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Ahmet Gillgonen 
Ahmet Ciilgonell, born in Ankam, Turkey in 
1940, graduated in architecture Jrom the Middle 
East Technical University, He obtained a Mas
ters degree Jrom the University of Pmnsylvania 
in 1964, During his stay in the US he worked 
as a designer in the office of Louis Kahil, 
pmtidpating in such projects as the Indian Insti
tute of Management in Ahmedabad and the 
National Assembly buildings in Dacca, Bang
ladesh, 

On returning to Turkey, Culgonen was 
chairman of the architecture Jaculty at 
ME T U in 1968 and 1969, He won first 
prize in a competition Jar the Callipoli Memorial 

MlMAR: You have had an international ' 
background and training, first in Turkey, 
and then with the renowned architect Louis 
Kahn in the US, and now in France, Can 
you recount a bit of it for us? 
Giilgonen: I was born in Ankara, but my 
parents were very cosmopolitan: my 
mother was born in Crete and my father in 
Yugoslavia, People moved about with a 
great deal more freedom in those days, My 
grandfather was an Ottoman architect, or 
rather a mirnar, who built in Cairo, Athens, 
Istanbul and on the island of Crete, 
MlMAR: What have been the phases of 
development from the status of mimar to 
that of architect over the last century in 
countries like Turkey? 
Giilgonen: First of all, to be a mimar 
signified a certain level of knowledge in 
terms of construction. For example, my 
grandfather was self-educated, and began 
his apprenticeship in woodworking, Then 
he had his own workshop, and only at that 
point did he begin to conceive works on his 
own, The same was true of my great uncle, 
who was a calligrapher and ultimately de
signed inscriptions for mosques, 
MlMAR: How did someone advance from 
carpentry to a knowledge of masonry, for 
instance, and the other related trades? 
Giilgonen: On the building site itself And 
this brings to mind an interesting phe
nomenon. Builders such as my grandfather 
were very mobile, very international, two 
generations ago, A marvellously rich cultu
ral exchange was possible and existed in 
those days, Since then there has been a 
distinct movement towards closing bor
ders, contemporary with the end of World 
War I, of the Ottoman Empire and the rise 
of nationalistic movements, 
MlMAR: What has been the result? 
Giilgonen: First of all, professional builders 
of this type lost much of their international 
character and hence the rich possibilities for 
cultural exchange of the highest ordeL 
Second, we have evolved inevitably, and 
understandably, towards a situation where 
professionals are trained in schools and few
er and fewer come up through the building 
trades, Controls by national governments 
have added to this tendency, The resultant 
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Park and Museum (1969) in Turkey shown ill 
this issue, and wall second prize in the 1972 
illternational competition Jar the centre Pompidou 
in Paris, France, Since moving to France, where 
he man'ied and practices as well as teaches at the 
Ecole des Beaux Arts, Ahmet Culgonm con
tinues to have a Joot in both Eastern and Western 
culture. interviewed by Mimar's Brian Taylor ill 
the garden oj his atelier, the architect chose to 

Jocus on his expe/1mces as an architect in a 
cross-cultural context between the Orient and the 
West, and especially the impact of working with 
the late Louis Kahn , 

architect tends to become sedentary, in one 
city or anotheL 
MlMAR: So architectural education had to 
be invented at the time of the founding of 
the Turkish Republic? 
Giilgonen: In Turkey there were good 
schools already; in fact, there have always 
been two traditions: that of the Fine Arts 
Academy and that of technical universities 
teaching architecture, The former tradition 
is influenced by the French Ecole des Beaux 
Arts, and the latter is German-influenced, 
MlMAR: It was essentially then a 
bourgeois education, There weren't any 
mimm' who enrolled? 
Giilgonen: No, That is correcL A certain 
class distinction existed. Students went to 
the university between the ages of 18 and 24 
years old and then were expected to practise 
architecture, as it is now, We are intellectual 
architects, today, rather than those who first 
learn through actual construction practices 
how buildings came into existence, 
MlMAR: How do you explain Turkey's 
attraction for many architects of the Euro
pean avant-garde in the 1930's and '40's? 
Giilgonen: The emergence of Ataturk was 
a great event; the revolution he brought 
about after the fall of the Ottoman Empire 
fascinated people, Also, during the '30's, 
when there was repression against the Jews 
in Europe, the new republic opened its 
doors, Anti-semitism did not prevail, and a 
great many learned men came to teach, 

Also, there was a real opportunity to 
build at the time the Ataturk regime was 
established, There was a great impetus for 
creating a new culture - obviously with a 



number of ruptures and some continuities. 
But it was a moment of opening up when 
renowned masters of modem European 
architecture participated in the Turkish ex
perience: Paul Bonatz, Mallet-Stevens, Bru
no Taut, Auguste Perret. There was 
tremendous intellectual exchange. 
MIMAR: How did you personally experi
ence the influence of the Western modem 
movement in architecture, aside from 
attending school as a child in a building 
designed by Taut? 
Giilgonen: The fact that we lived in Ank
ara, which is essentially a new city but 
where there also exists a kind of duality, a 

"Each time I have a 
project, I ask myself how I 
can touch practically 
nothing and still achieve 
what is desired .. . " 

confrontation between the new and the old 
town, was significant for me. I was always 
intrigued as a child by the ancient neigh
bourhoods. This duality was everpresent 
for us ... even in Istanbul, the old wooden 
houses near our house had the same impact. 
MIMAR: Do you mean to say there was 
always a sense of duality between the 
Orient and the Modem, emanating from 
the West? 
Giilgonen: I would say yes. 
MIMAR: And you feel you personally 
benefitted from this? 
Giilgonen: Absolutely. 
MIMAR: You didn't experience a kind of 
schizophrenia, the way some have, not 
knowing whether to identify with tradi
tions from the Orient or with modem 
Western culture? 
Giilgonen: I can say that the dominant 
theme has been Orient, in spite of the 
buildings by Taut, Bonatz and others. All 
the essential values we inherited as children 
were from Oriental culture. For example, 
our sense offamily, of human relationships, 
of our relationship to material objects. Let's 
say, our relation to religion, or rather the 
relationship of self to the Universe, is deeply 
rooted in Oriental, Islamic concepts -
whether or not we received formal religious 
training. So while we were exposed to the 
Western languages and culture - German 
in my family - from a very young age, we 
were imbued with a systel11 of values from 
the East. 
MIMAR: How did you react to your 
contact with the architect Louis Kahn, with 
whom you worked as well as studied? You 
were still quite young, only 22 years old, 
when you started ... 
Giilgonen: First of all there was my educa
tion at the Middle East Technical Universi
ty in Ankara, which was an extraordinary 

period for me. The faculty there at the time 
was a marvellous example of international 
participation. Founded originally by the 
League of Nations with he1p from the 
University of Pennsylvania, the METU 
architecture school had a long tradition of 
professors who came from all over the 
world to teach. There was a real cultural 
confrontation. I was especially sensitive, for 
example, to professors from Finland, such 
as KeiKonen who was one of Aalto's assis
tants, and whose architectural approach 
emphasised local materials and vernacular 
building traditions. 
MIMAR: Were there other affinities, be
sides the linguistic one, between the Finnish 
and the Turkish experience, for example, in 
industrialisation and the progressive mod
emisation of building techniques? 
Giilgonen: Of course, this played a strong 
role in our dialogue. The sensitivity to 
architecture of wood was encouraged by 
this contact ... There was another professor 
whom I had in my second year, William 
Cox, who was an assistant to Louis Kahn in 
Pennsylvania and who began to talk to us 
about "served" and "servant" spaces. 
Already I began to understand that space 
and structure must correspond in a signifi
cant manner. 
MIMAR: We spoke of architecture earlier 
in terms of Oriental value systems. To what 
extent did Louis Kahn's return to a classical 
purity of geometric forms in his architectu
ral vocabulary of the 1950's and 60's pro
voke a response in you? 
Giilgonen: Kahn was rather revolutionary 
in the context of modem architecture, in the 
sense that he created a rupture with the 
International Style as practised in the United 
States, by Gropius and his disciples. Kahn 
refused this trend, because he was pro
foundly concerned by questions of space 
and the elements that constitute space: 
geometry, light, structure. After the un
differentiated spaces, the so-called con
tinuum of space, of the International "Styl
ists", the great contribution of Kahn was his 
emphasis on "crystallised" spaces, the no
tion of particularised places, rooms. He 
spoke of the city as a "treasure of rooms". 
In this sense Kahn established a continuity 
with History. Clearly, for someone like me 
who adored Ottoman architecture, I found 
a greater continuity between his ideas and 
Ottoman architecture than between the In
ternational Style conceptions and Ottoman 
architecture. And I had the good fortune of 
being with Kahn and working with him 
precisely at the moment he began to articu
late these ideas. He would arrive at the 
office in the evening towards 9.00 p.m., but 
would really get down to design around 
11.00 p.m. or midnight. We worked and 
discussed at night. 
MIMAR: You worked on the New Capit
al complex at Dacca (Bangladesh) while in 
Kahn's office. How do you feel about his 
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choice of materials, exposed concrete and 
brick, in a country as humid as Bangladesh? 
Giilgonen: Kahn worked with composite 
systems, brick and concrete, concrete and 
marble. The contrast in materials and in 
terms of scale, between the National 
Assembly and the residential hostels, ex
presses the dual functions incorporated in 
the complex: institutional and human func
tions. Concrete, like brick, can be treated 
against humidity. That's not a difficult 
problem. 
MIMAR: There are Kahn's dettactors who 
say he was an inspiring teacher but a poor 
designer. How do you feel? 
Giilgonen: I think Louis Kahn was truly 
prophetic as a creator. I am very interested in 
his architectural language. Each of his build
ings expresses a search for significant ele
ments. I think in the years to come, people 
will try to re-invent Kahn. This is clear 
already in France, with interminable discus
sions about the importance of a "double 
skin" in buildings, of using the thickness of 
walls to create space of geometry ... All the 
notions linked to concepts of space articu
lated by Kahn were prophetic of concerns 
that are now taking hold. 
MIMAR: Would you describe the space of 
your monument at Gallipoli? 
Giilgonen: I want to state one thing con
cerning my personal attitude on returning 
to Turkey, because it was the first thing I 
built after leaving Kahn's office: I purposely 

"The architect must be 
dedicated to his art ... His 
mission is really a spiritual 
one -like that of a 
novelist or a poet ... " 

wanted to begin again architecturally from 
zero when I returned in 1965. I did not want 
to slip into the trap of imitating Kahn's 
formal vocabulary. I went to Gallipoli and 
did my best really to glean a sense of the 
site. It's full of history, from Homer to the 
present. Each time I have a project, any 
project, I ask myself how I can touch 
practically nothing and still achieve what is 
desired, what is required. How to do "prac
tically nothing" to disturb whatever is 
already there? 
MIMAR: But these enormous forms in the 
landscape, these 'totems' almost, ·are hardly 
what one would call "practically nothing" 
Giilgonen: There are several aspects. One 
is a problem of form. The slight curvature 
of these forms is important, if the curve 
were not there, in my estimation would be 
nothing architecturally-speaking. These de
pend upon the angle of vision. I wanted to 
convey a message. Had I wanted to, I could 
have created something totally transparent 
and been respectful of the site. Still, one had 



to be didactic. Other cemeteries exist near
by, British, French, New Zealand, with 
their crosses, which are symbols of a par
ticular kind. I preferred to write, to inscribe 
on these walls, what had happened at Galli
poli. Therefore, the curvature lends itself to 
entedng an enclosed space, to reading the 
message that is inscribed, and to a sense of 
leaving the space. 

In a way, I consider my statement anti
monumental. There is no platform. I left 
the trenches on the site untouched. There is 
only the wind that speaks as it passes 
around these objects erected in space. 

"To design and build 
housing very fast is 
regrettable, since the 
architect must understand 
the social, climatic and 
physical context of a 

. " proJect ... 

In nearly all my projects there is a kind 
of minimal complexity in what is stated, 
only the simple raison d'etre of things. This is 
a philosophical attitude. When one consid
ers the precise context in which one con
structs, the same solution could not be built 
anywhere else. On the other hand, there is 
an architectural language, geometry, which 
can be relevant in other circumstances. 
MIMAR: What kinds of problems do you 
feel must be faced and resolved in building 
in the developing world? 
Giilgonen: One thing I insist upon is that a 
building must be well constructed, well 
executed. If we use air-conditioning, for 
example, which is a fact of our times, then 
we have to master its installation so that it 
will function properly. Too often in the 
Third World, we do not master the ele
ments of a situation when creating. 
Architects should work with top-rate en
gineers - it's a matter of attaining absolute
ly essential collaboration. Too often West
ern architects designing for non-Western 
societies have a separate group of 'concep
tualisers ', and another of technicians. The 
two rarely meet. This divorce between 
design and engineering, i.e. construction, is 
the bane of architecture in developing coun
tries. The architect must remain the chief 
person responsible for a building from be
ginning to end. No more of this taking the 
designs on paper away from him and giv
ing it to someone else to execute. 

For architecture to improve in these 
countries, clients must no longer be able to 
buy the plans and exclude the architect from 
exercising his responsibility of overseeing 
the completion of the work. 
MIMAR: How can the architect avoid 
such situations? 

Giilgonen: To begin with, he must refuse 
to play the game by such rules. Today, the 
architect acquiesces to this situation because 
he is, in fact, poorly trained. He doesn't 
know how to resolve details. It is clearly 
also a problem of education. How can you 
expect an architect to carry through with his 
moral responsibility to supervise execution 
if he doesn't understand the techniques 
employed? Hence, the client feels justified in 
giving the execution to someone else. 
MIMAR: How would you describe the 
profession today? 
Giilgonen: The key is to define an architect 
as a professional who creates spaces with a 
technical competence. 
MIMAR: What direction do you think 
architectural teaching should take in the 
developing countries? 
Giilgonen: There is an enormous human 
potential in the Third World. There are 
excellent students, even brilliant students, in 
the several architectural schools I have 
known in the Third World. On the one 
hand, they must be taught very down-to
earth things, such as materials and how 
these are put together; on the other hand, 
they must be taught History. The two are 
absolutely essential kinds of knowledge. By 
history, I mean the history of construction, 
the history of civilisations, etc. 

Another thing must be recognised. The 
formation of architects is very long, very 
slow. You don't become an architect after 
only five years of study. You need experi
ence; you need to travel, to see, to build, to 
be with people who place their trust in you. 
In my own case, I feel that it is only right 
now (at age 42) that I am beginning to really 
exercise my profession. It's only the begin
ning. There are no "bom geniuses" in 
architecture. 

............ _ ..... , 
r·_ ·.... '. 
f 
\ 

"' /".,....,J BULGARIA 
\ 
\ 
\ 

~/\~ ___ -'-\.-. - .---;:r/ 

But one should not feel lost during this 
long period of "apprenticeship", if! can call 
it that. It's a long marathon . .. 

The architect must be dedicated to his 
art, with a sense of financial realities, but his 
mission is really a spiritual one - like that 
of a novelist or a poet. This is his essential 
commitment. The difference is that the 
architect has a financial responsibility. 

Architecture is a complex profession, 
with financial aspects to it but those are not 
the principal concern. Speculation in what
ever form is the energy of architecture. Be 
it land speculation, or another form, which 
consists in building very very quickly .. . and 
this is always regrettable. As architects we 
have moral obligations. In that context, I 
have always avoided the "business" side of 
the profession, aI).d ultimately I left Turkey 
in order to avoid this pressure. 

Architecture requires a period of matur
ing during the design phase. To design and 
build housing very fast is regrettable, since 
the architect must understand the social, 
climatic, and physical context of a project: 
economic context as well. He must be 
realistic. 

Architecture is a religious act. It is a 
philosophical act. Everything we do is part 
of our system of values. When we put one 
kind of material neXt to another we are 
expressing our values. For example, in the 
marvelous religious buildings of Islam, 
there is a simplicity and a clarity which 
fascinates me. It is in this clarity of choice, 
of decision, of space, and in the unity of 
these that I see the highest expression of 
architecture. 

Location map on Ahmet Giilgonen's projects featured 
on pages 65, 72, 74, 76. 
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Alunet Giilgonen 

Giilgonen House, Istanbul, Turkey 
(1981) 

This house, built in 1981 on the Anatolian 
side of the Bosphoros, occupies an extraor
dinary site: it is situated on a steep slope 
overlooking the water, with a forest behind 
it. 

The programme for the house included 
two apartments, one larger and one smaller 
unit. However, the means for separating 
one from the other are such that rooms may 
be temporarily attached to an apartment as 
use dictates. The arrangement of the two 
apartments under the same roof, giving the 
image of a large house derives from the fact 
that the two units were originally designed 
for two branches of the same, extended 
family. Therefore a unified whole is ex
pressed rather than an attempt at diversity. 

Organisation of the interior spaces has 
consciously benefitted from the slope of the 
site, by providing the entrance to the smal
ler apartment on the lowest of three levels. 
It is then connected to two other rooms on 
the second and third levels. The entrance to 
the main house is located on the second 
level. Here the central space with the living 
and dining rooms form a spatial continuum 
in which each of the two functions is 
articulated. 

The living room is two storeys high, 
offering views to the sky and the surround
ing landscape while entertaining a visual 
relationship with the upper living room. At 
the third floor level are the bedrooms and 
balconies. 

The main spaces of the second floor, 
along the principal axis of the house, are 
truly open to the surrounding environment. 
This transparency sought by the designer 
emphasises that the house can share the 
unique dual qualities of Bosphoros and 
forest from its location. Such a solution .also 
makes the dimensions of the house seem 
more spacious, opening to nature visually 
but also climatically: an agreeable cross 
ventilation is obtainable in summer. 

In plan, this house takes its inspiration 
from historical examples of 19th century 
house-types found along the Bosphoros. 
The architect did not search for artificial 
similarities, decorative or otherwise, with 
old Turkish dwellings. Rather the links 
with the past are conceptual, in terms of 
spatial organisation: the central plan is typic
al of many Turkish houses, particularly 
those which Professor Sedad EIdem has 
characterised as the "inner hall" type, with 
an axial disposition of common spaces. 

An important characteristic of this house 
is its three-dimensionality. The plan is 
transformed as one passes from one level to 
the next: at the lower level, the plan is 
cruciform, being transformed successively 
into a square and then an octagon, with a 
system of bow windows, at the upper level. 
This kind of transformation of plans and the 

Gillgonen House, Istanbul 
use of bow windows are typical of Turkish 
domestic architecture. The conception of 
spaces is thus intimately related to the 
geometry in this particular dwelling, where 
the plan of each floor is generated from the 
central space. An overall unity is created 
among smaller articulated spaces, or indi
vidual rooms and common spaces, because 
of this relationship space-geometry. 

The development of articulated spaces 
around a central space has been a recurrent 
theme in earlier work by this architect. In 
each instance, however, the context and 
function of the building has brought about 
different meanings for the central space. A 
certain dialectical relationship evolved be
tween inner hall and peripheral spaces. In 
this recent house, the inner hall is the 
generating element for the spaces that sur
round it, while symbolically expressing the 

65 

mnmacy and unity of family life. (The 
corollary is, of course, the various rooms 
for individual activity.) 

This recent variation on a conceptUal 
theme ought to be compared with the 
school designed and built with the aid of 
M . E. T. U. stUdents in the village of Nigde 
(Cappadocchia, central Anatolia) where the 
central space is essentially a distribution 
space for the classrooms. Its relative auto
nomy, as a multi-functional space with res
pect to the classrooms, is expressed by its 
skylight, under which children meet, play 
and pass back and forth between interior 
and exterior. Still another example but of a 
different sort altogether is the museum at 
Gallipoli which has an open interior court-

Below: South focade. Irregular volumetry reflects 
transition from square to octagonal plan. 
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yard, surrounded by a series of exhibition 
spaces. (These have a linear continuity also.) 
This courtyard serves as a transition space 
between inner spaces and the outside. It 
expresses the contrast between the vastness 
of the landscape and the perfectly dimen
sioned space of the museum. 

These examples demonstrate how a par
ticular conception of space and one of its 
elements - the central space - can be used 
in different building-types today. This no
tion, deeply-rooted in history, responds to 
spiritual needs, both individual and collec
tive, that seek expression visually and spa
tially in centrally-oriented realms. 

Left: Plans ofjirst, second and thirdfloors. Smallerjirst 
floor apartment has cruciform plan with squaI'e central 
hall, alld stairs to second:floor room. Entrarlce to main 
house is on second level. Cerltral square space comirlHes 
through two floors. Overall shape of the volume 
becomes an octagon at UpPfl' level. 
Top: Axorwmetric drawing depictillg central hall, 
pel'ipheml rooms and telraces. 
Below: Typical 19th centulY Turkish house plarl 
which inspired the Gulgonen residence. Pamllels are 
with the central hall plan, symmetrical stairs, mid bow 
wirldows. 
Right: Southwest facade, with entrance to lower 
apartment. Stairs lead to garden behi/ld the house. 
Overleaf View ji-Oln third floor down into main 
living room. 
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Left: Double height space with bow wil/dow al1d 
alcoves, arid view 01110 the Bosphoros. 
Top: Mail1 elllly, looking thl'Ough dil1inR /'OOIn to 
livillg /'001'11. Cardm behil1d the house is ref/ected ill 
windows. 
Above: Detail of double-height space with old balus
trade recovered ji'Otn a traditional house. Tenaee is at 
upper fiji. 
RIght: Carden with arlfiq,.,e foul1tain behilld the house. 
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Alunet Giilgonen 

Primary School, Alanya, Turkey (1967) 

Design of the school began as a voluntary 
basis while Gillgonen was spending a sum
mer vacation in the village after his second 
year at the Middle-East Technical Universi
ty (M.E. T. u.) . Taking several years to 
complete (in 1967), the new facilities 
allowed local children to attend class in their 
own village rather than travelling far away 
to a regional school. Using the sloping site 
to advantage, each classroom is distinctly set 
apart from others, giving each age group a 
sense of independence. Moreover, there is 
no one door as such to the complex, and the 
walls and piers create open spaces for play 
.. . and children do come to play even on 
Sundays. 

Right: The school is sited on a slope which allows the 
classrooms to be set apart from each other. 
Below: The complex, with several doors to the distinct 
classrooms, gives each age group a sense of independ
ence. 
Far right, below: The walls and piers create open spaces 
for play. 

Primary School, Alanya 
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Alunet Giilgonen 

Village School, Nigde, Turkey (1968) 

This building was designed and constructed 
in 1968 as part of a summer programme for 
students in architecture at the Middle East 
Technical University (M.E.T.U.) during 
which they actuilly built a structure in eight 
weeks that was then given to the 'adopted' 
client. 

The solution to the programme here 
was a very clear and simple one: a rural 
secondary school which has only three 
classes, each requiring a degree of auton
omy. Harsh winters make a common entry 

Village School, Nigde 
space necessary. A teachers ' room was also 
desirable. The architect had no intention of 
doing something 'original' for the school 
design, but only sought to respond to the 
givens of the situation. 

Students and their professor collected, 
cut, and assembled the stone with the aid of 
only two masons. However, the local en
thusiasm which they stimulated - for not 
every village has a secondary school - was 
reflected by the fact that once the project 
was mentioned in a local cafe, thirty inhabi
tants turned up to execute the foundation in 
a single day. From then on the school 
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design was re-shaped to meet existing con
ditions: windows were redesigned accord
ing to the possibilities offered by the local 
store, and metal frames adopted because a 
local workshop already existed nearby and 
it offered a more suitable product than 
wooden frames. Whatever decoration there 
is in the building is simply an expression of 
detailing the joints of wood, stone, and 
metal. Although not completed in the illot
ted time, the architect's personal commit
ment saw the structure through to comple
tion. 

Top: Main mtl'arlce to the school 
Lift: Exterior view of a classroom shows the use of 
two kinds of lora I stOlle. The window shape allowed 
the students to constlt/a them withOHt the use of lintels. 
Above: The tria/"lgulm" metal skylight over the central 
space. 



Top, cel/tre al/d above: The photographs show canjid 
attel/tion to detail ill cOlnbil/ing stone, wood and steel. 
Top, timber ro~f mISS wall SUpp0l1; centre, Inetal seen 

ji'olll the imide; alld bortOIlI, roof beams in the skylight. 
R(Rht: ISOInetric views if central area alld sUiTolmding 
classl'Ooms. 
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Jlhr.net(;ulgonen 

(]allipoli Memorial Park and Musewn, 
(]allipoli, Turkey (1969) 

The Gallipoli Memorial Park and Museum 
was designed by Ahmet Giilgonen when he 
returned to Turkey from the u.s. The 
slight curvature of the enormous forms was 
designed by Giilgonen to convey a mes
sage. Unlike the symbolic crosses of the 
cemeteries of the British, French and New 
Zealanders nearby, the inscription on the 
walls is a didactic statement of what hap-

Memorial Park, Gallipoli 

pened at Gallipoli. 
The curvature lends itself to entering an 

enclosed space, to reading the message that 
is inscribed, and to a sense of leaving the 
space. There is no platform and the trenches 
on the site are left untouched, to give, what 
Giilgonen considers an anti-monumental 
statement. 

"There is only the wind that speaks as it 
passes around these objects erected in 
space," says Giilgonen. 
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Above: The monumental slabs are a sombre reminder 
of the battle. 
Right: The inscriptions on the curvature tell a story of 
the battle. 
Photographs: Tevjik Akpinar. 
Far right: Architect's drawiNgs of the project. 
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View from afor of the Gal/ipoli Memorial ifl the valley. 
Photogmph: Tev.fik Akpinar. 
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Alunet Giilgonen 

1971 International Competition for 
Plateau Beaubourg, Paris, 
France. (With K. Aran, S. 
Onur, M. Demiray) 

A large programme containing a 
public library, National Art 
Museum, Industrial Design Gal
leries, Multi-use halls and res
taurant, for a building in the heart 
of Paris. This project, which 
obtained a second prize, uses 
dramatic leaf-like, or umbrella 
forms rising 30 metres to support 
floors and enclosing glazed sur
faces. Most activities would be 
visible from the outside. 

1976 Competition, Mosque and 
Islamic Cultural Centre, 
Rome 

This was a preliminary design. At 
this stage what we searched for 
was a spatial order for the com
plex, characterised by the pre
dominance of the Mosque over 
the diversiry of elements of the 
cultural centre within a total uni
ry. We wanted each element to 
find its place and proper character 
as a part of the whole. The di
versity within unity is achieved 
by the use of pure geometric 
forms with all their power and 
elegance. The idea was to give the 
greatest possible qualiry within 
the limitations of the site and 
regulations, and to state this in the 
clearest way. 

We developed a vocabulary of 
shells with different dimensions, 
for the structure as for example, 
the shell of the Mosque. A 
structural and formal uniry was 
achieved by their variety. The 
quality of lighting was integrated 
with the potential of this structu
ral choice. The arcades were also 
made of shell elements, which 
were supported by concrete piers 
at a distance of twenry-five 
metres. The columns which de
fine the space of arcades on two 
sides were structurally indepen
dent prefabricated elements. 

The shell of the Mosque rests 
on an octagonal base which is 
integrated into the square base 
formed by the great curbed 
beams. 

Other building designs 
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1977 

1980 

Competition, National 
Library, Teheran 

The problem of bioclimatic 
adaptation is one of the main 
factors of the design. We looked 
for a 'double-skin,' which corres
ponded to the quality of the ex
terior and the interior but particu
larly duality of urban outdoor 
spaces and the inside work spaces 
of the library. 

The double arcades proposed 
here serve as a transition space 
between the climate of the ex
terior and interior. The fact that 
the elevations step forward also 
provided for the installation of a 
screening system against sunlight. 

The presence of inner cour
tyards helped to cre~te zones with 
different micro-climates which 
will make the places of quality. 
These inner courtyards were con
nected with "the inner galleries. 

The main urban criteria in 
adaptation to the site was to save 
the view to the North from the 
Shah and the Nation Squares. 

Project for Mosque and 
Islamic Centre, Madrid 

Our main concern in this project 
was the spirit of Islamic Spanish 
architecture, expressed through 
the materials and technology of 
our time. Instead of defining 
different kinds of spaces and 
forms for different functions we 
proposed an envelope with 
spaces that could be appropriated 
by the building's users as need 
required. The structural choice 
and the geometrical configura
tions of the roof makes adapta
tion to future change possible. 

1982 Labour Union Hall, Le Mans, 
France. 

This objective was achieved on 
one hand with a building which 
respected the profile of the site, 
and on the other hand by the 
form of the public library which 
stepped backward. Because of the 
fact that the Pahlavi National Lib
rary was to be an institution of 
great importance, its urban scale 
was enforced by the penetration 
of urban spaces in the building. 
This urban character is a typical 
Iranian quality, and its manifesta
tion was reflected here in the 
arcades, the system of inner cour
tyards and the system of signs. 

The elements of the programme 
which especially need silence are 
placed in the centre, or oriehted 
towards the central courtyard. 
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