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ABSTRACT

PARISIAN AVANT-GARDE WOMENAND THE PRODUCTION OF
ADOMESTI Co BHEEAREY TWENTIETH CENTURY

MEHMETOJYLaU,K@eak
M.A., Department oHistory of Architecture
Supervisor: Prof . Dr . Belgin Turan
July 2014, 154¢ages

Although the twentieth century artistivantg ar de és cr it i cal attitoe
conventional types adrt productiorwhich would eventually fuse into their very

exisience had its impaobn women too,the avarigar de groupso® endeav:
destruct the autonomy of art and architecture has generally come to be associated

with the power and productions of the masculine. Regarding the -gaeat

circles this thesis take a reverse stance in order to look at the contextual

dynamics of the attempt to-establish the ararchitecture and life bond honly

through artistic products butlso through the avany ar de 6s everyday spaé
While doing this it analyzecertain codifiel everyday spaces the avayatrde

occupied inearlytwentiethcenturyFrance such asalon atelier andfinature, by

dwelling on the role of womerarticularly Gertrude Stein, Charlotte Perriand,

Sonia Delaunay and Natalie Clifford Barney.

The main questions that araised focusn the threefold relationship constituted
between these avagtar de womenés productions, t heir (
domestic environments in which they also produced their artistic works

Accordingly, e problematic relationships between domesticity, work, women,

publicity, privacy and the avaigfarde are crucial points of the investigation. It is



the claim of this thesis that the women could achieve the tie between art and
everyday lifeas asserted by the avegdardein t he i crovinnensents ¢ 0O

attributed to them by both challenging the codes of those spaces and introducing
the visions of their avargarde stances.

Keywords: avangarde women, domestic space, publicity, privacy, -afrthe-
century Paris
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Yirmincisayagtzyal avangardénén gel eneksel s a
varoluklaréna da ng¢gfuz edecek el exktirel to
ol maséna karkeén, avangard gruplarén sanat ¢
-abasée genell ikl eiwlrkehaindagrtcé&r éviemeégkrt etri.m B L
-evreleri g°z ©°n¢gne al ar amki,makdrekétvebihrayaa
bajéené yanl ézca sanat ¢retimleriyle dejil,
da yeniden inka et me ginrei wiarkimaiyre thajdled mseal.
yaparken, Gertrude Stein, Charlotte Perriand, Sonia Delaunay ve Natalie Clifford

Barney gi bi kadenl arén roli¢gofygbieerkernde dur ar

yirminci yé¢zyeél én Fransabs énméak afjcanndgear d e n
yakam mekanl ar éné analiz ediyo

Tezin ana sorular é, avangard kadeéenl ar én ¢r e
cretimlerini de ger-eklexkxtirdiklIl eri domest.i

czerine odakl anmalkétna d &ra.mukvasl d |élki, k ,maihkr,e nki ay e
araséndaki tart ékmaya a- ek il i kkiler de

oluktur makt adeéer . Bu -al ékmanén saveé, avang
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mekanl ar da, hem bu mekanl arén kodl ar éna
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CHAPTER 1

INTRODUCTION

The military termfavantgard®, meaningfiadvanceejuard, was first used in

literary and artistic context in the words of Olinde Rodrigues, in the dialogue
ALOArtiste, | e savannSant&t md ® 06 ©pinoeso k i e |
Litt®raires, mibsiriéllessnahe hinegantacentury,tat al time

when the tension in social apdlitical groundsin Francewas atits peak? It was

used by Saint Simon and his circle fainting to the potentialpower of the arts

and the artists in disseminatimgw ideas to thepublic for leading the humanity

towards an advancementt living;

ToSaintSi mon, the artist is the Oman of
he3 is capable not only of foreseeing fowure but also of creating
it.
Avantgarde in thenineteenthcentury includecc er t ai n fAipol andi c al ra
Asoci al i s tefineng anradvdnced amd revolutionary group that negated

the conventional methods of production and instead presented itself quite active

'"Ccoest nous, arti st egarde: lg puissancodes artsestrerv éffet mplgs d 6 av a
i Mmm®di baepkts rapideimon Gpemriionde LSait®r ai res, Phi
Industrielles(ParissGal " ri e de Bossange P re, 1825), 341.

2 According toMatei Calinescuthe term was first used in artistic means@jnde Rodriguesa

SaintSimonian mathematician from the circle of Sa#ion,although the idea of artist in such a

leading position was lieeady developed by Claude Henri de Saint Simihre French social

theorist, and his disciples including Olinde Rodrigues, by the tilRegardless of the book
Opinions Litt®raires, O6dldtileoauecthdfirsqusecoftheddrmis ndust r i
generally ascribed to Sa#Simon. Matei Calinescikive Faces of Modernity: Modernism Avant

garde Decadence Kitsch Postmodern{@urham: Duke University Press, 1987), 101.

3 Matei Calinescu, 102.



for the aim of a revolution in political and social terfn¥et by the twentieth

centuryt hi s stance tended t o ndgatiennas &seerted i nt o a
by the introducers of the term long agde term came to represent the group of

artists tha rejected the traditional modes of artistic production, in an action of

difference and destruction, to draw public away from plog@ular culture and

products of culture industrynd to destroy the borders of art so as to produce a

totally free art; thawas freed from any institution, any tradition, one that stood

just at the heart of the very existercEhis liberation ould be achieved through a
revolution of | ife it seWwdr,wheretadntgaadet 6s genui
followed a full insistenceon the presentand a rejection of the past. Thery

strong ties with its revolutionary history in faconveyed it to goint where it

could still keep itgesistanceagainst the established formatipasd its hope to

gain its art a pioneer role in the transformation of the so€iety.

Such an approach can be said to have appeared as a concepttioentieth
century avangarde circles from Dadaists to Situationists, even though with
different produdbns, manifestoes, manners and lifespandere the innovative,
revolutionary critical, and at times anarchic aspects of the axgantle would lead

the society, foster it to question aedcourage the process of production for every

“Andr eas Huy slen®ialecticiAVantgardelTechnologyf Ma s s Cu Aftethiee & i n

Great Divide: Modernism, Mass Culture, PostmoderniBhoomington: Indiana University Press,

1986), 45. Al s o, Calinescu refers to Olinde Rodriguesd v
within reference to art, Calinescu suggests that it also had strong military connotations. Matei

Calinescu, 103.04.

*Peter Bhearygod the Avargarde, Michael Shaw trans. (Manchester: Manchester
University Press, 1984), 72

® See Andreas HuyssehThe Hi dden Di ail Techhologyi MaAsvsa n€ glatr Wree 6 i n
Great Divide: Modernism, Mass Culture, PostmoderniBioomington: Indiana University Press,

1986), 315. Matei CalinescuFive Faces of Modernity: Modernism Avagdrde Decadence

Kitsch Posmodernism112-116.P et e r Theory @fethre ,Avargarde, Michael Shaw trans.

(Manchester: Manchester University Press, 1984). Renato Pogtiai,Theory of the Avant

Garde Gerald Fitzgerald trans. (Cambridge: Harvard University Press, .1968)

" See Ulrich Conrads, Michael BullocRrograms and Manifestoes on 20th Century Architecture
(Cambridge: MIT Press, 1975).



and each individualni i t ; turning fAaura [ of art ] [
author into producer ,®Ranatd Poggiok ih his beak t i nto
The Theory of the Avadarde comments on this break away with the past and

the traditional, towards the formation of a totally new and free art created from
scratch, and reaching beyond tiAhéelndéda ndi vi
ideal of thetabula rasawhich spilled overrfom the individual and artistic level to

t hat of t h e ? Theoemaneimation froen any iideodogiaal artistic

groundand rather merging with wbuddeaveavter yday
with Aino purpos Oas proposePeterB ¢ r g e r eninal bdok, ‘heory of the

AvantGarde

When art and the praxis of life are omghen thepraxisis aesthetic

andari s practical; artds purpose canh no
the existence of twdistinct spheregart andthe praxis of lif¢ thatis

con:i,gitutive of the concept of purpose or intended use has come to an

end

This intendedmerge is actually what differentiates avagarde from modernism;

and it acts as one of the key points in the examination of the six cases in this
thesis. This mege with everyday |ife is further
Al nt r od uMegotiabing domiegticity: Spatial Productions of Gender in

Modern Architecture

Whereas modernism insists on the autonomy of the work of art, is
hostile towards mass culture and separates itself from the culture of
everyday life, the historical avagarde aimed at developing an

®Esra Akcan, AiManfredo Tafur i-§gar ddlee daumal a f t he A
Architecture Vol.7 No.2(Summer 2002)149.

° Renato PoggioliThe Theory of the Avaf@arde 96.

YpPet er Theorygfahe Avamgarde,51.Yet this attempt ended in foa
calls as fAt-gardeath of avant



alternative relationship between high art and mass reyland thus
should be distinguished from modernish.

Within this intellectualenvironment, womemvere active as well. Avarg ar d e 0 s

basic ideather critical attitude towards conventional types at production

which would eventually fuse into their e exisience, andwvould lead to the

proposingof anantistyle for everythinghad its impactlso on the involvement of

women in the strugg® Women as well, were acquiring a different place and

role within the given taboos of the society; through tipeirformances and art

architecture productions, but also with their living. Yet, thentieth century

avantgar de groupso0 endeavor to destruct the a
generally come to be associated with the power and productions of scalme

Regarding thehistorical avantgarde circlesof the early twentieth centuryhis

thesis take a reverse stance in order to look at the contextual dynamics of the

attempt to reestablish the ararchitecture and life bondchieved by womemot

only through artistic products baisothroughthe avany ar de 6 s ev.er yday spa
While doing this it analyzecertain codified everyday spaces the asgartde

occupied inearly twentiethcenturyFrance- specifically Paris, until the Second

World War - such assalon atelier and dnaturé) by dwelling on the role of

women, particularly of Gertrude Stein, Charlotte Perriand, Sonia Delaunay and

Natalie Clifford Barney.The research on how women were active in the

challenging and free production of art and living, and what differences they

brought to the ideals and livings of the avgatde brings tdocust he per i odds

" Hilde Heynen AiModernity and Domesti ci t Megotiailgnsi ons and
Domesticity: Spatial Productions of Gender in Modern Architectiitiéde He y n e n G¢l sé¢m
Baydar eds. (Oxford: Routledge, 2005), 5.

2 Women were not only involveith modernitybut alsoappeared as pioneers of the avgartde
movements within the period as recently discussed by Gill Peroyét Artists and the Parisian
Avantgarde: Modernism and Feminine Art, 1900 to the Late 19®@mnchester: Manchester
University Press, 1995). ShaBenstock,Women of the LeBank: Paris, 19001940 (Austin:
University of Texas Press, 1986), Cornelia Butler, Alexandra Schwartz and Griselda Pollock eds.,
Modern Women: Women Artists at The Museum of ModerfNetv York: The Museum of
Modern Art, 2010).



relatively freer milieu of Paris which differed froathers infiits open cultivation

of and respect for art andEvidentyhavairt s unde
garde formations found the proper and free ground for their artistic and
intellectual productiona s we | | as t hwiflourishirathethgbitatsstf | i v i |
they formed in the prevar Paris and specifically onhe Left-Bank, which set the

scene for this population of avagérde artists, bohemians, intellectuals and alike

of the period with its relatively cheap apartme(fiig.1.1) For boththe expatriate

and theParisian, the city déred something that many other metropolitan cities

could not by the timea freedom in financial, sexual, moral and creative téfms.

The research aims to show how the fneleded avanrgarde women actusl

envisaged their own livings inside this free environment.

The connection domestgpaceheld towards the above mentioned thspaces is

set as the ground of studVhe salon examples show a primary opening of the

domestic through the introduction of the public to the inside, whereatlier

this opening is enhanced with the introd
in nature, it is further enlarged with the physicpening towards outside; which

in the end define the order of the chapt&#hile doing this, certain avaigarde

artist, writer and architect women are chosen based on these domestic spaces: the

two avantgarde and queer writers, Gertrude Stein and Na@llftord Barney,

are chosen to show how their literary and artist&ons contributed to the

per i od-@ade #fe, and thow those spaces challenged the existing social
prescriptions with both the ownersd |ite
sustained in these settings. The inquiry

gueerness had connections with the biefgkrivacy and opening tpublic of their

“Donald Pizer, fAThe Sexual T®entethrCanputyliteratire Ex pat r i
Vol.36 No.2 (Summer 1990), 173

Y Amy WellsLynn, fThe | nt-€adddeRuet Jacal: A GeBaitical Approach to
Djuna Barnes, Natalie Barney, and Raddyff H a ISbuth Centnal Review/ol.22 No.3, Natalie
Barney and Her Circle (Fall 2005),-85.



Figure 1.1 Plan of Paris, dated 1892. The coloured dots are added by author.
Stein fsalang | iBd uée, sabaamey gar den. Cyan
apartment s. Or ange, P e r-J d aamndedbrse thbosu soef
Del au aparym@rt in Rue Malesherbes, all were settled on theBagfk whict
offered cheaper apartments and a freer intellectual neighborhood.

Source]data base online]
http://www.oldmapsofparis.com/system/maps/21/original/paris1892.jpg?1329724:
[Accessed: 097.2014].

domestic units. The two queer examples differed from both previousheird

contemporarysalon gatherings in specifically two ways; first, they actually

contributed to the artistic and literal discussions done insidsatib@snot only as

hostesses but also as art productrgs they were not only opening their living

spaces to public, bubéir production spaces as well; and second, both were overt

lesbians and offered two different ways of opening the space, both physically,

mentally, and sexually.



The designer Charlotte Perriand and artist / designer Sonia Delaunay have been
chosen as the investigation subjects ofdtedier space for the relationships they

held towards their male contemporaries, their familial domestic settings and ho

they achieved an equilibrium (or dominance) between their workspaces and their
domesticspacesThe relationship between Perriand and the office of Le Corbusier

T Pierre Jeanneret, anlde relationship between Delaunay and her artist husband

Robert Delan a vy bring to |light these womends r
6familyod; whi ch mer ge atalier-apdrtenentaMhat g | e s p .
differentiates them from other contemporary female artsstee fact that both
managed to blur the damdre&fpiamei &ast D&t wer
and o6architectured6, by simply taking the
conventionalfamilies, they both incorporated treelier not only nto the house,

but also to the produced artistic or architectural works, where an integration of

family, atelier, andproduction became inevitable. The two achieved this

integration in different fields; which at times appeared to have merged.

Finally, for the comparison of two differently characterized places of nature,
namely, the isolated natural setting in a dense urban crowd, and the opposite, the
nature in its free and deserted form; the garden of Natalie Clifford Barney in Paris
city center, and refyes that Charlotte Perriand created in the mountains have been
chosen to exemplify how in the two different contextual backgreuhdse
women achieved an integration of life to art, life to nature, and dontediic

open spacenvhen regarded the endless and deep connectiotwdheomenheld
towards natur€rhis apparent connection to nature had its bold share in the artistic
and architectural works of the two womend eventually differentiated them from
others in the integran of the natural setting as an extension of the house (or
house, as an extension of the nature) with the artistic/architectural production at a
ti me where the 6going outsided of the bo

for women.The outside,then not only got to be o6lived i



Going hand in hand with the exploration of how certain women contributed to the
avantgardeproductionstogether with how they accomplished their own artistic

and architectural creations;ighstudy irvestigate what kind of relations were

constituted in the everyddie of these avargarde womerto help better assess

their significant role in the production of the everydgaces that they usethe

term O6soci al productiond i sgardesventen so as t
appropriated certaimostly private andlomestic everyday spaces as attraction

points, and used those spaces as the battlefield for their own creations, as well as

ot her sandarchttectgrdl productions and performances following the main
objective of the avarg ar d e : ol i f e.lttdesgrweg attadon thawvthe h  ar t 6
mentioned spacesyhich were used by avagarde groupswere notalwaysthe

designed works of thesgomen, but also spaces that were appropriajethem

Thus the key verbs denotirige relatioship between the women and tbpaces

ared p r ooOdeitheresocially or physically 6édesi gndé G.nd Oappropri al

Il n the investi gat oneimponaft pointisihewthé pvard duct i on 6,
garde womerdifferently envisaged the life, and the &ntatthey were leading,

than did men. The notienof domesticity and domestic space are subjects of

inquiry; andevidently, the way women connected themselves and their art to their

home and to the outside differed from thaft men severely. The challenges

brought to domesticand everydayenvironmens by pushing the encoded

meaningf home, femininity, publicity ash privacy certainly had their shares, as

examinedn differentchaptersof the thesis

The thesi®8 ma i n to &xamine ithe overlooked image of women in avant
garde circles tashed light on thenand their contributions to the history of the
arts, the chnges they brought to society, arglthey asserted, to life itseifith

the spaces thegppropriatedThus the main questions that aaésed focusn the



threefold relationship constituted between these agaatr d e womenos
productions, their everydaybks and their domestic environments in which they

also produced their artistic works (the environments which appeared to have
merged theirart of creating and living): what was the relationship constituted

between the everyday lives of these awgande women and their artistic
productions; the relationship between their everyday practices and their domestic
environments, or their domestic environments and their artistic produciibas
problematic r ellousewdénsanegs 6 we t kweoenge ndo me n 6
and Opublicbo, or -gad dmé s tauca@doiat retithisé a v a n't

investigation.

To better assess the role of the examined spaces in terms of these dual
relationships, iis wortht o exami ne the concept of &édon
ter m 6 d o meppealis et therethergence oindustrial capitalism and the

birth of the modernist era as the consequence of the break between the work place

and homewhich brings the human being into contact with real life only at work

and with arfillusoryod realm & the dwelling spac&. The commitment of modern

individual to thisfillusoryoi dea of the O6homed in her/ hi

explained by Andr® Jansson;

[é ] the emerging bourgeois culture of thé"I@ntuy was influenced

by romanticisn and involved a new emphasis on the home as an
environmentaheshetic projecti a place to reallyfeel at homein

di scussi enro meonfes ®ay . The i ncreased p |
lifeworlds, the growth of anonymous urban areas, and industrial

complexes, provided the home with a new meaning, since it could no

longer be taken for granted as the prominent life context. The home

had to beconstructedin aesthetic as well as functional terffis.

“Wal ter Benjamin, #AParis: Ca picades|ProjecfHonardh e Ni net €
Eiland and Kevin McLaughlin trans. (Cambridge: The Belknap PressrohkhUniversity Press,
1999).

¥Andr ® JraagesGultume:,Media, Consumption and Everyday Life in Reflexive Modernity
(Sweden: Grafikerna Livr®na i Kungdlv, 2001), 17



Thi's Aconstructiond was apparently, ascrick
woman; at the same time depriving her from the public arena, since the dwelling
space, which i s At vexpressibn bathtite intexioramela ns of s«

ext er i or ' wasth@ryratenaeesedved for women:

Before the nineteenth century, the house was far less part of the
private/public dichotomy that we have come to associate with it, nor
did it bear the clearly gendered overtones that suggest that the house
first of all belongs to the mothéf.

Yet together with the appearance of this
mentions which enforces women to stay in the borders of the former; we begin to

see challenges brought to this existence simultaneously, wherermwstart to

break the prescribed spatial codes of living:

[ é] many women and t heir organizations
domesticity in such a way that it gave them access to public life and

positions of substantial influence, rather than limiting themhi t

strict mnfines of their own household.

The chosen cases of the thesis constitute such challenges to the prescribed image
and function of the domestic interiors. The chosen places of artistic production are
basically domestic units which challengethé nt er i or it yd of the hous

bring a focus to the ways it apens the inte

In as far as modernity means change and rupture, it seems to imply,
necessarily, t he |l eaving of home. A me
indeal is often considred the hallmark of modernity.

7 Ibid.

18 Hilde Heynen, 7.
9 Hilde Heynen, 13.
2 Hilde Heynen, 2.
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Indeed, in this case, the examples offer new ways of breaking the limits of the
Ahomeo which provide the fihomel essd soul

inhabit and turn into a product of art at game time.

Departing from these analysdbe thesis sums up the avapar deds mai n ai
(merging art with the everydagreating collective art, opening towards public

and focusing on the process of productionthree basic chapters, in terms of the

spaces that the processes of production inhdlie first one is thesalonwhich

emphasizes the collectivity aftistic productior(be it the paintig or the writing

that differentiatest from individual production and turrisinto one that is shared

rather than admired, without a single author and the rest as beholders; and
challenging theenclosedo d o mest i ¢ hhet bpabdghcd ,as t he O
achieved inside the walls of tlsalon The second is thatelier, which integrates

the process of production into the way
t hrough Oproducti ond odnatur@ whioh ghédngeshend t he
focus of production from the interior t
corcernof opening towards the outdaofboth physically and menta]ljollowing

i a preoccupation wi t h cleanliness, heal
openfdeccslal |l enging the 6domesticd through

wor |l doé.

The exemplifyingvomen are then chosen with regard to these three spaces. In the
first chapter, theawo expatriate Americanavantgarde queerwriters, Gertrude

Stein and Natalie Clifford Barney appear as crucial figures with Haéanrs that

L paul OveryLight, Air and OpennesdModern Architectur&etween the War@.ondon: Thames
& Hudson, 200y, 9.
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gathered both male and femadeantgarde artists, writers, photographers,
philosophers of the tim&.

The fashion and interior designeédonia Delaunay and interior anddustrial
designer Charlotte Perriand have been chosen in the investigation aitliee
apartments of the Parisian contekhe existing scholdy works have created the
ground for me to further my own analysis of the productions that took place in
theseateliers which eventually or directly had their impacts on the lives and

living envirorments of these womef.

The last chapter looks at the relationship women formed to nature through their

homes. Perriandds own creations Refuge Tonr
in M®ribel in Fifteexstnglderagre enthesa projested

light on how Perriand realized through architectureltnez ofthe mountains. The

ot her exampl e, Barneyds garden, is further

salonin Rue Jacojpbut this time through #hrelationship it held to its garden and

22 The writingsof Gertrude Stein (1925), (193%)jana Souhami (2009), James R. Mellow (2003),

Sara Blair (2000), Wanda M. Corn with TirZeue Latimer (2011) in the examination of Stein, her

art and hesalon,and ofNatelie Clifford Barney (1929), (1992Amy Wells-Lynn (2005), Shari

Benstock (1986), Sheila Crane (2005), Suzanne Rodriguez (2003), Tirza True Latimer §2605)
Barnenwdwvearcecn Biblioth®que Lhavtebeen usadasrefeleacesjues Douce
in revealing the relationships these women had formed betweersdltais their lives, and their

literary works.

% The works of Adela Spindler Roatcap (2003), Arthuh@o (1978), Clare Rendell (1983),
Sherry Buckberrough (1995), Stanley Baron with Jacques Damase (1995), Tag Gronberg (1998,

2002) , and Whitney Chadwick (1993) on Sonia Del au
(2003) , Perriandés auwtnabi Argtrhaprh i Bgok 20d)smrk e d i1t1969dB )
Perriandbés works have been used adlso Ghérleteences i n th

Perriand archives in Petit Palais in Paris have been conducted.

“perriandbés autobi ogr aphey, F@dtdh erMarey QVcalreiosds ea n dGaNba
article in Mary @EI)aemnd 6B iedd b D05 Ohadoter Pernamde
archives in Petit Palais in Paris.
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theTempl e 7, throughAthel inquir@of certain rituals and gathering that
took place in the setting, in®ddition t

The fact that the four womemardlylabeledt he ms el ves as &6femini s
even felt uneasy with the tertorings much to light about theavantgardeliving;

since they instinctively chose to envisa
and eventually rejecting any codes or etiquetdisof the four womerbroke the
perceptual boundaries of theieliverigtheovby t he #fo
they were pleasedand not bymere discourseor labels The way they pursued

their avantgarde lives was already opposing t@ ghatriarchas o ci et y6s | i mi
their feminine idealsvereway above these limitsThey did not feel the need to

challengethe limitsby opposing, but rather smply living, which can be argued

as beingqquite avantgarde.

The study thus, shawhow several women were active in the avgatde

productions; both with their artistic or architectural works, and with their very
presence, t hei r u sgardeevéerydayh @ a ce sedhjectsT te 0 a v e
individually - as the avantjarde women orheir artistic productions havecome

to appear asubjects of investigatiofately, yet, what this thesis aims to show is

the relation between these women, their everyday lives, and their domestic spaces

of artistic production, as it is actually quite @ial, and neglected, in the writing of

modern art and architectural history.

5 Works of Natalie Clifford Barney (1929), (1992my Wells-Lynn (2005), Baptist&ssavez

Roulet with William Pesson (2008), Sheila Crane §08nd Suzanne Rodriguez (2008)d

Natalie Clifford Barney archives in Biblioth®que
this inquiry.
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CHAPTER 2

SALON

2.1. Emergence of PrivatéSalons

The idea of opening oneds house to public
science, arts and literature dates bamkthe ancient timé§ but it is in the

sixteenthand seventeentitentury France that it gained another character which

was based on the gender division, where an alternative began to emerge to the

mainstream artistic circles of the time, theralileacalemies?’” Its initiators

mainly women, thesalongatherings, also calledielles’®, hosted both female and

male guests and were grounded on talks; readings of literary works or discussions;

as explained by Evel yn uBderahepseudo@mameld.l | 6s bool
G. Tallentyre in 1901:

The mind of France is more easily content to talk. In its Salon it talked
to some purpose. They were the forehmmuses of the Revolution, the

% Though not bearing the same name, the anciente@ k 6symposi ab had sl ight
characteristics with the seventeenth century Eurogalms which were also social gatherings,
but for male citizens, for conversations and entert

S u mp o s iTlerOgrfod iHandbook of Hellenic StudieBoys-Stones, George, Barbara Graziosi,
Phiroze Vasunia (New York: Oxford University Press, 2009)230.

’Suzanne Rodr i guez, Wi Rdar: A Sfa: Natalid Glifford Ba®n@y3and the n
Decadence of Literarfparis (New York: Harper Collins, 2003), 177.

% The wordruelle was used as an alternative falon Erica Harth explains ruel/l
between the wall and the bed on which the seventaemtturys a | o nreclinedrtoereceive her

guests, and whit came to signify the social gathering itself, is emblematic of what in the male

i magination wer e t he mysterious feminine recesses
SeventeentCe nt ury Sal on: Wo me ©Gdng PWble:dNormen and Bublisiiins hi ngo i n

in Early Modern France,Goldsmith, Elizabeth C., Dena Goodman eds. (New York: Cornell

University, 1995), 182.
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nursery of the Encyclopedia, the antechamber ofAtliea d ®Hmie e
were discussed Freethought and the Rights of Men, intrigues, politics,
science, literature. Here one made love, reputatiddm)smots
epigrams. Here met the brilliancy, corruption, artificiality of old
France, and the boundless enthsms which ere to form a new?

The initiators, or the a | o n,nmwho were mostly women, did not only act as the

hostess of the house opened to public for these intellectual meetings, but also as

the director of the discussions; though the role given to them seemifer

according to different historianas examing by Faith Evelyn Beasley. Beasley,
guoting from the two FrleemichSdliecnorliatnts®rR
| a Soci ®takn dF r Manr- dlist&res der Foadcgargues thaaccoding

to general public opiniothe roles of the salonand thehostess wereeduced to a

sort of social schooling, where good mannerd aacial skills were prospered,

with a silent role forthe a | o n niwhme ¥ Beasiey takessisue with those

arguments and claimghat this small literary circle of a private environment had

its effects on the mainstream French literature as well; betause ofthe

judgments of the hostesses, ahdh e h o ®wneverisng sdntributions.

Toget her wi gumenBteacil regy 63k0 aamr D diJlehaen &Ssa | roenmsa r
and Pr e makessppargntothat these small private gatherings offered
something of a challenge for the general intellectual instituti@tause otheir
alternative spaces a suellédsoandstiees dew dandewwvi ng r
definitions in terms othe new social roles they offathere women gain a central

positont o cr eat e aparbnew fAwor | d

It is fitting that these private academies wdesignated by temporal
and spatial ter ms, for the essence of

S, G. Tallentyre, (fThaWaeneneof theuSal@hs &ntl Othat &renchi n
Portraits (London: Longsmans, Green and Co., 1901), 1.

®Faith Evel yn Be asSaleng,Histéry, antl the Craation of they Beyenteéemnth
Century France: Mastering Memofidampshire: Ashgate Publishing Limited, 2006), 3.

15



life was bound up with its status as a world apart, a parallel sphere
with its own rules, activities, and schedufe.

Thesalontradition of France continued throughout the upcoming centuries, where
in the eighteentitentury it gained a more philosophical direction with the Age of
Enlightenment, and became the center for dominantly male figures, for the display
of their own compeince; and in nineteenth century, a still different atmosphere
with the integration of the romantics together with their music; yet often

sustaining the position of women as hosted%es.

By the twentieth century, th&alors continued to welcome severalisig, writers,

photographers, musicians and dancers, now with the emergence of a new
alternative group that rejected the aristocraadon® t i es with the ol d
traditions; and whaostrived to create a new, modern art, named as the avant

gardes, handn hand with the womesalon owners who were also themselves

avantgarde writers or artists. This chapter will investigate the two eminent-avant

garde women figures of the early twentieth century and tewons namely

Gertrude Stein and Natalie Clifidr Barney, from several perspectives; the

relationships they constituted with their spatial surroundings and their own literary

works; the spatial qualities of thealon spaces that symbolized their life styles;

and how these life styles through the usagfethe spaces affected both the users

and the context in which they emerged. The study will takeugsfrom three

issuesfirst | will look at how they related themselves to the spaces they occupied,
particularlythrough their avn representations and wnigs andhow these spaces

influenced their artSecondly,l will investigate howther and t he fr equenter

avantgarde lifestyles complemented with tBpaces of thesalonsthroughthe

3Joan Deldean, fThe SalNewHistorg ofdFrendhPliteratej Holer, t y 0 i n
Denis, R. Howard Bloch eds. (Cambridge: Harvard University Press, 1994), 299.

32 Joan DeJean, 303. Also see Peter QuennellAigirs of the Mind: The Salon in Europe and
America from the 18th to the 20th Cent(WyashingtonNew Republic Boks 1980).
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openness and the freedom it provided &od these spacs influenced the way
they live, creating a public atmosphere of private gatigerituals in a domestic
place.This leads us to the third analystbat ofthe challenges they brought to the
terms of domesticity, publity and privacy, through their own ampriations of

space; how in turn they influenced the charactéh@$pace.

Hilde Heynemr ef er s t o the term dédadaptingd in d
means in the etymological sense®lthe wol
believe, this adaptation, or formation of habit, comes to the front as an important

term in understanding the relation between the occupants, objects, and the
occupied at this point of researchThe regular and repetitive touch of the

inhabitant throughobjects (that carry values of memory)oth physically and

mentally produce the interior space of the house, and in return, the interior space

with its spatial existence and utilization, reforms the inhabitant. This, in the end,

forms an adaptatigra coexstenceof both parties. The house, getting form from

its occupant, also gives form ter>* This seems appropriate for the analysis of

the two examples when the writings of tkalon occupants are taken into
consideration, as i nngtohhersaomaned herooflvn Bar ney
adaptation of thesalonspace in her writings as analyzed by Amy WéNsn in

The Intertextual, Sexual@oded Rue Jacob: A Geocritical Approach to Djuna

Barnes, Natalie Barney, and Radclyffe HaMhich will be dwelled upon in

coming parts. A similar approach of analysis can be applied to Stein; for what

Sara Blair puts in AHome Truths: Gertrud:
of the AvantGar de 6 as Al n Steinds text, t he hol
¥®Hilde Heynen, fAModernity and DomeNegotiatngt y: Ten s
Domesticity: Spatial Productions of gender in Modern Architeckieey n e n , Hi |l de, Gl
Baydar eds. (Oxford: Routledge, 2005), 21.

34 Excerpt from my preseatt i on , APublic House Domestic Nature:

of Gertrude Stein and Charlotte Perriandod made
Researches Symposium, December 2013. Forthcoming publication.
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buzzing, blomning landscape of modernity, a dwelliptace for the social project

of maki n’yarguingthanetivnsaéf domesticity, home and its interaction

with the avamgarde vision of creating the newgre subjects of concern hrer

writings, denoting to dicoextensiveness of avagarce and domesti c spac
The Ahomed as the Al andscape of modernityo
arena ofcreating thanodern which brings theeveryday life that is carried out in

the interior of this ladscape to the fimat as the practice of the avagarde.

ThesalonsSt ei n and Barney opened, as wel |, of f
own rules, activities, and scheduleodo as dic
everyday practicéaking place in thendiffered fromthose of theoutside world

not onlybecause othe subjects of discussion of arts or literature, but lzs@ause

of their new communies, which were more open and emancipated in terms of

morals or relationships. Both Barney, and Stein were lesbians; and felt no need to

hide it, rather lived it overtly; as we ca
revival of queer Sapphic communitiyp the private place of her salon and its

garden and from Steinbés | etters for i nstance
Tokl as, where (unli ke Barneyobés open relati
all throughout her life) she refers to Alice laer wife.*® Their lives and sociail

sexual choices contrasted with that of the conventional lifestyles, and could get

sustained only in thiree milieuof Parisin theearly modern period, and the small

habitats that they created in it.

The last subject of discussion of this chapter will deal with the two different
images of the public and the private, with their gendered uses and affiliations, the

Asepar at,as is thehveorde &f dane Rendell in the baddnder Space

¥sara Blair, fAHome , Z7rRuetde Fleurus and the Blace of ®i¢ Avanh
Gar d eAterican hiterary History\Vol.12 No.3, History in the Making (Autumn, 2000), 422.

¥pDi ana Souhami, # Geetruterandd\kcéLandod: Tautisi 2009)012.i n
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Architecture:An Interdisciplinary Introductionian oppositional and
system consisting of a dominant public male realm of production (the city) and a
subordinate private female one of reproduction (the home). The origin of this
ideology which divides citffrom home, public from private, production from
reproduction, and men from wo'nmékereal s bot h
life, G&xecuted by men in the public arensesonates witlreason, rationality,

production, creativity, publicitystrength, paver; whereas the domestitljusoryd

environment is produced by its counterpiatie womarhousewifemother with

animage of exactly the opposite values; coziness, comfort, emotion, consumption,
privacy, family, sexuality, intimacy. The prescribed roter fwoman strictly
differentiates from that of man; she leaves the place to man for him to become the
leader of thegealityd and sets herself deep in the sentimental domestic
environment as the organizer, decorator, caretaker, housekeeper, or motier, as t

sovereign of the privatized, secret wotld.

This private world is everything within the house, and becomes associated with
everything that i's Of emi nvidua that getshee hous e
c h a n caesthetic sefexpressiorand ident t y f o asmegptessedrby Lisa

Tierstert®, through decoration, and organization of this private interior space. Any
constituent element inside becomes of primary importance in the domesticating,
individualizing and privatizing of the house, everythnghin belongs to each

other, and cannot exist without, be it the ordinabjeots or the inhabitants, as

Jane Rendel I, il ntr &Gehdec Space Architecduren Ah énterdisciplipaayc e 6 i n
Introduction Rendell, Jane, Bhara Penner, lain Borden edblew York & London: Routledge,
2000), 103.

¥Excerpt from my pr esent MatuieoReadingihe Evetyday Spatesu se Do n
of Gertrude Stein and Charl otte Perriando mad e
Researches Symposium, December 26b8hcoming publication.

¥Lisa Tiersten, AThe Chic | nt er itmgras High drtin he Femi r
Turn-of-theCe nt ur y NBtaéAt Homed The 8uppression of Domesticity in Modern Art and
Architecture Christopher Reed ed., (London: Thames and Hudson, 1996), 19.
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women . And anything that is from outside 1is
welcomed, whether wh its physicality, or its gaze.

Under the light othis general framework given for the domestic interior and its

occupancy in relation to its different half, the public environment; | am looking at

this discussion from a different perspectieequestion the position of thealon

interior that act as padf the@rivatehome 6. | wi l |l try to advance
dwelling on the role of women as key charagtéy question their involvement in

the process of destroying the bounds of domestiyitgpening both the physical

and mental doors of interiospae® The chosensalons differ from the

uncontested codes of the domestic house, and act as publicized domestic spaces

becoming public zones, forming the lieu for alternative public and private realms.

2.2.Salonin 27, Rue de Fleurus

Gertrude Stein, the writer and art collector, was an eminent figure in the
intellectual life of the beginning of thewventieth century Parisian avaigarde,

with hersalon at 27 Rue de Fleurus that she inhabited from 1@03938, first

with her brother ad later with her life partner Alice B. Toklas. She was born in
1874, and she emigrated from San Francifmenited States (where she spent
her early life) to Paris, France in 1903, to live with her brother, Leo Stein, who
was already living and travelg in Europe by therfjrst in Italy, thenLondon and
finally in Paris, at 27 Rue de Fleurusyhere he settledo become an rést
attendi ng Ac@edr@da,i whohatl alleaidya laft. her education in

medical school inthe United States, soon joined him to follow her will of

“Excerpt from my presentati on, gthePHvdrdaySpadé® use Domest
of Gertrude Stein and Charlotte Perriandd made ir
Researches Symposium, December 2013. Forthcoming publication.

20



Figure 2.2.1a Leo, Gertrude and Michael Stein in the courtyard of Ride de Fleuru
1907.

SourceWanda M. Corn and Tirza TrSeeng Gerttud
Stein,(Berkeley & Los Angeles: University of California Press, 2011), 37.

becoming a writer, growing an interest for modern art with the influendeer
brother in the meantini&(Fig.2.2.1a,2.2.1b.

As Shari Benstock notes, Paris offered somethingthiedtnited States could not

back thena freedom for the way one worked and livad,in literary, practical

and sexual terms. Although her writing was often concerned with America,

(placing herselfat a distancea | | owed her t o be 83idne t o wr
everything n her adult life became a sUubject

She wrote through her life, through the traces of her unconventional, yet domestic

“Wincent Giroud, @Pi cEeMetopottandusEumroftArt BulletifNe®t ei no i n
Series, Vol.64, No.3, Picasso and Gertrude Stein (Winter, 2007), 9.

“Shari Benstock, fWom@&omerodf thet Uefe BarkeHartis 190@40 k 6 i n
(Austin: University of Texas Press, 1986), 14.
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Figure 2.2.1b Plan of Parisdated 1892,showing Luxembourg gardenleft Rue d
Fleurus, parallel, Rue (de) Madame (yellow dots showing 27 Rue Fleurus and
Ma d a me, Gertrude SHdnt¢iawds khpatrhenenand
Source]data base online]
http://www.oldmapsofparis.com/system/maps/21/oadparis1892.jpg?1329724310
[Accessed: 03.07.2014].

i ving; Aexploit[ing] t he vocabul ary, sy
conventionawo menés prose and tal k), the ordinary
create her owt aramguag® whictn apntrastee \dith that of the

previous centurgharply in its form and content:

There are many that | know and they know it. They are all of them
repeating and | hear it. | love it and | tell it, | love it and now | will
write it. This is now the history of the way some of themitare

*3 Margueritte S . Mur phy, AoFamiliar Stranger so: The House
60 Tender BQontedmpanasy diteraturgy/ol.32 No.3 (Aitumn1991), 383384.
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| write for myself and strangers. No one who knows me can like it. At
least they mostly do not like it that every one is of a kind of men and
woman and | see it. | love it and | write*

This contrast she offered included the way she lived anavélyeshe positioned
herself sexually. One mightNewWemanmndy St e
carrying its fAnew spirit of the age and
together with its explicit feature of masculiniyyet, in the words of Catharine R.
Stimpson, she fAsharply separate][ d] her se
herself enter a mal e wo f whichtp@entssherr ong f
from being named not only as thé. 6Bsdwe wc
positioned herself as the O6maled one, i
l iteratur e; as she fAsaw serious writing
claim by playing the role of the male, by seeing only male Modernists as her
colegues and ¢ pimheradomestiolifess i her relationship to Alice

Toklas, where she took the role of the husbandvdor i (fFig.2.222a,2.2.2b).

Yet, this sort of an embodiment of the traditional modes into new forms might
suggest as wellas analyzed by Donald Pizer i n
Expat r i ait.enotBeamuchshe expression of new and radical faiths as the
restatement of traditional beliefs in the new and radical forms of an open sexuality

and an evocative Paris loeal®®ne may wonder, whether this masculinity she

willingly put on herself was actually a mask that she wore to veil her queer /

woman character which would be seen as an anomaly, or a weakness in America

that she has long left; yet whose conventions afriage, family, or domesticity

“Gertrude Stein, TiieMakng df AmetitarglmdisaDaléey Archive Press,
19%), 290.

“>Hilde Heynen, 11.

““Catharine R. Stimpson, fThe Mcritcd Inquryh\@l.3Body and
No.3 (Spring 1977), 497.

*" Shari Benstock, 12.
““Donal d Pizer, AThe Seru®h’/B.Gsography of Expatria
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she may nohave reminding the words doens@&enst ock u
creating a new language of literatdmehere a metaphor to hémeans of living

her life and her lesbian sexuabityan be inferred;

Leo Stein and many who came after him were to conclude that
Gertrudeds experimentation with | inguist
of her inability to deal effectively with language that she made her

greatest weakness into her most 'remarkable’ strefigth

The Aweaknessd® ulbrciiit yeferdeal, mayiash t he | at

. :
S » J cJ). <m 5|

Figure 2.2.2a,2.2.2bAlice B. Toklas and Getrude Stein

SourceWanda M. Corn and Tirza TrSeeing Gedrtc
Stein,(Berkeley & Los Angeles: University of California Press, 2011), 75, 63.

“®“ShariBenstock fAGertrude Stein and Alice B. Toklas: Rue d
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well point out to her queerness which she compensated with a domestic
arrangement that resemblesdama r r witka Ajiee @ oklas or her being of the
inferior sex, which she handled by adopting thelaitas of the superior one; all

of which distinguished her from anothgoman

The relation between her sexual preferences and identity to her vocational life of
writing might be enriched one step further with the relation she constituted to the
spatial enronment of her house. Ttealonin Rue de Fleurus, was a part of her
first house in France (among other two: one summer house in Bilignin, and
another house in Paris, Rue Christine that she moved in with Alice after moving
out from Rwe de Fleurusn 1938) (Fig2.2.3a,2.2.3h. The salonwas actually a
single room of nearly 42 square meters facing towards north. It wast@msion

of the twostorey house where there were living ardagmerly, there were no
passages from the house to #telier and the only way to access it was going
outside and then insidé. was positioned in the courtyard of the block 27 on the
street Fleurus that is close to the Luxembourg Gardens. The building block was
designed bythe architect Gabriel Pasquiein 1896, ard explained inThe
Autobiography of Alice B. Tokldsy Gertrude Stein

[...] but now | must describe what | saw when | came.

The home at 27 rue de Fleurus consisted then as it does now of a tiny
pavillon of two stories with four small rooms, a kitchen and a bath,
and a very large atelier adjoining. Now the atelier is attached to the
pavillon by a tiny hall passage added in 1914 but at the time the atelier
had its own entrance, one rang the bell of thdllpavor knocked at

the door of the atelier, and a great many people did the both, but more
knocked at the atelief.(Fig. 2.2.4).

* Gertrude SteinThe Autobiography of Alice B. Toklésondon: Penguin Books, 1966), 10.
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Figure 2.2.3a,2.2.3bGetrude Stein isalonin 27 Rue de Fleurus

SourceWanda M. Cornand TirzRr ue Lati mer , fi Jeeiny &ertrud
Stein,(Berkeley & Los Angeles: University of California Press, 2011), 49, 97.

Gertrude and her brother Leo furnished this studio with collected pairtiags
they bought from neighboring art gallerigbat first occupied the walls on eye

level in one row, yet soon covered all the three walls, which turned the space
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eventually into At he °f(Rigr22ta, 2@5% twas of mo
soon opened to public every Saturday and appeared atraction point for the

artistic and literary circles of the timgho first came to see the paintings, and

which eventually turned the space into a literary gathesalpn including

writers such ag&rnestHemingway,F. ScottFitzgerald,GuillaumeApollinaire, as

well asPabloPicassoHenri Matisse, Man RaykrancisPicabia,GeorgeBraque,

among many others, with their various paintings that were exhibited to this

changing audienc®.In Seeing Gertrude SteiCorn and Latimer notes that:

Figure 2.2.4Left, the entrance of the atelier. The small entrance to right was addec
Sourcejdata base onlindjttp://www.ellensplace.net/27rue.jpd\ccessed: 03.07.2014

James R. Mellow, f@AThe AChawmsddireer Gertradé Stérandp a g an d a ¢
Company (New York: Henry Holt and Co., 2003), 4.

2The reason behind the emergence of these gathe

Gertrude and Alicevher e she quotes Steinbés own wor ds: i Ma
brought somebody [to seke collection] and they came at any time and it began to be a nuisance
and it was in this way that Saturday evenings be

Fleurus [1903% ] 0Getrude and Alice71.
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In the early years Leo and Gertrude turned the original utilitarian
room into an improvisation, a contemporary art gallery where
paintings came and went and hing was stable or predictabfé.

After the split of Gertrude Stein and her brother Leo Stein upon contré¥érsy

1913, Gertrude continued to play with the collection atdaéon now with Alice

Toklas (who had already moved in with them by 1909); they changed constantly

the paintings on the walls and the furniture in order to achieve the best way
possible to idmprtehses ftrtea u@dhigeeLBdndtfe t he spac
Emergence of the InterioCharles Rice talks about the domestication of objects

through collecting; appropriation of the individual elements into a whole with the

touch of the collector, constructing a sekpression through the organization,

which s hows both the <collection itsel f, and
onarrative of selfd through this process o
rearranging®One can sense Steinds domestic chara
the traces of her It of collecting, her customs and her love of the routine, as

explained inSeeing Gertrude Stein

“Wanda M. Corn and Titiza $tSedng@egrude SieBerkelefi Do me s
& Los Angeles: Universityf California Press, 2011), 100.

*Di ana Souhami attributes the split to Leo Steinds
works, which eventually led Gertrude to repudiate Hiana Souhami, 75.

% With Alice moving in to the house, the interior space changed slightly from the old and
spontaneous decoration of the time when Gertrude wa
Al i cedbs homemaki ng t oaiand artfuldiying eoondoutsohbehemiane at ed a t i
di sarray. 06 For exampl e; the constructsalamn of a hall
which helped to close the doors opening to outside, gaining them extra space for their furniture and

decorative piece$Vanda M.Corn andTirza TrueLatimer, 97.

*®Ch ar | e drredieral®e, Inhabitations: Walter Benjamin and Histories of the Ingetior i n

The Emergence of the Interior: Architecture, Modernity, Domestigityndon: Routledge, 2006),
13.Excerptfrommypesent ati on, APublic House Domestic Nature
of Gertrude Stein and Charlotte Perriando made ir
Researches Symposium, December 26b8hcoming publication.
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Figure 2.2.5a, 2.2.6 Photos of thealon top, 1904, bottom1913.

SourceWanda M. Corn and Tirza TrSeang Geattuc
Stein,(Berkeley & Los Angeles: University of California Press, 2011)9%6
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Figure 2.2.6Alice B. Toklas and Gertrude Steih922
SourceWanda M. Corn and Tirza TrSeeing Gedrtc
Stein,(Berkelev & Los AnaelesUniversity of California Press, 2011), 73.

She wrote at home and | i ked to eat and e
and on walks in Paris, [Alice and she] they bought antiques and

bibelots and continuallyarranged, rearranged and updated the

furnishing of their homes’ (Fig.2.2.7).

As one can infer, she seems deeply connected to her house as a collector;
believing that every object in thealonand in the house had a meaning and they
could tell their stories. Probably, these characterigtichier explain why she
created thesalon as a public stage and a meeting place for painters, writers,
models, photographers and took the world insidesh&n the hub for her own

fistrengtld, rather than taking herself outside to the wdfldhese in the end

5"Wanda M. Corn and Tirza True Latim 61.

®BExcerpt from my presentation, fAPublic House Domest
of Gertrude Stein and Charlotte Perriandd made ir
Researches Symposium, December 2013. Forthcoming publication.
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rendered thesalon having two different faces; one for the collecting and
exhibiting practice of its real occupants, and the other for meetingaditidg
practice that was attributed to attending it

Her salon with its objects pergtually indeterminate, also had its users changing.
Everyone was welcome to the Saturgldya t edh,0 m

The salons were casual affairs; all one needed to enter was a letter of
introduction or a companion who already knew the Steins. Like
crowdedcityst r eet s, the salon had no fixed
at 27 was modernity itself, unstable, in flux,xmg the known and

the unknown>®

The openness, pubiig of this place represents a far different pattern than the

usual codes of thé d o mehsotmec@ncloséd, private spacwith its more

modern, changingxistence. With ér salon everybody attendinghe meetings

became a part of the house, they brought in andobjdcts (paintings, for

exampl e, St einds p o idéas, apedple, wilictckangddy Pica
continuously the atmosphere, taking it out of its strictness of belongindaottig

inhabitant and turning it into a communal space that is shaped by the participation

of each human being as well as obf&ct.

Since the modern individual s subject.i
transition, his or her interior should be able to answer to this condition

of transitoriness and should be capable of continuous change and

variability. The most radical version of thiwould consist of a

completely anonymous interior that is only emmiated on a
temporar® basisé

% \Wanda M. Corn and Tirza True Latimer, 100.

®Excerpt from my presentation, APublic House Don
of Gertrude Stein and Charl otte Perriando mad e
Researches Symposium, December 26b8hcoming publication.

®1 Hilde Heynen, 22.
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Figure 2.2.7 Salon 19141915, right after Alice moved in.
SourceWanda M. Corm and Tirza&r ue Lati mer , fSeeng Sarttud
Stein,(Berkeley & Los Angeles: University of California Press, 2011), 98.

St e isalah slefinitely corresponds to the modern interior and the modern

occupant/s described by Heynem its social character, if not to modern
architet¢ure in its formal language The effects of this interioa
traced upon the individual as well as the variability of the life and state of the

i ndividual upon the interior that has now I
meaning of lhe salonas a social space was being remade in the image of a fluid,

|l abile, and democratic ffodernity.o as sugge

Her wi | | to break with the ol d, fito s mash

order and structure, to shuck off old habitsseéing and describing, and to let a

52 Sara Blair, 420.
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new art® enmeardgeidot s equivalent in this sme
emer geo, with the I ife of a community i
6ownersoé6 of whose rigidity iitdidvhidwitlc a me bl |
its Renaissance chairs and™@ntury furniture; from a ped that she obviously

detested:

Against the walls were several pieces of large Italian renaissance
furniture and in the middle of the room wabig renaissance table, on

it a lovely inkstand, and at one end of it nbt®ks neatly arranged,
thekindofnotdbooks French ®thildren use |

[N

The chairs in the room were also all Italian renaissance, not very
comfortable for shoftegged people andne got the habit of sitting on
oned$ legs.

2.2.1.The Other Salonsof the Stein Family

It might beof interesthereto look at thesalonsthat other members of the Stein

family inhabited in Paris, in order to compare them in architectteahs
Gertrude Steinds elder brother ddiorchael S
in their apartment in 58 Rue Madannlike their sister and brother who were
themselves creating art as well as collecting it; the couple acted as paffors.

-espec | | 'y Sar aihteres tinethenaét ©f painter Henri Matisséso

rendered the Rue Madarsalon- where focus was on the judgments of its hostess

and her beloveadrtist- slightly different from that of the Rue de Fleufii&tet in

%3 Diana Souhami, 68.
% Gertrude SteinTheAutobiography of Alice B. Toklas3.

% Ibid.
% Though, the Stein family helped Matisse financially in opening a school of painting and there
Sar ah Stein t ook painting |l essons too. Al i ce

Cor busi er 6dse Vol nl YdormeSotaral itha Making of the Modern Hau& Social and
Architectural History(New York: Harry N. Abrams Inc. Publishers, 19989,

*7 Ibid.
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terms of theirarchitectural settings, the two shared certain chargatsr being in

the city center of Paris both occupied ancient buildifs@s Rue Madame being
designed by Alexandre de Valcourt in 185%heTinteriors of thesalonsalso
shared this interest ithe gpast with their decoration negl ect i ng t
modernistapproach(Fig. 2.21.1a, 2.21.1b). The heavy furniture of Rue de

Figure 2.2.1.1a Salonin 1934. The heavy furniture is apparently contrasting witl
modern paintings.

SourceWa nda M. Corn and Tirza TrSeang Gerttud
Stein,(Berkeley & Los Angeles: University of California Press, 2011), 100.

Fleurus obviously resembles the nostalgic taste of Michael and Sarah Stein,
although thesalonat 58 Rue Madame looks more luminous and bright with the
sunlight taken from the windows facireast, and bigger, with the two columns
that is dividing the room into two parts allowing more sitting areas and tables,
whereas in Rue de Fleurus, teingle pace of thesalon which was only

illuminated with northlight looks somber.
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This aspect of the tweeemdo strictly contrastwith that of the house designed

for the Michael and Sarah Steby Le Corbusier, Villa Stekde Monziein 1926

1928 Apparently, the Steinkad also some taste for modern architectussnd

together with their friend Gabriel de Monzieand her steglaugther had a house

built for themoutsideParis,at Garche® (Fig. 2.2.1.2).The houséalso named as

Les Terrassgsone t hat was fipraised as a miles
moder n ar®tamidt eocft uLree 8Cor busi er 6 s ,apenr eer , o
and modernistlesign both in terms of its plan and its formadactes;, 1t s f a- ade
with different qualities on facing streetor garden its plan comprigg of four

£

T
4
<
A
.
&

Figure 2.2.1.1bSalonat 58 Rue Madamearound 1909.

Sour ce: Al i ce T. Fri edman, Being Moz
Mo n z i ®omen and the Making of the Modern House: A Social and Archite
History (New York: Harry N. Abrams Inc. Publishers, 1998), 99.

% Friedman talks about the relationship between de Monzie and Steins as a friendship where
Aimany things between the St ei nlutthkenprivateldvdsa me de N
remained separate. 0, where Michael Stein acted a

% bid., 94.
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bedrooms for thenhabitants with a flexible terracfloor, accompanied by

curvilinear forms in all four floorstogether with the use ohateials, and interior

simplicity as weél (Fig. 2.2.13, 2.2.1.4. Yet, what surprisingly resemla€7 Rue

de Fleurus and 58 Rue Madameas the furnishings of the interioffhe Steins
decorated the interiasf the hosewi t h al | the Aantique pieces

from their Parisian apartment RueMadame(Fig. 2.2.15);

AWhere Le Corbusier remained at odds wit
on the question of furnishings. Although he had been aware from the

beginning that the Steins were intending to bring many of their

antique pieces (some acquired years before in Florence) with them, he

never quite got used to the fact that the house was filled with heavy,

dark fd niture.o

Figure 2..2.1.2L es Terrasses.

Sour ce: Al i ce T. Fri edman, Being Mie
Mo n z i women and the Makinof the Modern House: A Social and Architect
History (New York: Harry N. Abrams Inc. Publishers, 19987,

bid., 119.
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The Stein family did not continue the Saturday gatherihgs their new house
Les Terrasse@with the exception of visits from their artistic and literary circle of

Figure 2.2.1.3The plans oVilla Steinde Monzie

Source:Al i c e T. Friedman, Being Mo d er fde
Mo n z i ¥omen and the Making of the Modern House: A Social and Archite
History (New York: Harry N. Abrams Inc. Publishers, 1998}4

" Michael and Sarah Stein also held thsston evenings on Saturdays, yet, according to Linda

Si mo n 6 SheBiography of Alice B. Toklas At her e was no rivalry betw
sal ons. 0 [Themidgaphg of dlicenB. Tokldblebraska: University of Nebraska Press,

1991), 64.
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friends), and according to Michael Steinés

also hang an pictures on the walf8 (yet it is not clear if this was a temporary
case and changed after they completely movgsimce in the photographve can
see few paintings hung on the wallhis might beread as a move from beinige
patron of pioneering art tihat of architecturewhere now they had theioncern
on moderrarchitecture’ Surprisingly, the interior of the living roomith its two

Figure 2.2.1.4The living room facing towards the gardd®29.
Sour ce: Al i ce T. Friedman, Being vtle
Mo n z i ®omen and the Making of the Modern House: A Social and Archite
History (New York: Harry N. Abrams Inc. Publishers, 199831

2 Alice T. Friedman, 117.
" bid.

“"As Friedman qu o tettees NoMi have @ grands6rt aad livedustside Paris in an
ultra modern house of which | encose a postal card. After having been in the vanguard of the
modern moevment in painting in the early years of this century, we are now doing the same for
modernarbi t ecture. o I bid., 116.
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Figure2.2.1.5The |l iving room facing towards the ent
Sour ce: Alice T. Friedman, Being M

Mo n z i omen and the Making of the Modern House: A Social and Archite

History (New York: Harry N. Abrams Inc. Publishers, 1998), 120.

columnsin the middle and very bright and spacionterior reminds the salonin

Rue Madame since the furnituaeed the oriental rugs on the flodoes not tell

very much about the actual modernigtture of the building.The two, clearly

shared something in conam onethatd i f f er ed f r o nsal@evhot r ude S
carried theavantgardespirit ratherin its social beinghan its dark and enclosed

architecture

Moving on from this comparisornhe contradictionsvhich Gertrude Steirthose

to live with; between the setting of healon and her artistic taste, between her
love for domestic, and the public life offered in lsaton her sexual preference,
yet her conmitment to ficonventional modeésof relationshipwith a lifetime

partner help shed some light onto her means of coping with what she might have
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seen as weaknesses of t he moder mwnb mano:; wh i

words

If you are way aheaith your head, you naturally are old fashioned
and regular in your daily [ifé

2.3.Salonin 20, Rue Jacob

Ai-je un salon?
[ néa rien, en tous |l es <cas, doéofficiel
r gnent. Rien noéy rm°gme, et encore moins

Salonof Natalie Barney CliffordFig.23.1), was quite close to that of Gertrude
Stein, in Rue Jacob again on the Left Bank, where a similar-geadé group of
intellectuals, writers, artists, dancers gathered; this time for Friday meetings. She
was anAmerican expatriate, born e United States, Ohio in 1876. She moved

to Parisin 1887with her sister and her mother, Alice Pike Barney; who chose to
live her life as the way sheaspleasedapart from her husbandetting involved

highly with painting by freeing herself from the traps and constraints that the
patriarchal marriage put upon her bef6feBarney, being educated by
governesses, could speak fluent French by her early childhood. She and her sister
coninued their education in Les Ruches, ironkinebleau, FranceThe
independenimageof her mother created the role model for Natalie Barney for the
rest of her life; making her see both the damages of a conventional marriage upon
women and the possibility of ignoring any setal normthat migh be imposed

on her in creating her art, as well as in choosing the way she lived her life and her

> Quoted inWanda M. Corn and Tirza True Latimer, 100.

“ADo | have a salon? There is nothing official in
t

there. Nothing reigns it | e Aavlecan arr myg s elef .LO6 Eismpr N.
(Paris: EmilePaul Fr "res, 1929), 273. (my translation).

"Suzanne Rodriguez, AChi 1@ 96 BildWeatt:AH.iesNatalie d Sai nt s:
Clifford Barney and the Decadence of Literary PgNe&ew York: Harper Collins, 20032349.
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own sexuality’® She was a lesbian, astie rejected the role prescribed to women

or lesbians as @&ubordinate speciés which forced them either to denyetih

sexual and sociakxistencesand to conform to the more decent ireagf the

owi f ed or otthembratghe masoelingimage which nestles the belief

that homosexual women were superior to heterosexuainemo in their
convergence to men. Néreasi s he objected to any form of
suggested homosexual women wereanckal |y mi
rather praisedhe other image of the feminine. This impression of a woman
consciousof herself and her own sexualityngers it understandable her rejection

of any norm and rule of life except thatlo¥e, beauty and art

Only love is important, not the sex to whom it is directed. The rest is
merely a question of rearing, selection and segregation of the species
ourown faces a danger of quite another Kifd.

What have you loved best?
-Loving.

And if you had several choices?
-1 would choose love many timés.

Shari Benstock further comments on ttiracter of Natalie Barnegs:

“Shari Benstock, fANatalie Barney: Rue Jacobo, 27
“Shari Benstock, fWomen of the Left Banko, 11.

®Natalie Clifford Bar naPerilous Advdntage:iThe Besbof Natalize f e n d e d
Clifford Barney trans. & ed. Anna Livia (Vermoniew Victoria Publishers Inc., 1992), 85.

8bid,ALittle Mistresseso, 104.
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Natalie Barney chose the life she led; no aspect of her life was left to
chance. She turned her intelligence and common sense toucbing

a life that would itself be a work of art, an aesthescveell as a
sensual experienc®

This conscious choice for breaking the conventional image of the feminine and

the lesbian, and rather living in the aesthetic, sensual way could be banktids

reflections on the social gatherings she organized; first in her house in Neuilly,

and which continued when she moved to 20, Rue Jacd®09 in the Apoet 0:¢

house, where women gathered to share literary creations and erotic relationships

Figure 2.3.1Natalie CliffordBarney
Sourcejdata base online]

http://theqouch.files.wordpress.com/2012/06/nataliewithdog[faressed: 25.05.2014

Shari Benstock, fANatalie Barney: Rue Jacobo, 269.
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withone anP6Gheri® Feman Orensteinods i nter vi

Barneyods hous dieegens @ her dixty ryear§ mesidency inue

Jacob, reveals that, |ike that @ngs Gertr u:

were as well, operotall®*

(Fig. 2.3.2). Although she welcomed both male and
female, homosexual and teeosexual figures in her houseeatirg a social and
artistic networkfor professional contacts or financial support for those whose
work she appreciated; the meetings werainly dominated by female figures;

favoring her ideal of a female cultural commurftty.

The seventeenth centupgvillon in Rue Jacob that housed these gathenvegsa

2 storey single apartmentunit locatedat an inner courtyard, surrounded by the
buildings of Rue Jacob, Rue Visconti, Rue Bonaparte and Rue de (Fane
2.3.3). One would only have access to it through the gates from the street, and

then, passing through a small invstreet to reach thegavillon that is just located

across (Fig. 834,Fig.2.35).Li ke t hat ofsalGer Bawdmy &8s ei no

(which was located on the ground floor, separated from the kitchen with the
entrance hall) differentiated from the private rooms of the house, widck
located on the second floor. Thalonspace comprised of mainly two roofing

sitting room and a connected dining room, facing the garden:

8 Thisnineteenttt ent ury description of the fpoetds housebd
is cited by Barneyinheessay 6 The Tri al of SapphPensF@easg ment :
déune ,Amambhi shed i n 1920. Sheila Crane, A Mapp
| andscapes and topographies of i denGenderyandi N Nat al

Landsape Lorraine Dowler, Josephine Carubia and Bonj Szczygiel eds. (Oxford: Routledge,
2005), 158.

8 1n the interview Cleyrergue reports that Le Corbusier was actually a neighbor to Barney; though

S
p

was never invited to any vod dihden &te ciempuiitoenshi m.l
no, Berthe. Wedre not going to start inviting
Cleyrergue, iThe Salon of Natalie Cliignerd Barne

Vol.4 No.3 (Spring 1979), 492.

% In Women Together/Women Apart: Portraits of Lesbian Pdiiza True Latimer refers to this

idea of creating a <cultural community as fA. ..

conmunity. 0 TirzaiOfeue Léabi amer ,Par i sin Vménwe e n
Together/Women Apart: Portraits of Lesbian PgRsitgers University Press, 2008D.

43

t

h €



LE PHILO20PHE CHEZ RE2 AMIE2 EN[9(3

S e o, V)
\J\L-g\F\‘é'\’_,\"h
DUCHE?QERD[ rC‘LE RMONT-TONNERRE

EMYDE GOURMouT
WATALIE= CLIFFORD ~BARNEY

Figure 2.32fiLe phil osophe <chez ses amilaarserm
Remy de GourmontNatalieClifford-Bar ney o sketch by /
caricaturist and writer, depicting a small gathering in Rue Jacob.

Source: [data base online]http://upload.wikimedia.org/wikipedia/en/8/8b/Rouvew
_Le _Philosophe_Chez_Ses_Amies.jpfecessed: 0B7.2014].

Barney was interested in conveying a credible likeness oacheal
reception space of her salon on the ground floor of her residence
Alt hough the main sitting room
reception space, during salon meetings guestimly congregated in

the adjacent dining room that wasndinated by an octagonal tabié.

The records of SuzannBodriguez in her boolVild Heart: A Life: Natalie
Clifford Barney and the Decadence of Literary Palsout the furnishingf the

house andhe salonremind the old antique decoration of the Stfon Barney,

compri se

like Stein, looks indifferent to the furniture that surrounded her; where for her

case, this denoted to hidifference topossession. The t wo womends neg]

of their surroundingnterior reveals certain ignorance they held towards modern

8 Sheila Crane, 147.

8Suzanne Rodr i guez, Wi Rdare: A Sfa: Natalid Glifford Ba®n8y%and the n

Decadence of Literary Pari@New York: Harper Collins, 2003), 176.

44



Figure 2.3.3Cadastral plan of 20 Rue Jacob, dated 1821 @R.IBhe pavillon is at centefThe

Temple is on top left.
Source:BaptisteEssaveRoulet Wi | | i am Pesson, AiLe templ e
et r ®a lGhtreosndi q u B déohi sNo.i 62 Mano®hint gt dectlde

Ma - o noes,i2@D8), 20

architecture obviously; both of the spaces seem quite far from comgpiyih the
modern principles of desigihough, the lives carried on in the spaces certainly
rendered them different than any traditional Parisian apartment of the period

avantgarde not in their formal, but social qualities.
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This can be best traced through her own representation cfatbg a sketch
(published in her own literary work titledhv e nt u r esprit”® das thd 6 E
frontspiece),giving anaccount of the attendants, friends and lovers; gives clues
about the symbolic naaing she attached to thefrhe drawing is a representation

Figure 2.34 The pavilbn reached through the passagey from the gate of 20, R
Jacob

Sourcedata base online]
http://www.ruevisconti.com/LaRueMysterieuse/TempleAmitie/Images/20_rue_Jaci
get _1910.jpg[Accessed: 24.05.2014].

of the salonmeetingact ual | vy, with the lesadomde written
| 6amazoneo. Ther e i salonti the difing goemi shata c e o f t h

8 The book has two sections where Barney recounts her relationships to her; fhenésst

chapter, to male writers such as Remy de Gourmont (who first named Barneyaasattag or

Oscar Wilde, whereas the sedochapter is dedicated to women of ke a d ® mi e dhats Fe mme s
Barney established in healon,and the celebrations that took place in honor of those women.

Natalie Clifford BarneyAv e nt ur e s(Pati€ EniléFzaudF p r,idl929%.
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domi nates the paper, with a relatively |
There is a line that starts from the bottom of$h&n making zigzags inside the

space around the names and leavesstthen from its top part (opening to the

garden) leadhg the steps of the temple. We also see the accessdpatmext to

the dining room that comprises the sitting room of $héon yet it is not even

depicted in the sketc¢hbut we see merely the openings tdare only objects that

are drawn inside thsalonare an octagonal table with a teapatl glasses, and a

~

buffetwi t h s mal | circles that denote to Afru

Crane suggests that At he drawing repres
landscamed takes it as acons@olus ctoices wfi dence
symbols that surround her; the octagonal table, the buffet, teapot, or the temple in
the garden; where the rest of the drawing is filled with not the possessions, but the

Figure 235Thee a st f a -pavilom, facirg towande the garden, the temple i
the back.

Source]data base online]
http://www.ruevisconti.com/LaRueMysterieuse/TempleAmitie/Galerie/0209 _.g.jpg
[Accessed: 25.05.20141.
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names of people (one might suggest that, Barney pesseesmple, rather than

objects) (Fig. B86). Bert he Cl eyrergueds account of t
i T]rays were passed around with little sandwiches. It was a reception where you

took only your tea at % hert allmlne.t THeyy ntead s
iwe all clustered around t'helustaboatghet © quot e
character of thesalon noting on the importance given to make everytaed at

home sitting, eatingandwhere mind ideft freefor art(Fig. 2.37).

Another aspect of the drawing takes us to the factdalainwas individualized

from its context; no reference to the surrounding environment (except that of the
garden and the temple that is considered to be a part sdlitne and the openings

to the bom next dooris given but rather the Parisian literary and artistic circle is

takeninto it; where Crane interprets this as,

[ é] Barneyods dramatic transfor mati on of
dwelling into an important site within the broader topographyhef

Parisian literary scene. That is, even as Barney detached her home

from its actual physical surroundings in both the drawing and the

private ritual of the salon, she effectively reorganized the Parisian

literary landscape within the space of her diniogm. %

% Gloria Feman Orenstein and Berthe Cleyrergue, 488.

Sheila Crane, 159. Crane gives reference to Barne
Barney Garl ando ( Th-é34RadAniazon &t eettarseThe LifelaBd/Lbves,of 8 6
Natalie Baney(New York: G.P. Putnam, 1976).

92 Sheila Crane, 152.
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Figure 2.3.6Bar ney 6 s o0 wn salonanavtenmplgwitiotifie ndmeg all arou
that frequent it.
Source: Natalie Clifford Barne v e nt u r e s(Pali® EniildPEBup r iFtr r

49



Li ke many ot her a p ar pavllem sitgated im thePirmneri s , Bar n
courtyard, also had no direct connection to the street, creating an isolated, private
atmosphere differentiated from the city and the street life; but what made it even
more secluded was the garden behind, with its small templseh#ite scene for
several of the gatherings; which will be dealt with more detail in the following
chapters. This isolation from the city scape offered something more than a
domestic setting for the artistic, intellectual, literary meeti\gbere, women

were certainly dominating, and in this sense merely, served an alternative milieu
for the contemporary literary gatherings)created the proper environment for the
rituals, like theatrical performances, honorary celebrations, damcdsalike,to

take pace which would otherwise cause the attendants to be excluded from public
arena(Fig. 2.38); as explained by Shari Benstock:

[ é] homosexual women of necessity were f
their own communities of friends; they could not assume thel s
support groups wer e a 0givenbo I n t he

environment, although the city itself provided the meeting greund
cafes, restaurants, bardor these women. Paris lesbians, however,
avoided public spaces and created their own privateeplwithin the
city, redefining the nineteenttentury salon for their own emotional
and intellectual purpose¥

This description gains another direction when coincided with the fact that these

salonowners, Barney as well as Stein, were expatriate figures. Their rejection of

the public scene for the sake of these semi private or dorpesiiic settings may

be Iinked to their conscious oOor unconsciou
wo r | d sedrelaniomseto homeland would not be lost with most ofddlen

invitees being American expatriates, yet still, by standing in the context of
Parisian city, they marked Athe rejection

of i dentityo farga True LatimereinWWenoen Together Women

#“Shari Benstock, fAThe City They Lefto, 451.
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Figure 2.3.7Berthe Cleyrergue in thalon.
Source: George Wicke3he Amazon of Letters: The Life and Loves of Natalie B
(London: W. HAllen and Co., 1977).

Apart: Portraits of Lesbian Par, where Latimer gives ref
words on Pari s; Athe only city where yol
pl easeo, so that we c anlyédnvisiooed thenliiewn Nat al i

Paris as a way ahead of any bondage: be it familial, national, literary or sexual.

This expatriatiorissue can be furthered with Amy Wellsy n argusnentwhere

Wells-Lynn searches for a relationship between their literary works, geographic

and simultarous experiences; analyzing 20eRJacob to see how this pdais
Awritten, coded and used to create a fen

and written works can create or alter an actual space through encoding meanings

“Tirza True Lati mer, fAOne, Womenogatmer/\WmeniAgar:Bet we e n
Portraits of Lesbian Pari§Rutgers University Press, 2008}.
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Figure 2.3.8T he dr awi ng of MibseBarpen ¥.ia.lCobussens. Pav
dans | e parc du No 20 Rue Jacob ~° Pa
Source: Archives Biblioth®que Litt®r

in it, through a language that is feminine, one that is visible only to the
community ttat shares the spateShe dwells on the role of expatriation in the
creation of t he wr it erididentiydedatioh iwhene ; t hrougl

Ahaving two homes inspires creativityo for

S Amy WellsLynn, f@AThe | nt-€adadeRuet Jacald: A GeBaitical Approach to

Djuna Barnes, Natai e Barney, am&ll2Radcl yffe Hall o,
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A second home allows for another facet of identity to come to the
forefront, which may contribute to feeg§ys of empowerment, as the
second geography allows the female writer or character to exhibit
control over her own life thragh sexual or creative freedoffi.

One, then, may think thatlonwas quite a suitable alternative spaderming a

milieu for both the creative and sexual freedom provided by Paris, and the roots
and bonds to the home country United States through pedyplg@articipate- for

the griping pains of those female expatriate figures that could not disclaim either
of options; a space which in turn challenges not only the people in close contact
with it, but the existing context of maidentified Paris as well; as in the words of

Sheila Crane:
The reiteration of the salon ritual w
own seltfashioning; it also became a means of proposing and
solidifying a community organized in r

to the spaces of her home. 20 rue Jacob was not merely the location of
her residence and literary salon but a landscape thnehgih Barney
seltconsciously envisioned an alternative ethic, challenging
normative literary institutions, social practices, gender defirgtiand
affective relationkips®’

% Amy Wells-Lynn, 90.
97 Sheila Cranel46.
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CHAPTER 3

ATELIER

3.1. Home versus Workplace, Domestic versuRRublic

With the occurrence of theoncept ofdomesticity after the division of the
workplaceandhome with industriatapitalism the private interior of the dwatlg

unit had transformed into a spacehere one would simply escape from the
0realitiesd that the outside world represete

seminal workArcades Project:

The private individualwho in the office has to deal with realities,
needs the domestic interior sustain him in his illusions...] From
this arise the phantasmagorias of the interiaich, for the private
man, represents the univerge.

Thei u n i vhene,defiding thdillusoryo world that comes into being in the
interior space of the house, contrasts with the public and vital urban life of the
outside. Experiences of the interior remain totally invisible, whereas public space
becomes the arena for power strugdfeShis sharp searation also led to the
division of genderroles in society creating the separate spheesdm as
mentioned before, where the realm of public space ruled by mefilasdryo

world of the private space by women. Thus, embedded in the dorfidgs®mno

®Walter Benjamin, #AParis: Ca picades|ProjecfHowardi e Ni net een't
Eiland and Kevin McLaughlin trans. (Cambridge: The Belknap Press of Harvard University Press,
1999), 19.

“Excerpt from my presentat i ®ReadingfhP BverydaycSpadesus e Dome st
of Gertrude Stein and Charlotte Perriandd made ir
Researches Symposium, December 26b8hcoming publication.
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of t he house, t he woman became devoid of
which was hid from her as was the public existence in the street.

In this chapter| will investigate two atelier-apartments; painter, furniture and
fashiondesigner Sonia ®1 aunayos, and furniture and i
Perr i aelietddmsar t ment s in the context of Pa
environments enabled them to experiment with the ideas of modern ways of

living, which eventually blended art with the domestic equipment and domestic

i nterior; as in Perrpamtdidentdoess i rgerso viaotri o
whi ch s h ean dugacibsanargfesto @f independerit® or Del aunayds
apartment, as described i na labbratorywor ds of
casserole in which the innovative ideas of the moment and of the future were

always on the boi'*

Though Benj anfphardasmagouagof tbesirteandiffered severely

from the reality of the street where one
with the reconception of the workome unity in the housethe atelier-apartment

that women inhabited, where she simultaneously lived what she created and
created what she livedthe phantasmagoria was disturbed with the now vital, and
conscious acts of its inhabitant. The world of the interior was broken with the
conscias, intellectual, and aware touch of the user. The intellectual process of
creating was taken back inside the walls
was obstructed by one becoming heroine of her own creations. The home itself set

the scene for the rézation of creations, through the selkpression of its female

occupant who was wedlware of her own existence and in control of her own

living. Nevertheless, departing from this stance, these women artists/architects

MWEsther da Costa Meyer, fASimulated Qhardoest i ci t i e s
Perriand: An Art of Living Mary McLeod ed. (New York: Harry N. Abrams, 2003), 26.
Mstanley Baron, Jacques Damase, fParis and the E

in Sonia Delaunay: The Life of An Art{étondon: Thames and tdgon, 1995), 79.
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aimed at reaching the masses anaiaty achieved it with their designs. Heynen

explains this as

Far from being an antidote to modernity, for most of these women, the
home was indeed the place where modernity was enacted. And this
home was not necessarily seen as constrictiagnarrow|..] In that
sense, many women and their organizations bent the ideology of
domesticity in such a way that it gave them access to public life and
positions of substantial influence, rather than limiting them to the
strict confines of their own househotd?,

since the space of the home also constituted the place of working. The idea applies
reversely too; where the working place of #telier was also the dwelling space
of its heroine, allowing domesticity to penetrate into the relative solemnity of

work. Thust he i dea of having oneds domestic | iwv
the more public existence of the working environment which was taking

references of the outside, went hand in haitth the affirmationsof the modern

interior of thenew environmats ofatelier-apartmentsAtdier, as the place where

one mixed the street and the individual experiments ehaking, also got mixed

with the space of theome This united the individual existence of home with the

individual experimentation of thatelier. the creation process got directly linked

to the way the inhabitant / creator lik& also, where she liee1 the

experimentations done within the boundaries of #ielier were innately

transferred to the habitation in the apartment, and vicevershis manner, the
atelier-apartments that women inhabited differed frinalibrary, or the drawing

roomthats associated with men; where mends con
and the househoddas cut with the boundagspaees of hi s

for he does not need this bondage while he was workiagnenwas still in

“Hilde Heynen, #@AModernity and DomeNggotiatngty: Tensi o
Domesticity: Spatial Productions of gender in Modern Architectite& y n e n , Hi | de, Ge¢l sem
Baydar eds. (Oxford: Routledge, 2005); 112
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contact withother practices and spaces in the hdahaé she spends the rest of her

time.

Both Perriandand Delaunay actually envisaged their artistic creations first within

their domestic environments where they lived with their family, establishing the
space upon the i de-®err@mid, wiltcherdimstthusbagd just f a mi |
after they got mared, moving in to square Saint Sulpice in LB#nk, and

Delaunay, with her husband and son, through their thteleer-apartments they

shared in Parig which makes further evident the interpenetration of domesticity

into which it was created within, th@oundaries of thatelier; where the roles
ascribed to them as oOowifed oar 6@maothh @rel t a

Moving on from the conception of the interior @klier-apartment space and the
interrelation of home and work; | would conim to try to interpret the

relationship set up between inside of #telier -the private and the outsidethe

public-; as having three ends. First, the very physical interaction constituted
between thetelier and the street certainly challenged the domestic entity of the

house. By taking the outside totheinsidee it with the existen
as listeners, attendants, guests that come to the meetings, as in the case for
Delaunays, or by objects, duarrangements, which brought another form of living

and thus reminding the inhabitant that of the street as in the case for Pethiand

idea ofatelier-apartment gained another form of working and living; where the

sacr ednes s atelierantd its artistcrptodustionavere obscured with the
interference of the collective or the public, to the domestic or the everyday.
Heynenos mention of Benjaminods met aphor
apparently wor ks we l The shibmedidtes betnmeen tha s e s ; !

body and the outside world, and in this mediating process effectuates a sort of
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6tranagfaheondnage of the street got O6trans|
inhabitant by first passing through the intellectual production oatéker. Thus,
in that manneratelierapar t ment plays the role of 6she

street to the home.

In The Studios of Paris: The Capital of Art in the Late Nineteenth Centahy

Milner talks about the character of the artist studio®amis by the turn of the

century'® Even though the subject of concern shows slight differences from my
investigation area, I believe his remarks ¢

atelier as the merging point of the street and the interior:

Where they lived and worked reflected their role and standing in the
city. They supplied its needs and in substantial part they supplied its
image. The streets of Paris beyond the studio window were
unsurpassed as a source of both inspiration and opggrturtie
studio was part of the street and the street part of the stid®.
relationship was symbioti¢®®

Hence, the existence of tlaelier within the boundaries of the housad the

Asymbi ot i c constitued betwees Istreet caradielier, congequently

entailed the inevitable connection to appear between the public street and the

private home, inthecs es of Per r i expression of thestréento k t he A
the heart of what *sdne Delaumayewho taok usé bfer sel f 0
ASimultane t y 6 s [t hat she experimented with het

extension of art int®. the everyday |ife of

193 Hilde Heynen 22.

104 3ohn Milner, The Studios of Paris: The Capital of Art in the Late Nineteenth Cefiieyw
Haven & London: Yale University Press, 1988).

1% pid., 27.
198 Charlotte Perriandzharlotte Perriand: Une Vie de Creati@Raris: Odile Jacob, 1998), 23.

YTagG onber g, fASonia Del aunay:WomansAQulturaliRevigw t he Moder n
Vol.13 No.3, (2002), 280.
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Secondly, the fact that both women actually first experimented modernity within

the context of their own apartments and then egether visions to the public

and coincidentally boh through the Salon exhibitisnof the periodalso gives

some clues about the interaction of "ielier place with the publicthroughthe

exposureof the domestic producto the public eye This opening not only
rendered the 6homeb6 or the O6selfd as a
where the everyday life of the occupant was represented as the ideal; blending
6livingd with dédcreating art 0 actwihthes , apar
street, this impact rather provided both the works of art effectuated within the

walls of atelierapartment, and the space itself, to gain a more public image; as

Del aunayodos textiles and dresses usdhhat she
and later sold under the namdet el i er ,Siomul R &aneBiealedd 06 s
andSal | e T“thatnsherdgsgmed for the interior of Saint Sulpice apartment,
which eventually got the chance to be exl

And lastly, the regirocal relation procured within the site of artistic creation of

the women and the outside woildutside of their individual artistic productions

- may as well be interpreted through the professional interactions they had with

their male partners whshared their parts in image they held towards the public

(and sometimes their spaces) i n t his case, Sonia Del au
Del aunay, and Le Corbusier and Pierre Je
years; where any success was achievel thie (or in spite of the) existence of a

man. Apparently, the works of these women raattain impacts from the

presence of their male peers; which eventually influenced and/or altered the way

they pursued their own productidn either in terms of stylepr in terms of

motives. We can chase this through the move of Delaunay from painting towards
applied art s; or through Perrianddés <col |l

generic solutions for mass production in the office of Le Corbusier and Jeannere
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At this point, what the actual existence of male inhabitantise husbands in
theseatelier-apartments brought to the architectural organization of the spaces
seemsv/ague.Robert Delaunay, as a painter, was far more concernecigittwn

artistic poduction rather than keeping the house in order; apdraptly from her

own writings on thedesigningof the house (where she constantly talks in first

person, fparce que cetePefiand was jhédaly| ai s cr ®

one who was in charge.

With regard to the above mentioned issues, this chapter aims to bring to light the

different results that the two women offered to the discrepancies that were

inherent to the essence of thtelier-apartments. The position of treelier-

apartment intea r di fferentiated from t ha-t of t he
wor king wunification, and that of the Ostre
two qualities, it integrated both aspects within itself. The women, as welly rathe

than being bounded up toh iBusody environmeriof the home, in turn, got their

chance of achieving the Orealitieso, t hat
environment, within the walls of theatelierapartments, through the mix of the

0l iving and eweareyadayn wift t htehearti sti c pr od

32At el i er Si$nurnditan&®eRobertAtdlerl aunayds Famil"

The i dea atelier asathetsacied glase for the production of its unique

object of art as well had some changes within the context of the-gaed, as in

the case of Sonia Delaunay. A Russian painter of Ukrainian originwsise

adopted by her mot her 6s brot her and her \
Petersburg, andad her education in Germany, Academy of Fine Arts in

Karlsruhe Latershechose to live in Paris that was seen as the artistic milieu in

the beginning of the twentieth centuiyer early life is explained in detail with

198 Charlotte PerriandCharlotte PerriandUn e Vi e  d(RarisCOdiRadcib,01898), 23.
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reference to her private writingsn Sonia Delaunay: The Life of An Artiby

Stanley Baron in d@boration with Jacques Damaséier first marriage of
convenience to William Uhde (an art gallerist and critic of the titmé)e ableo

stay in Parisher acquaintance wither future husband Robert Delaunayyoung

and eager painte who fr equent , eadd héerdadyaidosce wita | | er y)
Uhde, to marry Delaunay in 1918° This secad marriageled to a lifetime

cooperation with her artist husband where the roles of breadwinner, housekeeper,
authentic artist, public-popular versus domestic figurgvould interchange

constantly, without one overshadowing the otHfdFig. 32.1)

In her first years in Paris; her encounters with impressionists and fauves had their
influences on her painting; together with the memories of her childhood in
Russia that lefa sense focolor in her (Fig.32.2) but it is with her husband that
their fAexperimentation in the effects of
colors,as in the words of Baraffrig.3.2.3). She used Simultaneity not only on her
paintings; but as well on anytly that surround her in her everyday life;
especially after she had to choose a new path of dealing with applied, decorative
arts, and soon with textiles and fashion, so as to gain money to support her family;
since Robert has chosen to deal with solédyprainting**? Yet probably her first
encounter with her talent and interest in decorative arts was when she made a
baby quilt of patchwork for her son Charles when he was born in 1911, as many

writers give credit for; as Adela Spindler Roatcap, quotingiSean Del aunayds

words:

St anl ey Baron, Jacaque snibDnagma soef, afinP aAritsi satndds tChaer eE
in Sonia Delaunay: The Life of An Art{étondon: Thames and Hudson, 1995),2/3

M9c] are Rendell, fiSonia Del aun ayWoanmadc 6tsh eAr E x plaorud inn

Vol.4 No.1 (Spring Summer 1983),&
11 stanley Baron, Jacques Damase, 14.

"2Adel a Spindler Roatcap, fASoni a Lé&terlAmsiRevieyy: Col or
Vol.18 No. 4 (October 2003), 8.
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Figure 3.2.1Sonia and Robeielaunay
Source:Stanley Baron, Jacques DamaSenia Delaunay: The Life of An Artidtondon

Thames and Hudson, 1995), 18.

| tucked him in with a blanket made of scraps of fabric. The Russian

peasants do that. Noticing the arrangement of the pieces of material

my friends exclai med, 0ltds Cubist. 6 Th
spontaneous creation and nothingre. | continued to use this process

onotherobjects some art <critics have seen this a
of shapes and a celebration of colors which foreshadawe works

in the years to come? (Fig. 32.4a, 32.41.

113 Adela Spindler Roatcap, 4.
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As she denotes, her designed objects and textiles had something similar to her

paintings; they were in an abstract fashion with color as the dominant element in

Figure 32.2 Soni a D' Figure 32.3Soni a D edl Eal uencat yr¢
early work, an embroidery s following Simultaneous experiments of her
made in 1909. her husbandmade in 1914.

Source: Stanley Baron, Jacqu  Source:Stanley Baron, Jacques DamaS@nic
DamaseSonia Delaunay: The Li  Delaunay: The Life of An Artigtondon: Thame
of An Artist(London: Thames ai  and Hudson, 1995), 42.

Hudson, 1995), 23.

use, and geometri shapes used to create thettgras of planar surfaces
(Fig.325).Rendel |l 6s comment on her paintings
clearly demonstrates the line Sonia Delaunay blurred between fine arts and

applied arts:
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Figure 3.2.4a, .4bSoni a Del aunayds quilt she
toy box shalesigned for him

Source: Stanley Baron, Jacques Dama&mnia Delaunay: The Life of An Ar
(London: Thames and Hudson, 1995);3B1

She saw new possibilities of shape, color and design in all sorts of

everyday objects and created simultaneist fashions, cushions, curtains,

furniture, tapestries, books, wigs, and even a simultaneist car and

interior [ €] Ther e woiarsbetweenalpotargger an easy
as an object of contemplation, set apart and-czeifained, and

decorative objects with their gctical associations™*

This merging can be said to have something of her vision for art. Being an avant
garde artist she rejected to plaar® in a sacred status and rather aimed to put it
inside the everyday b&mohgethose froupkdf artists,] up a

including the Futurists and Dadaists, who sought to demolish the hegemony of

114 Clare Rendell, 36, 38.
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easel painting, to take art out of the studidani nt o t"f so thattamyene t s .

o

couldreach it.

We can also easily trace this approach of her to unite art with everyday life, fine

arts with decorative arts iher own domestic environments The coupl eds
apartment flat was 3, Rue des Grardgustins on théeft Bank, where they had

both theiratelier and home and which also served assalon for avantgarde

meetings, open on Sunday to their close friends as Guillaume Apollinaire, Marc
Chagall, or poet Blaise Cendrars, among others both from French ognforei
origins*® (Fig. 32.6). Yet, thissalonspace differs from that of Stein or Barney in

a way that it was actually both the living space and working space of the artist

Figure 325 Soni a Del aunayods obj ects wi t h
paintings, done iMadrid in 1918.
Source:Stanley Baron, Jacques DamaSenia Delaunay: The Life of An Artidtondon
Thames and Hudson, 1995), 59.

Whitney Chadwick, f@ALiving Simultaneousl|ly: Whitn
Soni a and RobWamen'sBreMagazimssye®3 (July August 1993), 7.

118 Adela Spindler Roatcap, 4.
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coupledbs apartment; wunli ke Stein, who used
an extension of the house) only for gatherings and for the display of her

collection, or Barney, who held the meetings in the space of the living and eating

area as well, yatot attributing any other specific function to it as did Delaunays

to theiratelier Thi s tradition of artisinalic gatherir
of their flats in Parisat their second house &9, Boulevard Malesherbes on the

Right Bank in a iher district that they settled towards 1920, after spending the

wartime in Spain, Madrid, antheir last apartment in 16 Rue Saint Simon in the

Left Bank, where they moved in 1935 since they needed a more modest life than

the relative comfort of the Rigtank, dueto financial problemsof the family*’

(Fig. 32.7, Fig. 3.2.8 Fig. 3.2.9, Fig. 3.2.10). Young artists were now meeting at

their house on Thursdays to hear Robert Delaunay talk abdtf art.

The interiors of thateliersal so got their share from Soni a
designs. She constantly played with the interior of her house to better suit her life

and her art; as explained in her own writings on Rue des GRumglsstins, in

Arthur Cohen compilatiomhe New Arbf Color: The Writings of Robert & Sonia

Delaunay

Our apartment at that time was furnished in Empire and Louis
Philippe styles; the walls were papered. This bourgeois environment
went well with the pictures of Douanier Rousseau that we owned.
Little by little, the apartment was transformed: the walls were painted
white and the lampshades and cushions dressadmosaic of paper
and fabrict*® (Fig. 3.2.11).

""St anl ey Baron, Jacquesn®amdardofiioMead s 93 Liberati
18 Arthur A. Cohen, 141.
MWYArthur A. Cohen ed., f@ACollages Thé¢ NeWdmofa and Robe

Color: The Writings of Robert & Sonia Delaundsansl. Shapiro, David, Arthur A. Cohen, (New
York: Viking Press, 1978), 210.
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Figure 3.2.6 Delaunay in her apartment ir  Figure 3.2.7Delaunay in heatelier

Rue des Grandaugustins in Rue Malesherbed he pattern ¢

SourceStanley Baron, Jacques DamaSenic  the wall, the textile floating dov

Delaunay: The Life of An ArtisiLondon the table, the drawing on the ta

Thames and Hudson, 1995), 31. and the pattern on her skirt
resemble each other, 1923.
Source: Stanley Baron, Jacqt
Damase,Sonia Delaunay: The L
of An Artist(London: Thames al
Hudson, 1995), 78.

Seemingly she was unhappy with the old f

can follow from her writings about their second house in Boulevard Malesherbes:

We rented a place. We stayed two yea
really getting settled. We had pm r e f ur ni ture, which |
all, so afterward | desiged some modern piec¥d (Fig. 3.2.12a,

3.2.12b).

22Ar t hur A. Cohen ed., Alnterview with Sonia Del a
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Figure 3.2.8 Del aunayods f ur o fot ber aeliesapagmentl & side
Malesherbes.

SourceStanley Baron, Jacques DamaSenia Delaunay: The Life of An Artidtondon
Thames and Hudson, 1995), 97.

Being an artist, she was not indifferent to the environment she was living in, and

visibly had a taste fomodernarchitectur&”, transforming the space through her

new fisimultaneoudway of seeing the world; merging painting, space and pattern.

During the time they spent in Spain, she started a career in fashion opening a

smal | shop named o6Casa Soniabd creating al/l
her domestic design as cushions, lamps, screens, with geometric patterns and

colors; and her researches on these textiles seems to have originated from her

experiments with simultaneous painting (This commercial business of fashion and

''n the same interview with Arthur A. Cohen, Soniz
architects as fiquenters of heatelier.
AS. D. : [é]1t was in 1924 that | started making fabr

an entirely modern one, and all the German and Austrian architects came to our place: Gropius,
Mendelsohn, Loo$ Loos liked me a igeat deali and the women bought all their clothes from
me. 0

A.C.: Thatobés extraordinary. I didnét know that you

S.D.: Yes; one time Gropius came to Paris, | held a reception in his honor and invited sixty people.
We really | itkhedr GA.opCGauhsend eAd. , Al nterview with Soni
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Figure 3.29Soni a Del aun thg diring mansin thextelief-apartment i

Malesherbes.
SourceVi ncent B o u v et Paris@&weam tide Wans 19A%39: Art, Life

& Culture (New York: The Vendome Press, 2010), 133.

textiles she continued after returgito Paris through heatelier in Malesherbes;
At el i er ,E&reating tlathasnfa® famous figures, by mid 1920s). We come

across similar disciplines she used in her own domestic space; and Sherry

Buckberroughoés foll owi ng outahismeationshizgan r ev
she constituted between decoratioarti everyday life;
The screens |l ean against the similar./|
apartment / showroom, a mudfiurpose avanyarde space or highly
civilized tent blendig art, business, and daily lif&?
2Sherry Buckberrough, #fADelaunay Design: Aesthet

Art Journal Vol.54 No.1, Clothing as Subject (Spring 1995), 55.
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The space of thatelier set the scene for her to perform her art as well as her daily

life. Space was no more a separate unit that exists on its own as the shelter or
container of the practices; rather it acts together with her art and even herself; her
clothes and fabrics that also seem to act in accordance with the surrounding, in

their style and patterns.

Figure 3.2.10A later photograph of thepartment in Rue Saint Simoifhe sma
compartment of the living room looks similar to a painting frame, as the one next
SourceStanley Baron, Jacques DamaSenia Delaunay: The Life of An Artigtondon
Thames and Hudson, 1995), 174.
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The small shop Sonia Delaunay openedh Jacques Heim for the 1925
Exposition des Ar tBoubD®qae a,tfistfredtet hea n ®ar i s
di splay in Salon doOoOAutomne the previous
a moving mechanism for the fabrics to move perpetually on the virimelow of

the store, that theyusedBro ut i q u e aS welluprobadlynb®<t represents

this mix‘** (Fig. 3.2.13 Fig. 3.2.14. Although the store was a small temporary

public space, it represents similar formal attitudes that we can see atehers

Robert Del aunayds own writings on this
this space, created for the display of textiles actually appeared as a part of them:

There is, certainly, in this niAey-twelve-foot spectacle, which
represents the drgty of the shop front, what Apollinaire was already
calling the art of the shop frontpossibilities of presenting a great
show with many episodes, because, by means of an ingdiewisy
system created by the painter Delaunay, famed for his porthits
poets and his Parisian landscapes, a spool device permits a
simultaneous development of colored foraasinfinitum.At the same

time it is capable, as was foreseen, of being unrolled in another
direction besides a vertngedeahbeone. Just
unwound threalimensionallyin every direction; it can also serve as a
moving background for artist§*

Here, | would like to articulate more on this issue of backgrdusurface for the
works of Sonia Delaunay. The planar surface has come to be of primary
importance both in the two dimensional paintings of Delaunay and her three
dimensional objects and arior spaces that are decorated with planar textiles or

geometric patterns, which in turn delude the eye to appear as having no volume:

Great plain surfaces, without any relief decoration, suggest an element
of fantasy which is provided by textiles, wdlhngings, etc. Small

ZTag Gronberg A The Ar twi mfd otDaEsegns SrhMogernity: Exhibiting the City in
1920s ParigManchester & New York: Manchester University Press, 19983786

2Arthur A. Cohen ed., fAThe Art of Movement (1938
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tables placed against walls do not go with architecture. Only wall
decoration in its architectural form is impressive.

Planar decoration isonnected with surfaces. It contributes to their
expression; it creates forms which vivify the surfaces of objects. The
elements of plane for decoration derive directly from pictorial research
and are an integrating aspect of it. They are dependent up@oltr
relations between thertf>

Figure 3.2.11Apartment in Rue des Grands AugustiAgain here, the patterns dissc
into each other: the chdelier resembles the hats of the figures with its pattern; whic|
similarities with the paintings on the walls.

Source:Stanley Baron, Jacques DamaSenia Delaunay: The Life of An Artidtondon
Thames and Hudson, 1995), 32.

2 Arthur A. Cohen, 9%5,u200s First publish€kik 6 At s | ftlernati onal
déAuj ourdd.hus5, Paris, Editions déArt Charles Moreau
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Figure 3.2.12a De | au Figure 3.2.12b An embroidered curtain fro
Malesherbes atelier-apartmer Malesherbes

details: A geometrically paint Source: Stanley Baron, Jacques Damastnnic
door Delaunay: The Life of An Artigtondon: Thame
Source: Stanley Baron, Jacqu and Hudson, 1995), 77.

Damase, Sonia Delaunay: Tt

Life of An Artist (London

Thames and Hudson, 1995), 7

So, textiles, patterns, are a means of creating not only the painting or the clothes,
but also the space. They cover architecture, furniture and the body, creating the

private inside; as in the words of Buckberrough:

As tents, they separate private spfoen public exterior. As clothing,
they make the body private. Both remove the personal from public
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view, yet in their malleabilitby, fragility, and softness, the persona
never seems far out of toucft

| would like to dwell on what the photographs showimsunderstanding this
interplay of the two dimensional and the t
ateliers Tag Gronberg in her article ASonia Del
Womano have also analyzed the ipthetographs
C 0 u pdtekedirs Malesherbes, yet in terms of what could be inferred from them

about the relationship between husband and wife through their positioning in the

Figure 3.2.13 Soni a D! Figure 3.2.14 Bout i que Si
display in Salond Automne ir Exposition des At ®c or at i, 1925.
1924 Source: Tag Gronber
SourceTag Gronber wi n d o Basigns on Modernity: Exhibitir
the Shopwi n d o wDEsigns no the City in 1920s ParigManchester & Ne'
Modernity: Exhibiting the City York: Manchester University Press, 1998),

1920s Paris(Manchester & Ne!
York: Manchester University Pre
1998), 87.

126 Sherry Buckberrough, 51.
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photographshusband is said to be the-salled masteartist whereas the wife is a

doer of the decorative atfd (Fig.3.2.15). Their status within the field of arts may

be open to discussion about whom had more power for teallsal authenticity

of its work (if such a domination ever existed); yet, | believe, the photographs
might as well point out to something different: a dodleative work that has much

less differentiation in value but rather showing the interplay of the two
dimensional and three dimensional quality of the color works. And | believe, not
only the figures, as Gronberg mentions, seems to emerge from the paitbing
three dimensionality; but also the limits of the space itself framed in the
photograph looks like blurred both in terms of where it begins or ends (the void
behind the painting of which the female figure to the left is situated, or behind
Sonia Delanay where the canvas ends; faintly shows that the space is extending,
yet we see no limits and cannot visualize its actual size) and in terms of depth (as
if the room is also continuing towards the painting; as if one can walk from the
floor into the paiting, and passing the discs, moving towards the Eiffel Tower).
The similar attitude can be captured in other photographs aitétiers (as well

as in the figurelesghotographs of the boutiquéjhe simultaneity dissolved from
painting first to space anthen to the body through textiles, objects, clothes,
colors, patterns (the eye hardly differentiates each one from other). The limits of
the space disappear and get recreated through the limits of the patterns. And the
figures, just as seated in a stageg taking advantage of this dissolution; they
become both patterns, a part of the painting, a part of the space, either two
dimensional, or three dimensional, yet all simultaneously. The representation of
the simultaneity is taken to the very heart of thaily life, the space, or to the
human beingbds existence t hedikedomé&tconber go
space hel ps us p-baade idea bf Bimultaneouspésigrotisroughv a n t
these photographs:

Tag Gronberg, fASonia Del aun &gmen:RA Eudtirdl Remigwn g t he N
Vol.13 No.3, (2002), 275
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Figure 3.2.15Delaunay with two figues in the atelier in Malesherbes, in front of
paintings; wearing Sonia Delaunay designed textiles. The space is defined thrc
positioning of the huge paintings, where patterns not only mix with the space t
with the figures that also holdngilar patterned textiles; the faces of the figures see
merge with the paintings on the background.

SourceTag Gronber g, ASonia Del aunawomeR:a
Cultural Review\Vol.13 No.3 (2002), 275.

Selfconsciouslyper f or mat i ve, even the

became a public stage for the display
artists. The Delaunays acknowledged the home as much as the

throbbing urban street as an important area for the Simoliane
reformuldion of modernity.*?®

Inevitably, it is by such a reonception of physicality of the space through

painting, pattern and textile thathe combined through her domination in all fields

128 Tag Gronberg, 278.
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thatthe creation of a new environment for the avgartdesimultaneitywas made

possible.

33. A r Ateliesi tL® Gorbusier & Charlotte Perriand

Charlotte Perriand, born in 1903 in Paris, appears as one of the most important
interior and furniture designers of the same period. After graduating from Ecole

de | 6C0emtomal e des Arts D®c o remsenblEsd | s he
exhibited i n Sal on do AuArtstesDeRciom atl 827 s an

1928, which were originally cread for her own apartment studieig. 3.3.1). She
t hen entered L e Corbusier 6s of fice wi t
collaborated with Le Corbusier and Pierre Jeanneret for a decade untif1937.

Her two ensemblesBar sous leoit of 1927, andS a | Imangeirof 1928 may be

used to reveal certamhifferences in her personal approach to designing interiors

through the new means of modernity that she first boldly achieved within her own
domestic environmenther apartment studio in SaiBulpice; as compared to the

relatively formal, sterile atmospe r e of L atel€ro mb 3$i Rm@&s de S
and its projects undertaken; through the ways where both experiménted
experienced the new ways of modern living. A possible difference and/or
convergence in the outcome of the designed environnietiisse designed by

Perriand herself, carried out in the space of her atgher, and the others by the

coll aboration of t dder tsthe sulgectiomnvestigatid®o r b u s |
(Fig. 3.3.2).

129 Ensemblds asetting of furniture, unique and complete on its own, aimed at displaying to its
audience and/or consumers another possible version of a living environment. Esther da Costa
Meyer, fASi mul at ed Dfoarmees tl ec ii@ GharlstteséReand@niAeofd Be
Living, Mary McLeod ed. (New York: Harry N. Abrams, 20032,

130 Charlotte Perriandzharlotte Perriand: Une Vie de Creati@Raris: Odile Jacob, 1998), 17, 26.
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Figure 3.3.1Perriand in heatelier-apartnent infront of the glazed roof.
Sourcejdata base onlinehttp://graphics8.nytimes.com/images/2011/04/03/t
magazine/03talbrubach/03talbrubachtmagSF.jpg[Accessed: 17.05.2014].

Her apartment flat (that she moved into after getting married to her first husband
Percy Scholefield in 1926, and that she lived until their divorce in 1932), an
ancient photographerdéds studio in-1the
Sulpice square74 Rue Bonapartd (Fig. 3.3.3). It comprised of an entrance and
living area, a dining area, hatelier with the glazed roof overlooking the place,
and a bedroor®> What makes this casuatelier-apartment favoring the
challenges of modern interior was twawn total reconception of it; first with her

Bar sous ledit (the bar that she created as gagor®® of the flat, or rather the

131 Charlotte Perriand, 23.
%2 bid., 24.
133 Though not in the sense of the bourgesztonof the time, which Perriandpparently rejected

to conform to: A...no, it was only to wel come

atti

my

relaxed manner than sitting around a | ow table.
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gathering space of it), and later with &l | Imanger(the dining space of the
salonthat combined with the glazed roof). Her remarks about this renovation may
show better her enthusiasm to both create and realize what she accepted as her

own:

To arrange, | felt liberated from the constraints of my teachers,
probably because this timewould be creating for myself. And my
6mysel fo Wweeexpressoh df theastrebt

Figure 3.3.2 Le Corbusier, Percy Scholefield, Charlotte Perria@korge Dje
Bourgeois, Jean Fouquét,n P e rBarisausleltbiisn Sal on dodAut
Sourcejdata base online]
http://www.nicholasfoxweber.com/wpontent/uploads/2013/11/perriandl.jpg
[Accessed: 17.05.2014].

134 Charlotte Perriand, 23. (my translatjon
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Mar vy Mc Leod, Est her da Cost a Meyer and /
investigation$®® of bothBar sous leoit andS a | mangeftgive us the necessary

clues about her way of recreating and appropriating the space that she inhabited

through new methods, materials and manners of the living agel changing it

into an artwhere ondivesin (Fig. 3.3.4, Fig. 3.3.5). Both the matéalistic, spatial

and social connotations of thgar and theSalle challenged the existing living

conditions or suppositions: thBar was composed of a sih entrance with a

metal tablestool and a shelving area followed on the opposite corner with three

bar stools made of steel and a curved nickel plated buffet within the slope of the

roof, across which a sitting unit with leather upholstered lounge and a mirror card

table for cocktails (that she had designed earlier, for a fashion designer, as
mentionedby Meyer*® were bcated (Fig. 3.3.6, Fig. 3.3.7). The choice of
materials was on its own a big challenge f
shuffled between a style that had the remnants of the past (of which we can see
traces i n P exhibits, auctldad sCoire derShldroé 1926°" and a

new tendency towards machine aesthetics whose usage was much more diffident

than the former especially in domestic areaswith its metal and leather and

glass instead of wood and flowery fabridSAttracted to the machirkke image,

she even bought a headlight from Salon de |
the existing door of the apartment with a sliding door, despite its less sécurity.

Citing Meyerods words;

¥¥Mary McLeod, @l ntr oduértdeviie® , Chand Bsther HaeCoskaer r i and 6 s

Meyer, iSi mul ated Domesticiti €sb:. PFartrhiuandR¢{Bafgored.l
Charlotte Perriand: Livre de Bord 1928933( Ba s e | :  -BRublistens®fan Arehitecture,

2004), 1727.

136 Esther da Costa Meyer, 26.

37 bid., 24-25.

¥This aesthetic shift of the era is visible also i

Designs for Living: Domestic Equipment of Charlotte Perriand, Le Corbusier, &rde P
Jeanneret, 1928 9 2 9 Gharlotte Perriand:An Art of Living,36-67; as Georges DjBourgeois
or MauriceDu f r ene ( Per r ala extiditons ofthe samesyeaysd s S

139 Charlotte Perriand, 23.
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Figure 3.3.3Plan ofatelier-apartment in Sairbulpice. Bars a | | e “follomed by
theatelier, facing towards Place SaiSulpice.

Source: Ar t hur R¢egg agriand; Livri€ da Bdrd 1928933 Basel
Bi r k h-®Pub8skers for Architecture, 20043.

With Bar in the Attic, Perriand reached a turning point in her career:
her notions of interiority would never again exclude the outside world.
The old genis loci was a thing of the pasf?

The same is relevant for ti®ea | Imangei; the large dining areeomposed of an
extendable dinner table in front of a mirror glazed cupboard which reflects the
light and the view of the glazed roof in a way to double the laght - sun effect

of the modernist vision of healthy houses; and a sitting unit in fronthef
window, that combines the dining with living, in a functionalist manner with all
its simplistic, machinerjike tables and chairs together with the storage areas that

help the eye to minimize the distractions, that might have been caused by the

140 Esther da Costa Meyer, 30.
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otherwse exposed objects, froperceiving the space as a whéfeg. 3.3.8, Fig.
3.39).

Nevertheless, both of the spaces tell more than just their stylistic and functional
gualities that differed from the period; their social connotations were similarly
distinctive as McLeod points out, through the way tieg ugge st [ ed] a
integration of srvice and sociability that dispensed with bourgeois formalities and
needl ess dd*m@omg hard inlhand with such a statement is the fact

that (even though the idea of creating adrsemblen the Slon exhibitions were

begun to be seen, as & shows, or other designers were also experimenting

Figure 3.3.4, 3.3.5Perspectives oBar sous le toitandSal | e ~ drama v
Perriand.
Sour ce: A r ¢dh (Charlotf ¢ Pergiagnd: Livre de Bort9281933 (Base

Bi r k h-3ubBskers for Architecture, 2004)6, 22.

“'Mary McLeod, #ANew Designs for Living: Domestic
Corbusier, and Pierre Jeanneret, 1928 2 9 @harliotte Perriand:An Art of Living,40.
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with similar material¥’® , P e remsemblavdsdastuallyrealized not only at

one corner of the exhibition space of B&lon but in arealdomestic space. Such

an affirmation of this new way of® living
took shape both within, and with the creation of laelier-apartment. The
designedensembldecame the very space of its creation. The space becoenes th

art; where the artist/architect both creates and lives it. This sort of an
individualistic creation mixes the borders of spacart - creator- daily life

inextricably.

To better outline the break of the discrepancy betweesnaemblend an actual
domestic space in Perriandébs wor k, Il  wou

the character of thensemble

It is crucial to study how these displays constructed meaning, what

they said about the professional politics of thiesembliers as a

whole, and what statements they made about class and gender. These
settings were not, of course, for ol iwv
was geared toward a plyeisual form of consumptiort**

Evidently, this is not the case for Perriand, fobe ensembleshe created were

exactly forliving ino. The original endeavor of «crea
later took the form of exhibiting them assemblei the two Salons,following

the advice of her teache. She reversed the function of ti8alon exhibition of

decorative arts: from choosing among the exhibited representational ambiances an

assemblage to o6live ino, into the opposi

142 Meyer indicates that the creation of bars with metal furniture began to be rsesther

examples as well pnsemble it eattedi soiSoghet 6ame Sal on d
or as the film set t Madonndl92BrEStheBda Costa Meyer,82 si gned f
“Mary McLeod, fANew Designs for Living: Domesti

Corbusier, and Pierre Jeanneret, 1928 2 9 @harlotie Perriand:An Art of Living,40.
144 Esther da Costa Meyer, 34.
145 Charlotte Perriand, 24.
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in - from a consuming based activity into a creative activity andevtie process

of privatizing an obviously exposed

publicizing an actual privat e, domest. i

merging art with daily life of its user / author. The process of modernist @neati
of a new living was based exactly on her own experimentati@ssa user, as an
authori with an experimental production of not only the physical environment,

but also the dalily life.

With the help of t he f i r sBarsausiétoithi t i on

c

publ i

pl

n

Perriand got the chance t o eatelieceasthe e Cor busi

fassociat e o f“ (Fig 8.31D)t Theratelierdmvihsits gomidoklike
shapewas located in an old convent, reached through the courtyard bfottle

The orderly pattern of the high windows taking light from one side seems to have
penetrated into the interior; first through the sigeside aligned tables with the
shelves filling the voids in between the windows, and on the opposite wall,
continung through the tables positioned successively with their lamps, and the
drawings hanged on the Wavith a racking system (Fig3.3.11, Fig. 3.3.12).
Actually, one senses no big intervention done for the interior decoration of the
space; the tables, chairlamps, storage units for the drawings all seem like
standard, minimum, and appropriate elements for a place dedicated simply to
designing and planning; except the huge mural painting on the wall made by Le
Corbusier later, in 1948, which one s¢he manent s/he enters (Fig.3.13).

With this exception, (and the drawings that each architect hang next to his or her
table, and probably temporarily), the place looks as if eliminating any certain

individualistic character.

14¢ This process did not happe very smoot hly t hou
taken: | was going to work with L
an ancient convent. His cousin Pierre Jeanneret welcomed me, Le Corbusier being always absen

in the morning. 0, yet this first encounter was

saw her work in Sa2?o0n do6Aut omne. l bi d. , 24
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Figure 3.3.6Bar sous le tojtlounge and card table.
Source: Ar t hur e (Ghaylgite Perriand: Livre de Bord 19P833 (Base
Bi r k h-3PubBskers for Architecture, 2004)4.

Figure 3.3.7Bar sous le tojtentranceshelves, stool and table.

Source: Esther da Costa MeyagrSi mul at ed Domesticitie
in Charlotte Perriand:An Art of Living Mary McLeod ed. (New York: Harrd. Abrams
2003), 29.

Perriandods owatalem ® caotrmdecs plientdreare remar kat
show us the milieu fothe office environment. She uses both the metaphan
Aencampmanmdt this looks visiblethrough the photographs, and
understandabl e samde 0@t &gsr aad [é Rpdhi ¢ g 6, W
languages were spoken, poor French, but everyone swaaking the same

| a ng U4 goth.adormal, and a familiar space, at the same time. This feeling

of familiarity can be related easily to her role and position inateéer;, and the

147 Charlotte Perriand, 27 (my translation).
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professional relationship constituted between the three collabordtasy
McLeod refers to this as:

[€ ] one of genuine exchange and mutual influence. Le Corbusier
introduced Perriand to the ideas of standardizatodgtstypes,and
generic solutions. And through Perriah@ Corbusier gained a deeper

Figure 3.3.8Sa |l | e ’inatdizragadntent in SainSulpice.
Sour ce: A r &dh Charlotke¢ Remgiand: Livre de Bord 19P%33 (Base
Bi r k h-3PubBskers for Architecture, 2004), 22.

Figure 3.3.9Sal mangefi n Sal on des Artistes D®c
is replicated in the Salon to look the same as the real one.

Sour ce: Mary MclLeod, ANew Designs f
Perriand, Le Corbusier, and Pierre JeanneBt81 9 2 9 Gharlotte Perriand:An Art o
Living, 42.
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und(ﬂgtanding of such ideas with respecthe details of domestic
life.

We can trace t hitlwoughthe anka in which Pdrriangl wase 0

involved when she entered tlagelier; as the furniture designs where they sought

-

Figure 3.3.10 Charlotte Perriand in Le Corbusbeatelier with Kunio Maekawa, 192
SourceMary MclLeod, ANew Designs for L
Perriand, Le Corbusier, and Pierre Jeanneret, -19982 9 Ghariotte Perriand:Ar
Art of Living, 36.

to achieve this standardization suchtaes fauteuil grandand petit conforf chaise
longeands i ege ° d o s Adtually, althcughahey veere tdesigned in
collaboration, it was Perriand who manually produced the furniture in her own
atelierapartmentin SaintSulpice with the help of Labadie, the craftsmaho

helped hewith the execution of the materials in laitelier, (and whoalso helped

““Mary MclLeod, fAlntroductiono, 12.
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her with the renovation of thatelierapartment,too)**® In her memoires,

Perriand talks about hetepartures fronL e C o r bateleen t@ choose the
materialsfor the designs they madand to fabricate the prototypeasshe did in

this case-, referringto Le Cor busi er 6s wor ds Awhat ever
Apparently, regarding her former designs done for akdier-apartment, she

continued to act as the one who experimented what she designed, as she claimed,

Nl t walyg necessary to draw, dream, but show, experiment. Corbu used to

say O6No wo P'dvehich was mostly fulfillédoon the side of Perriand,

realznghe creation, which becomes the dAliwvi

Figure 3.3.11Le Cor busi er andtlid?i er 86 Re & RFlola
Samuel suggests that the womarthe frontis Perriand.Yet, since the mural painti
was made only by 1948, the photo was probably taken after Perriand left to wor
atelier, but continued to frequent it for otheorks they collaborated.

Source: Flora Samuele Corbusier: Architect anBeminist(Chicester: WileyAcademy
2004), 4.

Figure 3.3.12Atelier, photo taken by Rene Burri, 1959.

Sourcejdata base online]
http://mediastore4.magnumphotos.com/CoreXDoc/MAG/Media/TR2/c/4/3/2/PAR1
.jpg. [Accessed: 17.05.2014].

149 Charlotte Perriand, 33.
150 | pid.
151 1pid., 32.
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Figure 3.3.13L e Cor busi er 6Remmeuetcaduilageddlo4d.i ng 0
Source: [data base onlinehttp://highlife.ba.com/Media/images/her@R13e0b4965b
43139d0d2f0c37c9cef2.jpg[Accessed: 17.05.2014].

Proud of the result, I invited Le Corbusier and Pierre Jeanneret to my

atelier, without telling that th€auteuilswere there, living, ready to

welcome us, loyal to our drawings, to perform the surprise. It was

complete, and after sevéra r e mar ks, CofHeywaref i nal |l y s
elegant **2

The atelierapartment in SairBulpice, thus, not only acted as an intellettua
milieu of artistic production (which itself turned into an artistic product in the

end), but also became the milieu of physical production too.

Perriand, Le Corbusier and Jeanneret soon decided to exhibit the furniture in an
anonymous setting of aensenble Equipement In® i e ur douni@ habita

Sal on dd Aut omne of 1929, to show their

152 |pid., 33. (my translation).
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public*® This interior setting was composed of a kitchen, bathroom, 2 bedrooms,

and a large living room, which were all separabvgdpartitions of storagenits,

rather than solid walt8* (Fig.3.3.14). McLeod comments that the setting was not

only to display theateliedos designed furniture which we
production and for public use; but as well to displdyma ni f est ati on6é on th
of domestic space” adding that it was also a setting for the ideal representation

of the New Woman®® The suggested idea of this Sgtace was one which acted

as a representation not only in terms of its function, style, oraf@yoduction,

but also in terms of the living, or daily life which it promoted: showing not only

where to |ive; but also how to I|ive, and w
all presented an image of a home that was not only comfortable andrefficit

gr aci ous *fNonethdlesse with its figitious character, it aimed at no

0living indé but -imageHoe the betteenant ofihg liviag publ i c
conditions that went hand in hand with maseduction, standardization, and

plurality. The anonymity of th&quipmentcould be further understood with the

comparison McLeod makes through titelieb s appr oach to design:

Le Corbusier, Jeanneret, and Perriand believed that architecture
should be a backdrop for the exdranging spectaclef daily life. In

this respect, their vision of the modern interior differed sharply from
that of Mies van der Rohe, who designated specific locations for his
pieces of furniture anihtended them to remain thef&®

¥ Mary McLeod, f@dNew Designs for Living: Domestic E
Corbusier and Pierre Jeanneret, 2328 2 9 0 , 50.

BYArthur R¢egg, 43.
155 Mary Mcleod, 50.

%% |pid., 66.

57 bid.

158 Mary McLedd, 54.
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Figure3.3.14Equi pment i nt ®ri@auiSaddmnedoMabiomari ond 92
Sour ce: A r ¢dh (Charlotke ¢ Pemgiand: Livre de Bord 19P833 (Base
Bi r k h-3PubBskers for Architecture, 2004)6-77.

It is clear that, through the design of thguipmenttheatelier did not ascribe any

roles as individual, specific, or personal usages, and rather aimed to have an
indirect impact on the daily life afthers This intention could beelatedto the

collective mind of theatelier 35, Rue de S v rreisa n dstastieccew nP e r
actually didnot match with thisThe anonymity of the products then, can be in a

way related to the anonymity of the office environment where Perriand herself got
juxtaposedi t he pl ur al , publ i c, morecmaend! i ne
which aimed atreachimphe daily |l ives of O6othersd th
of standard and massqgaluced objects and environmediffered from that of the

individual, personal, privatatelier of Perriandwhich acted in its own as an
6artistic product 6, t hat was directly an
author through her own physical experiments and experiences. Her plactas:

~

col |l ect

5

approach ws obviously what made her workdich wereinana i m o f

transfor mat i on® @fen moeeisignificast x i st ence o

Mary MclLeod, fAlntroductiono, 10.
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CHAPTER 4

NATURE

4.1. Producing / Inhabiting / Designing the Natureplace

The social or physical construction of space in a natural scene can be considered

to require a different regard from the investigation of the urban pieatere is an

end in itself; one may not easily decide if it could already be definedoabl&

spa@ with no human being attached, or if it gets to be produced as a public or

private place with the existence of humawhatever the result of this question is,

| wish to look at the issue from the point that the mere existergdoiman being

isenougha# cr eate memories and habits, and thus
be reproduced, appropriated and used astimtainerof human activitiesThe

touch of the human beingas a designed architectural constructmnas a socila

or perceptual touclof memory- recreates the natural place, and in turn gets

recreated®

| believe in this context, studying the concept of natural place requires the
examination of itscountepart; the inhabited built environmeitwhich in my

case, is a house, or a snm@elling uniti for their mutual existenceas opposed

180 For further readings on social and physical space, placeplaos, placelessness, see; Henri

Lefebvre, The Production of Space Ox f or d: Bl ackwel I, 1991), Edwar d R
Pl a c e Place andPlacelessneqLondon: Pion, 1976), Christian Norbe8ghulz, i T h e
Phenomenon iofTheoRZing a eNew Agenda for Architecture: An Anthology of

Architectural Theory 1964995 Kate Nesbitt ed. (New York: Princeton Architectural Press,

1976) , M &loncPlacksi 4rRintroduction to an Anthropology of Supermodertriys.

John Howe (London: Verso, 1995), Andrew Merrifieldi P ace and Space: A Lefe
Re c on ci | Transactions of the Institute of British Geographétsw Series, Vol.18, No.4

(1993), 516531.
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to their physical and socialifferencesNature is free, unknown and distant; in a
way, out of touch of the human existence; whereas the house, is designed,
constructed, appropriated and/or inhabited by them, to meet their need for

enclosure within its determinate boundaries:

Mountains are full o f wonder é They ar e wil d,
unpredictable. They have no discipline. They have no referent. Each
mountainds identity is itself.

A house is rarely wonderful. It is mostly a mundane composition of
parts, frames, volumes and walls. It is willful telenined, controlled.
Necessarily positioned at some distance from nature, it is regulated
through architectural conventiotf®

These seemingly oppits values of house and nature (mounta@olld intersect
in certainways a house losing its determinatenclosed andontrolled private
unity if in a coexistence with natgr or nature becoming appropriated and
regaining an identity together with its built complement. Both may bring

challenges to each other in achieving a new definition for lived human. space

With these in mind, | wish to elaboratieis chapter on the relations constituted
between naturplaces and their potential occupietee women first from the
perspectiveof publicity and privacy This analysiswill try to reveal thedifferent
characteristics athe private andhe public in the natural setting@hich mightbe
dependentto or independentfrom a built environment). It will dwell on the
duality of interiorprivate and exteriepublic and how thesewomen mentally or
physically cleared the wall between the two and opened the inside to outside and
brought the outside to the inside living, with references to the two different
contexts that the dwellings were set. It will questidrat sort of different spatial

gualitiesin terms of this dualitycan be inferred fronthe garden attached to a

161 AndrewAtwood, Anna Nei mar k, f@AHow t oPeBpedaets:Erfog at e a M
Joseph Clarke and Emma Bloomfield eds. (Cambridge: MIT Press, 2013), 51.
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dense urban fabric in the case of Natalie Clifford Barneyran the temporary
shelters or the chalet of Perriand constructédait Joly, amountain thats freed
from any disturbig building crovd; offering a total contrast from the case of

Barney.

The analysis willgo on with the notion of domestication of the natural

environment It will question how different characters and usages can be

attributed tothe formerly untouched angublic spaceof natureso as to render it

as a part of oneds amwantaddownenremoridsn bathr s oci al €
cases, the spaces dhenopenedio publicor t o communal i ving. I
case, this happens as an extension of an inhabited, domestliling (or one

might suggesthe dwelling as an extension tife garden): the garden is as well

domesticated, which is then opened to communal rituals, rjadke etc. In
Perriand&s c a ssheltes eashedontesticate ¢he exact poifit eshere

they are established and from then on eaidy with the character of its natural

setting. The dwelling and the natuegchactwithin the boundariesf eat other

yet createsomething more than omaclosed private realm.

Anotheraspect of the relationship of these two women and nature might be read
through modern humands nighwaifsu®'fmetng i on t o h)
outdoors andpening towardshe nature for physicdiealth. InLight, Air and

OpennessModern Architecture Between the WaPgul Overyar gues t hat it he
deprivations of the First World War reinforced such arguments, and health,

hygiene and the cult of sunlight and fresh air became dominant agendas in the

%2 See Andreslanser Art hur R¢egg, fASelected MmiHm Sequences
Richter New Living Architecture.Film.Spa@ears Muller Publishers, 2002), 38, also referred

to in Paul Overyfi | nt r o d Wight, iAio and Opermess: Modern ArchitectuBetween the

Wars9,as ALight Air ISluemd Make Life Possi
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1920s and 1930s¢éo, along with a preoccu
body!°?

We might trace the effect of this new need, the eagerness to become fit and
healthy, also in the life of these avayarde women. This healthy body imagery,

the use of outdoor spaces for bodily performances, can be followed through the
photographs and writigs of Perriand and Barney as well. As in the wood
Perriand f rTheMaterdals of Burnfturet/doctorMe t al ? 0

The Mart® of the XXth Century

An Intruder? Yes, he is, when stounded by antique furniture, and
No, inthe setting of the new Interior

Sport, indispensable for a healthy life in a mechanical age.

Modern mentality also suggests: Transparency, reds, blues, The
brilliance of coloured paint, That chairs are for sitting on, That
cupboards are for holding odrelongings, Space, light, The Joy of
creating and of living ... in this century of ours Brightness, Loyalty,
Liberty in think-ing and acting.

We must keep morally and physically fit.

Bad luck to those who do ndf®

Another termpopennessOveryuses throughout his book:

[é6] wa s usually employed rat her t han o]
specifically evoked the outdoors and the open air, and (especially) the
interconnection and interpenetration of inside and outside, one of the

major ideological arties of faith of modernist architecture and design

153 paulOvery,i Mo u nt ai n sinléghttAir and Spermeéss: Modern ArchitectiBetween
the Wars 98.

¥perriandés use o ftwertiéttecentdiry brings sorad chies about ber \isions

and evident indifference to feminist discourse. McLeod alsogg e st s this as Per
fireservations about making [any] connotationso t
experiences as a woman had their i mpacts on her
Art de Vivré |, 11.

% Charlotte Peirand, fThe Materi al s oThe Studioyol.B7 (19298 : Wood o
re-published inJournal of Design HistoryVol.3, No:2/3 (1990) 165.
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of the 1920s and 1930s. It also suggested a new openness of human
relationships, less constrintj and binding than previousff°

This social openness could be interpreted through the oppositions of these women

to conform to the stereotypical lifestyles imposed by the societthaf day,

rejectingt he gener al C 0 cetirgy ouwsfdethé physicah inntietryi.or ®G
and metaphoically 6 get t i nghe us$ ¢ ¢ id@y be dirkednirdugh

freeing the body with nature, fresh air and space; mind wastlasmht to be

freed.

With theaimtos ear ch t hese new dcasésiohatutaliseemes, t hi s ¢
will be the garden of thealonof Natalie Clifford Barney in Parigndthe refuges

of Charlotte Perriand, alternatively produced appropriatedspaces that differ

from the usual codes of domestgavironmentsand public outdootsBar ey 0

gardenacts as theextensionof the publicized domestic space bér salm,

offering an isolated atmosphere in the crow@adisian cosmopolitacontext It

becomes a domesticated public zone with dakln meetings taking place here

Perr iRenfdubgse s Bi vouac and Tonneau, and Chal e
got realized irpublic, extrinsic spacesf nature, which ardomesticated in oet

to be inhabited temporarilyWhat merges the seemingly opposite characters of the

two examples is theaft that theyprovide different public lives ad privacies to

their occupant/s within these domesticated natural settings.
4.2. Mountain Interiors
Nature seems to haeenstituted a fairly important and influential place in the life

of Charlotte Perrianddaving Savoyard family rootshe was a lover of nature,

and dl throughout her life, she made several travels to rural areas, mountains and

¥ paul Over vy, infilighttAir ardl Ometness: iModern ArchitectureeBveen the
Wars 11.
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seaside, for skiing, climbing, swimming, hiking, resting; as an escape from the
cosmopolitarParis where she actibalived most of her life to find relaxation in
the still lards of serenity of her childhobd (Fig. 42.1a, 42.1H.

A woman of freedom anthovement catching up with the needs of her time; she

rejected the old tastes and conformity of the previous @scauleating the new

language of modernism following the only rule of being hunsiaging from her

own housée?® Being fee spirited against thesgeral codes of femininity of the

time which dictated the settlement of women in the throne of the domestic,
feminine andprivate environment as eéhmotherhousekeepenousewife;fi s h e
refused to feminize the interidPWeaccordi
can follow her refusal of the conventional domestic lifestylehef6 hous e wi f e 0

that is imposed wm women through marriagm her own lines:

| think that marriage at that time was the only possible way for the

chrysalis to become butfar. And a butterfly, it flies*”°,

7% U nthe abe 3, | lived this life drunk with freedom, air, light, scents and affection. Head close

to the stars; | gained the love for nature in accordance with the seasons, and respect for all the
peasants of the world, who are anchored into the earth m@ere thanyone. 6 Charl ott e
Charlotte Perriand: Une Vie de CreatiqRaris: OdileJ a c o b , 1998) , 11 (My tran.
the mountains deeply. | love them because | need them. They have always been the barometer of

my physical and mental equilibrium. Why? Because the mountain offers the man the possibility to

overtaking which he red s . [ é] By a selfless effort, we el i
including that of thought. o6 Exhibition catal ogu:
Desi(nohi ves Pet it P-artsdeilasVilldie PaBs28.dSeesals@atherinex

Clarisse Gabr i el Fel d, Mary MclLeod and Martha Teal |,
for t he QQWarlste Pesriand:iAn Art of LivingMary McLeod ed. (New York: Harry N.

Abrams, 2003) 18295, and Charlotte Perriand: Carnet de Mntagne Maison des Jeux

Ol ympigues do6éHiver ed. un d-Barsact(20@7). di r ecti on of Pe

188 5ee 3.3A 1 t iAlterd ke Corbusier & Charlotte Perriand

Esther Da Costa Meyer, fASimulated Dlarodest i cites:
Perriand: an Art of Living30.

10 Charlotte Perriand, 22my translation).
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Figure 4.2.1a, 42.1b Charlotte Perriand in trips to rurdleft, EntredeuxEaux, 193:
Right, taken by Pierre Jeanneret, 1934.

SourceL e f t : Philippe R®gnier, ACharl ott
Beach Loui s VurhetAtt Daiy NEwsSpeciak Issw¢December 2013),
Right: [data base online] http://rosswolfe.files.wordpress.com/2013/12/chark
perriandin-1934left.jpg?w=800 [Accessed: 28.05.2014].

reminding that, marriage was necessary for a woman of the period to realize and
set herselffreey et once she bec o massdoet thebatterflys he woul d

to create her own independent I{feig.4.2.2).

She saw harmony in the life of tipeasantand feed from constrains of the city
life and its prescriptionsshe derived her source of inspiratirom stays in the
rural (Fig. 4.23a, 4.2.8):

Yes, | learnt that there are no unuseable materialeat matters is

how they are used. In parallel with my Parisian life, | often went to the
mountains- | still do. During the move to the summer pastures, | saw
shepherds make small seats from odd bits of wood, anything that came
to hand. And | appropriate to their environment, the ecology, their
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economy and it meets their needs. The value was obvious, | could not
go ondismissing it:"*

She searched to achieve this natural wholeness of outside and inside in her own
life, as well as in her designs where intespaceand landscape become one; and
where domesticitydés narrow | imits are cl

interior towards outside with

[€ ] her deep appreciation of the lives of common people, especially
peasants, whom she believed had achieved agratten of denestic
life, work, and naturé’?

Her architectue and furniture works constituted the design of domestic
environments generally, yet she aimed to embeadicaspects of life in theesign

of the nearest environment of the human being. désigns of interior domestic

spaces some of which have been subjects of discussidhe previous chapter

were in an aim otreainga n ar t and architecture that
life; an art for the life itself, through thldesignof not onlythe built environment,

but also the way one lives in fiAn art of artlessnessas in the words of Mary

McLeod, the nturalnessof objects and environment where one lives, was what

she val ued: simplicity, har mony,e integr
transfor mat i on*?onherecad is faken imtaxthe s/dryeeristeace of

life just as the way nature is; where art becomes natural, and nature becomes art.

And just as art should be reachable for all in the agandist vision, so should be

nature; her basic aim of design was to reach people and make this haisiloley

to all.

cCcharl otte EI | ilrterviewMath Gharlotte Reeriarii e Archifiectural Review
(November 1984). [data base onlitdfp://www.architecturateview.com/archive/interviewvith-
charlotteperriand/8659677.articl¢Accessed: 16.04.2014].

Mary McLeod, @l ntr oduArtdé e iGh aCh aort |tAstAttPee r B d rarnida
of Living, Mary McLeod ed. (New York: HayrN. Abrams, 2003), 10.

13 Mary McLeod, 10.
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We can trace interesting patterns of her passion for nature in her artistic creations;
appropriation of natural objects, shells, vertebrae, rocks, fossilsarthbrut
objectsthat she collected from her travels wikherre Jeanneret andrernand
L ® gand her rawart photograpHs* (Fig. 4.2.4a, 42.4b, Fig. 4.25), as well as
her use of materials in hdarniture and interior designs, whidleok a slight

change throughout her car@efrom metal ofBar sous le Tojtto the use of wood

174 See Jacques BarsaCharlotte Perriand and Photography: A Widegle Eye(Paris: Five
Continents, 2001)
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and rocki n  M®7T (Fig.e426). Together with theseanother form of
architecture evolved from her love for mountains; a creation of a different kind of
domestic environment in natur@ the investigation of her mountain interiors and
her relations to them, | choose twdfelient kinds of architectural space that she
designed and lived in; first her temporary shelter architectasggned to house
mountain refugee camps, house for skiensgd seconda mountain house for
herself at M®ri bel

Her refugee camp structurdbes t udi es on At he concept of
r et r'’8 avdresexperimental units of small, temporal and portable houses for

short stays in the mountainghe first example is & Bivouac; a prefabricated

aluminum structurehat Perrianddesignedn collaboration with Pierreleanneret

(her friend and coll eaguet hfer oenm gli @@ e €0 r AN
Tournonfrom Al umi ni u manéfarsasne-mabilsed wi th Jeanner et
colleagueQuetant in Mont JolyHauteSavoie of Francein 4 days in 938"’

(Fig. 4.2.7). It was designed to accommodate 6 peopk tio 2 metersectangular

space standing on pilot{§ig.4.2.8).With its adaptable and compact furniture, it

allowed users to spend their stays with all the necessary equipment fit for this

small space. Several ecological aspects were also taken into consideration so as to
answer to climatic conditions of the moumathermal needs or ventilatith

(Fig. 4.2.9a, 4.2.9Db).

Esther Da Costa Meyer, fiSimulated Dlafotdest i ci tes:
Perriand: anArt of Living, 29.

176 CatherineClarisse Gabr i el Fel d, Mary McLeod and Martha
Al ps: Ski i ng CharlottePdrrandMa ArsoELiviagl82.n

17 Charlotte Perriand,17.
178 CatherineClarisse Gabriel Feld, MaryicLeod and Martha Teall, 184.
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Figure 4.2.3a, 4.2.3bT o p : ABl oc de gl acmbyPériara, 193
Fontainebleau forest

Bottom: Mountain photographipy Perriand f Pay s a g e , dhte unkhownt a
SourceChar |l otte Perriand et | a(Arphives PetigPala
Mu s ®e d eads dBle \dlle de Paris).
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Figure 4.2.4a, 4.2.8 Photographs taken by Charlotte Perrianjets - r ®
p o ®t, takpmw drring the trips done to rural.

Sourceleft: E1 i s a b et HChaviditel Periandtransl. by Linda Jarosiewichéw
York: Assouline Publishing, 200536. Right: [data base online]
http://www.museeniepce.com/var/ezflow_site/storage/images/exposition/expositio
passee/charlotiperriand/charlottgerriandbloc-image 3/75682-fre-FR/Charlotte
Perriandbloc-image3_2_colonnes.jpdAccessed: 24.05.2014].

Figure 4.25 The jewelery made by Charlotte Perriand between 1934
Source Exhibition catalogue of AChar |l ¢
(Archives Petit P-artsdeilasvillevdle Basdl7.des Beau

Anotherexperimentakxample of her camp architecture is Refuge Tonnegain

designedwith Pierre Jeannerethe same year, to find better solutions foe t

103



Figure4.26Hous e at M®ri bel

Source: Charlotte Perriand;harlotte Perriand: Une Vie de CreatidRaris: OdileJacok
1998) Figure 77.

ventilationof the shelters (Figd.2.10a, 4.2.10b, 4.2.1DAs a similar alternative

to Bivouac, the structuracluded sleeping areas on its ground floor and upper
mezzanindor 8 people studying and storage areas, and a kitchen counter in a 380
cm diameter; withflexible furniture. Yet, it could not be realized because of the
outbreak of the World Warif° (Fig. 42.11).

179 Charlotte Perriand, 118.
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The second example chosen of her mountainior®rs her own house, a chalet
t hat she rather named a i reldeAillges, dn, desig
Savoy, Franc&® (Fig.4.2.12). It is a small house, with a main, large living space

Figure 4.2.7Model of Refuge Bivouac, 1936937
SourceeEx hi bition catalogue of AChar |l ot
(Archives Petit P-artsdeilagille telPari$dl7.des Bea

as the center, and two separate rooms on two floors that are both accessible from
the outside. Tére is also a kitchen attached to the living room, yet what Perriand

rather preferred as the cuisine is the big fireplbmated in the main living

180 GennaroPostiglione, Kristell W€ 998, 1960617 Ndwar | ot t e
Construction M®r i bd00 Hbuses forA00lArcktsctSensaeo \Postigbonel n
ed. (K°l 2008)318schen,
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Figure 4.2.8The construction of Refuge Bivouac on site.
Source:Ex hi bition catalogue of AChar |l ot
(Archives Petit P-artsdeilasvilledle Bafisdl5.des Beau

room® (Fig. 42.13). The large terrace and windows that render the landscape
both visible and accessible from interior blurs the margins of interior and exterior,

just the way Perriand would hope to do:

| am in contact with the near firs, birds, squirrels, my terrace is the

line of horizon, lost in the skiythe peak!®?
BlaUne pi ce dans la pi ce pour griller un marcassi
Noz+l , des bananes sous |l a cendr e, pour boire ou c
fl ammes, | 6hiver , ber csiengederlankige qbtombs. Il gaubienumdr ant e, dan
petite cuisine, anadsselcloel!lsd @BBurrl dtatieg ePdrar ivand, 2

182 Charlotte Perriand, 234. (my translation).

106



