

time, and German-speaking architects Clemenz Holzmeister, Ernst Egli, Bruno 

Taut, Herman Jansen, Gustav Oelsner and Theodore Post thus became the 

prominent actors of this modernist period.26  

 

As Tekeli states, at the time, the government did not want to employ the new 

generation of Turkish architects, finding them inexperienced in large public 

constructions; however, through design competitions they could gain the 

opportunity to design some of these buildings. Seyfi Arkan, ķevki Balmumcu, Emin 

Onat were among these competition winners, and they had the chance to realize 

their designs.27 Rising nationalist ideologies began to have an impact in architectural 

understanding and praxis towards the end of the 1930s. The harsh conditions and 

economic deficiencies brought by the Second World War also affected Turkey, 

leading to a change in architecture. Although Turkey did not participate in the War, 

considering the economic hardships, the construction materials became expensive 

as well, if not impossible to reach via import.   

 

In sociopolitical context, this fueled the need of self-sufficiency and the sense of 

national solidarity. The architectural tendencies of contemporary totalitarian 

regimes also had a significant influence on Turkish architects, such as the effect of 

the German Architecture Exhibition that was opened in Turkey in 1943.28 

Nonetheless, the Second National Movement seems to have originated from two 

major topics in addition to contemporary political context: First, there was a general 

objection to the employment of foreign architects, leading to a critique of their 

                                                 

26 Batur, A Concise History,18 

27 Tekeli, Seyfi Arkanôēn Yaĸamē,  294 

28 Doĵan Hasol, 20. Y¿zyēl T¿rkiye Mimarlēĵē, (Ķstanbul: YEM, 2012), 115 
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practice in national terms. The general critical reaction was rather about to raise the 

awareness about the exclusion of Turkish architects from significant architectural 

projects.29 The National Architecture Seminar in the Academy of Fine Arts was also 

influential in the development of an interest in local values of architecture. In this 

seminar, Eldem formed his discourse around the research of a civilian architecture 

as a national source, rather than Ottoman religious architecture. Premediating the 

convenience of construction in accordance with local climate while utilizing local 

materials and workforce, this approach was interpreted with different tendencies.30  

 

As a result, not only Turkish architects, but also influential foreign architects like 

Clemens Holzmeister or Paul Bonatz implemented a historicist approach in their 

designs, referring to Ottoman, Seljuk or ancient civilizations of Anatolia, while still 

adhering to rational and functional principles of modern architecture. The influence 

of these architects inevitably echoed in architectural education. Despite the 

dominant historicist and nationalist approach in education and general practice, it 

should be noted that some students, including ¥nal, continued to favor the 

modernist approach as inspired by contemporary modernist architects like Oscar 

Niemeyer or Le Corbusier despite the limited sources about such foreign examples. 

The modernist stance of ¥nal could also be informed by his close relation with 

architect ķevki Balmumcu (1905-1982) who designed the Exhibition House in 

Ankara, a building in the modernist style of the 1930s.31  

                                                 

29 As Batur asserts, referring to both economic and cultural concerns, these objections were not 

addressing the accomplished architects such as Taut or Oelsner. See: Afife Batur, A Concise 

History, 36 

 
30 Sedad Hakkē Eldem,ò Yerli Mimariye Doĵruò, Arkitekt 3-4, no. 111-112, (1940): 69-74 

 
31 The building was opened to public in 1934 with the aim to convey the ideology of new 

republican regime to the masses. The design competition for the building was held internationally; 

however, despite sharing the first prize with an Italian architect, a Turkish architectôs winning 

design was executed. See: Tomris Elvan Altan, ñThe Exhibition House in Ankara: building (up) 

the ónationalô and the ómodernôò, The Journal of Architecture, 16:6 (December 2011), 858-860, 

866; and Ķnci Aslanoĵlu, óThe Italian Contribution to 20th Century Turkish Architectureô, 

Environmental Design: Journal of the Islamic Environmental Design Research Centre, no.5 
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¥nal stated that some of his peers such as Affan Kērēmlē, Utarit Ķzgi, and Nubar 

Cemyan besides him followed a modernist approach unlike their instructors, and 

they were criticized at the school because they designed buildings without the 

elements of National Architecture such as eaves.32 As such, although ¥nal was 

educated in a period when historicist applications and nationalist ideology were 

dominant in architecture of the country, he could be taken as a representative of the 

new generations of architects in Turkey who followed international developments 

of modern architecture from the first half of the twentieth century onwards. 

Nonetheless, the search for a reconciliation between the international and the 

national, i.e. modern and traditional, was defining the architectural approach of 

those new generations.33 Hence, despite his adoption of an international modernist 

approach from the early stages of his career onwards, ¥nal also designed in later 

decades modern buildings in relation with the local context.34  

 

As it will be examined in detail in the next chapter, ¥nalôs modernist attitude was 

indeed in line with the post-war political as well as cultural inclination towards a 

modernist approach applied again from the 1950s onwards with a growing 

relationship with the international scene of architecture, which dissolved the 

                                                 

(1990): 158ï160. ¥nal admired Balmumcu as he took him to have eloborated the status of the 

Turkish architect by being as competent as the foreigners. He was fascinated when he first saw 

Balmumcu during the construction of the Exhibition House. See: Maruf ¥nal, óAnēlarda 

Mimarlēkô, Anēlarda Mimarlēk, (Ķstanbul: YEM, 1995), 48 ï58. The convertion of the Exhibition 

House to the Theatre and Opera House by Bonatz in 1948, despite the rejections of Balmumcu, 

caused a tragic turn in Balmumcuôs career. During these later problematic years, ¥nal assisted 

Bablmumcu and they developed a close friendship. See: Tomris Elvan Altan (ed.), ñBina 

Kimlikleri Sºyleĸisi ï 5, Sergi Evi- Opera Binasēò, (Ankara: TMMOB, 2009), 8-9; and Maruf 

¥nal: Hoca- Mimar, interview by El© Ka­el & G¿ven ķener, 61-62. 

 
32 Maruf ¥nal, Oda Tarihinden Portreler: Maruf ¥nal, 25. 

 
33 Tomris Elvan Altan, ñErken Cumhuriyet Dºnemi ve óUlusal Mimarlēkò, Toplumsal Tarih, 

no.189 (September 200), 76-82. 

 
34 Maruf ¥nal, Oda Tarihinden Portreler: Maruf ¥nal, 42. 
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dominance of the national architecture tendency in favor of the worldwide accepted 

International Style.35 

 

2.2. Practicing Architecture: ¥nalôs Role in the Professional Context 

 

The changing modes of professional organization, and architectural production and 

commissioning will be evaluated in this part of the chapter by elaborating ¥nalôs 

efforts on those issues. ¥nal took an active role in the establishment of the Chamber 

of Architects, which created a union among the professionals. Additionally, as a 

freelancer architect, he was one of the co-founders of one the first architectural 

offices in Turkey. The dynamics between architects, clients, and commissioners can 

be unfolded by examining the practice of architecture offices. In this practice, as the 

foremost means of producing distinctive designs on a larger scale, architectural 

competitions had a significant impact. Either as a part of the collective design 

process or with an individual effort, the design competitions held an importance in 

¥nalôs career since he was a participant of numerous design competitions, and a 

jury member of many others. 36  

 

In addition to his education examined in the previous part, investigating ¥nalôs 

activities in the field of architectural practice, this part of the chapter will provide a 

basis for understanding his approach in designing architecture, which will be 

analysed in the next chapter of the study. 

 

  

                                                 

35 B¿lent ¥zer, Rejyonalizm, Universalizm Ve ¢aĵdaĸ Mimarimiz ¦zerine Bir Deneme, Ķstanbul 

Technical University, 1964 (Ph.D. dissertation, Ķstanbul: ĶT¦ Mimarlēk Fak¿ltesi, 1970), 74. 

 
36 Arbil ¥tk¿n­, ñ¥l­¿t¿n Ķ­kinliĵi: Maruf ¥nalôēn Yarēĸma Deĵerlendirme Notlarēnēn 

D¿ĸ¿nd¿rd¿kleriò, Mimarlēk, no.400, (2018): 72-78 
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2.2.1. The Chamber of Architects 

 

The foundation of the Chamber of Architects, as ¥nal explains, was rooted back to 

the Union of Turkish Architects (T¿rk Y¿ksek Mimarlar Birliĵi).37 ¥nal was a 

member of the administrative board of the former organization in 1945.38 He 

continued to participate to this organization until 1952.39 Upon the foundation of 

the Chamber in 1954, he partake a role in the first administrative board. In later 

years he became the President of the Chamber of Architects in 1968-69 and 1970.40 

 

The ongoing financial struggle and objections about the employment of foreign 

architects during the early Republican decades made the establishment of a 

professional organization obligatory. In the 1930s, the number of the architects and 

engineers increased to almost 200. Although economic problems were always 

declared by Turkish architects, the numbers were not sufficient for this kind of an 

organization. Towards the 1950s the number of Turkish architects and engineers 

increased; therefore, this led to the emergence of ñprotest meetingsò to be entitled 

to some economic rights.41  As a result of protest marches and negotiations, 

Chamber of Architects was founded in February 1, 1954 under the Union of 

                                                 

37 The first organization of architects, Society of Turkish Architects, was established in 1927 in 

Ankara, while the Architecture Branch of Union of Fine Arts was also established in Ķstanbul in the 

same year, turning into Society of Turkish Architectsin 1934 and unified with the organization in 

Ankara forming Union of Turkish Architects in 1939. The Union was renamed as Association of 

Turkish Architects in 1965 after the foundation of the Chamber in 1954. For more details on the 

history of architectural organization in Turkey, see: ¢etin ¦nalēn, T¿rk Mimarlar Cemiyeti'nden 

Mimarlar Derneĵi 1927'ye (Ankara: Mimarlar Derneĵi 1927, 2002) 

 
38 Maruf ¥nal, Oda Tarihinden / Portreler: Maruf ¥nal, 31. 

 
39 Maruf ¥nal was the one of the members of the administrative board in 1945. Later, he was the 

bookkeeper in 1946 and the secretary of the board of Union of Turkish Architects. ¦nalēn, p. 280  

 
40 Maruf ¥nal Hoca-Mimar,Interview with Maruf ¥nal by Ela Ka­el, G¿ven ķener, Arredemanto 

Mimarlēk, no.8 (2008): 66 

 
41 Somer Ural, T¿rkiyeônin Sosyal Ekonomisi ve Mimarlēk, Mimarlēk, no. 1-2 (1974): 34 
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Chambers of Turkish Engineers and Architects (T¿rkiye Mimar ve M¿hendis 

Odalarē Birliĵi). Whilst Emin Onat was registered as the first member, ¥nalôs 

registration number was three. Aydēn Boysan was the secretary-general and G¿nd¿z 

¥zdeĸ was the Head of the Chamber in the first administrative board. During the 

initial years, despite economic deficiencies, the board members worked on some 

important regulations about the wage scale of architects and architectural 

competitions as an important means of commissioning. Although the Chamberôs 

first headquarters was in Ķstanbul, it was relocated in Ankara in 1959. Due to the 

insufficiencies of the office building in use, the construction of the new building of 

Chamber and Turkish Architects Association building started in 1967. ¥nal was the 

president of the Chamber during that time; thus, he gave a speech at a 

groundbreaking ceremony to mark the start of the construction.42 To elaborate his 

efforts during the foundation period of the Chamber, ¥nal stated that he contributed 

to the preparation of the Chamberôs regulations besides the design of its official seal 

and head letters, and annual address catalogue. In the following meetings, he was 

responsible from managing the minimum wage rates with Doĵan Erginbaĸ. Lastly, 

he prepared the regulations for architectural competitions and jury membership. 43 

 
 

Figure 2 Maruf ¥nal as the President of the Chamber of Architects (on the left) with Nejat 

Ersin, ķevki Vanlē, Ahmet Menderes, Ķsmet Barut­a, Vedat Dalokay, Yēlmaz Ķnkaya at the 

groundbreaking ceremony of TMMOBôs building at Ankara, 17.11.1967 

Source: TMMOB archives 

                                                 

42 ¦nalēn, T¿rk Mimarlar Cemiyeti'nden Mimarlar Derneĵi 1927'ye,166 

 
43 Maruf ¥nal, Oda Tarihinden / Portreler: Maruf ¥nal, 31-32 

 



19 

 

Later, the focus of the Chamber shifted to the remediation of the abrupt intervention 

of the government on town planning and construction activities. Therefore, 

architects took a critical stance towards the 1960s due to current power politics and 

economic policies of Democrat Party, which caused housing problems as a result of 

rapid, and unplanned urbanization and uncontrollable migration, and the destruction 

of cities because of the abrupt efforts of the government in the name of 

reconstructing roads and city planning in general. 44 All these rapid transformation 

regarding urbanization also influenced the social and political climate in the 1960s 

and the 1970s. In this highly politicized period, urban problems became a part of 

the daily politics.  

 

In this context, the Chamber also became a medium which provided publicity for 

professionals and this enabled them to express their opinions and solutions in terms 

of the distorted aspects of urbanization. 45 In the 1950s, migrants to cities were 

antagonized as representative of undeveloped rural areas which led a social discord. 

However, towards the 1970s, these low-income members of the society who 

inhabited squatter houses were perceived as the public under oppression and they 

were supported by urban professionals.46 

 

The Chamber also participated in the Revolutionary Education Council Meeting 

with a committee of prominent architects including ¥nal himself, Vedat Dalokay, 

and Turgut Cansever, Demirtaĸ Ceyhun, Yēlmaz Ķnkaya and Ergun Unaran in 

                                                 

44 Ertuĵrul Menteĸe, Hēzlē ķehirleĸme Olayē Karĸēsēnda Ķdari Reform Zorunluluĵu, Arkitekt, no.332 

(1968): 149-150 

 
45 B¿lent Batuman, Organic Intellectuals of Urban Politics? Turkish Urban Professionals as Political 

Agents, 1960-1980, Urban Studies, 45/9 (2008)1925-1946. 

 
46 B¿lent Batuman, The Image of Urban Politics: Turkish Urban Professionals and urban 

Representation as a Site of Struggle, Journal of Architectural Education, 62/2 (2008): 54-65. 
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1968.47 ¥nal states that the Chamber was advocating the public access to coasts 

against the exploitation of coastal areas. It was opposing the irregular interventions 

in town planning. Moreover, it was objecting to the private higher education 

institutes.48 As a result, due to its stance on such contentious issues, Chamber of 

Architects faced the repression of authorities unlike the other professional 

organizations.49 

 

2.2.2. Architectural Offices 

 

¥nal performed a prolific architectural production during the 1950s and the 1960s 

as a freelancer architect. In this period, the demand of the private sector in 

architectural production gradually increased in addition to the productions of public 

administrations, providing an atmosphere which did not strongly impose on the 

building activity the political agenda of governments as in the previous years.50 In 

the case of Ķstanbul, new building typologies such as hotels, factories, office 

buildings for banks and companies and residential buildings became prominent. 

New legislations in an attempt to regulate construction assignments and 

architectural competitions encouraged the establishment of architectural offices.51  

 

Concordantly, as in the case of ¥nal, the architectural production of modern 

architects of this period depictured a variety. ¥nal started to work as a freelancer 

                                                 

  47 ñMimarlar Odasē Devrimci Eĵitim ķurasēna Katēldē.ò Mimarlēk, no. 59 (1968): 4. 
 
48 For more information on the stance of Chamber of Architects, see Vedat Dalokay, 'Mimarlar 

Odasē 1968 Yēlē ¢alēĸma Raporu Uzerineò, Mimarlēk, 55/5 (1968): 13-14 

 
49 ¥nal, Oda Tarihinden Portreler: Maruf ¥nal, 36-37 

 
50 Metin Sºzen, Cumhuriyet Dºnemi T¿rk Mimarisi (1923-1983), (Ankara: T¿rkiye Ķĸ Bankasē 

K¿lt¿r Yayēnlarē, 1984), 77 

 
51 ¦st¿n Alsa­, ñMimarlēkta 1950 Kuĸaĵēò, Ege Mimarlēk, no.27 (1998): 25 
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architect right after his graduation in the mid-1940s; however, it was from the 1950s 

onwards when he established a continuous office practice. In the 1950s, the 

ñNational Architectureò lost its popularity.52 This was related to the change of 

government in 1950 when Democrat Party came to power with a liberal ideological 

agenda that emphasized the development of the country via modernization. The 

changing conditions of economy with the financial assistance of and loans taken 

from the United States of America as part of the Marshall Plan, the related rising 

amount of import of construction materials, and the establishment of branches of 

foreign companies, had an impact on architecture in Turkey.53 Contemporary 

American design approach began to affect Turkey with the impact of the aid 

agreements including many aspects such as economic, military or technical issues 

beside cultural influences.54  

 

As such, contemporary modernist architectural understanding, called as the 

International Style, which was dominant in the United States and spread around the 

world, also began to be applied in Turkey. The liberal approach of the 1950s 

affected the increase of private enterprises, which began to increase their role in the 

construction field in addition to the continuing role of the state. Consequently, this 

generated new fields of practice for architects who began to be commissioned by 

private clients.  Under the influence of the developing cosmopolitan culture in a 

modernizing country like Turkey, architectural productions began to witness a 

remarkable diversity with different building types such as hotels, banks, office 

buildings, shops and collective housing rather than public buildings.55 Additionally, 

                                                 

52 Batur, A Concise History, 46 

 
53 Bozdoĵan, Akcan, Modern Architectures in History: Turkey, 105 

 
54 Duanfang Lu, Third World Modernism, 7. Indeed, Turkey was not the only subject to this exposure 

which also influenced other regions such as India, Latin America and Middle East. See: Duanfang 

Lu, Third World Modernism, 10-11. 

 
55 Batur, A Concise History, 46 
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the use of modern construction materials and structural systems, the support of the 

government to encourage free market, and the promotion of an international culture 

relatively granted a stylistic freedom to architects.56  

 

It was in this context that private architectural offices began to increase in number. 

Before the 1950s, the majority of clients for architectural projects consisted of 

public institutions. Also, most of the architects worked as state employees at public 

institutions such as the Ministry of Public Works and municipalities; and some of 

them were covenanted employees in public projects.57 None of the foreign architects 

of the earlier decades had their own private architectural offices but they were 

working at their offices in the universities. In the 1950s, this situation began to 

change as the transformation and liberalization in the economy shaped architectural 

supply and demand. In 1951, ¥nal founded Ķnĸaat ve Mimarlēk Atºlyesi-ĶMA 

(Construction and Architecture Atelier) with Abdurrahman Hancē and Turgut 

Cansever as one of the earliest architectural offices of the period. Later, ķahap Aran 

and Suha Toner also joined as partners in 1953. ¥nal mentions that their 

architectural office drew the attention of their colleagues and students because it 

was also like an extension of the architecture school for them. The names that ¥nal 

recalled include Sevin­ Hadi, Altuĵ ¢inici or Ayta­ Man­o who were students at 

the time who spent time in their office, and would then become well-known 

architects.58 

 

                                                 

56 Mete Tapan, ñInternational Style: Liberalism in Architectureò in Modern Turkish Architecture, 

ed. Renata Holod & Ahmet Evin (Pennsylvania: University of Pennsylvania Press, 1984), 112 

 
57 For an analysis of early Republican architects working at state offices, see: Bilge Ķmamoĵlu, 

ñArchitectural Production in State Offices: An Inquiry into the Professionalization of Architecture 

in Early Republican Turkeyò (Unpublished doctoral dissertation, TU Delft, 2010) 

 
58 Maruf ¥nal, Oda Tarihinden Portreler: Maruf ¥nal, .34 
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Figure 3 A celebration at ĶMA: Y. ¢ēkēnoĵlu, M. ¥nal, C. Ormanlar, M. Plevneli, A. Hancē 

Source: Maruf ¥nal, Courtesy of TMMOB Ķstanbul Metropolitan Branch archives 

 

Cansever narrates that the initiative purpose of the establishment of their office was 

their concerns about the urban interruptions in Ķstanbul in the 1950s. Additionally, 

he claims that these collective discussions laid the foundations of the Chamberôs 

regulations about the professional rights of architects and the principles of design 

contests later.59 As private architectural practice was still in the process of 

development, the offices established from the 1950s onwards mostly consisted of 

multiple partners who supported each other, such as those earliest ones by Doĵan 

Tekeli and Sami Sisa, Haluk Baysal, Melih Birsel, and Kemal Ahmet Aru, Mehmet 

Ali Handan, Altay Erol, Hande Suher and Yal­ēn Emiroĵlu (AHE), or Demirtaĸ 

Kam­ēl and Rahmi Bediz. As such, collective work of architects was significant for 

this period, sometimes also resulting in the collaboration of architects from different 

offices especially for participating in competitions.  

 

The collaboration of ĶMA, G¿rel-Birol, and Baysal-Birsel offices and Faruk 

Sērmalē, for example, generated a new business model based upon collective 

thinking, critical approach and debate about architectural design. This collective 

                                                 

59 Uĵur Tanyeli, Attila Y¿cel, Turgut Cansever, D¿ĸ¿nce Adamē ve Mimar (Ķstanbul: Osmanlē 

Bankasē Arĸive ve Araĸtērma Merkezi, 2007), 174 
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workforce gained exposure with the design competition held by Generate 

Directorate of Highways for their headquarters in 1955.60 They developed a project 

equipped with advanced technological features of its period such as steel 

construction considering the sustainability and the ease of the implementation of 

materials besides the possibility of local manufacturing.61 All things considered, the 

emergence of architectural offices in this period cannot be evaluated as a mere new 

business model. The ñTuesday Meetingsò, led by this ñcollective think-tankò, was 

not only consisted of architects. Economists or engineers also joined the meetings 

while some participants used to come from Ankara. The main topics of these debates 

were the urbanism issues in Ķstanbul. Ka­el states that they might have been the 

closest medium to the non-existent avant-garde milieu in architecture in Turkey 

thanks to their contribution to collective thinking and mutual discussion in 

architectural discourse built on progressive and idealist approaches of the 

participants on modern architecture.62 

 

 
 

Figure 4  Model of the Generate Directorate of Highways Headquarters Building design 

competition project, 1955 

Source: Maruf ¥nal, Courtesy of TMMOB Ķstanbul Metropolitan Branch archives 

                                                 

60 Ela Ka­el, ñFid¿syer: Bir Kolektif D¿ĸ¿nme Pratiĵiò in Mimarlēĵa Emek Verenler Dizisi-III, 

Haluk Baysal-Melih Birsel, ed. M¿ge Cengizkan (Ankara: TMMOB Yayēnlarē, 2007), 14 

 
61 Although this group won the first place at the competition, their project was not implemented 

because of bureaucratic problems. ¥nal elaborated on the issue by stating that the biased attitude of 

authorities towards the Chamber of Architects, jeopardized the execution of the winning project.  

Maruf ¥nal, Oda Tarihinden Portreler: Maruf ¥nal, 34 

 
62 Ela Ka­el, ñFid¿syer: Bir Kolektif D¿ĸ¿nme Pratiĵiò, 16-17 
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Figure 5  Architectural drawings of the Generate Directorate of Highways Headquarters 

Building design competition project, 1955 

Source: Maruf ¥nal, Courtesy of TMMOB Ķstanbul Metropolitan Branch archives 

 

2.2.3. Architectural Competitions 

 

The architectural competitions occupy an essential place in the period of the couple 

of decades from the 1950s onwards, and they provided the freelancer architects the 

opportunity to be commissioned.63 As the most prominent source of architectural 

media of twentieth century in Turkey, the Arkitekt journal gave an important 

coverage on architectural competitions. Before the 1950s, the competitions were 

fewer in number, and as they were held by public institutions, the capital city Ankara 

was in the spotlight. With the revised agenda of the new government in the 1950s, 

the focus shifted to Ķstanbul64 as the Democrat Party government wanted to put 

Ķstanbul on the forefront as an international center of trade and culture. Although 

                                                 

63 For further information on architectural competitions in Turkey, see: Yasemin Sayar, ñThe Impact 

of Architectural Design Competitions in Evaluation of Architectural Design Trends For a Secular 

Identity 1933-1950ò, (Unpublished doctoral dissertation, Dokuz Eyl¿l University, 1998) ; Elif 

¥z­elebi, ñAn Inquiry on the Impact of Competitions in Architectural Practice: Documentation of 

Architectural Design Competitions in Turkey Between the Years 1931-1969ò, (unpublished masterôs 

thesis, Middle East Technical University, 1999); Ķlhan Aydēn Meltem, ñ1930-2010 Yēllarē Arasēnda 

Bir Proje Elde Etme Yºntemi Olarak T¿rkiyeôdeki Mimari Tasarēm Yarēĸmalarēnēn Ķrdelenmesiò, 

(unpublished masterôs thesis, Yēldēz Technical University, 2010). 

 
64 Ķlhan Tekeli, Tasarēm, Mimarlēk ve Mimarlar, T¿rkiyeôde Mimarlēĵēn Toplumsal Baĵlamē, 

(Ķstanbul: Tarih Vakfē Yurt Yayēnlarē, 2011), 138 
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the state continued to play an active role in the post-war decades in the field of 

construction also by opening competitions, especially in case of Ķstanbul, private 

enterprises also became significant as the new clients of architects.  

 

Due to the expanding urban areas in Ķstanbul where many people migrated from 

rural areas and smaller towns from the 1950s onwards, construction activities both 

by the state and the private sector concentrated on Ķstanbul. The end results of 

architectural competitions indicate the prominent buildings that mark the beginning 

or the end of the period of architectural styles in Turkey. In the 1940s, the design 

competitions held by state, majorly guided by Bonatz, set the accepted nationalist 

tendencies as he served as a jury member in the most important design competitions 

such as those for Radio Hall, and Court House in Ķstanbul.65 Later, the winning 

project of Ķstanbul Justice Palace Project competition, designed by Sedad Hakkē 

Eldem and Emin Onat, points at the end of the nationalist tendencies in 1949.66  

 

In 1953, the winning project of Ķstanbul City Hall competition, designed by Nevzat 

Erol, is exemplary of the canonic modernist look of office and public buildings of 

the 1950s. In other words, architectural competitions enhanced the design 

opportunities and enriched the variety for Turkish architects and encouraged them 

to experiment with their individual styles. However, these competitions also 

incorporated discussions about not only administrative processes or economic 

restrictions but also architectural culture and development of the profession 

considering the annulment of some winner projects or problems encountered in 

construction processes.67  

                                                 

65 Ķlhan Tekeli, Tasarēm, Mimarlēk ve Mimarlar, T¿rkiyeôde Mimarlēĵēn Toplumsal Baĵlamē, 136 

 
66 Batur, A Concise History, 46 

 
67 Elvan Altan, Bilge Ķmamoĵlu. ñMimarlēk Tarihi Araĸtērma St¿dyosuò ¢alēĸmasēnēn 

D¿ĸ¿nd¿rd¿kleri: Ankaraôda Mimarlēk, 1950-80, Mimarlēk, no. 337, 53. From the mid-1960s 

onwards, such issues were criticized by the Chamber of Architects; see: ñBayēndērlēk Bakanlēĵēnēn 
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Since his years of education at the Academy, ¥nal had been a fervent participant of 

architectural competitions. He initially won the Republican Peopleôs Party 

Architecture Award with his village house project in 1941 when he was a student. 

In his later years of practice, he participated in competitions together with his 

colleagues, and won prizes such as the second prize in 1944 for ¢anakkale Martyrôs 

Memorial, the second prize in 1949 for Ķstanbul Justice Palace with Nevzat Erol, 

the first prize in 1954 for Etibank Karakºy Branch Office with ĶMA architects, the 

second prize in 1957 for Kocatepe Mosque in Ankara with Raĸit Uybadin68, and the 

and the second prize in 1974 for Turkish Language Association building with ķahap 

Aran, Abdurrahman Hancē and S¿ha Toner.69  

 

As a conclusion, after the 1950s, freelancing appeared as a business option for 

architects who used to work as bureaucrat in the past. As a result of the dynamics 

of the free-market economy of the period, architects also started their design offices. 

¥nal was one of the prominent actors as a founder of these newly emerged 

architectural offices. During his professional practice as a freelancer architect, he 

joined in a great number of architectural design and city planning contests.70 As 

mentioned before, these design competitions provided a medium for collective 

thinking and creative work, and ¥nal stated that they were keeping the spirit of 

                                                 

Proje Yarēĸmalarē Hakkēndaki A­ēklamasē; Bayēndērlēk Bakanlēĵē Yarēĸmalarē Hakkēnda Mimarlar 

Odasē A­ēklamasē,ò Arkitekt, no. 335 (1969): 115. 

 
68 According to the ¥nalôs statement, this design won the first prize; however demoted to second 

place and Vedat Dalokayôs project was chosen as the winning project in 1957. ¥nal argued that 

Dalokayôs design was influenced by his project. At the ends, another mosque was constructed instead 

of Dalokayôs re-selected winning project, because of the objections of Directorate of Religious 

Affairs and other state authorities. Oda Tarihinden Portreler: Maruf ¥nal, p.85 

 
69 ñYarēĸmalar Dizini 1930-2004ò, TMMOB 

http://www.mimarlarodasiankara.org/yarismalardizini/?durum=info&yid=86 

 
70 See Appendice B: List of ¥nalôs Work 
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discussion and critique; thus, competition contributed his professional 

development.71 On the other hand, architects strengthened their position as 

professionals with their demands about the legitimation of their profession from the 

Ministry of Public Works along with the foundation of Chambers of Architects. 

¥nal appears as one of the architects who dealt with the various regulations during 

the foundation years of the Chamber beside his administrative duties. Additionally, 

¥nalôs contribution to Milliyet Newspaper advice column as an expert to answer 

the questions that related to architecture and construction also shows that he wanted 

to spread the popular information on architecture among the public.  

 

  

                                                 

71 Maruf ¥nal, ñMaruf ¥nal ve Tasarēmlarēò, Tasarēm, no. 14, (1991): 108. 
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Figure 6 ¢anakkale Martyrôs Memorial design competition project, 2nd prize, 1944 

Source: Maruf ¥nal, Courtesy of TMMOB Ķstanbul Metropolitan Branch archives 

 

 
 
Figure 7 Ķstanbul Justice Palace design competition project with Nevzat Erol, 1949 

Source: Ķstanbul Adalet Binasē Proje M¿sabakasē, Arkitekt, (1949): 183-186  

Accessed from http://dergi.mo.org.tr/dergiler/2/165/2068.pdf 

 

 
 
Figure 8 Etibank Karakºy Branch Office design competition project with ĶMA, 1956 

Source: Hakkē ¥nel, et al., Prof. Y. Mimar ¥. Maruf ¥nal, Meslekte 42 Yēl, Yaĸamē-

Eserleri-Biyografi - Emeklilik Anē Kitabē, (Ķstanbul: Yēldēz University, 1985) 

http://dergi.mo.org.tr/dergiler/2/165/2068.pdf
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Figure 9 Kocatepe Mosque design competition project with Reĸat Uybadin, 1955 

Source: Hakkē ¥nel, et al., Prof. Y. Mimar ¥. Maruf ¥nal, Meslekte 42 Yēl, Yaĸamē-

Eserleri-Biyografi - Emeklilik Anē Kitabē, (Ķstanbul: Yēldēz University, 1985) 

 

 
 
Figure 10 ¥nalôs sketches for Kocatepe Mosque competition projects, 1955 

Source: Maruf ¥nal, Courtesy of TMMOB Ķstanbul Metropolitan Branch archives 
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CHAPTER 3 

 

 

¥NALôS PROJECTS IN MID -TWENTIETH CENTURY ĶSTANBUL 

 

In this chapter, the changing dynamics of architectural tendencies along with the 

emergence of new models of professional life and daily lifestyle during the mid-

twentieth Century will be evaluated; and within this framework, Maruf ¥nalôs 

architectural production in different building types in Ķstanbul will be investigated. 

In this period, Turkey became more open to international influences in contrast to 

the nationalist approach and closed economy of the former era of the Second World 

War.  Therefore, radical changes were witnessed in the built environment along with 

the implementation of new building types or the transformation of the existing ones. 

¥nalôs designs for dwellings, and places of work, recreation, and transportation will 

be analyzed in this chapter in terms of the current modernist architectural approach 

and the social contributions of this architecture to the modern lifestyle of urban-

dwellers and their experiences with modernism and modernity in mid-century 

Ķstanbul. 

 

3.1. The Building of a Modern Urban Life 

 

After the end of the Second World War, Democrat Party came to power in 1950 

elections and Turkey underwent many changes to achieve its goals towards being a 

part of the international market under the influence of American capitalism. 

Turkeyôs admission to NATO in 1953 accompanied these integration policies, 

which had started with Marshall Aid given by the United States of America in 

1947.72 Considering the novel business sectors that slowly bloomed in developing 

free market economy, Ķstanbul eventually became the new trade center of the 

country. In order to understand the reflections of this influence on architecture, the 

                                                 

72 Mete Tapan, International Style: Liberalism in Architectureк Modern Turkish Architecture, 112 
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developments in Turkey cannot be considered apart from the developments in the 

United States or Europe. At the time, modern architecture, once formed of avant-

garde approaches in Europe during the early twentieth century, became the canonic 

approach accepted worldwide.73 In the United States, the 1950s appear as a 

modernist-rationalist era that embodied the values of the International Style based 

upon the principles of CIAM.74 Mies van der Rohe and Walter Gropius led the 

spread of this style in the United States while Le Corbusierôs projects mostly 

affected Europe where the reconstruction of the damage of the Second World War 

shaped the cities.75 In the United States, private sector became the prominent 

financial resource even for public projects.  

 

In parallel to this international influence, although the primacy of the state did not 

diminish, private enterprises became the majority of clients of architects also in 

Ķstanbul throughout the following decades. Due to foreign financial aids and loans 

and the increasing imports of construction materials, construction activities 

dramatically increased in this context.76 Architects in Turkey were able to follow 

the current architectural tendencies thanks to foreign architecture magazines 

published in  the United States, Europe or Japan, which became more accessible and 

popular at the time. Therefore, the latest concepts such as international architecture, 

neo-regionalist architecture, neo-brutalist architecture or organic architecture were 

put into practice also in Turkey by architects who were following these 

                                                 

73 USA: Modern Architectures in History, G. Wright - Pax Americana: Architecture in America: 

1945-65, p.232 

 
74 Doĵan Hasol, 20. Y¿zyēl T¿rkiye Mimarlēĵē, 134-135 

 
75 Ķlhan Tekeli, ñThe Social Context of the Development of Architecture in Turkeyò in Modern 

Turkish Architecture, ed. Renata Holod & Ahmet Evin, (Pennsylvania: University of Pennsylvania 

Press,1984),  24-54 
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publications.77 On the one hand, the American influence was indirect such as the 

circulation of architectural magazines or foreign exhibitions; significant 

architectural projects were executed by foreign architectural firms as well. The 

rising tensions and the protest against foreign architects of the previous periods, 

following the architectural discourse of the Second National Movement, thus 

dissolved, because both stylistic preferences of prominent architects of this era and 

the new ideology of the new government oriented the country in a position that was 

more exposed to the social and aesthetic tendencies in the international context.  

 

In this sense, Ķstanbul Hilton Hotel marks a milestone for the new period of modern 

architecture in Turkey that was defined as the ñInternational Styleò of the 1950s.78 

This hotel building was designed by the famous American architecture firm S.O.M. 

with Eldemôs collaboration in 1952. S.O.M. company was one of the prominent 

firms which created a design standard for modern corporate buildings in America, 

along with the later replications worldwide.79 American influence on the spread of 

the ñInternational Styleò was not particularly applicable in Turkey but it was seen 

in diverse parts of the world including Europe. In contrast to Europe which had been 

wrecked by the war, the United States emerged as the ruling power; therefore, the 

reception of modern architecture was under different conditions in the United States 

and Europe. Colquhoun explains that modern architecture was endorsed by the 

private sector in America while it became the model for public projects in post-war 

Europe considering the focus on welfare of the states.80 Although the impact of 

private enterprises in construction sector began to be prevalent in Turkey in the mid-

century, it was the interventions of the Democrat Party government or Prime 

                                                 

77 Somer Ural, T¿rkiyeônin Sosyal Ekonomisi ve Mimarlēk, Mimarlēk, no. 1-2 (1974): 48 

 
78 Bozdoĵan, Akcan, Modern Architectures in History: Turkey, 121-22 

 
79 Gwendolyn Wright, USA: Modern Architectures in History, (London: Reaktion Books,2008),  159 
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Minister Adnan Menderesô personal actions, which had shaped the urban pattern 

and built environment especially in Ķstanbul.  Defined as the ñlightning tear down 

operationsò (yēldērēm-yēkma harek©tē), these abrupt public works attempts, which 

mainly included the opening of boulevards by demolishing significant amount of 

buildings, were envisioned to accelerate economic activities that relied on 

construction sector and to avert the focus of the public on political problems of the 

period.81 On the contrary, these operations conjured the reaction of architects and 

could not help to solve the actual problems of Ķstanbul caused by the rapid increase 

of population and distorted urbanization from the 1950s onwards. In the following 

decades of the 1960s and the 1970s, the unforeseen transformation and the 

disruption of the built environment led to a relative alienation of architects. Namely, 

rather than applying a methodological public construction program conducted by 

architects and city planners, irregular constructions of apartment blocks in the cities 

were realized by anonymous constructors or the newcomers built their squatter 

houses in illegal ways themselves.  

 

Before the legislation of flat ownership law (condominium law-Kat M¿lkiyeti 

Kanunu) in 196582, the apartment construction had mainly been consisted of 

cooperative housing founded by the members of upper and middle classes like 

government employees or bureaucrats83 besides the private ownership of the land. 

As a result of the housing problem after the increase in population, two other 

construction phenomena came into the spotlight: building squatters and ñbuild and 

sellò system after the flat ownership law that enabled the shared ownership of 
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properties. The dramatic increase of population and the changes in demographic 

structure in cities, 84 led to the urban expansion towards the periphery due to the 

accelerating construction of ñgecekondusò, i.e. the illegal scatter houses built by the 

newcomers over a night. The reports that concerned the rapid urbanization and the 

uncontrolled construction of scatter houses showed that the urgent need for housing 

projects for low-income groups of society was a duty of the state.85 Developed as 

almost a natural response to the housing shortage, the anonymous architectural 

production of ñbuild-and-sellò apartment blocks and squatters, without proper 

architectural design and supervision of an architect, covered a vast majority of the 

urban areas in Turkey. These houses were constructed without much contribution 

of architects despite their loud rejections and criticism. It should be pointed out that 

the participation of an architect was obligatory to legalize the construction process. 

Therefore, we see a dilemma here: In squatter construction, architects were not 

involved. The ñbuild and sellò system, on the other hand, made architects 

anonymous figures, and in a sense, hindered them to gain recognition with their 

professional skills and design proficiencies.86 Either with the spontaneous 

construction of the squatter houses of low-income people or collective housing 

projects as satellite towns in suburbs, big city were densely expanding like an ñoil 

stainò towards their peripheries.87 Besides, the construction of industrial complexes 

were moved to the peripheries to reduce the pollution and traffic problems in city 
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centers.88 Ķstanbul was the city that most radicaly experienced this urban 

transformation from the 1950s onwards in Turkey. Thus, its center was 

reconstructed and became denser while the settlement area of the city also expanded 

towards its peripheral regions by the construction of houses and other types of 

buildings for work and recreation required by the changing life style, which will be 

examined in the case of ¥nalôs architectural production in the next chapter. 

 

While the military coup set another milestone in the history of Turkey in 1960; the 

socio-economic changes, which had begun in the Democrat Party era, mostly 

continued in the following decades. The new constitutional law of 1961, embarked 

significant transformations which generated a scene for plurality in terms of art and 

architecture beside the political and cultural spheres. The rising leftist tendencies 

found followers among architects and altered the focus of the professional milieu in 

relation to the professionôs mission and professionalsô responsibilities toward the 

society.89 In this pluralist atmosphere that lasted, despite economic and social 

problems, until another military intervention in 1980, the general architectural 

understanding continued to be modernist with various architectural styles, which 

were also prevalent at the time in Western countries. Namely, organic architecture 

of Frank Lloyd Wright or New Brutalism idea of Louis Kahn and Paul Rudolph 

were the prominent sources of inspiration in Turkey. Likewise, principles of rational 

functionalism of the ñInternational Styleò of the 1950s were deemed dubious along 

with its universal implementation. Modernism was not weakened yet in the USA or 

elsewhere including Turkey; however, it seemed to discontinue to its utopic 

claims.90 The incoordination between userôs needs and architectsô responses were 
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criticised. The insufficient residential stock and the emergence of squatter cities in 

industrializing countries such as Turkey challenged the profession to rethink about 

its current approaches,91 which led to post-modernist critique and applications in 

time. During the 1960s and the 1970s, the new adaptations of modernism in Turkey 

were thus centered on ñregionalismò concept, instead of ñnationalismò of early 

Republican period, aiming to integrate designs with local properties such as 

topography, use of local materials, and climate.92 Tekeli articulates that the novel 

tendencies in architecture started to appear in Turkey after the mid-1970s, yet these 

post-modernist approaches did not replace the dominancy of modernist architecture 

until the 1980s.93 Some of the prominent works of the 1960s and the 1970s are: 

Behruz and Altuĵ ¢iniciôs Middle East Technical University Campus Plan and 

Buildings (1961), Sedad Hakkē Eldemós Social Security Association (1963), Turgut 

Cansever and Ertur Yenerós Turkish Historical Society (completed in 1967),  and 

Cengiz Bektaĸós Turkish Language Association (1974) . 

 

Modern architecture applied in Turkey from the 1950s to the end of the 1970s was 

part of the wider context of contemporary modernity in the country. The modern 

context of the urbanizing society during the period can be examined through daily 

life and activities in residential, commercial, and recreational/cultural places that 

defined contemporary cities. As Bozdoĵan states, non-Western examples of modern 

architectures as in Turkey do not present the socio-economic background of 

modernism such as industrial towns, capitalist modes of production and an 
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autonomous bourgeoisie.94 Modern architecture in Turkey was formed instead 

under the impact of both external factors such as the influences of Western 

architectural movements and internal ones such as construction industry, regulations 

of municipalities or rapid expansion of cities due to migration from rural areas 

caused by technological improvements that decreased the need of human labour in 

agricultural production.95 During the early Republican period, ideological 

implementations of modernism by Republican Peopleôs Party affected architectural 

commissions for public buildings such as municipal offices, railway stations (which 

later lost its importance to highways during the Democrat Party era), schools and 

Peopleôs Houses as the most featured building types.  Along with the economic and 

political changes after 1950s, the increasing activity of private enterprises such as 

banks or corporations catalyzed the construction of office blocks, hotels, factories 

and housing projects. Thus, starting during the 1950s and increasing during the 

1960s and the 1970s, industrial and commercial buildings, university campuses, 

housing projects, and tourism buildings were constructed correspondingly while 

Ķstanbul took a leading position in this development. In comparison to the efforts to 

create a capital city in Ankara during the early Republican decades, Ķstanbul became 

the center of attention for the modernization attempts of the post-war period.  
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Figure 11 Istanbul European Side Master Plan by Henri Prost, 1943. The principal roads 

were indicated on this picture of the model of 1/2000 scale. 

Source: C©n© Bilsel, ñLes Transformations dôIstanbulò: Henri Prostôs planning of Istanbul 

(1936-1951), ITU A|Z, vol. 8, no.1, (2011): 106 

 

While examining the urban development and the modernization of Ķstanbul, the 

drastic intervention of the Democrat Party in between the years 1956-1960 cannot 

be overlooked. After the introduction of the Public Works and Confiscation Law 

(Ķstiml©k Kanunu), Prime Minister Menderes executed almost 7.300 expropriation 

operations. The operations mainly applied Henri Prostôs (French planner) 

masterplan of the late 1930s, which suggested an extensive zoning program with 

the aim to connect different functional zones with a transportation network while 

maintaining the aesthetic qualities in the city.  Prostôs aim was the modernization of 

Ķstanbul while preserving the historical landscape of the city. Nevertheless, in spite 

of his concern for the conservation of historical monument, he proposed road 
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networks which harshly intervenes the historical urban fabric. Prost continued to his 

duties as a planner until his departure from Turkey in 1951.96 

 

In order to elaborate on the fundamentals of the zoning program of a modern city, 

CIAMôs doctrine should be examined. CIAMôs foundation in the late 1920s set the 

framework for urban planning for the next decades with the participation of 

influential names like Le Corbusier. The zones were defined as based on the 

functions of dwelling, work and recreation, and later transportation was added as a 

function that would connect these zones as a static asset.  

 

Although the separation of functions, and the consequent negligence of 

communication and dynamic interaction among them would later be criticized; 97 

CIAMôs city planning approach was influential in the planning of cities in the post-

war decades, and its definition of the functions of the city as dwelling, work and 

recreation, together with transportation, defined the modern city in this context. The 

post-war modernization of cities in Turkey presents similar features. The process 

started with Democrat Partyôs planning project of the 1950s that mainly included 

the construction of large boulevards in order to reduce the traffic problem, which 

was one of the emphases in its propaganda. Thus, the construction of new roads and 

highways hold a great value in the modernization process of Turkey. However, this 

ambitious interference caused the eradication of a great number of historical 

buildings in several districts. The aim of modernizing the lifestyle in Turkey, was 
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also supported by the popularization of American domestic life and house 

appliances through the advertisements in media.98 The domestic sphere and modern 

apartment life became an important instrument to demonstrate the ownerôs 

appreciation for modern life. In fact, housing remained as one the main issues of 

modernization in Turkey to set the criteria of modern living. The residential areas 

also included some common spaces such as sports places, schools, shops or parks, 

which would cultivate the essence of modern living by residents.99  

 

Tanyeli argues that what is defined as modern is not the place itself but its users 

who utilize it as a proof of their modernity.100 Bilgin expresses that Turkey was 

drawn to modernization in the 1950s as in other countries, after the grand rising of 

fashion, media, advertising and consumer culture that boosted some commodities 

such as automobiles, white goods, television, kitchen appliances, cinema, 

newspaper, and other consumer goods in supermarkets.101 In line with these 

changes, the daily life experience started to be shaped around new recreation centers 

such as cinemas, restaurant, cafes, hotels or tourism establishments like pools, 

beaches, motels.  

 

The concept of workspace also underwent many changes. International influences 

of Mies van der Rohe and Gropius led to the appearance of a corporate style that 

integrated high-rise buildings as prismatic boxes with repetitive abstract facades or 

glazed curtain-walls also in Turkey.102 Emek Business Center in Ankara, designed 
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by Enver Tokay and Ķlhan Tayman, (1958) was the first sky-scraper of Turkey. On 

the other hand, the architects who later adopted the so-called ñorganicò or 

ñregionalistò approaches applied the fragmented block as the design formula in 

opposition to the massive blocks of the International Style.103 Other prominent 

examples of commercial spaces can be listed as Tekeli, Sisa and Hepg¿lerôs Ķstanbul 

Manufacturer Retail Market (late 1950s), Eldemôs Akbank Office Building (1968) 

and Baysal and Birselôs Vakko Factory (1969). 

 

The development of the transportation system, on the other hand, helped in the 

expansion of cities. The development of transportation networks as well as private 

car ownership104, together with the right of paid holidays, legalized in Turkey in 

1960, helped the development of tourism in the following decades as it became 

easier for people to travel to and spend their leisure times in farther places.105 As a 

result of the tourism planning of the state via the Act for the Encouragement of 

Tourism (Turizmi Teĸvik Kanunu) in 1950 to boost the profits provided by the 

tourism sector along with the popularization of the related lifestyle, the 1960s 

witnessed a rapid increase in tourism activities.106 This contributed to the 

construction of hotels in cities, like Hilton Hotel in Ķstanbul, as well as in coastal 

areas; and also increased the demand for summer houses which appeared at the time 
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as a complementary asset of modern urban life. Summer houses also provided a 

business opportunity for architects to make a showcase of their design skills within 

the framework of mid-century aesthetic highlights.107 Summer houses and domestic 

tourism centers developed in the peripheral areas outside of cities, especially of 

Ķstanbul, and later in coastal cities in southern regions. 

 

In conclusion, it can be stated that modernist architecture was prevalent during the 

post-war period in Turkey. Under the term of the ñInternational Styleò in parallel 

with the socio-political changes of the period and the American influence, this 

architectural production witnessed the emergence new building typologies.  These 

new building types such as new housing types and summer houses, office buildings, 

hotels, cinemas, restaurants etc. shaped the built environment of cities along with 

the lifestyle of urban dwellers. Due to the new approaches in the architecture of 

Europe and the USA, and the internal problems in Turkish cities caused by rapid 

urbanization and the increase of population, architects in Turkey continued to their 

practices by experimenting different architectural styles and techniques.  
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3.2. Designing Modern Architecture 

 

Maruf ¥nalôs designs for dwelling, work, and recreational buildings along with the 

other commercial spaces which emerged with the expanding transportation network 

will be examined in the following parts to analyze how the transformations 

mentioned in previous chapter resonated in his architectural production. 

 

3.2.1. ¥nalôs Projects for Dwelling from Center to the Periphery of the City 

 

To elaborate on the developments of housing design in Turkey, the socio-economic 

transformations and the evolving reception of modernism among the classes of the 

society should be taken into consideration. In the Early Republican era, modernist 

single houses, the so-called ñCubic Villasò, represented the modernization of the 

life style of the Republican elites. For the lower income groups, collective housing 

blocks were built under the patronage of the state, although few in number. These 

houses were low-rise buildings with backyards, designed according to the garden 

city model.108 While the public works of the Early Republican period were mainly 

focused in Ankara, the apartments designed in Art Deco or modern style were built 

in Ķstanbul.109 In the 1930s, although apartment buildings were representing the 

modern life, traditional wooden houses, mansions with gardens, and low rise 

masonry buildings were also still inhabited.110 
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The popularity of modern architecture in residential buildings increased in time 

during the 1930s; however, nationalist tendencies and historicist approaches 

appeared in modern Turkish architecture towards the turn of the decade. As 

mentioned in the previous chapters, Eldem pioneered in the nationalist architecture 

movement and based his work upon the traditional civil architecture of the past in 

the 1940s albeit his practice followed the International Style in later years. He 

designed many luxurious estates and waterfront houses inspired from the ñTurkish 

houseò for wealthy clients throughout his career.111 The construction of prestigious 

single houses for wealthy families created new job opportunities for architects of 

the period. However, architectsô impact on the majority of housing construction 

remained in insufficient due to the inefficient attempts to solve the problem of the 

housing shortage in the growing cities.112    

 

The low-cost collective housing constructions aided by the financial support of the 

government aimed to supply affordable housing for workers and public employees; 

however, these houses were still available mostly for the middle class. Therefore, 

they did not have the potential to avoid the development of squatter houses. Before 

the acceptance of Flat Ownership Law, cooperative housing was presenting the 

common means of the collective housing construction.113 These cooperatives were 

usually established by middle and upper class bureaucrats and government officers, 

and aimed for rather high standards of modern life with maid rooms or service doors 

and elevators. Under the influence of American modernism in the 1950s, the middle 

class families of Turkey were introduced with new forms of accommodation. 

Offering a new way of life and novel experiences, which modernism promised to 

provide, was also considered as a task by the architects of the period. The reciprocal 
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relationship between the clients and the architects developed and transformed 

through time. Besides the evolving interactions among contractors, residents and 

architects, the procedures of architectural design also changed. Different types of 

design and construction processes emerged in the mid-century due to change of 

regulations, increase in urban population and rapid shift in real estate market. 

 

In the larger cities of Turkey, especially in Ķstanbul, urban dwellers had been 

familiar with apartment buildings since the beginning of the century. Modern 

apartments were in demand in the 1950s, and the modernist apartments of the period 

coexisted for a while together with those built in a nationalist style After the 

migrations from the rural areas to the cities from the 1950s on, and the new 

regulations about housing production and legislations about property ownership in 

the 1960s, significant changes happened in residential architecture in Turkey, in 

specially big cities, and a dramatic increase was seen in apartment contruction.114  

 

The Flat Ownership Law in 1965 promoted the construction of apartments as a new 

way of business model in the real estate market. However, this allowance would be 

exploited in later years by the contractors of ñbuild-and-sellò (yap-sat­ēlēk) system, 

whose main concern was profit rather than convenient city planning or aesthetic 

standards. This system became the common practice used to meet the housing 

demand of the middle class from the 1960s onwards. Namely, contractors brought 

landowners and customers together to execute the construction project; causing the 

relationship between architects and users weaken and even diminish. Later, this 

method of rapid construction spread and began to produce anonymous and 

monotonous buildings that shaped the urban texture of cities in Turkey.115 However, 
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Tanyeliôs critique of self-imposed passivism of urban-dwellers in the post-war era 

was the reminder of the impact of dwellers as actors in shaping the urban pattern 

although they are generally accepted as the victims of the corruption brought by the 

interventions of the higher authorities. He claims that what urban dwellers labeled 

as distorted have formed the actual properties of a metropolis.116 

 

In the context of these transformations in residential architecture and housing 

construction in Turkey, ¥nal's private house and apartment building designs will be 

examined in order to evaluate the transformation of his professional practice in 

terms of style, collaboration with his partners, and understanding of modernism. 

¥nalôs private house projects will be examined to trace the fundamentals of ¥nalôs 

modernist approach, along with summer houses to understand his search for new 

interpretations. Whereas the apartment typology became prevalent in the cities, 

¥nalôs focus on the production of apartment blocks were correlatively escalated. 

His range of apartment designs varies from modest but functional cooperative 

housing to luxurious family apartment. Therefore, his design approach also 

demonstrates the key differences in terms of style in parallel to the transformation 

on the architectural trends and reception of modernism in Turkey, a rationalist 

design approach remained constant for ¥nal.  

 

3.2.1.1. Early Manifestations of Modernist Approach in Single Houses 

 

In the 1940s, housing ownership still required the ownership of the building land. 

Thus, only higher income families who possessed a certain amount of capital or land 

were able to build their private houses. As a status symbol for modern urban-

dwellers, these projects were commissioned to architects to obtain prestigious 

results. Consequently, the relationship between the property owners and the 
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architects were much integrated and dense in this period. On this basis, ¥nalôs single 

house projects were also commissioned by urban-dwellers with the aim of owning 

a modern family house in the city. In particular, ¥nalôs earliest works, Dr. Belen 

House and Ardaĸ Bezaz House, will be examined as presenting a modernist style 

instead of the prevalent historicist/nationalistic design approach in architectural 

education as well as practice in 1940sô Turkey. 

 

3.2.1.1.1. Dr. Belen House 

 

¥nalôs debut work Dr. Belen House in Beĸiktaĸ is a three-storey building designed 

with a modernist approach in 1943, when the architect graduated from the Academy 

of Fine Arts.117 The construction was completed in 1946, and as Mete Belen, the 

current owner of the house and son of Fahrettin Belen, remembers, the family 

moved to the house in 1947. Despite the later modification of the facade covering 

done by the ownerôs son, the building still preserves most of its original features.118 

This private house is located in Viĸnezade, next to a popular public park (ķairler 

Parkē) and quite close to the central hub with many caf®s, restaurants, and stores. 

However, before the opening of the Barbaros Boulevard in 1958 as the main traffic 

artery of the district, Beĸiktaĸ was still a central area but not densely constructed. 

 

According to Vanlē, this house was one of the buildings that brought modern 

architecture forward in Turkey from the 1930s to the 1950s, in such a period when 

anti-modernism was also promoted in extreme levels.119 In Hasolôs statement, this 
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house summarizes the worldview and architectural approach of his architect; 

although it was his first production, ¥nal designed as a fledgling architect while he 

was an assistant at the Academy of Fine Arts.120 In one of his interviews, ¥nal stated 

that this building was his first work which he did not regret to have completed 

throughout his career.121 

 

Dr. Belen House was designed as an adjoining building, which has two visible 

facades that display an abstract and geometrical aesthetics. The order of the 

windows on the front facade also reflects the functions of the floors where the 

windows are placed.122 The ground floor was designed as a consulting place for the 

owner of the house who was a pediatrician. In the consulting room, the waiting area 

was elevated and could be reached via six-stepped stairs, while the windows were 

placed higher than the ground level to block the view of the waiting hall for 

passersby on the street. In the first floor, the windows in the living room were 

lowered to provide a generous view of the Bosphorus landscape. The bedrooms on 

the second floor have narrower windows that create a rhythmic pattern. The top 

floor serves as an attic room that includes a terrace space. On the front facade, the 

basement floor has three slit windows, which are not easy to notice in the current 

condition of the buildingôs exterior that has been covered with bricks and stones by 

the later generation owners of the house.123 (Figure 13) The modifications in the 

building include the replacement of the fireplace at the living room, the 

refunctioning of the basement floor as a workshop, the renewal of flooring, the 

                                                 

120 Doĵan Hasol, 20. Y¿zyēl T¿rkiye Mimarlēĵē, 111 

 
121 ñMaruf ¥nalò, Anēlarda Mimarlēk, (Ķstanbul: YEM Yayēnlarē, 1995), 62-77.  

 
122 Arbil ¥tk¿n­. ñModernist Bir ilk Yapēt: Maruf ¥nalôēn Dr. Fahrettin Belen Evi", 

tasarēm+kuram. 8, no.13, (2012): 85-86 

 
123 ¥tk¿n­, ñModernist Bir ilk Yapēt: Maruf ¥nalôēn Dr. Fahrettin Belen Eviò, 88 
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placement of a non-permanent covering on the roof as a temporary solution for 

insulation, and the replacement of the main entrance door.124   

 

 
 

Figure 12 The original front fa­ade of Dr. Belen House 

Source: Maruf ¥nal, ñMaruf ¥nal ve Tasarēmlarēò, Tasarēm, (1991): 106 

 

                                                 

124 Mete Belen, interview by the author, July 2019 
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Figure 13 The current outlook of Dr. Belen House after the renovation of the front fa­ade 

with natural stones, 2019 

Source: Authorôs archives 
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Figure 14 The bathroom in the house             Figure 15 The living room with the  

mostly preserves its original fixtures,              new fireplace and stone flooring                                         

Source: Authorôs archives, 2019                      Source: Authorôs archives, 2019 
 

    
 

Figure 16 Staircase inside the building          Figure 17 The boiler room that was                 

Source: Authorôs archives, 2019                     converted to a workshop space by M. Belen 

                                                       Source: Authorôs archives, 2019                                                                                        
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Figure 18 Floor plans of Dr. Belen House 

Source: Maruf ¥nal, Courtesy of TMMOB archives 
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3.2.1.1.2. Ardaĸ Bezaz House 

 

Another early single dwelling project of ¥nal is the house he designed in 1945, 

located in Kire­burnu, Ķstanbul. During the construction years, the neighborhood 

was located next to the coastline unlike its current separation and there was not any 

neighboring houses around the building.125 Today, the space between the building 

and the sea is utilized as a park and a public beach; moreover, numerous houses and 

restaurants are located around the building.  

 

¥nal states that he enjoyed the execution process of this building as a result of the 

clientôs approach that gave freedom to the architect. In fact, many conflicts occurred 

during the construction process about the occupation of the building site and the 

building permit. 126 As his earlier design for Dr. Belen House, Ardaĸ Bezaz House 

is also representing the modernist approach rather than the historicist one, in 

contrast to this periodôs dominant architectural style. In an interview, ¥nal stated 

that Eldem, who was one of the important architects of the 1940sô national style, 

visited the building once and he did not approve the design and its compatibility 

with the neighborhood. ¥nalôs absolute modernist approach in this design can be 

interpreted as his manifestation in his early years of architectural practice.   

 

The main entrance to the property located on the street level; however, the fa­ade 

with the impressive concrete sun breaker on the roof and balconies faces the garden 

instead of the street side. (Figure 18) Therefore, the privacy of the main living space 

of the house is preserved. On the ground floor, an entrance hall with the circular 

stairs, a toilet, a living room, a dining room, and a kitchen were placed whereas the 

bedroom, childrenôs room, maidôs room, two bathrooms, and a storage space were 

                                                 

125 ¥nal, Oda Tarihinden/ Portreler: Maruf ¥nal, 62-65 

 
126 Ardaĸ Bezaz was a non-Muslim businessman who is also the supplier of building materials for 

the Belen House. See ¥nal, Oda Tarihinden Portreler: Maruf ¥nal, p.30 
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placed on the upper floor. On the front fa­ade, wall the wall windows are placed on 

the wall of ground floor; however, narrower horizontal windows to maintain the 

privacy of the bedrooms on the upper floor. On the side fa­ade that faces the garden 

area, each rooms has its own access to the balcony on the upper floor. This balcony 

also provides a shade for outdoor living space above. Wall-to-wall windows are 

utilized on this side of each room, which were separated concrete beams at the same 

length to create a symmetrical effect. The railings on the balconies are consisted of 

thin metal profiles which create an impression of transparency to achieve a lightness 

on the sharp geometrical composition of this concrete fa­ade.  

 

 
 
Figure 19 Ardaĸ Bezaz House, the side front with sun breaker and balconies, 1991 

Source: Afife Baturôs archives 

 

This building is still in use, now by different owners, without any major alterations 

apart from the addition of window blinds. ¥nal stated that the new owners have 

expanded the space under the balcony; nonetheless, they were respectful to original 

design of the building in general.  
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Figure 20 The floor plans of Ardaĸ Bezaz House 

Source: Maruf ¥nal, Courtesy of TMMOB arhives 
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Figure 21 Ardaĸ Bezaz House, the entrance. 2019 

Source: Authorôs archives 

 

 
 
Figure 22 Ardaĸ Bezaz House, front yard. 2019 

Source: Authorôs archives 
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3.2.1.2. Search for Modernist Interpretations in Summer Houses  

 

In the post-war decades, summer houses became popular due to the transformations 

brought by the modernization process such as the construction of highways and new 

roads which makes the coastal areas easy to access. Moreover, the concept of 

summer houses were like an escape from the city life which burdens the problems 

of rapid expansion and industrialization.127 To retreat outside of Ķstanbulôs city 

center,128 summer houses were built in the periphery of Ķstanbul in the districts 

around the city as well as closer resorts like Princesô Islands.129 While the clientele 

for summer houses was exclusively formed of higher income groups in previous 

decades, middle-class families started to have the means to own summer houses 

from the 1960s onwards on the peripheral regions such as Kocaeli or Yalova apart 

from the remote areas next to the seashore like Silivri, Kumburgaz, and Dragos.130 

Road construction and increasing accessibility due to motor transportation at the 

time made the shores available for middle-class people. G¿rel defines the summer 

houses of the 1950s and the 1960s as a ñcelebration of mid-century modern 

architectureò because these buildings portrayed the idealistic domestic organization, 

changing habits of leisure and vacation culture by way of the characteristics of 

modern design.131 

 

                                                 

127 Meltem G¿rel, Mid-Century Modernism in Turkey, 5 

 
128 Bozdoĵan, Akcan, Modern Architectures in History: Turkey, 160 

 
129 T. Elvan Altan, "Modern Tourism Architecture in ñA Country With Every Touristic Featureò: 

An Overview of Hotels, Holiday Villages and Houses in Post-War Turkeyò, 245 

 
130 T. Elvan Altan, Ķpek Akpēnar, Zafer Akay, ñCumhuriyet Dºneminde Ķstanbulôda Mimarlēkò in 

Antik ¢aĵdan XXI. Y¿zyēla  B¿y¿k Ķstanbul Tarihi, ed. Coĸkun Yēlmaz (Ķstanbul: ĶBB K¿lt¿r A.ķ, 

2015), 574 

 
131 Meltem G¿rel, ñSeashore Readings: The Road from Seabaths to Summerhouses in Mid-

Twentieh Century Ķzmirò in Mid-Century Modernism in Turkey, ed. Meltem G¿rel, 27 
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In line with the notable freedom of architectural expression in designing summer 

houses, ¥nal also produced rather extraordinary examples of this type of dwellings. 

In his design for his own summer house in Bayramoĵlu, ¥nal followed rather an 

experimental yet efficiency-driven design method considering the construction 

technique, by using built-in furniture and other architectural features to encourage 

a ñmodern livingò. Similarly, his search for new design alternatives appears in his 

unfamiliar, non-standard yet rationalized design for Zubeyr ķeyhun Villa in 

B¿y¿kada, which is he largest and the most populated one of Princeôs Islands. 

 

3.2.1.2.1. Bayramoĵlu ¥nal House 

 

In 1959, ¥nal built a holiday house for his in Bayramoĵlu, Kocaeli. Bayramoĵlu, a 

peninsula in Marmara Sea, was a popular resort area for summer houses of middle-

class families due to its connection to the seashore and its climate. Despite being a 

neighborhood in Kocaeli province, Bayramoĵlu is still visited by Ķstanbul residents 

on the weekends so often that there is a minibus line that departs from Kadēkºy to 

Darēca, the county where Bayramoĵlu located. 

 

¥nalôs Bayramoĵlu House could be interpreted as an example that resisted the 

dominant influences of American modernism at the time by its genuine 

individualized design additions. Moreover, as Ka­el states, this house still manages 

to create a medium between the ordinary users and the modernist experience.132 

Vanlē describes this house as one of the ñmost sensitive and original buildings of 

Turkish rationalism in its periodò.133  The individuality of ¥nalôs design approach 

in this buildings makes itself evident in his statement about not taking advice from 

                                                 

132 Ela Ka­el, ñ¥nalôēn Evi: Saĵduyunun Sessiz Eleĸtirisiò, Betonart, no. 34 (2009): 67 

 
133 Vanlē, ķ. Mimariden Konuĸmak: vol.1, 216 
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his colleagues in their office ĶMA in order to avoid their nterventions.134 Thus, this 

choice can be an indication about his rupture from ĶMA as well, which would be 

realized in the 1959 as his partners left the office then.135 

 

This 36 m2 house appears rather small in size; on the other hand, the economic 

efficiency in terms of size and material led to the completion of the construction 

process in just a few days on an empty land. The building was elevated on a 

structural system upon the ground floor to make the building more engaged with the 

natural landscape. Although some construction elements were pre-made, this house 

was not completely built pre-fabricated.136 Cast-in-place concrete was the choice of 

construction method in this building. To minimize the waste of the construction 

material, the wooden casts were also utilized as headliners on the ceiling. The built-

in outdoor furniture on the ground floor, a bench table, was also made of concrete.  

 

 
 

Figure 23 Bayramoĵlu ¥nal House, front side, 1959 

Source: Maruf ¥nal, Courtesy of TMMOB archives 

                                                 

134 Maruf ¥nal, Oda Tarihinden Portreler: Maruf ¥nal, 104-109 

 
135 Ka­el,  65 

 
136 Serhat Baĸdoĵan, ñMaruf ¥nal Eviò, Docomomo_tr, T¿rk Mimarlēĵēnda Modernizmin Yeni 

A­ēlēmlar VIII, Kocaeli, 2012. 
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The ground level is completely open and the closed spaces of the house are 

connected via a staircase in the ground floor. Due to the flexible qualities of the free 

plan, different functions like living, eating, sleeping, studying, and cooking can be 

performed in the same spaces. The minimalist approach was also preferred in terms 

of the interior design and decoration. ¥nal stated that they had wall beds like 

Japanese futon beds and a curtain to separate the parents and the children in the 

living space on the upper floor. Even though heavily advertised at the time as 

necessary elements of modern life, popular consumer goods of the period were 

rarely used in the house. Artworks, sculptures or furniture, which were the gifts 

from ¥nalô friends who were artists, were used as decorative elements.137 In the 

following years, the open ground floor was extended by ¥nal to add two more 

bedrooms for his daughters upon their request. Thus, the total area of the house 

increased to 60 m2 with this extension.138  

 

 
 

Figure 24 Bayramoĵlu ¥nal House, the back side, 1959 

Source: Maruf ¥nal, Courtesy of TMMOB archives 

                                                 

137 Ka­el, ñ¥nal Evi: Saĵduyunun Sessiz Eleĸtirisiò, 68 

 
138 ¥nal, Oda Tarihinden Portreler: Maruf ¥nal, 106-108 
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As Ka­el explains, this house may be a result of ¥nalôs individual practice of 

modern architecture, inspired by a different imagery that could be found in 

contemporary examples like Acorn House (1950), Kocher weekend house (Albert 

Frey, 1934), or serander housesò; in fact, it also offers an experience of the 

ñmodernò to its residents and visitors with its spatial qualities and interior design 

and furniture.139 

 
 
Figure 25 The renovated floor plans of Bayramoĵlu ¥nal House after the construction of 

additional rooms on the upper floor 

Source: Maruf ¥nal, Courtesy of TMMOB archives 

 

                                                 

139 Ka­el, 68-69  

Serander houses, as the tradional housing type in Black Sea region, inspired ¥nal thorugh his 

childhood memories in the region. In this interview, ¥nal stated that Albert Freyôs Kocher Weekend 

House as a remembered project in his memories.  

Acorn House was a prefabricated American housing project, see : 

Arkitekt 10, no: 3-4 (1950): 71 Accessed from http://dergi.mo.org.tr/dergiler/2/169/2122.pdf 
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Figure 26 Bayramoĵlu ¥nal House, front yard with built-in concrete bench table 

Source: Ela Ka­el, ¥nalôēn Evi: Saĵduyunun Sessiz Eleĸtirisi, Betonart, no. 34, (2009): 69 
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3.2.1.2.2. Z¿beyr ķeyhun Villa 

 

The ķeyhun family commissioned ¥nal in 1969 to design a villa on the slope of the 

hills in the forest at the Nizam district in B¿y¿kada, the largest of the islands close 

to Ķstanbul that had been a summer resort since the nineteenth century, and was 

becoming more popularized in the post-war decades. At first, the design of the villa 

was rejected by the family because it seemed too irregular to them. 140 However, the 

aim of ¥nal was to make the landscape visible from all sections of the house while 

breaking the rigid geometry of the plan. Vanlē thus describes the building as a ñfree 

pursuit against the rationalò to emphasize ¥nalôs exploration of free form and space. 

141 Following his main principles, ¥nal again explored the site during the design 

process by sketching the natural environment that surrounded the construction site. 

In the end, he created an ñisland villaò that consists of two storeys, a basement and 

a ground floor, by interpreting the traditional ñkarnēyarēkò plan and also utilizing 

natural construction elements.142 The house entrance opens out to the garden on the 

seafront.143  

 

Although built as a summer house, this building is not located close to the beaches, 

however, it has the full advantage of the height of its location to benefit the view of 

the coastal landscape. A living room, three bedrooms, a bathroom, a kitchen, a 

maidôs room, and a toilet are placed on the first floor, which is accessed via stairs 

                                                 

140 Z¿beyr ķeyhun contacted Maruf ¥nal with the suggestion of one of his acquaintances, and 

because of this connection, even though they initially objected to the design, they finally accepted 

¥nal's proposal. ¥nal, ñMaruf ¥nal ile Sºyleĸi IIIò in Oda Tarihinden Portreler: Maruf ¥nal, 2006, 

111-112 

 
141 ñOne of the interesting examples of rational anti-rational outlets from the rational generation of 

the 1940s who continued to design houses in the 1970s, the single-storey ķeyhun Villa built by 

B¿y¿kada in 1969 should be considered as an experiment against rigid disciplines..ò ķevki Vanlē, 

Mimariden Konuĸmak, vol.1, 220 

 
142 Maruf ¥nal, ñB¿y¿kada'da Bir Villaò. Arkitekt, no.378, (1970): 47-49. 

 
143 The swimming pool in the garden is not apparent on the original layout and ¥nalôs sketches.  
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on the outside. the ground floor  consists of two maidôs rooms, a laundry room, a 

toilet, a fuel depot and a utility room. 144   

 

 
 
Figure 27 Z¿beyr ķeyhun Villa in B¿y¿kada,1969 

Source: Maruf ¥nal, Courtesy of TMMOB archives 

 
 
Figure 28 ¥nalôs sketches of Z¿beyr ķeyhun Villa in B¿y¿kada,1965 

Source: Maruf ¥nal, Courtesy of TMMOB archives 

                                                 

144 Zeynep Ceylanlē, ñZ¿beyr ķeyhun Villasēò, DOCOMOMO_tr IX. T¿rkiye Mimarlēĵēnda 

Modernizmin Yerel A­ēlēmlarē Poster Sunuĸlarē, (Antalya, 2013), 69 
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Figure 29 Z¿beyr ķeyhun Villa in B¿y¿kada, view from the garden top, 2019 

Source: Authorôs archives 

 

Orhan ¢olak, son in-law of the deceased owner, Z¿beyr ķeyhun, states that they are 

a local family of the island; therefore, they have been residing at this house regularly 

since its construction with content.145 The original design qualities of the house are 

still well preserved without any significant alteration.  

                                                 

145 Interview with Orhan ¢olak, Tuĵba Tok, 7.06.2019, B¿y¿kada 
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Figure 30 The front fa­ade with angular balconies, 2019 

Source: Authorôs archives 

Figure 31 The glass walls of the ground floor, 2019 

Source: Authorôs archives 

 

       
 
Figure 32 Side fa­ade of the building with natural stone wall, 2019 

Source: Authorôs archives 

Figure 33 Front view of the villa in natural landscape, 2019 

Source: Authorôs archives 
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Figure 34 Architectural drawing and floor plan of Z¿beyr ķeyhun Villa, 1965 

Source: Maruf ¥nal, Courtesy of TMMOB  
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3.2.1.3. From Generic to Late Modernism in Apartment Blocks 

 

The ñapartmentò buildings of the post-war era in Turkey, demonstrate common 

characteristics in terms of their facade design, organization of interior space or 

construction materials. A typical multi-storey apartment building of the 1950s-60s 

period usually features large windows and rectangular masses, which do not display 

any sort ornament on the facades.146 The planning of spaces for common use of 

residents such as those in the ground level and the roof as daily resting areas or 

childrenôs playgrounds were widely seen in the apartment designs of especially in 

1950s.147  

 

Architects applied some modern features such as horizontal lines, flat roof, and 

pilotis, carved-out terraces or cantilevered masses on their designs thanks to the 

flexible design possibilities provided by reinforced concrete. Other common 

characteristics, which took the advantage of reinforced concrete frames, were fa­ade 

designs with wall-to-wall glazing, repetitive balconies, open staircases, and high 

ceilings.148 

 

In this part of the chapter, examples of Hatay and Veziroĵlu Apartments designed 

by ĶMA, the office of ¥nal and his colleagues, as well as those by ¥nal himself 

alone, will be examined. It is notable to point out the difference between the projects 

that he took the lead and the projects he participated as one of the design partners. 

His individual works reflect a more personal, independent approach. Ar Apartment 

stands out as a cooperative housing block, designed as a functional and modest 

                                                 

146 Meltem G¿rel, ñDefining and Living Out the Interior: the ñModernò Apartment and the ñUrbanò 

Housewife in Turkey during the 1950s and 1960sò, Gender, Place and Culture 16, no.6 (2009): 704 

 
147 Paker,  Uz, ñ50ôler Modernizmi Ķ­in Bir Okuma: ¢atēĸmalar ve Uzlaĸmalar Sahnesi 

OlarakñApartēmanò ñ, 100 

 
148 Bozdoĵan, Akcan. Modern Architectures in History: Turkey,  142 
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building which also include the first apartment flat ¥nal bought. On the other hand, 

Kaplancalē Apartment was a modern family apartment; however, it represents a 

multi-storey apartment building that facilitate the lifestyle of higher income group 

with spacious rooms. 

 

3.2.1.3.1. Hatay Apartment 

 

In 1955, Hatay Apartment was designed by ¥nal as a partner of ĶMA, and after the 

completion of its construction, ĶMAôs office was also relocated to this building. As 

mentioned in Chapter Two, Ķnĸaat ve Mimarlēk Atºlyesi-ĶMA (Construction and 

Architecture Atelier) was founded as Turkeyôs first multi-partnered architecture 

office in 1951 by Maruf ¥nal, Abdurrahman Hancē and Turgut Cansever. In 1953, 

S¿ha Toner and ķahap Aran also joined them. Later, S¿ha Toner and Maruf ¥nal 

remained as the only partners of ĶMA in 1958.149 After the departure of other 

partners, ¥nal operated the office individually until 1974.150 ¥nal explained the 

function of the collective team of ĶMA and other architectural offices as ña hidden 

forceò. According to him, if the rest of the others would have given the support to 

maintain a collective attitude, they would be successful.151 Apart from the ĶMA 

partners, Baysal- Birsel, Birol-G¿rel architectural offices and Architect Faruk 

Sērmalē were the anonymous design team for the competitions. Later, different 

artists, professionals or students started to participate in ñTuesday Meetingsò.152 

Ka­el states that it is important to understand the modernist corporate identity of 

ĶMA created by different partners with their own individual design approaches. The 

ñhidden forceò statement of ¥nal can be interpreted as the ñcollective activismò, 

                                                 

149 Maruf ¥nal , Maruf ¥nal: Hoca Mimar, interview  by Ela Ka­el and G¿ven ķener, 

Arredemanto, no. 8 (2008): 63 

 
150 ¥nal, Oda Tarihinden Portreler, Maruf ¥nal, 123 

 
151 Maruf ¥nal, interview by El© Ka­el, (December 2005) 

 
152 See Chapter 2, 2.2.2. Architectural Offices 
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which hints us that they were the closest team to be defined as ñavant-gardeò in 

Turkey at the time. However, in spite of the fact that the strong relationships 

between some of the team members and modern artists could be quite redeeming, 

in the face of the lack of a wider avant-garde circle in architecture, such 

collaborations could not lead to a common manifesto.153 Vanlē criticizes the 

architects of this era by saying that they accepted some kind of a ñperfect 

mediocrity154; however, it could also be argued that offices like ĶMA elevated the 

standards of this kind of ñmediocrityò in this period.155 

 

Located in Teĸvikiye, one of the wealthiest neighborhoods in the developing center 

of the Niĸantaĸē district in Ķstanbul, this building has six floors above the ground 

floor, and to be utilize as an office or a store, the semi-basement is located under the 

ground floor. Due to the high-density construction around the building, the 

modernist styling on the exterior remains rather simple compared to the other 

designs of ¥nal. This building still serves different functions such as housing, office 

space and store. The carved out spaces on the sides have been preserved; 

nonetheless, the window profiles have been replaced.156 The entrance door is located 

on the side fa­ade and emphasized with a metal name-plate designed with a graphic 

impact. The interior of the building contains a staircase in its core which was 

accentuated by horizontal window frames on the exterior.  

 

                                                 

153 Ka­el, ñFid¿syer: Bir Kolektif D¿ĸ¿nme Pratiĵiò, 7 

 
154 ķevki Vanlē, ñHiltonculukò, Kim, (1958): 21-22 

 
155 Ka­el, ñ¥nalôēn Evi: Saĵduyunun Sessiz Eleĸtirisiò, 66 

 
156 Arbil ¥tk¿n­, ñHatay Apartmanēò, docomomo: T¿rkiye Mimarlēĵēnda Modernizmin Yerel 

A­ēlēmlarē VI, (Eskiĸehir, 2010), 44 
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Figure 35 The front and side fa­ade of Hatay Apartment in Teĸvikiye, 2010 

Source: Arbil ¥tk¿n­, Ķstanbul Hatay Apartmanē, T¿rkiye Mimarlēĵēnda Modernizmin 

A­ēlēmlarē VI 

 

 
 

Figure 36 Modernist metal name plate of Hatay Apartment 

Source: Arbil ¥tk¿n­, 2010 
 

     
 

Figure 37 The horizontal windows and staircase inside of the building 

Source: Authorôs archives 
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Figure 38 Interior of the architectural                Figure 39 Interior of Abdurrahman 

office in the building,                                          Hancēôs apartment, 2008 

Source: Arbil ¥tk¿n­, 2010                                Source: A. Hancē, Buildings/ 

                                                                            Projects,1945-2000 

 

3.2.1.3.2. Veziroĵlu Apartment 

 

In Valikonaĵē Street in Niĸantaĸē, also one of the prestigious commercial streets, 

Veziroĵlu Apartment was built in 1956. This building also was designed as a 

residential unit except the store on the ground floor; however, the housing units are 

generally utilized as office spaces today. Built as an adjoining building, this floor 

has eight floors and each floor contains two apartment units.  The ribbon windows 

on the front fa­ade are aligned to windows on the adjacent building. The eave on 

the top floor also emphasizes the horizontal geometry on the fa­ade. However, the 

original window profiles are replaced with PVC ones. Apart from that, the first two 

floor serve as a coffee shop now; therefore, this part of the front fa­ade was 

dramatically transformed. The only flat remained as a housing unit in the building, 

which belonged to the recently deceased member of Veziroĵlu family, although 

being partly renovated still depicts a classic interior in contrast to the modern 

outlook of the exterior of the building. 157 Accessed via the entrance hall inside, each 

unit includes a bathroom, a kitchen, and a closed balcony on the back side, four 

bedrooms and one living room that has the view of the main street.  

                                                 

157 This decoration style inspired from late nineteenth century furniture was common in 1950sô 

modern apartments of wealthy families. 
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Figure 40 Veziroĵlu Apartment , Valikonaĵē Street, Niĸantaĸē , 2019 

Source: Authorôs archives 

 

 

 
 
Figure 41 Interior of a residential unit , 2019 

Source: Authorôs archives 
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Figure 42 Floor plan of a residential unit in Veziroĵlu Apartment 

Source: Courtesy of Ķstanbul ķiĸli Municipality 
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Figure 43 The back side of Veziroĵlu Apartment 

Source: Courtesy of Ķstanbul ķiĸli Municipality 
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3.2.1.3.3. Ar Apartment 

 

Ar Apartment was constructed as a cooperative housing project in Balmumcu, 

Beĸiktaĸ. The common features of contemporary modernist architecture such as the 

use of a functionalist approach, a simple and geometric style with unadorned 

facades and the reinforced concrete system of construction, are also found in Ar 

Apartment. The aim of the project was to execute an inexpensive and convenient 

construction within the world-wide principles of modern architecture. Therefore, 

with the aim to minimize the cost while being able to meet the humble needs of its 

users, this building was designed meticulously with a rationalist approach.158  

 

Serhat Baĸdoĵan, now residing in ¥nalôs flat in the building as a tenant of ¥nalôs 

family, states that when he realized this apartment was designed in late 1950s when 

he saw the original building plan. 159 ¥tk¿n­ analyzes the building in the context of 

Le Corbusierôs ñthree reminders to architectsò: mass, surface, and plan, with an 

addition of a fourth reminder as regulating lines.160 Furthermore, she evaluates the 

design of this apartment building as an extension of the rational and functionalist 

mindset based upon the principles of Le Corbusierôs ñfive points of new 

architectureò, i.e. pilotis, roof garden, free ground plan, horizontal windows, and the 

free fa­ade. 161  

                                                 

158 Arbil  ¥tk¿n­, ñLe Corbusierônin ñMimarlar i­in ¦­ Anēmsatmaòsē ve Maruf ¥nalôēn Ar 

Apartmanēò, Mimarlēk, no.376. (2014). 

 
159 Serhat Baĸdoĵan, interview with by Tuĵba Tok, July 2019, Ķstanbul. 

This delay could be a result of the unwilling participation and critisicm from other architects and 

engineers among cooperative members beside the economic difficulties as ¥nal stated in Maruf 

¥nal, Oda Tarihinden Portreler: Maruf ¥nal, 104 

 
160Jeanneret Le Corbusier, Towards a New Architecture (New York: Dover Publications Inc., 

1985), 17-18. This book was first published in 1927, then translated in English from French by 

John Rodker in 1931 

 
161 Jeanneret Le Corbusier, ñYeni Bir Mimarlēĵa Doĵru Beĸ Noktaò,  in 20. Y¿zyēl Mimarisinde 

Program ve Manifestolar, ed. Ulrich Conrads, trans. Dr. Sevin­ Yavuz, (Ankara: ķevki Vanlē 

Mimarlēk Vakfē Yayēnlarē, 1991) ,83-84   
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Figure 44 Ar Apartment, Balmumcu, Beĸiktaĸ, 2019 

Source:Authorôs archives 

 

 
 
Figure 45 The side fa­ade of Ar Apartment, 2019 

Source:Authorôs archives 
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This four-storey structure consists of a symmetrical and linear assembly of two 

blocks, which have two flats on the both sides of the building core. The front fa­ade 

is elevated above columns while the extraction of the ground floor provides a large 

entrance terrace. Designed as a front yard in the original design, today this terrace 

serves as parking lot.162 On the fa­ades, the back and front surfaces of the building 

reflect the inner structural system. The organization of the flatôs layout centers on 

the living and dining room that has two walls with wall-to-wall windows. The 

ground floor also functions as a common space for residents with mailboxes and the 

reception counter. The storage rooms reserved for each flat are also located in the 

ground floor. The circular stair connects the floors and provides a decorative quality 

along with the glass wall of the entrance that creates a continuous perception 

between the exterior and the interior space. Moreover, another decorative element, 

the nameplate on the side of the building, conveys a graphic impression.163  

 

 
 

Figure 46 The metal nameplate on Ar Apartment, 2019 

Source: Authorôs archives 

 

                                                 

162 Arbil  ¥tk¿n­, ñLe Corbusierônin ñMimarlar i­in ¦­ Anēmsatmaòsē ve Maruf ¥nalôēn Ar 

Apartmanēò, 68 

 
163 ¥tk¿n­, 71 



80 

 

Despite being constructed as a residential building originally, today most of the flats 

are repurposed as office spaces in line with the change of the character of its urban 

context.164 The housing unit consisted of two bedrooms, a dressing room, two 

balconies, one small kitchen area, a bathroom, and living space includes dining and 

sitting area due to its open floor plan.  Baĸdoĵan expressed that he preferred to 

decorate the house according to its original layout.  He also kept the original 

nameplate written Prof. Maruf ¥nal on the wooden entrance door. The new furniture 

portraying mid-century style of the dining space and living room were placed 

accordingly to minimize the transformation of the genuine decoration of the house.  

 

Baĸdoĵan, now an Associate Professor at Yēldēz Technical University Faculty of 

Architecture, was a Research Assistant while he met ¥nal via other professors at 

YTU and he was the one who collected most of the documents belonged to ¥nal 

upon his death. Later, ¥nalôs family offered to rent this flat to him. According to 

his statement, that there had not been a separating wall between the living room and 

the bedroom, and also the bathroom area next to it. However, a plaster wall was 

added behind the bookcase in the living room later due to ¥nalôs daughtersô 

concerns about their privacy. Another transformation made by his daughters was 

the closing of the balcony at the back, which is used as a study by Baĸdoĵan now.165 

He also stated that there was a common space in the terrace floor in original layout; 

however, this space was later converted by the flat owners. The service door in the 

kitchen, which was a common feature of the apartments in this period, was also 

canceled before Baĸdoĵan before he moved into this house.166 

                                                 

164 ¥tk¿n­, 68 

 
165 Serhat Baĸdoĵan, interview by Tuĵba Tok, July 2019, Ķstanbul 

 
166 The utilization of a service door in a modest, cooperative apartment without a maidôs room in 

housing unit made question its function. Baĸdoĵan stated that, ¥nal and his colleagues had a different 

understanding of comfort without luxury. Once they stated that ñThe man of the house cannot enter 

the flat from the same door where the trash has been taken out.ò  For instance, there is no cloakroom 

in the house to maintain the open space; however, ¥nal designed custom storage units in dressing 

room to seperate his shoes and clothes properly. 
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According to ¥tk¿n­, the reason why this building has reached today without any 

deterioration is related to the fact that the building has been used efficiently mostly 

by the owners of the property. During that period, Barbaros Avenue in Beĸiktaĸ, 

where the building is located, was newly opened; however, this area has turned into 

a ñprestigious siteò of the city. Besides, Maruf ¥nal and Radi Birolôs long-term stay 

in the building for residential and professional purposes has probably helped the 

conservation of this apartment. Architect Radi Birol had along lasting relationship 

with ¥nal as a colleague and a friend, had also his own flat downstairs of ¥nalôs in 

Ar Apartment.167 The original layout in addition to flooring, built-in lighting units 

and furniture, wooden doors and window profiles were preserved in his flat. (Figure 

54)  

 

 

 

 

 

 

 

 

 

 

 

                                                 

167 Radi Birol, ñ60 Yēllēk Deĵerli ve Sevgili Maruf Aĵabeyimò, November 19, 2005, Ķstanbul 

accessed from https://www.mimarist.org/calisma_raporlari/aramizdanayrilanlar.pdf 

 

https://www.mimarist.org/calisma_raporlari/aramizdanayrilanlar.pdf
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Figure 47 Front corner view of Ar Apartment, 2019 

Source: Authorôs archives 

 

 
 

Figure 48 Renovated terrace floor and the back fa­ade of the building, 2019 

Source: Authorôs archives 
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Figure 49 Entrance area                        Figure 50 Staircases inside the building 

Source: Authorôs archives                        Source: Authorôs archives 

 

 
 
Figure 51 The entrance hall and the reception area 

Source: Authorôs archives 
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Figure 52 Interior of Baĸdoĵanôs flat, 2019 

Source: Authorôs archives 

 

 
 

Figure 53 Prof. Maruf ¥nalôs on the doorbell, 2019 

Source: Authorôs archives 
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Figure 54 Interior of the non-renovated flat of Radi Birol, 2011 

Source: Arkan Birol, in Arbil ¥tk¿n­, 2014, p.70 

 

 
 
Figure 55 Diagram of the floor plan with furnishing by Radi Birol, 2010 

Source: Radi Birol in Arbil ¥tk¿n­, (2014): 71 

 

  






























































































































































