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Bekta§ Participatory Architectural 
Workshop, Turkey 
The Bekta~ Participatory Architectural Work
shop (Bekta~ Ozyonetim Mimarlik hligi) in 
Turkey grew out of architect Cengis Bekta~' 
belief that architectural design must b~ based on 
teamwork and that a film can collectively de
sign and manage architectural projects. The 
gelm if this idea was planted some twenty 
years ago after Bekta~' experience with several 
ways if organising work, and his ideas crystal
lised in a book of "regulations" of a selfmanag
ing or participatory system. 

In 1978, in conjunction with a number of 
younger architects who had worked with him, 
Bekta~ established this Workshop in Istanbul. 
The members of the Workshop have changed 
over the years (some if them returning a cou
ple of years later) but several have been with 
him since the beginning. The cohesiveness of 
the group is interesting; at times disturbing and 
at others very exciting. 

On three different occasions in 1982 and 
1983 MIMAR's Hasan-Uddin Khan spent 
days with Bekta~ and other members of the 
Workshop reviewing and discussing their pro
jects and eventually in selecting a representa
tive selection of works for publication. 

MIMAR: You are well known in Turkey 
not only for your architecture but also for 
your approach to design, your research 
mto your country's vernacular building, 
for your ideas and writings on 
architecture and also as a poet. Would 
you first tell us a little of your back
ground? 
Bekta§: I was born in 1934 and raised in 
Denizli, a town in the south of Turkey. I 
suppose I was always of a roving nature 
and wanted to experience many different 
things, I did my Bachelor's Degree after 
which I completed my architectural 
education in the Technical University in 
Munich in 1959. After graduating I 
stayed there for three more years, work
ing independently part of the time. I also 
spent time travelling around Europe 
looking at buildings, learning other 
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Although the Workshop is a partnership of 
equals, Cengis Bekta~ is obviously its leader. 
He has a charming and buoyant personality and 
exudes warmth and confidence. Sometimes he 
appears to overwhelm the other members of the 
group who are less vocal when he is around, 
but obviously regard him with both awe and 
affection. 

MIMAR's editors spent time with several 
members of the Workshop, both at their office 
in Istanbul and out on their project sites (and 
often in cafes and restaurants), and have in this 
presentation printed only a part of the con
vmations with only Bekta~, due to the usual 
space constraints and the fact that he was the 
most articulate member of the group, 

In addition to the interview and projects, 
Suha Ozkan, himself a professor and architect 
from Turkey, sets the context for the Work
shop's work and the ideas and personality of 
Cengis Bektai into the framework if contem
porary Turkish architecture. 

Although well known in Turkey, Bektai 
and the Workshop's work is almost totally 
unknown abroad - this is the first major 
presentation in an international publication. 

Above: Members of the Workshop in their studio. 
The present architectural membm of the Workshop 
(not all in the photograph) are: Cengiz Bekta~, 
bom 1934, M. Arch, Germany 1959; Gonul 
Bekta~, bom 1946 in Skopje, M. Arch, METU 
1980; Cahit Engin, bom 1952, B, Arch, Gazi 
UniveJ'sity 1976; Erol Gunoz, bom 1944, M, 
Arch, Mimar Sinan University 1974; Hatice Has
bora, bom 1952 in Nicosia, B, Arch, METU 
1976; Nadir Hasbora, bom 1952, M, Arch 1980; 
Giiler Kaptan, bom 1961, B, Arch, ITU 1982; 
Ziya Soyer, bom 1947, M, Arch, Mimar Sinan 
University 1973, There are two assistant QI'chitects: 
Gokhan Avcioglu, bom 1960, B. Arch, Konya 
Seljuk University 1983; and Ay~e Engin, born 
1961, B. Arch, ITU. The civil engineer is AgSh 
Oztiirk, bom 1948, B.C.E. Yuldiz University, 
and mechanical engineer Suleyman Akim, born 
1955, B.M.E. Yildiz University 1979. There is 
an office director: Kadriye Bayraktar, bom 1953 
and a draughtsman, $evket (:aliskan bom 1959, 
Photogmph: H. U. Khan. 



Above: Cengis Bekta~ in Istanbul, 1983. Photo
graph: H. U. Khan. 

approaches to design and just learning 
about ways of doing things and about 
Europe in general. 

Finally I decided that it was time for 
me to retum to Turkey, which I did in 
1962. I worked in the architecture office 
of the Middle East Technical University 
in Ankara as chief architect. But a year 
later I opened my own office and was 
lucky to have a very full professional life. 
Besides having a number of projects, 
which kept me very busy, I also took 
part in many competitions. 
MIMAR: I have heard that you have won 
quite a number. 
Bekta§: Yes, up to now I have entered 
about twenty-five competitions and have 
won awards in seven or eight of them. 
For me competitions are a very good 
way of exploring my ideas. 
MIMAR: Your ideas about how to design 
have been widely publicised - through 
your own writings, radio interviews and 
speeches. What is so different about your 
approach from that of other architects in 
Turkey? 
Bekta§: I think that it is my whole 
approach - my attitude to work. I just 
do not design for a client or group. I 
insist in participating with them to create 
buildings. Design is a participatory pro
cess - we may; as architects, design but 
others have to live in our buildings. I 
carry this concept into every aspect of my 
work - the other architects working 
with me are complete partners in design. 
MIMAR: But does there not need to be a 
team leader in the design process? 
Bekta§: No, no we do not have leaders. 
A project can have a coordinator, or a 
number of coordinators for different 
aspects of the work (e.g. for design or site 
construction). But everybody takes part 
in the procedure absolutely democratical
ly according to the ideas of self
management. It is important for every
one to be equal. 
MIMAR: The idea is of course a nice one, 
but how does it work in practice? Some 
people must be stronger personalities 

The Workshop's office and studio, Kuzcuncuk Kadiye Caddesi, Bereketlisokak, Istanbul. 
Drawing: C. Bekta~, 1982 
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Typical Anatolian /'Ow house. 
Drawing: C. Bekta~, 1979 
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Interior oJthe Yakub Erdogan House in Banaz. 
Drawing: C. Bekt% 1980 

Typical rural dwelling, Kekova. 
Drawing: C. Bekta~, 1981 

than others. You yourself are very per
sonable, and I notice that the others look 
up to you and even talk less when you are 
around. 
BektaF (Laughs) I wish that were true' 
They all talk and discuss everything, all 
the time! Perhaps they speak less because 
their English is even worse than mine! 
But it is true that it is difficult for every
one to be outgoing - it takes time. It 
takes getting used to your way of work
ing. It takes people time to adjust to our 
ways - sometimes even one year. But 
once a person is used to participating in 
work and discussions they become in
volved and enthusiastic about the way we 
work. 
MIMAR: You will excuse my being a 
little sceptical about this total participa
tion in decision-making, but how does 
one implement equal participation in a 
creative process? 
Bekta~: Firstly, everyone is economically 
equal. All of us, all the full members of 

the Workshop, that is all the architects, ' 
get paid the same. 
MIMAR: Everyone? Even you? 
Bekta~: Everyone. But there is a kind of 
difference. We all subsist on a basic share 
of the business, but there are additions 
based on the length of time one has 
worked, the jobs one brings in and so on. 
It is a kind of special recognition of the 
extra roles one plays - so the "take 
home" pay will vary a little. 

To return to your question about how 
one gets everyone involved: All of the 
architects in the Workshop can participate 
and give proposals in the design process. 
After this, the matured design is pre
sented to the client with the help of mod
els, sketches and in discussion (as clients 
often do not really understand architect's 
drawings), so that the client too can par
ticipate in the design of his own project. 

In the Workshop or studio, the draw
ing tables are arranged in such a way that 
all the partners can see each other. Some-
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times architects change places and con
tinue on drawings that the other has left. 
For these reasons everyone knows every 
single part of the project. In the Work
shop to know what is happening, in ev
ery project, is not just a duty but also a 
responsibility . 
MIMAR: This sounds like a rather long 
and inefficient process. 
Bekta~: Perhaps this is so in the short run, 
but it produces better designers and de
signs. It is less economical, but what we 
are trying to live up to is a way of creating 
buildings. 

For the first two years or so it was 
difficult for us - we could not reach the 
level of work we wished. Our members 
were not ready for this procedure and 
everything was very slow. We also insist 
that we only design - many architects in 
Turkey act as builders and do many other 
things. Our income is purely from de
sign. It is hard to survive in this way, but 
for us it is an important part of the way in 
which we live and work. 
MIMAR: If this self-managing process 
really works, and the team knows each 
other very well, and knows how every
one else in the group thinks, is there not a 
danger of becoming too insensatious and 
complacent; a danger of losing the in
novativeness to your designs? 
Bekta~: We are constantly on guard 
against this. Our strength comes from 
working together but we are aware of the 
need for other and new viewpoints and 
for criticism. 

For example, every Friday evening 
there is a meeting on evaluation and cri
ticism of the week at the Workshop. All 
members of the Workshop attend - we 
discuss and we eat together. You will 
notice that both husbands and wives 
attend - in fact the whole family. 
MIMAR: Yes, I was interested to see that 
many of the members of the Workshop 
are couples: both working as part of the 
group. The participation in the work 
situation is substantial. 
Bekta~: We do not differentiate between 
work and family life - they are all part 
of everyday living. They complement 
and reinforce each other. This is why it is 
important to have families involved in 
the Workshop - my wife is a member, 
as are others' wives or husbands - all as 
equal partners. 

Participation at all levels is important 
for us. We also regularly join the most 
important cultural activities in Istanbul
the exhibitions, concerts, conferences, 
cinemas, theatres and anything else. 



We invite many people who are not part 
of our group, like yourself, to participate 
in our discussions, bring in a different 
viewpoint and criticise our work. All this 
is part of the way we are. 

In addition to this, we also have ten 
days of voyage by boat every year. Be
sides continuing communal living, we 
use this opportunity to discuss important 
cultural issues thoroughly - away from 
work. On this trip everybody plays all 
the roles such as leading the discussions, 
arranging our day trips or being the 
cook. We keep extensive notes of what 
we discuss and often publish them in the 
Turkish periodicals. 
MIMAR: You certainly are very active in 
publishing your ideas. 
Bekta§: What good are internal discus
sions if they are not shared? It is impor
tant to talk, to write, in order to learn. I 
write regularly in the newspapers and 
periodicals - I have been doing so for 
twenty years. I have published eight 
books up to now - not all on 
architecture - some are of my poetry. 

I have also been involved in research 
on vernacular architecture and for the 
past four or five years we have all reg
ularly done this. My concerns with ver
nacular building have revealed some of 
the principles in Anatolian architecture 
which are still valid today and from 
which we can learn. 
MIMAR: What do you think are the prin
ciples of Turkish architecture? What do 
you use in your own work? 
Bekta§: From our researches I could list a 
number of principles which are the ones I 
give special care to conform with in our 
works. 
It is important to respect life, the built 
environment and nature. I believe that 
the users must participate in design. 

We should start to design from the 
interior bearing in mind the functions, 
and move then to the outside. There 
must be an absolute matching of inner 
and outer volumes - exterior volumes 
must be handled like inside space. There 
should be a balanced relationship be
tween open, semi-open and the closed 
spaces. 

There should be constructional clarity 
and flexibility. The design must be eco
nomical. We should use the most con
temporary technologies with selected re
gional materials . 

We must face reality with rational be
haviour in arranging our design response, 
and above all we must be sincere in what 
we do. 

Bekta§ - a fight to erase a chalk line 

In discussing contemporary Turkish 
architects, Cengiz Bekta~ is one of the 
most difficult to place. This is not only 
because he is one of the most versatile and 
diversified, but also because he is prob
ably the most prolific in architectural as 
well as other fields, such as poetry, litera
ture and research. In many sectors of 
Turkish social life, he is known by his 
poetry than by his architecture. 

It is a fact that Bekta~ has published 
more poetry than many of the country's 
renowned poets, has carried out and pub
lished more research than most profes
sors of architecture. His architecture, is 
nationally so important that when Cemil 
Gercek, the outstanding architectural 
publisher of the country, decided to pro
duce a series of monographs, Bekta~ 1 

was among the first three to be consi
dered, together with Sevki Vanli2 and 
Sedad H. EIdem 3. These were the first 
makers of contemporary Turkish 
architecture whose efforts merit examina
tion. 

The poetry, architecture and research 
of Bekta~ have formed impermeable 
boundaries in his life. With the exception 
of some early poetry, featured in an essay 
entitled Criticism in Architecture4, where he 
voiced the excitement of his experience 
inside Ronchamp and other architectural 
buildings in Europe, one cannot find 
much architecture or spatial experience 
therein. Similarly, it is not possible to 
find any firm trace in his architecture of 
his profound interest in vernacular 
architecture. Can one say that his poetry 
IS devoid of architecture and his 
architecture devoid of research? Tahsin 
Sarac, an eminent literary critic in Turkey 
says, "The most remarkable aspect of 
Bekta~' poetry is the structure it has" . 
This structure is stated to be the most 
significant element carrying the poet's 
message. Similarly his architecture has 
qualities derived from his research into 
vernacular and monumental Turkish 
architecture. What structure is for his 
poetry, space happens to be for 
architecture. However, as he himself 

1 CERCEK, Cel11il, ed. Cengiz Bekta~, Mimar
Iik, <;ali~malari , Ankara: Yaprak, 1979. 
2 CERCEK, Cel11 il, ed. Sevki Vanli, Mimarlik 
<;ali~malari, Ankara: Yaprak, 1977. 
J CERCEK, Cel11il, ed. Sedad Hakki EIdem, 
Biiyiik Konutlar, Ankara: Yaprak, 1982. 
4 BEKTAS, Cengiz, Mimarlikta Ele~tiri, Istan
blAl: De Ya)'inevi, L966. 
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claims, the "space is there and has always 
been there and existed for centuries, all 
we did was to give it a contemporary 
existence" . 

Bekta~ advocates a respect for tradi
tion and cultural continuity, not only in 
architecture but in all realms of human 
life. The way he examines this continuity 
is very abstract and equally sophisticated. 
The abstract entity of space emerges in 
his architecture as an element which inte
grates and embraces all the discreet ele
ments and fragmented spaces of a build
ing. A concrete example of this is the 
Turkish Language (TDK) Society Build
ing. When Bekta~ was commissioned, 
his team interviewed every single person 
there to figure out what they needed for a 
decent working environment. He came 
up with multi-storey central space into 
which all the offices opened - an idea 
which has existed in various building 
types of Anatolian architecture for ages in 
Hans, Kervansarays, and Medreses. The 
solution accepted with some resistance on 
the part of the people who used to work 
in locked rooms reached by corridors. In 
time the working environment was 
found to be most pleasant. When discus
sing this Bekta~ says, "This is a quality of 
our architecture: the environment we 
provide matures and can be appreciated 
in time by the users. There is always 
initial resistance to new ideas but when 
they identify themselves with the space, 
attitude changes from negative into an 
uncompromising positive". 

Apart from space and structure, 
which are abstract but strong bridges be
tween his poetry-architecture and 
architecture-research, Bekta~ treats these 
three fields independently and with 
perseverance. He does not want to be an 
architect occasionally writing poetry or 
doing research in his leisure time. He 
wants to be good in all, as the standards 
of these fields independently demand. 

His research into vernacular archi
tecture, which over the years became the 
most consistent section in the journal 
Mimarlik, is entitled "From People's Ton
gues, From People's Hands". In this 
series, Bekta~, together with the group of 
people working with him in his Bekta~ 
Ozyi:inetim Mirnarlik Isligi (Bekta~ Parti
cipatory Architectural Workshop) and 
other volunteers, displa yed ' various 
aspects of living architecture in Western 
Anatolia. Along with this series, which 
has lasted more than five years, he pro
duced two books, "Bodrurn" and 
"Antalya" which are among the major 



contributions to document the value of 
traditional architecture and generate an 
awareness for architectural heritage by a 
wider audience. 

Of these three aspects of his expressive 
life, architecture is the one which con
cerns us most. How does one define his 
architecture within the context of Tur
kish architecture? Adjectives such as "de
cent", "well-detailed", "proportionate", 
"lasting", "modem", are the first of a 
series of qualifications one makes. 

Bekta~, who first studied architecture 
at the Academy of Fine Arts in Istanbul 
(modelled in the tradition of French 
Beaux-Arts), found the idolised architect 
unacceptable, and so moved to Munich 
where he qualified. The major factor 
which made Bekta~ move from Istanbul 
to Munich to continue his studies, was 
the chalk line on the floor of the main hall 
of the Academy in Istanbul. He says, 
"There was a chalk line separating the 
students of architecture from the rest of 
the art students", i.e. those studying 
sculpture and painting. It was the ulti
mate disgrace then, for those studying 
architecture, to mix with the other art 
students. They were prevented by a 
chalk-line symbolising the division. The 
intolerance and lirnited concept of 
architectural education led Bekta~ to leave 
the Academy. This fight against the chalk 
line, or all boundaries lirniting thought 
and interdisciplinary interaction, became 
the building force in his professional life. 
This is probably why he became simul
taneously productive in various fields . 

In Germany, Bekta~ has ably de
veloped the ability of expressing himself 
in various fields of arts but he at the same 
time inherited a Germanic approach to 
design. He is an uncompromising "mod
em" architect. His devotion to the truth 
and the basics of building has defmed a 
straight line of development which does 
not seem to be affected or influenced by 
any of the currents of our times, but 
good old idealism of the modem move
ment, blended with the abstract qualities. 
For Bekta~, "vernacularims", "post
modernism", "ad-hocism", "pop", "late 
modemism", "neo-brutalism", "tech
nophilia", are concepts that have never 
existed. His architecture, ignoring any in
fluence of the former categories, is devoid 
of any international references. A "decent 
modem" is his line of architectural de
sign, with a determination to stand firm
ly against the shallow-rooted currents of 
architectural gestures. 

In an arena of architectural practice 

defmed by the exclusion of all physical 
and concrete representation of the herit
age, rejection of formalistic replication 
and pastiche, acceptance of values and 
ideology of the "modem movement", 
together with untiring efforts to revive 
the cultural heritage of the society, Bekta~ 
has strived very hard to develop an 
architecture which has two contradictory 
components at the very outset. The 
buildings in which he succeeded, in va
rious degrees, integrating cultural con
tinuity with modem technology are very 
few: Turkish Language Society, Ankara, 
Babadaglilar Ishani, and the Central 
Bank, Denizli, can be mentioned among 
his large-scale architectural ventures. In 
saying so, of course, one does not take 
into consideration many of his individual 
houses, where the integration of the 
above is more applicable and easier to 
achieve. Even then the vernacular under
tones are very hard to avoid; as his 
"Yaigin Y atimevi", Bodrum, has suf
fered from this fate, even though it was 
much larger in scale than his numerous 
single houses. 

Bekta~ tries to be "correct" in all 
senses of the word. This correctness 
embraces both the principles of the mod
em movement, like segregation and 
proper expression of function and 
structural clarity, as well as proper con
sideration of the site and the society to 
which it belongs. Functionalism with an 
understanding of a clear structural sys
tem, realised in appropriate and accurate 
detail constitutes the major strength in 
architecture. In a country with many 
architects, but unfortunately an 
architectural reality full of gimmicks, 
Bekta~ has survived to protect his 
architecture from all kinds of shallow ex
ercises in any form whether generated 
from elsewhere and disseminated via 
journals, or picked from what already 
exists. He has strived to get the simplest, 
but relevant to the country's prevalent 
building technology. This is how he was 
noticed as an architect of his first out
standing building; Headquarters of the 
Office of Agricultural Producers (TMO) 
where he built a curtain wall with precast 
concrete elements produced on-site then 
mounted onto a reinforced concrete 
skeleton. As early as 1966, this was the 
first experiment of its kind in Turkey. 
Apart from its structural clarity and pre
cast panels on the outer skin, this building 
reflected the widespread understanding of 
functionalism of the time. Nevertheless, 
none of the other buildings left any trace 
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in memories as did this one. The strength 
of this building is the achievement of a 
fine finish with crude detailing and incor
poration of the available local building 
technology. 

The structural clarity and neatness in 
detail has become the major ingredient of 
Bekta~ architecture. This is probably the 
reason why, from the construction of 
TMO onwards, his building sites have 
been visited regularly by students and 
architects. They have become little work
shops to learn detailing. Like TMO, the 
TDK building has several novelties 
which attract the attention of architects 
nationwide. The grand architectural ges
ture, the main hall, is the most striking 
aspect of this building. The structural 
aspects of this building are worth dwell
ing upon. He utilised a thin honeycomb 
cassette for the floor slabs. Bekta~ wanted 
to make thin modular floors to provide a 
sense of floating, and integration into the 
main hall. In order to avoid colunms and 
beams, not to block the flow of smaller 
spaces, the structure is made of steel 
cubes held together by a timber structure. 
After the concrete was cast, the wooden 
structure was removed and the steel 
cubes pulled out to be placed for the 
floors at the upper levels. This little in
novation has allowed him to modulate 
spaces as freely as he wished. Similarly, 
the little corbelling floors between the 
colunms and the ventilation will hopeful
ly maintain a cool air flow inside the hot 
fac;ade, facing southwest. The combined 
use of tinted and mirrored glazing on this 
fac;ade make the TDK building useful, 
comfortable and memorable. 

Bekta~ is one of those architects 
whose buildings are constantly impro
ving. His ideas are maturing and con
tinuously progressing. With the firm 
professional principles he has and the 
openmindedness to absorb and assimilate 
as many stimuli as possible, he is very 
likely to be one of the few to offer new 
synthesis for contemporary Turkish 
architecture. 

Suha Ozkan 

Dr. Suha Ozkan is a Turkish architect who studied 
in Ankara and London, and was formerly professor 
of theory of architecture and architectural design at 
Middle East Technical University. He is presently 
the Assistant Secretary General for the Aga Khan 
Award for Architecture in Geneva, and is the author 
of several publications in Turkey and abroad, and 
the curator of exhibition "Contemporary 
Architecture in Turkey 1920-1980" held in Phi
ladelphia, 1982. 



Daki House, Datc;a 
Bekta~' concern with the relationships of 
interior and exterior volumes is evident 
from the beginning of his career, as can 
be seen from his 1965-66 designs for the 
Houses for the Generals, Ankara, where 
the patio becomes the nucleus of the 
house. In later designs the patio is bor
dered on two sides by the building as 
seen in the 1973 Damgaci House, Denizli 
and the 1977 Daki House in Dat<;a. Second floor plan 

In the Daki House, due to the nature 
of the site and the seasonal changes, the 
relationship of exterior and interior 
spaces is interestingly expressed ill sec
tion rather than on plan. 

Left: The crisp juxtaposition of the white painted 
plaster focade with the black woodwork and win
dows gives the house a distinctive air. 
Below: The Daki House .Fom the harbour. 
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Bottom: The half level progression of spaces in the First floor plan 
Daki House allows for both .fiexibility and separa-
tion of uses in summer and winter. 
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Built on a single level this house for a 
sculptor makes extensive use of exterior 
spaces which have different functions at 
different times of the days and night. 
The courtyards lie along a central spine 
in an East-West aspect, where light and 
shade are important to the owner. 

Top: The Twgut House in its setting near Izmir. 
Above: The ovahangs and balconies are both uti
litarian and climatic in their location. As with the 
Daki House the reflective white walls contl'a~t 
crisply with the dark woodwork. 
Right: The patios are shaded and the building with 
its well detailed woodwork opens and closes to the 
open space depending on the weather. 

Section 

Key 8. Dressing area 
1. Entrance tenace 9. Bathmom 
2. Entrance 10. Parent's bedroom 
3. Cloakroom 11. Bedmom 
4. Kitchen 12. Bedmom terrace 
5. Dining room 13. Dining ten'ace 
6. Living room 14. Court 
7. Study 15. Heating mom 

Turgut Pura House, Izmir 

Gmund floor plan 
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Housing, 
Edime 
This housing project in Edime was de
signed in 1973 but construction com
menced in 1978. The project was an ex
periment in user participation in design 
and management. All decisions were 
made with the community and the re
sulting relationship of streets, squares 
and houses reflects this process. 

The pedestrian walkways link the 
market place, shops and houses and cars 
are parked at points on the perimeter of 
the site. The houses are grouped around 
gardens and small courts. Even on the 
third floor the relationship of open space 
(terraces) to closed spaces (rooms) is 
maintained. These relationships were 
important to the inhabitants who were 
rural migrants to the town. 

The contract was given to an unqual
ified contractor and suffers in terms of 
quality. 
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I" L L I. 
Typical unitjloor plan 

Elevation ~f a typical housing block 

Steel Factory, Foc;a 
The Izrnir Steel Factory, in the small 
town of Fo<;a near Izrnir, was designed 
and built in 1978. Built almost entirely of 
steel to reflect its use this building is 

View if the foctOIY ji-om the main entrance. 

Site plan 
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functional, simple and elegant, and was 
conceived as a self contained complex of 
offices, factory and warehousing. 



Central Bank, Denizli 
The Central Bank of the Turkish Re
public (Merkez Bankasi) in Denizli was 
designed in 1971 and built in 1973. The 
building is a modem structure built to 
reflect the State and is a good example of 
what Bekta~ calls "decent modem". 

Top: The bank building ji-om the street. 
Right, above: The main banking hall has a central 
covered space two storeys high. The glass globe 
lights were designed by the al'Chitects and manufac
tured in the country. 
Right: The bank building focade is broken up at 
ground level both in terms of space and materials. 
The overall effect is quite good in spite of the 
mixture cif elements . Photograph: S. Basak. 

o 1 2 3 4 5 

Ground }l00/' plan 

Key 
1. Entrance 
2. Customer's hall 
3. Services 
4. Vice-president 
5. Restroom 
6. Telephone-exchange 
7. Telex 
8. Stairway ascending to the services 
9. Entrance to the housing units 

10. Descending ramp to the cashier's ~ffice 
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Ulusiararasi 
Banks 
In the past two years the Workshop has 
been involved in developing an 
architectural and design corporate identi
ty fof' a private bank (International In
dustry and Trade Bank) which has over 
twenty branches all over Turkey. The 
use of golden aluminium vertical slats 
(also a security measure) forms the basis 
of the design. In addition to this the 
architects have developed an essentially 
open plan arrangement for the interiors, 
although this is modified from project to 
project. Materials such as the marble 
counters and floors are standard as is 
most of the furniture . The impact of this 
design has been noticeable in Turkish 
cities. 

Above: The bank at Taksim in Istanbul is located 
in an ex isting building. The facade and entrance is 
typical of all these banks. 
Below: Interior passageway in the Taksim branch 
which leads ji-om the entrance to the banking hall to 
the rear of the building ovel"looking a park. 
Bottom: Banking hall of the $i~li branch in 
Istanbul. 

Bayramyeri, Denizli 
Denizli, a small town in Anatolia, has 
two main shopping areas - the 
Bayramyeri area has only commercial 
buildings and is deserted at night. 

The Workshop prepared a brief and a 
design proposal for this location for a 
multi-use commercial centre. The pro
ject is an interesting one both from the 
design and procedural points of view. 

The project was developed by bring
ing together over sixty people of diffe
rent disciplines, such as doctors, 
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architects, journalists and local govern
ment staff, including the mayor and the 
governor. The discussions bsted some 
six hours after which an initial design 
was prepared. The design consisting of a 
low-rise complex around two court
yards, matured after further discussions. 
Construction was completed in 1983. 

The shops are covered with lawn and built al"Ound 
two courtyards off a large open space. 



The Complex is both a shopping centre 
and office building. It was designed in 
1973 but built in 1976. The building is 
based on an understanding of Ottoman 
building, is undramatic in its exterior 
which is modulated using traditional 
proportions, but becomes assertive in its 
interior atrium space. In addition to the 
elevators and stairs, the levels are linked 
with a ramp which spirals around the 
central space. 
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Plan of the Hasan Pa~a Han in Istanbul - the 
inspiration for the Babadaglilar Centre. 

Ground floor plan 

Key 
1. Entrance 
2. Administration 
3. ElevatOl' 
4. Shop 
5. Centml volume 
6. Restmoms 

Babadaglilar Centre, Denizli 

Above: The centre Ji'om the street. 
Right: The ramp rises at a SO angle linking the 
levels. 
Below: The skylight viewed Ji'om below. 
Ovedeaf Looking down - shopkeepers often 
drape their wares on the ramp side. 
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Ahmet Hulusi Efendi Complex 
The Complex, an unbuilt project de
signed in 1981, consists of a conference 
hall, student education facilities, dormi
tories, workshops and a mosque. Four 
blocks, each with its own courtyard are 
connected by rooms and walkways 
around a large central courtyard. 

Perhaps the most interesting and in
novative element of the design is the 
mosque, which is a development of the 
earlier Etimesgut mosque. The mosque 
is based on the integration of two pure 
geometric forms: the dome (circle) inside 
a cube. The use of light and shade is 
striking. The mihrab (niche indicating the 
direction of Mekkah) brings in a shaft of 
light whilst the "dome" ceiling is created 
by the artificial lighting grid. The sim
plicity and strength of the design concept 
is remarkable. 

Model oj the Complex 

Plan 
1. Student's 

(8 persons) 
2 . W. C and showers 
3. Baleony 
4. Central space 
5. Classes 
6 . Administration 
7. Inner courtyard, social centre 
8 . Dining hall 

I I 
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Mosque section, showing the "dome" created 
by the lighting grid. 

Mosque plan 

1. Entmnce 3. Pulpit 
2. Kihla 4. Preaching chair 

9. Exhibition 
to. Workshops 
11. Sp0l1 hall 
12. Conjfl"ence hall 
13. Mosque 
14. EYllan 
15. Playground 
16. Master's protruding 
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Etimesgut 
Mosque, . Ankara 

This mosque, built in 1965 in Etimesgut, 
was one of the first in Turkey to attempt 
a contemporary design vocabulary. The 
building is partially successful in creat
ing a modem building which retains a 
spiritual feeling inside but is probably 
more important as an historic event in 
Turkish architecture . 

fI 

I I 
Section 

Ground }loor plan 
Key 
1. Entmnce 
2. Kibla-niche 
3. Pulpit 
4. Preaching chair 
5. Stairway to ladies area 

(mezzanine) and to the minaret 
6. Late prayer place 



Turkish Language Society Building, Ankara 
The Bekta§ Workshops' most important 
office building is the headquarters for the 
Turkish Language Society (Turk Dil 
Kurumu). The building was designed in 
1972 but construction was delayed due 
to financial problems and it was not 
completed until 1978. 

The building forms an addition to an 
existing structure where the service core 
forms the link between old and new. 
The central volume and the slight level 
difference every two storeys (typical of 
some traditional Turkish houses) creates 
openings at the bottom of each level for 
natural ventilation. 

In a recent survey amongst Turkish 
architectural students this building was 
voted (by 80% of the students) the best 
and most important contemporary 
building in the country. 

Key 
1. Central volume 
2. Open place 
3. Restl"Oom 
4. Confaence hall 

Above: Stl"eet elevation of the building with its 
"stepped up" facade. 
Right: The central col"e space I"ising the whole 
height of the building with stail"s connecting the new 
structul"e to the old dominates the interior dl"amati
cally. 

Typical flool" plan 

, 1 f t 

Section 
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Top: The glass wall seen Ji'om the outside. 
Above: The honeycomb structure adds hoth ele
gance and allows for large spans in the design. 
Right: The interior court expands and contracts 

Ji'om level to level creating both privacy and spatial 
interest. 
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Dervish Monastery Restoration, Istanbul 

Workshop members are very aware of 
the importance of Turkey's architectural 
heritage and of learning how traditional 
structures were built. With this in mind 
they undertook the restoration of an 
abandoned monastery which had been 
acquired by a businessman and put 
under a Foundation for use as a building 
and craft training centre. 

In 1925 all the dervish monasteries in 
Turkey were closed as they were seen to 
be contrary to the young Republic's 
principles. This building, Ozbekler Tek
kesi in Istanbul Uskudar, is a good ex
ample of a civic building constructed 
around the 1730s. 

The restoration involved an adaptive 
reuse project for a centre which consists 
of a school with workshops for appren-

tice master builders and craftsmen, stu
dent dormitories, a caretaker's flat, ser
vice and utility rooms, an exhibition 
area, a prayer hall (mosque) and a gar
den. It was decided to retain the charac
ter of the building by keeping all the 
main walls intact and by not altering any 
of the rooms. In the work the appear
ance of the old was kept but rebuilt with 
even better detailing. For example, the 
traditional bagdadi walls (lathe and plaster 
work) were rebuilt, but for external 
walls a layer of insulation was inserted 
and the thickness of plaster increased to 
provide a greater sound and weather 
barrier. The premises were also electri
fied to meet contemporary standards and 
all the wiring run through aluminium 
pipes in the walls so as not to intrude 
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into the space. 
Every stage of the work was carefully 

monitored and recorded in a detailed log 
book. The project was viewed as a learn
ing experience by all the members of the 
Workshop who, at one time or another, 
all spent time on site. The Workshop 
acted as the general contractor - an 
aspect of work it does not enter into in 
any of its other projects. The owner 
signed a contract with each of the sub
contractors but paid them upon approval 
by the Workshop. Not unexpectedly, 
the quality of work is of a higher stan
dard than is usual in the country. 

The architectural work was com
pleted in 1984 and the Workshop has 
taken on the responsibility of managing 
the facilities and be involved in running 
the cultural activities. This approach to 
design and reuse is exemplar. 

Far l~ft: The evyan or general meeting space is a 
(ohhlestone floor covered area around a central pool 
essentially Jor warm weathel' use. 
Left: A typical student bedroom. 
Below: A multi-purpose sitting and meeting room 
for year round use is located on the ground floor. 
Below: A pool, a well, and an ablutionmy Joun
tain Jorm a Jocal point in the internal COW7 garden. 



w....l-I..U, u..L..U..J 

Ground floor plan Fil'st floor plan 
1. Entrance, school and museum 11. Hydrofor 1. Museum 11. Visitor's room 
2. Garden entrance 12. Open assembly hall 2. Entrance, watchman's house 12. Evyan 
3. biformation 13, Multi-purpose 1'00m 3. Sofa 13. ' Pebbled pathway 
4. Exhibition hall 14, Dividing element used 4. Con'idor 14. Entrance area to mosque 
5, Heating centre as sitting area 5. Bathroom 15, Small mosque 
6. Watchman's house 15, Ten'ace 6. Pm'ent's bedroom 16. Mih,'ab (kibla) 
7. Pond 16. Main kitchen 7, Child's bedl'Oom 
8. Well 17. Oven 8, Mainl'Oom Below: A pool, a well and an 
9. Ablutionmy 18. Male restroom 9. Restl'Oom ablutionmy fountain form a focal 

10, Cistern 19. Female restroom 10. Kitchen point in the internal court garden, 
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Holiday Village, Pamukkale 
The unbuilt Holiday Village in Pamuk
kale (Hierapolis) near Denizli was de
signed in 1983. The ideas of participation 
in design by Workshop members were 
used throughout the work. A conceptual 
plan was drawn up after discussion. 
Then each member of the Workshop 
took an element of the Village and pro
duced the preliminary designs for it. Af
ter the elements were exchanged and 
another member developed/changed the 
original. A second group session was 
convened and the element or part design 0 1 2 3 4 

integrated into the whole - modifying Typical detached bedl'Oom unit plan. 
the original concept plans. This process 
was continued until a design which satis
fied all members was achieved. 

This approach has led to an interest
ing mix of tradition and modem design 
especially in the hotel room layouts. 

Typical section through the vii/age housing, flower 
garden and swimming pool. 
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Site plan 
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